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E - i MODERN BRUSH LETTERING

EGIBLE alphabets for the brush in book
form are limited. This fact led to com-
pilation of this volume with the hope that

it would find a niche of usefulness in such places
where there is constant recourse to accepted
standards. The thought uppermost has been to
supply variety and also to turn away from the
usual meaningless excrescences rampant in
formative periods of lettering.

The character of each of the alphabets sub-
mitted is essentially generic and therefore con-
servative. It rests with the individual to make
required changes or modifications. It is plain
that our models should approximate perfection,
for adulterations soon make inroads that leave

little of the original form intact.

So-called “futuristic’” delineations may serve
to obliterate poor spacing or catch the eye of
the uninitiated, for it is demonstrably more
difficult to execute ‘“‘meant-to-be-read” lettering.
An understanding of basic design will serve to
check the natural consequence of over-zealous
originality.

The author has tried to discourage adultera-
tion of letter styles by using as models only
those forms that have—over a time-tested
period—proven their correctness and stability.

Prefatory Note

Each plate is designated by its proper epithet
and is well known to typographical circles or the
modern lettering artist.

It is hoped the plates will indicate the saneness
of reliance upon standard forms and also upset
some prevalent notions that brush flexibility 1s
limited, or the reproduction of good type design
a prerogative of the pen alone. |

The alphabets are not meant to be exact dupli-
cations of the type faces from which they are
taken. They were selected because the design
more easily lent itself to brush use and encour-
aged freedom of style, which characterizes hand
work from actual type. Examples shown and
alphabets submitted are all brush lettered.

It has been found possible to meet ordinary
production standards and at the same time
instill elements of quality and character into the
phase of lettercraft usually designated as the
“knockout’ variety. |

The author wishes to take this opportunity
in voicing appreciation for numerous sugges-
tions and contributions—realizing that without
such deference, this volume would fail to convey

a significant, practical method ot application.
Harorp HorLrLAND DAY

Los Angeles, 1951.
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the artist has no distinct “feel”
for letter forms,

MODERN BRUSH LETTERING

Comme'r cial Lette'r mg —as a Profession

its phases will disclose possibilities com-

mercially. Before discussing these it
would be apropos to analyze the technical re-
quirements for lettering. Three essentials pre-
sent themselves, and are of relative importance
in successful application of the subject—adapta-
bility, skil, practicability.

There should first be included some inherent
liking for the execution of letter forms. To
regard lettering as being purely mechanical will
result 1n failure to express the necessary free-
dom and action which characterizes hand work.

The routine period, that must be rigidly
adhered to in the beginning, seldom survives if
the artist has no distinct “feel” for letter
forms. Specific cases under observance clearly
indicate prior inaptitude for this kind of work.
The learner exhibits positive restlessness and
cannot forcibly continue interest in the rudi-
mentary stages. This lack of coordination may
be considered as indicative of inherent un-
suitability. The prevalent notion that anyone
can learn to letter is erroneous. Persons who
possess the requirements, attack the problem
from the first and consistently retain the V1gor-
ous application so necessary to ultimate success.

CON SIDERATION of lettering in any of

The author has yet to experience failure in
recognizing deficiencies in this work when
analyzing aspirants. Development of technique
in lettering art is not a simple matter. Ex-
ceptions to this statement occur only when

correct standards of letter character are not
maintained.

Skill 1s finally acquired by repetitive processes
and 1s not secured through any system claimed

to shorten the process. Actual practicing must
be done by the individual.

Application of commercial lettering to in-
dustrial requirements is a study. To successfully
commercialize a profession, after learning it,
a practical knowledge of selling methods.
It 1s just plain common sense to expend a
certain amount of time and thought in learn-
ing how to commercialize artistic ability. An
understanding of outside conditions favorable to
utilization of good hand-lettering will prove
profitable. This related subject is indispensable
to real success. Today—more than ever be-
fore—artistic professions require commercial
aptitude to assume practicability. It 1s not
desirable that persons apply themselves entirely
to attainment of skill, without some definite
understanding of economic conditions.
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The designers of advertising display as well
as its commentators, should constantly strive to
improve standards, insisting that the consumers
of their product be proportionately appreciative
of quality. If it were true that graphic expres-
sion is commercially confined to ordinary levels,
it would then be useless to uphold high standards
of workmanship. The interesting aspect of
lettering as a profession lies in the fact that 1n
any stage of development there is a demand for
work characteristic of that particular level.

The letterer of the present has recourse to
many outlets in the commercialization of his
profession. Show card opportunities are varied
and it is here that the beginner usually gains a
foothold. The studied, meticulous effort of the
lettering artist is far removed from the fast,
less accurate work of the show card writer. The
former occupies his enviable position only by
reason of long experience and studied fidelity
to standard type forms has, therefore, estab-
lished himself securely in modern advertising
methods.

The wisdom of selecting commercial lettering
as a profession lies in the fact that proportion-
ately, employment may be obtained during each
forward step. This should in itself lend en-
couragement to beginners or other interested
persons. To understand that much or little
experience may be capitalized is reassuring.
The advancement of advertising and mer-

MODERN BRUSH LETTERING

chandising methods has resulted in many uses
of hand-lettered material.

The following partial list of prevalent com-
mercial outlets is presented in the hope that it
will prove of practical aid in obtaining employ-
ment for amateurs or beginners.

Advertising agencies, good printing establish-
ments, art service to advertisers (commercial
artists), publishers, theatres and moving picture
houses, motion picture studios, title card labora-
tories, trailer and slide companies, trade jour-
nals, publicity departments of large concerns,
designing departments (outdoor advertisers),
neon tube firms (designing department) ;

Sign shops, show card shops, department
stores, chain drug stores, independent window
trimmers, scenic studios, clothing stores, chain
auto supply houses, furniture companies, news-
paper art departments, direct mail order houses,
auto stage and transcontinental airways com-
panies, steamship offices, silk screen process sign
firms, street car card designing departments,
radio panel punch cutting companies, telephone
publicity departments and lithograph companies.

The practical side of commercial lettering 1s
assured and individual successes in this field,
will be proportionate to the quality of work
produced. With these facts in mind the ques-
tion of the choice of a life profession may well
be focused upon the possibilities to be found in
commercial lettering.

The wisdom of selecting com-
mercial lettering as a profession
lies in the fact that, propor-
tionately, employmeni may be
obtained during each forward

step.
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Reasr.s:n.s for the practicability
of this contribution.

MODERN "BRUSH" LEET T INNICG

Notes on the Hand-Lettered Examples

in this book are composed of specimens

which have been actually used. The ad-
vantages of a display of practical work seemed
to the author preferable to so-called samples
made up especially for an occasion. In order to
avoid monotony, it was decided to obtain the
cooperation of professionals well versed in mod-
ern methods.

The practicability of the specimens shown is
due entirely to the fact that it was impossible to
induce these professionals to make up anything
especially for this volume, although they were
agreeable to handing over certain pieces of work
which had been salvaged.

Here are to be found contributions from show
card writers, theatre lobby letterers, art title
letterers, advertising lettering artists, outdoor
advertising and sign designers. The aggrega-
tion is sufficient to show that fundamentally the
same letter character found in “Modern Brush
Lettering” 1s incorporated in the work they
have submitted. It also is indicative of the fact
that hand lettering is becoming standardized.

Owing to the flexibility of the brush, when
manipulated correctly, it is possible to utilize
models long established by type designers, and

THE examples of work shown in the plates

the sign writer, card writer and reproduction
letterer find the same stability in them.

The author repeatedly states throughout this
volume that the thirty-five alphabets, as well
as the work examples shown, are hand-lettered
with brush only. No pen lettering of any sort
appears in this book. For this reason it is felt
that the effort 1s unique and indicates the strides
which have been made in brush technique and
the appreciation of real letter character by all of
the aforementioned branches of the profession.

Good lettering is as easily learned as poor let-
tering, hence the advisability of learning correct
standards. If the thirty-five alphabets sub-
mitted by the author were of his own design,
he would hesitate to assume the responsibility
for their authoritativeness, but feels that he i1s
on firm ground because of the fact that origin
and generic quality rest with the progenitors of
basic torms.

Contributors to this work include, R. C.
Richardson, C. Evers Whyte, Lee Peck, Keith
Henry, Tillman Goodan, Allen Ricks, Harry C.
Hunten, Lew Mathauser and Joseph Gibby.
The author is also indebted to the Miller Brush
Company of Brooklyn, N. Y., and the Interna-
tional Register Company, makers of the Cutawl.
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MODERN

ETTERA MODERNA, a contemporary
Roman upper case brush letter, is based
upon no particular type face. The primal

raison d’etre of its existence is to provide a
special character for motion picture title and
trailer announcements. Through a gradual de-
velopment, backgrounds for these hand-lettered
titles have reached a stage of perfection little
short of miraculous in the matter of technique.
Characteristic trickery, resorted to obtain
effects, makes this a separate branch of the
industry in itself.

Animation is effected by certain methods of
mirror reflection and “shooting” through varied
plate glass arrangements, each with a different
scene or design painted thereon. All “props”
are of the miniature type with mechanical fea-
tures expressed through well thought out de-
vices. As is well known, ordinary film 1is
capable of being exposed two or three times
before maximum exposure is reached. This
1s taken advantage of to get the lettering onto
the background after the art work has been
completed. Ten to twenty-five feet of film may
be devoted to “shooting” background art work.
The film is then reversed to the starting point,
by the aid of a footage meter, and then exposed

BERUSH "'LETTERING

[ ettera MOdeTTla——Uppe'r Case

again with the lettering set before the camera.

The lettering 1s done on separate cards of
screen proportion. The background is solid
black and the text lettered in plain white. This
in turn 1s exposed on top of the background
design, the result showing white lettering on an
animated or ‘‘still” background. Title and
trailer lettering is usually in the Roman styles,
in consideration of the time element and adapta-
bility. It is evident that “heavy” types will not
carry out the subdued coloring essential for easy
reading. |

The letter characters shown in the plate are
applicable to other types of hand-lettered adver-
tising as well. Avoid smooth surtaces tor this
sort of work. Slight roughness is desirable for
a certain ‘“feel” or “pull” that slick card sur-
faces fail to provide. Certain irregularities and
freedom of layout are permissible with this
style and it is this latitude, used with discretion,
which contributes to an attractiveness that is
not obtainable in printed type.

While it is true that the advent of talking
pictures has eliminated the sub-title, the usual
main title direction and credit card are still
necessary to the success of even this type ot
presentation.

Motion picture titles, their part
in the success of a picture and
the method of lettering and

“shooting.”
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MODERN

HE Roman italic brush letter, of the Let-

tera Moderna family, is meritorious as
well as interesting. There is a marked
orace and luxuriant rhythm to its semi-formal-
ity. The novel attraction of italic writing and
lettering is due to the personal nature of 1its
character. It was originally a form of hand-
writing, and for this reason, not limited to
certain established characteristics.

The alphabet shown in the plate found origin
in some of the italics of Francisco Lucas. It 1s
noticeably consistent in formation which makes
re-creation of its character comparatively sim-
ple. It will be noticed that top and bottom finials
are counterparts. The upper serifs are made
by starting with the brush tilted at an angle ot
45 degrees and using the thin chisel edge, but
finishing off rather broadly. This 1s accom-
plished by slight turning and relative exerted
pressure. In executing the bottom serifs, the
main letter stroke is brought to the bottom of
the line and the brush removed from the paper.
The flat portion is then placed parallel to the
left-hand side of the main letter stroke. The
brush is then brought up and the spur finished
with the thin edge. The serifs should be kept
fairly close to the body of the letter.

Letter A MOdé’T Nna—~Roman Italic

BRUSH LETITERING

The correct slant of all letters should be
maintained and kept the same size. There

should also be an avoidance of any angularity
or extreme sharpness. There i1s a distinction
between knife-edge sharpness and mere blunt-
ness.

A distinct feeling of roundness and easy flow-
ing technique must be instilled into each letter
and the whole line in the aggregate. Methods
in the past have relegated italic lettering to uses
where excessive copy meant resorting to some
letter that ‘‘goes fast.” Recently, there has
been a change and the tendency is to use it for
single words or lines. It is not an easy reader
and it is poor taste to use it in whole paragraphs
that must be easily read. There is only one
reason for indiscriminat use of this letter, and
that 1s speed.

Good lettering means also an understanding
of the fitness of things—in other words—what
to use and when to use 1t.

It is not amiss here to recommend recourse
to certain books containing specimens of the
italic round hand style of early fourteenth and
fifteenth centuries. A study of these will
engender a feeling for the symmetry and clean-
cut smoothness of the letter.

' 11

[talic, the sixteenth century type
based on the handwriting of

Petrarch, the Italan poei.
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Poster Bodoni

IAMBATTISTA BODONI, designer
and typetounder, who was born in Italy

in 1740, furnishes the model for modern
Poster Bodoni letters. He was an expert punch
cutter and matrix maker and taught himself
the various branches of the trade. It 1s said
that his greatest desire was to print beautifully.
The Roman type that bears his illustrious name
1s characterized by an individuality quite re-
markable for its beauty. It is a distinct de-
parture from the popularity of Caslon Roman,
and has continued to be one of the serviceable,
dependable letter standards.

Bodoni irriggtes some authorities because of
its uneven color distribution, with its decided
blackness, fretted with grev tones that in-
variably appear to dance on the printed page.
This fact obviously contributes to the noticeable
optical attraction and accounts for the disturb-
ing jumpy effect. The design, in its generic
form, needs modification. Without slight
changes the problem becomes one of spacing
rather than character reproduction.

The popularity of Bodoni types for modern
dd\t:ftl%lﬂg' purposes has long continued and
today 1s more firmly entrenched than ever. Its
adaptability, harmonious to modern art and

MODERN "BRUSH" ' [LERFRERTNG

design, makes it one of the few enduring tradi-
tional forms. The re-design of Poster Bodoni
notably reveals heavy and thin portions in
contrast to the usual objectionable extreme
thick and thin letter styles. This variation has
been the direct cause of developing an even
distribution of color throughout this alphabet.
The additional strength accomplished by this
modification places Bodoni in the “Black Face”
classification. Italics in Bodoni, shown in the
plates, are systematically formed and the proof
ot this fact 1s that it looks exceptionally well in
perpendicular form. This is rather unusual in
comparison to italics based upon hand-writing.
srush treatment of Poster Bodoni 1s not
1‘)art1cular1y adapted to fast work. It must
be built up, left to right, with a small brush.
The extreme meticulousness of the finials must
be preserved to obtain ﬁdelity of character. It
is recommended for use in headings or main
body copy where it is desirable to secure an
isolated effect or contrast. Its marked strength
1s very easily supplemented by such letters as
the Cursive Script or tied-together italics of any
Roman characté®ization.
The design should be Worked out in pencil
carefully to avoid spacing difficulties.

Because of their intrinsic quali-

ties, the better designed letters
do not wax and wane in popu-

larity.
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MODERN BRUSH LETTETERENG

Kab€l+-Upper and Lower Case and Light Face

signed by Rudolph Koch. The universal

appeal of the letter is little short of
remarkable. It is the most popular contem-
porary type of recent vears and repeats itself
throughout all phases of advertising work for
reproduction as well as window display work.

An ingenious method of obtaining speed 1n
fast work with this style of letter is worthy ot
mention. In executing small letters of this
character, of say one-half inch in height, a pro-
portionate size brush is selected and the paint
allowed to harden in the “heel.” The working
part is then reduced to about one-half the total
bristle length. This holds the hair in the brush
in a rigid form, which facilitates speed because
it eliminates the necessity of the usual work-out
on the palette.

The brush is held on an angle of about 45
degrees at all times, and if it is fairly tractable,
no eftort is required to “square-off” the top
and bottom terminals of the letters. Working
examples of this system are shown in the speci-
mens. It will be noticed that the top and bottom
portions of the letters are cut off at a 45 degree
angle.

The use of Kabel for all kinds of display

l iABEL, a German importation, was de-

- work, large and small, is due mainly to the fact
“that 1t has supplanted the ordinary, heavy, block

letter, which, 1n comparison, is clumsy and
undecorative. Kabel Bold is quite adequate
in weight tor quick, distant reading. It is, of
course, useless to expect to simulate Kabel with
a ball-pointed pen, since it demands a clean-cut
sharpness for letter characterization. Kabel
ILight 1s especially adapted to men’s furnishings
advertising, both in newspaper and window card
work.

Tempo in matters of layout is dependent upon
the selection of the proper letter to harmonize
with the design. In use of the Kabel type it
is necessary to exercise judgment in using either
licht, medium or bold face, both in obtaining
neutral coordination of art work and lettering,
or in consideration of the relation of these faces
to the subject.

While it is quite true that an effect is desir-
able, the prime motive should be utilitarian
rather than merely artistic. Kabel and Futura
type are dynamic rather than static, impersonal
rather than individual, which propogates their
universal usage and appeal. In its reproduc-
tion, Kabel presents no more difficulty 1n execu-
tion than the ordinary block letter.

17

The basic character of Kabel
type is its delicacy and fideltty
to exquisite roundity.
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MODERN BRUSH LETTERING

Cursive Brush SCTipt—-—and Swash Caps

URSIVE is running hand. It applies,

fundamentally, to letter forms which

typify approximation to hand-writing;
that is, joined-together formations. Bernhard
Cursive correctly expresses this fundamental
letter character. It exhibits the flowing lines
so conspicuously lacking in 1solated letter char-
acters. While 1t 1s impossible to actually join
type faces together in hand composition or
otherwise, the “feeling” that this is being
accomplished 1s practically obtained. This
difficulty 1s, of course, not a problem in hand
lettering.

The design submitted in the plate is the result
of the efforts of the author to incorporate the
individual versions of Cursive hand-lettered
styles rampant in contemporary advertising.
The inability of amateurs, and some profes-
sionals, to design an entire alphabet with one or
two lines to build from, shows the necessity of
standard forms having “model” reliability.

In the execution of this Cursive Brush Script
and the swash caps, also shown, the brush is
held at the forty-five degree angle. The tops
of the letters have no accompanying serifs. The
lettering tool is used with a chisel edge at all
times and no effort is extended to obtain any

sense of rounded form. The letter, as shown,
belongs 1n the angular class. If correctly made,
it 1s possible to use two or three lines of copy
in this style 1f they are not too long. Note the
wide separation between letters, which is the
main characteristic feature. This style is not
particularly “slow” when familiarity with its
construction has been achieved.

The letter itself is an outcome of the neces-
sity for script that combines the decorative
character inherent in the original design (called

~ French script) and at the same time supplying

what the other lacks, namely: Legibility. It
is not particularly recommended that beginners
experiment with this design and expect much
in the way of results.

Subtle letter character is beyond the compre-
hension of the beginner and he must acquire
this ability by a well-timed development. A
fitting simile along this line would be seen where
a teacher 1n elementary grades might write on
the blackboard the fact that 2x2=4, but the
youngster looking directly at it insists the cor-
rect answer 1s 5. This-sort of thing goes on
in the simulation of letter design, though quite
like the mathematical fact, letter character
fundamentally remains uncomprehended.
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Modem GOthiC——Upper and Lower Case

the old familiar block letter. It 1s

clearly one of the standards which per-
sists and its position remains secure while new
designs come and go. Modern advertising ex-
hibits an unending partiality for good, solid,
plain, legible formations.

Constructional changes are noticeable in the
Modern Gothic plates, although this represents
individuality merely. There is a marked ten-
dency to accentuate end strokes in this style,
producing an appearance of lightness through
the center portion. The object of this treatment
is to lend a better clean-cut sharpness through-
out the design. Without this there is little of
the sparkle and crispness which should charac-
terize its modern rendition.

The perpendicular portions of the letters are
accomplished in two strokes of the brush. The
round counterparts are executed, as nearly as
possible, in one stroke. A brush is selected that
is approximately the exact size of the letter
width. With the brush spread to normal size,
the first stroke is made straight down, though
slightly concave. This concave effect will appear
veered to the right, through the center. The
line of vision should be concentrated upon the

MODERN GOTHIC is none other than

left-hand side of the brush. It is of no impor-
tance to know what is happening on the right-
hand side of the down stroke. |

The second operation is to overlap the first
stroke slightly and focus attention upon the
right-hand side of the brush 1n place of the lett.
The stroke i1s brought down and the concave
effect obtained in the opposite direction. When
completed, the delineation will have the appear-
ance of lightness through the center and slightly
veering outward at top and bottom. It is then
finished off as usual. The object of this attain-
ment lies in the necessity of avoiding any
roundness at the terminals.

The objection to a one-stroke formation of
perpendicular portions is that the finished
product always looks fat through the center and
small at either end. It is flabby in appearance
and foreign to the real character of the design.
The usual procedure in “squaring off” the top
and bottom of the letter strokes is followed by
exercising care in clearing the brush of excess
paint in order that a clean-cut job may result.

Keep the lettering surface horizontal; the
letter in the line of vision and move the work
up and down—or side to side—as the condition
requires.

Some new pointers on the so-
called single-stroke Block letter.
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Acctfmcy should be paramount,
particularly to beginners. Speed
follows as a wnatural conse-

quence. We do not put the cart
before the horse.

MODERN BRUSH " LEFTERING

%

GT@CO BOld—-—Uppe*r and Lower Case

RECO BOLD is a powerful semi-Roman
G black face letter. It is quite difficult to
ascertain the exact standing of this letter
in typographical circles. Expressions of its
utility seem to be negligible, yet on the whole its
appearance with measured regularity is noticed.
‘ell-designed, conservative utility types seem
to survive the longest and outlive their less for-
tunate antecedents, and serve as prototypes of
others that follow, yet they never entirely lose
their own individuality. The imperifection and
consistent irregularity of Greco fosters its use
for brush purposes. The mechanics necessary
to its reproduction are dependent upon the use
of correct tools. Select a brush that is rather
small in comparison to the main body strokes
and keep i1t well flooded with color.

The serif ends, which are slightly larger on
the extreme outer ends, characterize its indi-
viduality. It is not particularly suited to fast
work and like other types of subtile nature, it
must be carefully executed in reproduction,
otherwise, certain modifications must be at-
tempted.

The dithculty in convincing most letterers of

the util_ifiy of certain type faces lies in the evident
untamiliarity with standard forms. In the past,

“these build an individual treatment.

the absence of information on ordinary show
card technique forced these men to resort to
individual styles which were used, not because
of their correctness, but because of the para-
mount necessity of obtaining speed. This con-
dition still exists, though it is becoming less
common. The rank and file of better craftsmen
are able to meet forced production, and yet con-
form to present day demands for quality.

Changes that have transpired since William
Hugh Gordon’s time are interesting. Quoting
from his book, “Lettering for Commercial
Purposes,” we find that he says, “Moral: Put
the punch in the arrangement, not in the letter-
ing.” This is a relative statement. Beginners
must have perfect models to look at and from
Funda-
mental letter design is not particularly personal,
but impersonal.

Standards have improved and the letterer
must have advanced his former conceptions to
perfect himself. It is now required that letter-
ing be both accurate and quickly done. There
must be orderly layout, plain, legible lettering
and noticeable lack of fancy swings and tails.
Personal variations that wander too far trom
popularly adopted styles will not endure.
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OOPER BOLD, as illustrated in this
volume, is modeled after the well known

type designed by Oswald Cooper. The
letter as presented is the result of work by
several lettering artists of California, notably
the late Louis Treviso, and Tillman Goodan.
Mr. Treviso was the first to see possibili-
ties in this design for poster display work
and used it to a great extent on Santa Fe rail-
road ticket office posters. It became quite the
vogue and many entirely hand-lettered news-
paper advertisements were produced.

The letter has a decided decorative quality,
which, coupled with good layout design becomes
decidedly attractive. Mr. Goodan certainly
added the finishing touches and instilled the
final character lacking in its formative stages.
Prior objection to the Cooper type for brush
work was undoubtedly due to its squatty infor-
mality, which has since been overcome. Its
shight thick and thin appearance is due to the
extreme width in proportion to its height.

The brush-lettered alphabets, as shown in the
plates, (both upper and lower case) are the

“:Ol‘k ot Keith Henry, of the Fox West Coast
Theatres. Mr. Goodan’s version of the letter

1s shown in the finished work specimens.

MODERN BRUSH L EEIRIRINIG

Coope'r BOld———Uppe'r and Lower Case

Contrary to the technique used in the forma-
tion of Roman letters, the flat part of the brush
1s used, but never the chisel edge. The brush
should be flooded at all times to avoid any ap-
pearance ot sharpness or angularity, which will
tatally effect its fundamental character. Use a
brush the exact size of the thin parts of the
letter, completing the heavy portions in two
strokes. This procedure will enable the letterer
to adhere to relative sizes throughout.

It should be also understood that the inside
area ot each letter must be opened sufficiently
to avoid an uneven color, or tone quality. Letter
spacing should be assiduously avoided; there
are no exceptions to the rule. Black letters
should not be separated, they are interdependent
to each other for legibility. It will be noticed
in both the alphabets, and also in the work of
Mr. Goodan, that individual letters cling to each
other as though to avoid isolation.

There is little danger of crowded eftects;
the spurs will keep the main body of the letter
separated sufficiently even though they are al-
most touching. A number of dissimilar finials
are in evidence at the present time, but the
writer has attempted to show only those which
are commonly accepted as standard,

A California brush style letter
derived from a fweﬂ—knm;

type face,

------
e e . =
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Brush. sizes are important in
selecting the right tool for

reproduction of letter charac-
teristics.

MODERN BRUSH LETTERING

Nowelty Gothic—Upper Case

planted outline forms. The writer easily

recalls the period when no job was allowed
to leave the shop unless the letters were out-
lined. Such lettering may be classed generally
with the horrors of the air brush era, when let-
tering was air-brushed to extinction.

Embellishments and scrolls have happily dis-
appeared with the advent of lettering for “legi-
bility’s sake’—and it 1s a welcome relief. In-
lines should be kept subordinate. The danger
lies 1in exhibiting more inline than actual letter,
leaving a mere shell of the character. The inline
effect 1s most advantageously obvious when
appearing as cold background letters such as
black, blue, dark green, purple, etc.

The letter character must be Gothic in form
for successful color distribution: Roman types
are taboo. Whether light face or black face,
the use of the inline treatment is permissible
only in the absence of thick and thin motifs.
~ White is the usual inline contrast for adver-
tising purposes, though in show card work this
extends to all tints and shades ordinarily avail-
able on the work bench. Tt is advisable to use a

straight-edge, sliding the finger along the rule

IN [LINE letters have in a large measure sup-

for perpendicular and cross strokes, while the
round portions may be accomplished free-hand

Do not attempt to execute the circular strokes
of the inline style with the thin edge of a large
brush. This will result in downright defeat. A
small brush worked down slightly by rolling it
to a round, blunt point, can be propelled in any
direction, the same as a ball point pen, making a
stroke of the same thickness at all times.

A No. 6 show card brush was used in making

the Novelty Block alphabet shown in the plate.

An example ot the inline effect is seen in the
letter “E” in uncial character. Any or all
of the letters may be similarly treated if you
so desire.

While on the subject, it has been the observa-
tion of the author that confusion often arises
in the matter of brush sizes. This is due to the
fact that manufacturers have not yet consented
to standardize their products. This means at

the present time it is impossible to state con-

clusively what size brush has been used for a
particular piece of work. By noting two No.
6 brushes produced by different manufacturers
it may be seen that they are as far removed as
the poles, in the matter of relative sizes.
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Z_I‘here IS no excuse for getting
mio a “rut.” New ideas are

{he procurators of continued
inierest.

MODERN BRUSH LEITERING

Futura B lde—Uppe'r Case

UTURA BLACK is unusual in design and

applicable to those instances where an

ultra-modern motif should predominate.
It is a consistent favorite for window display
cards in exclusive shops, but should not be in-
dulged in excessively. Text, lettered in this
style, has a startling effect, but if it 1s para-
mount to have the copy read hurriedly there is
little reason to use 1it. There are many instances
where the text must be read, and this style
may be used, as in the case of permanent signs,
or 1n single headings and colophons.

Its extraordinary dominance indicates that
the use of Futura Black in conjunction with a
light face type, serves to set it off by contrast.
A good example of usage may be noted on the
cover of this book. The employment of light
tints between lines gives life to the design. At
the same time it shows little tendency to make
its legibility confusing.

T'here may be some doubt, at first glance, that
this style is at all practical, but a small amount
of perseverance in its adaptation will prove its
L?Lts]l;] (fleeegem mind the fact th'at it must not

ry card for the entire copy. Ex-

perimentation will orient anyone to its uses and
prove interesting as well.

There 1s no necessity for outlining and hlling
in this letter design. With a small amount of
perseverance its character can be reproduced by
the free-hand method. A No. 6 show card
brush was used in making the plate on Futura
Black. This means that the brush is worked
down slightly for the thin strokes and spread
out to normal in execution of the heavy por-
tions.

Though 1t 1s customary practice to use but
one or two particular styles of letters for all
general procedure, it is not impractical to over-
rule this notion. The letterer may easily include
at least ten or twelve alphabets in his vocabulary
of letters. The meritoriousness of this accom-
plishment is two-fold. It not only eliminates
the condition of “being in a rut” but is, at the
same time, a direct stimulation to the artist in
reviving his jaded interest.

Monotony should be avoided and variation
ot letter style is an unfailing remedial agent.
Repetition is the bane of the cardwriter’s exist-
ence, therefore the adoption of some new letter
style in such instances will materially reduce
the monotony. The common idea that 1t 1S
necessary to express the same sort of letter for
every piece of work is ordinary subterfuge.
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Appreciation of good lettering,

its fundamentals and possibili-

ies, entals persistent concen-
tration.

MODERN BRUSH

LETTERING

F utura B lac k—-—Uppe'r Case Modification

HE modification of Futura DBlack type-

face ‘indicates a slight change, 1. e,

open portions of the letter have been
closed. The author, while admiring the
Futura Black as an individual creation, ex-
perimented to the extent shown 1n the plate. It
is undeniable that the style as originally de-
signed, does not contribute particularly to easy
legibility. It seems to acquire this quality by
providing additional elongations interconnect-
ing the open portions found in the original
design.

In the execution of extreme thick and thin
letters there is a disposition on the part of some
to assume that these characters are made with
the aid of two brushes of dissimilar sizes. Such
1s not the case and it would be ludicrous to resort
to this practice.

A good rule, and a reliable one, 1s that ex-
treme thick and thin versions necessitate the
use of a brush larger than the thin portion and
smaller than the heavy parts. This means the
brush should be “worked down” to execute thin
parts and “spread out” in the latter case. The
brush is “rolled” on the end to reduce its normal

size, to secure dll even proportion on circular
counterparts. It is plain that the use of a. flat
)

chisel edge will never result in a thin, even line
in circle formations.

[t 1s to be understood the alphabets contained
in this book are not elementary, since ng
attempt has been made to provide diagram-
matical data. Therefore, the experienced let-
terer will, with his prior background knowledge,
find the plates useful as a reference, while the
beginner may safely accept them until thor-
oughly conversant with established standards.

[.earning by observation is a premise often
advanced, but it 1s the contention of the author
that the assumption is ludicrous. There can
be no substitute for personal instruction 2ad
this should be obtained whenever possivle.
Selection of the course should be more tiin a
cursory investigation. The background oi the
school, 1ts instructors and successes musi be
taken into consideration.

Appreciation of good lettering, its funda-
mentals and possibilities, entail persistent con-
centration. It is this fact that should lead the
beginner to select the best instruction possible.
New aspirants in this work should not be
expected to differentiate between what is and
what is not, good workmanship. This ability
1s gained slowly by actual practice.
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An italic that orients itself

admirably with other sans-serif
letter designs.

MODERN BRUSH ©LET INEIKIINIG

Futura Obligue—Upper Case

sans-serif letter. Paul Renner, the de-

signer, according to Bauer Type Foundry
specimen showings, has instilled a definite qual-
ity entirely different from most italic types. Its
chief characteristic 1s an abstract independence
of the ordinary hand-writing influence, gener-
ally noticeable, which militates against legibility.
The degree ot slant or obliqueness determines
its readability and achieves distinctiveness
entirely independent of perpendicular types.

FUTURA OBLIQUE, is a Gothic light face

The 1nnovation and unqualified success of

later types, based upon the Kabel motif, have
proven the soundness of the original design.
These sans-serif letter forms will not fade into
disuse quite as soon as some of the conserva-
tives seem to hope for. The permanence of
their deserved popularity lies not in the fact
of their newness, but rather on the soundness
ot their basic formation. Such beauty and legi-
bility are not the product of a fevered brain,
but the result of calm study and realization of
the superiority of Roman characteristics.
Personal likes or dislikes produce little or no
effect upon fundamental facts. The present
turmoil may provoke rightful alarm in consid-

eration ot where 1t will all stop, yet certain
rational normalcy will ensue in due time. The
Romantic age of type design may be in the
throes of growing pains, but be assured that it
will endure.

Methods for executing this design parallel
those of the Kabel alphabet and may be found
in the description given the latter type. Diffi-
culty will be encountered if no definite attention
1s given the exact degree of slant. Too much
liberty 1n this direction will destroy the char-
acter. This 1s essentially a light face letter and
care should be exercised when reversine the
order ot its generic design.

The popularity of sans-serif design lice not
in the fact that it is particularly new, for the
types long known as “Gothics” have been shown
In type specimen books for years. The attrac-
tion seems logical enough. |

A certain freedom and decorative quality
has been instilled in these new Gothics, mani-
festly missing in the earlier designs. Whether
the “free-hand” motif of modern versions 1n-
duce a more pleasant tone feeling to the reader's
sensibilities can be determined only over 2
period of time.




||||||

MODERN BRUSH "L ETTERING

. certain
ne. The
e 1 the
d that it

parallel
ye found
. Diffi-
attention
00 much
he char-
stter and

_— e e —

sing the A —
- hies not s s i i Az

_ for the i
11 shown - :

e attrac- e S

. guality <5
°s, mani-
Whether
sions In-
» reader’s
I over 4

Plate 19
Futura Oblique
Upper Case




Speculation on the possibilities
of attawming the perfection of
the ancients in this day and age.

MODERN BRUSH LETTERING

Roman F orum—Upper and Lower Case

HE FORUM alphabet is a modification of

Frederick Goudy’s type design based

upon the Trajan Column. Though sup-
posed to be formal in appearance, the letter
lends itself to an easy freedom, peculiar to the
brush. Close observance of the detail of the
basic character will ultimately furnish a key to
the entire alphabet. The serifs are curved and
graceful and facilitate fast work.

There is no lower case design to accompany
the capitals so the author has attempted to sup-
ply this deficiency. The success of the venture
will have to be left to the reproducer.

Character in any alphabet may center
around the finials; there are more possible com-
binations in this direction than any other. With
but two different designs, Gothic or Roman, to
resort to, the only opportunity for yielding to-
ward modification lies in the serif changes.
Any mix-up in trying to fuse Roman and Gothic
design results in adulteration of character.
Forum, for brush use, is in most respects a sin-

ole stroke letter and need not be “built-up” in
any positive sense,.

New alphabets may come and go, but the
Roman remains supreme and indefatigable.
The monumental effectiveness of Roman ro-
manticism in letter forms i1s not too remarkable
to be understood even in this age of increasing

productiveness. The spirit of ascention to
quality 1s respected profoundly.

There 1s 1n human nature a latent, though
unmistakable appreciation of the subtility of
fundamentals. It 1s quite uncommon to enter
into that sense of familiarity and personal
understanding in the matter of artistic creative-
ness that characterized the efforts of our
progenitors. This materialistic age will not
permit such inhibitions. Its accomplishmient

- i
i gz
+  —_

seems quite as remote as its realization. =
fessionals reaching this independent state are
relegated to the minority, hence pure unadul-
terated quality logically emanates only from a
select few.




MODERN BRUSH LETTERING | -

41 |

| -
I
—
— .
I = -
ar
i - -
H —_— -
: =
1 == ==
E —
= e -
‘ ——— o v
1 -
| :
e ’
o e 2
ol =
= = —
- Fl e i
e - W™ s - e —

T

P : = - — - T :
L : i o L Cam a - = - .
-] = - . P e e o e e
: o = e, S s g = S —
I - e o —r— = i S e
. o ——r s —_— —
i t H m ! e e i S e —"
| e L e e —r— - = -
...... L~ .
] e oo o 3 T e e L R
. = e g o N, - = o — el I i e
e i e e e
I e e T i "_ - - - R - i e
: L e e —— e e —
: i, ;-.u,r.'-_.__rl‘:'_.n i mpn s = ; - e ——
: - - i e P e e = — e
: { L o L o - — '-.___ ..r_ Fre
- e i B el : e — R
e ' . s v = o s .. —— e s =
- - — :
= - B 5 & il . v — B e - — - = e
; ‘ L I i I i :::"" e N o e - e
J = e kol r T x e r— — =
F : i T g :‘: e = e —— e — e
i f - =

fatigable.

HI‘H!I I('_ - - ] > S = : St ] ;
= BN, - . Rl i TN —
- i i = = e el T e 2 . TR S — = i — e ..
! I i a I a e . = gz e i o e — i
1 el BB ¢ m e “F-__p_-_.,-lh_ e i i -
- | o TR — g O A e e A e s e ——— -
1 - | o e — - = -u-.'.'—-_:._ .‘.. = I"-'i_-: - _‘. — ‘__:__J.-_ e _._ff_-‘ __-_
I ; | T e et e
| : - e > it e S e L ~
[} - g P g g SR e
i : . _' - '.-_ Tt '_:‘.__,_'____"_.._ e -I_-._J = "-_" . - e e e el i = =
- 3 " R g iy i S e — == -
CTE& ﬂlﬂ : T T T e e
. : - - | e e P i A e - -
S = N ~ g = - e i e i = - -
g » — il s - 5 — it i S R = e " s ]
e —y = i .,I':. o o A = T e —
c . A i - e = __:'r - =gl ""_"f—_l-__iu:l-m_.-_.-. s
i O B .'.'.' i Sy --__"': '._-"—-__' g o .,_.. e = il i
» . : R e B A e T R e
t | . " . - g e T~ M~ T S ey
T " r - - . - i
| L R p e e AR
mtlaﬂ 0 J e = - Es _"r"".'..-"',:"" e -

-

F

. though _ Y f;
btility of | _ |
| o enter | . . _ _

personal

creative- _ | Sl | e e
- of our | % - _ % | e
will not X Y 2 $ r') & ; ol s
plishment ' . ! -_ | s i =T
m. Pro- |

state are . A SUGGESTED LOWER CASE g A 5 = k- s s

abedefghijklmnopgrstuvwxyz

-

v from a

Plate 20
Rowman [Forum

Upper Case



T'here has been a distinct need
for some mtermediate techwique
wmcorporating the precision of
ype design and alpha-
from the sup-
of brush

modern t

ets resulting
posed

manmpulation.

limitations

O upper case is given of the Koloss de-
sign for the reason that capitals to

N match may be selected from Modern

Gothic or Modern Bulletin alphabets shown in
this volume. Koloss, 1s an importation that does
not seem to have found much favor in the ad-
vertisements of national periodicals.

In the author’s opinion the type has potentiali-
ties that are obtainable by making a few simple
modifications which are presented in the
accompanying plate. The original type de-
sign 1s rather foreign to American tradition
and appeared at a time when, unfortunately,
there were many other black face designs.
There 1s, however, in the lower case character
ot Koloss, much that should appeal to adver-
tisers searching for new notes in industrial
letter distinction. It has a certain monumental
quality of rugged determination, in spite of its
present deficiencies. Little effort is required to
modify this style in making a companion lower
case for Modern Bulletin (Thick and Thin) by
simply making the rounded portions sharp. It
1s always possible to improvise to a certain
extent and this practice is not to be condemned,

unless radical changes occur which do not cor-
rectly harmonize.

MODERN “BRUSH 'LEITERING

K O lOSS—-——Lower Case Modification

It should be stated here that the thirty-five
alphabet plates shown in this volume are not tqo

be accepted as approaching the perfection and
technique of type face, nor should they be con-
sidered 1n the light of designs for use in “knock-
out” brush work. The letterer devoting his
time to the study and reproduction of type
design has a special problem.

There are three distinct divisions of the pro-
fession at the present time. The “knock-out”
artist will find the plates useful in elevating his
present standards. The advanced show card
writer will find instant use for these motifs,
and the reproduction letterer will be encouragzed
to use the brush to a greater extent than hereto-
fore.

There is no reason to imagine that the plates
are attempts at slavish copying of type design.
There has been a distinct need for some inter-
mediate technique incorporation the precision
ot modern type design and alphabets resulting
trom the supposed limitations of brush manipu-
lation. Hand-lettered advertisements require
compatability with type faces. _

Professional card writers follow type design
because they are better able to express the
tempo of all contemporary graphic art.




| abcdeigh

kKim

nopqrstuvwxyz
1234567890

P.ate 21
Koloss
Modification

Lower Case

i

SR AL T e r T

[

RS A I M

= ] S e

"‘-’!?-—\- — L - ¢
., L T i = il
§ o . -
i e [ :‘:' =, -
| ;
'
|
|
i - - —.'I"-'“"
I - - - - — il 5
; s " T 7
,; T e T, A
;
| & ! . '-.- T _md_._
.. 5 # e B _
- ” S b == =
i st —=
| e ey s el
{ o - 'S A e Y o
; - a—
T = .
=
¢ - - # . -
]
i = a L
| il i, = Rt T
: iy - s T . r
& e
! - o L S - ¥
— i » - — - - '
= sy e e ——— & - —
o o P : —
] _ 3 _—:r.—.pl.- = - P T - - — &
1 #-g __‘I‘ Ly __:'.' - = i F =
i Ay —_— iy,
'I!H' - L e e, -
! 1 TN ey e s li,. = S —
— - —_ 1 r:__-.--- & e, ' r - = .
-I:..'_.'.'J.:.: L, BT : i S ey
| s = i i — i —_
i -y 4 o g Y = e
1 = TR = iy = - ] —= -J.'l-— S T it
- T o r\._.. u - = - = - J .
1 - y.--'r.a..,..-.u.i_l':_'_-l-- iy -y | - ¥ i
| =71 . , L - - o,y --1.]...,.-.51....._._ ;
d e, - = T ar . B g - e L -~ =t ;
i i - ':I_.-I':'-_h“ P = -y . ol — _!R. .i-..-_ x
b " _ = L men el
{ = e | e ol =" T .1-'“‘_*
] bl o =
- - .
-_—rhy ¥ " T
- - . — 1 - ™ -
— . — gl = P R e m— = -It == B -
e e s = e L ., - ——
i Fa 1 ] . e —
| T s i = —
Ty ————— i —
i e - -—
— v i —
5 = ™ = ey W o
| - B —— e T L
T S
= T -
) : e — . —— '
5 -
¥ i e = E R - -
. “—F S i i 2 - T
] & L
4 ’ = S =
= . .
= —
— - T g - - __--
— 3 - | — -k
1
I . i gy -
: - = T i — = - ﬂ_‘-
[ = -
- s s . | i - v i e i =
==
- = - e
. e = 4 -
1
|
1
1
|
i;
i
! - -
¥ 7 -
1
[ = - ___ % s e
| -
i F———
. - =
- s
- o




Beginners who wunderstand the
mechanics of brush manipula-

tion can simulate letter char-
acter,

MODERN BRUSH  LETTERING

Broadway Series—Upper Case

of the modern type faces for purposes

of hand-lettering lie in the seeming
difficulty of their execution. One of these 1s
the Broadway Series. There are some who
object to its use generally on the assumption
that it 1s both slow and dithcult to make. This
1s not entirely true. The prime necessity is
knowing what size brush to use and how to
use it. -

It will be tfound impossible to attain satisfac-
tory results by using the flat chisel edge of a
large brush for both straight and circular
strokes. The beginner usually finds it possible
to make the horizontal thin strokes, or even the
vertical, but is unable to surmount the difficul-
ties that arise in attempting the circular por-
tions. This is usually cause for discourage-
ment and the assumption that the design is
impracticable. |

It 1s unnecessary to use two different sjze
brushes, one for the thin stroke and another
for heav}* tormations. The remedy here is
the select-lon of a'tool which normally spreads
about twice the width of the thin stroke of the

letter design. The thin stroke is meant to imply
the left-hand stroke of an “A,” for example.,

REASONS for the unpopularity of some

The mechanics are simply to letter the heavy
portions with the flat chisel edge building the
stroke up from left to right.

Correct execution of the thin part is ac-
complished by rolling the brush on the palette,
which pulls the extreme “flag” end together.
After this rolling motion, the brush will have 2
blunt point, similar to any ordinary paint brush,
though not as sharp. With this rounded, blunt
point, you will discover that it is quite easy to
make all circular thin portions of the alphabet
without the necessity of resorting to anv actual
brush turning. Perpendicular and horizontal
thin strokes, are all executed with the briish in
the same blunt, pointed condition as is the case
with circular strokes.

“Squaring off” is accomplished by working
the brush with a thin chisel edge. Practice 18
all that is required to make anyone a devotee of
Broadway. The things to watch are few. One
of the main objections to this design is the ex-
treme delicacy of the thin portions in the origl-
nal Broadway typeface. This has been somes
what modified in the plate, which makes 1t more
practical for advertising uses. Overdone thick
and thin contrast fosters fllegibility and creates
innumerable ‘“holes” throughout the copy.
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Establishing the relationship
between lettering and design.

MODERN

BRUSH LETTERING

Le COC hiﬂ——Roman Upper Case

French origin, though all readers are

familiar with it. Its uses are confined to
those occasions calling for dehnite characte_r
and decorative quality. No lower case 1s 1ndi-
cated in the plates, though it 1s recommended
that experiments be made to fathom its possi-
bilities. Examples of Cochin lower case may be
found in any good type specimen catalog. This
design 1s easily adaptable to brush usage. In
instances where a number of lines of upper case
lettering seem desirable it lends color.

Cochin blends very nicely with other hand-
letter varieties of the Roman family. In execut-
ing this letter, a brush should be selected near
the size, or slightly larger than the thin stroke.
It should be saturated with paint but it is un-
necessary to “chisel” it. The rounded forma-
tion is characteristic throughout, especially in
the serif construction. Angularity or square-
ness should be avoided. The total absence of
perfect roundness in letters such as GG, 00,
etc., show its perfect adaptability for brush
work. It is by no means a “slow” letter. A
certain amount of practice will enable the let-
terer to meet the usual production requirements.
Just how far the letterer should fathom the

l E COCHIN is a novelty Roman letter ot

subject of design is a problem best undertaken
by the individual. The relationship between
lettering and design 1s very apparent. A few
simple admonitions will not be out of place.

While 1t 1s unnecessary to search into the
intricacies of design, it is important that some
sort of standardization be observed in occasions
where 1t must be used in conjunction with
lettering. Amnalogically, the design used should
carry out the feeling expressed in the letter
character used. Ior instance, assuming there
are but two basic forms to consider, namely, the
Roman and Gothic, 1t will be natural to expect
the compatability of lettering and design to be
carried out in the same manner. Therefore,
letter characters favoring the Roman, which 18
thick and thin, should be accompanied with
design exhibiting those same characteristics.
The use of Gothic forms, Block, Kabel, Futura,
etc., require a design motif of equal propor-
tions—that is—static.

The author has carried this out to some €x-
tent in the designs accompanying the iHQIV'I‘dual
alphabet plates, though his idea was to indicate
a tew “fllers” or “gags” for everyday us6
rather than absolutely harmonize these with
the letter character.
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The importance of familiarity
m letter forms as seen from
the reader’'s angle.

MODERN

BRUSH LETTERINC

Modern Bulletin—Upper Case

ODERN BULLETIN is easily recog-
M nizable through its disguise. In fact, 1t
A s an old friend. The tilting of the
thin portions, with the roundness of formation
outside the letter, and the angularity inside ol
such letters as B, C, D, G, O, P, Q, R, and U,
characterize this modification as the same old
“thick and thin.”

[t has a rugged boldness which makes it par-
ticularly adaptable to industrial subjects, such
as gasoline and motor oils, office furnture, steel
products, airplanes, machinery, etc.

[t may be executed with the brush approxi-
mating the size of the thin portions of the let-
ters. Build up the thick strokes from right to
left in the usual manner. The alphabet lettered
by the author, and the Richfield advertisement
by Tillman Goodan, shown in the specimen
plates, are exceptionally fitting.

Sign writers and advertising artists will find
an everyday usefulness for this letter design.
The importance of selection cannot be over-
stressed. Advertisers are becoming educated
to the fact that there is a definite relationship

between particular letter styles and the subjects
which they are made to convey. This condition
should be recognized by the letterer and he
must, in some manner, be “wise unto his own
generation.”

[ettering for reproduction purposes must
be conducted on an intelligent basis. It would
be embarrassing for the letterer to discover that
his customer has studied “his types™ and knows
whereof he speaks. Selection 1s not mere
intuition; it is the result of familiarity with
the family groups in prevalent standards. It
is not to be interpreted that this condition
applies specifically to the card writer, for it
does not. It directly and vitally concerns repro-
duction lettering technique, though it would not
be unwise for the show card writer to familiar-
ize himself with the self-same letter design
perused by the layman daily through the
medium of newspapers and periodicals.

Familiarity is compelling. Though extreme
attenuations distract, they do not hold attention,
hence the assumption that familiarity is prefer-
able to the reader of advertising matter.
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