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Times Less, as the name suggests, is derived 
and inspired by Stanley Morison’s Times 
New Roman. Some would say I ripped the 
heart out by cutting off the serifs, and in fact 
removing the serifs creates an unusual 
expression of the typeface — a sans-serif 
typefaces that is fascinating elegant, unique 
and disruptive at the same time. 
	 In this case, BQ’s Times New Roman 
served as a blueprint, both in terms of design 
and typographic repertoire. It comes in two 
weights, Regular and Bold, covers Western 
Basic Latin 1.

DESIGN 
Times Less is designed by Rade Matic, 2020 

 
SUPPORTED LANGUAGES 

Afrikaans, Albanian, Basque, Bemba, Bosnian, Breton, Catalan,  
Croatian, Czech, Danish, Dutch, English, Esperanto, Estonian,  
Faroese, Filipino, Finnish, French, Frisian, Friulian, Gaelic, Galician, 
German, Greenlandic, Hungarian, Icelandic, Indonesian, Irish, Italian, 
Kinyarwanda, Latin, Latvian, Lithuanian, Luxembourgish, Malay,  
Maltese, Montenegrin, Norwegian, Occitan, Polish, Portuguese,  
Romanian, Romansh, Inari Sami, Lule Sami, Northern Sami, Southern 
Sami, Serbian (Latin), Slovak, Slovenian, Spanish, Swahili, Swedish, 
Turkish, Welsh … 
 
FILE FORMATS 

Desktop format: OTF 
Web formats: WOFF2, WOFF 

LICENSING 
Available licenses for print and web.  
Please read carefully my End User License Agreement (EULA):  
www.radematic.com/info 

INFORMATION
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UPPERCASE		  �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 

LOWERCASE		�  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 

ORDINALS		  �ª º 

LIGATURES		  �fi ffi 

FIGURES			�  0 1 2 3 3 4 5 6 7 8 9 
¹ ² ³ ¼ ½ ¾ 

PUNCTUATION		�  .,:;… ! ¡ ? ¿ · • * # - – — _ 
‚ „ “ ” ‘ ’ « » ‹ › " ' @ & / \ ( ) { } [ ] 

ACCENTED CHARACTERS	 �ÁÂÄÀÅÃÆÇĐÉÊËÈÍÎ Ï ÌŁÑÓÔÖÒ 
ØÕŒÞŠÚÛÜÙÝŸŽ 
áâäàåãæçðéêëèí î ï ì j łñóôöòøõœþš 
úûüùýÿž 

MATHEMATICAL	 	  ∕ + − × ÷ = ≠ > < ≥ ≤ ± ≈ ~ ¬ ∞ ∫ ∆ Ω SYMBOLS
		  ∏ ∑ √ ∂ £  ⁄ % ‰ 

SYMBOLS	  	 ¤ $ £ ¥ € ℓ © ® ™ ° ◊ ̂  ¶ 

UPPERCASE		  �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 

LOWERCASE		�  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 

ORDINALS		  �ª º 

LIGATURES		  �fi ffi 

FIGURES			�  0 1 2 3 3 4 5 6 7 8 9 
¹ ² ³ ¼ ½ ¾ 

PUNCTUATION		�  .,:;… ! ¡ ? ¿ · • * # - – — _ 
‚ „ “ ” ‘ ’ « » ‹ › " ' @ & / \ ( ) { } [ ] 

ACCENTED CHARACTERS	 �ÁÂÄÀÅÃÆÇĐÉÊËÈÍÎÏÌŁÑÓÔÖÒ 
ØÕŒÞŠÚÛÜÙÝŸŽ 
áâäàåãæçðéêëèí î ï ì j łñóôöòøõœþš 
úûüùýÿž 

MATHEMATICAL	 	  ∕ + − × ÷ = ≠ > < ≥ ≤ ± ≈ ~ ¬ ∞ ∫ ∆ Ω SYMBOLS
		  ∏ ∑ √ ∂ £  ⁄ % ‰ 

SYMBOLS	  	 ¤ $ £ ¥ € ℓ © ® ™ ° ◊ ̂  ¶ 

CHARACTER SET: REGULAR CHARACTER SET: BOLD
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PREMIUM LAGER  
Buy 2 for £20
Monday to Sunday

BOLD + REGULAR

TIMES LESS SHOWCASE

  

BOLD REGULAR

WHAT A DEAL!
BUY ONE BEER FOR 
THE PRICE OF TWO.

Get it Friday, 1 Dec. 
FREE DELIVERY 

by China Hobby Line
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The Flavour Of The Week

Frozen Meat
(Fresh all summer)

BOLD + REGULAR

TIMES LESS SHOWCASE

  

BOLD + REGULAR BOLD

Trust me. 
I’M A LAWYER!

My dogs do.

DEAR VISIONARIES:
93% OFF

Canvas Prints
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… spectral techniques, as they evolved through 
the 1970s and beyond, are quite distinct from 
those of his French contemporaries Gérard 
Grisey and Tristan Murail. His compositional 
aim, as outlined in his book Sound Plasma 
was to bypass the historical categories of 
monophony, polyphony and heterophony and 
to create musical textures with all elements 
in a constant flux. Central to this was an 
exploration of the harmonic spectrum, and 
by the invention of new playing techniques 
the aim to bringing out, and sometimes to 
isolate, the upper partials of complex sounds, 
on which new spectra could be built. The 
harmonic relationships in his music are based 
on these spectra and on the phenomena of 
sum and difference tones. The opening so-
nority of his fourth string quartet (1976–87), 
for example, is based on partials 21, 22 and 

… spectral techniques, as they evolved through the 1970s 
and beyond, are quite distinct from those of his French 
contemporaries Gérard Grisey and Tristan Murail. His 
compositional aim, as outlined in his book Sound Plasma 
was to bypass the historical categories of monophony, po-
lyphony and heterophony and to create musical textures 
with all elements in a constant flux. Central to this was an 
exploration of the harmonic spectrum, and by the inven-
tion of new playing techniques the aim to bringing out, and 
sometimes to isolate, the upper partials of complex sounds, 
on which new spectra could be built. The harmonic rela-
tionships in his music  are based on these spectra and on 
the phenomena of sum and difference tones. The opening 
sonority of his fourth string quartet (1976–87), for exam-
ple, is based on partials 21, 22 and 43 of a low C funda-
mental; this is an example of what Radulescu referred to as 

“self-generating functions” in his music, as partials 21 and 
22 give in sum 43  and in difference 1, the fundamental. 
(On a C fundamental, partials 21, 22 and 43 are all diffe-
rent, microtonally distinct kinds of F, the 21st partial being 
29 cents lower than tempered F, partial 22 being 51 cents 
higher and partial 43 12 cents higher.) Much of his music 
for strings makes use of a “spectral scordatura”, where the 
open strings are retuned, often to simulations of the parti-

REGULAR — 21 Pt REGULAR — 16,5 Pt

TIMES LESS WATERFALL
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… spectral techniques, as they evolved through the 1970s and beyond, 
are quite distinct from those of his French contemporaries Gérard 
Grisey and Tristan Murail. His compositional aim, as outlined in his book 
Sound Plasma was to bypass the historical categories of monophony, 
polyphony and heterophony and to create musical textures with all 
elements in a constant flux. Central to this was an exploration of the 
harmonic spectrum, and by the invention of new playing techniques 
the aim to bringing out, and sometimes to isolate, the upper partials 
of complex sounds, on which new spectra could be built. The harmonic 
relationships in his music are based on these spectra and on the pheno-
mena of sum and difference tones. The opening sonority of his fourth 
string quartet (1976–87), for example, is based on partials 21, 22 and 
43 of a low C fundamental; this is an example of what Radulescu 
referred to as “self-generating functions” in his music, as partials 21 
and 22 give in sum 43 and in difference 1, the fundamental. (On a C 
fundamental, partials 21, 22 and 43 are all different, microtonally 
distinct kinds of F, the 21st partial being 29 cents lower than tempered 
F, partial 22 being 51 cents higher and partial 43 12 cents higher.) 
Much of his music for strings makes use of a “spectral scordatura”, 
where the open strings are retuned, often to simulations of the 
partials of a single harmonic spectrum. For example, in Lux Animae 
(1996/2000) for solo cello or viola, the open strings are retuned to the 
3rd, 4th, 7th and 11th partials of a low E. Many of Radulescu’s later 
works derive their poetic inspiration from the Tao Te Ching of Lao-tzu, 
especially in the 1988 English version by Stephen Mitchell: the titles of 
his second, third, fourth, fifth and sixth piano sonatas, and of the fifth 
and sixth string quartets, are taken from this source. The piano sonatas, 
as well as his Piano Concerto The Quest (1996) and other later works, 
make use of folk melodies from his native Romania, integrating them 
with his spectral techniques. 

… spectral techniques, as they evolved 
through the 1970s and beyond, are quite 
distinct from those of his French contempo-
raries Gérard Grisey and Tristan Murail. His 
compositional aim, as outlined in his book 
Sound Plasma was to bypass the historical 
categories of monophony, polyphony and 
heterophony and to create musical textures 
with all elements in a constant flux. Central 
to this was an exploration of the harmonic 
spectrum, and by the invention of new play-
ing techniques the aim to bringing out, and 
sometimes to isolate, the upper partials of 
complex sounds, on which new spectra could 
be built. The harmonic relationships in his 
music are based on these spectra and on the 

phenomena of sum and difference tones. The 
opening sonority of his fourth string quartet 
(1976–87), for example, is based on partials 
21, 22 and 43 of a low C fundamental; this 
is an example of what Radulescu referred to 
as “self-generating functions” in his music, 
as partials 21 and 22 give in sum 43 and in 
difference 1, the fundamental. (On a C 
fundamental, partials 21, 22 and 43 are all 
different, microtonally distinct kinds of F, 
the 21st partial being 29 cents lower than 
tempered F, partial 22 being 51 cents higher 
and partial 43 12 cents higher.) Much of his 
music for strings makes use of a “spectral 
scordatura”, where the open strings are 
retuned, often to simulations of the partials 

… spectral techniques, as they evolved 
through the 1970s and beyond, are 
quite distinct from those of his French 
contemporaries Gérard Grisey and 
Tristan Murail. His compositional aim, as 
outlined in his book Sound Plasma was 
to bypass the historical categories of 
monophony, polyphony and heterophony 
and to create musical textures with all 
elements in a constant flux. Central to 
this was an exploration of the harmonic 
spectrum, and by the invention of new 
playing techniques the aim to bringing 
out, and sometimes to isolate, the upper 
partials of complex sounds, on which 
new spectra could be built. The harmonic 
relationships in his music are based on 
these spectra and on the phenomena of 
sum and difference tones. The opening 
sonority of his fourth string quartet 
(1976–87), for example, is based on par-
tials 21, 22 and 43 of a low C fundamen-

tal; this is an example of what Radulescu 
referred to as “self-generating functions” 
in his music, as partials 21 and 22 give 
in sum 43 and in difference 1, the funda-
mental. (On a C fundamental, partials 21, 
22 and 43 are all different, microtonally 
distinct kinds of F, the 21st partial being 
29 cents lower than tempered F, partial 
22 being 51 cents higher and partial 43 
12 cents higher.) Much of his music for 
strings makes use of a “spectral scorda-
tura”, where the open strings are retuned, 
often to simulations of the partials of a 
single harmonic spectrum. For example, 
in Lux Animae (1996/2000) for solo cello 
or viola, the open strings are retuned to 
the 3rd, 4th, 7th and 11th partials of a 
low E. Many of Radulescu’s later works 
derive their poetic inspiration from the 
Tao Te Ching of Lao-tzu, especially in the 
1988 English version by Stephen Mitchell: 
the titles of his second, third, fourth, 

fifth and sixth piano sonatas, and of the 
fifth and sixth string quartets, are taken 
from this source. The piano sonatas, as 
well as his Piano Concerto The Quest 
(1996) and other later works, make use 
of folk melodies from his native Romania, 
integrating them with his spectral 
techniques. The harmonic relationships in 
his music are based on these spectra and 
on the phenomena of sum and difference 
tones. The opening sonority of his fourth 
string quartet (1976–87), for example, 
is based on partials 21, 22 and 43 of a 
low C fundamental; this is an example 
of what Radulescu referred to as “self-
generating functions” in his music, as 
partials 21 and 22 give in sum 43 and 
in difference 1, the fundamental. (On a 
C fundamental, partials 21, 22 and 43 
are all different, microtonally distinct 
kinds of F, the 21st partial being 29 cents 
lower than tempered F, partial 22 being 

REGULAR — 13,5 Pt REGULAR — 10,5 Pt

REGULAR — 7,5 Pt

TIMES LESS WATERFALL
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BOLD — 21 Pt BOLD — 16,5 Pt

TIMES LESS WATERFALL

… spectral techniques, as they evolved 
through the 1970s and beyond, are quite 
distinct from those of his French contem-
poraries Gérard Grisey and Tristan Murail. 
His compositional aim, as outlined in his 
book Sound Plasma was to bypass the 
historical categories of monophony, poly-
phony and heterophony and to create musi-
cal textures with all elements in a constant 
flux. Central to this was an exploration of 
the harmonic spectrum, and by the inven-
tion of new playing techniques the aim to 
bringing out, and sometimes to isolate, the 
upper partials of complex sounds, on which 
new spectra could be built. The harmonic 
relationships in his music are based on 
these spectra and on the phenomena of 
sum and difference tones. The opening 
sonority of his fourth string quartet (1976–

… spectral techniques, as they evolved through the 
1970s and beyond, are quite distinct from those of his 
French contemporaries Gérard Grisey and Tristan 
Murail. His compositional aim, as outlined in his book 
Sound Plasma was to bypass the historical categories 
of monophony, polyphony and heterophony and to 
create musical textures with all elements in a constant 
flux. Central to this was an exploration of the harmonic 
spectrum, and by the invention of new playing tech-
niques the aim to bringing out, and sometimes to iso-
late, the upper partials of complex sounds, on which 
new spectra could be built. The harmonic relationships 
in his music  are based on these spectra and on the 
phenomena of sum and difference tones. The opening 
sonority of his fourth string quartet (1976–87), for 
example, is based on partials 21, 22 and 43 of a low 
C fundamental; this is an example of what Radulescu 
referred to as “self-generating functions” in his music, 
as partials 21 and 22 give in sum 43  and in difference 
1, the fundamental. (On a C fundamental, partials 21, 
22 and 43 are all different, microtonally distinct kinds 
of F, the 21st partial being 29 cents lower than tempe-
red F, partial 22 being 51 cents higher and partial 43 
12 cents higher.) Much of his music for strings makes 
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BOLD — 13,5 Pt BOLD — 10,5 Pt

TIMES LESS WATERFALL

… spectral techniques, as they evolved through the 1970s and 
beyond, are quite distinct from those of his French contemporaries 
Gérard Grisey and Tristan Murail. His compositional aim, as out-
lined in his book Sound Plasma was to bypass the historical catego-
ries of monophony, polyphony and heterophony and to create 
musical textures with all elements in a constant flux. Central to this 
was an exploration of the harmonic spectrum, and by the invention 
of new playing techniques the aim to bringing out, and sometimes 
to isolate, the upper partials of complex sounds, on which new 
spectra could be built. The harmonic relationships in his music are 
based on these spectra and on the phenomena of sum and 
difference tones. The opening sonority of his fourth string quartet 
(1976–87), for example, is based on partials 21, 22 and 43 of a 
low C fundamental; this is an example of what Radulescu referred 
to as “self-generating functions” in his music, as partials 21 and 
22 give in sum 43 and in difference 1, the fundamental. (On a C 
fundamental, partials 21, 22 and 43 are all different, microtonally 
distinct kinds of F, the 21st partial being 29 cents lower than 
tempered F, partial 22 being 51 cents higher and partial 43 12 
cents higher.) Much of his music for strings makes use of a 

“spectral scordatura”, where the open strings are retuned, often 
to simulations of the partials of a single harmonic spectrum. For 
example, in Lux Animae (1996/2000) for solo cello or viola, the 
open strings are retuned to the 3rd, 4th, 7th and 11th partials of 
a low E. Many of Radulescu’s later works derive their poetic in-
spiration from the Tao Te Ching of Lao-tzu, especially in the 1988 
English version by Stephen Mitchell: the titles of his second, third, 
fourth, fifth and sixth piano sonatas, and of the fifth and sixth string 
quartets, are taken from this source. The piano sonatas, as well as 
his Piano Concerto The Quest (1996) and other later works, make 

… spectral techniques, as they evolved 
through the 1970s and beyond, are quite 
distinct from those of his French con-
temporaries Gérard Grisey and Tristan 
Murail. His compositional aim, as 
outlined in his book Sound Plasma was 
to bypass the historical categories of 
monophony, polyphony and heterophony 
and to create musical textures with all 
elements in a constant flux. Central to this 
was an exploration of the harmonic spec-
trum, and by the invention of new playing 
techniques the aim to bringing out, and 
sometimes to isolate, the upper partials 
of complex sounds, on which new spectra 
could be built. The harmonic 

relationships in his music are based on 
these spectra and on the phenomena of 
sum and difference tones. The opening 
sonority of his fourth string quartet 
(1976–87), for example, is based on 
partials 21, 22 and 43 of a low C funda-
mental; this is an example of what 
Radulescu referred to as “self-generating 
functions” in his music, as partials 21 
and 22 give in sum 43 and in difference 1, 
the fundamental. (On a C fundamental, 
partials 21, 22 and 43 are all different, 
microtonally distinct kinds of F, the 21st 
partial being 29 cents lower than tempe-
red F, partial 22 being 51 cents higher 
and partial 43 12 cents higher.) Much of 

… spectral techniques, as they evolved 
through the 1970s and beyond, are 
quite distinct from those of his French 
contemporaries Gérard Grisey and 
Tristan Murail. His compositional aim, 
as outlined in his book Sound Plasma 
was to bypass the historical categories 
of monophony, polyphony and hetero-
phony and to create musical textures 
with all elements in a constant flux. 
Central to this was an exploration of 
the harmonic spectrum, and by the in-
vention of new playing techniques the 
aim to bringing out, and sometimes to 
isolate, the upper partials of complex 
sounds, on which new spectra could be 
built. The harmonic relationships in 
his music are based on these spectra 
and on the phenomena of sum and 
difference tones. The opening sonority 
of his fourth string quartet (1976–87), 
for example, is based on partials 21, 

22 and 43 of a low C fundamental; this 
is an example of what Radulescu re-
ferred to as “self-generating functions” 
in his music, as partials 21 and 22 
give in sum 43 and in difference 1, the 
fundamental. (On a C fundamental, 
partials 21, 22 and 43 are all different, 
microtonally distinct kinds of F, the 
21st partial being 29 cents lower than 
tempered F, partial 22 being 51 cents 
higher and partial 43 12 cents higher.) 
Much of his music for strings makes 
use of a “spectral scordatura”, where 
the open strings are retuned, often to 
simulations of the partials of a single 
harmonic spectrum. For example, in 
Lux Animae (1996/2000) for solo cello 
or viola, the open strings are retuned 
to the 3rd, 4th, 7th and 11th partials 
of a low E. Many of Radulescu’s later 
works derive their poetic inspiration 
from the Tao Te Ching of Lao-tzu, 

especially in the 1988 English version 
by Stephen Mitchell: the titles of his 
second, third, fourth, fifth and sixth 
piano sonatas, and of the fifth and 
sixth string quartets, are taken from 
this source. The piano sonatas, as 
well as his Piano Concerto The Quest 
(1996) and other later works, make 
use of folk melodies from his native 
Romania, integrating them with his 
spectral techniques. The harmonic 
relationships in his music are based on 
these spectra and on the phenomena 
of sum and difference tones. The 
opening sonority of his fourth string 
quartet (1976–87), for example, is 
based on partials 21, 22 and 43 of a 
low C fundamental; this is an example 
of what Radulescu referred to as “self-
generating functions” in his music, 
as partials 21 and 22 give in sum 43 
and in difference 1, the fundamental. 

BOLD — 7,5 Pt
 



TIMES LESS — TIMES NEW ROMAN

Times Less mixed with  
Times New Roman 

looks great too.
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Thank you for your interest.
Have a nice day.

 

Rade Matic 
Digital Type Foundry 
Isenburgring 26 
D – 63069 Offenbach 
 
www.radematic.com


