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Chapter 1 
 

Introduction 
 
1. Problem significance 
 Typeface plays an important role in graphic design by communicating the 
message through the words and the form of the typeface. Typeface in graphic design 
can be categorized in two major categories; (1) the typeface for typesetting, which has 
to include the whole set of consonant from Kor(ก)  to Hor(ฮ ) , used in typesetting into 

phrase or sentences and therefore must prioritize the legibility, and (2) the typeface 
for decorative functions, designed for a specific task such as logo design, headline 
design on public relation media, and the typeface on the magazine cover, etc.   
 
 In designing the typeface, the objective would determine the design 
direction of the form, feeling, and the communication of the intended message to the 
target audiences. 1  By creating short phrases, the display typeface may convey 
humorous or frightening mood, or even the feeling of greatness.2 The display typeface 
may prioritize a clear personality and a uniqueness over the legibility of the typeface.3 
Selecting the display typeface with a clear personality could influence the perception 
and feeling of the audiences. Same words and same meaning, with the distinct 
typeface can be perceived differently.  This is an important principle in creating an 
effective design.  
  
 Magazines are the medium which is highly influenced by the popularity of 
each typeface in each era. The selection of suitable typeface and cover design needs 
to match the taste of the target audience and therefore results in the different 
personality of each magazine. Overall graphic and typeface layout design is the 
medium which may communicate certain personality, which may or may not be 
consistent with the magazine’s content.4  

                                                 
1 Siriponn Peter, Graphic Design, (Bangkok : Odean Store, 2006) P89.   
2 Worapong Worachatudompong, Display Typeface,(Bangkok : 

Silpabannakarn National Center of Electronic Technology and Computer, 
Department of Research and Development of Information Technology, 2002)   

3 Pracha Suviranon, Investigating the Thai Typeface,(Bangkok : S.C. 
Matchbox, 2002 ) 

4 Erik Spiekermann and E.M.Ginger, Stop Stealing Sheep&Find out how 
type works, 2nd en. (America : Abobe Press book. Peachpit Press, 2003). 
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 The display typefaces, which function as the title of the magazine in the 
past, were designed according to the objective and the designer’s imagination and 
creativity. The look of the typeface could be influenced by the technology, art and 
design movement, and the change of the political, economic, and social context. The 
early period of Thai women’s magazines started with the first magazine for female 
target audiences called “Nareerom” (น า รี ร ม ย์ ), first published in 1888.5 The display 

typeface used for the magazine’s name was only the enlarged regular printing 
typeface, perhaps used only during the early period of the magazine itself. Therefore, 
the typeface did not clearly represent the magazine’s personality. Afterwards, when 
magazines for female audiences were more widespread, it was necessary to design 
the display typeface, in order to increase the attractiveness of the magazine and gain 
more interest and instant awareness from the target audiences. The typeface design 
concept may originate from the magazine’s objective of representing the femininity 
of the female target audience, and distinguishing the magazine’s personality. 
 

Apart from the functional criteria, the typeface must also be beautiful and  
represent the meaning of the word or phrase.6 The aesthetic beauty of the display 
typeface in the past was mostly represented through the line. During the early period, 
the display typeface design was strictly limited by the developing technology, unlike 
nowadays. Without the design-aided technology, the typeface was unbalanced, edgy, 
and rough, which became the aesthetic signature of the era7 
 
 Some display typefaces were designed for a particular use and required a 
nostalgic mood. Therefore, such display typefaces were inspired by the typeface from 
the past. For example, the typefaces for the film title of “Tears of the Black Tiger” (ฟ้ า
ทะลายโจร) and “Mekhong Full Moon Party” (สบิหา้ค ่าเดอืนสบิเอด็) were especially designed to 

create the unique identity of both films. The typeface, designed and developed by 
Pairoj Siamrouy, was inspired by the past typeface and later developed for print 
setting as a font, called “SR FahTalaijone NP”.    
  
 The study of the design concept of display typefaces, especially those used 
in magazines for female audiences during 1888 – 1988, will allow further 
understanding of the history of typeface design as well as the factors which influenced 
their varied characteristics. The display typeface will also show us social 
representation of women during the period. 

                                                 
5 Society of Thai Magazines, History of Thai Magazines, (Bangkok : Nation 

Multimedia Group PLC, 2006)  
6 Worapong Worachatudompong, Display Typeface, (Bangkok : 

Silpabannakarn,National Center of Electronic Technology and Computer, 
Department of Research and Development of Information Technology, 2002).     

7 Interview, Prijos Teeraprapa, Thai Typedesigner, 14 January 2015. 
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  Apart from the display typeface on women’s magazine covers, the other 
medium which may reflect the personality of women in the past is the literature about 
them. Literature is the creative work which functions as the mirror to reflect the image 
of life, society, and the belief systems of people in each era. Thus, literature may 
encourage understanding cross-culturally as well as influence the attitude towards the 
others in the society, and therefore may bring forward the change in society. 8 
Literature is the mirror partially reflecting the society in which it was created, 
especially some of the value of the period.9 In the researcher’s opinion, the writer 
must research about the Thai women in the past prior to writing a novel and/or 
literature with a female protagonist’s femininity. Therefore, it could clearly represent 
the femininity.     
 
 Currently, it is rare to find the reference sources reference about particular 
style and the aesthetic concept for typeface designer, especially the feminine 
typeface. And the typeface design study is still developing and expanding its 
knowledge.    
 
 Worapong Worachatudompon10 claimed that the element of typeface’s 
form would emphasis the visual aesthetic and resulted in beauty and effective 
communication.  
 
 Teerawat Pojwiboonsiri 11 added that the unique typeface maybe rare, but 
is possible to find if the typeface was design with balance.    
 
 As mentioned above that there is a lack the reference of sources regarding 
the typeface aesthetic representing Thai women’s personality and the transmission of 
the typeface aesthetics. This research aims to study and analyze the issues of typeface 
representing Thai women’s personality, by analyzing the typeface on women’s 
magazine covers during the period 1888 – 1988 using design theory and personality 
theory in the analysis. The typeface will be categorized according to target audience, 
typeface design evolution, typeface personality, and women’s personality, in order to 
find a reflection of the women represented in those periods. The researcher will also 

                                                 
8 Petcharin Natsritha, Feminine vision in the novel by Sriboorapha, 

Thesis in Master’s Degree in Education, major in Thai language studies, 
Mahasarakham University, 1999.    

9 Nithi Eawsriwong, (Bangkok: 1984), P6.   
10 Worapong Worachatudompong, Display Typeface, (Bangkok : 

Silpabannakarn,National Center of Electronic Technology and Computer, 
Department of Research and Development of Information Technology, 2002).     

11 Threerawat Pojvibulsiri,The usege of Typeface to communicate 
personality in graphic Design, (The Degree of Master of Fine & Applied Arts in Graphic 
Design, Department of Creative Arts, Faculty of Fine & Applied Arts, Chulalongkorn 
University, Thailand, 2000). 
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analyze the historical literature in which the main protagonists are female, in search 
of the clearer reflection of women of the period. The two analyses will be related 
together in order to find the relationship between typeface design and the personality 
of Thai women. The result will be a design guidelines which can represent the 
personality of Thai women, and the design process which can be applied by those who 
would like to create the typeface representing women during the period 1888-1988. 
This research will also transmit the knowledge to the public and encourage further 
growth in the field of visual communication design using Thai typeface. 
 
2. Research Objectives 
 2.1 To gather the aesthetics in creation of the typeface design representing 
the personality of women in the period 1888 – 1988.   
 2.2 To continue further the concept of typeface design creation 
representing the personality of women  
 2.3 To study the form and evolution of the typeface design in each era.   
 2.4. To incorporate the research result into a guideline of typeface design 
concepts representing the personality of women form 1888 – 1988   
 
3. Research Hypothesis 
 3.1 Art and design influenced the typeface design for women’s magazine 
covers during the period 1888 – 1988. 
 3.2 The typeface design process and aesthetic concepts influence the 
typeface design for women’s magazine covers. 
 3.3 Thai women’s personalities were influenced by the typeface design on 
women’s magazine covers during the period 1888 – 1988.  
 
4. Research problems and questions 
 4.1 Research problems 
 4.1.1 There are few typefaces that conveys women’s personalities. 
 4.1.2 The textbook of Thai typeface design concept is currently rare.   
 4.1.3 The design process in Thai traditional typeface make a designer 
turned to design in Thai traditional typeface and more. 
 4.2 Research questions 
 4.2.1 Is it possible that the ideal of Thai femininity during the period of 
1888 to 1988 be represented through typeface design? 
 4.2.2 Is it possible that the typeface used at the title of Thai women 
magazines from 1888 to 1988 were influenced by the art and design movement and 
the change of the political, economic, and social context?  
 4.2.3 Is it possible that the reason for using typeface used at the title of 
Thai women magazines from 1888 to 1988 is related to the design principles, tools, 
techniques, technology, and the designer’s concept?  
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5. Scope and Limitation of the research 

5.1. Gantt chart  
 

Table 1: Gantt chart 
 

Year 2012 2013 2014 2015 2016 

 Month 1 2 3 4 1 2 3 4 1 2 3 4 1 2 3 4 1 2 3 4 

1. Data gathering  
1.1 Literature review about 
display typeface design, 
research about designing 
magazines for women  both in 
Thailand and abroad 
1.2 Literature review about 
design theory and principles; 
aesthetics, design 
fundamentals, typographic 
design, and personality theory 
1.3 Gathering the display 
typeface on the cover of 
magazines for Thai women 
during 1888 – 1988  
1.4 Review literature and novel 
with Thai female protagonists   
 

                    

2. Research Instrument  
2.1 Grouping the display 
typefaces’ personality 
according to Kobayashi’s 
personality theory and 
Typeface design aesthetics 
theory. 
2.2 Timeline of the display 
typeface on the cover of 
magazine for Thai women 
during 1888 – 1988 
2.3 Timeline of Thai women’s 
fashion during 1888 – 1988  

                    

2.4 Personality of the 
protagonists from literature 
and/or novel. 
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Table 1: Gantt chart (continue) 
 

Year 2012 2013 2014 2015 2016 

 Month 1 2 3 4 1 2 3 4 1 2 3 4 1 2 3 4 1 2 3 4 

3. Interview the specialists                      

4. Create the prototype of 
display typeface design    

                    

5. Evaluate the research by 
experimenting the model of 
display typeface design 
representing Thai women 
personalities during 1888 – 
1988 with the target audiences.   

                    

6. Documentation of the 
research analysis and synthesis.   

                    

 
5.2. This research limited the population that it studied and analyzed, in 

order to find the relationship which will guide the design, as followings.   
 5.2.1 Display typeface used on the title of Thai women’ magazine cover 
during the period 1888 – 1988, according to the research “The 100th anniversary of 
Thai women’s magazines”     
 5.2.2 Literature and/or novel with the main female protagonists and 
the background historical facts from 1888 – 1988 (the reign of the late King Rama 5 
until the reign of King Rama 9)    
 5.2.3 Thai typeface designers with special recognition and/or awards.   
 

5.3. Variables 
 5.3.1 Independent variables: art and design movement, reflection of 
women, technology and principles in typeface design, and the change in socio-political 
context.   
 5.3.2 Dependent variables: the form of display typeface on the cover of 
magazines for Thai women during 1888 – 1988.  
 

5.4. Grouping the typefaces according to the target audiences, level of 
evolution, and personalities.   

 
5.5 Comparative analysis of the design concept and influence of the 

typeface on the cover of magazines for Thai women during 1888 – 1988, under the 
three following influences. 



7 

 

 5.5.1 Influence from art and design movement and concept of 
western. 
 5.5.2 Influence from the print setting technological development. 
 5.5.3 Influence from other factors which may impact the design, such 
as socio-political or economy context, and the imagination of the designer. 
 

5.6. Analyze the image of Thai women during 1888 – 1988 in each aspect 
as followings.    
 5.6.1 External and internal personalities    
  5.6.2 Image 
 5.6.3 Reflection of women stereotype in society 
 5.6.4 Culture, society, and education   
 5.6.5 Fashion, hairstyle, and jewelries 
 

5.7. This research will also consist of an experimental workshop with the 
target who has some previous background in typeface design and interested in Thai 
typeface design. 
 
6. Research outcome 
  6.1 Thai typefaces which represent Thai women will be increased.  

6.2 The design process of Thai typefaces reflecting the personality of Thai 
women from 1888 to 1988, which could offer some benefits and inspire the target 
audience for new idea. 

6.3 The anatomy Thai typefaces will be conserved. 
6.4 The knowledge of the design process and the evolution of typeface 

design in each period will be revealed. 
6.5 The research results will contribute to the content of a textbook about 

Thai retro typeface designs. 
6.6. The research may inspire a new generation of designers to become 

interested in Thai typefaces and help in expanding the field.   
 

7. Keywords 
7.1 Anatomy is the different strokes that form typographical characters. 

Each letter can be thought of as a body comprised of various constituent parts, and 
these study and identification of these parts likened to anatomy. 

7.2 Typeface is a particular design of letter which has been designed to 
represent to feeling and communicate to a target.   

7.3 Display type is a category of typefaces designed for decorative or 
headline use. As opposed to text typefaces, display typefaces are usually meant for 
larger settings. 

7.4 Physical characteristic of Typeface in research is typeface shape its 
personality. 
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8. Summary 
 This research aim to study and analyze the display typeface representing 
the Thai women’s personality, by using the case study of display typeface on the cover 
of magazines for Thai women during 1888 – 1988. The result will guide the design 
direction of the display typeface representing the Thai women’s personality during 
1888 – 1988, conserved the creation of typeface representing femininity, reveal the 
form and evolution of display typeface in each era, and may further developed into a 
guideline of design concepts of display typeface representing women’s personalities 
during 1888 – 1988. 
 

 



 

 
 

Chapter 2 
 

Literature Review 
 

 Related literatures about communication design are available in many 
fields including communication arts, fine arts, psychology, and graphic design. This 
chapter will present the related theory about typeface design, which is an important 
element in all kind of communication design. 
 

The design concept of typeface representing female personality may be 
clearer if the relationship between the form of typeface and the female personality 
could be found.   
 
1. A brief history of Thai alphabets 
 
 It is important to study the history of Thai alphabets in order to understand 
the evolution of alphabets and printing technology, as well as the aesthetic in design 
and the creative concept.1  
 
 Thai alphabets, as known as “Lai Sue Thai” (ลายสอืไทย) started to appear 

during the Sukhothai period. It was believed that King Ram Kham Hang of Sukhothai 
kingdom organized the various writing script into one system of alphabets, by calling 
for the philosophers’ conference. The result alphabets were the adaptation of the 
alphabet form and writing system, and were later used as an official alphabet for a 
while. 
 During the reign of King Lithai of Sukhothai kingdom, Thai alphabets went 
through another major change with unknown cause. Thai alphabets during King 
Lithai’s reign were widely used and found on many inscription stones. Afterwards, the 
Ayuthya Kingdom still used them as the official alphabets. However, the alphabet 
forms were gradually change into the geometric form. Then the Thai alphabets gain 
the evident geometric edge and the straight line with added angle which clearly 
appeared in the official alphabets in the reign of King Narai of Ayuthya kingdom. 
 
 The Thai alphabets in King Narai’s reign is similar to the contemporary Thai 
alphabets, with a slight variation in the notched tail. By the time of Thonburi kingdom 
and Early Rattanakosin kingdom, the notched tail was abandon that the alphabets’ 
form became simple, with just a slight italic form. This is the type of Thai alphabets in 
used nowadays, even if the print setting alphabet form is widely replacing the 
handwriting. However, the handwriting alphabet still exists in the important 

                                                 
1 Siriponn Peter, Graphic Design, (Bangkok : Odean Store,Thailand, 2006) 

P.121. 

9 
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document such as diplomas or educational degrees, called “Calligraphy alphabet” 
(อกัษรอาลกัษณ์) 2 . The printing technology was already available then, using Roman 

movable type which can be read in Thai instead of Thai moveable type. That was the 
start of the printing history in Thailand3  
 
 The printing industry started to flourish since the reign of King Rama 3 of 
Rattanakosin kingdom. The form of Thai alphabet was then usually developed with 
the reference to the moveable type.  Dr.Bradley (หมอบรดัเลย)์ first introduced the Thai 

moveable type during this time and also designed Thai moveable type called “Edgy 
Bradley” (บลดัเลเหลีย่ม), which was inspired by the official calligraphy. The missionaries 

arrived to introduce Christianity as well as all kinds of knowledge including book 
publishing. Dr. Bradley used the moveable type for his magazine called “Bangkok 
Recorder”, or the short chronicles, which was the first magazine in Thailand. The 
typeface in this time developed slowly until the end of King Rama 4’s reign. 
Dr.Bradley’s design then became the foundation of typeface design in the next 
period.4 
 
2. Design History of Typography 
 

Timeline of Typography Design History 5 
 

 
 

Figure 1: Timeline of Typography Design History 
Source: Orawan Praphruetdee, Timeline of Typography Design History, (Bangkok: 
2016). 

                                                 
2 Tawach Punnotok, The evolution of Thai alphabet, (Bangkok : Publishers 

of Chulalongkorn University, 2010)   

3 Pairoj Pittayametee, The analysis of graphic design elements reflecting 
Thai identity,(The Degree of Master of Fine & Applied Arts in Visual Communication 
Design, Faculty of Decorative Arts, Silpakorn  University, 2008) 

4  Pracha Suviranon, Investigating the Thai Typeface, (Bangkok: S.C. 
Matchbox, 2002). 

5  Friedi, F, Ott N.and Stein B, Typo Who When How,(Italy: Amilcare Pizzi, 
1998). 
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The writing system of human started with the symbolic system or drawing 
to represent the meaning, then further developed into the alphabet we used 
nowadays, which is different in each society. The typeface was also developed, 
changed, and updated by time and social context during the time. This research will 
demonstrate the example of alphabets according to the time of origins using the 
chronological timeline.   
 
 2.1 Gothic (1230-1500) 
 

 
 
Figure 2: Gothic typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 Palaces and churches were the center of art and culture during the Gothic 
period. They were the place where knights and priests practiced and studied. There 
were numerous changes during Gothic period, such as the architectural form. The 
writing and alphabets forms also changed accordingly by become more elongated 
than the earlier circular writing of the early middle age. The Gothic alphabets further 
developed into many style, such as the Carolingian script during the 11th century 
would become the Textura script in 13th century, or the Rotunda with slightly curve 
form which was widely used in Italy, Spain, and Germany. 
 
 2.2 Renaissance (1400-1600) 

 

 
 

Figure 3: Renaissance typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
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 The Renaissance period was the age of Greek and Roman’s knowledge 
revival. The most important invention was the moveable type by Johann Gutenberg in 
1450, which brought forward the boom of early publishers in Europe. Until 1465, the 
Roman script in used nowadays became standardized, by the attempt of many 
typeface designers such as Nicolas Jenson, Aldus Manutius of Venice, Claude 
Garamond of Paris.  Thus, the typeface in the Renaissance period may be classified in 
two schools, which were the Venetian and the Frecnh. However, they both shared 
similar characteristic of being easily legible, clear, and harmonious. 
 
 2.3 Baroque (c. 1590) 
 

 
 

Figure 4: Baroque typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 

Art and culture seemed to reach  its peeks and richness during the Baroque 
period, when bountiful decoration could be found everywhere including the 
architecture of the auditorium and the typeface design. Roman script during this 
period would emphasis the thick and thin line in the alphabets, with beautiful 
decorative pattern. The country where Baroque style flourished were Netherland, 
England, and France. There were many important typeface designers such Christoffel 
van Dyck and Johann Michael Fleischmann from Netherland, and William Caslon and 
John Baskerville of England. During the reign of King Louis 14th in France, 1692, there 
was also the development of official script for the court uses as well. 
 
 2.4 Classicism (1760-1830) 
 

 
 
Figure 5: Classicism typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
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 As a result of technological development, the typeface design and printing 
instrument also developed accordingly. The typeface designer during the Classic 
period preferred the use of mechanical drawing instrument such as rulers and 
compasses over the existing hand-drawn method. The typeface would be fitted on the 
grid table, and would emphasis the clear contrast between thick and thin line, 
resulting in the less legible effect. However, this style of typeface could attract 
attention well. The system of measuring the alphabets, or the Point system, was also 
invented during the Classic period by Francois Ambroise Didot. By the end of Classic 
period in 1810, there were two major styles of typefaces which were the San Serif and 
the Slab Serif.   
 
 2.5 Historicism (c.1860) 
 

 
 

Figure 6: Historicism typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 During the late 19th century, the art form returned to the previous era by 
using various decorative elements and patterns. Visual alphabets in all kinds of 
printing, advertising, and many architectural works focused heavily in the decoration. 
Three-dimensional shading was also used in some place. There were many typeface 
designers or type setters who became entrepreneur, resulting in the expansion in the 
field of typeface design within the United States, England, France, and Germany 
 
 2.6 Arts and Craft Movement (c.1880) 
 

 

 
 
 
Figure 7: Arts and Craft Movement typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
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 This is the time of an important change for the typeface design field. The 
major designer for this movement was William Morris, who preferred the handicraft 
over the machine-made works. This concept impacted the typeface design immensely, 
resulting in highly decorated typeface which still allowed legibility and message clarity.  
Designers in this period did not only create the typeface design, but also include the 
printing material, illustration, and binding as the important elements. The United 
States and Germany were strongly influenced by this movement, which paved the way 
for the modernism in the 20th Century.   
 
 2.7 Art Nouveau (1980-1914) 
 

 
 
Figure 8: Art Nouveau typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 The turn of the century brought forward the new artistic movement called 
“Art Nouveau”, which later expanded to all kinds of art during the time including 
architecture and printed media design. Art Nouveau employed the abstract lines and 
free forms which were inspired by natural organic form, and turned them into the 
unique symbolic design. The most popular design during Art Nouveau period was the 
poster design. However, this movement last only about a decade and later replaced 
by mass production industry.   
 
 2.8 Informative Functionalism (1910) 
 

 
 
Figure 9: Informative Functionalism typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
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The origin of the Informative Functionalism was in the 1910, when the Art 
Nouveau no longer seemed to suit the society at the time. The form and 
communication in the style of informative functionalism would emphasis the 
corporate identity. There were many more design in series, with fewer alphabets and 
clearer illustration, which were the total opposite of Art Nouveau. Designers focused 
on the whole layout instead of a particular area. And the element selection would 
follow the desired function only.   
 
 2.9 Futurism (1910-1920) 
  

 
Figure 10: Futurism typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 

At the turn of the new century, around 1910 -1920, the new concept and 
expression in literature, art, and typeface design enter the new phrase called 
“Futurism”. Futurism abandoned the existing convention, but emphasis the visual 
poetry achieved by the layout structure, in which each designer would employ one’s 
own unique style. As for the typeface design, the designers start to explore with the 
three-dimensional design which give the various depth to alphabets, and also the use 
of highly contrasting typefaces together in some design. 
 
 2.10 Dada (c.1915) 
 

 
Figure 11: Dada typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 Dada originated in 1915, at Zurich, Switzerland, during the time of criticism 
of monarchy and the regime around the time of World War I. Dadaist designers hardly 
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design to serve any objective. And the Dadaism style is not suitable for advertising or 
design that aim to communicate any message, for its used of collage technique with 
unconventional layout. Dadaism was influential in Berlin, Paris, and New York for a 
short period of time.   
 

2.11 Constructivism (c.1920) 
 

 
Figure 12: Constructivism typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 The Constructivism style originated in Europe approximately in 1920. The 
name Constructivism derived from the time of founding the Soviet Republic after the 
revolution in 1918, when the new society of the Soviet Republic was constructed. This 
style expanded to all kinds of art including architecture and design. Most design 
preferred using collage and the typeface as the picture element. However, this style 
could not really serve the propaganda needs and only existed during the short period 
of time. Many countries in the Eastern Europe were influenced by this style, which 
further evolved into the De Stijl in Netherland and the Bauhaus in Germany.   
 
 2.12 Expressionism (1910-1925) 
 

 
Figure 13: Expressionism typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 During the year 1910 – 1925, the expressionism style was the most distinct 
one among the 20th century artistic movement. The expressionism usually employed 
the wood cut printing style and unpredictable layout. The design of books, magazine, 
and poster were highly influenced by this style  
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 2.13 Art Deco (c.1925) 
 

 
Figure 14: Art Deco typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 The form of Art Deco typeface shared basic element with the 
constructivism and the advance usage of abstract shape and form of the Cubism 
instead of Art Nouveau.  This style was popular in Netherland, France, England, 
Switzerland, the eastern Europe, and the United States. The Art Deco design emphasis 
the beauty in all medium including magazine, book, poster, architecture, furniture, 
fashion, packaging, etc. Some design emphasis the typeface usage and the contrast 
between thick and thin line, structure, or the value. The typeface usually constructed 
from the geometric form. The typeface designer often gave more priority to the 
decorative function of typeface over the legibility.  
 
 2.14 Individual Written Form (1925) 

 
Figure 15: Individual Written Form typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 This style derived from many typeface design concepts altogether, and 
usually came from the self-taught designers such as artists, type settings, or craftsmen 
in the printing industries. Most design served the personal needs more than any other 
function in the experimental way. This style only existed for the very short period of 
time and faded after the origin of the New Typography movement.   
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 2.15 Elementare Typographie (c.1925) 
 

 
Figure 16: Elementare typographie 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 The Elementare Typographie developed from the constructivism idea. The 
use of Sans Serif started to dominant in this era, for its suitability in functions. The 
typeface emphasis the clarity and the minimization of unnecessary element. This can 
be considered the origin of Sans Serif and the contemporary typeface.  
 
 2.16 Traditional Typography (c.1935) 
 
 

 
 
Figure 17: Traditional typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 During the 1930’s, the conservative thought became more widely 
accepted, and the liberal thoughts were debated. The typeface form then turned back 
to the classicism. In 1932, Stanley Morison, Eric Gill, and Oliver Simon explained the 
new idea which was different from the existing modern thought, in the same way with 
what happened in Italy, Netherland, the United States, and Germany, which was the 
new typeface style that is more formal. There were many new typeface designers in 
the world as well as the books about typography.   
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 2.17 International Typographic Style (c.1945) 
 

 
Figure 18: International Typographic Style   
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 Around the year 1945, the modern typeface could be separated in two 
groups, which were those from the United States, and those from the Switzerland. The 
development of the constructivism and the Elementare Typographie increased the 
need for more communication. In Switzerland, after 1929, typeface design was not 
only influenced by the Bauhaus and De Stijl, but also developed according to the 
functionalist idea. This new style was called the Swiss style, which was clearly against 
the constructivism that did not suit the international function. The Swiss style designer 
would select typeface according to the content and the type of design. The center of 
this movement was in the Zurich and Basel. As for the United States, the publishing 
and advertising industries were flourished and the typeface style also evolved into the 
new era according to the American lifestyle. International Typographic was therefore 
the most influential style after the World War II.   
 
 2.18 Pictorial Typography (c.1955)  

 
Figure 19: Pictorial typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 

After the World War II, communication and public relation expanded all 
over the world. Design companies then tried to present themselves in the most unique 
way possible. This, together with the technological development reinforced the 
typeface design field, especially in the United States. The 1950’s was the origin of using 
film in printing process and the copy machine. Advertising agencies and design 
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companies then changed their protocol. Typeface was not only used for the message 
communication but also the creation of image. This is the unique characteristic of 
Pictorial typography.  
 

2.19 Functional Typography (c.1960) 
 

 
Figure 20: Functional typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 The standard of the functional typography used the clear Sans Serif 
alphabet. The layout would be based on the grid table. The headline would employ 
the bolder and bigger typeface than the content. There were the use of left or right 
alignment, block layout, and the use of capital letters and lowercase letters altogether. 
Many organizations used Helvetica typeface as the standard typeface to create the 
corporate identity, resulting in the Helvetica Crisis.   
 
 2.20 Fluxus (c.1965) 

 
Figure 21: Fluxus typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 During the 20th Century, there were many artists and designers with 
distinctive idea from the main stream. Since the time of Dada, there was another 
group called the “Fluxus”, which based in the United States, Japan, and Germany. The 
fluxus was against the abstract aesthetics of the Expressionism, the Neo-
constructivism, and the Op Art. This group usually created work to criticize the society 
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in the leaflet, poster, and handbill. The typography was experimental, which was not 
suitable for the commercial use.   
 
 2.21 Experimental Typography (c.1965) 
 

 
Figure 22: Experimental Typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 During the same time with the Fluxus movement, the Experimental group 
started to create their works with computer. The Experimental typography would use 
the typeface and layout in the symbolic way by changing the forms and merging 
together as the essence of the work. 
 
 2.22 Pop and Psychedelic (c.1965) 
 

 
Figure 23: Individual Written Form typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 All through the 1960’s, the psychedelic design and pop culture were the 
most influential style among the young adults and the artistic movement. These two 
important styles shared the general look which emphasis beauty and fashion, and not 
related to the artistic movement from earlier period. The Pop Art itself emerged from 
the advertising industries and the cartoons. The Psychedelic partly resembled the Art 
Nouveau in the use of decorative elements but borrow the cartoon drawing style, the 
eastern symbol, and the aesthetic of Art Nouveau. Both styles also related to the pop 
and rock music. Their influence can be found in the United States, England, and Japan.   
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 2.23 Punk Typography (c.1975) 
 

 
Figure 24: Punk typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 There was a new culture emerged in London during the middle 1970’s, 
from the young adults of the time. This was the origin of the Punk style, which employ 
aggressiveness and ugliness in their design. It was also coinciding with the punk music. 
There were a few famous designers in this style. Most works were the poster, record 
covers, and leaflets, which used collage and typeface as their major identity. 
 
 2.24 New Functionalism (c.1980) 
 

 
Figure 25: New Functionalism typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 The design style in the 20th century progressed and faded differently. In 
1980, there was the new functionalism which was inspired by the Elementare 
Typographie and Functional typography. However, the New Functionalism thought 
that it would be boring if the design only followed function, and started creating new 
work without the grid system or the width of the column. They sometimes also used 
multi-size and multi-thickness letters. The most popular typeface was the Frutiger. The 
most famous designers in this group were the Octavo (8Vo) group from London. 
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 2.25 New Wave (c.1980) 

 
 
Figure 26: The new wave typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 Apart from the design development in Europe, there was also the 
independent development of typeface design in the United States called the “New 
Wave”, which developed from the 20th century. This style incorporated the geometric 
forms such as triangle, rectangle, and circle in their works. The typeface layout could 
be in all kind of direction, not limited to the horizontal direction. Legibility was less 
concerned. There were also the use of multi-color and multi-typeface altogether. 
 
 2.26 Encyclopedic Typography (c.1985) 
 

 
Figure 27: Encyclopedic typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 
 
 
 The system in the traditional typeface layout was deserted when the 
1990’s approached. Many young designers create the work by combining graphic 
design and typography together. The style was called the “Encyclopedic” typography, 
which combined the totally different typeface together in a work. For example, the 
typeface from the Constructivism period and the Black letter could be mixed, resulting 
in the hybrid typeface design. The color was no longer natural hue, but replaced by 
the synthetic one to create excitement.   
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2.27 Multi stylistic Typography (c.1990) 
 

 
 

Figure 28: Multi stylistic typography 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare Pizzi, 
1998). 

 
 The design direction developed and changed through time. The new style 
born out of the influence from the existing ones. The 1990’s saw the typeface and 
style which was created with the aid of computer. Typeface design became easier, for 
it was possible to see how the final work would look like before printing. Design can 
be finished faster and be fewer persons, for the difficult processes which require many 
hands could be eliminated.    This was the time when typeface design companies and 
computer software aiming to aid with typeface design flourished.     
  
3. Printing Technology 6 
 
 Literature reviewing about printing technology in this research aims to 
understand the technology in each period, for it is one of the factor that influenced 
the typeface design. There were total five basic printing techniques, which could be 
diversified in many other technique, some of which were the mix between each basic 
technique.   
 
 3.1 Letter Press Printing Letter Press Printing use the metal type casted 
from metal mold, or wooden block, or rubber block, in which the printing part 
protruded out. The printing press using this method could be classified in three types 
as following.   
 
 3.1.1 Platen press is the printing press which stand on the flat floor to 
cause an impression. The Platen press is used for the small-size printing such as name 
card, card, brochure, invoice, or the inserted page. It can also be used for printing 
inserted color cover.   
  

                                                 
6 Kamtorn Satirakul, History of book and printing, (Bangkok: Kurusapha 

Lad Prao Publishing, 1972), P221.   



25 
 

 

 3.1.2 Cylinder press is the printing press which the printing form is held 
in a flat-bed positioned on the horizontal floor of the press. The cylinder creates the 
impression. The printing form can be rotated, and the flat-bed holding the printing 
form would move along the rail to receive the ink and move back underneath the 
cylinder that carries the paper and press it on the printing form. The ink will then be 
affixed on the paper, resulting in the desire printing. This type of printing is used for 
book, large-size printing, and general printing. 
 
 3.1.3 Rotary Letter Press: This type of press required curved mold 
attached to the cylinder printing plate. The compression is also cylindrical. The paper 
will pass through the press in between the printing plate and compression cylinder. 
Printing using this type of press can be very swift, for it usually employs the paper roll. 
When the printing plate roll one cycle, one page can be printed. Therefore, it is popular 
for the large-quantity printing such as newspaper, book, and magazines. 
 
 3.2 Lithography 
 This pressing technique use the metal plano graphic printing. The image 
carrier is the stone block with fine and consistent surface. When the water is applied 
to the surface, the stone block must be able to distribute them consistently 
throughout the surface. There are many ways to make image on the stone block as 
followings.   
 
 3.2.1 Using the lithographic crayon, which looks similar to graphite but 
contain wax within the crayon, to write or draw on the surface. The image will be 
reversed when printed. The crayon will leave the wax on the surface of the stone 
block. When the water is applied, it will adhere to the whole surface except for the 
area with crayon wax. When applied with the grease-base ink, the ink will only fill the 
area with crayon wax, and thus create the mold which can be printed as desire.   
 
 3.2.2 Using the transfer paper is an easier way to print. Writing or 
drawing directly on the stone block is usually not an easy task and required special 
training. Therefore, the transfer paper was invented to accelerate the process. The 
image or words maybe written directly on the transfer paper, which will further 
transfer the image or words onto the stone block using compression from behind the 
transfer paper. The resulted image on the stone block will be reversed, but will be 
reversed back again when printed.  
 

 3.2.3 Using the photographic stone engraving technique, by coating the 
stone block with the photosensitive solution, to transfer the negative image onto the 
stone block. When the black part in the negative is washed, the light will not pass 
through the area. When the film is processed, the light will only pass through the clear 
part which is the image or words on the negative film. The solution will adhere to the 
stone block’s surface only at the area which the light pass through and become the 
part to print. Other parts which does not receive the light will remain washable with 
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chemical solution. This technique allows multi-chrome printing, by preparing one 
stone block for each color. The color image will appear when the multi-color layers 
overlapped. 
 
 3.3 Offset printing 
 This technique use the flat mold attached to the plate cylinder. The water 
roller will spread the water on the mold first, then the ink rollers will spread the ink 
on the plate. The plate cylinder will then offset the image onto the rubber cylinder 
(offset cylinder), which is the cylindrical metal wrapped with rubber plate. The rubber 
cylinder will then print the image onto the paper, which will pass between the rubber 
cylinder and the other impression cylinder. The ink will then be pressed on the paper, 
resulted in the desired printing work. 
 
 Offset printing is one of the most widely-used technique nowadays, for its 
high quality image and the low cost. There are many offset printing press models 
which support multi-chrome printing, simultaneous double-side printing, and the 
web-fed press. 
 
 3.4 Gravure printing this printing technique has many variations. The 
followings are the widely-used ones.   
 3.4.1 Engraving is the technique which engrave the mark that will be 
printed onto the metal cylinder manually. The metal can be either copper or steel. 
Engraving technique is suitable for line drawing and letters. This technique can be used 
for printing the name card, invitation card, diploma, and high-quality letterhead. 
 
 3.4.2 Etching is similar to engraving, but using the acid to create the 
mark on the metal cylinder instead of manually engraving.   
 
 3.4.3 Photogravure is the technique which may create image with 
better value range and resulted in the more beautiful printed work than any other 
technique.   
 
 3.4.4 Rotogravure is suitable for printing in large quantity, for it can 
print very fast on the roll paper or plastic. This technique can be used with printing 
newspaper or small products label  
 
 3.4.5 Stencil is the technique suitable for small-amount printing which 
does not require delicate quality. There are two types of stencils as following. 
 
 3.4.5.1 Hand cut Stencil such as stenciling the metal into desired 
shape and used it over the object which will be painted or spray-painted. For example, 
hand cut Stencil can be used for the painting the bus number. The most popular hand 
stencil technique is called silk screen printing, which use the screen or transparent 
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cloth such as Silk, Nylon, or Dacron stretched on the rectangular fame as the stencil 
surface.  
 
  3.4.5.2. Photo – Stencil could also be considered a type of silk 
screen, with a different way in the mark-making on the surface. The surface will be 
coated with the photosensitive solution. Afterwards, the image will be transferred 
with light through the positive film, which will let the light through its clear area onto 
the screen surface and harden the photosensitive solution. The solution won’t harden 
in the area with black positive image on the film and therefore could be washed out. 
This remained area will be the part where the ink will pass through the screen onto 
the printing surface. 
 
 3.5 Photographic Printing 
 This printing technique is suitable for the small-amount printing, such as 
the following variations.  
 
 3.5.1 Photographic Print This technique may print in the regular scale 
or enlarged scale. The plate is the negative film which will let the light pass through 
the lenses on the paper coated with photosensitive solution. After the light exposure, 
the paper will be washed in the chemical solution and the image will appear. 
 
 3.5.2 Blue print is the technique widely used for the construction plan 
printing. The plate can be the cellophane or drawing paper with black ink marks. The 
plate will be placed over the paper and coated with blue print solution, then exposed 
to light and coated with another chemical solution. The result will be the inverted 
image, which the part that was exposed with light will be blue, and the black marks 
will remain paper-white. This technique may use other type of chemical solutions 
which will result in different color such as black on white, or brown on white. However, 
the blue on white is the easiest method and also most economical one.  
 
 3.5.3 Ozalid is the printing from the original manuscript written on the 
cellophane or drawing paper with black ink. The platemaking process is similar to the 
blue print technique, by exposing the light through the plate onto the coated paper. 
Ozalid technique can also be used with material other than paper, such as metal or 
cloth. After the coated material is exposed with light, it will be smoked with 
ammonium vapour, which will resulted in the chemical process that will bring out the 
positive image on the printed surface. Ozalid printing is suitable for small-quantity 
printing which is the same size with the originals.   
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4. Printing Process7 
 Each publication, though different in objectives, shape, size, materials, 
and printing technique, must be processed in the similar principles. The process can 
be divided in ten steps   as following.   
 

4.1 Manuscript, Copy writing. The manuscript or copy writing is the work 
of writers, which can be handwritten or typed on the single-page paper. It could 
contain words or image, and usually finalized before the layout can be create.   

 
4.2 Layout creation. This is the mandatory step in every publishing. Layout 

creation is the work of layout designer, and is the most essential step for printing 
poster, journals, magazines, or newspapers.   

 
4.3 Illustration artwork. This is the work of painter or artist who illustrate 

the text by image or typeface designed. The artist will proceed according to the layout, 
but usually create the slightly larger work than required. However, the proportion 
must remain the same, so that when reduced into the actual-size block or plate, the 
image will be of the highest quality as possible when printed.    

 
4.4 Illustration photography. This is the same type of work with the third 

step, which usually follows the demand of the writer in the manuscript as well as the 
size referred in the drafted layout before creating the block or plate.   

 
4.5 Composition, Type Setting. This is the process of transferring the text 

from manuscript into the text according to the layout, which can be done manually 
letter by letter, or with the aid of machine (the Monotype Caster). The plate or block 
of art work and photographs from the 3rd and 4th step will be accompany together 
with the text following the designed layout in the 2nd step. After the composition and 
type setting for the whole page, or the whole paper web (containing multi-pages as 
large as the press is able to hold) is finished, the press will print once. Then the type 
setter or compositor will print on the proof paper and send it to the proofreader (or 
the original writer) to do the spellcheck. After the spellcheck is done, the type setter 
will fix the wrong spelling  

 
4.6 Plate-making or block-making. This is the step to create the block or 

plate from the artwork or photograph from 3rd and 4th steps. The plate can be made 
from metal, plastic, or wood.    

 
4.7 Creating the Offset–lithographic plate. In printing with Offset printer, 

the text and images (or anything else) must be consolidated into a single manuscript 
according to the layout design in 2nd step. The manuscript will be offset onto the thin 

                                                 
7 Sanan Patamatin, Typesetting ,(Bangkok: 1970).   
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metal plate attached to the cylinder using photographic process. The processed metal 
plate will further become the offset plate used for printing in large quantity. 

The offset printing will only be used for the large quantity printing such as 
5,000 – 100,000 pieces, which required the high quality. 

 
4.8 Paper selection. Most publications used paper, which comes with wide 

variety of choice nowadays. Therefore, it is the publisher’s task to select the suitable 
paper for the objective of their publications. The paper selection is important because 
other steps also require the suitable paper selection in order to achieve the high 
quality.   

 
4.9 Presswork. After the proofreading and and the revision of type-setting 

is finished in the 5th step, the proof of all plate is finished in the 6th step, and the offset 
plate proff is finished in the 7th step, all plates can be brought to the offset printer to 
start the presswork. 

 
4.10 Binding, lacing. After the presswork onto the paper or rolled-paper is 

finished, the printed paper will be bound according to the original design. In the case 
of newspaper printed from the big rotary press, or any other modern press, the paper 
can be folded into the finished newspaper without requiring any binding in this 10th 
step.   
 
5. Factors influencing the design change 8 
 The display typeface design from the past until now is constantly changing. 
The development will be for the sake of functions and satisfaction in each period. 
There are many factors influencing the change of design as followings.   
 
 5.1 Lifestyle need 
 When the society with small population size expanded into the large 
population size, the people would demand more facilities in their daily life. Mass 
production of facilities and craft is then essential to support the demand of the 
market. The design also become one of the competitive advantage. The product with 
constantly developing design will be more attractive to the consumer. Therefore, the 
design is also one of the values which can be sold in the competitive market. 
 
 5.2 Material and technological advance    
 The contemporary society tended to be more technology-related. There 
are many new material and equipment created, which encourage further innovation. 
The development in material and equipment is also another important factor in design 
development. For a particular design may only be suitable for the particular material.   
 

                                                 
8 Wiroon Tangcharoen, History of arts and design, (Bangkok: E and IQ 

Publishing, 2002), P.123-129  
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 5.3 Designer’s personal attitude    
 After design was accepted as an important career, the design education 
has expanded in the contemporary society. And there is the influx of various cultures, 
thoughts, schools, and tastes, which merge together and resulted in the more 
variations. Each designer would develop one’s own taste, which push the competition 
and the design development. For example, Thai designers may be influenced by the 
Bauhaus school, the Post Modern, the Pop Art movement, the traditional art and craft, 
and the Japanese design altogether. 

 
 5.4 Design capacity 
 Good design education starts with the understanding and cross-
disciplinary practicing, to ground the open attitude and the awareness of the design 
disciplines for the best preparation of the efficient work. Design nowadays is not about 
presenting the work according to the designer’s satisfaction, but has to relate with 
many other issues such as the production process, the understanding of target 
audience, the consumer psychology, the community psychology, and the marketing. 
Good designers in the contemporary are therefore required to be well-round and not 
only specialized in design but also be passionate about design, and possess artistic 
tastes and creativity.    
 
 5.5 Design skills 
 In order to create the tangible design from the abstract imagination and 
thought through any kind of medium or process efficiently, the designer must possess 
some skill set. Design which lack skill may not result in the desired work. Practicing the 
skill is therefore another factor involving in design. 
 
 5.6 Creativity 
 Creativity means the thought or practice which developed or newly 
constructed from the existing things, in the good way. Creativity can be encouraged in 
the particular environment. Artistic or design creativity is a part of creation. Creativity 
is essential in all design process, whether the content, form, or presentation to the 
target audience. Overall impact will result in the desire objective such as sales, 
emotional objective, or image creation.   
 
 5.7 Understanding in specialized design   
 Each type of design work requires specialized knowledge, form, idea, and 
production process. Therefore, the knowledge and understanding in specialized 
design is essential for the efficient design education or creation, which will result in 
the high quality work that can actually serve the purpose. 
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6. Theoretical Framework 
 6.1 Visual Element 

Visual means the sight, or what can be seen. Element means the essences 
which gather into the form of things. Visual element, thus, refer to the essences 
which gather into the form that can be seen. The visual elements consist of the 
following elements.  

6.1.1 Dot  
 Dot means the circular mark or trace which appear on the ground. 
Dot has no size, width, length, nor thickness. Dot is the smallest element, and can 
grow into other elements.   

6.1.2 Line 
 Line is the dots connected into the path in some direction, lengthwise, 
or the dot which was moved in particular direction by the force, or the long scratch 
mark. Lines can be classified in two groups.  
 
 6.1.2.1 Straight line 
 1. Vertical line: the line which stand upright from the horizontal 
plane. Vertical line expresses firmness, strength, dignity, prosperity, balance, and 
rising. 
 2. Horizontal line: the line which lay parallel to the horizontal 
plane. Horizontal line expresses the broad, serene, calm, and relaxing feelings. 
  3. Diagonal line: the straight line which stand in the non-upright 
and non-parallel to the horizontal plane. Diagonal line expresses instability, 
movement, fluctuation, and incompleteness.   
 4. Zigzag or saw tooth line: the zigzag line consisted of many 
straight lines joined together, with their direction alternated in the same distance. 
Zigzag line expresses violence, impact, excitement, danger, and conflict.   
 5. Dotted line: the straight line with some part missing in the 
same distance. The dotted line gave the feeling of discontinuity and uncertainty.   
 

6.1.2.2 Curve line 
 1. Downward curve: the curve which resembles the pan bottom 
or the sagged rope. The downward curve expresses gentle, moving, and flimsy 
feeling.   
 2. Upward curve: the curve which resembles the back of the 
turtle or the bow. Upward curve expresses strength, confidence, and movement.   
 3. Wavy curve: the downward curves and upward curves which 
connected together, resembling the ocean waves. Wavy curve expresses continuity, 
flowing, gentleness, tenderness 
 4. Spiral: the continuous curve which whirl inward to its center. 
Spiral expresses cramped feeling, movement, and resolution.   
 5. Free-form curve: the continuous curve with undetermined 
direction, resembles the tangled rope. Free-form curve expressed chaos, confusion, 
and disorder.  
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6.1.3 Colour 
Colour means the aspect of light which appear before the eye into the 

colour white, red, green, blue, yellow, etc. Without light, there will be no colour. 
There are two types of colour as followings.   
 6.1.3.1 Pigment: The colour pigment powder or element in the 
body which gives the colour. Examples of pigment could be found in plants, animals, 
and minerals. This type of colour is used in the work of art.   
 6.1.3.2 Spectrum: The colour spectrum occur when light refract 
through prism or mist. Examples of spectrum could be found in the seven-colour 
rainbow, consisted of red, orange, yellow, green, blue, indigo, and violet. 
 Natural color wheel Color wheel occur when the hue pigment 
mixed together in three steps. Natural color wheel consisted of 12 colors; yellow, 
yellow-green, green, blue-green, blue, violet-blue, violet, purple, red, red-orange, 
orange, and yellow-orange. 
 1. Primary colours: the colours which cannot be mixed to get the 
colour, consisted of red, green, and blue.   
 2. Secondary Colours): occurs when two of three primary colours 
are mixed together, consisted of orange, green, and violet. 
 3. Tertiary  Colours: occur when one of the primary colour mixed 
with one of the adjointed secondary colour. Tertiary colours consisted of six colours. 

Colours express different meaning as followings, and could be 
different in each culture. 

1. Red: excitement, danger, power, love.   
2. Orange: alertness, excitement, stimulating, fun. 
3. Yellow: bright, cheerful, smart, avant-garde. 
4. Bright green: fresh, cheerful, joyful. 
5. Dark green: clean, safe, fresh, natural, senior. 
6. Indigo: polite, confident, firm, humble.  
7. Blue: fractious, bright, teenage, fashionable. 
8. Violet: extravaganza, mystic, lonely.  
9.   Pink: love, feminine, sweet, gentle, smell nice. 
10.  White: purity, clean, safe, infant. 
11.  Black: distress, mystery, investigation, firm.  
12.  Grey: polite, reserved. 
13.  Brown: conservative, antique, natural. 

 
  6.1.4 Shape and Form 

Shape means the outline of the object, human, animal, or things. 
Shapes are two dimensional (width and height).   

Form means the structure of the picture, object, human, animal, or 
things.  Forms are three dimensional. (Width and height) 
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6.1.5 Value 
  6.1.5.1 Value means the brightness or darkness of the colour, 
or shade and shadow in the drawing. Value create volume for the forms, and the 
depth for the picture.  
  6.1.5.2 Light & Shade 
  1. Light and shade are the elements which always appear 
together, for the light cast over the object always create the shade.   
  2. Light and shade determine the value level. The value of the 
shade depends on the light intensity. Where the light is very bright, the shade will be 
very dark.  

 
6.1.6 Space 
 Space, or gap refers to   

6.1.6.1 The air around the forms   
6.1.6.2 The distance between the forms   
6.1.6.3 The area within the forms which the air can penetrate.   
6.1.6.4 The blank area of the drawing or painting which seems 

like the void that goes within the picture, or the illusory space.   
 
6.1.7 Texture 
Texture means the external aspects of the object which can be seen 

and touch. Texture can be rough, smooth, bumpy, shiny, matt, linear, or spot. 
Texture can be feel through touch or visual sense, and can be used in artistic 
creation. Different texture solicits different feelings.   
  
 6.2 Gestalt Theory9 
 The Gestalt movement was founded in Germany during the early 20th 
century by Max Wertheimer, Wolfgang Kohler and Kurt Koffka. The Gestalt movement 
emphasis the importance of visual sense. The knowledge about Gestalt theory help in 
the analysis and creation of the good design, which is actually about reducing chaos 
and creating new relationship into the design with clarity and principle.   
 The designer must work with the perceptual structure and find the 
relationship in the design creation.   
 

6.2.1 Similarity 
When we see things, we would naturally group them together by the 

similarity in shape, size, color, position of negative space, angle, or value. Each thing 
usually resembles to other thing in some way, and be different in some way. 

 
 
 

                                                 
9 Wiroon Tangcharoen, History of arts and design, (Bangkok :E and IQ 

Publishing, 2002) P107-112.   
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6.2.2 Proximity 
The grouping of similar things is called proximity. The proximity of two 

objects will group them together. The proximity of line or edge will encourage better 
visual perception and shape grouping.   
 

6.2.3 Continuation  
The eye of the spectator will follow the line, whether straight or curve. 

The continuation will appear when the eye follows the line smoothly.  The continuing 
object, with harmonious form, and without any disruption, will encourage better eye-
following. Continuation will help emphasis dynamic and power within the image field. 
 

6.2.4 Closure 
The familiar shape and form provoke the sense of completeness better 

than the unfamiliar ones. When our eye sense the straight line, curve line, or familiar 
shape, we will feel the closure. However, if it can also be boring if the closure happen 
too easily.  

 
6.2.5 Figure and Ground 
The fundamental of perception is that we create the relationship 

between the figure and ground. The visual perception can differentiate the object 
from its surrounding in the same way with reading. We are able to separate the 
alphabets as the figures from the paper or the ground. Usually, the relationship 
between figure and ground are dynamic and ambiguous, and could be perceived in 
more than one way.   

 
The problem of figure and ground is challenging to perception. It is the 

relationship between the positive and negative space. This principle of positive and 
negative space is utterly important to design. The designer must be aware 
automatically that every time the new form is created, the left-over space or ground 
also appear   
 

6.3 Test and Lifestyle10 
Personality in design is one of the important things which help reinforce 

the effectiveness of design as intended. Personality in design also help the designers 
to communicate better according to the design objectives. The design personality 
types in this research refer to the colour classification, for colour is the most 
expressive element which clearly express personality, emotion, and feelings. With 
colours, the design will be more influential for its clear communication which could 
induce the viewer’s emotion.    
 
 

                                                 
10 Shigenobu Kobayashi, Color Image Scale, (Japanese: Original published 

in as Color image scale by Kodansha.,Ltd, 1990 ), P20.  
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6.3.1 Thinking about lifestyle  
Contemporary life has become colorful, and tastes more varied. From 

the abundance of objects that surround them people select those which have meaning 
for them and discard those that do not. So, through the interplay of word and color 
images in the image scales, we can detect a general pattern in the differences between 
people's sensitivities. From the differences in individual patterns. We can get a feeling 
for different kinds of lifestyles. So, in practical terms, when you are creating a new 
product you can make use of the connections between words, colors, and objects. 
Lifestyles have been divided here into eight basic types.  

 
The data on each color indicates with which of these eight types of 

lifestyle that color fits best with. Such basic colors as white, gray, black, or ivory can 
blend well with any lifestyle. 

 

 
 

Figure 29:  The feeling of clear colors  
Source: Shigenobu Kobayashi, Color Image Scale, (Japanese: Original published in as 
Color image scale by Kodansha.,Ltd, 1990), P17. 
 

6.3.2 Eight Taste and Lifestyle Types 
6.3.2.1 Casual  

 In contrast with formal, casual is cheerful and It has an open, 
happy image. This type prefers vivid, clear colors, and is mainly attracted by the vivid, 
strong, or bright tones. Contrasting color combinations using many different hues give 
a characteristic sporty effect.  
 

 
 
Figure 30: Color of casual 
Source: Shigenobu Kobayashi, Color Image Scale, (Japanese: Original published in as 
Color image scale by Kodansha.,Ltd, 1990), P18. 
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6.3.2.2 Modern  
 The feeling here is cool and urbane, with a clear-cut, functional, 
sharp image. Strong contrasts are favored. The neutral colors that we see in fashion, 
interior design, and of course product design are popular with this type. The key color 
is black, with white providing a contrast. Vivid colors, giving an accent, are used to 
create a bold effect. The colors are clear. 
 

 
 
Figure 31: Color of modern 
Source: Shigenobu Kobayashi, Color Image Scale, (Japanese: Original published in as 
Color image scale by Kodansha.,Ltd, 1990), P18. 
 

6.3.2.3 Romantic 
The colors used here are soft, sweet, and dreamy, with a touch of 

fantasy. The main color combinations are light pastel tones and white, giving a poetic, 
soft effect with a feeling of delicacy and sweetness. Since the image is soft and 
charming, it tends to be popular with young girls. Colors with too strong a hue or too 
sporty a feel are not suited to this type; the atmosphere is more one of tenderness. 
The colors used are clear. 

 

 
 
Figure 32: Color of romantic 
Source: Shigenobu Kobayashi, Color Image Scale, (Japanese: Original published in as 
Color image scale by Kodansha.,Ltd, 1990), P18. 
 

6.3.2.4 Natural 
A natural, warm, simple appearance, with a heartwarming image. 

Full of the richness of natural materials. The feeling here is diametrically opposed to 
the artificial feeling of modern. The impression is one of serenity. The main colors are 
shades of beige, ivory, and yellow green. The basic color combinations are subtle 
gradations of grayish colors. 
 

 
 
Figure 33: Color of natural 
Source: Shigenobu Kobayashi, Color Image Scale, (Japanese: Original published in as 
Color image scale by Kodansha.,Ltd, 1990), P18. 
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6.3.2.5 Elegant 
  A taste for subtlety, a nonchalant style, beauty with a sense of 
balance and charm the elegance one can see in Japanese dress. Refinement, 
tenderness, and calm. This is the image of elegant. Grayish colors are favored by this 
type, showy tones and contrasts should be avoided. The color combinations used are 
subtle gradations.  
 

 
 
Figure 34: Color of Elegant 
Source: Shigenobu Kobayashi, Color Image Scale, (Japanese: Original published in as 
Color image scale by Kodansha.,Ltd, 1990), P19. 
 
 

6.3.2.6 Chic 
This type is sober and calm, quiet and sophisticated, with an air 

of simple elegance. The atmosphere is quiet and polished, self-possessed, adult, and 
intelligent, with a cooler image than that of the elegant type. Sober, grayish colors 
predominate. Color combinations use subtle differences of tones and grayish colors. 
 

 
 
Figure 35: Color of chic 
Source: Shigenobu Kobayashi, Color Image Scale, (Japanese: Original published in as 
Color image scale by Kodansha.,Ltd, 1990), P19. 
 

6.3.2.7 Classic 
Elaborate, decorative, and formal, an image of authenticity is at 

the heart of the classic type. The colors used are hard and grayish. The use of brown, 
black, and olive green gives a feeling of tradition and quality. By adding wine and gold 
colors a feeling of gorgeousness is created. The contrasts used are moderate, and the 
feeling is one of calm. 
 

 
 
Figure 36: Color of classic 
Source: Shigenobu Kobayashi, Color Image Scale, (Japanese: Original published in as 
Color image scale by Kodansha.,Ltd, 1990), P19. 
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6.3.2.8 Dandy 
A self-possessed tone, stability, masculinity, and quiet 

sophistication, this is the basis of dandy. Compared to classic, this type is simpler and 
cooler in feel. The basic colors are hard, such as brown, navy blue, or dark gray, used 
in combination with calm, grayish colors. This type appeals to a very adult and 
masculine taste. 
 

 
 
Figure 37: Color of dandy 
Source: Shigenobu Kobayashi, Color Image Scale, (Japanese: Original published in as 
Color image scale by Kodansha.,Ltd, 1990), P19. 
 
 
Table 2: Test and lifestyle-Distinguish characteristics11 
 

Personality Image Target Market Patterns, Materials 

Casual 
 

Youthful, 
flamboyant, 
merry, 
enjoyable, 
vivid 

Young people, university 
students, or people in 
their early twenties who 
enjoy life and aim for a 
free and easy lifestyle. 

Large checks or stripes, 
illustrations with hand 
drawn look, plastic, 
rubber, cotton 

Modern 
 

Urban, 
rational, 
sharp, 
progressive, 
metallic 

Young city dwellers with 
taste for cool, sharp 
things, especially with 
function and design 

Plain or basic color, 
stripes or bold 
geometrical patterns, 
steel, glass, stone. 

Romantic 
 

Soft, 
sweet, 
dreamy, 
innocent, 
dreamy, 
charming 

Principally young women 
with a liking for a soft and 
charming atmosphere, 
emphasis on softness 

Soft patterns, e.g. small 
floral patterns, polka-
dot chiffon; delicate 
lace, white wood, 
frosted glass. 

 
Source: Shigenobu Kobayashi, Color Image Scale, (Japanese: Original published in as 
Color image scale by Kodansha.,Ltd, 1990), P20. 

                                                 
11 Shigenobu Kobayashi, Color Image Scale, (Japanese: Original published 

in as Color image scale by Kodansha.,Ltd, 1990). 
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Table 2: Test and lifestyle-Distinguish characteristics (continues) 
 

Personality Image Target Market Patterns, Materials 

Nature 
 

Natural,  
tranquil, 
intimate, 
simple and 
appealing, 
generous 

People who like a friendly 
and cheerful feeling and 
are mentally and 
physically relaxed, people 
who aim for comfort in 
their daily life 

plain colors or simple 
patterns, leaf or tree 
motif, linen, cotton, and 
other natural material, 
for living space, wood, 
bamboo, rattan 

Elegant 
 

Refined, 
graceful, 
delicate, 
fashionable, 
feminine 

Predominantly women 
with a sense of gentleness 
and delicacy, emphasis 
quality and perfume. 

Flowing, curvilinear 
floral or abstract 
patterns, glossy 
materials such as silk or 
satin 

Chic 
 

Sober, 
modest, 
simple, 
quiet, 
elegant, 
subtle 

People who aim at a calm, 
cool image. the accent is 
on an intelligent, polished 
atmosphere; urbane and 
adult 

Sober, subtle, woven 
patterns; matt finish 
Buckskin, titanium, 
natural stone 

Classic 
 

Traditional, 
classic, 
mature, 
tasteful, 
heavy and 
deep 

Relatively older people, 
who aspire to tradition 
and authenticity, fairly 
conservative, tend to 
choose items with 
ornamentation 

Traditional, 
ornamented patterns, 
such as paisley; lustrous 
materials, such as gold, 
silk, and velvet, leather 
with a heavy deep 
appearance. 

Dandy 
 

placid, quiet, 
sophisticated
, sound, 
dignified, 
strong, 
robust 

An adult market, mainly 
masculine, people who 
like a hard and neat 
atmosphere 

Small checks, sober 
tones, good leather; 
high-quality materials, 
such as cashmere and 
other wooden fabrics 

 
Source: Shigenobu Kobayashi, Color Image Scale, (Japanese: Original published in as 
Color image scale by Kodansha.,Ltd, 1990), P20. 
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7. Typeface Personality  
 
 Eben Sorkin12 insisted that typeface has the voice, or the feeling within it. 
The voice of typeface is unique and generate personality in the same way with 
person’s accent and attitude. The major function of the “voice” is to help giving 
another layer of meaning to the communication and thus make it more effective and 
persuasive by influencing the behavior of the target audience much in the same way 
the speaker’s voice do.   
 

Sorkin mentioned the work of other researchers such as Dawn Shaikh, 
Kevin Larson, Richard Hazlett, and Barbara Chaparo that they all agree on one issue. 
When the personality of typeface matches the content of the text, there will be the 
“resonance effect” which help the communication to be more effective because it will 
be easier to digest the information from text.  However, when the personality of 
typeface does not match the content, it will only create confusion which slow down 
reading. And the more convenience it is for the target audiences to read the message, 
the more likely that they will be persuaded by the message.   
 
8. Typeface Design 

8.1 Typeface and expression13  
 Reading matter is absorbed by grasping signs visually. Visual signals trigger 
associations and sensations that can be specifically influenced through the external 
structure of the letters, e.g. expression of a font or through the typographic design.   
 
 The level of response to an influenced by dimensions, organization and 
accentuation is determined to some extent by the typographer's intentions, but above 
all by the text's purpose and function. A typeface must be appropriate to content, aims 
and function. If a text typeface (also called text type, basic type, body type) has too 
vigorous a life of its own it can inhibit reading fluency. This effect is sometimes 
harnessed for effect in typographic design for headline typefaces  
 
 The image of a typeface, its character, is determined by its characteristic 
style; this style is reflected in its lines, originally determined by the characteristic way 
the writer handled his pen.  
 
 A headline typeface, also called display face or title face, can be emphatic, 
sensational, pictorial, provocative or expressive. Headline typefaces are usually large, 
used mainly for headings and titles or for emphasis. A headline face's specific function 
is to demonstrate presence. The possibilities here range from subtly refined to 

                                                 
12 Eben Sorkin, The Voices of Type, Accessed March 20, 2014. Available 

from http://typecast.com/blog/the-voices-of-type. 
13Die Gestalten Verlag GmbH&Co.KG, The little know-it-all, (Barlin: 2007), 

P62-64. 
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radically wild. Headline faces can form independent textual units or support the basic 
text. The crucial factor is the directly perceived outward impression made by the type 
or word image. Thus typography becomes emphatically an expressive medium.   
 

 
 
Figure 38: The type or word image 
Source: Die Gestalten Verlag GmbH&Co.KG, The little know-it-all, (Barlin: 2007), 
P63. 
 

Display faces are outstandingly well suited to translating moods into visual 
form. If expression or originality are of primary importance, this usually happens at 
the expense of legibility, but without compromising the lucidity of the statement. 
Breaking the rules of harmony makes a major impact as well. Often a single set of 
lettering is used for a headline face or individual letters are developed, and the rest of 
the alphabet is ignored. If objective, more reticent typefaces are required for titles, it 
is possible to use bolder weights of existing faces. 
 

8.2 Typeface for communication 
8.2.1 Categories of typeface   
Typeface is highly important in graphic design, for it serves the major 

role in communicating message in detail. Contemporary graphic design depends 
heavily on various presentation by typeface much in the same way with image. There 
are two main categories of typeface as following.   

 
 8.2.1.1 Typeface for print setting   

  Typeface for print setting must be designed in the whole set, 
with every alphabets, vowel, tone marks, and number. Typeface designer must be 
concerned about the alphabet creation in the program, the glyph size, and the suitable 
look. For the same word, with same meaning, can be perceived differently with the 
different look. 
 
  8.2.1.2 Display typeface 
  Display typeface is used for specific purpose such as trademarks 
or headlines on the public relation media. Therefore, it is important to understand the 
design objective of the particular display typeface in order to impart the different 
feeling according to the design idea which the designer would like to communicate  
 
  As mentioned above, this research focus on the display 
typeface and emphasis the objective which guide the design direction to match the 



42 
 

 

desired image, feeling, and thus can communicate the intended message 
effectively.    
 

8.2.2 Principle of typeface design14 
8.2.2.1 Unity  
Unity of alphabets is highly important. Typeface designers must 

put the top priority into designing typeface as a whole set which each alphabet goes 
well together.     

 
 
 
 
 
 
Figure 39: Example of unity of alphabets 
Source: Orawan Praphruetdee, Classic Typeface, (Bangkok: 2016) 

 
8.2.2.2 Balance  

  There are many possible ways to achieve balance, including the 
balance of form, distance, space, size, area, and color. Typeface with good balance will 
be beautiful, attractive, and legible. Balance can be divided in three types. 
 
  1. Symmetry Balance. This is the balance which the left and right 
side of the alphabets are equal. Symmetry balance brings order and legibility. Thus, it 
is suitable for official works, which require the feeling of punctuality and standard.   
 

 
 
Figure 40: Example of Symmetry Balance 
Source: Orawan Praphruetdee, Classic Typeface, (Bangkok: 2016) 
 
  2. Asymmetry Balance. This is the balance which the left and 
right, or the top and bottom side of the alphabets are not equal but still feel balanced. 
This type of balance solicits the more interesting feeling which repetition and 
boredom could be avoided.   
 
 

                                                 
14  Worapong Worachatudompong, Display Typeface, (Bangkok : 

Silpabannakarn, National Center of Electronic Technology and Computer, Department 
of Research and Development of Information Technology, 2002.), P 85-90. 
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Figure 41: Example of Asymmetry Balance 
Source: Orawan Praphruetdee, Classic Typeface, (Bangkok: 2016). 
 
  3. Gravity Balance. This is the balance from the feeling that each 
alphabet may securely balance on its center of gravity. There is no concern about the 
equality between left and right side. The visual perception would solicit the feeling of 
balance and stability, such as the balance found in the alphabets “ง จ ว ร”. If the center 

of gravity is in the suitable position between the head and tail of alphabets, the result 
will make the viewer relax and secure. 
 

 
 
Figure 42: Example of Gravity Balance 
Source: Orawan Praphruetdee, Classic Typeface, (Bangkok: 2016). 
 
  8.2.2.3 Harmony 
  It is important in typeface design that the designers must know 
how to create the harmony in each alphabet. All letters, vowels, and tone marks must 
be designed in the way that the line, proportion, and form are harmonious altogether. 
When each alphabet looks harmonious together, they will form a visual bond which 
create the smooth and beautiful message.   
 

 
 
Figure 43: Example of Harmony 
Source: Orawan Praphruetdee, Classic Typeface, (Bangkok: 2016). 
 
  8.2.2.4 Proportion 
  Each alphabet contains different proportion. A good proportion 
means the suitable relationship between the width and height of the alphabet, the 
relationship between the alphabet’s size and the thickness of the alphabet’s line, as 
well as the details incorporated in the alphabet’s elements. Suitable proportion will 
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help the typeface to be legible. However, the proportion must also relate with the 
form of the vowels, tone marks, and other marks to achieve the desired effect. 
 

 
 
Figure 44: Example of Proportion 
Source: Orawan Praphruetdee, Classic Typeface, (Bangkok: 2016). 
 
  8.2.2.5 Rhythm  
  The line of the typeface is the element which create rhythm and 
cadence. For example, the position of the head, the flick of the tail, and the alternation 
between the line and space within the alphabet structure, could help create the 
unique and outstanding image. 
 
 

 
 
Figure 45: Example of Rhythm 
Source: Orawan Praphruetdee, Classic Typeface, (Bangkok: 2016). 
 
  8.2.2.6 Emphasis   
  Focus help attracting attention of the target audience and can 
be achieved by many ways. For example, creating the exotic form, selecting the 
support line, using the decorative line or pattern, or using texture, could all bring 
attention to the focused area.    

 
8.3 Categories of typeface15 

8.3.1 Text Typeface categories 
8.3.1.1 Sloping e-Bar (Venetian Serif)  
The bar of the lowercase of the typefaces in this category is 

sloped. This category included the serif typefaces and typeface with slab or wedge 
typeface. The typefaces in this category seems heavy, but come with low contrast 
between thick and thin lines.    

                                                 
15 Gordon Rookledge, Chrietopher Perfect ,and Phil Baines, Rookledge’s 

classic international typefinder,(Singapore: Printed Singapore,1990), P12-13. 
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Figure 46: Sloping e-Bar (Venetian Serif) 
Source: Gordon Rookledge, Chrietopher Perfect, and Phil Baines, Rookledge’s classic 
international typefinder,(Singapore: Printed Singapore,1990), P13. 
 

8.3.1.2 Angled Stress/Oblique Serif (Old Style Serif)  
The bowls of letters (the lower case o) of typeface in this group 

had the angled stress and oblique foot serif (the lower case d). The difference between 
thick and thin lines of letter is more obvious.   
 

 
 
Figure 47: Angled Stress/Oblique Serif (Old Style Serif) 
Source: Gordon Rookledge, Chrietopher Perfect, and Phil Baines, Rookledge’s classic 
international typefinder,(Singapore: Printed Singapore,1990), P13. 
  

8.3.1.3 Vertical Stress/oblique serif (Transition serif)  
The bowl of letters (as found in the lower case o) has vertical 

stress. The ascenders have the oblique serifs. The serif foot of the lower case d is not 
always level but usually does. The thick and thin lines of letter is evident.     
 

 
 

Figure 48: Vertical Stress/oblique serif (Transition serif) 
Source: Gordon Rookledge, Chrietopher Perfect, and Phil Baines, Rookledge’s classic 
international typefinder,(Singapore: Printed Singapore,1990), P13. 
 

8.3.1.4 Vertical Stress/Straight serif (New Transition serif)  
The serif of typeface in this group and the vertical stress are 

straight. There may be some mild oblique serif on a few of them. The contrast 
between thick and thick line is not so evident. 
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Figure 49: Vertical Stress/Straight serif (New Transition serif) 
Source: Gordon Rookledge, Chrietopher Perfect, and Phil Baines, Rookledge’s classic 
international typefinder,(Singapore: Printed Singapore,1990), P13. 
 

8.3.1.5 Abrupt Contrast/Straight Serif (Modern Serif)  
The stress of typeface is vertical and the serifs are horizontal. 

However, the contrast between thick and think lines of letters can be very strong.     
 

 
 

Figure 50: Abrupt Contrast/Straight Serif (Modern Serif) 
Source: Gordon Rookledge, Chrietopher Perfect, and Phil Baines, Rookledge’s classic 
international typefinder,(Singapore: Printed Singapore,1990), P13. 
 

8.3.1.6 Slab Serif 
Slab Serif appears to be heavy. There is very little contrast. The 

serif is square or bracketed.    
 

 
 

Figure 51: Slab Serif 
Source: Gordon Rookledge, Chrietopher Perfect, and Phil Baines, Rookledge’s classic 
international typefinder,(Singapore: Printed Singapore,1990), P13. 

 
8.3.1.7 Wedge Serif (Hybrid)  
Typefaces in this category can be vaguely serif or sans serif. Some 

of them seems to be the serif with the thick end. Some of them can be sans serif with 
very small serifs at the end.  The serif variation of wedge-shape and half serifs can also 
be found.   
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Figure 52: Wedge Serif (Hybrid) 
Source: Gordon Rookledge, Chrietopher Perfect, and Phil Baines, Rookledge’s classic 
international typefinder,(Singapore: Printed Singapore,1990), P13. 
 

8.3.1.8 Sans Serif  
Sans Serif is the typeface without serif and usually employ 

consistent line thickness. There are two other sub-categories which can be identified 
by the lack or the remaining of spur in the capital G. The design can be wide, medium, 
or narrow. Some typeface may be constructed in round or other special shape.    
  

 
 
Figure 53: Sans Serif 
Source: Gordon Rookledge, Chrietopher Perfect, and Phil Baines, Rookledge’s classic 
international typefinder,(Singapore: Printed Singapore,1990), P13. 
 

8.3.2 Decorative Typeface Categories 
8.3.2.1 Flowing Script  
The typeface in this category shared the similar handwriting 

effects, which some part of alphabets would joined and seems to flow. The effects 
could be divided into quill pen, felt or graphic pen and brush. The typeface form could 
be sloping, upright, rounded, or angular.   
 

 
 

Figure 54: Flowing Script 
Source: Gordon Rookledge, Chrietopher Perfect, and Phil Baines, Rookledge’s classic 
international typefinder,(Singapore: Printed Singapore,1990). 
 

8.3.2.2 Non-Flowing Script  
The script typeface in this category does not join each other, 

suggesting another way of writing such as found in the black letter, the uncial 
typefaces, and the roman italic typeface which seems to be written by pen. 
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Figure 55: Non-Flowing Script 
Source: Gordon Rookledge, Chrietopher Perfect, and Phil Baines, Rookledge’s classic 
international typefinder,(Singapore: Printed Singapore,1990), P156-157. 
 

8.3.2.3 Unmodified (Formal Text Shape)  
The typeface in this category follows the form of traditional and 

formal letter shapes, but often used for decorative proposes. It does not include the 
very bold or very thin typefaces, which are better categorized as Fat and Thin face. 
The typeface can be roman, slab, wedge, sans serif, outlined, inline, shaped, or comes 
with background.   
 

 
 
Figure 56: Unmodified (Formal Text Shape) 
Source: Gordon Rookledge, Chrietopher Perfect, and Phil Baines, Rookledge’s classic 
international typefinder,(Singapore: Printed Singapore,1990), P156-157. 
 

8.3.2.4 Fat Face & Thin face (Unmodified & modified) 
The typeface in this category can be divided by its weight, 

whether it is Fat (extreme and bold) or thin (light). They could be roman, slab, wedge, 
or sans serif. The roman serif could have either thin, medium, or thick serif. The design 
of sans serif typeface could be wide, medium, narrow, or rounded shape.   
 

 
 

Figure 57: Fat Face & Thin face (Unmodified & modified) 
Source: Gordon Rookledge, Chrietopher Perfect, and Phil Baines, Rookledge’s classic 
international typefinder,(Singapore: Printed Singapore,1990), P156-157. 
 

8.3.2.5 Ornamental 
This category included the typefaces which are elaborately 

decorated, including those with ‘swash style’ or flourishes. Typefaces could be roman, 
slab, wedge, sans serif, or even the script-base, as long as they are highly ornamental.  
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Figure 58: Ornamental 
Source: Gordon Rookledge, Chrietopher Perfect, and Phil Baines, Rookledge’s classic 
international typefinder,(Singapore: Printed Singapore,1990), P156-157. 
 

8.3.2.6 Modified Serif 
Typeface in this group may be roman, slab, wedge, or serif, with 

the distortion, added or subtracted element to increase the desired effects, such as 
found in the stencil letter. The axis can also be modified to slope backward. 
 

 
 
Figure 59: Modified Serif 
Source: Gordon Rookledge, Chrietopher Perfect, and Phil Baines, Rookledge’s classic 
international typefinder,(Singapore: Printed Singapore,1990), P156-157. 
 

8.3.2.7 Modified Sans Serif 
This category included various styles of typeface. There are many 

possibilities in modifying the typeface, such as using vertical and horizontal thick and 
thin stress, electronic effect, cut effect, stencil effect, striped, shaded, or inline.  The 
only similarity they shared is the lack of serif.    
 

 
 
Figure 60: Modified Sans Serif 
Source: Gordon Rookledge, Chrietopher Perfect, and Phil Baines, Rookledge’s classic 
international typefinder,(Singapore: Printed Singapore,1990), P156-157. 
 

8.3.2.8 Modified Outrageous 
This final category includes both ‘modified’ serif and san serif 

typeface that are of particularly unusual and ‘way out’ nature. They are highly stylized 
and often humorous and intended for special, very specific use only. Typeface group 
include: heavy, inline or striped, dot-formed, shaded and 3D, with background and 
pictorial. 
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Figure 61: Modified Outrageous 
Source: Gordon Rookledge, Chrietopher Perfect, and Phil Baines, Rookledge’s classic 
international typefinder,(Singapore: Printed Singapore,1990), P156-157. 
 

8.3.3 Thai alphabets16 
8.3.3.1 Forms of Thai alphabets 

Table 3: Forms of Thai alphabets 
 

44 Consonants. ก ข ฃ ค ฅ ฆ ง จ ฉ ช ซ ฌ ญ ฎ ฏ ฐ ฑ ฒ ณ ด ต ถ ท ธ น บ ป ผ ฝ พ ฟ ภ ม ย ร ล ว 
ศ ษ ส ห ฬ อ ฮ 

17 Vowels. ะ   ั ัา   ัา   ั  ัี   ั  ัื  ั   ั  เ แ โ ใ ไ 
5 Tone marsk.   ั   ั   ั   ั   ั  ั์ 

10 Thai digits. ๑ ๒ ๓ ๔ ๕ ๖ ๗ ๘ ๙ ๐ 

 
Source: Tanapan Anuntanuruk, Calligraphic Design, Accessed September 15, 2016. 
Available from http://tathanapan.blogspot.com/p/blog-page_1037.html 
 

8.3.3.2 Structure of Thai alphabets  
The Thai alphabets can be classified according to their special 

feature as following:   
            1. Head of the alphabet. Almost all of Thai alphabets contain a 
part called “head” except from the “Kor” (ก) and “Tor” (ธ). The location of the head 

can be in the various places, as described below.   
 
Table 4: Head of the alphabet 
 

Group Head of the alphabet. Alphabet examples 

1. The group of alphabets with the head on the 
top-front side. 

ข  ฃ  ฆ  ง  ช  ท  ฑ  น  บ  ป  พ  ฟ  

ม  ษ  ห  ฬ 

2. The group of alphabets with the head on the 
top-back side. 

ย ผ ฝ 

 
Source: Tanapan Anuntanuruk, Calligraphic Design. Accessed September 15, 2016. 
Available from http://tathanapan.blogspot.com/p/blog-page_1037.html 
                                                 

16  Worapong Worachatudompong. Display Typeface. (Bangkok : 
Silpabannakarn. National Center of Electronic Technology and Computer, Department 
of Research and Development of Information Technology, 2002.) P1. 
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Table 4: Head of the alphabet (continues) 
 

Group Head of the alphabet. Alphabet examples 
3. The group of alphabets with the head on the 

bottom-front side. 

ภ ฎ ฏ ร ว 

4. The group of alphabets with the head on the 
bottom-back side. 

ถ ณ ล ส ญ ฌ 

5. The group of alphabets with the head in the 
middle-front side. 

จ ฐ ฉ ด ต ฒ 

6. The group of alphabets with the head in the 
middle-back side.    

ค ศ ฅ อ ฮ 

 
Source: Tanapan Anuntanuruk, Calligraphic Design. Accessed September 15, 2016. 
Available from http://tathanapan.blogspot.com/p/blog-page_1037.html 
 
   2. Roof of the alphabets. Some alphabets contain the top part 
called the “Roof”, while some lack this part. 
 
Table 5: Roof of the alphabets 
 

Group Roof of the alphabets Alphabet examples 

1. The group of alphabets with “Roof”  ก ค ฅ จ ฉ ฌ ญ ฏ ฎ ฐ ฒ ณ ด ต ถ ธ ภ ร ล ว ศ 
ส อ ฮ 

2. The group of alphabets without “Roof”  ข ฃ ฆ ง ช ซ ฑ ท น บ ป ผ ฝ พ ฟ ม ย ษ ห ฬ 

 
8.3.3.3 Group of alphabets   
Apart from the classification by the location of the head and the 

existence of the roof, the alphabets can be further classified according to their similar 
visual structure.  
 
Table 6: Group of alphabets   
 

Group Alphabet examples Detail 

1 The group of ก ถ ภ ฎ ฏ ฌ ณ ญ ฤ ฦ  ฤ and ฦ are actually vowels but share 

the same visual structure with the 
consonants 

2 The group of ข ช ซ  The structure is similar, only 
different at the tail 

3 The group of จ ว  Overall structure is similar 

 
Source: Tanapan Anuntanuruk, Calligraphic Design. Accessed September 15, 2016. 
Available from http://tathanapan.blogspot.com/p/blog-page_1037.html 
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Table 6: Group of alphabets (continue) 
 

Group Alphabet examples Detail 

4 The group of ค ศ ด  Similar roof style 

5 The group of ฅ ต ฒ  Similar roof style 

6 The group of บ ป ษ  Similar overall structure 

7 The group of ฃ ช ฆ ฑ  Similar head structure 

8 The group of ร ธ ฐ  Similar roof style 

9 The group of พ ฟ ฬ  The structure is similar, only 
different at the tail 

10 The group of ผ ฝ     The structure is similar, only 
different at the tail 

11 The group of ฉ น ณ Similar bottom part 

12 The group of ฌ ณ ญ ฒ  Similar in two parts 

13 The group of ง ห ย  Special group which resembles no 
group 

 
Source: Tanapan Anuntanuruk, Calligraphic Design. Accessed September 15, 2016. 
Available from http://tathanapan.blogspot.com/p/blog-page_1037.html 
 

After the structure analysis, it is possible to create the new typeface with 
the harmonious design and proportion. Apart from the above classification of Thai 
alphabets, it is also possible to group the alphabets according to other visual quality 
such as the form of the head, the line path, the width of the alphabets, and the height 
of alphabets, as following. 
 

 8.3.3.4 Classification by the form of the alphabet’s head 
 
Table 7: Classification by the form of the alphabet’s head 
 

Group The form of the alphabet’s head Alphabet examples 

1 No head ก ธ 

2 Double-loop head on the horizontal line at the 
top, with the head facing left 

ข ฃ ช 

3 Double head, with one crooked head ซ ฆ ฑ 

4 Circular head, start at the horizontal line and 
the top, with the head facing left   

ง บ ป พ ฟ ท ห ฬ ษ ม น 

5 Circular head, start at the horizontal line and 
the top, with the head facing right 

ผ ฝ ย 

 
Source: Tanapan Anuntanuruk, Calligraphic Design. Accessed September 15, 2016. 
Available from http://tathanapan.blogspot.com/p/blog-page_1037.html 
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Table 7: Classification by the form of the alphabet’s head (continues) 
 

Group The form of the alphabet’s head Alphabet examples 

6 Circular head, start at the middle, with the 
head facing right 

ค ฅ ศ อ ฮ 

7 Circular head, start at the middle, with the 
head facing left 

จ ฉ ฐ ด ต 

8 Circular head, start at the bottom, with the 
head facing right 

ญ ณ ฌ ถ ล ส ฤ 

9 Circular head, start at the bottom, with the 
head facing left 

ภ ร ฎ ฏ ว ฦ 

 
Source: Tanapan Anuntanuruk, Calligraphic Design. Accessed September 15, 2016. 
Available from http://tathanapan.blogspot.com/p/blog-page_1037.html 
 

8.3.3.5 Classification by the line path 
 
Table 8:  Classification by the line path 
 

Group   Line Path Alphabet examples 

1 Horizontal line, at the top and bottom position   ก ข ญ ย 

2 Vertical line. Alphabets with at least one major 
vertical line, except for some vowels and 
numbers 

ร จ ธ น บ ป ม 

 

3 Diagonal line, including left and right diagonal 
line. There may be diagonal lines in both 
direction in some alphabets. 

ง ฉ ท ฑ ง พ ฟ ฅ ต ฒ ห ฬ 

 
Source: Tanapan Anuntanuruk, Calligraphic Design. Accessed September 15, 2016. 
Available from http://tathanapan.blogspot.com/p/blog-page_1037.html 
 

8.3.3.6 Classification by the width of the alphabets 
 
Table 9: Classification by the width of the alphabets 
 

Group The width of the alphabets Alphabet examples 

1 Narrow  ข ฃ ง จ ช ซ ร ธ อะ เอ 

2 Medium width ก ค ด ต ถ บ ผ อ น ม 

3 Wide ฌ ณ ญ ฒ 

Source: Tanapan Anuntanuruk, Calligraphic Design. Accessed September 15, 2016. 
Available from http://tathanapan.blogspot.com/p/blog-page_1037.html 
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   Narrow        Medium width        Wide 
 

Figure 62: Classification by the width of the alphabets 
Source: Tanapan Anuntanuruk, Calligraphic Design. Accessed September 15, 2016. 
Available from http://tathanapan.blogspot.com/p/blog-page_1037.html 
 
   8.2.3.7 Classification by the height of the alphabets   
 
Table 10: Classification by the height of the alphabets   
 

Group The height of the alphabets   Alphabets sample 

1 Taller than the alphabet line ป ฝ ฟ ศ ส โ ไ ใ 

2 Same height as the alphabet line   ก ค ด ต ถ บ ผ อ น ม ร 

3 Hanging lower than the alphabet line   ฐ ญ ฎ ฏ ฤ ฦ ๆ 

 
Source: Tanapan Anuntanuruk, Calligraphic Design. Accessed September 15, 2016. 
Available from http://tathanapan.blogspot.com/p/blog-page_1037.html 
 

 
 
Figure 63: Classification by the height of the alphabets   
Source: Tanapan Anuntanuruk, Calligraphic Design. Accessed September 15, 2016. 
Available from http://tathanapan.blogspot.com/p/blog-page_1037.html 
 

8.3.4 Type of typefaces 
Different types of typefaces were the results of emerging specific 

function, and the technological development which introduce the new instruments or 
method of typeface creation. The type of Thai alphabets can be classified into four 
groups according to their physical or visual character as following. 
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8.3.4.1 Standard alphabets, or official alphabets typeface 
This type of alphabets is simple and ordered, with head of 

alphabets clearly shown. It is endorsed by the government, and therefore called 
official alphabets. This group of typefaces imitate the typeface from typewriter and 
include the regular, bold, thin, and italic. The typeface is usually found in the detail 
statement, small types, official document, and regular print media. There are many 
styles of this group of typeface, with particular different details, as some designers 
may design the unique alphabet head, roof, body, or proportion.   
 

8.3.4.2 Calligraphic alphabets, or handwriting typeface 
This type of alphabets originated from the writing with pen or 

other material. They could be free-hand writing or instrument-aided writing when the 
neatness is needed. The differences of typeface usually follow the specific functions. 
The typeface aesthetics therefore occur from the balance between elements and the 
precision in writing. There are four sub-categories in this group  
                                     1. Calligraphic typeface 
                                     2. Minimize Thai typeface 
                                     3. Ribbon typeface 
                                   4. Free-hand or quick handwriting typeface 
 

8.3.4.3 Free-hand writing or quick handwriting   
The handwriting typeface usually varies according to the different 

medium such as pen, pencil and the writing style. There is no apparent rule. Free-hand 
typeface design usually need to consider the artistic principles, such as the artistic 
elements and balance. The beauty and uniqueness of typeface comes from the 
relationship and harmony between the alphabets in the whole phrase. One of the 
caution for this style of typefaces is the legibility. The typeface must encourage easy 
reading and stay away from messy tails. This group of typeface is usually found at the 
heading, such as the name of the column, novel titles, book titles, and short messages 
such as captions or advertising copy.   
 

8.3.4.4 Display typeface   
The display typeface is sometimes called fantasy typeface, for its 

creation for specific usage which resulted in the unique forms, with the remaining 
trace of alphabet structures. The display typeface creation has no defined rules. The 
tail can be included or discarded. Sometimes the edge can be emphasis, and the 
pattern or shadow can be added. There can also be the thick and thin line usage. The 
display typeface helps attract attention, interest, and the impression. Display 
typefaces can be found at the heading, titles, product name, advertising heading, and 
sign, etc. 
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9. Display Typeface Design  
 9.1 Definition of Display Typeface   

Display typeface is the group of letters created from imagination while 
retaining the existing quality or adding pattern to create beauty, in harmonious to the 
content of the message.    
 

9.2 Specific typeface design   
The typefaces may be designed with the designer’s imagination to suit their 

functions. The specific propose required different design. The specific typeface design 
mentioned below is the design of typeface arranged in words or phrase in the different 
plane, including the typeface with shades or different ways of writing.   
 

9.2.1 Arranging typeface in the different plane   
The typeface can be designed by arranging in the different plane. The 

designer must understand the principle of typeface arrangement and writing method, 
or else the result will be erroneous, ugly, and illegible.  Principle of typeface 
arrangement is therefore closely related to the principle of arts, mechanical drawing, 
and visual elements.   

 
Typeface planes 
1. Straight plane: Typeface can be written in the straight planes 

including horizontal, vertical, or diagonal planes, which may use the same principle. 
The writing of alphabets would follow the regular pattern. If the alphabet is regular, 
the vertical line must be consistently perpendicular to the plane. If the alphabet is 
italic, the vertical line must be in the same slope, with regular space. The good spacing 
must be related to the form of the glyphs. Too tight or lose spacing would result in the 
illegible typeface. The spacing must also suitable with the area (the space around the 
particular message)   
 

2. Curve plane: The typeface on the curve plane would be written 
differently from the typeface on the straight plane. The vertical line must be originated 
from the designated point, which can be lower or above the curve plane at the suitable 
distance. The designation of the point will greatly impact the visual image of the 
typeface. If the curve plane is circular or oval, the center can be used as the designated 
point. The vertical line of the alphabets, therefore, could be written around the 
circumference line. Writing in the circular or oval plane is usually found in the logo, 
commercial logo, seal, and official sign, etc.   
 

3. Alphabets within the circle or oval: The design of this type of 
writing is similar to the writing on the curve plane. The only differences is the 
designated point must be exactly in the center of the circle or oval. This will allow the 
vertical line to be written around the circumference line. However, the form will be a 
little distorted, for the typeface on top line will be larger than the typeface at the 
bottom line. The distortion can be avoided by reducing the alphabet’s height and 
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writing on the single line only.  Writing in the circular or oval plane is usually found in 
the logo, commercial logo, seal, and official sign, etc.   

 
4. Perspective alphabets: The perspective alphabets will result in 

the visual depth in the same way with the visual effect in painting. The closer part will 
be larger than the farer part. The perspective alphabets occur from designation of the 
vanishing point and the viewer’s eye level line. There are many ways to create the 
perspective alphabets 
 

4.1 one-point perspective 
4.2 two-point perspective 
4.3 three-point perspective 

 
9.2.2 Typeface with shade and shadow 
Typeface design with shade and shadow seems firm, steady, with more 

depth.  The shadow creation can be done in many ways according to the designer’s 
intention. There are three principles of shadow creation; repetition, isometric, and 
perspective.  
 
10. A brief history of Thai Fashions 

The history of Thai fashions that influence from aristocracies and the 
western countries brought to inspire about the fashions. Clothes were designed and 
modified, which were focused in each of era, for showing a particular characteristic 
and an identity. It was mixed with new things in order to be available environments 
and vogues.     

 
Table 11: A brief history of Thai Fashions 
 

Early King Rama V’s reign 

Hairstyle Short hairstyle was out, shoulder-length was in. 

Dressing Wearing chintz loincloths, tight long-sleeve blouse with bottoms at 
the chest, with pleated silk shawl wrapping over the blouse around 
shoulder and chest. The shawl can be wearing at home without blouse 
underneath. Shawl with silver or golden tread is for special occasion 
usage.  

Jewelries Necklace, body lace, brace lace, bangle, ring, and belt    

 
Source: Orawan Praphruetdee, A brief history of Thai Fashions, (Bangkok: December 
15, 2016) 
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Table 11: A brief history of Thai Fashions (continue) 
 

Middle King Rama V’s reign 

Hair style Nape-length hair 

Dressing Wearing pleated cloth with two ends of the loin-cloth after having 
been twisted together and tucked up in the front. Loin-cloth is still 
used in special occasion. Victorian-style blouse, with stand-up collar, 
long sleeves with bell-shape at the shoulder, was popular, with shawl 
wrapping over the blouse around the chest and shoulder. Palace 
ladies would wear silk shawl with golden tread in the pattern 
according to their title, with boots and stocking. 

Jewelries Breast chain, golden belt with enamel head and jewels.  

Late King Rama V’s reign 

Hairstyle Wearing short hair, combed into the balloon shape without sideburns  

Dressing Wearing loin-cloth with the Victorian-style silk blouse with lace, stand-
up neck, bell-shape sleeves, fitted around the waist, with pocket 
watch, silk shawl, high heels, and color-embroidery socks.  

Jewelries Multiple pearl necklaces and other jewelries according to the status 
and beauty 

Reign of King Rama VI (1910 – 1925), 15 year  

Hairstyle Nape-length hair, curled in the “bobbed” style, or short around the 
bottom ear level in both side.  The hair at the back usually curled 
inward the nape of the neck or short style called “Single”, which 
resembled the bobbed hair with slight difference at the back, which 
would be trimmed down the neck line. Some women use the jewelries 
ribbon band. Long hairstyle arranged in the western-style bun was 
also popular during the late reign of King Rama VI. 

Dressing The purple silk loin-cloth was popular during the early reign of King 
Rama VI, with the chest-buttoned blouse, medium-length sleeves, 
deep neck, and thin silk shawl. Afterwards, the wrapped-around skirt 
was also popular, with thin silk blouse or flower-printed blouse, broad 
neck, short sleeves, and no silk shawl.  

Jewelries Pearl neck lace, pendant earrings.  

 
Source: Orawan Praphruetdee, A brief history of Thai Fashions, (Bangkok: December 
15, 2016) 
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Table 11: A brief history of Thai Fashions (continues 2) 
 

Reign of King Rama VII (1925 – 1934) Total 9 years. 

Hairstyle Short, curled hairstyle 

Dressing Imitate the western style even more. Loin-cloth was out of fashion. 
Knee-length wrapped-around skirt was popular, with the hip-length 
sleeveless blouse, which was the unique feature of this period  

Jewelries Pearl necklaces 

Reign of King Rama VIII (1934-1946) Total 12 years  

Hairstyle Short, curled hairstyle 

Dressing Any kind of blouse which protect the shoulder, with the wrapped-
around skirt or regular skirt, shoes, hat. No betel nut chewing. Old 
ladies might wear loin-cloth underneath the skirt.  

Jewelries Pearl necklaces 

Reign of King Rama IX (1946 onwards) 

1940 - 1949 

Hairstyle During the early reign of King Rama IX, the fashion would imitate the 
style from the previous reign. 

Dressing 

Jewelries 

1950 - 1959 

Hairstyle Long, curled hairstyle     

Dressing 1. New-look skirt, which was cut from the bias circular cloth. 
2. Four-piece, six-piece, and eight-piece skirts  
3. Hoop-skirt, or the skirt with the circular wooden structure inside 
every layers, like the hula hoop. 

Jewelries Followed fashion. 

Hairstyle Short or long, curled hair  

Dressing Power dressing, with broad shoulder according to the saying “Get Big 
Shoulders and Get Noticed” and the Punk fashion in the 80’s   

Jewelries Large, colorful earrings 

 
Source: Orawan Praphruetdee, A brief history of Thai Fashions, (Bangkok: December 
15, 2016) 
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11. Related Research 
11.1 Research about Magazines for Thai women  
Ubonwan Pitipattanakosit, Uayponn Panich (1989) said in the research 

“The 100th anniversary of Thai women’s magazines” 17 that the first magazine for Thai 
women was “Nareerom”, originated in the late 1888. The magazine was published by 
Prince of the first Class Mahisornrajharuethai. During the year 1888 – 1988, there 
were at least 130 magazines for Thai women, which can be classified into five periods.  
 

First period: the time of raising awareness in finding education and 
women’s right (1888 – 1932). Magazines from this time tend to publish educational 
content and advance thinking, which aim to evoke the women to be aware of the 
importance of education and women’s right. There were total 18 magazines during 
this period. The early publishers were mostly male. Poetry was the popular content. 
The examples of magazines are “Nareerom”, “Bamroong Naree”, “Kulsattree”, 
“Satreenipon”, “Satreesap”, “SatreeThai”, “Siam Yupadee”, and “Nareenart”   

 
Second period: the dark age of magazines for Thai women. (June 1932 – 

1946). This is the time of political change, such as the change of regime, the World 
War II, the economic downfall, and the cultural revolution policy during the time of 
Marshall P. Piboonsongkram. Women’s magazines were forgotten because of all of 
these events. There were just three magazines during this period, which were “Ying 
Thai”, “Pramualmark”, and “Suan Aksorn”    
 

Third period: the awakening age of magazines for Thai women (1947-
1957). During this period, the women’s magazines started to boom again, even if the 
economic was still in the bad shape around the early years. There were total 25 
magazines for Thai women published, with the content focusing on the entertainment 
and housekeeping. The important magazines were “Satree Sarn”, “Sakul Thai”, 
“Kulsatree”, “Monday Daily Mail”, “Srisapda”, “Ploenjit”, and “Rewadee”    
 

Fourth period: the age of dreamy novel (1958 – 1973). There were new 23 
magazines published at the time, even if the political regime was under the 
authoritarian. Therefore, many women’s magazines focus on the entertainment and 
mainly published the dreamy novel. Many female writers emerged in this period, such 
as “Kanyachala”, “Tomyantee”, “Busayamas”. The famous magazines were “Kwan 
Roen”, “Darunee”, “Satree Thai”, “Kun Ying”, and “Lalana”.  
 

Fifth period: The age of information and variety of magazines for Thai 
women (1973 – 1988). This was the time of the change in content which provided 

                                                 
17 Ubonwan Pitipattanakosit, Uayponn Panich, The 100th anniversary of 

Thai women’s magazines (Faculty of Communication Arts, Chulalongkorn University, 
1989). 
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more information and various types of knowledge. Following the development in 
communication and technology, the news and knowledge became much more 
important. There were new 64 magazines for Thai women emerged during this time. 
The famous magazines were “Dichan”, “Praew”, “Ying”, “Ying Thai”, “Satree Tasana”, 
and “Chan”   
 

11.2 Research about the status of Thai women / Women’s literature   
 Artitya Jarujinda18 studied about the ideal female image creation in the 
Thai literature during the time of Marshall P. Piboonsongkram, 1938 – 1957. Jarujinda 
found that the ideal female image in the literature consisted of many qualities 
assembled together, such as the traditional value, culture, and being a conventional 
lady. However, there was also some change of attitude such as the mix between old 
and new values. The ideal female image in the literature is related to the gentleness 
and the strength of the mind. Women in society were more passive than the male. 
Women in the family tended to be follower and dependent. However, if the female 
character was well-educated and independent financially from her own career, she 
would be more free to live her own life. Meanwhile, many novels demonstrated that 
women were aware of their inferior status. However, they tended to change their 
status for the better. Many female characters were proud of themselves and refused 
to be passive or powerless. 
 
 Literature is the personal creation which can be the mirror reflecting the 
actual life, society, and myths of every generation. Literature, therefore, can be the 
mediator for people to understand those from the other societies. Moreover, it can 
help reinforcing some attitude to the person in the society and lead to the further 
change. 19 
 
 As the literature is only the created reflecting mirror, it may be able to 
reflect the partial part of the actual society. But its major task is the presentation of 
values evident in the period.  As the literature engaged with the writer and readers 
for the long time, many readers would also play some role and gain a set of attitude. 
The particular attitude can also be relevant according to the reader’s preference. In 
short, the literature and the society in which it was produced is undeniably related. 

 

                                                 
18 Arthitaya Charuchinda, The Construction of the Femininity in Thai 

Novels during Field Marshal P, Phibulsongkram’s Regime, (17 December, Saint 
John’s Journal,2012 ), P.148-149. 

19 Pathcharin Natsitha, Thai Women’s Image in S.E.A Write Award of 
Female Writers,( The conference of graduate research at Sukhothai Thammathirat 
Open University, 2000),P2. 

http://www.stou.ac.th/main/en/
http://www.stou.ac.th/main/en/
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Figure 64: Research about the status of Thai women / Women’s literature   
Source: Orawan Praphruetdee, Research about the status of Thai women / 
Women’s literature, (Bangkok: December 15, 2016). 
 

11.3 Research about the typeface personality in Thai and other countries   
 Theerawat Pojvibulsiri20  researched about the typeface personality and 
proposed that the typeface is an important element in graphic design, for its 
expression of personality which can reinforce the feelings in the graphic arts. His 
research aimed to study and analyse the Thai typefaces, limited only for the digital 
typeface which can be used with computer. Pojvibulsiri utilized the personality theory 
in design (Color Image Scale) together with the interview with the design specialists. 
He classified the personalities into 8 groups; 1. The casual personality: simple, casual, 
without any complex line or weight, usually used in the body of the text and generally 
used in all kinds of design, 2. The modern personality: clear, functional, not too old or 
ancient, 3. The dreamy personality: willowy line and unique weight, 4. The natural 
personality: simple, plain, and warm, without too modern or strange line or weight,   
5. The elegant personality: elegant, sophisticated, not too expressive, and thin. 6. The 
chic personality: usually is the display type which may be fat or thin, 7. The popular 
personality: cautious, official, full of aesthetics and customs, quality, and perfection, 
usually found in both the body of the text and the display typeface, and 8. The 
luxurious personality: confident, masculine, simple, and more comfortable than the 
popular personality, steady line and weight, not too wavy or gentle.  This research only 
mentioned the personality of typeface for regular graphic design, not for the purpose 
of expressing the women’s personality in the graphic design aiming at female 
audiences. And the research also selected the typefaces which can be used in the text 
and the display typeface, not limited only to the display typeface.   
 

                                                 
20 Threerawat Pojvibulsiri, The usege of Typeface to communicate 

personality in graphic Design, (The Degree of Master of Fine & Applied Arts in 
Graphic Design, Department of Creative Arts, Faculty of Fine & Applied Arts, 
Chulalongkorn University, Thailand, 2000) 

Author Literature 

Author Women Literature 

Imagination 

Research 

Imagination 

Research 
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 Piboon Waijitrakam 21   studied about the use of graphic elements to 
represent the personality of newspaper for women, in order to define the ideal form 
of women’s newspaper. Part of his study analyses the typeface related to each 
personality of the women’s newspaper.  The research method used the questionnaire 
which was generated from the data about newspaper making, the use of graphic 
elements for print media design, and 12 samples of daily newspaper, to interview 7 
newspaper specialists and 7 design specialists. The research aims to find the answer 
about the suitable personality in designing magazines for women and the graphic 
elements related to the particular personality. It was found that the suitable 
personality for women’s newspaper is the modern personality, the chic personality, 
and the natural personality. Each personality should utilize different typeface and 
graphic elements. The modern personality should employ the curved Thai typeface 
with the harmonious proportion, consistent line weight, which would seems polite 
and high-class. The chic personality should employ the curved and thin Thai typeface 
with consistent line weight. The natural personality should employ the free-form 
typeface with contrasting and inconsistent line weight. In this study, the researcher 
analyses both the typeface for content and the display typeface in the newspaper, in 
order to find the whole elements of the used typeface to express the personality of 
newspaper for Thai women, and not limited specifically to the display typeface.   
 
 22 Eva R. Beumberger wrote that there were few studies about the impact 
of typeface as the part of the graphic design. Although it was agreed among the 
designers that typefaces have personalities too, there lack the empirical evidence that 
they really do. Most research on typography emphasis the legibility, not the typeface 
personalities. Also, most existing study failed to mention the technical 
communication. Beumberger’s dissertation therefore aimed to examine the 
assumption that typeface have personalities and how the personalities impact the 
reading behavior of the audiences. It was found that the readers ascribe personality 
attributes to typeface and the text, and could identify if the particular typeface is 
appropriate for the particular text passage. However, if the typeface was perceived as 
not suitable to the text, it still did not significantly impact the comprehension of the 
text personality or reading time, although the character judging was affected. 
Beumberger then suggested that the reader’s perception maybe more sensitive to the 
interactions between verbal and visual rhetoric.   
 

                                                 
21 Pibool Waijittragum, The use of graphic design elements for women 

newspaper Design, (The Degree of Master of Fine & Applied Arts in Graphic Design, 
Department of Creative Arts, Faculty of Fine & Applied Arts, Chulalongkorn 
University, Thailand, 2000) 

22 Eva R. BEUMBERGER, The Rhetoric of Typography: The Persona of 
Typeface and Text, (Applied Research, Technical Communication Volume 50 
Number2 May 2003), P 206-223. 
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 23 Ying Li Ching, Y. Suen agreed with Beumberger that most research on 
fonts is related to legibility, readability and recognition, while there were few studies 
about the typeface personalities. Ching and Suen’s study therefore focus on the 
relationship between typefaces and their personality traits, using the statistical 
analysis. The data was gathered through the survey questionnaire, in order to find the 
correlation between fonts and personality traits.   
 
14. Summary 

This dissertation is a qualitative study which survey, gather, and analyze 
the historical data of typefaces and their evolution as well as the typeface designers’ 
creativity. From the related literature review, the researcher has created the research 
instrument such as the typeface personalities group according to Kobayashi’s 
Personality theory and the aesthetic theories, typeface design principles, the timeline 
of display typefaces on the cover of magazines for Thai women, timeline of Thai 
women’s fashion and specialist interview with questionnaire.  

                                                 
23  Ying Li, Ching Y Suen, Typeface personality traits and their design 

characteristics, (The department of Computer since and Software Engineering, The 
Degree of Master of Computer Science, Concordia University, Canada,2009). 



 
 

Chapter 3 
 

Research Methodology  
 
 This dissertation is a qualitative study which survey, gather, and analyze 
the historical data of typefaces and their evolution as well as the typeface designers’ 
creativity. From the related literature review, the researcher has created the research 
instrument and target group which should further lead to the expected outcome.   
  
1. Population 
 The population in this research consists of both document and persons, 
which can be categorized into three groups as followings.   
 
 1.1 The typeface design used on the cover of magazines for Thai women 
during 1888 – 1988, which were mentioned in the research “The 100th anniversary of 
Thai women’s magazines”. The research gathered total 130 magazines (see appendix: 
A) in which the researcher would further explore the display typefaces on the cover 
of these magazines. However, it was impossible to find the typeface on some of their 
cover due to the loss or damage of the document. Some magazines also employed 
different display typefaces when being published in the different period. Therefore, in 
this research, the total number of the typefaces on the cover of magazines for Thai 
women were 98 styles of typefaces used in 96 titles.   
 
 1.2 Literature and/or novel used for the reference of women’s 
personalities were selected according to two criterias: the story must be about the 
major female protagonists, and the storyline must related to the actual history of 
Thailand from 1888 – 1988 (the reign of King Rama 5 – King Rama 9). In this research, 
there were total 7 literature or novels selected. (See appendix: D)   
 
 1.3 Typeface designers in Thailand were selected according to their 
established position in the field and/or the award received. And the academic 
specialists about Thai typeface were selected from the major educational institution 
in Thailand. There were total 5 typeface designers and 2 academic specialists involved 
in this research. They would give the in-depth interview which should reveal the 
deeper data about the knowledge, skills, and experiences of the actual work.    
 
2. Research Instruments    
 The researcher created the research instrument according to the literature 
review in the second chapters as followings.  
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 2.1 The typeface personalities group according to Kobayashi’s Personality 
theory 1  and the aesthetic theories, typeface design principles. The 98 display 
typefaces will be categorized according to their physical aspects.  
 
 2.2 The timeline of display typefaces on the cover of magazines for Thai 
women during 1888 – 1988. The timeline will display the comparative change of 
display typeface on the cover of magazines for Thai women and the foreigner women, 
in relation to the change in the arts and design movement. The timeline will show the 
evolution of the display typeface on the cover of magazines for Thai women.   
 
 2.3 Timeline of Thai women’s fashion during 1888 – 1988. This timeline will 
display the comparative fashion among Thai women and foreigner women, in order 
to reveal the influence of fashion in Thailand.    
 
 2.4 Personalities of the protagonists in literature and/or novel which 
represents the women in each period. The researcher analyze their personalities in 
the following aspects (see appendix: D): 

1. Stereotype of women in society 
2. Plot structure 
3. Reflection of culture, society, and education 
4. External and internal personalities   
5. Image 
6. Fashion, hairstyle, clothes   
 

 2.5. Specialist interview with questionnaire, which could be divided in 
three parts   

Part 1 Questions from research hypothesis   
Part 2 Question about design   
Part 3 Question from research problems   
 
2.6 .  The 98 display typefaces used on the cover of the magazines for Thai 

women during 1888 – 1988, which was grouped into three groups according to the 
period, from  1888-1946, 1947-1974, and 1974-1988, for their evolution arrived at 
the same time.    

 
 2.7. The prototype of the typeface designs, constructed from all other 
instruments ; the personality groups of display typeface, timeline of display typefaces 
on the cover of magazines for Thai women during 1888 – 1988, timeline of Thai 
women’s fashion during 1888 – 1988, personalities of female protagonists from 
literature and/or novel, interview with the specialists, and the 98 display typefaces. 
The prototype will be the guideline in designing the display typefaces representing 

                                                 
1 Shigenobu Kobayashi, Color Image Scale, (Japanese: Original published 

in as Color image scale by Kodansha.,Ltd, 1990). 
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Thai femininity. And the researcher will also conduct an experiential workshop which 
those who interested in may participate. 
  
3. Case studies   
 The researcher found the display typefaces from the cover of magazines 
listed in the research “The 100th anniversary of Thai women’s magazines”, which 
suggested that a century is long enough to change many things including attitude and 
preferences of women. We may be able to understand the society and economics in 
each era through the magazines for Thai women2. In the researcher’s opinion, the 
design of display typeface on the cover of the magazines may be able to do the same, 
for the popularity of typefaces could be well-represented with this medium. Selecting 
the suitable typeface and cover layout design is essential to consider the taste of the 
target audience and therefore resulted in the different personalities of each 
magazines.3 Therefore, the display typeface should also are present the personality of 
the target audiences. The research also listed 96 titles of magazines for Thai women, 
which could be classified into three groups; 1st period (15 titles), 2nd period (3 titles), 
3rd period (15 titles), 4th period (20 titles), and 5th period (43 titles) 
  
Table 12: List of magazines title in 1st period (1888-1932), total 15 titles 
 

No. Magazine title Year first published  

1 Nareerom (นารรีมย)์ 1888 

2 Bamroong Naree (บ ารุงนารยี)์ 1905 

3 Kulsattree (กุลสตัร)ี 1906 

4 Satree Sap (สตรศีพัท)์ 1922 

5 Sri Sapdaha (ศรสีปัดาหะ) 1925 

6 Satree Thai (สตรไีทย) 1925 

7 Naree Kasem (นารเีขษม) 1926 

8 Naree Nited (นารนีิเทศ) 1926 

9 Suan Aksorn (สวนอกัษร) 1926 

 
Source:  Ubonwan Pitipattanakosit, Uayponn Panich. The 100th anniversary of Thai 
women’s magazines (Faculty of Communication Arts, Chulalongkorn University, 
1989) 

                                                 
2 Ubonwan Pitipattanakosit, Uayponn Panich, The 100th anniversary of 

Thai women’s magazines, (Faculty of Communication Arts, Chulalongkorn 
University, 1989), P1. 
 

3 Erik Spiekermann and E.M.Ginger, Stop Stealing Sheep&Find out how 
type works, 2nd en, (America : Abobe Press book. Peachpit Press). 
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Table 12: List of magazines title in 1st period (1888-1932), total 15 titles (continue) 
 

No. Magazine title Year first published  

10 Siam Yupadee (สยามยุพด)ี 1928 

11 Deli Mail Monday (เดลเิมลว์นัจนัทร)์ 1929 

12 Suparp Naree (สุภาพนารยี)์ 1930 

13 Naree Nart (นารนีาถ) 1930 

14 Sao Samai (สาวสมยั) 1931 

15 Net Naree (เนตรนาร)ี 1932 

 
Source:  Ubonwan Pitipattanakosit, Uayponn Panich, The 100th anniversary of Thai 
women’s magazines, (Faculty of Communication Arts, Chulalongkorn University, 
1989). 
 
Table 13: List of magazines title in 2nd period (1932-1946), total 3 titles 
 

 
Source:  Ubonwan Pitipattanakosit, Uayponn Panich, The 100th anniversary of Thai 
women’s magazines (Faculty of Communication Arts, Chulalongkorn University, 
1989). 
 
 
Table 14: List of magazines title in 3rd period (1946-1958), total 20 titles 
 

No. Magazine title Year first published  

1 Satree Sarn (สตรสีาร) 1947 

2 Rerng Rom (เรงิรมย)์ 1947 

3 Plearn Jit (เพลนิตจติต)์ 1947 

4 Piyamit Sunday (ปิยะมติร วนัอาทติย)์ 1947 

5 Puang Payom (พวงพยอม) 1948 

 
Source:  Ubonwan Pitipattanakosit, Uayponn Panich, The 100th anniversary of Thai 
women’s magazines (Faculty of Communication Arts, Chulalongkorn University, 
1989). 
 

No. Magazine title Year first published  

1 Ying Thai (หญงิไทย) 1932 

2 Pramuan Mark (ประมวญมารค) 1934 

3 Suan Aksorn ( สวนอกัษร) 1942 
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Table 14: List of magazines title in 3rd period (1946-1958), total 20 titles (continue) 
 

No. Magazine title Year first published  

6 Padoong Silp (ผดุงศลิป์) 1950 

7 Sri Sakol (ศรสีากล) 1950 

8 Kulsatree (กุลสตร)ี 1953 

9 Sailom (สายลม) 1953 

10 Sakul Thai (สกุลไทย) 1954 

11 Sri Sapda (ศรสีปัดาห)์ 1954 

12 Mae Sri Ruen (แมศ่รเีรอืน) 1954 

13 Mae Baan Karn Ruen (แมบ่า้นการเรอืน) 1954 

14 Naree Nart (นารนีาถ) 1954 

15 Pojanart (พจนารถ) 1955 

16 Plearn Jit Sam Ros (เพลนิจติต์สามรส) 1955 

17 Roong Aroon (รุ่งอรุณ) 1955 

18 Sri Sapda (ศรสีปัดาห)์ 1955 

19 Pakka Thong (ปากกาทอง) 1956 

20 Rewadee (เรวด)ี 1956 

 
Source:  Ubonwan Pitipattanakosit, Uayponn Panich,The 100th anniversary of Thai 
women’s magazines (Faculty of Communication Arts, Chulalongkorn University, 
1989). 
 
Table 15: List of magazines titles in 4th period (1958-1973), total 15 titles 

 
Source:  Ubonwan Pitipattanakosit, Uayponn Panich, The 100th anniversary of Thai 
women’s magazines (Faculty of Communication Arts, Chulalongkorn University, 
1989). 
 

No. Magazine title Year first published  

1 Darunee (ดรุณ)ี 1961 

2 Housewife’s manual through TV (คู่มอืแมบ่า้นทางวทิยุ
โทรทศัน์) 1961 

3 Natee Thong (นททีอง) 1963 

4 Khun Ying (คุณหญงิ) 1964 

5 Satree Thai (สตรไีทย) 1964 

6 Sri Siam (ศรสียาม) 1965 
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Table 15: List of magazines titles in 4th period (1958-1973), total 15 titles (continue) 

 
Source:  Ubonwan Pitipattanakosit, Uayponn Panich, The 100th anniversary of Thai 
women’s magazines (Faculty of Communication Arts, Chulalongkorn University, 
1989). 
 
Table 16: List of magazines titles in 5th period (1973-1988), total 43 titles 
 

No. Magazine title Year first published  

1 Sao Siam (สาวสยาม) 1973 

2 Ying (หญงิ) 1975 

3 Sao Suay (สาวสวย) 1975 

4 Ying Thai (หญงิไทย) 1975 

5 Benja Kanlayanee (เบญจกลัยาณี) 1976 

6 Dichan (ดฉินั) 1977 

7 Fa Naree (ฟ้านาร)ี 1977 

8 Mae Baan (แมบ่า้น) 1977 

9 Mae Lae Dek (แมแ่ละเดก็) 1977 

10 Sam Anong (สามอนงค)์ 1977 

11 Vogue (โวค) 1979 

12 Yor Ying (ญ) 1979 

13 Praew (แพรว) 1979 

 
Source:  Ubonwan Pitipattanakosit, Uayponn Panich, The 100th anniversary of Thai 
women’s magazines, (Faculty of Communication Arts, Chulalongkorn University, 
1989). 

No. Magazine title Year first published  

7 Kwan Ruen (ขวญัเรอืน) 1968 

8 Kulsatree (กุลสตร)ี 1969 

9 Housewife Community (ชุมชนแมบ่า้น) 1969 

10 Duang Dao (ดวงดาว) 1970 

11 Tawan (ตะวนั) 1970 

12 Nareenart (นารนีาถ) 1970 

13 Roong Thong (รุง้ทอง) 1971 

14 Tan Tawan (ทานตะวนั) 1972 

15 Lalana (ลลนา) 1973 
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Table 16: List of magazines titles in 5th period (1973-1988), total 43 titles (Continue) 
 

No. Magazine title Year first published  

14 Delimail (เดลเิมล์) 1980 

15 Pooying 24 (ผูห้ญงิ 24) 1981 

16 Miss (มสิส) 1981 

17 Ying Yook Mai Newspaper (น.ส.พ.หญงิยุคใหม่) 1981 

18 Sao Samai (สาวสมยั) 1981 

19 Fashion Review (แฟชัน่รวีวิ) 1982 

20 Thai Fashion (ไทยแฟชัน่) 1982 

21 Priaw (เปรยีว) 1982 

22 Kanda (กานดา) 1983 

23 Karat (กะรตั) 1983 

24 Nari (นร)ี 1983 

25 Praew Sood Sapda (แพรวสดุสปัดาห)์ 1983 

26 You and Me (เธอกบัฉนั) 1983 

27 Wan Wahn (วนัหวาน) 1983 

28 Rak Look (รกัลกู) 1983 

29 Looks (ลุกส)์ 1984 

30 Pue Ying (เพือ่หญงิ) 1984 

31 Wai Narak (วยัน่ารกั) 1984 

32 Rao (เรา) 1984 

33 Kradangna (กระดงังา) 1985 

34 Katreeya (คทัรยีา) 1985 

35 Naka (นะคะ) 1985 

36 Pooying Keng (ผูห้ญงิเก่ง) 1985 

37 Sai Tip (สายทพิย)์ 1985 

38 Mae Baan Tan Samai (แม่บา้นทนัสมยั) 1986 

39 Liang Look (เลีย้งลกู) 1987 

40 Siang Satree (เสยีงสตร)ี 1987 

41 Kaew (แกว้) 1987 

 
Source: Ubonwan Pitipattanakosit, Uayponn Panich, The 100th anniversary of Thai 
women’s magazines, (Faculty of Communication Arts, Chulalongkorn University, 
1989). 
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Table 16: List of magazines titles in 5th period (1973-1988), total 43 titles (Continue 
2) 
 

No. Magazine title Year first published  

42 Pruska (พฤษกา) 1987 

43 Chan (จนัทร)์ 1987 

 
Source: Ubonwan Pitipattanakosit, Uayponn Panich, The 100th anniversary of Thai 
women’s magazines. (Faculty of Communication Arts, Chulalongkorn University, 
1989). 
 

The researcher attempted to find the display typeface on the cover of the 
listed magazines. However, it was impossible for some typeface to be found due to 
the loss or damage. And some magazines with same title may use different display 
typeface and publish in the different time. Therefore, the researcher only limited the 
number of display typeface samples to 96 titles, with 98 display typefaces.  

The magazines for Thai women during 1888 – 1946 were found at the 
microfilm and rare book archive, at the national library and the appendix of the 
research “The 100th anniversary of Thai women’s magazines”. The magazines for Thai 
women during 1947-1976 were found at the magazines and newspaper archive at the 
national library. And the digital images of the magazines for Thai women during 1977-
1988 were found through the internet. (see appendix: B). There were total 98 display 
typefaces found. They were further categorized according to the period of the 
magazine. First period, 1888 – 1932, total 44 years, included 15 display typefaces. 
Second period, 1932 – 1946, total 6 years, included 3 display typefaces. Third period, 
1946-1958, total 12 years, included 20 display typefaces. Fourth period, 1958-1973, 
total 15 years, included 15 display typefaces. And finally, the fifth period between 
1973-1988, total 10 years, included 45 display typefaces. 
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Figure 65: Selected samples of display typefaces on the Thai women magazine cover  

during 1888 – 1988 
 
4. Data Analysis 
 This dissertation is a qualitative study about the history and design 
creativity. There were total three issues in the study and analysis frameworks, which 
are 1) the influences of art and design on the display typefaces on the cover of 
magazines for Thai women, 2) the typeface design process and its aesthetic concept, 
and 3) the personalities of Thai women during 1888 – 1988      
 

 
 
Figure 66: Conceptual Frameworks  
 

Hypothesis 1  
 Arts and design movement influenced the design of display typefaces on 
the cover of the magazines for Thai women. The researcher tested this hypothesis by 
using the timeline of display typefaces on the cover of the magazines for Thai women 
during 1888 – 1988 (see appendix: C), which categorized the type of display typefaces 
into ten groups by decade. The display typefaces on the cover of Thai magazines were 
shown on the first timeline, while the display typefaces on the cover of foreign 
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magazines were shown on the second timeline. Lastly, the movement of arts and 
design were shown on the third timeline, to illustrate the evolution and the influence 
of arts over the design of display typefaces.    
 

Hypothesis 2 
 Design fundamentals, aesthetic concepts, and design processes all affected 
the form of display typefaces on the cover of magazines for Thai women. The 
researcher used the related literature as the framework of analysis. 
 

Hypothesis 3 
 Personalities of Thai women in each era influenced the form of display 
typefaces on the cover of magazines for Thai women. The researcher analyze the 
personalities of protagonists in literature and/or novels by selecting the stories (see 
appendix: D) and analyze each aspects of the female protagonists as followings :  

1. Reflection of women stereotype in society    
2. Plot structure   
3. Relfection of culture, society, and education   
4. External and internal personalities   
5. Images 
6. Fashion, hairstyle, clothes, jewelries   

 
 The data analysis of each hypothesis utilizes the personalities theory, 
aesthetics theory, design fundamentals, and principle of typeface design, in order to 
find the relationship between the personalities of Thai women and the design of 
display typefaces, which can be further synthesis into the model of display typeface 
design.  
 

   
 
Figure 67: Relationship between Thai women personalities and the display typeface 
 

In the process of creating the design model of display typefaces 
representing personalities of Thai women during 1888 – 1988, the researcher related 
the analysis of female protagonists from literature or novel with Kobayashi’s theory of 
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personality, timeline of Thai women fashion during 1888 – 1988, resulted in the 
personality groups according to Kobayashi’s personality theory.  

 

 
 
Figure 68: Typeface design process to generate the typeface that reflect the  

personalities of Thai women 
 

Afterwards, the researcher categorized the display typefaces according to 
their physical aspects, by using the timeline of display typefaces on the cover of 
magazines for Thai women during 1888 – 1988, and the personality groups of novel 
protagonists according to Kobayashi’s personality theory. The resulted data were used 
in the interview with the specialists, using questionnaire with three parts of questions.  
The first part asked about the hypothesis of the research. The second part asked about 
design. And the third part asked about research questions. (see appendix: E). The 
interview with the specialists, together with the relationship between Thai women 
personalities and display typeface design, helped the researcher to group the display 
typefaces according to the Thai women personality and further led to the model of 
designing display typefaces.  
 
5. Research evaluation 
 This dissertation will be evaluated by experimenting with the model of 
designing display typefaces representing Thai women personalities during 1888 – 
1988. The participants will be recruited from the students or those who interested in 
designing Thai typefaces. The recruited participants must possess some prior 
knowledge about typeface design. 
 The researcher held a workshop about designing the typeface that 
represents Thai femininity during 1888 – 1988, then invited typefaces design and 
target group to participate. The workshop consists of lecture about the personalities 
of typeface and the display typeface design sessions. The participants were instructed 
to select only one personality from the total eight personalities. Their works would be 
later evaluated by the typeface designer. The researcher also designs her own set of 
typefaces with all eight personalities.     
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6. Research organization 
 This dissertation consisted of 5 phases as following.  
 

Phase 1  
1. Data gathering 1) The researcher gathered and studied related literature 

about typeface design, design for women, and magazines for Thai and foreign women. 
2) Gathered related theories such as aesthetics, design fundamentals, typeface design 
principles, and personality theory. 3) Gathered display typeface on the cover of 
magazines for Thai women during 1888 – 1988. 4) Study data about literature and/or 
novel. 

2. Instrument construction 1)  Personality groups of display typeface 
according to Kobayashi’s personality theory, aesthetics theory, and design 
fundamentals.  2 )  Timeline of display typeface on the cover of magazines for Thai 
women during 1888 – 1988. 3) Timeline of Thai women’s fashion during 1888 – 1988. 
4) Personality of protagonists in literature and/or novel    
 

Phase 2 
Interview with the specialists using questionnaire consisted of three parts: 

1) questions from hypothesis, 2) questions about design, 3) questions from research 
problems.   
 

Phase 3  
Creating the prototype of display typeface design from instruments 

constructed in phase 1 and 2, and the display typefaces from the cover of magazines 
as a guideline for designing display typeface representing Thai femininity.   
 

Phase 4 
Research evaluation through the application of the model of designing 

display typeface representing Thai women during 1888 – 1988 with the target group. 
The researcher hold a workshop and designing the display typeface for all eight 
personalities.     
 

Phase 5 
 Documentation of the analysis and synthesis in the research.    
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Figure 69: Research Organization 
 
7. Summary 
 This research aimed to study and analyze the typeface representing Thai 
femininity through the case studies of display typeface on the cover of the magazines 
during 1888 – 1988. The analysis utilized the typeface design theory, principles of 
visual element, history of design and fashion, and personality theory.  The issues of 
analysis consisted of 1) the influences of art and design over the display typeface on 
the cover of magazines for Thai women, 2) the typeface design process and aesthetic 
concepts of display typeface on the cover of magazines for Thai women, and 3) the 
personality of Thai women during 1888 – 1988. The three issues were related to find 
the relationship between display typeface and Thai women’s personality, which 
further guide the design of display typeface representing Thai female stereotype 
during 1888 – 1988. 



 
 

Chapter 4 
 

Conclusion 
 
 After the process of literature review and instrument construction, the 
researcher now answering the research questions. This chapter conclude the data and 
the results of using the research instrument in the three issues. First issue consisted 
of the history of typeface design in Thailand and in the western world, the socio-
political history of Thailand, the history of Thai women’s fashion and the world’s 
fashion. The second issue consisted of the technology development in printing and 
display typeface design in Thailand. The last issue is about the role and status of Thai 
women. All of these issues will guide the design of display typeface representing Thai 
women during 1888 – 1988   
 
1. Concept and influence of art and design 
 

    
 
Figure 70: Sample of typefaces use with the titles of Thai woman magazine from  

1888-1988 
 
 This display typeface on the title of magazines for Thai women during 1888 
– 1988 were gathered from the research “The 100th anniversary of Thai women’s 
magazines” which suggested that a century is long enough to change so many things 
including women’s attitude and tastes, society, and financial situation in each era. The 
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magazine for women is one facet of the representation in which we may be able to 
look at. 1  From this suggestion, the researcher found that it was interesting to also 
look at the display typeface design on the cover of the magazines. As there is the 
saying that the popularity of typeface in each period is well-reflected through the 
magazines, therefore, it is essential to select the appropriate typeface and magazine 
cover layout to match the taste of the target group and thereby resulting in the 
different character of each magazine2. It also means that the selected display typeface 
could also reflect the personality of the female target audiences   
 
 From the literature analysis, the researcher found the evolution of display 
typeface design in Thailand, the influence from international art and design, and the 
concept employed by the typeface designers at the time. The results enable the 
researcher to demonstrate the relationship between display typeface on the cover of 
magazines aiming at Thai female audiences and the personality of Thai women during 
1888 – 1988. The typeface developed during the similar period share the same 
evolution trend and could be classified into three groups according to the period in 
used: during 1888 – 1946, 1947 – 1974, and 1974 – 1988. 
 

1.1 First group: 1888 – 1946, total 58 years, 18 typefaces found in total
  

 
 

Figure 71: The cover of magazine “Kulsatri (Ladies)” vol. 1, 1907 and “Satrisapt  
(Ladies’ Words), 1882” 

Source: Ubonwan Pitipattanakosit, Uayponn Panich, The 100th anniversary of Thai 
women’s magazines, (Faculty of Communication Arts, Chulalongkorn University, 
1989). 
 
 This is the period when Thai women were awaken to the education and 
their rights. There were a total 18 magazines for women published in this period (as 
far as the researcher is aware of). This period can be divided into two sub-periods. 

                                                 
1 Ubonwan Pitipattanakosit, Uayponn Panich, The 100th anniversary of 

Thai women’s magazines, (Faculty of Communication Arts, Chulalongkorn 
University, 1989) 

2 Erik Spiekermann and E.M.Ginger, Stop Stealing Sheep&Find out how 
type works, 2nd en, (America : Abobe Press book. Peachpit Press). 
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First sub-period started from 1888 to 1916, since “Nareerom”, the first magazine for 
women was published in 1888, during the reign of King Rama5 prior to the change 
from absolute monarchy to democracy in Thailand. The society of women during the 
period was very limited in terms of education. Most of them were adhere to the 
conservative cultural framework which denied the women’s right to express opinion 
or study. The second sub-period started from 1922 – 1932, during the reign of King 
Rama 6 to King Rama 7. The magazines published during this period reflects the 
awakening of thoughts among Thai women about society and politics. 3 
 

 
 
Figure 72: Cover of poetry book “Nareerom” and the cover of “Bamroong Naree”   
Source: Ubonwan Pitipattanakosit, Uayponn Panich, The 100th anniversary of Thai 
women’s magazines, (Faculty of Communication Arts, Chulalongkorn University, 
1989). 
 
 During the early period of awakening about education and women’s right, 
it was found that the cover of “Nareerom” consisted of no display typeface design on 
the cover. There was only the use of movable type during that period as the name of 
the magazines as shown in figure 3-4 
 

 
 
Figure 73: Image of Newspaper “The Ladies Mercury” (left) and the typeface  

“Bamroong Naree” (right)    
Source: The Ladies' Mercury. Accessed September 15, 2016. Available from 
https://en.wikipedia.org/wiki/The_Ladies'_Mercury 

                                                 
3 Ubonwan Pitipattanakosit, Uayponn Panich, The 100th anniversary of 

Thai women’s magazines, (Faculty of Communication Arts, Chulalongkorn 
University, 1989), P15. 
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 “Bamroong Naree” typeface used the moveable type called “Bradley 
edge”(บลดัเลเหลีย่ม)4 as the title of the magazine, with the regular size. The researcher 

found no design of display typeface on the cover of magazines for Thai women. Other 
popular moveable types during this perio 5  consisted of “Siam Flag”(ธงสยาม) 6 

,“Patitinabat”(ปตทินิบตัร)7, and “Francaise” (ฝรัง่เศส)8 which were also originated during 

the same time. 
 

 
 

Figure 74: Cover of magazine “Delineator”9 and the display typeface on the cover of  
magazine “Kulsatree”   

Source: Pinterest, The world's catalog of ideas. Accessed September 15, 2016. 
Available from http://www.pinterest.com 
 

 The late period of King Rama 5’s reign brought the display typeface on the 
magazine “Kulsatree”. This magazine was published to educate women, especially 
those who were among the students in the female schools during the time. The design 
of this magazine’s title aimed to create unique identity for the magazine.  The study 
revealed that the designer used the structure of the traditional alphabet, with the 

                                                 
4 “Bradley edge” was the moveable type “Birth of the new vision” (1841 – 

1868), first created in the reign of King Rama 3, imitating the ancient scrivener’s 
handwriting.   

5 Pracha Suweeranon, 10 Moveable type and the 10 periods of Thai 
society, (Sarakadee Magazine, Sarakadee publishing, 17th year, vol. 211, September 
2002). 

6 Thong Siam, moveable type and the establishment of the nation 1868 – 
1910. The print market expanded rapidly during this period. The missionary’s printing 
house start published educational materials, selected from the ancient manuscripts.   

7  Patitinabat was the moveable type which appeared in the magazines 
since 1889. Its unique feature was the thinner line than Bradley Edge. The Yor Ying 
(ญ)’s tail connected with its body. 

8 Francaise was the moveable type used in the school during 1898 – 1927, 
the late period of King Rama 5’s reign, when more people can read as a result of the 
school system. The Francaise moveable type’s line ended with diagonal shape. It also 
used both thin and thick lines similar to the Roman alphabet.   

9 The Delineator was the magazine for American women during the late 
19th century to early 20th century, published by Butterick in 1869 and changed its title 
into “The Metropolitan” in 1875  
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additive shadow to bring more dimensionality. The line around the alphabet was 
clearer emphasized. There were also the additional decorative pattern on the 
alphabet which seems to be influenced by the artistic movement during the time.   The 
early design was decorative and emphasizing the head and the tail of each glyph, 
symbolized the women dressed in lace and jewelry and expressed the femininity and 
gentleness as an ideal personality of women. 
 
 In the researcher’s opinion, this early period of Thai display typeface design 
was highly influenced by the Art and Craft movement, which was full of symbols and 
usually combined with the vernacular culture. For example, the Kulsatree typeface 
(1906) consisted of the Thai decorative line. The influence of Art and Craft movement 
was also evident in other type of magazines or book in Thailand as well as all type of 
arts in Thailand. However, the popularity of the Art and Craft movement in Thailand 
was approximately 2 decades later than those in the western world.  
 
 This period was also the time of Art Nouveau movement which also 
influenced the display typeface on the cover of magazines for Thai women. Art 
Nouveau featured using abstract line and organic form combining together to 
represent some symbolic meaning.  It’s important quality was the line usage, 
especially those with natural movement, gradation, and twist, which were also 
evident in Thai display typeface on the cover of magazines such as “Satreesap”. The 
alphabet’s shape seems free and vibrate. The curve suggested the gentle and sweet 
movement. Although it was not clear if the typeface was influenced by Art Nouveau 
from which origins, this kind of influence also existed in the illustration as well. 
 

 
 
Figure 75: Cover of the magazine “German Jugend” 10 and the display typeface on  

the cover of magazine “Satreesap”   
Source: Pinterest, The world's catalog of ideas. Accessed September 15, 2016. 
Available from http://www.pinterest.com 
 
 During the early time of women’s awakening in education and rights, not 
only there were display typeface on the cover of magazines, but there were also the 
meticulous layout design on the whole over page, decorated with the illustration 
depicting women in the sweet style. The art director in the period clearly crafted the 
message to the female target audiences which were mostly the educated elite women 

                                                 
10  Jugend was a German art magazine published during the late 19th 

century, which was famous for its Art Nouveau style.   



83 

in Thai society. The magazine publisher was likely in the same elite circle and therefore 
put more efforts in designing to represent the feminine personality. 

 
After the change from absolute monarchy to democracy since June 24th 

1932, during the late period of King Rama 7’s reign and the whole reign of King Rama 
8, there were many important political and economic events.  It was the dark time of 
magazine for Thai women, for there was very few expansion of magazine. It was also 
the time of the Marshal P. Piboonsongkram’s government, who raised the status of 
women to the equal level with men in their marital life. The government declared that 
men should respect their wives.  And when the Thai women were better educated and 
respected in society, they started to be politically active, much in the same way with 
men. Women after the change in the political system also possess different 
personality from the awakening period, as they were stronger and more determined.    
 

The year 1941, during the reign of King Rama 8, was the time after the 
World War II, when the printing industry in Thailand expanded as a part of art 
movement.11 There was the birth of display typeface “Kana Chang” (คณะช่าง) to replace 

the few existing display typefaces which were usually molded from hand drawing and 
used for phrases, headlines, column titles, captions, etc.12 However, the data survey 
in this period reveal no use of this typeface as the magazine title. 
 

In my opinion, the display typefaces on the cover of the magazine for 
women during this dark age of magazines were influenced by design from the Art deco 
movement. The differences from Art Nouveau was the use of geometric or abstract 
form and shape in the Cubism style as the decorative element, resulted in the clean 
and pure design. If any curve should exist, it would be the neat curve. And the straight 
line would be truly straight, as seen in the display typeface on the cover of magazine 
“Suan Aksorn” (สวนอกัษร). The typeface seems to be influenced by Art Deco movement 

and minimize the decorative element as well as the loop existed in the Thai traditional 
alphabet. The result was more resemble to San Serif of Roman alphabet, such as the 
display typeface on the cover of magazine “Pramuanmark” (ประมวญมารค). As the 

alphabet was simplified, it could be aided by the use of mechanical drawing 
instrument such as ruler and compasses which help created a clear geometric form 
for the alphabet. 

 

                                                 
11  Pracha Suweeranon, 10 Moveable type and the 10 periods of Thai 

society, (Sarakadee Magazine, Sarakadee publishing, 17th year, vol. 211, September 
2002). 

12 Ibid. 
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Figure 76: Image of the magazine cover “Pramuanmark”, vol 22, 1934  and “Suan  

 Aksorn” 1st year, vol 22, 1942.   
Source: National Library of Thailand 
 

 
 
Figure 77: Cover of the magazine “Vogue” (1930), Art-deco-style alphabet13, and the  

 display typeface on the cover of magazine “Suan Aksorn”   
Source: Friedi, F, Ott N.and Stein B. Typo Who When How. (Italy: Amilcare Pizzi, 1998) 
 

In the researcher’s opinion, the design of display typeface in this period 
was more simplified and there were less abstract line. This may be the result of being 
tired about politics and the economic downfall, and seeing the unnecessity of the 
sweet style which was prior popular.    
 

1.2 Second group: 1947-1974, total 27 years, 35 typefaces found in 
total 
 

 
 
Figure 78: The cover of magazine “Srisakol”14, “Pakkathong”  15 , and “Kulsatri” 16 
Source: National Library of Thailand 

                                                 
13 Typeface designed by Renner, 1926. 
14 Cover of magazine “Srisakol”, 1950   
15 Cover of magazine “Pakka Thong”, 1st year, vol. 3 : August 15th, 1956   
16 Cover of magazine “Kulsatree”, first issue, August 12th, 1953   
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After the war, the country’s economic went down and up again. Thai 

people adapted themselves to the economic condition. There was the influx of 
western culture. Women were more confident, fashionable, and concerned about 
their rights of expression in every way including politics. The socialism idea was widely 
accepted. The year 1947 – 1957 can be said to be the golden age of magazines for Thai 
women.17 The content was mainly about entertainment and housekeeping.    

 
During this golden age of the magazines for women, the influence of Art 

Deco was still carried on since the dark age of magazines. The typeface design still 
minimized the loop existed in the Thai traditional alphabet and become more similar 
to the San Serif typeface of the Roman alphabet. The alphabet’s shape was clearly 
geometric, even clearer than it used to be during the dark age of magazines. For 
example, the display typeface “Srisapda” (1954) was designed to be unique by using 
the balanced form and unity in design.  

 

 
 

Figure 79:  Display typeface “Anonymous” and display typeface “Srisapda” 
Source: Friedi, F, Ott N.and Stein B. Typo Who When How. (Italy: Amilcare Pizzi, 
1998) 

 
The year 1957 – 1973 was the year of political instability. The freedom of 

expression was started to become limted. It was the beginning of the authoritarian 
realm of Marshall Sarit Tanarat. The socio-political polarization become tense. People 
was afraid to express their political opinion. The magazines for women also change 
their content to focus only with the entertainment, especially the day-dreaming novel. 
The society was more advanced. And there started to be the sexual education section 
in the magazine. The women were more well-rounded and brave, but still prioritize 
the housekeeping.  
 

                                                 
17 Ubonwan Pitipattanakosit, Uayponn Panich. The 100th anniversary of 

Thai women’s magazines, (Faculty of Communication Arts, Chulalongkorn 
University, 1989) 
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Figure 80: Cover of magazine “Delineator” and display typeface “Srisakol”   
Source Magazines. Accessed September 10, 2014. Available from 
http://www.magazineart.org/magazines/d/delineator.html 
 

HRH Prince Chitcharoen, The Prince Narisara Nuvadtivongs invented the 
typeface that became very popular during this period. 18  His design included the 
slightly different line thickness and the abstraction of the glyph head, resembling the 
Roman Serif typeface. 

 

 
 
Figure 81: Cover of magazine “Vogue” and the display typeface “Lalana”  (ลลนา) 
Source:  Vogue, Magazine. Accessed September 10, 2014. Available from 
http://www.vogue.com 
 

Lalana magazine was the last one originated during this period. The display 
typeface Lalana was similar to the classic moveable type in Roman Script. There 
contrast between the thick and thin line was distinct. The form was more geometric 
and mechanical. The tail glyph was invented with the hair-thin line rising at the 90 
degree from the vertical straight line. The typeface resulted in the sharp contrast and 
crisp, ideal, tasteful, charming, and composed. The form was economical, efficient, 
and functional, which became the personality of Lalana magazine. The typeface also 
applied the Roman glyph as the loop of the alphabets. Apart from the unique display 
typeface, Lalana was also an outstanding magazine in terms of content and layout 
during the time.   

 

                                                 
18 Prince Naris Style means the character of the typeface design invented 

by Prince Narisara Nuvadtiwongs, which became popular due to the fact that it can be 
written quickly and conveniently using speedball pen, flat brush, or flat-point marker. 
This styled is also called as “flat-head typeface”.   
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The researcher noticed that the major influence to the display typeface on 
the magazine cover during this period was derived from the Art Deco plus the 
Traditional Typography in 1935, which was the conservative style of hand-writing with 
more custom. The typefaces focus on the San Serif style which emphasis the clearness 
and simplification.  After the World War II, the major influence was from the 
international typographic style from 194219, which focus mainly with the functionalist 
idea.  

 
The researcher found that the math and geometric form, together with the 

aid of the mechanical instrument and the invention of Prince Narisara Nuvadtivongs 
style was very popular in this period due to its convenience and speed. Therefore, the 
style, which can be written quickly and conveniently using speedball pen, flat brush, 
or flat-point marker and resulted in the “flat-head typeface” became widely popular 
in all kind of media. It can be said that the display typeface during this time 
emphasized the use of technique or instrument following the popular trend over the 
representation of femininity. 

 
1.3 Third group: 1974-1988, total 14 years, 45 typefaces found in total 

 

 
 
Figure 82: The cover of magazine “Sao-Siam (Siam girls)”20 “Praew (Glistening)”21  

“Pooying (Women)”22 “Kradangna (Ylang Ylang)” 23 and “Mae Ban Tan  
Samai (Fashinable Housewife)”24 

Source: National Library of Thailand 
 

                                                 
19 Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare 

Pizzi.1998). 
20 The cover of magazine “Sao-Siam (Siam girls)”, 1st year, May 1st, 1974 
21 The cover of magazine “Praew (Glistening)”, 1st year, 7th issue, 

December 10th, 1979    
22 The cover of magazine “Pooying (Women)”, 2nd year, 102nd issue, July 

1981   
23 The cover of magazine “Kradangna (Ylang Ylang)” , 2nd year, 11th issue, 

February 1985   
24 The cover of magazine “Mae Ban Tan Samai (Fashinable Housewife)”, 

1st year, 1st issue, April 1986   
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 During this period, there were two major political events, the students’ 
rally of October 14th, 1973, and the massacre of October 6th, 1976.  The political events 
during this time highly affected the thought and society, for they were the major 
events which the students and people actually participated. There was the awakening 
in the freedom and democratic consciousness. Women paid attention to politics and 
were fully informed, westernized, and fashionable, while still interested in beauty and 
beautification. The year 1977 – 1988 was the time of information technology and 
communication development. The publishers started using computer as much as 
other industries, resulted in the high-quality magazines with beautiful color. News and 
knowledge were disseminated swiftly, as they became highly important. 
 
  Thai women in this period became more diversified in terms of social 
status and educational background. Therefore, it was necessary for the magazines to 
focus on their different target audiences, which can be clearly divided according to 
their different lifestyles.  Women with medium to high income, education, and career 
tended to prefer the updated content about knowledge, world’s trend, and 
housekeeping. Women with low in come tended to prefer the content about 
entertainment, knowledge, and self-development. Young adult tended to prefer 
content about health and fashion. The differentiation of magazines resulted in the 
various presentation of content for the diverse group of female target audiences. 
 
 The display typeface design during this time was started to be aided by 
computer, resulted in the easier, faster, and more convenient process. Therefore, the 
display typeface could became more specific to the target group. For example, 
typeface for educational magazines may seems cleaner, while the typeface for young 
adult magazines may seems more casual.  
 
 Some magazines employed different typeface within the same years, 
which may due to the reason that many styles are suitable for their target audiences. 
As the age of information technology brought the faster communication and design 
influence from the western world, there was the increasing popularity in designing 
typeface which resemble Roman alphabet to give the more western look to the 
magazine   
 

 
 

Figure 83: Cover of the magazine “Vogue” and display typeface “Kradanga”  (กระดงังา) 
Source:  Vogue, Magazine.Accessed September 10, 2014. Available from 
http://www.vogue.com 
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When comparing the display typeface “Kradanga” (1985) with the magazine 

Vogue from 1954, it was obvious that the loop on the head of “Ngor Ngoo” (ง) 
resembles the serif of the alphabet “G” (Uppercase Letter). And the alphabet “Ror 
Rue” (ร) resembles the “S” in Roman script. There was the contrast between thick and 

thin line, similar to the style of typeface on “Vogue”, which was the conservative, 
neoclassic style. This style imitated the handwriting, but expressed a more fashionable 
look.  
 

When comparing the display typeface “Kataleeya” (1985) with the magazine 
“Seventeen” (1942), it was obvious that the “Tor Tahan” (ท) resembles the “n” 

(lowercase). The loop on the head of “Tor Tahan” (ท) also resembles the serif of the 

Roman alphabet.    
 

 
 

Figure 84: Cover of magazine “Seventeen” and the display typeface “Kataleeya”  
(คทัลยีา) 

Source:  Magazine Data, Magazine Issues, Accessed September 10, 2014. Available 
from http://www.philsp.com/data/data424.html 
 
 1960 was the year of influence of the standard style of the Functional 
Typography, which employs the clear San Serif typeface. The design would be placed 
on grid table. The titles employs bold and large typeface.  The elements would be laid 
down in blocked layout. There was also the mix between using the super script and 
lower script. Many institutions prefer the typeface “Helvetica”, which also influenced 
the typeface design in Thailand that there was a Thai typeface called “Manoptica”, 
imitating “Helvetica”, in 197325. “Manoptica” was very popular at the time and could 
be found on the cover of magazines for Thai women as well.  
 
 

                                                 
25 Designed by Manop Srisomponn, typeface designer who received the 

Honor Awards in Graphic Design. 
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Figure 85: Cover of magazine “Cosmopolitan” and display typeface “Sam Anong” 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare 
Pizzi.1998). 
 
 
 

 
 
Figure 86: the design of “Griffin” and the display typeface “Kanda”   (กานดา) 
Source: Friedi, F, Ott N.and Stein B, Typo Who When How, (Italy: Amilcare 
Pizzi.1998). 
 
 The psychedelic and pop culture style were highly influential among the 
young adult target audiences and the artistic movement which emphasis beauty and 
fashion, especially the Pop Art from advertising and cartoon. The Psychedelic style also 
resembles the Art Nouveau in terms of decorative element. However, there was the 
application of cartoon drawing and the eastern symbols as well. There was also the 
connection with Pop and Rock music. This Pop and Psychedelic style could be found 
on the various magazines cover.   
 
 Although the third period consisted of just 14 years, shorter than all other 
period, but it was the time when most typeface design (45) were found. The 
technological factor, especially the birth of digital workflow, could be the major reason 
why there were such a boom in typeface design. Technology allowed the new design 
to be more conveniently created, while the conventional design could also be easily 
revived. The frontier expansion in the field of typeface design with the digital system 
during the 20th century was undoubtedly the key impact in the creativity, resulted in 
many new typefaces and styles. There were an obvious and various influences from 
the foreign typeface design as well as the magazine titles. Any style which was popular 
would be repeated. Any style which was suitable would also be repeated. With the 
delayed timeframe at about a decade, the design would still be influenced by the same 
style, with slight variation according to the appropriateness or the designer’s concept.  
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The influences could came from foreign country or within Thailand. The display 
typeface design in this period therefore started to express the clearer personality 
which can be easily recognized.   
  

The specialists remarked about the display typefaces in this period that 
although the designers aimed to represent the magazine’s personality, some display 
typeface was too thick to seem feminine. Fierce competition with other magazines 
might be the reason why designers had to increase the glyph’s clarity to emphasis the 
distinctive quality of their magazine, resulting in the more gender-ambiguous 
character in the display typeface. 
 
2. The qualities of typefaces, which can represent the personality 

In order for the typefaces to be able to represent the feminine personality, 
they have to possessed the following qualities: 
 

2.1. The expressive visual elements, especially the line and directions 
 The glyph’s main element is the line, which can be chosen in many ways. 
For example, the thick line, thin line, oblique line, or curve. The curve lines with 
contrast between thick and thin lines may be the most distinctive way to represent 
the femininity. For the curves related physically to the female body, while the strong 
and massive lines may be more suitable for the representation of the male body.  
 
 2.2. Other quality 
 It may be possible that the quality of visual elements may works together 
in the way that cannot be distinguish separately. Therefore the researcher consulted 
with the specialists and combined more than one quality which can represent the 
female personality altogether, especially the thickness and contrast in the glyph.
  

2.2.1 Weight  
 

 
 

Figure 87: Weight 
 

The line thickness is a very important element in the distinctive 
representing the personality. For example, the thin line is related to the vulnerable 
feeling, while the thick line is related to the firm and strong feeling. The specialists 
further commented here that the thick line seems like the strong physique, and the 
thicker the line is the stronger feeling it will be. The thin line, on the contrary, should 
represent the femininity, because the female physique is not as strong as the male’s. 
The thickness of lines also affected the space within the glyph. The lines quality and 
the glyph direction also represent the femininity. 
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2.2.2 Contrast 

 

 
 
Figure 88: Contrast 
 

The difference between the contrast in thick line and thin line is that, 
the typeface with mono line seems more like a strong woman than the typeface with 
high contrast between the thick and thin lines. The different personality could be 
adjusted by changing the direction of the glyphs, whether they were italic or regular, 
and could also be adjusted by other minor quality such as structure, shape, loop / 
terminal / serif or san serif, and decoration. 
  

2.2.3 Structure   
 

 
 
Figure 89: Structure 
 

In the classifying of the glyph structure, it may not be easy to explain 
which structure would represent the female personality, because the glyph is more 
complicated to be classified by its structure only. For example, the continuous 
structure may represent many personalities involving the male character. Therefore it 
is important to consider the personality from the line quality and direction as well. 
  

2.2.4 Shape  
 

 
 
Figure 90: Shape 
 

None 

(Mono

Medium Hight Exaggerated 

Continuous construction        Broken or interrupted              Construction References 
tools 
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The effect of shapes towards the glyph personality is minimal. It may 
be possible to say that the non-rigid or tall shape may seems more feminine than the 
short or flat form. The shape with curves and the organic shape could also be used to 
represent the fragile and gentle personality of the ideal women. 
 

2.2.5 Loop/ Terminal/ serif or San serif 
 

 
 
Figure 91: Loop/Terminal/ serif or San serif 
  

The Thai alphabets usually started with the loop head, which may be 
simplified or replaced by the serif or san serif. The terminal can be either serif or san 
serif depending on the particular typeface’s personality.  

All the loop, terminal, and serif or san serif are related to the both the 
rectangular shape or circular shape. The specialists from the designer group 
commented that serif seems more feminine than san serif, for the serif share the 
decorative purpose with the women’s clothings. The different types of serif can also 
represent different sub-personalities. For example, the strong women may be 
represented by the slab serif, or rectangular san serif. Or the sweet, feminine women 
may be represented by the curve serif or hairline serif depending on the imagination 
of the designers. 

The specialists further commented that the loop is also similar to serif, 
for they are both the extension outwards from the glyph. Some contemporary 
designer started to replace the loop with serif at the head of the Thai alphabets, 
especially when they wanted to imitate the form of the Latin alphabets. 

 
2.2.6 Decoration 

 

 
 
Figure 92: Decoration 
 

The decoration style immensely influences the representation of 
personality, although some decorative style may represent both female and male 
character. For example, the additional line around the glyph would add the thickness 
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and give the stronger look. While the typeface with the structural line may seems 
delicate and sensitive in the same way with the women who add the jewelry or special 
items to their clothing. The additive decoration then became the sub-personalities.  
 
3. The personality of the display typeface on the cover of magazines aiming at female 
audience during 1888 – 1988  
 

The researcher accumulated and analyzed total 98 display typefaces from 
the cover of magazines aiming at Thai female audience during 1888 – 1988, using the 
principle of typeface design, visual elements, history of fashion among Thai women, 
history of typeface design, and the personality theory. The display typefaces were 
classified into eight groups according to the typeface personality. Six specialists 
including four typeface designers and two academics evaluated the taxonomy of 
display typefaces and found that the display typefaces were the vivid representation 
of various different personalities.  
 
 The researcher then separated the display typefaces into two categories: 
those clearly represent the single personality, and those represent multiple 
personalities. However, the personalities derived from the historical data that could 
be different from current understanding. Therefore, the specialists further suggested 
that the definition of each personality should also be provided in order to prevent the 
confusion between the current definition and the historical definition. The personality 
definition would also be beneficial in determining the design direction. 
  

3.1 1st Category: The typefaces that clearly represent the single 
personality  

 
3.1.1 Display typeface with casual personality  
Definition:  This group of display typefaces give the casual feeling. The 

alphabet structure is continuous and italic. The shape is geometric. The glyphs can be 
either loop, serif, or san serif. The line consisted of both curvy and straight line. The 
angle of the alphabet is curved. The weight of the alphabet is thin to medium. The 
contrast within the alphabet can be medium, high, to very high. This display typeface 
with casual personality also imitated the vintage handwriting of Thai women resulting 
from a quick scrawl.   
 

 
 
Figure 93: Example of the display typeface with casual personality  
 

3.1.2 Display typeface with modern personality  
Definition:  This group included the display typefaces with continuous 

structure, geometric form, straight line, San Serif, curve and obvious angle. The weight 
of these typefaces were thin to medium, with mild or no contrast. The typeface with 
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modern personality also refer to the use of mechanical instrument to aid with the 
design process such as the ruler or compasses, which can create the clear straight and 
curvy line.   
 

 
 
Figure 94: Example of the display typeface with modern personality 
 

3.1.3 Display typeface with romantic personality  
Definition: This group of typefaces express the sweet, gentle, and 

feminine feeling. The structure of alphabet is continuous and usually italic. The form 
is geometric. The head of alphabet can be both loop and serif. The element includes 
curvier line than straight line. The angle is usually curvy than edgy. The weight of 
alphabet ranges from mild to medium. The contrast within the alphabet ranges from 
medium to high and very high. The display typeface express the romantic personality 
in the similar way with the feminine clothes with lace and jewelry. The glyph included 
more curve line than straight line. The angle was replaced by curve, which expressed 
the sweet and feminine feeling as well as the meticulous care in the typeface design. 
 
 

 
 
Figure 95: Example of the display typeface with romantic personality 
 

3.1.4 Display typeface with natural personality  
Definition: The overall personality of this group feels quiet and down-

to-earth. The glyph structure is continuous and straight. The form is geometric. The 
head of the alphabet can be both loop and serif. The element consists of both curve 
and straight line. The angle is curvy.  The weight is medium. The contrast within the 
alphabet ranged from medium to high and very high. This group of typeface imitated 
the look of a simple handwriting, non-italic, and without any decorative feature. 
 

 
 
Figure 96: Example of the display typeface with natural personality 
 

3.1.5 Display typeface with chic personality  
Definition: The overall feeling was sweet, luxury, dignified, and refined. 

The structure is continuous, with both straight and italic line. There is no loop at the 
head of the alphabet, or San Serif. The element of alphabet consisted of curvy line 
more than straight line. The angle is curvy. The weight range from thin to medium. 
The contrast within the alphabet is high to very high.   
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Figure 97: Example of the display typeface with chic personality 
 

3.1.6 Display typeface with elegant personality  
Definition: The overall feeling was gentle and dignified. The alphabet 

structure is continuous, with both straight and italic line. The shape is geometric, with 
the taller proportion than width. The head of alphabet is Serif. The element consisted 
of both curve and straight line. The angle is obvious curve or edge. The weight range 
from thin to medium. The contrast within the alphabet range from high to very high. 
The display typeface seems willowy and similar to Latin alphabets.   
 

 

 
 

 
Figure 98: Example of the display typeface with elegant personality 
 
 

3.1.7 Display typeface with classic personality  
Definition: The overall feeling was antique and traditional. The 

structure is continuous, with straight or italic line. The shape is geometric. The head 
of alphabet can be either loop, Serif, or San Serif. The element consisted of both curve 
and straight line. The angle is obvious curve or edge. The weight range from thin to 
medium. The contrast within the alphabet range from medium to high and very high. 
The display typefaces with classic personality imitated the traditional calligraphy, 
using flat-tip pen or quill, which were widely found in the formal or royal work. 

 
 

 
 
Figure 99: Example of the display typeface with classic personality 
 

3.1.8 Display typeface with dandy personality  
Definition: The overall feeling was tough and daring. The structure is 

continuous with straight line. The shape is geometric. The head of alphabet lacks the 
loop or San Serif. The element consisted of both curve and straight line. The angle is 
obvious curve or edge. The weight is thick. The contrast within the alphabet is medium 
to none.  
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Figure 100: Example of the display typeface with dandy personality 
 

3.1.9 Definition of Typeface personality design 
 
Table 17: Definition of the casual typeface personality design 
 

Personality  Casual Typeface 

Mood Tone  Casual, down-to-earth 

Structure  • Continuous structure and refer to the writing 
instrument such as brush or speedball pen.  

• Imitated the vintage handwriting of Thai women 
resulting from the quick scrawl.    

• Italic   

• The element consisted of both curve and straight line   

• Curvy angle 

Loop/ Terminal/ 
serif or San serif   

• Loop 

• Serif 

• San serif  

Weight  • Light 

• Medium 

Contrast  • Medium  

• High  

• Exaggerate 

Remarks The layout of alphabet is not in straight line 
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Table 18: Definition of the modern typeface personality design 
 

Personality  Modern typeface 

Mood Tone  Clear, straightforward, sharp   

Structure  • Continuous structure   

• Non-italic   

• The element consisted of both curve and straight line   

• the use of mechanical instrument to aid with the 
design process such as the ruler or compasses 

•  Obvious curvy or edgy angle 

Loop/ Terminal/ 
serif or San serif   

• San serif  

Weight  • Light 

• Medium 

Contrast  • None 

 
 
Table 19: Definition of the romantic typeface personality design 
 

Personality  Romantic typeface 

Mood Tone  Gentle and sweet 

Structure  • Continuous structure  and refer to the writing 
instrument such as brush or speedball pen   

• Italic   

• The element consisted of more curve than straight line   

• Curvy angle 

Loop/ Terminal/ 
serif or San serif   

• Loop 

• Serif 

Weight  • Light 

• Medium 

Contrast  • Medium  

• High  

• Exaggerated 

Remarks Sweet and feminine  similar way with the clothes with 
lace and jewelry 
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Table 20: Definition of the natural typeface personality design 
 

Personality  Natural typeface 

Mood Tone  Simple 

Structure  • Continuous structure  and  Refer to the writing 
instrument such as brush or speedball pen   

• Non-italic   

• Imitate simple handwriting    

• The element consisted of both curve and straight line   

• Curvy angle 

Loop/ Terminal/ 
serif or San serif   

• Loop 

• Serif 

Weight  Medium 

Contrast  • Medium  

• High  

• Exaggerated 

 
Table 21: Definition of the chic typeface personality design 
 

Personality  Chic typeface 

Mood Tone  Chic, smart, concise 

Structure  • Continuous structure   

• Italic and non-italic 

• The element consisted of more curve than straight line 

• Curvy angle 

Loop/ Terminal/ 
serif or San serif   

San serif 

Weight  • Light 

• Medium 

Contrast  • High  

• Exaggerated 
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Table 22: Definition of the elegant typeface personality design 
 

Personality  Elegant typeface 

Mood Tone  Charming, elegant, gentle   

Structure  • Continuous structure   

• Italic and non-italic 

• Tall proportion 

• The element consisted of both curve and straight line 

• Obvious curvy or edgy angle 

Loop/ Terminal/ 
serif or San serif   

Serif 

Weight  • Light 

• Medium 

Contrast  • High  

• Exaggerated 

Remarks Imitate Latin alphabets 

 
 
Table 23: Definition of the classic typeface personality design 
 

Personality  Classic typeface 

Mood Tone  Antique, conservative   

Structure  • Continuous structure and refer to the writing 
instrument such as brush or speedball pen   

• Straight or italic 

• Imitate the traditional calligraphy   

• Consisted of both curve and straight line  

• Obvious curvy or edgy angle 

Loop/ Terminal/ 
serif or San serif   

• Loop 

• San serif 

• Serif 

Weight  • Light 

• Medium 

Contrast  • Medium  

• High  

• Exaggerated 

Remarks Used to be widely found in the formal or royal work 
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Table 24: Definition of the dandy typeface personality design 
 

Personality  Dandy typeface 

Mood Tone  Strong, daring 

Structure  • Continuous structure 

• Straight line 

• Consisted of both curve and straight line  

• Obvious curvy or edgy angle 

Loop/ Terminal/ 
serif or San serif   

San serif 

Weight  Black 

Contrast  • None  

• Medium 

 
 3.2  2nd Category: The typefaces that represent multiple personalities 
Some personalities were similar to each other. Therefore the typeface designers were 
able to combine them and design the typeface with multiple personalities. 
 

3.2.1 Display typeface with romantic and natural personality  
The specialists from the academic group gave further comment 

according to the personality theory “Color Image Scale” and defined the natural 
personality26 as the imitation of natural material, such as vine or clematis, as found in 
the display types “Kulsatri (Ladies)”, “Ying Thai (Thai Women)”, “Satrisapt”(Ladie’s 
Words), “Nari Nitade (Women’s Info)”, “Srisapdaha (Splendid Week)”, and “Roong 
Thong (Golden Rainbow)”.  
 

 
 
Figure 101: Example of the display typeface with romantic and natural personality 
 
 However, the specialists from the typeface designer group mentioned that 
these display typefaces also represent the romantic personality, according to the 
higher usage of curve lines per straight lines and curve angle per sharp angle. These 
elements represent the sweetness and femininity. 

                                                 
26 A natural, warm, simple appearance, with a heartwarming image. Full of 

the richness of nature materials. The feeling here is diametrically opposed to the 
artificial feeling of modern. The impression is one of serenity. 
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 In the researcher’s opinion, the contrasting comments of the specialists 
might be the result of different perspective. The designer specialists might have 
commented from their design experience and visual perception. Therefore, the 
researcher decided to classify these typefaces in the multiple personalities group. 
 
 3.2.2 Display typeface with modern and dandy personality 
 The two personalities of modern and dandy display typefaces were similar 
in their continuous structure, straight line, and geometric forms, without head or 
decorative serif. The element consisted of both curve and straight line. The angle was 
obvious curve or edge. The difference is the weight of the alphabet, that the typeface 
with dandy personality usually employed thicker lines resulting in strong feeling. And 
thhe glyph lines hardly had any contrast. 
 

 
 
Figure 102: Example of the display typeface with modern and dandy personality 
 
 3.2.3 Display typeface with modern and chic personality  
 The two personalities of modern and chic display typefaces were similar in 
the continuous structure, geometric shape, San Serif. But the chic personality 
consisted of more curve than the straight line and consisted of contrast, resulting in 
the overall gentler feeling than the modern personality. 
 

 
 
Figure 103: Example of the display typeface with modern and chic personality 
 
 3.2.4 Display typeface with dandy and chic personality  
 The display typefaces with dandy and chic personality usually employed 
thick lines in italic and curves, with the contrast, which expressed gentleness and 
informality. The typefaces then lose the masculinity of the dandy personality but feel 
rather soft and gentle. 
 

 
 
Figure 104: Example of the display typeface with dandy and chic personality 
 
 3.2.5 Display typeface with elegant and chic personality  
 The display typefaces with elegant and chic personality were similar for the 
continuous structure, slender geometric shape, with the contrast within the alphabet. 
The curve serif is also found in this typeface, resulting in the soft but dignified feeling.  
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Figure 105: Example of the display typeface with willowy and chic personality 
 
 3.2.6 Display typeface with chic, classic, and dandy personality 
 The display typefaces with chic, classic, and dandy personality share the 
similar continuous structure, geometric shape, which represented the antique 
personality, but with the wider lines, resulted in the dandy but quiet, serene, and 
down-to-earth feeling. The proportion of the typeface tended to be slender. The glyph 
lines tended to be contrast, which also enhance the chic personality. 
 

 
 
Figure 106: Example of the display typeface with chic, classic, and dandy personality 
 
4. Summary 
 Design does not only follow the objectives and target audiences, but also 
influenced by the influx of foreign information such as politics, regime, education, 
culture, religious, art design, and fashion.  These factors affected many changes in 
Thailand. Although the display typefaces were only the minor factor, it could bring the 
change into the typeface design industry in Thailand as well, not only with the cover 
of the magazines for women but also happened with other print media such as 
newspaper, cartoon, brochure, leaflet, advertising, and movie poster, etc.  
 Although the current technology in typeface design has highly developed, 
but the typefaces in use are still the legacy from the past or inspired from the shape 
of alphabets in the history, with some adjustment to suit the time and technology 
nowadays.    
 Apart from design for real-world application, the typeface designer may 
design the typeface to test the idea or to use in the particular task. The creation of 
typeface representing femininity in the past may not be popular for the target 
audiences, but it was possible for the typeface designer to experiment. The result, 
which may be unique but creative, could also become the chance to design a popular 
typeface too.  
 



 
 

Chapter 5 
 

Research Evaluation 
 

This dissertation will be evaluated by experimenting with typeface design, 
by using the model of designing display typefaces, which represent the Thai women’s 
personality during 1888 – 1988. This chapter is the documentation of experiment in 
display typeface design with the eight personality of women by the researcher, and 
also the experiment by the target group, using the same design model.  

 
1. Typeface Designs 

The researcher had designed display typefaces representing eight 
personalities. Each typeface consisted of 44 Thai alphabets, 14 vowels, and 4 tone 
markers. 

 
1.1 Casual typeface personality 

1.1.1 Definition of the typeface personality design 
 
Table 25: Definition of the casual typeface personality design 
 

Personality  Casual Typeface 

Mood Tone  Casual, down-to-earth 

Structure  • Continuous structure, with reference to the writing 
instrument such as brush or speedball pen.  

• Imitated the vintage handwriting of Thai women 
resulting from the quick scribble.    

• Italic   

• The element consisted of both curve and straight line   

• Curvy angle 

Loop/ Terminal/ 
serif or San serif   

• Loop 

• Serif 

• San serif  

Weight  • Light 

• Medium 

Contrast  • Medium  

• High  

• Exaggerate 

Remarks The layout of alphabet is not in straight line 
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1.1.2 Mood board of design 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 107: Mood board of casual typeface design 

 
The design direction of casual typeface was represented by a mood board, 

depicting the young and joyful teenager or the independent women who seems to 
have fun with life. The typeface was influenced by the script typeface, which refer to 
the writing instruments such as brush. The typeface structure was adapted from “Wai 
Wan” magazine title. 
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Figure 108: Casual typeface design 
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1.2. Modern typeface personality 

1.2.1 Definition of the typeface personality design 
 
Table 26: Definition of the modern typeface personality design 
 

Personality  Modern typeface 

Mood Tone  Clear, straightforward, sharp   

Structure  • Continuous structure   

• Non-italic   

• The element consisted of both curve and straight line   

• the use of mechanical instrument to aid with the 
design process such as the ruler or compasses 

• Obvious curvy or edgy angle 

Loop/ Terminal/ 
serif or San serif   

• San serif  

Weight  • Light 

• Medium 

Contrast  • None 

 
1.2.2 Mood board of design 

 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 109: Mood board of modern typeface design 
 

The design direction of Modern typeface design aimed for the modern, sharp, 
and clear mood, referring to the fashionable and progressive women with good tastes. 
The typeface was influenced by the modern art design of the Bauhaus, especially the 
poster from the modern period. The glyphs are geometric, without any serif. The 
typeface structure was adapted from “Sam Anong” magazine title. 
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Figure 110: Modern typeface design 
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1.3. Romantic typeface personality 

1.3.1 Definition of the typeface personality design 
 

Table 27: Definition of the Romantic typeface personality design 
 

Personality  Romantic typeface 

Mood Tone  Gentle and sweet 

Structure  • Continuous structure  and refer to the writing 
instrument such as brush or speedball pen   

• Italic   

• The element consisted of more curve than straight line   

• Curvy angle 

Loop/ Terminal/ 
serif or San serif   

• Loop 

• Serif 

Weight  • Light 

• Medium 

Contrast  • Medium  

• High  

• Exaggerated 

Remarks Sweet and feminine, representing the image of lace 
clothes and jewelry 

 
1.3.2 Mood board design 

 

 
 
Figure 111: Mood board of romantic typeface design 

 
The design direction of Romantic Typeface aimed for the dreamy and 

gentle mood, or the personality of the sweet, gentle, and charming women. This 
typeface was influenced by the Art Nouveau typeface style, with abstract pattern and 
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the rambling line as founded on the cover of the book “Jugend” (the one which 
emphasis the lady’s face) and “Eckmann” (the one with the roman, gothic, and 
Japanese printing influence). This typeface refer to the brush rather than the pen, and 
the typeface structure came from the cover of the magazine “Sao Siam”    
 
 

 
 
Figure 112: Romantic typeface design 
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1.4 Natural typeface personality 

1.4.1 Definition of the typeface personality design 
 

Table 28: Definition of the Natural typeface personality design 
 

Personality  Natural typeface 

Mood Tone  Simple 

Structure  • Continuous structure  and  Refer to the writing 
instrument such as brush or speedball pen   

• Non-italic   

• Imitate simple handwriting    

• The element consisted of both curve and straight line   

• Curvy angle 

Loop/ Terminal/ 
serif or San serif   

• Loop 

• Serif 

Weight  Medium 

Contrast  • Medium  

• High  

• Exaggerated 

 
1.4.2 Mood board design 

 
 

 
 
Figure 113: Mood board of natural typeface design 
 
 The design direction of the Natural typeface aimed for the kind and quiet 
mood, or the personality of the friendly and calm women who lead the laid-back 
lifestyle. This typeface was also influenced by the Art Nouveau typeface style. The 
typeface structure came from the cover of the magazine “Siam Yupadee”  
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Figure 114: Natural typeface design 
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1.5 Chic typeface personality 

1.5.1 Definition of the typeface personality design 
 

Table 29: Definition of the chic typeface personality design 
 

Personality  Chic typeface 

Mood Tone  Chic, smart, concise 

Structure  • Continuous structure   

• Non-Italic and Italic 

• The element consisted of more curve than straight line 

• Curvy angle 

Loop/ Terminal/ 
serif or San serif   

San serif 

Weight  • Light 

• Medium 

Contrast  • High  

• Exaggerated 

 
1.5.2 Mood board design 

 

 
 

Figure 115: Mood board of chic typeface design 
 

The design direction of Chic typeface aimed for the prudent, smart, agile, 
and ingenious mood, or the personality of the smart, fashionable, concise, lively, 
charming, and chic as the aristocrats. This typeface was influenced by the Art Deco 
typeface and decoration, which emphasis the geometric form and simple-line pattern. 
The typeface structure came from the cover of the magazine “Lalana”    
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Figure 116: Chic typeface design 
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1.6 Elegant typeface personality 

1.6.1 Definition of the typeface personality design 
 

Table 30: Definition of the elegant typeface personality design 
 

Personality  Elegant typeface 

Mood Tone  Charming, elegant, gentle   

Structure  • Continuous structure   

• Non-Italic and Italic 

• Tall proportion 

• The element consisted of both curve and straight line 

• Obvious curvy or edgy angle 

Loop/ Terminal/ 
serif or San serif   

Serif 

Weight  • Light 

• Medium 

Contrast  • High  

• Exaggerated 

Remarks Imitate Latin alphabets 

 
1.6.2 Mood board design  

 

 
 
Figure 117: Mood board of elegant typeface design 
 

The design direction of the elegant typeface aimed for the graceful, 
delicate, sophisticate, and meticulous mood, or the personality of the first-class, 
powerful, polite, and punctilious women. The typeface was influenced by Art Nouveau 
of Vienna Section and the Bodoni typeface from the Renaissance period. The Bodoni 
typeface employed the economical and efficient form, with the mathematical, 



  116 

geometrical, and mechanical design. The contrast between the thick and thin line 
induced the ideal cleanliness, refinement, charms, and formality. The Bodoni typeface 
was also called modern typeface during the Renaissance. The structure of the typeface 
came from the cover of the magazine “Cattleya”    

 
 

 
 
Figure 118: Elegant typeface design 
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1.7 Classic typeface personality 
1.7. Definition of the typeface personality design 
 

Table 31: Definition of the classic typeface personality design 
 

Personality  Classic typeface 

Mood Tone  Antique, conservative   

Structure  • Continuous structure and refer to the writing 
instrument such as brush or calligraphy pen 

• Non-italic or italic 

• Imitate the traditional calligraphy   

• Consisted of both curve and straight line  

• Obvious curvy or edgy angle 

Loop/ Terminal/ 
serif or San serif   

• Loop 

• San serif 

• Serif 

Weight  • Light 

• Medium 

Contrast  • Medium  

• High  

• Exaggerated 

Remarks Used to be widely found in the formal or royal work 

 
1.7.2 Mood board design 

 

 
 
Figure 119: Mood board of classic typeface design 
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The design direction for the classic typeface aimed for the conventional 
and formal mood, or the personality of the traditional, reliable women who led the 
formal lifestyle according to the morality and righteousness. The typeface was 
influenced by the Ribbon typeface, in which the structure originated from the 
instrument used in constructing the typeface such as the Calligraphy pen. The 
structure of typeface came from the cover of the magazine “Srisakol”   
 
 

 
 
Figure 120: Classic typeface design 
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1.8 Dandy typeface personality 
1.8.1 Definition of the typeface personality design 
 

Table 32: Definition of the dandy typeface personality design 
 

Personality  Dandy typeface 

Mood Tone  Strong, daring 

Structure  • Continuous structure 

• Non-italic 

• Consisted of both curve and straight line  

• Obvious curvy or edgy angle 

Loop/ Terminal/ 
serif or San serif   

San serif 

Weight  Black 

Contrast  • None  

• Medium 

 
1.8.2 Mood board design 

 
 

 
 
Figure 121: Mood board of dandy typeface design 

 
The design direction for the dandy typeface aimed for the calm, strong, and 

secured mood, or the personality of the strict, neat, dignified, clean, and smart 
women. The typeface was influenced by the typeface design during the International 
Typographic Style, or the Swiss design, or the international typeface. The unity of the 
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forms occurred from the asymmetrical balance on the grid structure. The typeface 
lack the serif, resulted in the legible, refined, and structurally beautiful look. The 
structure of the typeface came from the cover of the magazine “Monday Dailymail”    
 
 
 

 
 
Figure 122: Dandy typeface design 
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2. Workshop 
The workshop is the experiment in applying design model of display 

typeface representing Thai women personality during 1888 – 1988, with the target 
group who were students and those who were interested in Thai typeface design, with 
prior experience in designing typeface.   
 On April 2nd, 2016, the researcher organized the workshop “Designing 
typeface which represent Thai women personality 1888 – 1988”during 9:30 – 16:00, 
at Decorative Arts Exhibition, Faculty of Decorative Arts, Silpakorn University. The 
researcher also invited the typeface designer, Lecturer Pairoj Theeraprapa, to give 
lecture on the topic of “Typeface characteristic which express personality” to the 20 
participants consisted of undergraduate students, graduate students, and the faculty 
lecturer. Participants were informed about the typeface personality and led to design 
display typeface together. Each participant would choose only one from eight 
personalities. Their typeface design would later be criticized by the typeface designer. 
 
 

 
 
Figure 123: Typeface sketches by the participants   

(the participants at Decorative Arts Exhibition April 2, 2016.) 
 

 
 
Figure 124: Chic typeface design by the participants   

(the participants at Decorative Arts Exhibition April 2, 2016.) 
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Figure 125: Modern typeface design by the participants   
(the participants at Decorative Arts Exhibition April 2, 2016.) 

 
 

 
 
Figure 126: Romantic typeface design by the participants  

(the participants at Decorative Arts Exhibition April 2, 2016.) 
 
 

 
 
Figure 127: Elegant typeface design by the participants  

(the participants at Decorative Arts Exhibition April 2, 2016.) 
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Figure 128: Typeface design by participants   

(the participants at Decorative Arts Exhibition April 2, 2016.) 
 
 

 
 
Figure 129: Typeface design by participants   

(the participants at Decorative Arts Exhibition April 2, 2016.) 
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Figure 130: Workshop atmosphere 

 (Photo the participants at (Decorative Arts Exhibition April 2, 2016.) 
 
3. Summary 

The experiment in typeface design representing eight personalities by the 
researcher was commented by three typeface designers in details for each 
personality.  The typeface designs were also evaluated in general by the direct users, 
who were the editor of magazine for women. The researcher also conducted the in-
depth interview with the typeface designers and the magazine editors, in order to find 
the in-depth information about design knowledge and real-life application of the skill 
and work experience in evaluating display typeface design.   

As for the workshop organization, the participants were informed about 
the typeface personality by the researcher and the typeface designer. The participants 
also experiment in design using the design direction from the eight personality 
according to the assignment. At the end of the workshop, the participants also filled 
in the questionnaire.   

 



 
 

Chapter 6 
 

Discussions 
 
  According to the findings and the information analysis in this research, 
using the case study of display typeface on the cover of magazines for Thai women 
during 1888 – 1988, design did not only serve the objectives and the target group, but 
also influenced by many influences from foreign countries which influx into Thailand. 
All of the mentioned factors also affected the change, development, and evolution of 
the display typeface.    
 
1. Concept and influence of arts and design    

  As the magazines for women in the case studies of this research were 

mainly influenced by the foreign magazines, therefore the display typeface also 

received the same influences, even if the designers may adapt them to suit the Thai 

context. The Thais at the time might believe that the western world was more civilized 

and privilege. Therefore, whatever popular in the western world should be imitated, 

in order to gain acceptance among the fellow Thais. Thus, the typeface design in 

Thailand was heavily related to what happened in art and design of the western world. 

The same type of western influence was also obvious in many other dimension, such 

as fashion, music, architecture, painting, and literature.   

 

 Although the influence seen in the display typeface design was just a part 
of the whole influx, it had a role in changing the Thai typeface design industry, not 
only those seen on the cover of magazine for women but also include the display 
typeface design for other print media such as newspaper, cartoon, brochure, 
advertising, and movie poster. In other words, the influence encouraged the new 
fashion in display typeface, although the change came many years after the original 
trends in the western world due to the time needed for transportation and 
communication.   
 
 Apart from the trend of following the western world, there was also the 
particular typeface fashion in Thailand, which was the writing with speedball pen 
invented by H.R.H. Prince Narisara Nuwattiwong. The style was also known as Prince 
Narisara Nuwattiwong’style, which was very popular due to its speed and convenience 
in writing. The style may be applied with regular pen, speedball pen, flat brush, or flat-
tip markers. This style was influential and could be found in the design of shop sign, 
magazine, newspaper, and the article titles.  
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 1 Therefore, during the period in this study, most designers use pen to 
create their works. The typefaces were mostly written by the craftsmen. (Designer 
used to be called like that in the past). They could be written with the pen or flat brush, 
for the form of typeface consisted of the evident edge, using the same size, with the 
head which angle diagonally, that can only be possible with flat-tip pen, resulting in 
the minimized head that looks like the head of the bird. This “bird’s head” occurred 
due to the application of light-weight with the fountain pen or the flat brush, which 
might be influenced by Prince Narisara Nuwattiwong’s style and the use of writing 
instruments such as pen, rulers, and compasses. The geometric look, with the evident 
straight line or curve line was new for Thai typeface design. However, it also depended 
on the content of the magazine. If it was the fashion magazine, it might follow the 
direction of foreign fashion magazine at the time. However, the non-fashion magazine 
might stay the same, or slightly changed to follow the trends of the period. 
  
 The Magazines for Thai women, which were studied in this research, were 
published at the time when the magazine industry in Thailand were quite different 
from the foreign industries in terms of competition and development. Fierce 
competition led to the more advance development of fashion in the western world. In 
contrast, the display typeface design in Thailand depended mainly on the skilled and 
famous craftsmen hired to design in each project. Design objectives in Thailand would 
then follow the content or the target group of the magazines, without concerning too 
much about business competition. The learning process of the craftsmen also follow 
the old masters, and therefore the design usually resulted in the same look. Moreover, 
the period of publishing for each magazine spanned not too far apart. Some magazines 
were published within the same decade and might employed the same craftsmen, 
same group, or same school. Although the design may not be very different, there 
were times when some designers came up with the totally unique works. For example, 
during the time of Prince Narisara Nuwattiwong’s style, the magazine “Sri Sapda” did 
not follow the trend but rather designed the unique display typeface.   
 

 
 
 
Figure 131: Display typeface “Sri Sapda”, 1954   
 
 When technology progress faster, the industry of magazines for Thai 
women became more competitive, with more varied target group, and more foreign 
magazines also enter Thailand. The display typeface during this time became more 
differentiated2 There was also the rise of demand for new display typeface, due to the 
competition between designers or craftsmen who works at the printing houses. On 

                                                 
1 Arwin Aintharangsai. Profresser. Interview, July 6, 2015. 

 2 Pracha Suweeranon, 10 Moveable type and the 10 periods of Thai 
society,(Sarakadee Magazine, Sarakadee publishing 17th year, vol. 211, September 
2002).  



127 
 

the other hand, there was the rise of the dry-transfer letter, or the typefaces which 
work better for the newspaper headline and advertising than the display typeface and 
the regular lead typeface. (Dry-transfer letter was casually called “Scraping letter”, for 
its application require scraping the letter, which was the sticker of the whole set of 
alphabets, with the different size ranging from 4 mm – 20 mm, onto the artwork. Its 
drawback was the difficulty in arranging the position and space between each 
alphabets.) The use of dry-transfer letter originated in the advertising industry and 
further expanded to the newspaper industry in Thailand, replacing the lead alphabet, 
especially the display typefaces which were hardly available. The dry-transfer letter 
was designed by Ajarn Manop Srisomponn, who aimed for the Thai sans serif display 
typeface imitating the Latin typeface called “Helvetica”, which was highly popular and 
famous in the western world. This typeface called “Manoptica” became the first Thai 
sans serif typeface, and could still be found generally. Manoptica typeface was the 
inspiration for many contemporary Thai typeface designs.    
  
 Even if every design may stemmed from the same popularity, but the 
display typeface design on the cover of magazines for women were still designed to 
match the target group, with the keywords “being female”. Some magazines may also 
align the design directions with their content directions. In every way, the 
technological development and the inspiration from the past would undeniably 
impact the design.   

 
Apart from the typeface design for real-world application, some designers 

might design to experiment with the concept or the particular function.  The typeface 
design representing women personality might not be popular with the mass market, 
but this was one of the segment which allowed the designers to explore. Sometimes 
the result of experiments with imagination could became popular as well.  
 
2. The printing technology and the typeface design   

Printing technology might be just a small the display typeface design, for 
the desire to create the outstanding, obvious, and eye-catching typeface was stronger 
than the concern of the typeface details. The design instruments might involve just 
the fountain pen. Each calligrapher might put different weight in writing and resulted 
in the different level of beauty, but the attempt to create the big, bold alphabets 
would be more obvious, as if the typeface was calling people to look at it, except for 
the early period. Line thickness was the most-used element. Even if it might be 
contrasting to the women personality, it was still necessary, because it expressed the 
louder voice. Therefore, the communication at the time was still effective, even if the 
femininity would be partially reduced. 
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3. Typeface forms representing the femininity  

  The early typeface design represents the femininity more than the later 

design, for there might be the compensation in other parts such as the cover 

illustration design or the illustration accompanying the content within the magazines.  

 The line drawing of the typeface could bring a lot of different, as the image 

of the women would remind us of beauty, and the beauty occurred from the outline 

differences. For example, the female body proportion of 36-36-36 might not be as 

beautiful as the 36-20-36, which is more contrasting and interesting. However, when 

the typeface lacks contrast, it would represent the firmness and strength, which might 

seem more masculine. Therefore, it can be concluded that the typeface with contrast 

in the line may represent femininity better than the mono-line typeface, or the 

typeface without contrasts, which represents order and firmness of being male.  

 

 The italic style gave different meaning. For example, typeface with contrast 

but non-italic could still be feminine. The italic only add the other feelings, such as 

casualness and relaxation. The alphabet anatomy could be compared with the human 

anatomy, which consisted of the shoulder, legs, and arms. Therefore, the straight body 

induces the feeling of hardness, while the italic alphabet reminds us of resting. The 

magazines for women with the serious personality, such as “Satreesarn” might use the 

straight alphabets, while the magazines for women who loves relaxing or entertaining 

lifestyles such as “Sao Samai” might use the italic alphabets, in order to communicate 

that the magazines would not be as serious as “Satreesarn”   

 

 
 
 

Figure 132: Display typeface “Satreesarn” (1954) and “Sao Samai” (1954)   
 
4. Typeface Classification  
 
 There are many type of typeface classification, but most of them share the 
same basics from the classification by the French typographic historian. Maximilian 
Vox, 1954. The classification use the major characteristics of each typefaces according 
to the specific centuries (15th, 16th, 17th, 18th, 19th, and 20th century) 3  
 
 The contemporary typeface classifications are used for both the 
explanation of printing development and the forms of typeface. The change, 
evolution, communication advancement, and the technological development in 
typeface design, especially the birth of Digital type, have brought over thousands new 

                                                 
3 Richard Turgeon, Type classification part1, Accessed May 9, 2013, 

Available from http://blog.webink.com/author/turg2323/ Access 30 Sep 2013. 
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typefaces. The attempt to classified and synthesis in the international level thus 
required more sophistication and therefore needed the various type of classifications, 
such as function and other factors.   
  
 4 Much in the same way that the typeface was design under the influence 
of artistic movement and society, it also required to unique classification. 
Contemporary classification still lacks the explanation for the important issues of 
culture and geography. These differences also influenced the typeface design, and 
should be considered in classification as well. The clarity of the typeface form of each 
nation seems to designate the specific quality for each nation.   
 

In the research by Theerawat Pojvibulsiri 5 , there was the analysis of 
typeface personalities and the conclusion by the classification according to the 
personality, for the ease of use in the graphic design application. Pojvibulsiri found 
that 1) the casual personality should look simple, 2) the modern personality should be 
clear in form and functions, 3) the romantic personality should be wavy, 4) the natural 
personality should be simple but warm, 5) the elegant personality should be willowy 
and delicate, 6) the chic personality should be the display typeface which may express 
the desired personality, can be both fat or thin typeface, 7) the classic personality 
should look cautious and formal, and 8) the dandy personality should seems full of 
confidence, stable, masculine, and simple. The researcher tried using Pojvibulsiri’s 
classification with the display typeface on the cover of magazines for Thai women and 
found that it was possible to classified some typefaces according to Pojvibulsiri’s 
criteria. However, some personalities possess slightly different criteria, for the 
typefaces use in the classification were the more expressive display typeface. After 
the classification was done, it was used to guide the design direction, with the 
emphasis on the structure, line weight, form, contrast, loop, terminal, serif or sans 
serif, and decoration within the typeface.   

 
 The classification of display typeface according to the personalities of Thai 
women, which were influenced by the culture, society, and technology available in 
Thailand during 1888 -1988, focused on the personality of Thai women only. The 
classification also involve the consideration of Thai culture and Thai alphabet 
structure. Some personality classification maybe very similar to each other, while 
some might sounds like the typographic period, such as the fashionable personality 
was closely related to the modernism, and the classic personality was related to the 
classical period. However, this research define the modern personality and classic 
personality differently   

                                                 
4 Karen Cheng, Designing Type, (London United Kingdom: 2005), P16. 
5 Threerawat Pojvibulsiri,  The usage of Typeface to communicate 

personality in graphic Design, (The Degree of Master of Fine & Applied Arts in 
Graphic Design, Department of Creative Arts, Faculty of Fine & Applied Arts, 
Chulalongkorn University, Thailand, 2000). 
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No matter what was the basis for the typeface classification, it helped 

defining the typefaces and their historical context, beauty, and the meaning of the 
typefaces. Classification helped the designers to select the appropriate typefaces to 
be used in their works or together with other typefaces. The design concept then may 
originate and become successful as well.   

 
5. Display typeface design guideline    

After the classification of display typefaces according to their personalities, 
the eight definitions were just the direction for idea. The typeface designs would later 
be shaped by the personal styles and the imagination of the designers. Apart from 
being the design guidelines for Thai typeface, it can also be used as the guideline for 
Latin and Non-Latin typeface design, and could be applied to match the structure of 
the particular letters.  

 
7. Legibility of the typeface 

The display typeface may prioritize a clear personality and a uniqueness 
over the legibility of the typeface. Selecting the display typeface with a clear 
personality could influence the perception and feeling of the audiences. Same words 
and same meaning, with the distinct typeface can be perceived differently.  This is an 
important principle in creating an effective design.  
 
8. Summary 

All issues related to Thai women, and the relationship between Thai 
women personality and the display typeface design might still be further study. For 
example, the sound of the magazines title could also influence the typeface design, 
and may related to the magazines personality. The study of these issues might bring 
forth more knowledge. The researcher then hope that this research will help 
advancing the Thai typeface design industry, and serve as the knowledge mediator to 
reinforce the graphic design education and industries, by emphasis the use of Thai 
typeface, for those who interested and the public. 
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No. Magazine title Year first published  

List of magazines title in 1st period (1888-1932) 

1 Nareerom (นารรีมย)์ 1888 

2 Bamroong Naree (บ ารุงนารยี)์ 1905 

3 Kulsattree (กุลสตัร)ี 1906 

4 Satree Sap (สตรศีพัท)์ 1922 

5 Satree Nipon (สตรนีิพนธ)์ 1914 

6 Naree chalang (นารชีเลง) 1914 

7 Sri Sapdaha (ศรสีปัดาหะ) 1925 

8 Satree Thai (สตรไีทย) 1925 

9 Naree Kasem (นารเีขษม) 1926 

10 Naree Nited (นารนีิเทศ) 1926 

11 Suan Aksorn (สวนอกัษร) 1926 

12 Siam Yupadee (สยามยุพด)ี 1928 

13 Deli Mail Monday (เดลเิมลว์นัจนัทร)์ 1929 

14 Suparp Naree (สุภาพนารยี)์ 1930 

15 Naree Nart (นารนีาถ) 1930 

16 Sao Samai (สาวสมยั) 1931 

17 Net Naree (เนตรนาร)ี 1932 

List of magazines title in 2nd period (1932-1946) 

1 Ying Thai (หญงิไทย) 1932 

2 Pramuan Mark (ประมวญมารค) 1934 

3 Suan Aksorn ( สวนอกัษร) 1942 

List of magazines title in 3rd period (1946-1958) 

1 Satree Sarn (สตรสีาร) 1947 

2 Rerng Rom (เรงิรมย)์ 1947 

3 Plearn Jit (เพลนิตจติต)์ 1947 

4 Plearn Jit  Sunday  (เพลนิตจติต์วนัอาทติย)์ 1947 

5 Piyamit Sunday (ปิยะมติร วนัอาทติย)์ 1947 

6 Puang Payom (พวงพยอม) 1948 

7 Padoong Silp (ผดุงศลิป์) 1950 

8 Sri Sakol (ศรสีากล) 1950 



  136 

 

 

No.     Magazine title Year first published  

9 Kulsatree (กุลสตร)ี 1953 

10 Dalimay (เดลเิมล์)  1953 

11 Sailom (สายลม) 1953 

12 Sakul Thai (สกุลไทย) 1954 

13 Sri Sapda (ศรสีปัดาห)์ 1954 

14 Mae Sri Ruen (แมศ่รเีรอืน) 1954 

15 Mae Baan Karn Ruen (แมบ่า้นการเรอืน) 1954 

16 Naree Nart (นารนีาถ) 1954 

17 Pojanart (พจนารถ) 1955 

18 Plearn Jit Sam Ros (เพลนิจติต์สามรส) 1955 

19 Roong Aroon (รุ่งอรุณ) 1955 

20 Sri Sapda (ศรสีปัดาห)์ 1955 

21 Pakka Thong (ปากกาทอง) 1956 

22 Rewadee (เรวด)ี 1956 

23 Chewit (ชวีติ) 1956 

24 Shampion Rain (แชมเป้ียนสายฝน) 1954 

List of magazines titles in 4th period (1958-1973) 

1 Piyamit Monday (ปิยะมติรวนัจนัทร)์ 1958 

2 Darunee (ดรุณ)ี 1961 

3 Housewife’s manual through TV (คู่มอืแมบ่า้นทางวทิยุ
โทรทศัน์) 1961 

4 Natee Thong (นททีอง) 1963 

5 Khun Ying (คุณหญงิ) 1964 

6 Satree Thai (สตรไีทย) 1964 

7 Shampion (แชมเป้ียนระดบัขวญัจติร  ) 1962 

8 Thang Kerew (ทางแกว้) 1962 

9 Sri Siam (ศรสียาม) 1965 

10 Kwan Ruen (ขวญัเรอืน) 1968 

11 Kulsatree (กุลสตร)ี 1969 

12 Housewife Community (ชุมชนแมบ่า้น) 1969 

13 Duang Dao (ดวงดาว) 1970 

14 Tawan (ตะวนั) 1970 
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No. Magazine title Year first published  

15 Nareenart (นารนีาถ) 1970 

16 Pak (บอก) 1970 

17 Roong Thong (รุง้ทอง) 1971 

18 Tan Tawan (ทานตะวนั) 1972 

19 Lalana (ลลนา) 1973 

List of magazines titles in 5th period (1973-1988) 

1 Sao Siam (สาวสยาม) 1973 

2 Women Siam (สตรสียาม) 1973 

3 Ying (หญงิ) 1975 

4 Sao Suay (สาวสวย) 1975 

5 Sarn Samai (สารสมยั) 1975 

6 Ying Thai (หญงิไทย) 1975 

7 Benja Kanlayanee (เบญจกลัยาณี) 1976 

8 Dichan (ดฉินั) 1977 

9 Fa Naree (ฟ้านาร)ี 1977 

10 Mae Baan (แมบ่า้น) 1977 

11 Mae Lae Dek (แมแ่ละเดก็) 1977 

12 Sam Anong (สามอนงค)์ 1977 

13 Wife (ภรรยา) 1977 

14 Sound Women เสยีงสตร ี 1977 

15 Vogue (โวค) 1979 

16 Yor Ying (ญ) 1979 

17 Praew (แพรว) 1979 

18 Delimail (เดลเิมล์) 1980 

19 Pooying 24 (ผูห้ญงิ 24) 1981 

20 Miss (มสิส) 1981 

21 Ying Yook Mai Newspaper (น.ส.พ.หญงิยุคใหม่) 1981 

22 Sao Samai (สาวสมยั) 1981 

23 Fashion Review (แฟชัน่รวีวิ) 1982 

24 Fashion  Star (แฟชัน่ดารา) 1982 

25 Thai Fashion (ไทยแฟชัน่) 1982 

26 Priaw (เปรยีว) 1982 
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No. Magazine title Year first published  

27 Kam nan (ก านลั) 1982 

28 Kanda (กานดา) 1983 

29 Karat (กะรตั) 1983 

30 Nari (นร)ี 1983 

31 Praew Sood Sapda (แพรวสดุสปัดาห)์ 1983 

32 Fashion (แฟชัน่บลตูคิ) 1983 

33 Fashion Sexy (แฟชัน่แซก็ซี)่ 1983 

34 Women Touch สตรทีศัน์ 1983 

35 You and Me (เธอกบัฉนั) 1983 

36 Wan Wahn (วนัหวาน) 1983 

37 Rak Look (รกัลกู) 1983 

38 Looks (ลุกส)์ 1984 

39 Creative Beauty เสรมิสวยสงัสรรค ์ 1984 

40 เสน่หส์าว 1984 

41 Pue Ying (เพือ่หญงิ) 1984 

42 Naka (นาคา) 1984 

43 Wai Narak (วยัน่ารกั) 1984 

44 Rao (เรา) 1984 

45 Which (ซึง่) 1984 

46 Kradangna (กระดงังา) 1985 

47 ขา่วเพือ่นหญงิ 1985 

48 Katreeya (คทัรยีา) 1985 

49 Naka (นะคะ) 1985 

50 Pooying Keng (ผูห้ญงิเก่ง) 1985 

51 Working Women 1985 

52 Sai Tip (สายทพิย)์ 1985 

53 Mae Baan Tan Samai (แม่บา้นทนัสมยั) 1986 

54 Liang Look (เลีย้งลกู) 1987 

55 แวง 1987 

56 Siang Satree (เสยีงสตร)ี 1987 

57 Kaew (แกว้) 1987 

58 Pruska (พฤษกา) 1987 
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No. Magazine title Year first published  

59 Chan (จนัทร)์ 1987 

60 สเิน่หา 1988 

61 Women Magazine 1988 

62 ผูห้ญงิทีร่กั(Daring women) 1988 
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Thai women’s magazines cover (1888-1988) 
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Nareerom 
(นารรีมย)์ 1888 

Bamroong Naree 
(บ ารุงนารยี)์ 1905 

Kulsattree 
(กุลสตัร)ี1906 

 

  
 

Satree Sap 
 (สตรศีพัท)์ 1922 

Sri Sapdaha  
(ศรสีปัดาหะ) 1925 

Satree Thai 
 (สตรไีทย)1925 

 

   
Naree Kasem 
 (นารเีขษม)1926 

Naree Nited  
(นารนีิเทศ)1926 

Suan Aksorn  
(สวนอกัษร)1926 
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Siam Yupadee  
(สยามยุพด)ี1928 

 

Deli Mail Monday 
(เดลเิมลว์นัจนัทร)์1929 

 

Suparp Naree  
(สุภาพนารยี)์1930 

 

  
 

Naree Nart  
(นารนีาถ)1930 

 

Sao Samai 
 (สาวสมยั)1931 

 

Net Naree  
(เนตรนาร)ี1932 

 

  
 

Ying Thai  
(หญงิไทย)1932 

 

Pramuan Mark 
 (ประมวญมารค)1934 

 

Suan Aksorn 
 ( สวนอกัษร)1942 
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Satree Sarn  
(สตรสีาร) 1947 

 

Rerng Rom  
(เรงิรมย)์ 1947 

 

Plearn Jit  
(เพลนิตจติต์) 1947 

 

   

Piyamit Sunday  
(ปิยะมติร วนัอาทติย)์ 1947 

 

Puang Payom  
(พวงพยอม) 1948 

 

Padoong Silp  
(ผดุงศลิป์) 1950 

 

   

Sri Sakol  
(ศรสีากล) 1950 

 

Kulsatree  
(กุลสตร)ี 1953 

 

Sailom  
(สายลม) 1953 
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Sakul Thai  

(สกุลไทย) 1954 

 

Sri Sapda  
(ศรสีปัดาห)์ 1954 

 

Mae Sri Ruen  
(แมศ่รเีรอืน)1954 

 

   
Mae Baan Karn Ruen 
(แมบ่า้นการเรอืน) 1954 

 

Naree Nart  
(นารนีาถ) 1954 

 

Pojanart  
(พจนารถ) 1955 

 

  

 

Plearn Jit Sam Ros 
 (เพลนิจติตส์ามรส) 1955 

 

Roong Aroon 
 (รุ่งอรุณ) 1955 
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Pakka Thong 

 (ปากกาทอง)1956 

 

Rewadee 
(เรวด)ี1956 

 

Darunee  
(ดรุณ)ี1961 

 

   
Housewife’s manual 

through TV (คู่มอืแมบ่า้นทาง
วทิยุโทรทศัน์)1961 

 

Natee Thong 
 (นททีอง) 1963 

 

Khun Ying 
 (คุณหญงิ) 1964 

 

   
Satree Thai 

 (สตรไีทย) 1964 

 

Sri Siam 
 (ศรสียาม) 1965 

 

Kwan Ruen  
(ขวญัเรอืน)1968 
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Kulsatree 

 (กุลสตร)ี 1969 

 

Housewife Community 
(ชุมชนแมบ่า้น) 1969 

 

Duang Dao  
(ดวงดาว)1970 

 

   
Tawan  

(ตะวนั)1970 

 

Nareenart  
(นารนีาถ)1970 

 

Roong Thong 
 (รุง้ทอง)1971 

 

   
Tan Tawan 

 (ทานตะวนั) 1972 

 

Lalana  
(ลลนา) 1973 

 

Sao Siam 
 (สาวสยาม) 1973 
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Ying 

 (หญงิ)1975 

 

Sao Suay  
(สาวสวย)1975 

 

Ying Thai  
(หญงิไทย)1975 

 

   
Benja Kanlayanee  
(เบญจกลัยาณ)ี1976 

 

Dichan  
(ดฉินั)1977 

 

Fa Naree  
(ฟ้านาร)ี1977 

 

   
Mae Baan 

 (แมบ่า้น)1977 

 

Mae Lae Dek 
 (แมแ่ละเดก็)1977 

 

Sam Anong 
 (สามอนงค)์1977 
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Vogue 

 (โวค)1979 

 

Yor Ying  
(ญ)1979 

 

Praew 
 (แพรว)1979 

 

   
Delimail  

(เดลเิมล)์1980 

 

Pooying 24 
 (ผูห้ญงิ 24)1981 

 

Miss 
 (มสิส)1981 

 

   
Ying Yook Mai Newspaper 

(น.ส.พ.หญงิยุคใหม)่ 1981 

 

Sao Samai  
(สาวสมยั) 1981 

 

Fashion Revie 
 (แฟชัน่รวีวิ)1982 
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Thai Fashion  

(ไทยแฟชัน่)1982 

 

Priaw  
(เปรยีว)1982 

 

Kanda  
(กานดา)1983 

 

   
Karat  

(กะรตั) 1983 

 

Nari  
(นร)ี 1983 

 

Praew Sood Sapda 
 (แพรวสุดสปัดาห)์ 1983 

 

   
You and Me  

(เธอกบัฉนั)1983 

 

Wan Wahn  
(วยัหวาน)1983 

 

Rak Look  
(รกัลกู)1983 
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Looks  

(ลุกส)์ 1984 

 

Pue Ying 
 (เพือ่หญงิ) 1984 

 

Wai Narak  
(วยัน่ารกั)1984 

 

   
Rao  

(เรา) 1984 

 

Kradangna 
 (กระดงังา) 1985 

 

Katreeya  
(คทัลยีา) 1985 

 

   
Naka  

(นะคะ)1985 

 

Pooying Keng  
(ผูห้ญงิเก่ง)1985 

 

Sai Tip 
 (สายทพิย)์1985 
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Mae Baan Tan Samai 
(แมบ่า้นทนัสมยั) 1986 

 

Liang Look  
(เลีย้งลกู) 1987 

 

Siang Satree 
 (เสยีงสตร)ี 1987 

 

   
Kaew  

(แกว้)1987 

 

Pruska  
(พฤษกา) 1987 

 

Chan  
(จนัทร)์1987 

 

  

 

Kaew 
 (แกว้)1987 

 

Kaew 
 (แกว้)1987 
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Table Personalities of the protagonists in literature and/or novel 
 

Character Period Personalities Type of 
women in 

society 

Reflection of culture 
and education   

Historical  
reference   

Dressing 
 External 

image 
 

Internal 
(thought 

process and 
habit) 

       Early King Rama V’s reign 

Ploy 
(The four 
reign : สี่
แผน่ดนิ) 

1 • Palace 
lady    

• Convent
ional   

• Did not 
follow 
fashion 

• Gentle 
and 
delicate 

Did not 
accept 
change in 
society, 
placing 
higher value 
to the 
existing 
things 

• Perfect 
according 
to the 
conventio
n of the 
Thai lady.  

 

Only the women in 
elite position would 
receive equal 
education with the 
men. The normal 
female citizen did not 
receive formal training 
apart from home-
schooled, for 
education occur 
mostly in the temple. 

During the reign 
of King Rama V 
to the end of 
King Rama VIII 
(1892 -1946) 

Hairstyle Short hairstyle was out, 
shoulder-length was in. 

 

Dressing Wearing chintz loincloths, 
tight long-sleeve blouse 
with bottons at the chest, 
with pleated silk shawl 
wrapping over the blouse 
around shoulder and 
chest. The shawl can be 
wearing at home without 
blouse underneath. Shawl 
with silver or golden 
tread is for special 
occasion usage. 

Jewelries Necklace, body lace, 
brace lace, bangle, ring, 
and belt    

 
 
 
 

1
6

5



 

Character Period Personalities Type of 
women in 

society 

Reflection of culture 
and education   

Historical  
reference   

Dressing 
 External 

image 
 

Internal 
(thought 

process and 
habit) 

       Middle King Rama V’s reign 

       Hair style Nape-length hair 

 

Dressing Wearing pleated cloth with two 
ends of the loin-cloth after having 
been twisted together and 
tucked up in the front. Loin-cloth 
is still used in special occasion. 
Victorian-style blouse, with 
stand-up collar, long sleeves with 
bell-shape at the shoulder, was 
popular, with shawl wrapping 
over the blouse around the chest 
and shoulder. Palace ladies would 
wear silk shawl with golden tread 
in the pattern according to their 
title, with boots and stocking. 

Jewelries Breast chain, golden belt with 
enamel head and jewels.  

 
 
 
 
 
 1

6
6



 

Character Period Personalities Type of 
women in 

society 

Reflection of culture 
and education   

Historical  
reference   

Dressing 
 External 

image 
 

Internal 
(thought 

process and 
habit) 

       Late King Rama V’s reign  

La-or-orn 
(Malai 
Sam Chai: 
มาลยัสามชาย) 

1 • Palac
e lady    

• Tende
r and 
refine 

• Perfec
tly 
nice 
and 
beauti
ful  

• Radia
nt 
beaut
y 

• Fashi
onabl
e 

Smart 
women, 
cautious, 
careful 
about the 
honor of the 
family in 
every 
affairs.  

Perfectly 
beautiful, 
physically 
and 
family 

• Only elite ladies 
would receive 
equal education 
with the gentlemen  

Ordinary women 
started to receive 
basic education 

The female 
protagonist 
was born in 
the King 
Rama V’s 
reign, and 
lived until 
the regime 
was 
changed  

Hairstyle Wearing short hair, combed into 
the balloon shape without 
sideburns  

 
Dressing Wearing loin-cloth with the 

Victorian-style silk blouse with 
lace, stand-up neck, bell-shape 
sleeves, fitted around the waist, 
with pocket watch, silk shawl, 
high heels, and color-embroidery 
socks.  

Jewelries Multiple pearl necklaces and 
other jewelries according to the 
status and beauty 
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Character Period Personalities Type of 
women in 

society 

Reflection of 
culture and 
education   

Historical  
reference   

Dressing 
 External 

image 
 

Internal 
(thought 
process 

and habit) 

       Reign of King Rama VI (1910 – 1925), 15 year 

Tubtim 
(Song 
Fang 
Klong : สอง
ฝัง่คลอง) 

1-2 • Polite 

• Willful 

• Direct 

• Stubbo
rn 

Able to 
endure the 
hardship 

• Smart 
women in 
terms of 
education 
and 
morality   
 

Received 
university 
education 

From 1925 
(last year of 
King Rama VI) 
until 1946 

Hairstyle Nape-length hair, curled in the 
“bobbed” style, or short around the 
bottom ear level in both side.  The hair 
at the back usually curled inward the 
nape of the neck or short style called 
“Single”, which resembled the bobbed 
hair with slight difference at the back, 
which would be trimmed down the neck 
line. Some women use the jewelries 
ribbon band. Long hairstyle arranged in 
the western-style bun was also popular 
during the late reign of King Rama VI. 

 

Dressing The purple silk loin-cloth was popular 
during the early reign of King Rama VI, 
with the chest-buttoned blouse, 
medium-length sleeves, deep neck, and 
thin silk shawl. Afterwards, the 
wrapped-around skirt was also popular, 
with thin silk blouse or flower-printed 
blouse, broad neck, short sleeves, and 
no silk shawl.  

Jewelries Pearl neck lace, pendant earrings.  
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Character Period Personalities Type of 
women in 

society 

Reflection of 
culture and 
education   

Historical  
reference   

Dressing 
 External 

image 
 

Internal 
(thought 
process 

and habit) 

       Reign of King Rama VII (1925 – 1934) Total 9 years. 

Kate 
(Ratree 
Pradap 
Dao: ราตรี
ประดบัดาว) 

1 • Ordina
ry girl  

• Simple, 
ordinar
y, plain 

• Polite 
and 
humbl
e 

• Strong-
will 

Possessed 
different 
thinking 
process 
from other 
people in 
the same 
status, 
willful 

Woman in 
society 
who 
endure 
the 
obstacles, 
self-
sacrificed, 
and 
adhere to 
the 
morality 
code. 

Educated after 
the change of 
regime, when 
freedom and 
democracy 
boomed. 
Individualistic 
and avant 
garde. 

Reflecting the 
society 
around the 
time of 
regime 
change in the 
reign of King 
Rama VI  

Hairstyle Short, curled hairstyle 

 

Dressing Imitate the western style even more. 
Loin-cloth was out of fashion. Knee-
length wrapped-around skirt was 
popular, with the hip-length sleeveless 
blouse, which was the unique feature of 
this period  

Jewelries Pearl necklaces 
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Character Period Personalities Type of 
women in 

society 

Reflection of 
culture and 
education   

Historical  
reference   

Dressing 
 External 

image 
 

Internal 
(thought 
process 

and habit) 

       Reign of King Rama VIII (1934-1946) Total 12 years  

Angsumali
n 
(Ku-gam: 
คู่กรรม) 

1-2 • Ordina
ry girl 

• Strong, 
determ
ined 

• Smart 
and 
willful 

Simple   

Reject or 
hide her 
own 
feelings 

• Modern, 
educated 
woman, 
individual, 
avant 
garde  

Political 
expression 

University-
educated 
during the 
time of 
freedom and 
democracy 
boom, 
Individualistic 
and avant 
garde. 

Background 
of Thailand 
during the 
World War II 
(1941) 
 

Hairstyle Short, curled hairstyle 

 

Dressing Any kind of blouse which protect the 
shoulder, with the wrapped-around 
skirt or regular skirt, shoes, hat. No 
betel nut chewing. Old ladies might 
wear loin-cloth underneath the skirt 

Jewelries  

       Reign of King Rama IX (1946 onwards) 

       1940 - 1949 

       Hairstyle  

 

Dressing During the early reign of King Rama IX, 
the fashion would imitate the style from 
the previous reign. 

Jewelries  

 1
7

0



 

 
Character Period Personalities Type of 

women in 
society 

Reflection of 
culture and 
education   

Historical  
reference   

Dressing 
 External 

image 
 

Internal 
(thought 
process 

and habit) 

       1950 - 1959 

        Hairstyle Long, curled hairstyle      

Dressing 1. New-look skirt, which was cut from 
the bias circular cloth. 
2. Four-piece, six-piece, and eight-piece 
skirts  
3. Hoop-skirt, or the skirt with the  
circular wooden structure inside every 
layers, like the hula hoop. 

Jewelries Followed fashion. 

 
 
 
 
 
 
 
 
 
 
 
 

1
7

1



 

 
Character Period Personalities Type of 

women in 
society 

Reflection of 
culture and 
education   

Historical  
reference   

Dressing 
 External 

image 
 

Internal 
(thought 
process 

and habit) 

       1950 - 1959 

Manee 
Chan 
(Tawi-pob: 
ทวภิพ) 

3 • Polite  

• Urbani
st, 
wester
nized 

Smart 
and 
resourcef
ul 

Adhere to 
the Thai 
convention 

Modern 
thinking, 
advance 

Woman who 
graduated 
from abroad, 
with master’s 
degree, 
working in the 
respected 
field. 

Thai society 
in the reign 
of King Rama 
IX (1985, 
1986) and 
King Rama V 
รศ.112  

รชักาลที ่9 พ.ศ. 

2529 

Hairstyle Short or long, curled hair  

 

Dressing Power dressing, with broad 
shoulder according to the saying 
“Get Big Shoulders and Get 
Noticed” and the Punk fashion in 
the 80’s   

Jewelries Large, colorful earrings 

Monsinee 
(Benjarong 
Ha See:เบญจ
รงคห์า้ส ี) 

3 Polite, 
sweet, 
simple  

Sensitive Serious with 
life   

Various 
education 
level. Those 
with high 
education 
work in the 
prestigious 
field, while 
those with low 
education. 

Regular 
society in 
Thailand 
(1984) 

 

Chong 
Nang 
(Benjarong 
Ha See:เบญจ
รงคห์า้ส ี) 

3 Adhere 
to the 
order 
and rules 
in life, 
beautiful 
etiquette
, polit 

High self-
confident 

Sweet Thai 
woman   

 

 
 1

7
2



 

Character Period Personalities Type of 
women in 

society 

Reflection of 
culture and 
education   

Historical  
reference   

Dressing 
 External 

image 
 

Internal 
(thought 
process 

and habit) 

Puang Saed 
(Benjarong 
Ha See:เบญจ
รงคห์า้ส ี) 

3 Teenage, 
active, 
simple  
 

Quite firm 
emotional 
basis  

Freshman 
university 
student, 18 
years old   

   

Parima 
(Benjarong 
Ha See:เบญจ
รงคห์า้ส ี) 

3 Sweet, 
sensitive, 
tasteful, 
advance 

Highly self-
confident, 
careless 

Representat
ive of 
modern 
teenage girl 

   

 

1
7

3



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Appendix E 
Specialist questionnaire   
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There are three parts of the questionnaire for expert typefaces.      
Part 1: Research Hypothesis 
1 Do you think art movement of each period affects the typeface designs on the 

covers of women’s magazines? 
 

   

Art and Craft moment Art nouveau Art deco 

 
Document A - Inference of Arts movement  
Document B - 100 years of Thai typeface design 
Document D - Lettering of Thai women magazine 1888-1988 
 
2 Do you think the typeface designs on the covers of women's magazines using 

design principles and printing techniques and technology in those days. Results in 
a font such as a block of papers and a block of woods? 

3 Do you think the typefaces on the covers of women's magazines that are able to 
reflect the personality of the women? 

 3.1 Analysis of the images, including three periods (Document D). 
 3.2 Is it able to reflect the structure or what is it reflected ? 
 3.3 Rankings reflect anything more. 
 3.4 If it does not reflect, why? 
 3.5 Ideal woman. 
 
Document B - 100 years of Thai typeface design 
Document C - About Women 
Document D - Lettering of Thai women magazine 1888-1988 
 
Part2 Questions related to design. 
1 Do you think the font attributes that are able to reflect a male or a female such as 

Construction, Shape, Upright stems, Contrast, Terminations, Weight/Colour and 
Decoration? 

 
1.1 What features are most reflective of the man or woman? 

a) Construction 
b) Shape 
c) Upright stems 
d) Contrast 
e) Terminations 
f) Weight /Colour 

g) Decoration 
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1.2 Prioritization of features that are reflect the feminine as possible. 

a) Construction 
b) Shape 
c) Upright stems 
d) Contrast 
e) Terminations 
f) Weight /Colour 
g) Decoration 

 
Document E - Formal attributes 
 
2. Classification of the typefaces on the covers of magazines using the personality 

theory of  Kobayashi in order to guide the design of typefaces based on 
personalities. 

 
Document F - Type and test style of Kobayashi (classification typeface of women 
personality) 
 
3 Choose a typefaces which are reflected the women’s personality, according to 
analysis    
   from fiction or literature. 
 
Document B - 100 years of Thai typeface design 
Document C - About Women 
Document D - Lettering of Thai women magazine 1888-1988 
 
 
Part 3 The question of the research 
1 Do you think that there is a litter of Thailand fonts that convey the personality of 

women?  
2 Is there a litter of guidebook’s designs?   
3 How does the structure of Thailand typefaces have been changed from past to 

present. 
 
 
 
 
 
 
 



  177 

 

  

1. Manop Srisomponn  

 Honour Awards : Graphic Design 2013 Designer 
of the Year 2013 

 Type designer 

 

2. Prinya Rojarayanont 

 Awards: Typographic Excellence :Type Directors 
Club. USA, 2005. 

 Awards: Silpathorn Award for Creative Design: 
Graphic Design, 2009. 

 Founder of DB designs Co., Ltd. 

 Type designer 
 

3. Pairoj Teeraprapa 

 Awards: Silpathorn Award for Creative Design: 
Graphic Design, 2014. 

 Graphic Design and Type designer 

 One of the founder of Thai Inspiration Group 
(Rang Bun Darn Thai)  

 Co-founder of the Siam Type Font Foundry 
(Crowdfunding Project) 
 

 

4. Professor Assistance Arwin Intrungsi 

 Lecturer of Faculty of Decorative Arts, 
Department of Visual Communication at 
Silpakorn University. 

 Design DEMarkn/Design Excellence Award 2015 : 
Graphic Design 

 G-Mark / Good Design Award 2015: Graphic : 
Design/Digital Media 

 

 

5. Associate Professor Dr. Supakorn Ditsaphon 

 Lecturer of Department of Creative Arts. Faculty 
of Fine & Applied Arts. Chulalongkorn University. 
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6. Associate Professor  Araya Saikanrayanabuth  

 Lecturer of Department of Creative Arts. Faculty 
of Fine & Applied Arts. Chulalongkorn University. 

 

 
 



  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 Appendix F 
 Exhibition and Other Research Activities 
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2015 
 
1. Oral Presentation at The 2015 KSBDA Spring International Conference. 
“Analysing Relationship between the Typeface on Thai Women’s Magazine Cover and 
Thai Women Personality from 1888 - 1988” has been accepted for oral presentation 
at the 2015 KSBDA International Spring Conference by Pukyong National University on 
May 30, 2015 and published in 2015 KSBDA International Spring Conference Thesis 
Paper Booklet. 
 

 
 
 

 
 
2. 2015 International Art & Design Exhibition Busan 
 

  
 

Thai typeface designs have been inspired by the typeface on the cover of magazine 
women in 1954 and presented through the principles of optical Illusion, it is the effect 
created when the visual perception of an image differs from its objective reality. 
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2016 
 
2016 International Arts and Design Investigation Exhibition 
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