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Arno Pro
Named after the Italian river which runs through Florence, the city at the heart of 
the Italian Renaissance, Arno draws on the warmth and readability of early human-
ist types of the 15th and 16th centuries. While inspired by the past, Arno is distinctly 
contemporary in both appearance and function. Created by Adobe Principal 
Designer Robert Slimbach, Arno is a meticulously-crafted typeface family designed 
in the tradition of early Venetian and Aldine book types. Embodying themes 
Slimbach has explored in typefaces such as Minion® and Brioso®, Arno represents a 
distillation of his design ideals and a refinement of his craft.

A multi-featured OpenType family

Since the onset of the Adobe Originals program in 1989, Adobe has continued to 
offer designers progressive new type families and cutting-edge font technology. As a 
multi-featured OpenType family, with the richest Western-language glyph comple-
ment Adobe has yet offered, Arno includes extensive pan-European language 
support, including Cyrillic and polytonic Greek. The family supports a broad range 
of uses, with features such as five optical size ranges, extensive swash italic sets for 
Latin, Greek and Cyrillic, and roman and italic small capitals throughout.

Optical size ranges

Beginning in the 16th century, punchcutters often cut a unified range of sizes for a 
particular font style. For every size that was hand-sculpted in metal, subtle adjust-
ments were made to letter proportions, weight, contrast, and spacing so that the 
type would be as readable and beautiful as possible. With the advent of photo and 
digital type technologies, most type manufacturers abandoned the design of optical 
masters — opting instead for a “one size fits all” approach in which a single master is 
scaled mechanically to the selected point size. Unfortunately, such typefaces have a 
limited range at which they look their best.

For the last 15 years, Adobe has been committed to reestablishing optical sizing 
as an industry standard by routinely incorporating size ranges in all its new com-
position families. Arno Pro includes a series of four weights in five distinct optical 
size ranges — caption, small text, text, subhead, and display. Each of the thirty-two 
typefaces has been designed and calibrated to work harmoniously with the others 
as a unified, contemporary system of typefaces.

This booklet contains an interview with Robert Slimbach, conducted by type 
expert Adam Twardoch, who delves into the design background and development 
of Arno Pro. The family’s OpenType functionality is then explained and  illustrated, 
followed by examples of the type family in use in a variety of text settings and 
sample art layouts. 
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Robert Slimbach responds to questions submitted 
by Adam Twardoch about working at Adobe and 
the development of the Arno Pro typeface family.

In your design career, you have often looked to classi-
cal types for inspiration. You have remained quite close 
to the sources when reviving some historical types, as 
with Adobe Jenson™ and Garamond Premier, while 
some of your other typefaces are more contemporary 
approaches that tie only loosely to the models, such as 
Minion and Kepler. Only very rarely, as in the case of 
Warnock®, have you departed from the traditional type 
classification structure.

Why do you feel so many designers of text typefaces 
work within the defined classifications of type?

It is largely a practical requirement — I can’t really 
think of any contemporary book types that aren’t 
rooted in classical foundational forms. For more 
than 500 years, text types have continued their slow 
and rather conservative evolution — guided by prin-
ciples of form, function, and tradition. In hindsight, 
they’ve followed a predicable path, beginning with 
the calligraphically-inspired humanistic types of the 
Italian Renaissance, which established the basic 
form of the modern Latin alphabet, followed by two 
centuries of increasingly-rational variation in tran-
sitional and modern types, eventually arriving at the 
minimalist sans serif types of more recent times.

A few basic text type classifications. From top left: Adobe Jenson, 
Bembo®, Garamond Premier, Van Dijck®, ITC New Baskerville,® 
Bauer Bodoni.™ From top right: Cronos®, Myriad® and Univers.™

 Venetian Old Style
Aldine Old Style

French Old Style
Dutch Old Style

Transitional
Modern

Old Style Sans

Transitional Sans
Modern Sans

Now that the path toward reductionism is more 
or less complete, it makes sense that type design-
ers look to the established archetypes for inspira-
tion, either by adapting classic types for modern 
usage, or creating new typefaces which follow the 
design principles of established classifications — or 
even combining styles to create progressive new 
text types. Because the familiar, traditional form — 
which grew out of centuries of handwriting practice 

— remains embedded in readers’ minds, it is crucial 
that designers of text typefaces work within its 
bounds. This applies equally to both classical styles 
and overtly modernist ones constructed entirely on 
a computer screen.

Many of your typefaces — Adobe Jenson, Brioso,  Minion, 
and even Poetica® and Cronos — draw inspiration from 
the Renaissance Humanist tradition in both printing 
and calligraphy. Can you describe what appeals to you 
most about this period?

I guess I do have an obsession with this period; 
even in my non-humanistic types, I tend to instill 
humanistic undertones as a means of tempering 
design traits that are more constructed in nature. 
My fondness for the Italian Renaissance has a lot 
to do with it being the time when handwriting and 
type were closely interrelated. I see this link as being 
foundational to the basic structure of our alphabet, 
and I make reference to it — as a matter of course — 
in all my designs.

With so many digital typefaces already on the market, 
do you think there is still room for innovation? What do 
you hope to contribute to typography and digital type 
with your continuous work?

We are in an incredibly active period in type history 
— kind of a second Renaissance. Just as Renaissance 
artisans and scholars reshaped classical antiquity 
according to a unified vision, present day computer 
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users have at their disposal easy access to the learn-
ing and accomplishments of the past, and power-
ful new tools to reinvent them for a contemporary 
audience. These new digital type design tools have 
opened up a new world of possibilities for today’s 
designers. Not only can typefaces be produced 
much more efficiently and precisely than ever 
before, OpenType has given designers the freedom 
to explore new typographic territory, and more 
influence over how their fonts are used. So, while 
the volume of new typefaces continues to escalate, 
the standards for quality and glyph coverage are also 
on the rise, making it less acceptable now to simply 
flood the market with quickly-produced fonts with 
modest glyph complements.

It is clear that typography is in a transitional 
stage, between the basic needs of the past and the 
more technology-driven global needs of the future. 
While most new typefaces are still created for local 
markets, fonts will, increasingly, be called upon to 
function within the broader worldwide business 
and communication environment. I feel the trend 
toward super-families will continue, eventually 
resulting in a large repository of near-perfect and 
technically sophisticated text families that cover 
many of the world’s languages. There is still an 
enormous amount of work to be done — and I’d like 
to think that our ongoing work at Adobe sets a good 
example for the future.

What are the aesthetic considerations that you feel a 
good contemporary text family should follow?

Those who evaluate text types usually consider 
them in terms of their legibility and readability. 
While legibility deals mostly with the measurable 
aspects of type, such as letter proportion, stroke 
contrast and fit, readability is a more nuanced crite-
rion that also takes into account the reader’s visceral 
perception of the text. Not only do letterforms need 
to be optimized for maximum recognition, but a 

good text type must also have a tangible style and 
grace that enhances the reading experience.

The proper balance of organic properties can 
help create the style and grace that contribute to 
readability. While types that contain many repeated 
shapes often appear static to the reader, those with 
aesthetically pleasing variation can provide a mel-
lowing effect that makes a type more comfortable to 
read. Because computers tend to encourage design-
ers toward order, precision, and design regularity, 
it is up to the designer to bring humanity to the 
medium. Font production tools can be restrictive 
and don’t readily respond to human gesture. This 
is why I feel it is so important for the type designer 
to be both a proficient letter-drawer and calligra-
pher. Whether a digital text type is traditional or 
progressive, it can be true to the exacting nature of 
the medium and still possess characteristics that 
embody the spirit of our  humanity.

Your recent type design projects such as Garamond 
Premier and Arno have been extremely ambitious: large 
typeface families with many weights, optical sizes and 
huge character sets. Many type designers work on a 
freelance basis or are employed by companies that are 
exclusively focused on type. I have a sense that, quite 
often, type designers would like to push the limits of 
their projects further but “there is only so much that the 
client can pay for.”
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Venetian and Aldine characteristics in Arno.

Do you feel there are many advantages working at 
Adobe? Are there any disadvantages?

Working at one company has given me the oppor-
tunity to develop and refine a unified body of work. 
The dynamic environment at Adobe also provides a 
means of getting new ideas directly into the product. 
As a type manufacturer, I believe Adobe is special; 
we simultaneously develop new type technology, 
new type layout software, and new typefaces — all 
of which are at the foundation of digital typogra-
phy. Each area complements the others, providing 
opportunities for each to grow. Adobe has excelled 
in all three areas, which has led to major advance-
ments in type throughout Adobe’s 25-year history.

Historical influences and design background

Arno is obviously rooted in the Renaissance but I can-
not fit it easily into either of the traditional humanistic 
classifications from that period: Venetian or Aldine. 
Are these classifications too narrow? What traits of 
those historical models can be found in Arno?

While it is probably most accurate to classify Arno 
simply as a contemporary humanistic roman, I did 
try to capture some general Venetian and Aldine 
characteristics in the family. Its degree of refinement 
and practicality relate more to Aldine types, while 
its calligraphic exuberance makes it reminiscent of 
Venetian-style types.

Rather than referring directly to historical 
sources, I relied on my impressions of each style, 
which naturally influenced my developmental 
sketches, calligraphy, and on-screen work. After 
years of designing type families in the oldstyle  
tradition, the principles of early roman types and 
Renaissance calligraphy are now hard-wired in 
my consciousness.

When I think of Venetian fonts, I see them 
mostly in terms of their characteristic calligraphic 
foundation — very formal and typographic, but also 
fluid and organic. Working with a broad-edged pen 
as one of my primary design tools, I derived much 
of Arno’s form — either directly or indirectly — from 
my handwritten sketches. This approach not only 
helped personalize the glyphs, but it gave me a 
deeper understanding of the calligraphic roots of 
early roman type.

The headquarters of Adobe Systems in San Jose, California.

While new technical developments — such as 
multiple masters and OpenType — have encour-
aged type designers to reach further in their work, 
new kinds of typefaces or glyph sets can also drive 
technology forward when they call for new techni-
cal support. The symbiotic working relationship 
between diversely talented individuals, receptive to 
positive change, has made it possible for Adobe to 
remain a leader and guiding force in the industry for 
so long. I can’t think of a better place to be design-
ing type today. The only downside I can think of is 
that the job demands a tremendous commitment 
of time, focus and intensity that often overshadows 
outside interests.

a  b d p q  eg  h m nu  r s y

a  b d p q  f g  h m nu  A C E M P RT
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Enlargement of Nicolas Jenson’s roman type.

Enlargement of Francesco Griffo’s first roman type.

The Aldine romans, while still fundamentally 
calligraphic, are even more formal than Venetian 
types. Griffo took the letterforms in his roman fonts 
beyond their calligraphic origins, devising letters 
that compose exquisitely as modular components, 
and are generic in the best sense. He was able to 
reduce the more earthy properties of previous types 
to their essential form, devising a reliable design 
formula that type designers have followed, in one 
way or another, ever since.

It never ceases to amaze me that within a rather short 
period of some forty years (circa 1470–1510), the 
Venetian type makers, especially Jenson and Griffo, 
departed completely from the blackletter tradition and 
established a fully new graphical structure, defining the 
modern Latin alphabet. Their types remain readable to 
the reader today, and are among the most popular his-
torical models that contemporary type designers draw 
inspiration from. How would you explain this?

It is fascinating to analyze the progression from 
humanistic calligraphy to roman type, particularly 
the moment when humanistic minuscules took on 
the inscriptional serif structure of Roman capitals.
The earliest Venetian romans, while inspired, were 
also somewhat crude. Nicolas Jenson, however, was 
able to design a Venetian-style roman that stood 
on its own as a fully-resolved printing type, clearly 
different from its calligraphic models and in perfect 
harmony with the print medium.

SENATVS•POPVLVSQVE
ROMANVS•IMP•CAESARI

From top: Ancient Roman capitals (Trajan® typeface from Adobe) 
and upright humanistic script.

I marvel at the earthy beauty and artfulness of 
Jenson’s forms, both as set text and as magnified 
letters. Of all the early lettercutters, Jenson had the 
distinct advantage of being a skilled goldsmith and 
letter engraver who worked for years at mints in 
Paris and Tours. His type didn’t just come out of 
thin air — he was poised at a very special transitional 
moment in history, equipped with the skills to make 
something truly remarkable and timeless. Jenson’s 
roman is a touchstone that gives me insight to the 
very special period when humanistic calligraphy was 
successfully interpreted as movable type. His roman 
displays the natural flow of a handwritten script 
and the raw sculpted form of a highly skilled artisan 
working in a medium not yet fully established.

Compared with Jenson, I find the leap that Fran-
cesco Griffo made in further resolving the roman 
letter as a practical book type even more remarkable 
and mysterious.

At the time Griffo cut a series of highly success-
ful roman, italic and Greek types, he was employed 
by the illustrious publisher Aldus Manutius. In one 
fell swoop in 1495, Griffo established the form of 
the modern text letter with the first of three roman 
types he cut for Aldus. This remarkable type is 
almost beyond reproach as a practical font for 
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Above: Francesco Griffo’s first roman font for Aldus Manutius (full page at actual size). Aldus Manutius, 
Venice, 1495–1496. Pietro Bembo, De Aetna. Image courtesy of the Bodleian Library, University of Oxford.

Opposite: Nicolas Jenson’s roman type (actual size detail). Nicolaus Jenson, Venice, 1470. 
Eusebius, De Evangelica Preaparatione. Image courtesy of the Bodleian Library, University of Oxford.
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Arrighi’s cancellaresca corsiva style typeface. Blossio Palladio’s 
Coryciana, printed by Arrighi in 1524. Image courtesy of the Bodleian 
Library, University of Oxford. 

Arrighi’s cancellaresca formata style typeface. Marcus Hieronymus 
Vida, Scacchia Ludas, printed by Arrighi in 1527. Image courtesy of 
the Bodleian Library, University of Oxford.

Slimbach’s roman style calligraphy.

 setting extended text. All the details of propor-
tion and design, particularly in the lowercase, are 
resolved in an ideal balance of beauty and func-
tionality. It is difficult to say how much influence or 
direction Griffo received from Aldus — apparently 
a dispute between them about typeface ownership 
contributed to their eventual falling out.

In Renaissance typography, the upright and the italic 
fonts were considered separate typefaces, and were not 
mixed together. Did you draw inspiration from any 
classical italic sources? If so, were there adaptations that 
needed to be made so that they would be compatible 
with the roman?

The italics in Arno grew out of my pen lettering, so 
I didn’t have to modify the traditional widths, which 
are too condensed to work with romans.

I did, however, become very familiar with italic 
types of the early Renaissance while developing 
the italics for Adobe Jenson. Of all the early italics, 
those by Ludovico Degli Arrighi stand out as being 
the most principled and best executed. Both his can-
cellaresca corsiva type, which contains many swash 
letters, and his cancellaresca formata type embody 
the elegance and compact proportions of his formal 
handwritten script. His corsiva type has a charming 
appearance and is best suited for shorter texts such 
as poetry, while his formata type is a more practical 
style for setting continuous text.

You have said that the upright and the italic styles of 
Arno are influenced by your calligraphy. How was it 
to work with a broad-edged pen as one of your design 
tools? Did you prepare type drawings? Did you ever 
construct letters directly on-screen?

As with most of my types, I began by sketching 
alphabets with a broad-edged pen or ball-point. 
Using rhythmic pen strokes, I find that I’m able to 
flesh out design ideas very rapidly. It is also a means 
of introducing spontaneous form into the family. I 
may refine the sketches a bit before scanning; other 
times I’ll simply use sketches as notes for develop-
ing shapes directly on the computer. Over the years, 
these methods of designing have blurred together, 
and I use them all throughout the process. By com-
bining aspects of calligraphy, drawing, and digital 
construction at every phase, I feel the designs will 
ultimately show a greater depth and complexity.
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Minion, Brioso and Arno.

Even though Arno is different from your other designs 
in many respects, I see some resemblances — particularly 
with Minion and Brioso. What did you draw from each, 
and what new ideas were you hoping to bring to Arno?

I see Minion and Brioso as two ends of the oldstyle 
design spectrum. While Minion was an exercise in 
restraint — a distinctly digital, generic design with 
a simplified structure and moderate proportions — 
Brioso is a more specialized and overtly calligraphic 
composition family, utilizing a more naturalistic 
style of outline construction. Many of the lessons 
learned in both projects were applied to Arno, 
which possesses some of the rationality and preci-
sion of Minion, along with some of the charm and 
subtlety of Brioso. I think it is natural for a designer 
to periodically return to favorite themes with a new 
variation in mind. Arno represents a summing-up of 
ideas that have been brewing for a number of years.

A gentle rain-storm in August
A gentle rain-storm in August
A gentle rain-storm in August

Is there a difference between drawing letterforms on 
paper and working with digital font creation software? 

Definitely. Drawing and writing letterforms on paper 
represent, to me, freedom and spontaneity, involving 
both the mind and body. Constructing letterforms 
on-screen is much more an analytical and methodi-
cal process like sculpting. Instead of using clay or 
stone, one sculpts with Bézier outlines using a key-
board and mouse. It is also architectural, in the sense 
that form is built up and refined over time within a 
rigid grid system. When I first began designing type, 
I used to prepare refined type drawings for digitizing. 
Nowadays, most of the refining and literally all the 
design proliferation takes place on the computer.

While the digital medium has revolutionized 
type design in so many ways, it has an inherent 
rigidity and coolness about it that, if not tempered 
with living form, can lead to rather sterile results. It 
has been an ongoing challenge for me to balance the 
organic properties which are inherent to letterforms 
and the human experience against the demands of 
an environment that calls for a high degree of order 
and rationality. Throughout my type design career, 
I’ve attempted to develop a style of outline construc-
tion that satisfies both concerns.

Optical size considerations

Most of the extended typeface families you’ve designed, 
starting with Utopia,® Kepler® and Sanvito® through 
Adobe Jenson, Cronos and Minion up to Warnock and 
Garamond Premier, include separate fonts designed to 
be set at different point sizes. There are only a few other 
font vendors besides Adobe who provide fonts with such 
extensive sets of optical sizes. Why do you think it is 
important to offer a range of optical sizes?

The short answer is they make type look more bal-
anced and easy to read. I see optical sizes as being 
an essential component of any new text type. The 
digital medium not only provides an ideal environ-
ment for using optical sizes, it also allows them to 
be produced in a reasonable amount of time, using 
interpolation in most cases, to generate a full series 
of size-specific designs.
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From top: Optical sizes shown at 34 point for comparison. 
Caption and Display sizes shown with height parameter zones.

The reintroduction of optical size as a typo-
graphic standard has been a slow process; I expect 
it will take some time before people familiarize 
themselves with optical sizes and appreciate their 
benefits. The problem is that single-size masters 
have been the norm for so long that both design-
ers and readers have grown accustomed to seeing 
fonts used at inappropriate sizes. It is really the job 
of type layout application developers to provide a 
practical means for their customers to get the right 
type for the sizes they’re using. It’s clear that incor-
porating variable optical sizing into mainstream 
typography will hinge on whether or not it becomes 
automated within applications. In a time when great 
headway has been made to simplify difficult or time-
consuming typesetting tasks, I am disappointed 
that developers for the leading applications haven’t 
stepped up to the plate on this matter. Once they 
do, optical sizes will become very easy and natural 
to use, and more font manufacturers will gain the 
confidence to develop them.

Hbg Hbg

Halogen
Halogen
Halogen
Halogen 
Halogen

display
    (21.6 pts & above)

subhead
    (14.1 pts �21.5 pts)

 text
    (11 pts �14 pts)

 small text    
(8.6 pts �10.9 pts)

Caption
(8.5 pts & below)

Other Adobe fonts, such as Garamond Premier, include 
four optical sizes: Caption, intended to be set below 
9 pt; Regular for 9 to 15 pt; Subhead for up to 24 pt 
and Display for larger settings. Arno includes five opti-
cal sizes. Can you explain the system behind it?

In serif faces such as Arno it is critical that each text 
point size be optically calibrated for the demand-
ing task of setting extended text, so that each size 
is as readable as possible. We decided to include 
the small text design, as I didn’t feel a single optical 
master adequately covered the full text range.

It would have been ideal to include even more 
design sizes to fill out the range, especially in the 
smaller sizes where more optical changes are 
required. Unfortunately, it is difficult for most users 
to distinguish between the various optical masters 
on-screen, and difficult to manage them in complex 
documents. So as long as people still have to select 
them manually, it makes sense to offer only the most 
essential sizes.

Arno Cyrillic and Greek

One characteristic that clearly sets your recent designs 
apart from most other typefaces available on the 
market is a very serious, mature approach to multi-
lingual support. Minion, Warnock and Garamond 
Premier all include extensive character sets that cover 
the Latin, Cyrillic and Greek alphabets. In Garamond 
Premier, you introduced Greek and Cyrillic small caps, 
and in Arno Pro, you pushed the barrier even further 
by including some 30 additional Cyrillic letters used 
in various languages of the ex-Soviet republics, and 
by designing swash italic capitals for all three scripts. 
What is your approach to designing the three scripts 
within one typeface?

In dealing with foreign scripts, I first look to 
understand their historical roots, so that I’m better-
equipped to navigate the thorny divide between 
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Slimbach’s Cyrillic calligraphy.

historical authenticity and innovation. While 
each writing system has distinctive characteristics 
grounded in its design heritage, multi-lingual type 
families like Arno call for a degree of design unifica-
tion across the scripts, so that when mixed within 
the same document — either within the same text 
block, or as adjacent translated text — they will 
harmonize well.

It is also interesting to deal with the unique 
structural characteristics of each script: While 
 Cyrillic letterforms are mostly regular, with a verti-
cal stress, and without many ascenders or descend-
ers, Greek alphabets are charged with an abundance 
of animated form; the activity level of Latin script 
falls somewhere in between. In unifying them, I 
sometimes feel it necessary to tone down some of 
the more exuberant qualities of traditional Greek 
forms, while with Cyrillic, I typically try to intro-
duce organic characteristics wherever I can.

What is the greatest challenge when designing Cyrillic 
letterforms?

With Arno, the biggest challenge was to design 
a natural looking humanistic-style Cyrillic that 
would be pleasant to read. Because the modern 
Cyrillic alphabet is essentially a constructed inven-
tion, deriving much of its form from 18th century 
Latin typefaces — either whole letters or composite 
parts — the alphabet has a characteristic rigidity 
about it.

How did you deal with this problem?

The trick was to design Cyrillic glyphs that appear as 
if they were rooted in humanistic handwriting — in a 
sense it is like trying to invent history. Even though 
several of the Cyrillic forms are derived directly 
from the Latin, many don’t conform readily to the 
principles of humanistic calligraphy or oldstyle type 
design. By writing out text with a broad-edged pen, 

and by testing the Cyrillic extensions alongside the 
Latin throughout the design process, I tried to instill 
humanistic qualities in the Cyrillic fonts that were 
in line with the rest of the family.

I find it intriguing to apply the principles of 
Western calligraphy to Cyrillic and Greek. Because 
modern Greek retains many of its more ancient 
script characteristics, and modern Cyrillic — for the 
most part — lacks a written heritage, I feel there is a 
lot of room for experimentation within humanistic 
and progressive design approaches.

The historical Greek alphabets were by nature more 
 cursive than their Latin contemporaries. In the mid-
1970s, graphic designers in Greece were quite fond of 
more stiff, Western-looking Greek typefaces which at 
that time they perceived as modern — which resulted in 
Linotype releasing rather “Latinized” Greek versions of 
Helvetica,™ Baskerville, Century™ and ITC  Souvenir.™ 
However, I was told that since then the preference has 
changed slightly towards more traditional Greek let-
terforms that draw from the Greek hand rather than 
imitating Latin type. What do you think?

I’m not so sure that all Greek book designers actu-
ally welcomed the Latinized Greek fonts — I’ve 
always assumed that this trend was initiated by non-
Greek type manufactures, who followed Western 
conventions of design out of habit.

I believe that we are in a period of reassessment 
of what a contemporary Greek text typeface should 
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Three cases of polytonic Greek with alternate small capital treatment.

Slimbach’s Greek calligraphy.

look like. I sense that many Greek readers neither 
fully embrace the script’s classical heritage, nor do 
they whole-heartedly buy into Western notions of 
typographic form. I also don’t believe that all West-
ernization is inherently bad, as the merging of styles 
is natural to the evolution of type — and this applies 
even to Greek typefaces. While some type styles 
lend themselves to a more classical design approach, 
others sometimes benefit from a more progressive 
approach to better reflect the spirit of the time. As 
more new type families incorporate Greek into the 
mix, it is the task of the type designer to reconcile 
the practical requirements of combining scripts with 
the cultural heritage of an ancient and beautifully 
devised writing system.

Were there historical sources which inspired you while 
developing the Arno’s Greek fonts?

I recall seeing a beautiful cancellaresca formata 
Greek script annotated in a sixteenth century book 
spread in a glass display case several years ago. I 
had no way of determining its exact date, but it was 
clearly written by a skilled Renaissance scribe. Even 
though Greek types of the time display an oppos-
ing angle of oblique stress, it proved to me that at 
least some members of the educated elite back then 
wrote Greek in the chancery style. I wasn’t able to 
photograph a sample, but it inspired me to begin 
writing Greek in this manner.

Although I’m certainly not the first contempo-
rary designer to produce a humanistic-style Greek 
type, I worked on developing a personal style of 
Greek handwriting that served as my primary model 
for Arno. Having already produced a chancery 
Greek for Minion Pro, and after gaining further con-
fidence with Greek typeface design with Warnock 
and Garamond Premier, I felt comfortable moving 
forward with the design without the aid of further 
historical or contemporary reference material.

In addition to setting contemporary Greek texts, 
is Arno appropriate for scholarly publications in 
 classical Greek?

Certainly. Arno contains a complete polytonic set 
for setting classical Greek. It also includes polytonic 
Greek small capitals — something new to modern 
Greek types. Because there is no single prescribed 
convention for accenting polytonic small capitals, 
we developed two optional polytonic treatments — 
one without accents, similar to the polytonic capi-
tals, and the other accented like the polytonic 
lowercase. In developing these two approaches, 
we received valuable input from a few of our out-
side Greek language experts, who engaged us in a 
spirited exchange of ideas, before we settled on the 
two-option model.

Ἀλλὰ �ιὰ �έρα ἦλθαν γέροι �ὲ εἰδήσεις
ἈΛΛᾺ ΜΙᾺ ΜΈΡΑ ἮΛΘΑΝ ΓΈΡΟΙ
Ἀλλὰ μιὰ μέρα ἦλθαν γέροι μὲ εἰ
Ἀλλὰ μιὰ μέρα ἦλθαν γέροι μὲ εἰ

Cursive in nature, traditional Greek types rarely 
had separate upright and sloped styles, but today, typo-
graphers often need both “roman” and “italic” typefaces 
available in several scripts, including Greek. How did 
you cope with this challenge? 

14



The inherent cursive qualities of traditional Greek 
script make it more difficult to design an italic 
variation that has a suitable degree of contrast with 
the roman. While Latin and Cyrillic have distinct 
roman and italic styles, Greek script doesn’t. By 
approximating the slope and angularity of the Latin 
italics, along with making them more compact, an 
acceptable degree of distinction is present, however 
the level is not as great as in the other two scripts.

that Arno offers in those scripts, and I must congratu-
late you, both on the decision to include them and on 
the design itself. How did you approach this particular 
design task?

This is something I’ve wanted to try for some time 
now. A few of my other type families offer swash 
sets only for Latin, so I thought it would be an inter-
esting challenge to design swash extensions for all 
three scripts, and providing those enables consistent 
behavior across the scripts when using the Open-
Type “swash” layout feature.

Plowmen covered with snow and rime 
Plowmen covered with snow and rime 
Συνεχὲς μὲν οὖν ἐστὶ τὸ δι αιρε τὸν εἰς ἀεὶ 
Συνεχὲς μὲν οὖν ἐστὶ τὸ δι αιρε τὸν εἰς ἀεὶ 

Even though there is a short history of contemporary 
designers adapting upright Cyrillic to italic, there is 
no real Humanist italic tradition in Cyrillic. What 
were the challenges when designing the Cyrillic italics 
for Arno?

Adapting Cyrillic to italic can be problematic, as not 
all the forms lend themselves to a balanced script 
treatment. True italics, which are essentially a very 
formal adaptation of a running script, are character-
ized by the rhythmic flow of cascading and looping 
strokes, with entry and exit strokes that flow grace-
fully from one letter to another in the formation of 
words. While some Cyrillic italic forms are either 
borrowed directly from the Latin or have a suitable 
script variation, others have proven more difficult to 
adapt. Writing both italic and roman Cyrillic with a 
broad-edged pen helped me work out the more diffi-
cult areas. I experimented with different stroke treat-
ments until finally arriving at patterns that worked 
best for the typeface.

Arno includes swash sets for Cyrillic and Greek, which 
is a completely novel addition. I’m sure users will be 
thrilled with the expanded typographic possibilities 

Although I had previously seen swash forms 
used in Cyrillic calligraphy, I had never seen them 
applied to Greek. I developed all three swash sets 
for Arno through trial-and-error experimentation 
with a broad-edged pen. For the most part, I relied 
on common-sense principles of chancery handwrit-
ing to devise swash forms that made sense to me. 
As with Latin swash forms, I feel there is a degree 
of creative freedom allowed in Greek and Cyrillic, 
as long as the glyphs retain their identity, and are 
compatible in design with the rest of the family. As 
a follow-up measure, I reviewed the swash forms 
with our Greek and Cyrillic language experts, who 
provided suggestions for fine-tuning the designs.

Arno as an OpenType family

When turning a design into digital type, the differ-
ent optical sizes, weights, styles and scripts have to be 
somehow organized into a set of OpenType fonts. Can 
you describe the logic behind Arno’s palette of fonts? As 
with Garamond Premier, you chose to include a light 
weight only in the display size. Why?
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The Regular roman font (optimized for 12 point) is 
the core design in the family, to which all the other 
fonts are calibrated. Because the family’s primary 
function is for setting continuous text, the design 
parameters of the Regular — such as the weight, 
degree of contrast, letterfit, etc. — are carefully tuned 
so that it is as readable as possible. The remaining 
weights and optical sizes, as well as the italics, relate 
to the Regular in a supporting capacity, either to 
organize information or emphasize words.

The light weight is offered in only one optical 
size, as I find it functions best when used for display 
purposes. Although there may be a limited oppor-
tunity for setting text in a light weight, I feel that if a 
full range of light sizes were offered, it would more 
often lead to their improper usage.

Arno Pro is a family of 32 OpenType fonts, but one 
could say that the family is even larger, because 
each font includes character sets for different writing 
 systems as well as alternate stylistic sets. How would 
you describe the way in which the Arno Pro  family 
is  organized conceptually? How important are the 
international standards Unicode® and OpenType 
in your work?

As you imply, each font in Arno is really a vast 
repository of glyphs which could have been built 
as several smaller fonts. These fonts — or glyph 
collections — are organized and accessed with the 
aid of both OpenType layout features in applica-
tions like InDesign,® and language-specific keyboard 
layouts at the operating system level. Now that it is 
possible to consolidate what used to be supplemen-
tal fonts like expert, swash, and alternate sets into a 
single Unicode-based font, OpenType technology 
can step in to act both as the glyph-retrieval mecha-
nism and a regulator of glyph behavior.

What was difficult and time-consuming about 
designing type families in the past is now much 
easier to accomplish on a computer. Glyph outlines 
can be shaped and propagated very quickly, mak-
ing it practical to reach further with glyph sets. 
However, now that Unicode and OpenType have 
entered the picture, the creative potential of type 
seems almost boundless — large type families like 
those we produce would not have been practical to 
make without them. Together, Unicode and Open-
Type have given type designers the opportunity to 
explore beyond the restrictions of the past, and to 
develop type families of broader scope and greater 
technical sophistication. My current work relies on 
them so much that I can no longer imagine working 
in the old manner.

The OpenType font format includes a set of layout 
features which have a predefined purpose — small caps, 
fractions, oldstyle figures, standard and  discretionary 
ligatures, swashes, etc. But there are also features 
such as stylistic sets, whose functionality is not strictly 
predetermined. How do your fonts make use of all these 
typographic features? 

For the most part, the standard OpenType features 
suffice for straightforward typesetting. Because they 
are clearly defined and more intuitive to use than 
the stylistic sets, I try to work within their limits as 
much as possible. The stylistic sets arose because 
we wanted to provide OpenType layout support for 
non-standard categories of glyphs that a designer 
might come up with, and to group related alter-
nates which aren’t covered by more standard layout 
features, like small caps or oldstyle figures. The 
stylistic sets give designers the freedom to create 
unique glyphs, and users a better way to access them. 
The only drawback is that the sets are identified by 
generic names in the user interface (e.g. set 1, set 2); 
there is, however, information about each set in the 
font’s “ReadMe” file.
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The contextual rules in Arno are used for replacing accented Greek 
glyphs with unaccented ones when setting All Caps or Small Caps text, 
and help display the preferred form of the iota addscript.

Words set in Caflisch Script Pro, both with the contextual 
alternates feature turned off (top) and in the default ‘on’ setting.

Default text in Arno Pro (top) and with the swash feature enabled.

The stylistic sets in Arno isolate glyphs normally 
batched in the historical alternates feature, like the 
long-tailed Q and double-splayed W. They also 
make available the Cyrillic and Greek alternates 
and the two polytonic small cap treatments.

In my early career, I produced non-standard 
alternate glyphs simply to provide typographic rich-
ness beyond the limited encodings of the time — but 
they weren’t very easy to use. Now I’m much more 
concerned about connecting glyphs to OpenType 
layout features so that they can be used effectively. 
This means tailoring glyphs more for global, rather 
than discretionary usage.

The way we approached the Caflisch Script® 
typeface, which I began in 1992, is a good example of 
this change in direction. I had produced a significant 
set of alternate glyphs and ligatures to represent the 
variant forms of each letter found in Max Caflisch’s 
handwriting. As with most running scripts, his 

Contextual alternates aren’t just for connecting 
scripts; they can also be used effectively in conven-
tional text families. In Arno, this feature is designed 
to avoid awkward collisions between particular letter 
pairs, and to add variety to the text’s appearance.

Arno’s swash feature was conceived to function 
more as an alternate font selector than as a typical 
style feature: With “swash” selected, the default liga-
tures and contextual alternates work in conjunction 
with the swash glyphs to ensure that they set cleanly 
as a well-balanced and self-contained font style.

The correct sets of stylistic standards
The correct sets of stylistic standards

Τι�άρχῳ τουτῳί Τι�άρχῳ τουτῳί
Τιμάρχῳ τουτῳί Τιμάρχῳ τουτῳί
ΤΙΜΆΡΧῼ ΤΟΥΤῼΊ ΤΙΜΆΡΧῼ ΤΟΥΤῼΊ

Expanding and refining feature support in our 
applications is an ongoing process. We’re constantly 
working on ways to streamline the implementation 
of non-standard glyphs. With each new family, we’ve 
been raising the bar in terms of offering rich glyph 
sets and dynamic OpenType feature support.

So on one hand, Unicode and OpenType provide you 
with some standards with regard to character sets and 
typographic features, but on the other hand, they also 
allow for open-ended creativity?

Yes. While we at Adobe tend to work within the 
practical typographic realm, I’ve seen work by other 
designers who have exploited OpenType technology 
in more experimental ways, particularly with the 
creative use of contextual alternates and ligatures. 

handwriting possesses natural letter variations and 
different kinds of joining behavior, depending on 
the letter sequence. It would be unreasonable to 
expect people to apply these contextual variants 
on their own; it was clear we needed intelligent 
application support that would automatically imple-
ment the alternates according to a set of prescribed 
instructions, so that the correct joining behavior 
and stylistic variations would appear automatically 
as the user typed. Because this kind of application 
support wasn’t in the realm of possibility at the time, 
we decided to release a font with a basic subset of 
the characters in 1993. Another ten years passed 
before we could finally release the OpenType ver-
sion of the family, with the complete character set 
and operational contextual alternates.

peppered visions & zealous gaggles
peppered visions & zealous gaggles
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House Industries’ Ed Interlock,™ designed by Ed Benguiat and Ken 
Barber, demonstrates a novel application of contextual alternates 
— shown first without contextual ligatures, and with contextual 
ligatures enabled.

Although most of these fonts are on the playful side, 
they demonstrate the flexibility of the technology.

OpenType is a powerful typographic fuel which needs a 
suitable engine. Adobe InDesign was the first applica-
tion to support the various layout features included in 
OpenType fonts. Are you happy with the way your fonts 
can be used with InDesign today?

For the most part I am. The product teams at Adobe 
have made tremendous progress in the last few 
years toward providing world-class typographic 
and linguistic support in their applications. Even 
though they’ve made dramatic progress, there is 
still untapped potential to be realized. The  InDesign 
team has only so many resources available for imple-
menting new features, so in the short term some 
things can fall by the wayside, as with any area of 
application features.

The Adobe type group is known for its excellent font 
production and quality control. How was it working 
with the rest of the type staff and outside consultants?

As I don’t take much interest in the technically-
oriented production work, I appreciate being able 
to work with a skilled staff of production people. 
Since I began making digital type more than twenty 
years ago, I’ve had a persistent love/hate relation-
ship with computers; I much prefer design-oriented 
work and thinking about glyph usage to the every-
day business of technical production.

While other type staff members help out at 
various points, it is usually late in a project that 
they get involved on a daily basis. The production 
work involves things like finalizing glyph names 

EXPERIMENTALIST  EXPERIMENTALIST

and encoding — this includes making sure the fam-
ily meets our current glyph standard for new fonts, 
creating accented glyphs, setting up kerning, and 
implementing OpenType layout features. Our new-
est staff member, Miguel Sousa, performed most of 
this work for Arno; he also single-handedly revised 
our kerning process, making it much less of a night-
mare to kern large type families.

In addition to the technical matters, it has 
become a regular part of my process to consult with 
language experts on the Cyrillic and Greek exten-
sions. I received valuable advice on Arno’s Cyrillic 
designs from Maxim Zhukov and Jovica Veljović, 
and on the Greek from Gerry Leonidas.

Toward the very end of the production process, 
as test versions of the fonts become available to 
our registered beta testers, we receive feedback that 
often gives us information about problem areas 
we may have overlooked. In the case of Arno we 
received technical advice about the polytonic Greek 
behavior from John Hudson, David-Artur Daix and 
Yannis Haralambous, as well as a few design-related 
recommendations from John and others, which led 
to some last-minute design tweaks.

Did you receive any assistance with the editing of 
glyph outlines, or with other things like kerning and 
accent placement?

A bit. Miguel did a first pass at most of the kern pair 
positioning, and Ernie March, our Quality Engi-
neering expert, helped with the composite accent 
positioning, but I was responsible for the rest of the 
outline editing and design production work.

Did the family turn out as you originally envisioned it?

No, not entirely. I initially envisioned something 
significantly different. The early drafts were clearly 
more Venetian, with a fairly large x-height and 
a highly stylized appearance. I was actually very 
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far along with the family before becoming disen-
chanted with that direction. Even though I felt it was 
interesting from a design perspective, I didn’t see it 
as being highly useful as a multipurpose text family. 
I eventually redrew the entire design, retaining what 
I liked about the original concept, while making a 
more elegant and practical text family with a classi-
cal x-height.

Hamburgefonts Hamburgefonts
Hamburgefonts Hamburgefonts
αβγδεζηθικλμνξ  αβγδεζηθικλμνξ
αβγδεζηθικλμνξ  αβγδεζηθικλμνξ
aбв�дежз�клмн aбв�дежз�клмн
абвгдежзйклмн  абвгдежзйклмн
ABCDEFGHIJKLMNOPQR
ABCDEFGHIJKLMNOPQR
An early draft of Arno (shown first, in blue) compared with the 
finished design.

Overall, what are the most rewarding and what are the 
most demanding aspects of designing type, especially 
when embarking on such ambitious projects?

It has been rewarding to be a part of the desktop 
typography revolution, and to witness Adobe’s 
technology and design standards being adopted 
throughout the industry. It is also gratifying to see 
so many of our typefaces being used on a daily 
basis throughout the world. I feel very fortunate 
to have entered the field at such an exciting time 
in the craft’s history, and to be working at a com-
pany that is so committed to the advancement of 
 digital typography.

While I’ve been provided the opportunity to 
design type within this environment, it has been a 
challenge to sustain the focus required to repeatedly 

produce the larger type families. Producing super-
families is not easily done as a part-time activity, or 
at a leisurely pace; I’ve found that they require many 
months of focused attention to complete them in a 
timely fashion.

The responsibility of making large type families 
can also be a stressful proposition. Good text design 
is an esoteric art, and requires a significant invest-
ment of time. Adobe counts on us to produce work 
worthy of this investment, and living up to this trust 
can be a real burden.

I know you’re a titan of work. Do you have a new 
 project in mind?

Yes, I currently have a few irons in the fire, but it’s 
probably too soon to talk about them. I’ve learned 
from experience that it’s not always wise to dis-
cuss projects in their early stages, as they tend to 
evolve, or fade away all together. I always seem to 
have more projects going on than I have the time 
or  interest to complete. •

Adam Twardoch is product and marketing manager at 
Fontlab Ltd. He also works as a consultant specializing in 
multilingual typography and font technology for Linotype, 
MyFonts and other companies including Adobe Systems, 
Bitstream, Corel Corp., Microsoft and Tiro Typeworks. 
Adam frequently writes and lectures about typography 
and digital type design.

Robert Slimbach has been designing text types at Adobe 
Systems since 1987. He has won several awards for his digi-
tal typeface designs, including the Charles Peignot Award 
from the Association Typographique Internationale, and 
numerous TDC2 awards from the Type Directors Club.
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A multi-featured OpenType family

The OpenType font format allows any font to contain layout features — instructions 
which specify glyph substitutions and positioning in the font, providing the poten-
tial for more typographic power and flexibility than ever before. The Arno type fam-
ily has many of these features which — when enabled by applications such as Adobe 
InDesign, Adobe Illustrator®, and Adobe Photoshop® — make glyph substitutions 
either automatically or at the user’s discretion. The substitutions can be as simple as 
two glyphs becoming a ligature, or as complex as an alternate letterform appearing 
within a certain context, before and/or after other letters or letter sequences. Many 
of the OpenType layout features found in the family are described here.

Tabular figures
Tabular figures, both lining and oldstyle, have equal widths to 
ensure alignment of numeric data in tables and other structured 
layouts. “Stacked” numbers will align vertically and have a more 
pleasing, consistent appearance. Because the tabular lining figures 
function reasonably well in all situations, they are the default 
figures in Arno Pro.

Proportional figures
Unlike the tabular figures, these figures are set on varying widths 
and kerned to each other for improved spacing. The  proportional 
oldstyle figures are designed to be compatible with normal 
lower case text, while the proportional lining figures work well in 
all-capital settings.

Small capitals
These letters are smaller versions of the normal capitals, designed 
to be less-obtrusive when used within lowercase text. OpenType 
instructions simplify the application of small capitals for both 
 uppercase and lowercase letters. Arno Pro has roman and italic 
small capitals for the Latin, Greek, and  Cyrillic scripts.

Superscript, subscript, and ordinals
Arno Pro contains a full range of superiors and inferiors, and Open-
Type instructions for substituting them. Both letters and numbers 
are easily transformed into true, designed superiors for ordinals 
and notations. Numbers may also be transformed into subscript 
inferiors. Superior letters are used in mathematics and in English, 
French and Spanish for abbreviating words such as second (2nd), 
Madame (Mme), Compagnie (Cie), and segundo (2o).

Numerators, denominators & fractions
Users can easily create fractions with the OpenType fraction feature. 
Arbitrary numbers separated by a slash are transformed into true 
fractions with the type family’s numerators and denominators.
 

ALDUS MANUTIUS (1449/50–1515) 
Griffo and his French followers in the 1530s  
and 1540s introduced practical improvements

Tabular oldstyle

821,076.95
594,810.61
901,530.34

Tabular lining

821,076.95
594,810.61
901,530.34

821,076.95
594,810.61
901,530.34

 25/64 68/1,200 34/1,000,000
 25/64  68/1,200  34/1,000,000

Sometimes i rambled to pine groves, 
standing like temples, or like fleets at sea, 

full-rigged, with wavy boughs, and rippling

Superiors 1st 8th Mme Cie 2o
abcdeèfghijklmnopqrstuvwxyz

Inferiors N2O H2O2 H2SO4
0123456789.,$¢-
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Standard ligatures
Ligatures are designed to appear by default, replacing awkward 
character pairs (or sequences) automatically. Arno Pro contains 
ligatures for Latin and Greek scripts, for common letter pairs and 
also for special or historical characters in Latin and Greek scripts.

Discretionary ligatures
Arno Pro’s discretionary ligatures are historical forms typically 
displaying the connecting strokes of calligraphic writing. They may 
be used to achieve a decorative or historic look.

Contextual alternate glyphs
Contextual alternates, like ligatures, are designed to appear auto-
matically, but only in certain contexts — that is, when preceded 
or followed by certain specified glyphs. Their purpose is either to 
correct awkward letter combinations or to add variety of form. In a 
text typeface, these glyphs function less dramatically than in a more 
active typeface, such as a running script.

Stylistic alternate glyphs & stylistic sets
These alternate glyphs in Arno Pro are available when special 
ending effects are desired, or when an historic or antique look 
is needed. Alternate forms are also available for setting  classical 
Greek and Cyrillic texts. Using OpenType stylistic sets, groups of 
alternates can be activated together.

Swash capitals
Arno Pro contains a complete set of Latin swash capitals in Latin, 
Greek & Cyrillic for all italic fonts. These calligraphy-inspired 
forms were adapted to be compatible with both the normal capital 
forms and the lowercase. Swash capitals can be used effectively for 
expressive passages of text.

Ornaments
By grouping ornaments in a single OpenType feature, the varied 
ornaments in Arno Pro can be easily browsed and selected.

Optical sizes
Arno Pro contains five ranges of optically-adjusted fonts:  caption, 
small text, regular text, subhead, and display. The fonts in each 
point size range have been optically tuned to the specific  design 
 requirements of their range so that type will be legible and 
readable at all sizes.

Language coverage
Using character encodings established by the Unicode Standard, 
OpenType allows a variety of languages and scripts to be supported 
in a single font. Arno contains Latin, Cyrillic and Greek scripts, 
and supports many languages which use those scripts, such as 
 Vietnamese and numerous Central European languages.

Lidských Práv Droits de l’Homme
mänskliga rättigheterna ľudských práv
nhân quyền  δικαιω�άτων του ανθρώπου
Praw Człowieka  Ýnsan haklarý
прав человека Human Rights

 Hbga Hbga Hbga Hbga Hbga
 caption small text text subhead display

Hbga Hbga Hbga Hbga Hbga
Optical sizes shown at actual size (top), and scaled for comparison.

ct ft sp st ct ll ft sp st ll sp
Action special tall disturb after hello aspect

A B C D E F G H I J K L M N O P
Α Β Γ Δ Ε Ζ Η Θ Ι Λ Μ Ν Ξ Ο Π Ρ
А Б В Г Д Е Ж З И Й К Л М Н О 

TT Th ffb ffk fft fj fk ft ſſ ſh ſi ſk ſl ſt tt γγ λλ 
TT Th ffb ffk fft fj fk ft ſſ ſh ſi ſk ſl ſt tt γγ λλ 
 ffi  ffj  ffl  ff  fi  fj  fl  ft  fr

I.Q. Quality
�έλη �έλη ἄθλον ἄθλον
ἄλλο ἄλλο συγγενῆ συγγενῆ

•••••••••••••
••••••••••••••

ΠΑΝΤῌ ΠΑΝΤ� два слова два слова 
καθάπερ γάρ φασι καθάπερ γάρ φασι

QWa d e g h m n r t t u z &&& ℮ %
Qa d e g h m n r t u v y z  &&& ℮ %
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Roman glyph set

Latin

A B C D E F G H I J K L M N O P Q Q R S T U V W W X Y Z & & & & a b c d e f g h i j k l m n o p q r s t u v w x y z 
Æ Œ Ð Ħ Ł Ø Ŧ Þ Ȝ Ŋ Ə RA KA TT Th æ œ ß ſ đ ħ ł ø ŧ ð ĸ þ ȝ ŋ ɵ ə � � ct fb ff ffb ffh ffi ffj ffk ffl fft fh fi fj fk fl ft ft sp st 

ſb ſh ſi ſk ſl ſſ ſſi ſſl ſt tt a d e g h m n r t t u z

a b c d e f g h i j k l m n o p q q r s t u v w w x y z ss æ œ fi fl tt ŋ ð ɵ ø ə þ ȝ & & & & ĳ ǈ ǉ ǋ ǌ ǲ ǳ

0 0 1 2 3 4 5 6 7 8 9 $ ¢ £ ¥ ƒ ₡ ¤ ₣ ₤ ₧ ₴ € # ₫ ₫  � % ‰ № ℮ ½ ¼ ¾ ⅛ ⅜ ⅝ ⅞ ⅓ ⅔  ⁄ 
0 1 2 3 4 5 6 7 8 9 $ ¢ € ƒ £ ¥ ₤ � ₡ ₣ ₧ ₴ # % ‰ ₫ ₫ 0 1 2 3 4 5 6 7 8 9 . , $ ¢ - ( ) 0 1 2 3 4 5 6 7 8 9 . , $ ¢ - ( )

Á Â Ä À Å Ã Ă Ā Ą Ǻ Ạ Ả Ấ Ầ Ẩ Ẫ Ậ Ắ Ằ Ẳ Ẵ Ặ Ç Ć Č Ĉ Ċ Ď É Ê Ë È Ĕ Ě Ė Ē Ę Ẹ Ẻ Ẽ Ế Ề Ể Ễ Ệ Ğ Ĝ Ģ Ġ Ĥ Í Î Ï Ì Ĭ İ Ī Į Ĩ Ỉ Ị Ĵ Ķ Ĺ Ľ Ļ Ŀ Ñ Ń Ň Ņ  
Ó Ô Ö Ò Õ Ŏ Ő Ō Ọ Ỏ Ố Ồ Ổ Ỗ Ộ Ơ Ớ Ờ Ở Ỡ Ợ Ǿ Ŕ Ř Ŗ Š Ś Ş Ŝ Ș Ť Ţ Ţh Ťh Ú Û Ü Ù Ŭ Ű Ū Ų Ů Ũ Ụ Ủ Ư Ứ Ừ Ử Ữ Ự Ử Ữ 

Ẃ Ŵ Ẅ Ẁ Ý Ÿ Ŷ Ỳ Ȳ Ỵ Ỷ Ỹ Ž Ź Ż Ǽ ` ´ ˆ ˜ ¯ ˘ ˙ ¨  ˚ ˇ ˝ � ¸ ˛ � � � � � � � � � � � � 
á â ä à å ã ă ā ą ǻ ạ ả ấ ầ ẩ ẫ ậ ắ ằ ẳ ẵ ặ ç ć č ĉ ċ ď é ê ë è ĕ ě ė ē ę ẹ ẻ ẽ ế ề ể ễ ệ ğ ĝ ģ ġ ħ ĥ ı í î ï ì ĭ ī į ĩ ỉ ị ȷ ĵ ķ ĺ ľ ļ ŀ ñ ŉ ń ň ņ ó ô ö ò õ ŏ ő ō ọ ỏ ố ồ ổ ỗ ộ ơ 

ớ ờ ở ỡ ợ ǿ ŕ ř ŗ š ś ş ŝ ș ť ţ ú û ü ù ŭ ű ū ų ů ũ ụ ủ ư ứ ừ ử ữ ự ẃ ŵ ẅ ẁ ý ÿ ŷ ỳ ȳ ỵ ỷ ỹ ž ź ż ǽ ` ´ ˆ ˜ ¯ ˘ ˙ ¨ ˚ ˇ ˝ � ¸ ˛ �� � � � � � � � � � � Ǆ ǅ ǆ  
á ă â ä à ā ą å ã ď đ é ĕ ě ê ë ė è ē ę ħ ĥ ń ň ņ ñ ŕ ř ŗ ŧ ť ţ ŧ ť ţ ú ŭ û ü ù ű ū ų ů ũ ắ ặ ằ ẳ ẵ ấ ậ ầ ẩ ẫ ạ ả ế ệ ề ể ễ ẹ ẻ ẽ 

á ă â ä ǽ à ā ą å ã ǻ ć č ç ĉ ċ ď đ é ĕ ě ê ë ė è ē ę ğ ĝ ģ ġ � ĥ ħ í ĭ î ï � ì ī į ĩ ı ĵ ȷ ķ ĺ ľ ļ ŀ ł � ń ň ņ ñ � ó ŏ ô ö ò ő ō ǿ õ ŕ ř ŗ 
ś š ş ŝ ș ť ţ ŧ ú ŭ û ü ù ű ū ų ů ũ ẃ ŵ ẅ ẁ ẃ ŵ ẅ ẁ ý ŷ ÿ ỳ ȳ ź ž ż ắ ặ ằ ẳ ẵ ấ ậ ầ ẩ ẫ ạ ả ế ệ ề ể ễ ẹ ẻ ẽ ị ỉ 

ố ộ ồ ổ ỗ ọ ỏ ơ ớ ợ ờ ở ỡ ụ ủ ư ứ ự ừ ử ữ ỵ ỷ ỹ ` ´ ˆ ˜ ˙ ¨ ˘ ˇ ¯ ˚ � ˝ ˛ ¸ �� � � � � � � � � � � 
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ℓ ° < = > + ̂  ~ | ¦ ¬ µ ± ÷ − × ≤ ≥ ≈ ≠ ∞ ◊ ∫ ∂ ∏ √ ∑ ∆ Ω π * † ‡ @ ¶ § • © ™ ® . , : ; · … ‥ ․ ? ¿ ! ¡" ' ‘ ’ “ ” „ ‚ « » ‹ ›( ) [ ] { } / \_ —� − - ‒  
← → ◀ ▶ ◁ ▷ ◉ ◆ ■ ❒ ✓ ☐ ☑• • • • • • • • • • • • • • • • • • • • • • • • • • • • • 

• • • • • • • • • • • • • • • • • • • • • • • • • • • • 

Cyrillic

А Б В Г Ґ Д Д Е Ж З И Й К Л Л М Н О П Р С Т У Ф Х Ц Ч Ш Щ Ъ Ы Ь Э Ю Я Ё Ђ Ѓ Є Ѕ І Ї Ј 
Љ ЉЊ Ѝ Ћ Ќ Ў Џ Ѣ Ѳ Ѵ Ѐ Ӏ Ғ Җ Қ Ң Ү Ұ Ҳ Ҷ Һ Ә Ӣ Ө Ӯ � � 

а б в г д д е ж з и й к л л м н о п р с т у ф х ц ч ш щ ъ ы ь э ю я б ё ђ ѓ є ѕ і ї ј љ љ њ ћ ќ ў џ ѣ ѳ ѵ ѐ ѝ ґ ғ җ қ ң ү ұ ҳ ҷ һ ӏ ә ӣ ө ӯ � � 
а б в г ґ д д е ж з и й к л л м н о п р с т у ф х ц ч ш щ ъ ы ь э ю я ѐ ё ђ ѓ є ѕ і ї ј 

љ љ њ ћ ќ ѝ ў џ ѣ ѳ ѵ ғ җ қ ң ү ұ ҳ ҷ һ ӏ ә ӣ ө ӯ � �

Greek (monotonic)

Α Β Γ Δ Ε Ζ Η Θ Ι Κ Λ Μ Ν Ξ Ο Π Ρ Σ Τ Υ Φ Χ Ψ Ω α β γ δ ε ζ η θ ϑ ι κ ϰ λ μ ν ξ ο π ϖ ρ σ ς τ υ φ ϕ χ ψ ω 
λ ϙ ϛ ϝ ϡ ι γγ λλ ϗ ϗ ά έ ή ί ό ύ ώ ϊ ϋ ΐ ΰ Ά  Έ  Ή  Ί  Ό Ύ Ώ Ϊ Ϋ · ;

α β γ δ ε ζ η θ ι κ λ μ ν ξ ο π ρ σ τ υ φ χ ψ ω ά έ ή ί ό ύ ώ ϊ ϋ ᾳ ᾳ ῃ ῃ ῳ ῳ

Greek (polytonic)
Ἀ Ἁ Ἂ Ἃ Ἄ Ἅ Ἆ Ἇ Ἐ Ἑ Ἒ Ἓ Ἔ Ἕ Ἠ Ἡ Ἢ Ἣ Ἤ Ἥ Ἦ Ἧ Ἰ Ἱ Ἲ Ἳ Ἴ Ἵ Ἶ Ἷ Ὀ Ὁ Ὂ Ὃ Ὄ Ὅ Ὑ Ὓ Ὕ Ὗ Ὠ Ὡ Ὢ Ὣ Ὤ Ὥ Ὦ Ὧ 

Ᾰ Ᾱ Ὰ Ά Ὲ Έ Ὴ Ή Ῐ Ῑ Ὶ Ί Ῠ Ῡ Ὺ Ύ Ῥ Ὸ Ό Ὼ Ώ ᾈ ᾉ ᾊ ᾋ ᾌ ᾍ ᾎ ᾏ ᾘ ᾙ ᾚ ᾛ ᾜ ᾝ ᾞ ᾟ ᾨ ᾩ ᾪ ᾫ ᾬ ᾭ ᾮ ᾯ ᾼ ῌ ῼ 
ᾈ ᾉ ᾊ ᾋ ᾌ ᾍ ᾎ ᾏ ᾘ ᾙ ᾚ ᾛ ᾜ ᾝ ᾞ ᾟ ᾨ ᾩ ᾪ ᾫ ᾬ ᾭ ᾮ ᾯ ᾼ ῌ ῼ 

� � � ᾈ ᾉ ᾊ ᾋ ᾌ ᾍ ᾎ ᾏ ᾘ ᾙ ᾚ ᾛ ᾜ ᾝ ᾞ ᾟ ᾨ ᾩ ᾪ ᾫ ᾬ ᾭ ᾮ ᾯ῀ ̈͂  ̓̀  ̓́  ̓͂  ̔̀  ̔́  ̔͂  ̈̀  ̈́  `  ́  ̔  ́  ̓  ̈́  
ἀ ἁ ἂ ἃ ἄ ἅ ἆ ἇ ὰ ά ᾀ ᾁ ᾂ ᾃ ᾄ ᾅ ᾆ ᾇ ᾰ ᾱ ᾲ ᾳ ᾶ ᾷ ᾴ ἐ ἑ ἒ ἓ ἔ ἕ ὲ έ ἠ ἡ ἢ ἣ ἤ ἥ ἦ ἧ ὴ ή ᾐ ᾑ ᾒ ᾓ ᾔ ᾕ ᾖ ᾗ ῂ ῃ ῄ ῆ ῇ ἰ ἱ ἲ ἳ ἴ ἵ ἶ ἷ ὶ ί ῐ ῑ ῒ ΐ ῖ ῗ ὀ ὁ ὂ ὃ ὄ ὅ ὸ ό  

ὐ ὑ ὒ ὓ ὔ ὕ ὖ ὗ ὺ ύ ῧ ῠ ῡ ῢ ΰ ῦ ὠ ὡ ὢ ὣ ὤ ὥ ὦ ὧ ὼ ώ ᾠ ᾡ ᾢ ᾣ ᾤ ᾥ ᾦ ᾧ ῲ ῳ ῴ ῶ ῷ ῤ ῥ ́  ̈͂  ̓̀  ̓́  ̓͂  ̔̀  ̔́  ̔͂  ̔  ̓  ͂  ̈̀  ̈́  `  ́  ̔  ̓  ̈́   
ἀ ἁ ἂ ἃ ἄ ἅ ἆ ἇ ἐ ἑ ἒ ἓ ἔ ἕ ἠ ἡ ἢ ἣ ἤ ἥ ἦ ἧ ἰ ἱ ἲ ἳ ἴ ἵ ἶ ἷ ὀ ὁ ὂ ὃ ὄ ὅ ὐ ὑ ὒ ὓ ὔ ὕ ὖ ὗ ὠ ὡ ὢ ὣ ὤ ὥ ὦ ὧ ὰ ά ὲ έ ὴ ή ὶ ί ὸ ό ὺ ύ ὼ ώ  

ᾰ ᾱ ᾶ ῆ ῐ ῑ ῒ ΐ ῖ ῗ ῠ ῡ ῢ ΰ ῤ ῥ ῦ ῧ ῶ ᾀ ᾁ ᾂ ᾃ ᾄ ᾅ ᾆ ᾇ ᾐ ᾑ ᾒ ᾓ ᾔ ᾕ ᾖ ᾗ ᾠ ᾡ ᾢ ᾣ ᾤ ᾥ ᾦ ᾧ  
ᾲ ᾴ ᾷ ῂ ῄ ῇ ῲ ῴ ῷ � � � � � � � � � � � � � � � � � � � � � � � � � � � � � � � � �
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Italic glyph set

Latin

A B C D E F G H I J K L M N O P Q Q R S T U V W W X Y Z & & & & a b c d e f g h i j k l m n o p q r s t u v w x y z 
Æ Œ Ð Ħ Ł Ø Ŧ Þ Ȝ Ŋ Ə RA KA TT Th æ œ ß ſ đ ħ ł ø ŧ ð ĸ þ ȝ ŋ ɵ ə y � � ct fb ff ffb ffh ffi ffj ffk ffl fft fh fi fj fk fl ft ft ll sp st 

ſb ſh ſi ſk ſl ſſ ſſi ſſl ſt tt a d e g h m n r t u v z

a b c d e f g h i j k l m n o p q q r s t u v w w x y z ss æ œ fi fl tt ŋ ð ɵ ø ə þ ȝ & & & & ĳ ǈ ǉ ǋ ǌ ǲ ǳ

A B C D E F G H I J K L M N O P Q R N S T U V W X Y Z � Ð Ł Ø Þ Æ Œ 
Th a b � d � � d f g � � h h i j k � l � � o p � q ſ y ß ŋ ð þ fi fl ff ffi ffl fj ffj fr ft ll sp

0 0 1 2 3 4 5 6 7 8 9 $ ¢ £ ¥ ƒ ₡ ¤ ₣ ₤ ₧ ₴ € # ₫ ₫  � % ‰ № ℮ ½ ¼ ¾ ⅛ ⅜ ⅝ ⅞ ⅓ ⅔  ⁄ 
0 1 2 3 4 5 6 7 8 9 $ ¢ € ƒ £ ¥ ₤ � ₡ ₣ ₧ ₴ # % ‰ ₫ ₫ 0 1 2 3 4 5 6 7 8 9 . , $ ¢ - ( ) 0 1 2 3 4 5 6 7 8 9 . , $ ¢ - ( )

Á Â Ä À Å Ã Ă Ā Ą Ǻ Ạ Ả Ấ Ầ Ẩ Ẫ Ậ Ắ Ằ Ẳ Ẵ Ặ Ç Ć Č Ĉ Ċ Ď É Ê Ë È Ĕ Ě Ė Ē Ę Ẹ Ẻ Ẽ Ế Ề Ể Ễ Ệ Ğ Ĝ Ģ Ġ Ĥ Í Î Ï Ì Ĭ İ Ī Į Ĩ Ỉ Ị Ĵ Ķ Ĺ Ľ Ļ Ŀ  
Ñ Ń Ň Ņ Ó Ô Ö Ò Õ Ŏ Ő Ō Ọ Ỏ Ố Ồ Ổ Ỗ Ộ Ơ Ớ Ờ Ở Ỡ Ợ Ǿ Ŕ Ř Ŗ Š Ś Ş Ŝ Ș Ť Ţ Ţh Ťh Ú Û Ü Ù Ŭ Ű Ū Ų Ů Ũ Ụ Ủ Ư Ứ Ừ Ử Ữ Ự Ẃ Ŵ Ẅ Ẁ 
Ý Ÿ Ŷ Ỳ Ȳ Ỵ Ỷ Ỹ Ž Ź Ż Ǽ ` ´ ˆ ˜ ¯ ˘ ˙ ¨  ˚ ˇ ˝ � ¸ ˛ � � � � � � � � � � � � á â ä à å ã ă ā ą ǻ ạ ả ấ ầ ẩ ẫ ậ ắ ằ ẳ ẵ ặ ç ć č ĉ ċ ď é ê ë è ĕ ě ė ē ę ẹ ẻ ẽ ế ề ể ễ ệ 

ğ ĝ ģ ġ ħ ĥ ı í î ï ì ĭ ī į ĩ ỉ ị ȷ ĵ ķ ĺ ľ ļ ŀ ñ ŉ ń ň ņ ó ô ö ò õ ŏ ő ō ọ ỏ ố ồ ổ ỗ ộ ơ ớ ờ ở ỡ ợ ǿ ŕ ř ŗ š ś ş ŝ ș ť ţ ú û ü ù ŭ ű ū ų ů ũ ụ ủ ư ứ ừ ử ữ ự ẃ ŵ ẅ ẁ  
ý ÿ ŷ ỳ ȳ ỵ ỷ ỹ ž ź ż ź ž ż ǽ ` ´ ˆ ˜ ¯ ˘ ˙ ¨ ˚ ˇ ˝ � ¸ ˛ �� � � � � � � � � � � Ǆ ǅ ǆ  á ă â ä à ā ą å ã ď đ é ĕ ě ê ë ė è ē ę ħ ĥ 

ń ň ņ ñ ŕ ř ŗ ŧ ť ţ ŧ ť ţ ú ŭ û ü ù ű ū ų ů ũ ắ ặ ằ ẳ ẵ ấ ậ ầ ẩ ẫ ạ ả ế ệ ề ể ễ ẹ ẻ ẽ á ă â ä ǽ à ā ą å ã ǻ ć č ç ĉ ċ ď đ é ĕ ě ê ë ė è ē ę 
ğ ĝ ģ ġ � ĥ ħ í ĭ î ï � ì ī į ĩ ı ĵ ȷ ķ ĺ ľ ļ ŀ ł � ń ň ņ ñ � ó ŏ ô ö ò ő ō ǿ õ ŕ ř ŗ ś š ş ŝ ș ť ţ ŧ ú ŭ û ü ù ű ū ų ů ũ ẃ ŵ ẅ ẁ ẃ ŵ ẅ ẁ ý ŷ ÿ ỳ ȳ ź ž ż 

ắ ặ ằ ẳ ẵ ấ ậ ầ ẩ ẫ ạ ả ế ệ ề ể ễ ẹ ẻ ẽ ị ỉ ố ộ ồ ổ ỗ ọ ỏ ơ ớ ợ ờ ở ỡ ụ ủ ư ứ ự ừ ử ữ ỵ ỷ ỹ ` ´ ˆ ˜ ˙ ¨ ˘ ˇ ¯ ˚ � ˝ ˛ ¸ �� � � � � � � � � � � 
Á Ă Â Ä Ǽ À Ā Ą Å Ǻ Ã Ć Č Ç Ĉ Ċ Ď Đ É Ĕ Ě Ê Ë Ė È Ē Ę Ğ Ĝ Ģ Ġ G̃ Ħ Ĥ Í Ĭ Î Ï İ Ì Ī Į Ĩ Ĵ Ķ Ĺ Ľ Ļ Ŀ M̂ 

Ń Ň N̂ Ņ Ñ Ó Ŏ Ô Ö Ò Ő Ō Ǿ Õ Ŕ Ř Ŗ Ś Š Ş Ŝ Ș Ŧ Ť Ţ Ú Ŭ Û Ü Ù Ű Ū Ų Ů Ũ Ẃ Ŵ Ẅ Ẁ Ý Ŷ Ÿ Ỳ Ȳ Ź Ž Ż Ťh Ţh 
Ơ Ư Ạ Ả Ấ Ầ Ẩ Ẫ Ậ Ắ Ằ Ẳ Ẵ Ặ Ẹ Ẻ Ẽ Ế Ề Ể Ễ Ệ Ỉ Ị Ọ Ỏ Ố Ồ Ổ Ỗ Ộ Ớ Ờ Ở Ỡ Ợ Ụ Ủ Ứ Ừ Ử Ữ Ự Ỵ Ỷ Ỹ 

á â ä à ą å ã ă ā ạ ả ấ ầ ẩ ẫ ậ ắ ằ ẳ ẵ ặ đ ģ ħ ı � í î ï ì ĭ ī ĩ ȷ ŀ ł ó ô ö ò õ ŏ ő ō
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Cyrillic

А Б В Г Ґ Д Д Е Ж З И Й К Л Л М Н О П Р С Т У Ф Х Ц Ч Ш Щ Ъ Ы Ь Э Ю Я Ё Ђ Ѓ Є Ѕ І Ї Ј 
Љ ЉЊ Ѝ Ћ Ќ Ў Џ Ѣ Ѳ Ѵ Ѐ Ӏ Ғ Җ Қ Ң Ү Ұ Ҳ Ҷ Һ Ә Ӣ Ө Ӯ � � 

а б б в г д д е ж ж з и й к л м н о п р с т т у ф х ц ч ш щ ъ ы ь э ю я ѐ ё ђ ѓ є ѕ і ї ј љ њ ћ ќ ѝ ў џ ѣ ѳ ѵ ґ ғ җ җ қ ң ү ұ ҳ ҷ һ ӏ ә ӣ ө ӯ � � 
а б в г ґ д д е ж з и й к л л м н о п р с т у ф х ц ч ш щ ъ ы ь э ю я ѐ ё ђ ѓ є ѕ і ї ј љ љ њ ћ ќ ѝ ў џ ѣ ѳ ѵ ғ җ қ ң ү ұ ҳ ҷ һ ӏ ә ӣ ө ӯ � �

А Б В Г Д Е Ж З И Й К Л М Н О П Р С Т У Ф Х Ц Ч Ш Щ Ъ Ы Ь Э Ю Я Ѣ Ѳ Ѵ Ґ Ғ Җ Қ Ң  
Ү Ұ Ҳ Ҷ Һ Ѐ Ё Ђ Ѓ Є Ѕ І Ї Ј Љ Њ Ћ Ќ Ѝ Ў Џ  б б д д р у ф ђ ј ћ ў

Greek (monotonic)

Α Β Γ Δ Ε Ζ Η Θ Ι Κ Λ Μ Ν Ξ Ο Π Ρ Σ Τ Υ Φ Χ Ψ Ω α β γ δ ε ζ η θ ϑ ι κ ϰ λ � ν ξ ο π ϖ ρ σ ς τ υ φ ϕ χ ψ ω 
λ ϙ ϛ ϝ ϡ ι γγ λλ ϗ ϗ ά έ ή ί ό ύ ώ ϊ ϋ ΐ ΰ Ά Έ Ή Ί Ό Ύ Ώ Ϊ Ϋ · ; 

α β γ δ ε ζ η θ ι κ λ μ ν ξ ο π ρ σ τ υ φ χ ψ ω ά έ ή ί ό ύ ώ ϊ ϋ ᾳ ᾳ ῃ ῃ ῳ ῳ

Α Β Γ Δ Ε Ζ � Η Θ Ι Κ Λ Μ Ν Ξ Ο Π Ρ Σ Τ Υ Φ Χ Ψ Ω Ά Έ Ή Ί Ϊ Ό Ύ Ϋ Ώ β γ δ ζ η ή θ λ µ ξ ρ φ χ ψ γγ λλ

Greek (polytonic)
Ἀ Ἁ Ἂ Ἃ Ἄ Ἅ Ἆ Ἇ Ἐ Ἑ Ἒ Ἓ Ἔ Ἕ Ἠ Ἡ Ἢ Ἣ Ἤ Ἥ Ἦ Ἧ Ἰ Ἱ Ἲ Ἳ Ἴ Ἵ Ἶ Ἷ Ὀ Ὁ Ὂ Ὃ Ὄ Ὅ Ὑ Ὓ Ὕ Ὗ Ὠ Ὡ Ὢ Ὣ Ὤ Ὥ Ὦ Ὧ Ᾰ Ᾱ Ὰ Ά Ὲ Έ Ὴ Ή Ῐ Ῑ Ὶ Ί 

Ῠ Ῡ Ὺ Ύ Ῥ Ὸ Ό Ὼ Ώ ᾈ ᾉ ᾊ ᾋ ᾌ ᾍ ᾎ ᾏ ᾘ ᾙ ᾚ ᾛ ᾜ ᾝ ᾞ ᾟ ᾨ ᾩ ᾪ ᾫ ᾬ ᾭ ᾮ ᾯ ᾼ ῌ ῼ ᾈ ᾉ ᾊ ᾋ ᾌ ᾍ ᾎ ᾏ ᾘ ᾙ ᾚ ᾛ ᾜ ᾝ ᾞ ᾟ 
ᾨ ᾩ ᾪ ᾫ ᾬ ᾭ ᾮ ᾯ ᾼ ῌ ῼ � � � ᾈ ᾉ ᾊ ᾋ ᾌ ᾍ ᾎ ᾏ ᾘ ᾙ ᾚ ᾛ ᾜ ᾝ ᾞ ᾟ ᾨ ᾩ ᾪ ᾫ ᾬ ᾭ ᾮ ᾯ῀ ̈͂  ̓̀  ̓́  ̓͂  ̔̀  ̔́  ̔͂  ̈̀  ̈́  `  ́  ̔  ́  ̓  ̈́  
ἀ ἁ ἂ ἃ ἄ ἅ ἆ ἇ ὰ ά ᾀ ᾁ ᾂ ᾃ ᾄ ᾅ ᾆ ᾇ ᾰ ᾱ ᾲ ᾳ ᾶ ᾷ ᾴ ἐ ἑ ἒ ἓ ἔ ἕ ὲ έ ἠ ἡ ἢ ἣ ἤ ἥ ἦ ἧ ὴ ή ᾐ ᾑ ᾒ ᾓ ᾔ ᾕ ᾖ ᾗ ῂ ῃ ῄ ῆ ῇ ἰ ἱ ἲ ἳ ἴ ἵ ἶ ἷ ὶ ί ῐ ῑ ῒ ΐ ῖ ῗ ὀ ὁ ὂ ὃ ὄ ὅ ὸ ό ὐ ὑ ὒ ὓ ὔ ὕ ὖ ὗ ὺ ύ ῧ ῠ ῡ ῢ ΰ ῦ  

ὠ ὡ ὢ ὣ ὤ ὥ ὦ ὧ ὼ ώ ᾠ ᾡ ᾢ ᾣ ᾤ ᾥ ᾦ ᾧ ῲ ῳ ῴ ῶ ῷ ῤ ῥ ́  ̈͂  ̓̀  ̓́  ̓͂  ̔̀  ̔́  ̔͂  ̔  ̓  ͂  ̈̀  ̈́  `  ́  ̔  ̓  ̈́    ἀ ἁ ἂ ἃ ἄ ἅ ἆ ἇ ἐ ἑ ἒ ἓ ἔ ἕ ἠ ἡ ἢ ἣ ἤ ἥ ἦ ἧ ἰ ἱ ἲ ἳ ἴ ἵ ἶ ἷ ὀ ὁ ὂ ὃ ὄ ὅ ὐ ὑ ὒ ὓ ὔ ὕ ὖ ὗ 
ὠ ὡ ὢ ὣ ὤ ὥ ὦ ὧ ὰ ά ὲ έ ὴ ή ὶ ί ὸ ό ὺ ύ ὼ ώ ᾰ ᾱ ᾶ ῆ ῐ ῑ ῒ ΐ ῖ ῗ ῠ ῡ ῢ ΰ ῤ ῥ ῦ ῧ ῶ ᾀ ᾁ ᾂ ᾃ ᾄ ᾅ ᾆ ᾇ ᾐ ᾑ ᾒ ᾓ ᾔ ᾕ ᾖ ᾗ ᾠ ᾡ ᾢ ᾣ ᾤ ᾥ ᾦ ᾧ  

ᾲ ᾴ ᾷ ῂ ῄ ῇ ῲ ῴ ῷ � � � � � � � � � � � � � � � � � � � � � � � � � � � � � � � � �
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 Немного погодя Кузьмичов, o.                           

 комнате за старым 

кроме него, широкого

Да и стулья не

This small lake was of most value as a

and water being perfectly still, 

wood thrush sang around,

than at such a time;

Ἡ πε ρὶ φύ σεως ἐ πισ τήμη

πά θη καὶ τὰς κινή σεις, ἔτι δὲ πε ρὶ τὰς

τὰ μέν ἐσ τι σώ μα τα καὶ μεγέ θη,

ἐστὶ τὸ δι αιρε τὸν εἰς ἀεὶ δι αιρε τά, σῶ μα



 Христофор и Егорушка сидели уже в большой, мрачной и пустой
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This small lake was of most value as a neighbor in the intervals 
of a gentle rain-storm in August, when, both air and water being 
perfectly still, but the sky overcast, mid-afternoon had all the serenity 
of evening, and the wood thrush sang around, and was heard from 
shore to shore. A lake like this is never smoother than at such a time; 
and the clear portion of the air above it being shallow and darkened 
by clouds, the water, full of light and reflections, becomes a lower 
heaven itself so much the more important. From a hill-top near by, 
where the wood had been recently cut off, there was a pleasing vista 
southward across the pond, through a wide indentation in the hills 
which form the shore there, where their opposite sides sloping to- 
ward each other suggested a stream flowing out in that direction through 
a wooded valley, but stream there was none. That way I looked between 
and over the near green hills to some distant and higher ones in the 
horizon, tinged with blue. Indeed, by standing on tiptoe I could 
catch a glimpse of some of the peaks of the still bluer and more 
distant mountain ranges in the northwest, those true-blue coins from 

cyrillic
НЕМНОГО ПОГОДЯ Кузьмичов, о. Христофор и Егорушка сидели 
уже в большой, мрачной и пустой комнате за старым дубовым 
столом. Этот стол был почти одинок, так как в большой комнате, 
кроме него, широкого дивана с дырявой клеенкой да трех стульев, 
не было никакой другой мебели. Да и стулья не всякий решился 
бы назвать стульями. Это было какое-то жалкое подобие мебели с 
отжившей свой век клеенкой и с неестественно сильно загнуты-
ми назад спинками, придававшими стульям большое сходство с 
детскими санями. Трудно было понять, какое удобство имел в виду 
неведомый столяр, загибая так немилосердно спинки, и хотелось 
думать, что тут виноват не столяр, а какой-нибудь проезжий силач, 
который, желая похвастать своей силой, согнул стульям спины, 
потом взялся поправлять и еще больше согнул. Комната казалась 
мрачной. Стены были серы, потолок и карнизы закопчены, на 
полу тянулись щели и зияли дыры непонятного происхожде-
ния (думалось, что их пробил каблуком всё тот же силач), и 
казалось, если бы в комнате повесили десяток ламп, то она не 

greek 
Ἡ πε ρὶ φύ σεως ἐ πισ τήμη σχε δὸν ἡ πλείσ τη φαίνε  ται περί τε σώ μα τα 
καὶ μεγέ θη καὶ τὰ τού των οὖ σα πά θη καὶ τὰς κινή σεις, ἔτι δὲ πε ρὶ τὰς 
ἀρ χάς, ὅ σαι τῆς τοι αύ της οὐ σίας εἰ σίν· τῶν γὰρ φύ σει συν εσ τώτων τὰ 
μέν ἐσ τι σώ μα τα καὶ μεγέ θη, τὰ δ’ ἔχει σῶ μα καὶ μέγε θος, τὰ δ’ ἀρ χαὶ 
τῶν ἐχόν των εἰ σίν. Συνεχὲς μὲν οὖν ἐστὶ τὸ δι αιρε τὸν εἰς ἀεὶ δι αιρε τά, 
σῶ μα δὲ τὸ πάν τῃ δι αιρε τόν. Μεγέ θους δὲ τὸ μὲν ἐφ’ ἓν γραμμή, τὸ δ’ 
ἐπὶ δύο ἐπίπε δον, τὸ δ’ ἐπὶ τρία σῶ μα· καὶ πα ρὰ ταῦ τα οὐκ ἔσ τιν ἄλ ο 
μέγε θος διὰ τὸ τὰ τρία πάν τα εἶ ναι καὶ τὸ τρὶς πάν τῃ. Καθά περ γάρ φα σι 
καὶ οἱ Πυ θαγόρει οι, τὸ πᾶν καὶ τὰ πάν τα τοῖς τρι σὶν ὥρισ ται· τελευ τὴ 
γὰρ καὶ μέ σον καὶ ἀρ χὴ τὸν ἀριθμὸν ἔχει τὸν τοῦ παν τός, ταῦ τα δὲ τὸν 
τῆς τριά δος. Διὸ πα ρὰ τῆς φύ σεως εἰ λη φό τες ὥσ περ νό μους ἐ κεί νης, καὶ 
πρὸς τὰς ἁ γισ τείας χρώ μεθα τῶν θε ῶν τῷ ἀ ριθ μῷ τού τῳ. Ἀ πο δί δο μεν δὲ 
καὶ τὰς προσ η γο ρί ας τὸν τρό πον τοῦ τον· τὰ γὰρ δύ ο ἄμ φω μὲν λέ γο μεν καὶ 
τοὺς δύ ο ἀμ φο τέ ρους, πάν τας δ’ οὐ λέ γο μεν, ἀλ ὰ κα τὰ τῶν τρι ῶν ταύ την 
τὴν προσ η γο ρί αν φα μὲν πρῶ τον. Ταῦ τα δ’, ὥσ περ εἴ ρη ται, δι ὰ τὸ τὴν 
φύ σιν αὐ τὴν οὕ τως ἐ πά γειν ἀ κο λου θοῦ μεν· ὥστ’ ἐ πεὶ τὰ πάν τα καὶ τὸ 
πᾶν καὶ τὸ τέ λει ον οὐ κα τὰ τὴν ἰ δέ αν δι α φέ ρου σιν ἀλ ή λων, ἀλ’ εἴ περ 
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This small lake was of most value as a neighbor in the intervals 
of a gentle rain-storm in August, when, both air and water being 
perfectly still, but the sky overcast, mid-afternoon had all the serenity 
of evening, and the wood thrush sang around, and was heard from 
shore to shore. A lake like this is never smoother than at such a time; 
and the clear portion of the air above it being shallow and darkened 
by clouds, the water, full of light and reflections, becomes a lower 
heaven itself so much the more important. From a hill-top near by, 
where the wood had been recently cut off, there was a pleasing vista 
southward across the pond, through a wide indentation in the hills 
which form the shore there, where their opposite sides sloping to-
ward each other suggested a stream flowing out in that direction through 
a wooded valley, but stream there was none. That way I looked between 
and over the near green hills to some distant and higher ones in the 
horizon, tinged with blue. Indeed, by standing on tiptoe I could 
catch a glimpse of some of the peaks of the still bluer and more 
distant mountain ranges in the northwest, those true-blue coins from 

НЕМНОГО ПОГОДЯ Кузьмичов, о. Христофор и Егорушка сидели 
уже в большой, мрачной и пустой комнате за старым дубовым 
столом. Этот стол был почти одинок, так как в большой комнате, 
кроме него, широкого дивана с дырявой клеенкой да трех стульев, 
не было никакой другой мебели. Да и стулья не всякий решился 
бы назвать стульями. Это было какое-то жалкое подобие мебели с 
отжившей свой век клеенкой и с неестественно сильно загнуты-
ми назад спинками, придававшими стульям большое сходство с 
детскими санями. Трудно было понять, какое удобство имел в виду 
неведомый столяр, загибая так немилосердно спинки, и хотелось 
думать, что тут виноват не столяр, а какой-нибудь проезжий силач, 
который, желая похвастать своей силой, согнул стульям спины, 
потом взялся поправлять и еще больше согнул. Комната казалась 
мрачной. Стены были серы, потолок и карнизы закопчены, на 
полу тянулись щели и зияли дыры непонятного происхожде-
ния (думалось, что их пробил каблуком всё тот же силач), и 
казалось, если бы в комнате повесили десяток ламп, то она не 
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This small lake was of most value as a neighbor in the inter-
vals of a gentle rain-storm in August, when, both air and water 
being perfectly still, but the sky overcast, mid-afternoon had all 
the serenity of evening, and the wood thrush sang around, and 
was heard from shore to shore. A lake like this is never smoother 
than at such a time; and the clear portion of the air above it 
being shallow and darkened by clouds, the water, full of light 
and reflections, becomes a lower heaven itself so much the more 
important. From a hill-top near by, where the wood had been 
recently cut off, there was a pleasing vista southward across the 
pond, through a wide indentation in the hills which form the shore 
there, where their opposite sides sloping toward each other suggested 
a stream flowing out in that direction through a wooded valley, 
but stream there was none. That way I looked between and 
over the near green hills to some distant and higher ones in the 

cyrillic

НЕМНОГО ПОГОДЯ Кузьмичов, о. Христофор и Егорушка 
сидели уже в большой, мрачной и пустой комнате за старым 
дубовым столом. Этот стол был почти одинок, так как в 
большой комнате, кроме него, широкого дивана с дырявой 
клеенкой да трех стульев, не было никакой другой мебели. 
Да и стулья не всякий решился бы назвать стульями. Это 
было какое-то жалкое подобие мебели с отжившей свой век 
клеенкой и с неестественно сильно загнутыми назад спинками, 
придававшими стульям большое сходство с детскими санями. 
Трудно было понять, какое удобство имел в виду неведомый 
столяр, загибая так немилосердно спинки, и хотелось думать, 
что тут виноват не столяр, а какой-нибудь проезжий силач, 
который, желая похвастать своей силой, согнул стульям 
спины, потом взялся поправлять и еще больше согнул. 
Комната казалась мрачной. Стены были серы, потолок и 

greek

Ἡ πε ρὶ φύ σεως ἐ πισ τήμη σχε δὸν ἡ πλείσ τη φαίνε  ται περί τε 
σώ μα τα καὶ μεγέ θη καὶ τὰ τού των οὖ σα πά θη καὶ τὰς κινή σεις, ἔτι 
δὲ πε ρὶ τὰς ἀρ χάς, ὅ σαι τῆς τοι αύ της οὐ σίας εἰ σίν· τῶν γὰρ φύ σει 
συν εσ τώτων τὰ μέν ἐσ τι σώ μα τα καὶ μεγέ θη, τὰ δ’ ἔχει σῶ μα καὶ 
μέγε θος, τὰ δ’ ἀρ χαὶ τῶν ἐχόν των εἰ σίν. Συνεχὲς μὲν οὖν ἐστὶ τὸ 
δι αιρε τὸν εἰς ἀεὶ δι αιρε τά, σῶ μα δὲ τὸ πάν τῃ δι αιρε τόν. Μεγέ θους 
δὲ τὸ μὲν ἐφ’ ἓν γραμμή, τὸ δ’ ἐπὶ δύο ἐπίπε δον, τὸ δ’ ἐπὶ τρία σῶ μα· 
καὶ πα ρὰ ταῦ τα οὐκ ἔσ τιν ἄλ ο μέγε θος διὰ τὸ τὰ τρία πάν τα εἶ ναι 
καὶ τὸ τρὶς πάν τῃ. Καθά περ γάρ φα σι καὶ οἱ Πυ θαγόρει οι, τὸ πᾶν 
καὶ τὰ πάν τα τοῖς τρι σὶν ὥρισ ται· τελευ τὴ γὰρ καὶ μέ σον καὶ ἀρ χὴ τὸν 
ἀριθμὸν ἔχει τὸν τοῦ παν τός, ταῦ τα δὲ τὸν τῆς τριά δος. Διὸ πα ρὰ τῆς 
φύ σεως εἰ λη φό τες ὥσ περ νό μους ἐ κεί νης, καὶ πρὸς τὰς ἁ γισ τείας χρώ-
μεθα τῶν θε ῶν τῷ ἀ ριθ μῷ τού τῳ. Ἀ πο δί δο μεν δὲ καὶ τὰς προσ-
η γο ρί ας τὸν τρό πον τοῦ τον· τὰ γὰρ δύ ο ἄμ φω μὲν λέ γο μεν καὶ 
τοὺς δύ ο ἀμ φο τέ ρους, πάν τας δ’ οὐ λέ γο μεν, ἀλ ὰ κα τὰ τῶν τρι ῶν 
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This small lake was of most value as a neighbor in the inter-
vals of a gentle rain-storm in August, when, both air and water 
being perfectly still, but the sky overcast, mid-afternoon had all 
the serenity of evening, and the wood thrush sang around, and 
was heard from shore to shore. A lake like this is never smoother 
than at such a time; and the clear portion of the air above it 
being shallow and darkened by clouds, the water, full of light 
and reflections, becomes a lower heaven itself so much the more 
important. From a hill-top near by, where the wood had been 
recently cut off, there was a pleasing vista southward across the 
pond, through a wide indentation in the hills which form the shore 
there, where their opposite sides sloping toward each other suggested 
a stream flowing out in that direction through a wooded 
valley, but stream there was none. That way I looked between 
and over the near green hills to some distant and higher ones in 

НЕМНОГО ПОГОДЯ Кузьмичов, о. Христофор и Егорушка 
сидели уже в большой, мрачной и пустой комнате за старым 
дубовым столом. Этот стол был почти одинок, так как в 
большой комнате, кроме него, широкого дивана с дырявой 
клеенкой да трех стульев, не было никакой другой мебели. 
Да и стулья не всякий решился бы назвать стульями. Это 
было какое-то жалкое подобие мебели с отжившей свой век 
клеенкой и с неестественно сильно загнутыми назад спинками, 
придававшими стульям большое сходство с детскими санями. 
Трудно было понять, какое удобство имел в виду неведомый 
столяр, загибая так немилосердно спинки, и хотелось думать, 
что тут виноват не столяр, а какой-нибудь проезжий силач, 
который, желая похвастать своей силой, согнул стульям 
спины, потом взялся поправлять и еще больше согнул. 
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This small lake was of most value as a neighbor in the intervals of a gentle rain-
storm in August, when, both air and water being perfectly still, but the sky overcast, 
mid-afternoon had all the serenity of evening, and the wood thrush sang around, and 
was heard from shore to shore. A lake like this is never smoother than at such a time; 
and the clear portion of the air above it being shallow and darkened by clouds, the 
water, full of light and reflections, becomes a lower heaven itself so much the more im-
portant. From a hill-top near by, where the wood had been recently cut off, there was 
a pleasing vista southward across the pond, through a wide indentation in the hills 
which form the shore there, where their opposite sides sloping toward each other suggested 
a stream flowing out in that direction through a wooded valley, but stream there was none. 
That way I looked between and over the near green hills to some distant and higher 
ones in the horizon, tinged with blue. Indeed, by standing on tiptoe I could catch a 
glimpse of some of the peaks of the still bluer and more distant mountain ranges in the 

Cyrillic

НЕМНОГО ПОГОДЯ Кузьмичов, о. Христофор и Егорушка сидели уже в большой, 
мрачной и пустой комнате за старым дубовым столом. Этот стол был почти одинок, 
так как в большой комнате, кроме него, широкого дивана с дырявой клеенкой да 
трех стульев, не было никакой другой мебели. Да и стулья не всякий решился бы 
назвать стульями. Это было какое-то жалкое подобие мебели с отжившей свой 
век клеенкой и с неестественно сильно загнутыми назад спинками, придававшими 
стульям большое сходство с детскими санями. Трудно было понять, какое удоб-
ство имел в виду неведомый столяр, загибая так немилосердно спинки, и хотелось 
думать, что тут виноват не столяр, а какой-нибудь проезжий силач, который, 
желая похвастать своей силой, согнул стульям спины, потом взялся поправлять и 
еще больше согнул. Комната казалась мрачной. Стены были серы, потолок и 
карнизы закопчены, на полу тянулись щели и зияли дыры непонятного проис-
хождения (думалось, что их пробил каблуком всё тот же силач), и казалось, если 

Greek

Ἡ πε ρὶ φύ σεως ἐ πισ τήμη σχε δὸν ἡ πλείσ τη φαίνε  ται περί τε σώ μα τα καὶ μεγέ θη καὶ τὰ 
τού των οὖ σα πά θη καὶ τὰς κινή σεις, ἔτι δὲ πε ρὶ τὰς ἀρ χάς, ὅ σαι τῆς τοι αύ της οὐ σίας εἰ σίν· 
τῶν γὰρ φύ σει συν εσ τώτων τὰ μέν ἐσ τι σώ μα τα καὶ μεγέ θη, τὰ δ’ ἔχει σῶ μα καὶ μέγε θος, 
τὰ δ’ ἀρ χαὶ τῶν ἐχόν των εἰ σίν. Συνεχὲς μὲν οὖν ἐστὶ τὸ δι αιρε τὸν εἰς ἀεὶ δι αιρε τά, σῶ μα δὲ 
τὸ πάν τῃ δι αιρε τόν. Μεγέ θους δὲ τὸ μὲν ἐφ’ ἓν γραμμή, τὸ δ’ ἐπὶ δύο ἐπίπε δον, τὸ δ’ ἐπὶ 
τρία σῶ μα· καὶ πα ρὰ ταῦ τα οὐκ ἔσ τιν ἄλλ ο μέγε θος διὰ τὸ τὰ τρία πάν τα εἶ ναι καὶ τὸ τρὶς 
πάν τῃ. Καθά περ γάρ φα σι καὶ οἱ Πυ θαγόρει οι, τὸ πᾶν καὶ τὰ πάν τα τοῖς τρι σὶν ὥρισ ται· 
τελευ τὴ γὰρ καὶ μέ σον καὶ ἀρ χὴ τὸν ἀριθμὸν ἔχει τὸν τοῦ παν τός, ταῦ τα δὲ τὸν τῆς τριά δος. 
Διὸ πα ρὰ τῆς φύ σεως εἰ λη φό τες ὥσ περ νό μους ἐ κεί νης, καὶ πρὸς τὰς ἁ γισ τείας χρώ μεθα τῶν 
θε ῶν τῷ ἀ ριθ μῷ τού τῳ. Ἀ πο δί δο μεν δὲ καὶ τὰς προσ η γο ρί ας τὸν τρό πον τοῦ τον· τὰ γὰρ δύ ο 
ἄμ φω μὲν λέ γο μεν καὶ τοὺς δύ ο ἀμ φο τέ ρους, πάν τας δ’ οὐ λέ γο μεν, ἀλ ὰ κα τὰ τῶν τρι ῶν 
ταύ την τὴν προσ η γο ρί αν φα μὲν πρῶ τον. Ταῦ τα δ’, ὥσ περ εἴ ρη ται, δι ὰ τὸ τὴν φύ σιν αὐ τὴν 
οὕ τως ἐ πά γειν ἀ κο λου θοῦ μεν· ὥστ’ ἐ πεὶ τὰ πάν τα καὶ τὸ πᾶν καὶ τὸ τέ λει ον οὐ κα τὰ τὴν 

Да и вся местность не походила на вчерашнюю.
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This small lake was of most value as a neighbor in the intervals of a gentle rain-
storm in August, when, both air and water being perfectly still, but the sky overcast, 
mid-afternoon had all the serenity of evening, and the wood thrush sang around, and 
was heard from shore to shore. A lake like this is never smoother than at such a time; 
and the clear portion of the air above it being shallow and darkened by clouds, the 
water, full of light and reflections, becomes a lower heaven itself so much the more 
important. From a hill-top near by, where the wood had been recently cut off, there 
was a pleasing vista southward across the pond, through a wide indentation in the 
hills which form the shore there, where their opposite sides sloping toward each other sug-
gested a stream flowing out in that direction through a wooded valley, but stream there was 
none. That way I looked between and over the near green hills to some distant 
and higher ones in the horizon, tinged with blue. Indeed, by standing on tiptoe I 
could catch a glimpse of some of the peaks of the still bluer and more distant moun-

Cyrillic

НЕМНОГО ПОГОДЯ Кузьмичов, о. Христофор и Егорушка сидели уже в большой, 
мрачной и пустой комнате за старым дубовым столом. Этот стол был почти одинок, 
так как в большой комнате, кроме него, широкого дивана с дырявой клеенкой 
да трех стульев, не было никакой другой мебели. Да и стулья не всякий решился 
бы назвать стульями. Это было какое-то жалкое подобие мебели с отжившей свой 
век клеенкой и с неестественно сильно загнутыми назад спинками, придававшими 
стульям большое сходство с детскими санями. Трудно было понять, какое удобство 
имел в виду неведомый столяр, загибая так немилосердно спинки, и хотелось ду-
мать, что тут виноват не столяр, а какой-нибудь проезжий силач, который, желая 
похвастать своей силой, согнул стульям спины, потом взялся поправлять и еще боль-
ше согнул. Комната казалась мрачной. Стены были серы, потолок и карнизы 
закопчены, на полу тянулись щели и зияли дыры непонятного происхождения 
(думалось, что их пробил каблуком всё тот же силач), и казалось, если бы в 

Greek

Ἡ πε ρὶ φύ σεως ἐ πισ τήμη σχε δὸν ἡ πλείσ τη φαίνε  ται περί τε σώ μα τα καὶ μεγέ θη καὶ τὰ 
τού των οὖ σα πά θη καὶ τὰς κινή σεις, ἔτι δὲ πε ρὶ τὰς ἀρ χάς, ὅ σαι τῆς τοι αύ της οὐ σίας εἰ σίν· 
τῶν γὰρ φύ σει συν εσ τώτων τὰ μέν ἐσ τι σώ μα τα καὶ μεγέ θη, τὰ δ’ ἔχει σῶ μα καὶ μέγε θος, 
τὰ δ’ ἀρ χαὶ τῶν ἐχόν των εἰ σίν. Συνεχὲς μὲν οὖν ἐστὶ τὸ δι αιρε τὸν εἰς ἀεὶ δι αιρε τά, σῶ μα δὲ 
τὸ πάν τῃ δι αιρε τόν. Μεγέ θους δὲ τὸ μὲν ἐφ’ ἓν γραμμή, τὸ δ’ ἐπὶ δύο ἐπίπε δον, τὸ δ’ ἐπὶ 
τρία σῶ μα· καὶ πα ρὰ ταῦ τα οὐκ ἔσ τιν ἄλλ ο μέγε θος διὰ τὸ τὰ τρία πάν τα εἶ ναι καὶ τὸ τρὶς 
πάν τῃ. Καθά περ γάρ φα σι καὶ οἱ Πυ θαγόρει οι, τὸ πᾶν καὶ τὰ πάν τα τοῖς τρι σὶν ὥρισ ται· 
τελευ τὴ γὰρ καὶ μέ σον καὶ ἀρ χὴ τὸν ἀριθμὸν ἔχει τὸν τοῦ παν τός, ταῦ τα δὲ τὸν τῆς τριά δος. 
Διὸ πα ρὰ τῆς φύ σεως εἰ λη φό τες ὥσ περ νό μους ἐ κεί νης, καὶ πρὸς τὰς ἁ γισ τείας χρώ μεθα τῶν 
θε ῶν τῷ ἀ ριθ μῷ τού τῳ. Ἀ πο δί δο μεν δὲ καὶ τὰς προσ η γο ρί ας τὸν τρό πον τοῦ τον· τὰ γὰρ δύ ο 
ἄμ φω μὲν λέ γο μεν καὶ τοὺς δύ ο ἀμ φο τέ ρους, πάν τας δ’ οὐ λέ γο μεν, ἀλ ὰ κα τὰ τῶν 
τρι ῶν ταύ την τὴν προσ η γο ρί αν φα μὲν πρῶ τον. Ταῦ τα δ’, ὥσ περ εἴ ρη ται, δι ὰ τὸ τὴν 
φύ σιν αὐ τὴν οὕ τως ἐ πά γειν ἀ κο λου θοῦ μεν· ὥστ’ ἐ πεὶ τὰ πάν τα καὶ τὸ πᾶν καὶ τὸ τέ λει ον 

Холмов уже не было, а всюду, куда ни взглянешь
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This small lake was of most value as a neighbor in the intervals of a gentle rain-
storm in August, when, both air and water being perfectly still, but the sky overcast, 
mid-afternoon had all the serenity of evening, and the wood thrush sang around, and 
was heard from shore to shore. A lake like this is never smoother than at such a time; 
and the clear portion of the air above it being shallow and darkened by clouds, the 
water, full of light and reflections, becomes a lower heaven itself so much the more 
important. From a hill-top near by, where the wood had been recently cut off, there was a 
pleasing vista southward across the pond, through a wide indentation in the hills which 
form the shore there, where their opposite sides sloping toward each other sug-
gested a stream flowing out in that direction through a wooded valley, but stream 
there was none. That way I looked between and over the near green hills to some 

cyrillic

НЕМНОГО ПОГОДЯ Кузьмичов, о. Христофор и Егорушка сидели уже в большой, 
мрачной и пустой комнате за старым дубовым столом. Этот стол был почти 
одинок, так как в большой комнате, кроме него, широкого дивана с дырявой 
клеенкой да трех стульев, не было никакой другой мебели. Да и стулья не всякий 
решился бы назвать стульями. Это было какое-то жалкое подобие мебели с от-
жившей свой век клеенкой и с неестественно сильно загнутыми назад спинками, 
придававшими стульям большое сходство с детскими санями. Трудно было понять, 
какое удобство имел в виду неведомый столяр, загибая так немилосердно спинки, и 
хотелось думать, что тут виноват не столяр, а какой-нибудь проезжий силач, 
который, желая похвастать своей силой, согнул стульям спины, потом взялся 
поправлять и еще больше согнул. Комната казалась мрачной. Стены были серы, 

greek

Ἡ πε ρὶ φύ σεως ἐ πισ τήμη σχε δὸν ἡ πλείσ τη φαίνε  ται περί τε σώ �α τα καὶ �εγέ θη καὶ 
τὰ τού των οὖ σα πά θη καὶ τὰς κινή σεις, ἔτι δὲ πε ρὶ τὰς ἀρ χάς, ὅ σαι τῆς τοι αύ της οὐ σίας 
εἰ σίν· τῶν γὰρ φύ σει συν εσ τώτων τὰ �έν ἐσ τι σώ �α τα καὶ �εγέ θη, τὰ δ’ ἔχει σῶ μα καὶ 
μέγε θος, τὰ δ’ ἀρ χαὶ τῶν ἐχόν των εἰ σίν. Συνεχὲς �ὲν οὖν ἐστὶ τὸ δι αιρε τὸν εἰς ἀεὶ δι αιρε-
τά, σῶ �α δὲ τὸ πάν τῃ δι αιρε τόν. Μεγέ θους δὲ τὸ �ὲν ἐφ’ ἓν γρα��ή, τὸ δ’ ἐπὶ δύο ἐπίπε-
δον, τὸ δ’ ἐπὶ τρία σῶ �α· καὶ πα ρὰ ταῦ τα οὐκ ἔσ τιν ἄλλ ο �έγε θος διὰ τὸ τὰ τρία πάν τα 
εἶ ναι καὶ τὸ τρὶς πάν τῃ. Καθά περ γάρ φα σι καὶ οἱ Πυ θαγόρει οι, τὸ πᾶν καὶ τὰ πάν τα τοῖς 
τρι σὶν ὥρισ ται· τελευ τὴ γὰρ καὶ �έ σον καὶ ἀρ χὴ τὸν ἀριθ�ὸν ἔχει τὸν τοῦ παν τός , ταῦ τα δὲ 
τὸν τῆς τριά δος. Διὸ πα ρὰ τῆς φύ σεως εἰ λη φό τες ὥσ περ νό μους ἐ κεί νης, καὶ πρὸς τὰς 
ἁ γισ τείας χρώ μεθα τῶν θε ῶν τῷ ἀ ριθ μῷ τaού τῳ. Ἀ πο δί δο μεν δὲ καὶ τὰς προσ η γο ρί ας 
τὸν τρό πον τοῦ τον· τὰ γὰρ δύ ο ἄμ φω μὲν λέ γο μεν καὶ τοὺς δύ ο ἀμ φο τέ ρους, πάν τας δ’ 

Συνεχὲς μὲν οὖν ἐστὶ τὸ δι αιρε τὸν εἰς ἀεὶ δι αιρε τά,
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This small lake was of most value as a neighbor in the intervals of a gentle rain-
storm in August, when, both air and water being perfectly still, but the sky overcast, 
mid-afternoon had all the serenity of evening, and the wood thrush sang around, and 
was heard from shore to shore. A lake like this is never smoother than at such a time; 
and the clear portion of the air above it being shallow and darkened by clouds, the 
water, full of light and reflections, becomes a lower heaven itself so much the more 
important. From a hill-top near by, where the wood had been recently cut off, there was a 
pleasing vista southward across the pond, through a wide indentation in the hills which 
form the shore there, where their opposite sides sloping toward each other 
suggested a stream flowing out in that direction through a wooded valley, but 
stream there was none. That way I looked between and over the near green hills to 

cyrillic

НЕМНОГО ПОГОДЯ Кузьмичов, о. Христофор и Егорушка сидели уже в большой, 
мрачной и пустой комнате за старым дубовым столом. Этот стол был почти 
одинок, так как в большой комнате, кроме него, широкого дивана с дырявой 
клеенкой да трех стульев, не было никакой другой мебели. Да и стулья не вся-
кий решился бы назвать стульями. Это было какое-то жалкое подобие мебели с 
отжившей свой век клеенкой и с неестественно сильно загнутыми назад спин-
ками, придававшими стульям большое сходство с детскими санями. Трудно было 
понять, какое удобство имел в виду неведомый столяр, загибая так немилосердно 
спинки, и хотелось думать, что тут виноват не столяр, а какой-нибудь про-
езжий силач, который, желая похвастать своей силой, согнул стульям спины, 
потом взялся поправлять и еще больше согнул. Комната казалась мрачной. 

greek

Ἡ πε ρὶ φύ σεως ἐ πισ τήμη σχε δὸν ἡ πλείσ τη φαίνε  ται περί τε σώ �α τα καὶ �εγέ θη 
καὶ τὰ τού των οὖ σα πά θη καὶ τὰς κινή σεις, ἔτι δὲ πε ρὶ τὰς ἀρ χάς, ὅ σαι τῆς τοι αύ της οὐ-
σίας εἰ σίν· τῶν γὰρ φύ σει συν εσ τώτων τὰ �έν ἐσ τι σώ �α τα καὶ �εγέ θη, τὰ δ’ ἔχει σῶ μα 
καὶ μέγε θος, τὰ δ’ ἀρ χαὶ τῶν ἐχόν των εἰ σίν. Συνεχὲς �ὲν οὖν ἐστὶ τὸ δι αιρε τὸν εἰς ἀεὶ 
δι αιρε τά, σῶ �α δὲ τὸ πάν τῃ δι αιρε τόν. Μεγέ θους δὲ τὸ �ὲν ἐφ’ ἓν γρα��ή, τὸ δ’ ἐπὶ δύο 
ἐπίπε δον, τὸ δ’ ἐπὶ τρία σῶ �α· καὶ πα ρὰ ταῦ τα οὐκ ἔσ τιν ἄλλ ο �έγε θος διὰ τὸ τὰ τρία 
πάν τα εἶ ναι καὶ τὸ τρὶς πάν τῃ. Καθά περ γάρ φα σι καὶ οἱ Πυ θαγόρει οι, τὸ πᾶν καὶ τὰ πάν τα 
τοῖς τρι σὶν ὥρισ ται· τελευ τὴ γὰρ καὶ �έ σον καὶ ἀρ χὴ τὸν ἀριθ�ὸν ἔχει τὸν τοῦ παν τός , ταῦ τα 
δὲ τὸν τῆς τριά δος. Διὸ πα ρὰ τῆς φύ σεως εἰ λη φό τες ὥσ περ νό μους ἐ κεί νης, καὶ πρὸς 
τὰς ἁ γισ τείας χρώ μεθα τῶν θε ῶν τῷ ἀ ριθ μῷ τού τῳ. Ἀ πο δί δο μεν δὲ καὶ τὰς προσ η-
γο ρί ας τὸν τρό πον τοῦ τον· τὰ γὰρ δύ ο ἄμ φω μὲν λέ γο μεν καὶ τοὺς δύ ο ἀμ φο τέ ρους, 

σῶ μα δὲ τὸ πάν τῃ δι αιρε τόν. Μεγέ θους δὲ τὸ μὲν 
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This small lake was of most value as a neighbor in the intervals of a gentle 
rain-storm in August, when, both air and water being perfectly still, but the 
sky overcast, mid-afternoon had all the serenity of evening, and the wood 
thrush sang around, and was heard from shore to shore. A lake like this is never 
smoother than at such a time; and the clear portion of the air above it being 
shallow and darkened by clouds, the water, full of light and reflections, becomes 
a lower heaven itself so much the more important. From a hill-top near by, where the 
wood had been recently cut off, there was a pleasing vista southward across the pond, 
through a wide indentation in the hills which form the shore there, where 
their opposite sides sloping toward each other suggested a stream flowing out 

cyrillic

НЕМНОГО ПОГОДЯ Кузьмичов, о. Христофор и Егорушка сидели уже в 
большой, мрачной и пустой комнате за старым дубовым столом. Этот стол 
был почти одинок, так как в большой комнате, кроме него, широкого 
дивана с дырявой клеенкой да трех стульев, не было никакой другой мебе-
ли. Да и стулья не всякий решился бы назвать стульями. Это было какое-то 
жалкое подобие мебели с отжившей свой век клеенкой и с неестественно 
сильно загнутыми назад спинками, придававшими стульям большое сходство с 
детскими санями. Трудно было понять, какое удобство имел в виду неведомый 
столяр, загибая так немилосердно спинки, и хотелось думать, что тут 
виноват не столяр, а какой-нибудь проезжий силач, который, желая

greek

Ἡ πε ρὶ φύ σεως ἐ πισ τήμη σχε δὸν ἡ πλείσ τη φαίνε  ται περί τε σώ μα τα καὶ μεγέ-
θη καὶ τὰ τού των οὖ σα πά θη καὶ τὰς κινή σεις, ἔτι δὲ πε ρὶ τὰς ἀρ χάς, ὅ σαι τῆς τοι-
αύ της οὐ σίας εἰ σίν· τῶν γὰρ φύ σει συν εσ τώτων τὰ μέν ἐσ τι σώ μα τα καὶ μεγέ θη, τὰ 
δ’ ἔχει σῶ μα καὶ μέγε θος, τὰ δ’ ἀρ χαὶ τῶν ἐχόν των εἰ σίν. Συνεχὲς μὲν οὖν ἐστὶ τὸ 
δι αιρε τὸν εἰς ἀεὶ δι αιρε τά, σῶ μα δὲ τὸ πάν τῃ δι αιρε τόν. Μεγέ θους δὲ τὸ μὲν ἐφ’ ἓν 
γραμμή, τὸ δ’ ἐπὶ δύο ἐπίπε δον, τὸ δ’ ἐπὶ τρία σῶ μα· καὶ πα ρὰ ταῦ τα οὐκ ἔσ τιν ἄλ ο 
μέγε θος διὰ τὸ τὰ τρία πάν τα εἶ ναι καὶ τὸ τρὶς πάν τῃ. Καθά περ γάρ φα σι καὶ οἱ Πυ-
θαγόρει οι, τὸ πᾶν καὶ τὰ πάν τα τοῖς τρι σὶν ὥρισ ται· τελευ τὴ γὰρ καὶ μέ σον καὶ ἀρ χὴ τὸν 
ἀριθμὸν ἔχει τὸν τοῦ παν τός, ταῦ τα δὲ τὸν τῆς τριά δος. Διὸ πα ρὰ τῆς φύ σεως 
εἰ λη φό τες ὥσ περ νό μους ἐ κεί νης, καὶ πρὸς τὰς ἁ γισ τείας χρώ μεθα τῶν θε ῶν τῷ 
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This small lake was of most value as a neighbor in the intervals of a gentle 
rain-storm in August, when, both air and water being perfectly still, but the 
sky overcast, mid-afternoon had all the serenity of evening, and the wood 
thrush sang around, and was heard from shore to shore. A lake like this is never 
smoother than at such a time; and the clear portion of the air above it being 
shallow and darkened by clouds, the water, full of light and reflections, becomes 
a lower heaven itself so much the more important. From a hill-top near by, where the 
wood had been recently cut off, there was a pleasing vista southward across the pond, 
through a wide indentation in the hills which form the shore there, where 
their opposite sides sloping toward each other suggested a stream flowing out 

cyrillic

НЕМНОГО ПОГОДЯ Кузьмичов, о. Христофор и Егорушка сидели уже в 
большой, мрачной и пустой комнате за старым дубовым столом. Этот стол 
был почти одинок, так как в большой комнате, кроме него, широкого 
дивана с дырявой клеенкой да трех стульев, не было никакой другой мебе-
ли. Да и стулья не всякий решился бы назвать стульями. Это было какое-то 
жалкое подобие мебели с отжившей свой век клеенкой и с неестественно 
сильно загнутыми назад спинками, придававшими стульям большое сходство с 
детскими санями. Трудно было понять, какое удобство имел в виду неведомый 
столяр, загибая так немилосердно спинки, и хотелось думать, что тут 
виноват не столяр, а какой-нибудь проезжий силач, который, желая

greek

Ἡ πε ρὶ φύ σεως ἐ πισ τήμη σχε δὸν ἡ πλείσ τη φαίνε  ται περί τε σώ μα τα καὶ μεγέ-
θη καὶ τὰ τού των οὖ σα πά θη καὶ τὰς κινή σεις, ἔτι δὲ πε ρὶ τὰς ἀρ χάς, ὅ σαι τῆς τοι-
αύ της οὐ σίας εἰ σίν· τῶν γὰρ φύ σει συν εσ τώτων τὰ μέν ἐσ τι σώ μα τα καὶ μεγέ θη, τὰ 
δ’ ἔχει σῶ μα καὶ μέγε θος, τὰ δ’ ἀρ χαὶ τῶν ἐχόν των εἰ σίν. Συνεχὲς μὲν οὖν ἐστὶ τὸ 
δι αιρε τὸν εἰς ἀεὶ δι αιρε τά, σῶ μα δὲ τὸ πάν τῃ δι αιρε τόν. Μεγέ θους δὲ τὸ μὲν ἐφ’ ἓν 
γραμμή, τὸ δ’ ἐπὶ δύο ἐπίπε δον, τὸ δ’ ἐπὶ τρία σῶ μα· καὶ πα ρὰ ταῦ τα οὐκ ἔσ τιν ἄλ ο 
μέγε θος διὰ τὸ τὰ τρία πάν τα εἶ ναι καὶ τὸ τρὶς πάν τῃ. Καθά περ γάρ φα σι καὶ οἱ Πυ-
θαγόρει οι, τὸ πᾶν καὶ τὰ πάν τα τοῖς τρι σὶν ὥρισ ται· τελευ τὴ γὰρ καὶ μέ σον καὶ ἀρ χὴ τὸν 
ἀριθμὸν ἔχει τὸν τοῦ παν τός, ταῦ τα δὲ τὸν τῆς τριά δος. Διὸ πα ρὰ τῆς φύ σεως 
εἰ λη φό τες ὥσ περ νό μους ἐ κεί νης, καὶ πρὸς τὰς ἁ γισ τείας χρώ μεθα τῶν θε ῶν τῷ 
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Stream Flowing
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The Serenity of Evening
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A gentle rain-storm in August

THE WOOD THRUSH SANG AROUND

A lake like this is never smoother

Заливало горизонт золотом

Покрытая пылью
Непонятно и странно
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Φύσει συνεστώτων

τὰ τούτων οὖσα πάθη καὶ τὰς κινήσεις

Τὰ Τρία Πάντα

τινὰ πολλὰ τῶν σωμάτων

Σώματα καὶ μεγέθη

Широко шагающие люди
КОЛОКОЛЬНИ И

παρὰ τῆς φύσεως

Пялило свои лучи во все стороны
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Alissa  Bernhard  Caprice  Derrick  Erica  Franklin  Guinevere 
 Harold  Imogene  Jason  Kamelia  Lawrence  Miranda

Nicholas  Olivia  Phillip  Querida  Rashad  Sumiko Thomas Ursula 
 Vincent  Willow  Xiomar  Yvonne  Zachary

Андрей  Беатриса  Володар  Глафира  Дорофей  Екатерина
  Жанна  Зиновий  Игорь  Калерия  Любомир  Мирослава  Никифор  

Онуфрий  Пульхерия  Ростислава  Серафим  Тамара  Ульян  Фелицата  
Христофор Чеслав  Элеонора  Юрий  Ярослава

Alissa  Bernhard  Constance  Derrick  Erica  Franklin  Gayle  Harold  Imogene  Jason  Kamelia  Lawrence  Miranda  Nicholas  Olivia 

 Phillip  Querida  Rashad  Sumiko Thomas Ursula Vincent  Winifred  Xiomar  Yvonne  Zachary

Alissa Derrick Erica Franklin 
Nicholas  Sumiko Ursula

caption italic, italic, subhead italic, and display italic fonts with swash feature applied

•• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• ••

This small lake was of most value as a neighbor in the intervals of a gentle rain-storm in August, when, both air 

and water being perfectly still, but the sky overcast, mid-afternoon had all the serenity of evening, and the wood 

thrush sang around, and was heard from shore to shore. A lake like this is never smoother than at such a time; and 

the clear portion of the air above it being shallow and darkened by clouds, the water, full of light and reflections, 

becomes a lower heaven itself so much the more important. From a hill-top near by, where the wood had been 

Немного погодя Кузьмичов, о. Христофор и Егорушка сидели уже в большой, мрачной и пустой комнате 

за старым дубовым столом. Этот стол был почти одинок, так как в большой комнате, кроме него, ши-

рокого дивана с дырявой клеенкой да трех стульев, не было никакой другой мебели. Да и стулья не всякий 

решился бы назвать стульями. Это было какое-то жалкое подобие мебели с отжившей свой век клеенкой и 

с неестественно сильно загнутыми назад спинками, придававшими стульям большое сходство с детскими 
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Αλέξανδρος  Βερενίκη  Γιώργος  Δέσποινα  Εμμανουήλ  
Ζαχαρούλα  Ηφαιστίων  Θεόδωρος  Ίριδα  Καλλιόπη  Λάζαρος  

Μαρίνα  Νικόλαος  Ξένια  Ορέστης  Παρασκευή  Ριχάρδος 
 Σαπφώ  Τηλέμαχος  Υβόννη  Φοίβος  Χριστίνα  Ψαμμήτιχος  Ωρίων

Αλέξανδρος  Βερενίκη  Γιώργος  Δέσποινα  Εμμανουήλ  Ζαχαρούλα  Ηφαιστίων  Θεόδωρος  Ίριδα  Καλλιόπη  Λάζαρος  

Μαρίνα  Νικόλαος  Ξένια  Ορέστης  Παρασκευή  Ριχάρδος  Σαπφώ  Τηλέμαχος  Υβόννη  Φοίβος  Χριστίνα  Ψαμμήτιχος  Ωρίων

Андрей  Беатриса  Володар  Глафира Дорофей Екатерина  Жанна  Зиновий  Игорь  Калерия  Любомир  Мирослава  Никифор  

Онуфрий  Пульхерия  Ростислава  Серафим  Тамара  Ульян  Фелицата  Христофор  Чеслав  Элеонора  Юрий  Ярослава

Дорофей Жанна Любомир
Тамара Ульян Фелицата

Γιώργος Δέσποινα Θεόδωρος
Ξένια Παρασκευή  Φοίβος

•• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• •• ••

H πε ρὶ φύ σεως ἐ πισ τήμη σχε δὸν ἡ πλείσ τη φαίνε  ται περί τε σώ μα τα καὶ μεγέ θη καὶ τὰ τού των οὖ σα πά θη καὶ τὰς 

κινή σεις , ἔτι δὲ πε ρὶ τὰς ἀρ χάς , ὅ σαι τῆς τοι αύ της οὐ σίας εἰ σίν· τῶν γὰρ φύ σει συν εσ τώτων τὰ μέν ἐσ τι σώ μα τα καὶ 

μεγέ θη, τὰ δ’ ἔχει σῶ μα καὶ μέγε θος , τὰ δ’ ἀρ χαὶ τῶν ἐχόν των εἰ σίν. Συνεχὲς μὲν οὖν ἐστὶ τὸ δι αιρε τὸν εἰς ἀεὶ δι αιρε τά, 

σῶ μα δὲ τὸ πάν τῃ δι αιρε τόν. Μεγέ θους δὲ τὸ μὲν ἐφ’ ἓν γραμμή, τὸ δ’ ἐπὶ δύο ἐπίπε δον, τὸ δ’ ἐπὶ τρία σῶ μα· καὶ πα-

ρὰ ταῦ τα οὐκ ἔσ τιν ἄλλ ο μέγε θος διὰ τὸ τὰ τρία πάν τα εἶ ναι καὶ τὸ τρὶς πάν τῃ.  αθά περ γάρ φα σι καὶ οἱ Πυ θαγόρει οι, 

τὸ πᾶν καὶ τὰ πάν τα τοῖς τρι σὶν ὥρισ ται· τελευ τὴ γὰρ καὶ μέ σον καὶ ἀρ χὴ τὸν ἀριθμὸν ἔχει τὸν τοῦ παν τός , ταῦ τα δὲ 
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345 Park Ave San Jose, CA 95110 408.536.2362
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      Серафим
Стефан Маркус

Пражский камерный оркестр

        Серафим
Оригинальная композиция Стефана Маркуса

 Пражский камерный оркестр,              
под управлением Кассандры Аньелли

«Эм‐Эс‐Би классикc», подразделение «Сфир мьюзик груп». 
Изготовитель и распространитель «Эм‐Эс‐Би мьюзик», Нью‐Йорк.

1.  Часть I       для скрипки, ударных и струнных инструментов 

           2.  Часть Ii       для ударных и струнных инструментов 

                     3.  Часть Iii       для ударных и струнных инструментов 

4.  Часть Iv       для ударных , двух фортепиано и струнных инструментов 

           5.  Часть v       для скрипки, ударных и струнных инструментов 

                     6.  Часть vi       для ударных и струнных инструментов

8 : 21

10 : 27

12 : 45

7 : 38

16 : 9 8

12 : 62



CHAMPAGNE Non-Vintage Brut, Reims
A complex nose of apple, citrus, and caramel followed by  
crisp full flavors with earthy cherry and citrus notes. $12.00

SAUVIGNON BLANC Napa 1998
Medium body with refreshing minerality, crisp and balanced,  
combining tree-fruit flavors with melons and flowers. $7.00

CHARDONNAY Russian River, Sonoma 1999
A full-bodied and ripe wine with aromas of pear, apple, and caramel.  
Creamy flavor with hints of smoky, tropical fruit. $8.00

PINOT NOIR Russian River, Sonoma 1997
Complex, with contrasting earth and fruit notes with hints of leather,  
figs, plums and cranberries, all with a long, rich finish. $9.00

CABERNET SAUVIGNON Napa Valley 2001
Dense and full-bodied, with deep purple color and a sweet nose of cassis  
intermixed with licorice, graphite, and smoky oak. $10.00

CHIANTI CLASSICO Riserva, Tuscany 1996
Intense ruby red color, with hints of vanilla and wood in the aroma. 
Dry and well balanced, with notes of spices and wild berries. $8.00

Café Bellagio•

Wine by the Glass



•	 Napoletana	
10.00     Tomato, anchovies, capers, hot peppers, olives and oregano

•	 Margherita	
11.00     Tomato, fior di latte mozzarella, basil and parmigiano

•	 Salsiccia	
13.25     Housemade fennel sausage, tomato, bell peppers, onions and mozzarella

•	 New	Haven	Clam	
16.00     Cherrystones, tomato, oregano, pecorino and hot peppers

•	 Broccoli	Raab	
12.75     Broccoli raab, ricotta, oven-dried tomatoes and mozzarella

•	 4	Formaggi	
12.25    Mozzarella, fontal, provolone and pecorino

•	 Spaghetti	with	plum	tomatoes,	garlic,	extra	virgin	olive	oil		 8.00	/	11.00
 and peperoncini          

•	 Bucatini	with	sardines	and	Calabrian	chiles	 14.00

•	 Saffron	risotto	with	oxtail	ragu	 14.00

•	 Mint	tagliatelle	with	hedgehog	mushrooms	and	crème	fraîche	 14.00

•	 Tripe	alla	Fiorentina	 8.00

•	 Little	gem	lettuce	with	Montasio	frico	and	lemon-anchovy	vinaigrette	 9.00

•	 Fresh-picked	Dungeness	crab	with	Belgian	endive	and	grapefruit	 13.00

•	 Insalata	del	campo	–	Bitter	greens,	walnuts,	parmigiano	and		 9.00
 balsamic vinaigrette 

•    pizza

•    pasta

•    insalada

Lucca’s



Κ. Π. Καβάφης
Συλλογη ποιήματων

ΙΘΑ Κ Η Α.Ε.
Αθήνα, 2007

• • •



A̓πιστία
Πολλὰ ἄρα Ὁμήρου ἐπαινοῦντες, ἀλλὰ τοῦτο οὐκ ἐπαινεσόμεθα... οὐδὲ 
Αἰσχύλου, ὅταν φῇ ἡ Θέτις τὸν ̓ Aπόλλω ἐν τοῖς αὑτῆς γάμοις ἄδοντα: «ἐνδα-
τεῖσθαι τὰς ἑὰς εὐπαιδίας, / νόσων τ  ̓ἀπείρους καὶ μακραίωνας βίους. / 
Ξύμπαντά τ  ̓εἰπὼν θεοφιλεῖς ἐμᾶς τύχας / παιῶν̓  ἐπευφήμησεν, εὐθυμῶν 
ἐμέ. / Κἀγὼ τὸ Φοίβου θεῖον ἀψευδὲς στόμα / ἤλπιζον εἶναι, μαντικῇ βρύον 
τέχνῃ: / Ὁ δ ,̓ αὐτὸς ὑμνῶν, … / αὐτός ἐστιν ὁ κτανὼν / τὸν παῖδα τὸν ἐμόν».
 — Πλάτων, Πολιτείας Βʹ

Σὰν πάντρευαν τὴν Θέτιδα �ὲ τὸν Πηλέα 
σηκώθηκε ὁ Ἀπόλλων στὸ λα�πρὸ τραπέζι 
τοῦ γά�ου, καὶ �ακάρισε τοὺς νεονύ�φους 
γιὰ τὸν βλαστὸ ποὺ θἄβγαινε ἀπ  ̓τὴν ἕνωσί των. 
Εἶπε· Ποτὲ αὐτὸν ἀρρώστια δὲν θἀγγίξει 
καὶ θἄχει �ακρυνὴ ζωή. — Αὐτὰ σὰν εἶπε, 
ἡ Θέτις χάρηκε πολύ, γιατὶ τὰ λόγια 
τοῦ Ἀπόλλωνος ποὺ γνώριζε ἀπὸ προφητεῖες 
τὴν φάνηκαν ἐγγύησις γιὰ τὸ παιδί της.
Κι ὅταν �εγάλωνεν ὁ Ἀχιλλεύς , καὶ ἦταν 
τῆς Θεσσαλίας ἔπαινος ἡ ἐ�ορφιά του, 
ἡ Θέτις τοῦ Θεοῦ τὰ λόγια ἐνθυ�οῦνταν. 
Ἀλλὰ �ιὰ �έρα ἦλθαν γέροι �ὲ εἰδήσεις , 
κ̓  εἶπαν τὸν σκοτω�ὸ τοῦ Ἀχιλλέως στὴν Τροία. 
Κ  ̓ἡ Θέτις ξέσχιζε τὰ πορφυρά της ροῦχα, 
κ̓  ἔβγαζεν ἀπὸ πάνω της καὶ ξεπετοῦσε 
στὸ χῶ�α τὰ βραχιόλια καὶ τὰ δαχτυλίδια. 
Καὶ �ὲς στὸν ὀδυρ�ό της τὰ παληὰ θυ�ήθη· 
καὶ ρώτησε τί ἔκα�νε ὁ σοφὸς Ἀπόλλων, 
ποῦ γύριζεν ὁ ποιητὴς ποὺ στὰ τραπέζια 
ἔξοχα ὁ�ιλεῖ, ποῦ γύριζε ὁ προφήτης 
ὅταν τὸν υἱό της σκότωναν στὰ πρῶτα νειάτα. 
Κ  ̓οἱ γέροι τὴν ἀπήντησαν πὼς ὁ Ἀπόλλων 
αὐτὸς ὁ ἴδιος ἐκατέβηκε στὴν Τροία, 
καὶ �ὲ τοὺς Τρώας σκότωσε τὸν Ἀχιλλέα.
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