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PREFACE

HIS treatise is a summary of detached notes
collected by the writer since 1860. A desire
to make it complete and exact has prevented its
earlier publication. As an aid to this result each
chapter has been revised recently by experts in
different branches of printing. In its present cor-
rected form it is believed that it will be found of
use to all who seek for information about types
which cannot be compressed within the ordinary
manual of printing, or be gleaned quickly from the
specimen books of many type-founders. The scope
of the book has to be limited to plain types. Re-
marks concerning newspaper types, typographic
decorations, and recent fashions in book-work,
have to be postponed. The composition of title-
pages may be the subject of another treatise.
In making the numerous corrections demanded
by changes of fashion and new methods of manu-
facture, I have not considered it judicious to change

the earlier and best-known name of any type-
5



6 Preface

foundry which has introduced a new face of type.
Many of them are now branches of the American
Type Founders Company. To accredit each face
of type to a great company which has branches in
many widely separated cities would not properly
specify the maker or the place of manufacture.

Acknowledgments for valuable information in
the preparation of this matter are due, and are here
gratefully made, to the late David Bruce, Jr., the
late James Lindsay, and their successop Mr. V. B.
Munson, of the New York Type Foundry; to Mr.
J. W. Phinney of Boston, Mr. L. S. Benton of New
York, and Mr. Henry Barth of Cincinnati, of the
American Type Founders Company ; to Mr. Charles
T. Jacobi of the Chiswick Press, and Mr. T. W.
Smith of H. W. Caslon & Company, London; to
Messrs. Theodor Goebel of Stuttgart, Claude Mot-
teroz of Paris, V. Deslandes of the Imprensa Na-
cional of Lisbon, and William E. Loy of San Fran-
cisco.
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PLAIN PRINTING-TYPES

I
The Processes of Type-making

(S RINTING-TYPES are made from an
) alloy of melted lead, tin, antimony,
and sometimes copper, that fills the
20 [$325Y mould exactly and shrinks but little
e[ ?’f;a\ in cooling. The utility of typogra-
phy depends upon the accuracy of each mypesmust
type, and the consequent squareness of a be founded
thousand or a hundred thousand typesin ™™™

any combination. This accuracy is most certainly
secured by founding each type singly in a mould.
Experiments in cutting or swaging them from
cold metal have hitherto been unsuceessful. Nor
is there any practical substitute for type-metal :
brass and copper melt at a great heat that soon
wears out the mould; lead and tin are too soft for
the service required; glass is too brittle, and will

2 9
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10 Departments of Type-making

not entirely fill the matrix; gutta-percha and cel-
luloid cost more and have disadvantages that out-
weigh their merits. Large types for posting-bills
Large types ar¢ made from close-grained wood like
made from that of the box, maple, or pear tree: for
bard woods this branch of printing, types of wood
are preferred, as lighter and cheaper than those
made from metal. Types of wood are seldom
smaller as to height of face than one inch. They
can be made smaller, but small pieces of wood
warp after heat or swell after moisture and are
unfit for practical work.

As now practised, type-making has six distinet
departments: (1) Punch-cutting, or the art of de-
Six depart- Signing and engraving the model char-
mentsin  acters from which types are made; (2)
typemaking pitting-up, or the art of adjusting the
matrices to the moulds; (3) Electrotyping, or the
art of making matrices by electrolysis; (4) Mould-
making, or the art of constructing the moulds in
which types are cast, and the exact tools by which
their accuracy is tested; (5) Type-casting, or the
art of founding types in moulds; (6) Type-dress-
ing, or the art of finishing the incomplete work
of the type-caster. The breaking-off of surplus
metal from the cast types, the rubbing-down of
the feather edge made in casting, the kerning or
adjusting of overhanging letters, and the final in-
spection of each finished type are additional oper-
ations. Every large foundry has a few workmen



Punch-cutting the First Process 11

who are expert in two or three of these depart-
ments, but the ordinary workman has knowledge
and practice in one department only.
Punch-cutting is the first process, which must be
preceded by a careful drawing of the characters.
No operation in typography requires pucn-cut
more skill than this, and in none is tingis the
error more disastrous! The modern MrstProcess
punch-cutter is not fettered by arbitrary rules: he
does not conform to the models devised by Albert
Diirer, nor those subsequently made by French
theorists in type-founding. He is at liberty to
design characters that may be taller or broader,
thicker or thinner, than any heretofore made, but
he is required to make all the characters of a full
font uniform as to style, so as to show perfect
correlation. The characters must seem gypeq must
uniform as to height, line, stroke, serif, bedrawn
curve, and angle; they should be in 2°cUrately
proper relative proportion as to size, and as to
nearness and distance in all combinations. The
beauty of text-typesisin their precision. That free-
dom of drawing which is permitted, and some-

1Type-founding is not like
other arts, in which imperfect
workmanship may find a use
proportionate to its relative
value. Printing should toler-
ate nothing that is bad, nor
even that which is mediocre,
since it costs as much to found
and print bad types as it does
to found and print perfect ones.

If the punch-cutter has not the
requisite ability for the work,
the founder, who gives metal,
and the printer, who gives
paper, cannot retrieve his er-
rors. They are obliged to per-
petuate these evidences of his
mean ability, and to dishonor ty-
pography. Fournier, “ Manuel
Typographique,” vol. i, p. 3.



35 Methods in Designing of Letters

times approved, in the letters of a good penman,
or in engraving, or in the types of job printers,
is not-tolerated in the text-types of books, which
must be precise.!

The assortment of characters known to printers
as a font of roman book-type requires the en-
graving of 150 punches: 29 large capitals, including
&, A, and (B ; 29 small capitals, including &, &, and
@& ; 33 lower-case characters, including fi, fl, ff, ffi, fil,
e, and ce; 19 figures and fractions ; 22 points, refer-
ences, and signs; 18 other characters. Accents
and the special signs required for some books are
not furnished in the regular assortment.

These characters are divided into six classes of
irregular heights of face: (1) Full-bodied letters,
like Q and j—that occupy the entire body of the

1 Diirer’s rules ang diagrams
for the formation of letters, in
his “Unterweysung der Mes-
sung” of 1524, are reprinted
in “Die Initialen der Renais-
sance,” by Camillo Sitte and
Josef Salb (folio, Vienna, 1882).
Geoffrey Tory of Paris, in his
¢ Champfleury ” of 1529; Yecair
of Saragossa, in his ‘Ortho-
graphia Practica” of 1548; and
Paccioli of Venice, in his ¢ De
Divina Proportione” of 1509,
have also devised geometrical
formulas for letters. Moxon’s
scheme for the plotting out of
each letter in' little squares 42
wide and 42 high is illustrated in
the text (p. 13), and detailed ex-

planations of it are given in his
“Regulee Trium Ordinum Lit-
erarum Typographicarum” of
1676. The extreme of scientific
precision was attempted by a
commission of the ¢ Académie
des Sciences” of Paris, appoint-
ed in 1694, of which M. Jaugeon
was the chief. He recommended
the projection of every roman
capital on a framework of 2304
little squares, and on a congeries
of squares and rhomboids and
curves for lower-case and italic
letters. These rules and dia-
grams no doubt are of some use
to designers of letters, but they
have never been fully adopted
by any punch-cutter.



Types Must be Made by Rule 13

type; (2) Ascending letters, like A, b, h, d, that
occupy the upper three-fourths of the body; (3)
Descending letters, like p, y, g, q, that preguiar
occupy the lower three-fourths of the heightsof
body; (4) Short letters like a, o, that ©aracters
occupy about one-half of the body in the middle
part; (5) Small capitals, that are sometimes in
height more than one-half of the body, but not
as high as the ascending letters; (6) Irregular
characters, like the * that have no arbitrary
height, but do have a definite position.

a1 oo A Scate f/z Parts J/z: the Boa.y

..vn
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Moxon’s method of designing letters.

The punch-cutter begins his work of practical
design by drawing a geometrical framework, on
which he determines the proper position ;.o are
of every line and the height of each firstdrawn
character. A small margin is left at ©"P*P¢"
top and bottom of the face to prevent the touch-
ing of a descending letter against an ascending
letter in the next line, as well as to prevent the
wear of exposed lines cut flush to the edge of the
body.



14 Rules Not to be Used Servilely

The relative heights of the short and long letters
vary greatly: in some styles the short letters are
but one-third of the body; in other styles, nearly
two-thirds, and the ascending and descending let-
ters are correspondingly taller or shorter.

Measuring instruments of precision are needed,
but they cannot be used servilely or thoughtlessly.
Optical de- LO give the type the needed appearance
Iusions are 0f uniformity, some of the lines must be
bumored  ]5iq down in directions that transgress
the rules. Some types have to be drawn longer
than their fellows. Optical delusions must be
humored, as will be more clearly shown in the
curved letters of the following illustration.

AOES

If a straight-edge be laid against the foot of
this line, one can see that the letters which curve
at the foot fall below the line. If they did not
project they would seem too short. The angles
of capital letters like A Y M N Z have to be varied
for each letter. These are conspicuous examples,
but there are many more; a large proportion of
the characters for every font of roman or italic
contain lines that are departures from the rules



Departures from Rules often Made 15

which must be observed in their mated charac-
ters. Deviations have to be made occasionally, not
only to deceive the eye, but to make each letter
pleasing and generally acceptable in any combi-
nation with other letters. The effect of letters in
combination must be studied.

These irregularities cannot be formulated in a
system ; they vary with every new style of face,
and to some extent with every new size of body.
The knowledge of what is needed in the forms of
types can be acquired only by long practice, and by
a careful study of the combinations of different
letters. American type-founders say that there
are not a dozen men in the United States who ean
make acceptable drawings for a symmetrlcal font
of roman and italic types.

‘When the proportions of the letters have been
determined, the punch-cutter begins his work by
making a counter-punch of steel. The , ounter
illustration adjoining shows the form punchthe
of a counter-punch for the letter H of 1t Work
a the size of double english. Itisan engraving
] in high relief of the counter or hollow part

of the type, that is, of that part which ap-
pears white in the printed letter. These counter-
punches have little resemblance to the letters for
which they are intended. When approved, the
counter-punch is impressed, to a proper depth,
into the end of a short bar of soft steel. The
depth is necessarily shallow for small types and



16 Cutting the Punch

deeper for large types.! Properly impressed or
struck, this counter-punch finishes, at one stroke,
the interior part of the model letter, and does it
more quickly and neatly than it could be done
with cutting tools.

This bar of soft steel is known as the punch.
When it has received the impress of
Cutting the counter-punch, the engraver
ofthe cuts away the outer edges until
punch - the letter is adjudged perfect.
The punch is the model type—the pat-
tern from which it is intended that
thousands of printing-types shall be
made. To make this model letter on
the punch faultlessly, all the measure-
ments of the drawing on paper are
repeated on the steel, gauges are fre-
quently used, and trial proofs are taken
while the work is in progress. To get ;
these trial proofs the cutter puts the Punch of
punch into the flame of a flaring gas- letter H-
burner until its face is covered with soot. Then,
after breathing repeatedly on a bit of paper until
its surface is softened by moisture, he firmly
presses the punch on the paper. In this way he

1 Fournier, in his ‘“ Manuel shallow, and sufficiently justi-
Typographique” (vol. i, p. 12), fles the objection of Fertel,
recommends one-fourth of a an early French printer, who
geometric line, or about the said that the counters of small
forty-eighth of an inch, as the French types filled up with ink
proper depth for small type. too quickly, and thus prevented
This makes the counter too good presswork.




Making the Matrix 17

gets a sharper proof of his work than can be had
from any impression made from black mixed with
oil or upon paper sodden with water.

When the engraver has finished the cutting of
the punch, its soft steel is hardened until it has
strength to penetrate copper. This done, gy yyin,
it is then punched in a flat, narrow bar of of the
cold-rolled copper, which makes a reversed ™*™*
duplicate of the letter on the punch. In this state
the copper bar is known as a drive, a strike, or
an unjustified matrix. It is only
when the drive has been made per-
feet that it is known as the matrix.
This matrix is really the mould for
the face of the letter.

The drive is a shapeless bit of
copper, which must be accurately
fitted to the mould. During the op-
eration of casting, it must gy,
move freely to and from the of the
mould, and yet be snugly ™
fitted thereto. Its outer surface

Matrix of must be in exaect parallel with the

letter H. face of the sunken letter below.
The letters >+ Not only this matrix, but all matri-
are private marks ces of the same font, must be of the
which cannot ap- same depth from the surface to the
ER U PRI, cumken face; each must be accu-
rately square on the sides, and all must have the

sunken letters relatively in the same position. If
3




18 LElectrotyping of Matrices

this is badly done, the founded types will not stand
true in line or have true spaces on the sides. The
process of converting a drive into an available
matrix, known among type-founders as fitting-up,
or justifying, is one of the nicest of operations.
When perfected the matrix is stamped at the foot
with letters or figures which enable the caster to
identify it.

Matrices are also made by processes of electro-
typing,! for which the punch of steel and the
Flectrotyp- OPeration of striking are not required.
ingof the The model letters are cut on type-metal,
matrices  and, after preparation, are suspended
in a battery containing a solution of sulphate of
copper. The action of the electric current on the
submerged zine and copper plates liberates atoms

1 Joseph A. Adams of New
York was the first American
to experiment in electrotypes
for printing cuts. In 1839 he
was engraving the woodcuts
for Harper’s * Pictorial Bible,”
at that date the most elabo-
rately illustrated book that had
been planned in this country.
In overseeing the printing of
this work he had practical evi-
dence both of the weakness of
the woodcut and the imperfec-
tion of stereotype, which sug-
gested to him the value of a
better process. In 1841 he fur-
nished to ‘Mapes’s Magazine ”
an electrotype of one of his en-
gravings, which was success-
fully printed. In 1840 Profes-

sor Jacobi of St. Petersburg,
Thomas Spencer of Liverpool,
and J. C. Jordan of London,
who seem to have been making
experiments without any know-
ledge of one another’s attempts,
succeeded in making electro-
type plates. The first electro-
type matrix for types was made
by Edwin Starr of Philadelphia
in 1845, and used in the foundry
of James Conner of New York.
This innovation was not then:
received with favor, for the new
matrices were inferior. The ob-
jections made against the first
electrotyped matrices do not ap-
ply to all that are made now,
because they are used for large
types in all type-foundries.



Fitting of Matrices to Moulds 19

of copper which are attracted and adhere to all
the suspended model letters. When these letters
have received a thick deposit of copper they are
taken out of the battery and their thick coats or
shells of copper are removed. The shells are then
backed up or strengthened, and converted by the
fitter-up into movable matrices. Matrices can be
made by the electrotype process from engraved
type-metal as readily as from punches.

Every character in the ordinary font of roman
and italic has its own matrix, but all these mat-
rices are adjusted to one mould. This .y oiies
mould must not only be true for its are fitted to
own work, so that every type cast from °"emould:
it will readily combine with its mates, but must
be true in all points to the standard mould, and
all other moulds for that body. A printer requires
of the founder that types cast to-day shall be of
exactly the same body as types cast twenty years
ago, regardless of the wear of the mould during
this long interval. If types were as uniform in
width as they are in height, the task would not be
so difficult; but letters vary irregularly in width
from the 1 to the W, and the spaces vary regularly
from the hair-space | to the three-em [Jl quad-
rat. It follows that the mould must be made ad-
justable, and that nearly every change of matrix
will compel a readjustment of the mould.

The type-mould is of two pieces, apparently
a right and a left counterpart. The matrix pro-



20 Construction of the Mould

vided for the face is regarded as an attachment.
Each piece consists of a number of firmly serewed
bits of polished steel. When the two
counterparts are properly brought to-
gether their interior sides are in exact
parallel at a fixed and unalterable distance. The
upper end of the mould is provided with a seat
for the matrix; the lower end is open for the
inflow of melted type-metal. Between these ends
is the hollow to be filled with the melted metal
that makes the type. Although the mould when
joined is immovable in the direction that deter-
mines the body of the type, it has great liberty
of motion and ease of adjustment in the direction
that determines the thickness or the width of the
type. The counterparts, when properly adjusted,
slide to and fro on broad and solid bearings that
prevent their getting out of square.!

Moulds are now made to be attached to type-
casting machines, for casting by hand exclusively
Construction  1as mot begn done in any American
of the type-cast- foundry since 1845. At the base of
ingmachine  the machine is a small furnace, the
heat of which keeps fluid the metal in the pot
above. Suspended over this pot is a flat-faced

The construc-
tion of the
type-mould

does not write of it as a recent
invention. Its more important
features are as old as the inven-

1 The type-mould now in use
does not materially differ from
that shown by Fournier, in his

¢ Manuel Typographique” of
1764, or by Moxon in his ‘Me-
chanick Exercises” of 1683, who

tion of typography. Moxon's
moulds were of iron; those of
the early founders were of brass.
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Type-mould without matrix, and with a
type of the letter H in the mould.

The other half of the mould.



22 Operation of Casting Machine

piston, or plunger. Every revolution of the erank
gives to this plunger a sudden thrust which in-
jects through an unseen aperture enough of the
melted metal to instantly fill the mould and the
matrix, the matrix being held in place by a lever.
As soon as the mould receives the metal it opens
at an obtuse angle, as a door upon hinges. At
the same instant the pressure on the lever that
binds the matrix close to the mould is released,
and then the matrix springs backward. The type
is held in the upper half of the mould by a blunt
pin, and when it raises, by the assistance of a rod
which is connected with the apron, the stool hits
the face end at the back and releases the type.
As soon as the type is dislodged the mould closes
automatically, and the plunger injects a new sup-
ply of metal, which is thrown out as before in the
shape of a type.

Although types are cast singly they can be
made rapidly; the rate of one hundred in a minute
Types 1S not an uncommon production of the
rapidly smaller sizes. The large types, which cool
made  slowly, are cast slowly. The degree of heat
required varies with the size of the body and the
hardness of the metal. As a rule the smaller sizes
are cast of harder metal and require greater heat.

Efforts have frequently been made to cast many
types at one operation from a multiple mould.
The most successful effort in this direction was
made by Henri Didot of Paris, who in 1819 in-
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The Bruce type-casting machine.



24 Impressions of Cast Type

vented a “ polymatype” mould for casting a font
of extremely small type ;1 but this mould, although
occasionally used by his successors for very small
bodies, has not been adopted by other founders.
The types thrown out of the mould are for the
greater part perfect as to face, but unfinished as
to body, for an unformed strip of metal
called the jet, which cools outside of
the mould, is attached to the lower end
of each type. The bodies of the types have on
their corners burs,? or sharp edges of metal. These
and other imperfections have to be removed by
the rubber and dresser, or finisher.? The jets are
broken off, and the burs rubbed off on a grindstone,
or dressing machine. Types with projections, like
the f or J, are known as kerned letters, and are
smoothed on the sides with a file, or by a machine
in which a rapidly revolving wheel cuts away the
superfluous metal without touching the projecting
face. The types are then set up in a long row, and
firmly fastened, face down, in a grooved channel

Imperfect
as thrown
from mould

1 British Patent No. 4826 to
Louis John Pouchée. See the
“ Abridgement of Specifications
relating to Printing,” printed
by order of the Commission-
ers of Patents, London, 1859,
p. 165.

2 The bur is produced by a
slight and unavoidable leakage
of metal at the angles of the
mould. If the mould were set
so tight that air could not escape

from the corners, the types cast
therefrom would be porous with
air bubbles. Provision must be
made for escape of air when the
mould is suddenly filled with a
spurt of hot metal.

3 In 1838 and 1868 two patents
were granted to David Bruce,
Jr., for mechanisms which auto-
matically broke the jet and re-
moved the bur, but they were
not adopted by type-founders.



Dressing and Hand-casting 25

called the dressing rod, so that a plane, working
in carefully adjusted side bearings, can cut away
the irregular fracture made by the broken jet. This
operation leaves the types with a shallow groove
between the feet, which allows each body 1, v or
to rest on its feet, thereby securing uni- finishing
formity as to height. The dresser then ©°f%Pes
reverses the position of the row, bringing the faces
upward, and scrapes or files the front and back of
the types, deftly changing them from one rod to
another, so that front and back may be exposed in
succession. This operation ends the smoothing of
the types; their sides having been rubbed before
they were set in the dressing rod. The line or rod
of types is then eritically examined under a mag-
nifying glass, and every type that shows an im-
perfection is thrown out and destroyed. This in-
spection completes the work. The perfect types
are then packed in paper convenient for handling.

This method of making types hasbeen themethod
of all type-founders before the year 1850. Since
1890 new machines have been invented pne eartiest
which do some of the work automati- method of
cally. It is mainly in the department D*2d-casting .
of casting the type that the greatest improvement
has been developed.

All types were formerly cast by hand. The
caster took in his left hand the mould, which was
imbedded in wood and shielded to protect him

from being burned with hot metal. Then, taking a
4



26 Process of Hand-casting

spoon in his right hand, he poured the fluid metal
into the mouthpiece of the mould.! At the same
instant, with a sudden and violent jerk, he threw
up his left hand to aid the melted metal in mak-
ing a forcible splash against the matrix. If the
mould was not thrown upward quickly, the metal
would not penetrate the matrix. Hand-casting
was hard and slow work: Fournier says that
the production of a French hand-caster was from
two to three thousand types a day; Moxon says
the English caster cast four thousand.
Type-founding in some of its processes is but
one of the many forms of printing. The counter-
punch impresses the punch ; the punch impresses
the matrix ; the matrix impresses the fluid metal.

11n 1811, Archibald Binny of
Philadelphia devised the first
improvement in hand-casting.
He attached a spring lever to
the mould, giving it a quick
return movement, which en-
abled the type-caster to double
the old production. In 1828,
William Johnson of Long Isl-
and invented a type-casting
machine which received the ac-
tive support of Elihu White
of New York; but the types
made by it were too porous,
and the mechanism, after fair
trial, was abandoned. About
1834, David Bruce, Jr., of New
York invented a hand force-
pump attachment to the mould,

for the purpose of obtaining a
more perfect face to ornamen-
tal type than was possible with
the regular mould. This attach-
ment was known as the squirt
machine. Large ornamental
types owe their popularity to
this simple contrivance. In 1838,
the same founder invented a
type-casting machine, which
was successfully used for many
years in New York, Boston, and
Philadelphia. In 1843 he added
other improvements of recog-
nized value. Most of the type-
casting machines in Europe and
America are modifications and
adaptations of Mr. Bruce’s in-
vention.

7



The Barth Type-casting Machine 27

For more than forty years the Bruce type-cast-
ing machine or some modification of it maintained
its popularity, and furnished nearly all the type
made during this period. Improvements of real
value were gradually added to it in different found-
ries, but the changes did not materially increase
its productiveness. Yet it has never been regarded
as a perfect machine. Its great defect is its in-
ability to make the types perfect. To break the
jet off, to rub down the feather-edges, and to
plough out the feet, manual labor has to be em-
ployed, as in the days of hand-casting. At differ-
ent times Johnson & Atkinson of England, Foucher
Fréres of France, Hepburn of England, and Kiis-
termann of Germany,invented new forms of type-
casting machines that were intended to produce
perfect types, but these machines have not been
found entirely satisfactory by the type-founders of
the United States. They have been most efficient
in making spaces and quadrats.

The nearest approach to success has been made
by Henry Barth, who was granted a patent Jan-
uary 24, 1888, for a complete type- ¢ compete
casting machine. He claims that this machine of
machine produces one half more than Henry Barth
the older machines; that it does its work with
more accuracy, and that it permits the use of a
harder quality of metal. Its construction and its
processes differ radically from those of the Bruce
machine. One half of the mould and the matrix



28  The Barth Type-casting Machine

The Barth complete type-casting machine.

are fixed upright and made immovable; the other
half of the mould rapidly slides to and fro on
broad bearings, releasing the type that has been
founded and closing again before the hot metal is
injected for a nmew type. It breaks off the jet,
ploughs a groove between the feet, rubs down the
feather-edges at the angles, and delivers the types
on the channel in lines ready for inspection.



3 3
x
I
i 3 3 e
View of body inclined Letter H, from atype Face of the letter
to show the face. of canon body. on the body.

1 counter. 6 shoulder.
2 hair-line. 7 pin-mark.
3 serif. 8 nick.

4 stem, or body-mark. 9 groove,

5 neck, or beard. 10 feet.

Spaces of Pica

1T 1 1 1 B N
Em

Hair. Five Four Three En
to to to quad- quad-
em. em. em. rat. rat.

Two-em Three-em
quadrat. quadrat.

Dimensions of Bodies

Non- Min- Bre- Bour- Long- Small- Pica.
pareil. ion. vier. geois.  primer. pica.



30 Features of a Type

The face is the letter or character on the upper
end of the type which receives impression. As
Features 1tS most notable feature, the word face is
ofatype also used to distinguish one style of type
from another, as broad-face or bold-face.

The beard, or neck, is the slope between the outer
edge of the face and the shoulder.

The shoulder is the flat top of the small rec-
tangle at the upper extremity of the body, which
upholds the neck and face of the type.

The counter is the depression between the lines
of the face. When the lines are in high relief, the
counter is said to be deep; when low, the counter
is shallow.

The body-mark, or stem, is the thick line of the
face which most clearly indicates the character
and the height of the letter. It is better known
among printers as the thick-stroke.

The serif is the short cross-line put as a finish
at the ends of unconnected lines. Its form varies
with the style of face: in old-style lower-case let-
ters it is a blunt spur or a stubby triangle; in the
French styles it is a weak and delicate hair-line ; in
modern Scotch-faces it is curved or bracketed on
the inner side, where it meets the main line.

The hair-line is the thin line of the face — as is
shown noticeably in the C, H, and M — that con-
nects or prolongs body-marks.

The kern is that part of the face which, on a
few letters, projects beyond the body. The end,
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or beak of the lower-case f and j and many italic
letters have kerns, and are known as kerned letters.
Kerns are also made on the descending letters of
some forms of bastard faces.

The pin-mark is the small indentation on the
upper part of the body made by the pin which is
of service in dislodging the type from the mould.

The body is that part of the type which is be-
tween the shoulder and the feet. Early founders
and printers called it the shank. The word body
is also used to define sizes or thicknesses of types,
rules, leads, or furniture: Pica body means a thick- -
ness of about one-sixth of an inch. The sizes or
bodies of type are now more accurately defined by
numerical points.

The feet of the type are the two slight projec-
tions upon which the body rests. It is between
these feet that the jet of the type-caster is made.

The groove is the hollow left between the feet
by the planing tool that removes every trace of
the broken jet.

The nicks are the shallow grooves across the
lower part of the body. In American, English, and
German types the nicks are on the front of the
body; in French types on the back. Nicks are
needed as plain guides to the position in which the
types should be composed, and to prevent the mix-
ing of different faces of the same body. Roman
types of the same foundry and of the same body,
but of different faces, usually have different nicks.
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A font of type is a complete assortment of all
the characters that will be required in the compo-
sition of an ordinary text.

Sorts is the name given to a partial collection of
one or more of the characters of afont. Itis most
frequently applied to the types that are deficient.

Type-metal is an alloy of lead, antimony, and
tin, and sometimes of copper and of other metals.
Constituents LWVery type-foun'der has his own for-
of typemetal mula which he keeps secret. Ordi-
nary type-metal consists of one hundred pounds of
lead, forty pounds of antimony, and twenty pounds
of tin.! The metal for small type is harder than
that used for large type; leads, spaces, and stereo-
type plates are always softer; the backing of elec-
trotype plates is nearly all lead. Soft metal is
also used to prevent the breaking of kerned letters.
Ornamental types, which face or fill the matrices
with difficulty, are also cast of a soft metal.

Lead is always the chief constituent of type-
metal. Its specific gravity is 11.352; it melts at
617° Fahrenheit. Its density, ductility, and low
fusibility make it easy-working, but types of pure
lead are too soft for service.

Constituents of Type-metal

In Germany the formula for
cheap metal is seventy pounds

1 Fournier says his hard type-
metal contained one-fifth of anti-

mony to four-fifths of lead; his
soft type-metal had one-eighth
of antimony to seven-eighths
of lead. He does not name tin.
‘Manuel Typographique,” vol.
i. p. 111,

of lead, twenty-eight pounds of
antimony, and two pounds of
tin; the formula for good metal
is fifty pounds of lead, forty
pounds of antimony, and ten
pounds of tin.
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Antimony, a brittle and fibrous metal that can
be crushed to fine powder, is used to supply the-
hardness. Its specific gravity is 6.715; it melts
at 806° Fahrenheit. Type-founders use the form
of the metal known in commerce as the regulus
of antimony, or standard antimony.

Tin is a crystalline but malleable metal, which
has a specific gravity of 7.293, and melts at 4420
Fahrenheit. It is used to give toughness to type-
metal. It serves as a solder between metals fus-
ing at varying temperatures. It oxidizes slowly,
and prevents oxidization in its alloys.

Copper is used in small quantity to give still
greater tenacity. Its specific gravity varies from
8.8 t0 8.95; its melting point is estimated at 1996°
Fahrenheit. A very small amount of copper in
type-metal will give it a yellowish pink tint.

Moxon says that iron was an ingredient of the
type-metal made in his time. Although melted
with lead and antimony, its most efficient service
was its extraction of the sulphur found in crude
antimony ; as then melted, it did not in any appre-
ciable quantity mix with the other metals.!

the sooner. To make the Iron
Run, they mingle an equal

1The Mettal Founders make
Printing Letters of, is Lead

hardend with Iron: Thus they
chuse stub-Nails for the best
Iron to Melt, as well because

they are assured stub-Nails are . . .

made of good soft and.tough

Iron, as because (they being in

small pieces of Iron) will Melt
5

weight of Antimony beaten in
an Iron-Morter into small pieces
and stub-Nails together . . .
they put for every three
Pound of Iron about five and
twenty pounds of Lead. “ Me-
chanick Exercises,” pp. 164, 167,
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Zine and some of the newly discovered metals
have been tried as ingredients of type-metal, but
Zino cannot 111 1O case with success. Zine is espec-
be added to ially objectionable to type-founders. It
theall)y  has been found that an addition of one
per cent. will make the alloy so refractory and so
stringy that the metal cannot be founded.!

The most remarkable peculiarity of type-metal
is that it shrinks so little after being cast, a prop-
Typemetat €Ity not found to so great a degree in
shrinks very any other useful alloy. Harder metals,
i iid which must be melted at more intense
heat, must necessarily shrink in a corresponding
ratio, and this shrinking is injurious to accuracy.
Nor do the harder metals so truly fill the mould,
or make perfect casts.

The density of type-metal is a real advantage.
Although melted at a comparatively low heat, it
fills the mould and matrix with remarkable solid-
ity, and reproduces the finer lines of the matrix
with great exactness.

Another great merit in type-metal is its ability
to resist oxidization. It takes much usage to dim
its brightness; it does not rust like iron or steel,
nor show corrosion like copper and brass. Types
are necessarily exposed to the action of air, water,
heat, lye, oils, inks, and alkaline solutions, but
none of these agents works any serious injury.

1A European type-founder ad- old metal that contain any ad-
vertises that he will not only mixture of zine, but will prose-
refuse types brought to him as cute the seller for damages.
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These useful properties are gained only at the
expense of durability. The hardest types soon
wear out. When morning newspapers mypesiack
of large circulation were printed direct durability
from the type, it was often found necessary to
renew the fonts after a few months of service. To
jobbing type the damage by wear is even greater:
the beauty of script and hair-line types is some-
times destroyed by one month of service.

Ever since types were invented, founders have
studied to make them harder and more durable.
Great improvement has been effected,
but a point seems to have been reached
beyond which additional hardness is
no longer an advantage. Every good
founder could make his type harder, but only at
vastly increased expense. A harder alloy would
require greater heat to melt it; the metals used
would be more expensive; the moulds and ma-
chines would wear out rapidly; the speed would
be slower, and the type not so accurate.!

Difficulties
preventing
the use of

hard types

1 French type-metal as made
at the beginning of this century
had 50 kilogrammes of lead and
18 kilogrammes of regulus of
antimony.

Firmin-Didot experimentally
made use of a mixture for
stereotyping purposes of 20
kilogrammes of copper, 30 kilo-
grammes of tin, and 50 kilo-
grammes of regulus of anti-
mony. Types made from this
mixture were hard enough to

penetrate the plates of lead
which were then made to serve
for the stereotype moulds. For
printing-types this mixture was
materially ‘‘modified.”

In 1840, M. Colson of Paris
added iron and tin as ingre-
dients of type-metal. (‘‘L’'Im-
primerie, etec. Rapport du
XVIIe jury,” by M. Ambroise
Firmin-Didot, Paris,1854.) None
of these mixtures is now in use
in France or elsewhere.
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The durability of types is materially affected
by size and cut of face. With kind usage a font
of pica may receive a million impres-

f;‘;:ﬁé’;ty sions before it will be condemned ; IV)Vith
onthesize the same treatment a font of pearl may
ottheface o worn out with less than a hundred
thousand impressions. Yet the pearl is always of
a harder metal. The difference in durability is
caused by the difference in face. In the size of
pica, the counters are broad and deep; the hair-
line and body-mark will wear down and flatten
out to a great degree before the face will show
muddiness or illegibility: in the smaller size of
pearl, the counters are necessarily shallow; the
hair-lines and body-marks are thinner and closer
together. It requires more impression to print
the pear]l properly; this impression, meeting with
less resistance, soon wears down the thinner lines.
The amount of wear that types may receive can-
not be stated in figures. One printer will con-
The wear Sider them worn out when another will
oftypes  think them capable of further service.
Brevier and minion have sometimes received two
millions of readable impressions upon newspaper
work, but the thick press-work from types worn
by more than one million of impressions would
be aceepted only by a newspaper publisher. Many
book publishers would reject small types that had
received but three hundred thousand impressions.
For the finest letter-press work, the limit would be
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put very low. Typography with characters en-
tirely faultless can be had only from new type.
For type-founder’s specimens and for sumptuous
books new types are always provided. They are
never reset, but are condemned to the melting-
kettle after their first use.

The repeated handling of types is as injurious
as the impression of the machine. One million of
acceptable impressions may be obtained go catea
from small types skilfully made-ready if handling
these impressions are taken from one MUrious
form; but if the types are repeatedly distributed
and reset for many different forms they will not
furnish one-fifth of that number. The wear of
types in the composing-room is much greater
than is commonly supposed. They are bruised
and battered in distribution and in composition,
in making-up, and especially by planing-down
and correction. The moulding process of stereo-
typing is remarkably injurious. Proving with a
brush, or moulding by the papier-maché method,
is more destructive, in most cases, than any kind
of printing machine. Nor can a more destructive
agent be found than the stiff serubbing-brush
which is used, often by unskilful hands, to clean
the forms from ink after they have left the press.

Cylinder presses and type-revolving machines
have been adjudged as very injurious to types. The
noticeable wear of types on these presses is due
more to the omission of making-ready — which
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in the case of a morning newspaper is unavoid-
able—than to any inherent defect in the machine.
Wear causeq Cylindrical pressure need not, yet with
by neglect in careless hands it often does, grind off
presswork  gerif and hair-line much quicker than
pressure of platens. But types well worn can be
. used under cylinders longer than under platens.
Letters that have been rounded on the edges to
such an extent that vertical pressure ecannot give
a readable impression are made fairly legible when
they are printed on a rotary or a type-revolving
Rapid wear machine. This wear on types is often
avoidable  gyoidable. A careful compositor and
a skilful pressman can make types do twice the
service they give under the hands of careless work-
men. The modern style of making-ready, which
dispenses with the thick woolen blankets that
serape and grind off the edges of the types, is of
as great advantage to them as it is to the appear-
ance of the printed work. On fine work a press-
man is now required to make, by overlays and
underlays, the types practically parallel with the
impression surface, so that the printed sheet shall
show on the back only faint marks of impression.
Yet careful making-ready is but a feeble safeguard
if paper has not been well selected and prepared.
Rough-faced hand-made linen papers, half-beaten
straw or wood papers, and all papers that are laid,
uncalendered, or of rough or ribbed surface, are,
when printed dry, especially destructive to types.
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The durability of types is also affected by their
uncleanliness and the want of care they may re-
ceive. If they are not thoroughly p,y,nusey
cleansed immediately after taking promoted by
proof or on leaving press, if dust and cleaniiness
paper fibers are allowed to settle in the counters
and harden with the drying ink, and if the sedi-
ment of the lye and turpentine used for cleansing
is allowed to collect— a thick, tenacious deposit
will soon be formed which cannot be removed
without nearly destroying the type. The count-
ers of a font of type so neglectfully treated will
soon become filled up, and this may happen be-
fore the stems or the serifs have been appreciably
thickened by the impression of the press.

The art of stereotyping is used as much to save
needless wear of types as to save the expense of
repeated composition. It adds nothing to the du-
rability of the types, but it withdraws them from
use, and furnishes a cheaper and more gtereotyping
serviceable substitute. A mould in saves wear
plaster or prepared paper is taken from a page of
composed type, and this mould, when dry and hard,
serves as the matrix for making the stereotype.
The mould is then filled with melted type-metal,
which, when hard, is a proper duplicate of the face
of the composed type. The plate is thinner than
the types, and costs much less, both for metal
and for labor. It answers every purpose as well,
and thus saves the types from needless wear.
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A large octavo page of long-primer type weighs
about ten pounds and its types are worth about
three dollars. The stereotype or electrotype plate
taken from it weighs about twenty ounces, and
costs about forty cents, but the metal therein has
some permanent value. As stereotyping not only
saves the type from needless wear, but also saves
the expense of recomposition, it is freely made
use of by all publishers in America. Its advan-
tages are not confined to book printers; it is of
decided economy in the printing of morning news-
papers, when duplicated forms have to be put on
two or more presses. Large editions of those pub-
lications could not be printed at all without the
aid of stereotyping. Electrotyping, another pro-
cess for securing the same result, has practically
supplanted the stereotyping of book work.

If the type used in printing a book is distrib-
uted before stereotyping, of course the composi-
Benefits of  tion 1s not available for even one more
stereotyping edition; but if the forms have been
stereotyped, the labor of composition is saved for
any number of editions, because the plates used on
the first edition may be used on twenty successive
editions without repeating the expense of the orig-
inal composition. After stereotyping, the types
may be distributed and rearranged in many other
combinations. The plates are unalterable. The
advantages of stereotyping or electrotyping are
equally beneficial to both printer and publisher,
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saving the type of one and lessening the expenses
of the other. In the United States all books that
may be reprinted are electrotyped.

The process invented in 1851 by Dr. Newton
of New York, which is known as copper-facing,
is of value in making types more process of
durable. The faces of the types to copper-facing
be treated are immersed in a solution of copper.
Under the influence of a galvanic current atoms
of copper are deposited on them, covering every
part with a thin film. This deposition continues
from three to twelve hours, according to the
strength of the battery and the nature of the
work. When taken from the bath the types so
exposed are ready for use. Types that have been
copper-faced are made more durable, not by the
superior hardness of the copper, for the coating
is too thin to offer any great resistance to im-
pression, but by its superior tenacity. The stems
and delicate serifs may be flattened under pres-
sure almost as readily as before the operation of
copper-facing, but they cannot be broken or
gapped as easily.

The process of copper-facing differs from that
of electrotyping in a very important point. In
the electrotype, the atoms of copper o, ertacing
attach themselves to, and duplicate, differsfrom
the smooth face of the mould, and this ©lectrotyring
smooth-faced duplicate becomes the printing sur-
face. But in copper-facing these atoms attach

6
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themselves to the smooth surface of the types,
and adhere to it, leaving the rough, crystallized
upper side of the deposit as the printing surface.
This rough surface is often objectionable. The
earliest impressions from copper-faced type are
never as perfect as those from the uncoppered
type. There is always more or less thickness and
unevenness of face, which can be removed only
by continued use. For newspapers copper-facing
is of great value; for the finest work it is not to
be so highly commended. The expense of copper-
facing a font of roman types is about one-sixth
of the type-founder’s charge for the type.
Hardness of metal is usually considered as of
great importance in types. The quality of the
The test o Tetal is roughly, but not always accu-
hardnessin rately, tested by breaking atype. If this
typemetal 161 ds very much before breaking, show-
ing a ragged fracture, or if it, when whittled, curls
up in unbroken rings, the metal is soft. If it breaks
off short, after much resistance, showing a close,
crystalline fracture, the metal is hard ; but if it,
when whittled, crumbles at a slight touch the metal
may be hard but is deficient in tenacity. Great
hardness, without tenacity, is as serious a fault
as too much softness. Types that easily break
when dropped upon the floor, or that have their
serifs and hair-lines gapped by planing-down or
by rubbing with a brush, betray an excess of
antimony and a deficiency of tin or copper.



43

Solidity is equally important. It is a material
fault if the broken types reveal minute bubbles
or porousness, either in the face or the sonaity
body. This defect was common to all types °f tyve
made by the early casting machines which were
imperfeet, but it is now exceptional.

As all the characters of a font of type are usually
cast in but one mould, which is tested daily and
oftener, there is not much liability to inaccuracy
in the body of a font so cast.! But when a large
font of types is cast in haste from two or more
matched moulds there is an increased liability to
error. Sorts, or additions to a font, made at any
time after the first casting, may be slightly inac-
curate. Types may be cast thinner at the foot
than at the shoulder, and this fault may be in-
creased in rubbing down, or finishing ; but bottled
types, as these are called, are now unusual.

Every letter in a font should present the appear-
ance of standing even in line with all its fellows.
The maintaining of this evenness of Even liningot
line, apparently so simple, is one of Iimportance
the nice parts of a type-founder’s work. One rea-
son, but not the only one, why the Latin text,
Quousque tandem abutere, Catilina, was used so

Even Lining of Types

1At the International Exhi-
bition of 1851, a prominent type-
founder of London exhibited a
form of pearl types containing
220,000 characters. For twenty-
one weeks this form was kept

in a chase in horizontal position,
upheld by supports one at each
corner of the chase, so that each
type was exposed to the air on
both face and feet. The casting
was so true that no type fell out.
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frequently by type-founders in their specimens,
was that Latin, as compared with English, had
an excess of small and a deficiency of ascending
and descending letters. Types composed in Latin
had a more symmetrical look and an evener line
than could be produced from an English text.
Modern founders, confident of their superior abil-
ity, do not hesitate to show their types in English.

These types show an uneven
lining in the letters n and e;
the n too high, the e too low.

The deviation in lining here shown is enough to
destroy the appearance of the font.

Uneven lining will be most frequently noticed
in sorts, or the new letters that are cast to supple-
ment a deficient old font. The new letters may
be made out of line by the founders, but
this rarely happens when lining letters are AAA
sent. The uneven line is more frequently ﬁﬁ
caused by accretions to the body of theold ;'An
type, which have been made through want AAA
of cleansing from dust and ink. Before AAA
new types are mixed with old, they should AAA
be tested by setting them in vertical lines, AAA
between rows of old type, as shown in this AAA
. . ype, AAA
illustration.
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The fitting-up of type, which is the founder’s
term for adjusting the face upon the body, is of
highest importance. The set of the mould is al-
tered with almost every change of the matrix, and

In these lines the e has too
much space at the left, the
a too much at the right; the
t is too close at the right,
the h too close at the left.

if this alteration is not intelligently done, some
types will be too wide, and others too narrow. A
font of type so fitted-up will exhibit ungainly gaps
between some letters, and a confusing proximity
between others, as is shown in illustration above.

Bad fitting is sometimes shown in letters the
stems or thick-strokes of which lean slightly from
a vertical line, either to the right or to the left.

In these lines the letter t
leans to the right, and the
letter e leans to the left.

This fault is exceptional in roman, but is not at all
infrequent in some of the older fonts of italic.
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A bad fitting-up of matrices to the mould is
ocecasionally shown in the unequal heights in line
of the different characters of the same font. This
irregularity is seldom noticeable in the types of an
entirely new font, but it may and often does occur
in the sorts or additions cast subsequently. '

In these lines the letter o is
too high; the letter t is too
low; the letter h is tilted out
of perpendicular on one side.

Unequal height is a more frequent fault since a
recent change in the height to paper of type-bodies
Differences Lrom .9166 to .918 inch. The difference
inheight  of but one five-hundredth of an inch may
oftypes  he almost imperceptible when types of
these heights are printed together on damp paper
against an elastic impression surface, but it is a
fatal fault when these types are printed on dry
paper against a hard surface. To bring up the low
types the over-high types will be crushed. A new
font which contains characters of unequal heights
to paper will show from the beginning many of
the blemishes of a worn-out font. Unequal heights
to paper should be watched for in all types cast
from old electrotyped matrices that have been un-
equally worn. The process of copper-facing tends
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to make types of unequal heights by an occa-
sional uneven deposit of copper.

An improper fitting of the face on the body is a
very serious fault. For itslegibility each character
needs a fair relief of white space outside its stems.
The distance between the stems of all the types in
a word should be reasonably uniform. As a rule
this distance is most satisfactory when the space
between the stems of meeting letters is about the
same as that between the stems of the letter m.
This is not always practicable, for letters are irregu-
lar as to shape, and a nice discretion must be ex-
ercised by the fitter-up, who has to consider the
combinations of these irregular shapes. Asarule
condensed type and small type need close fitting;
fat and expanded type a wider fitting.

The types of this column are
close-fitted, but they are as read-
able in solid as in leaded com-
position. Noris the appearance
of the composition damaged by
close or thin spacing. Each let-
teris distinet, although somelet-
ters nearly touch their fellows at
extreme points.

The mechanical finish

The types of this column
are wide-fitted. Each letter
is separated from its fellows,
but the composition has an
uninviting appearance. It is
not easier to read. It cannot
be thin spaced nor set solid to
advantage, nor is it improved
in any way by wide leading.

should be of the highest

order. ‘Good types should be so carefully rubbed
and dressed that there will be no burs good finish is
or roughness on the edges to cut the important

fingers of the compositor. The shoulders should
be low enough on the body to prevent their being
blackened by the inking roller, and to allow the



48 Choice of Face

kerned letters to lap over without interference.
The kerns should be well supported so that they
will not break under proper treatment. The nicks
should be clearly defined, and different either in
number or in position from those of other faces or
styles of the same body. The hair-lines and serifs
should have a sloping base, to give them a proper
support. The counters should be deep enough to
prevent their quick filling-up with ink and paper
dust.

Italic type needs special examination: blemishes
in fitting-up are more frequent in italic than in
Ttalic must the roman of which it is the mate. A
mate with  font of italic should not only be in line
theroman  with the roman, but should show all its
features as far as the change of face will permit.
In the early practice of type-making, one face of
italic was often made to serve for two or more
faces of roman. This practice has not been en-
tirely discontinued. A light-faced italic is some-
times mated with a heavy-faced roman, a condensed
italic with a round-faced roman, making a plain
change of shade or of shape on the printed page
where they are used together.

The choice of the face is usually decided by its
appearance on the specimen sheet, but some re-
The choice gard should be paid to its mechanical
of the face gdaptation to the work for which it is
designed. The appearance of a face will vary
with methods of presswork. That which is just
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bold enough in the carefully printed specimen of
the type-founder will be too bold in the news-
paper when printed with soft ink and upon coarse
and moist paper; and one that seems light enough
on damp paper is altogether too light and weak
when printed on dry paper.

Whatever face may be selected, it should be
mechanically well cut: the angles should be true;
the serifs of uniform length; the body- 1 .q must
marks of uniform width; and a visible be pleasing
harmony should pervade the font, A ™2mass
perfect font of types should produce a pleasing
general effect in any combination of characters.

This face wears
This endures

It is not enough that each character seems pleas-
ing when examined apart from its mates; it must
also be pleasing in composition. This cannot be
if all the difficulties of combination and fitting
have not been foreseen and provided for. Rudely
cut or badly fitted type will mar the effect of the
best ecomposition and presswork.

The durability of type is affected by the press

on which it is printed. Types with long ascenders
a
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and descenders, and with very long and sharp
hair-lines and serifs, are not well suited for cylin-
ders or for type-revolving machines, because all the
foree of the impression is at regular intervals spent

A face with long
and feeble serifs

on the serifs and edges of these projecting letters.
To secure the highest durability on cylinder ma-
chines, types with short ascenders and descenders,
broad faces, and stubby serifs should be selected.

Bold, black-faced types are not, for general use,
as durable or even as readable as those that have

A bold-face with
hair-lines and
serifs too weak

lighter stems, firmer serifs, and a more open ap-
pearance. The common opinion that all light-faced
types are necessarily fragile is derived from an
experience obtained when letter-cutting was not as
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skilfully done as it is now. The light-faced types
of thirty years ago weré made with hair-lines and
serifs that were long, sharp, and feebly peia.-faced
supported, that gapped with slight abra- and light-
sion, and that broke off altogether under 2 t70¢*
an uneven impression. Approved modern light-
faced types are radically different: the hair-lines
are supported by broad bases, and the serifs are
strengthened with bracket-like curves where they
join the stems or body-marks. These hair-lines
will thicken very little with continual wear, and
are not liable to gap or to break down.

A light-face that has
both firm hair-lines
and bracketed serifs

In deciding upon the comparative durability of
a light-faced and a heavy-faced type, two points
must be considered: the force neces- i ¢acea
sary to secure a perfect impression, and types may
the resistance opposed by the type to Pedurable
that foree. They necessarily increase and decrease
in inverse ratio. A solid tint-block presents a
greater resistance and requires more impression
than the same surface of type; a page of antique
type cannot be faced with the same impression
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that will fairly print a page of seript. The denser
or broader the face, the®8reater is the resistance,
and the stronger must be the impression. Upon
a page of bold roman type this impression must.
be felt equally on the hair-lines and body-marks.
When an elastic blanket is forced by impression
into the counters and around the edges of each
face, the hair-lines will be gapped, the serifs will
be gradually broken down, and the surface of the
body-marks will be rounded off. The resistance of
light-faced type is less; so less force is required in

A bold-face with
short serifs that
soon show wear

impression, and it is more equally divided between
hair-lines and body-marks. Alight-faced type prop-
erly cut will lose its sharpness sooner, but it will
wear down with more evenness, and will present
a clear outline when the hair-line of a bold-faced
letter has been worn out, and the character can be
identified only by its stem or body-mark.
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The Names of the Leading Sizes of Types

HEN the faces of text-types were
limited to roman, italic, and.black-
letter, one or two words described
the size, or body, and another word
defined the face. The multiplica-

tion of faces now compels founders to make names

longer and more descriptive. The features are
usually given in this order: (1) The body or size
of the type, as “Pica.” (2) The style or face of
the type, as “Pica gothic.” (3) The ornament or
fashion of the type, as “ Pica gothic ornamented.”!

(4) The shape of the type, as “ Pica gothic orna-

mented condensed.”

The names of the more important bodies or
sizes of types are given in the following tables:

1 See a following chapter for remarks on différent styles.
53
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New Name
60-point ....
48-point ....
44-point ....
40-point ....
36-point . ..

32-point

30-point ....
28-point ....
24-point ....
22-point ....
20-point ....
18-point ....
16-point ....
14-point ....

12-point

11-point ....
10-point ....
9-point . ...
8-point ....
7-point ....
6%-point ....
6-point . ...
5%-point ....
5-point ....
4}-point ....
4-point . ...
3%-point ....
3-point ....

American, and English Names

American English
0ld Name
Five-line pica ...... Five-line pica
Canon, or four-line.. Canon, or four-line
Meridian .......... Two-line double pica
Double paragon

Double great-primer Two-line great-primer

. Four-line brevier

Five-line nonpareil
Double english .... Two-line english

Double piea ........ Two-line pica
Double small-pica .. Double pica
Paragon’s, Ml v Lk Paragon
Great-primer ....... Great-primer
Columbian ......... Two-line brevier
Englishgd e e fAne 3 English

SPICAEN: £ - S 3 .. Pica
Small-pica ......... Small-pica 5
Long-primer ....... Long-primer
Bourgeois ......... Bourgeois
Broviers = woeal et Brevier
Minionds S eEE M Minion
Minionette ......... Emerald
Nonpareil ......... Nonpareil
Agabes M Shovislo Ruby
Pear]l:t s i nr. ot Pearl
DIstion G i@ ez s Hee Diamond
Brilliahnb - St se .. Brilliant
Excelsior............ Minikin



In France the old names have
been out of use for many years,
but it seems necessary to repeat
them here, for they are to be
found in all the early books of

French, and German Names 55
French - German
New Name '  Old Name Old Name
Corps 72 .... Triple-canon .... Kleine Sabon
(000 (T R et S e it e s Grobe Missal
Corps 56 . Double-eanon
PNODER U NI IR S Missal
COTDHISAS . b7, e e ok maters Kleine Missal
‘Corps 44 Gros-canon
EROERENS. 9 == e 8 e S Grobe Canon
Corps 36 .... Trismégiste ...... Canon
EOrPRas N P TIE UL S Kleine Canon
Corps 28 .... Petit-canon ..... Doppel Mittel
Corps 24 .... Palestine ...... . Doppel-Cicero
Corps 22 .... Gros-parangon
Corps 20 .... Petit-parangon ... Text
Corps 18 .... Gros-romain
Corps 16 .... Gros-texte ...... Tertia
Corps 14 .... Saint augustin ... Mittel
Corps 12 .... Cicero ....... .. Cicero
Corps 11 .... Philosophie ..... Brevier
Corps 10 .... Petit-romain ..... Corpus, or Garmond
Corps 9 .... Gaillarde......... Borgis, or Bourgeois
Corps 8 . Petit-texte ....... Petit
Corps 7 .... Mignone ......... Colonel
Corps 6% ....
Corps 6 .... Nompareille...... Nonpareille, or Nonpareil
Corps 5% ....
Corps 5 ... Parisienne ....... Perl
Corps 43 . Diamant
e N P SRS ... Diamant
Corps 3 . Semi-nompareille

typography, and even in some
comparatively modern specimen
books of French type-founders.
In Germany the use of numeri-
cal names is limited.



56 Italian, Spanish, and Dutch Names

Italian Spanish Dutch
Imperiale
Realec:. ... . 0.0 Cinco Lectura
Duecale .......... Cuatro Lectura
Coralel: . . 5. CAmon 757, 51 ok do Parys Kanon
Canone.......... Doble Parangona . Groote Kanon
Sopracanoncino . Doble Texto ..... Kanon
Canonecino ...... Doble Atanasia .. Dubbelde Augustijn
Palestina ....... Doble Lectura ... Dubbelde Mediaan
Ascendonica .... Doble Lecturita .. Assendonica
Parangone ...... Parangona ...... Paragon
Pagtopi. sl Textoe! Erile tos Tekst
Soprasilvio ...... San Agustin
Silvions." <l T Atanasia ......... Augustijn
Lettura ......... Lectura ....... .. Mediaan
Filosofia ........ Lecturita ........ Dessendiaan
Garamone ...... Entredos ......... Garmond
Garamoncino .... Medio Texto ..... Burgeois, or Galjar
Testino ......... Breviario ........ Brevier
Mignone ........ Mifiona, or Glosilla Collonel
Nompariglia .... Nomparell........ Nonpareil
Parmigianina ... Perla ............ Parel, or Joly
Diamante ....... Diamante ........ Diamant, or Robijn

Occhio di mosea . Brillante

In Italy, Spain, and Holland
the numerical names of typeson
the point system have been par-
tially adopted, but they are not
yet so fully established as to
put all old names out of use.
These Italian names have been

collected from the ‘‘ Manuale
Tipografico ” of Bodoni (Parma,
1818); the Spanish and Dutch
names have been gathered from
specimen books, and from in-
formation given to the author
by Spanish compositors.
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In the preceding tables an attempt has been
made to arrange the names given to types by each
nation in line with those given to similar variations
sizes by other nations; but a similarity of inbodies
name, or position on the same line, does not mean
that types so named or placed are of exactly the
same body. Large allowances must be made for
variations. In making a comparison of types or
sizes from various countries, the differencein bodies
below pica is too slight to be noticed by an in-
expert, but in those larger than pica the differ-
ence may be marked, and the similarity of names
may be seriously misleading.

Types have been made and named everywhere
without system. The exceptions are few. Paragon
and nonpareil have virtually the same name in
the foundries of all nations cited; canon, pearl,
and diamond are almost as widely known.

The list given comprises all the bodies known by
simple names. All sizes above canon are called by
their multiples of pica, as five-line, nine-line, etc.,
names which indicate that the bodies so defined
are five or nine times the height of a pica body.

Bastard types are those with faces too large or
too small for the body: a minion face upon a non-
pareil body, or a brevier face upon a bour- gpastara
geois body, is a bastard size. A small face tvpes
is sometimes cast on a large body to give the open
appearance of leaded type, and a large face is some-

times cast on a small body to make the print more
8
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Regular and Irregular Bodies

compact. The bastard types are not highly es-

teemed, and are now made only to order.

Nonpareil on Agate.

The types of this paragraph are
upon agate body, but the face is a
very large nonpareil. The tails of
the descending letters, g, j, p, q, ¥,
have been shortened. Notice the
narrowness of the white space be-
tween all the lines. This type was
made for a directory with an intent
to get the largest possible face of
type within the smallest space.

These
Agate on Nonpareil.

The types of this paragraph are of
the ordinary agate size, but the space
between the lines is less than the
thickness of any practicable lead,
and shows the body of nonpareil. The
object sought in putting agate upon
nonpareil is to give it the effect of
leaded type without the use of leads,
and to make the print more readable.

methods of putting a large face on a small body,
or a small face on a large body, make it difficult
even for an expert to identify the body of any
type so treated. There is no accepted standard of
height for the short or round letters of any face,
but it may be assumed, as a general rule, that long
ascenders and descenders belong to a face which is
small for the body, and that short ascenders and
descenders belong to a face which is large for the
body.

A distinction is made by type-founders between
regular and irregular bodies. The regular bodies
Regularana  8re¢ Dpearl, nonpareil, brevier, long-
irregular bod- primer, pica, great-primer, and all
lesoftype  multiples of pica. They are called
regular because they are the bodies that have been
preferred and have been most in use. The irregu-
lar bodies are diamond, agate, minion, bourgeois,
small-pica, english, and all their multiples. They
are called irregular because most of them were
unknown to Moxon and the early English printers.
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The distinction is more fanciful than real ; in some
printing offices the irregular sizes are in greater
use. Display and ornamental types are usually
cast only on the regular bodies, and for this rea-
son it is of advantage to give them a preference.
American type-founders give separate names to
two-line types and double-bodied types. A two-
line pica and a double pica have the 1. jine
same body. The face of the two-line typesand
type occupies nearly the whole of the @°ubletypes
body ; the capital of a double-bodied type is much
shorter, and terminates on a broad shoulder. The

Har dy e

Two-line
Double great-primer Two-line great-primer capital
capital and lower-case. with two lines of great-primer.

double-bodied letter is usually accompanied with
lower-case, for the descending letters of which
this broad shoulder is provided. The two-line
letter is usually of capitals only, and is or should
be so put on its body that as an initial letter it
will line with the second line of the small text-
type of which it is the duplicate. In England
this distinction is not so well observed. The
double pica of English type-founders appears to
be the equivalent of our double small-pica; and
what they call two-line pica is our double english.
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Brilliant. ABCDEFGEIJELMNOPQRSTUVWXYZ

Diamond. ABCDEFGHIJKLMNOPQRSTUVWXYZ

Pearl. ABCDEFGHIJKLMNOPQRSTUVWXYZ
Agate. ABCDEFGHIJKLMNOPQRSTUVWXYZ

Nonpareil. ABCDEFGHIJKLMNOPQRSTUVWXYZ
Minion. ABCDEFGHIJKLMNOPQRSTUVWXYZ
Brevier. ABCDEFGHIJKLMNOPQRSTUVWXYZ
Bourgeois. ABCDEFGHIJKLMNOPQRSTUVWXYZ i}
Long-primer. ABCDEFGHIJKLMNOPQRSTUV\V .

Smallpica.  ABCDEFGHIJKLMNOPQRSTU\ |}
Pica. ABCDEFGHIJKLMNOPOQORS |}

msh.  ABCDEFGHIJKLMNOP|}
Great.primer. ABCDEFGHIJKLMNC.

w5 ABCDEFGHIJKLJ
=+ ABCDEFGHIJI
Do ABCDEFGH-
< e S ABG DEF ( .
. ABCDES

_ ABCLjE

The black squares show the em, or square of the body.
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Brilliant. abodefghijklmnopqratuyways

Diamond. abedefghijklmnopqrstaywxyz

Pearl. abcdefghijklmnopqrstuvwxyz

Agate. abedefghijklmnopqrstuvwxyz
Nonpareil.  abcdefghijklmnopgrstuvwxyz
Minion. abcdefghijklmnopqrstuvwxyz
Brevier. abcdefghijklmnopgrstuvwxyz

Bourgeois. abcdefghijklmnopqrstuvwxyz

Long-primer. abcdefghijklmnopqrstuvwxyz
small.pica. abcdefghijklmnopqrstuvwxyz

Pica. abcdefghijklmnopqrstuvwxyz

e abcdefghijklmnopgrstuvwx ]
oreupimer. abedefghijklmnopqrstuv [

2aise abedefghyklmnopqr ]
w2 abedefghijklmnop|ji
22 abcdefghijklm i}

e, abcdefy 24 hlj
= abcdefg |l
- abcdet

The black squares show the em, or square of the body.



62 Canon to Double Pica

The alphabets on pages 60 and 61 show the sizes
of standard types and their relative proportions.

Canon, or 48-point, is four times the height and
sixteen times the area of the standard size of pica.
It was so called from its early employment
in the leading lines or paragraphs of the
printed canons of the Church, as is also indicated
by its German name of missal. The canon of the
English type-founders is usually a face of about
three lines of pica cast on a four-line pica body.
The face of full height on four-line pica body is
called four-line.

Meridian (four heights of small-pica), or 44-point,
is a body rarely selected for letters, and has but a
limited use for combination borders.

Double paragon (four heights of long-primer), or
40-point, was a favorite for ecclesiastical printing.
The larger types of the famous “ Psalter of 1457”
are on this body.

Double great-primer (four heights of bourgeois),
or 36-point, is a body largely used for ornamental
types.

Four-line brevier, or 32-point, is never used for
text-types; only for borders or ornamental faces.

Double english, or 28-point, is a body, seldom
selected for text-types, but largely used for seript
and ornamental letters.

Double pica, or 24-point, is a favored body for
all faces. English type-founders describe it as
two-line pica.

Canon
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Double small-pica, or 22-point, is a body in fre-
quent request, but most preferred for ornamental
faces. It is known in England as double pica.

Paragon (double long-primer), or 20-point, is a
body seldom selected by any American or English
founder, yet it has distinction as a size
favored by William Caxton as well as by
the printer of the ¢ Bible of 42 lines.” The name
of paragon is now out of use in Germany, but 20-
point type is there known and much used under
the name of text.

Great-primer (double bourgeois), or 18-point, is
a favorite body for the text-types of large quartos
and folios, as well as for ornamental faces. Great-
Its size, one-half more than that of pica, primer
or 12-point, permits it to be freely used with pica
and nonpareil in combination borders. The name
is of doubtful origin, but it is probably derived
from use of the type on alarge leaf. Rowe Mores
says that great-primer was a favorite size with
early English printers, and the size preferred for
some large primer of the English Church.!

Paragon

1Tt was also known as Bible-
text from its frequent use in
Bibles. Henry viir allowed his
subjects to use an English Form
of Public Prayer, and ordered
one to be printed for their use,
entitled the Primer,” which
contained, besides the prayers,
several psalms, lessons, and an-
thems. ‘“Primers” of the Eng-
lish Church before the Refor-

mation were printed at Paris
as early as 1490, and in Eng-
land in 1537. (Reed, ‘‘ English
Founders,” p. 37, note.) Reed
suggests that Primer may be
from the Latin premere, to print,
and naturalized in England un-
der the name of ‘imprimery.”
Great-primer may be the great
print letter. In Holland, Italy,
and Spain it was called text.



64 Columbian to Pica

Columbian (double brevier), or 16-point, is a
neglected body, first made in text-type by George
Bruce of New York to supply a size that seemed
to be needed between english and great-primer.
It is not a regular body for book-type.

English (double minion), or 14-point, is one of
the oldest of bodies, the one selected for the ¢ Let-
ters of Indulgence of 1453,” by some un-
known printer at Mentz, and also by an
early printer in the Netherlands. It has the name
english because it was so extensively used by early
English printers for their law books, acts of Par-
liament, and exclusively English work. Germans
call it mittel because it is the middle or inter-
mediate of the seven sizes of type in greatest use.
It has been a body of marked irregularity; before
the adoption of the system of points in France
and Germany it varied from 15 to 13 points.

Pica (double nonpareil), or 12-point, is a favorite
body for important works in octavo. The pica

body has been, and still is, the standard unit

for determining sizes. All the larger sizes
of type above four-line, and all the more impor-
tant widths of furniture, are made to bodies that
are regular multiples of pica; all thicknesses of
leads, and sometimes of brass rules, are graduated
to divisions of pica, and are called by the divi-
sors, as four, six, eight, or ten to pica. Like great-
primer, it takes its name from its early use as a
text-letter. “The Pie” (of which the word Pica

English



Small-pica and Long-primer 65

is the Latin name?l), writes Mores, “ was a table
showing the course of the services of the Church
in the times of darkness. It was called the Pie
because it was written in letters of black and red,
as the Friars de Pica were so named from their
parti-coloured raiment black and white, the plu-
mage of a magpie.”

Small-pica (double agate), or 11-point, is one
of the so-called irregular bodies which an early
writer on printing thought unworthy of
a place in any printing office; but type-
founders now find that it is in greater request in
book-printing offices than the regular body of pica.

Long-primer (double pearl), or 10-point, is an-
other body which takes its name from its early
use in ecclesiastical books.2 The name was prob-
ably gjven first to the size of the leaf, the long
duodecimo, on which the services of the Church
were printed without abbreviation, and secondly,

Small-pica

1Mores gives this quotation
from a Breviary of Sarum, as
printed in 1555:

([ Incipit ordo breviarij feu
portiforij fecundum morem &
confuetudinem ecclefie Sarum
Anglicane : vna cum ordinalifuo
quod vifitato vocabolo dicitur
Pica five directorium facerdo-
tum in tempore pafchali.— Pars
Hyemalis. (Rowe Mores, ¢ Eng-
lish Founders,” p. 23.) He also
gives on p. 24 the title of the
Directorium  sacerdotum quem
[librum] Pica Sarum vulgo vocitat

9

clerus, as a book frequently re-
printed by the English printers.
Caxton advertised the ‘“Pyes of
Salisbury use.” Reed suggests
that Pica may refer to the black-
and-white appearance of a print-
ed page.

2Rowe Mores quotes the title
‘A Prymer of Salisbury use set
out a long by Robert Valentine
at Rouen, in the year 1555,” as
explaining its origin. But the
type of this book is pica, and not
long-primer. (“English Foun-
ders and Founderies,” p. 26.)
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to the smaller type, which was more serviceable
for a leaf of this shape. It continues to be the
body preferred for duodecimos.

Bourgeois (double diamond), or 9-point, possibly
gets its name, as Reed suggests, from the French
city of Bourges. Bourgeois was not first
made there, for it is the body of the text-
letter of the “Compilatio Decretalium” of Pope
Gregory IX, printed by Torresani, at Venice, in the
year 1498. The name may be derived from the
frequent selection of this body for the small and
cheap books made for the bourgeoisie.

Brevier (double brilliant), or 8-point, carries a
name that suggests its early employment in the
printing of breviaries.! The notes of the
Decretals referred to in the previous para-
graph are in types of brevier body.

Minion, or 7-point, is one of the irregular sizes,
and is now in small request, except for newspaper
work. Its name indicates the esteem in which
it was once held, not only by English, but by
French and Italian typographers, as a small and
valued darling of a type.

Minionette, or 64 point, is a body largely used
in France for combination borders. The adoption
of the borders in the United States compelled the

Bourgeois

Brevier

1Reed says that most of the Many of the cheap and more
breviaries are in types of larger populareditions must have been
size, but this remark can apply worn out by long usage; some
only to the finely printed ones of these editions must be un-
which have been preserved. known to bibliographers.
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adoption of the same body, but it is now passing
out of use. It seems to be the equivalent of the
English emerald, which is used as a text-type.

Nonpareil, or 6-point (the half of pica), is the
most used of the small bodies. It seems to have
been made for the first time in 1490 by
John Froben of Basle, for a black-letter
octavo edition of the Bible. It first appeared
with a fine roman face in a beautiful manual of
services of the Roman Catholic Church printed at
Venice in 1501. It was probably adjudged a mar-
vel of skill in letter-cutting, for it has preserved
its name in all countries.

Agate, or 53-point (the half of small-pica), is a
favorite size for newspaper advertisements, and
for all kinds of printing in which great compact-
ness is desired. It is known in England as ruby.

Pearl, or 5-point (the half of long-primer), finds
employment in pocket editions of the Bible, prayer-
books, and small manuals, as well as for side and
cut-in notes and references. The celebrated printer
Jannon made it famous by selecting it in 1627 as
the text-type of his so-called “ Diamond ” editions,
printed by him at Sedan.

Diamond, or 43 point (the half of bourgeois),
seems to have been made for the first time by Vos-
kens of Amsterdam, who cut a full font of
it about the year 1700. Van Dijk, the type-
founder for Daniel Elzevir, had shown in 1681 a
size smaller than pearl, but it was not so small as

Nonpareil

Diamond



68 Brilliant to Non-plus-ultra

Voskens’s diamond. Pickering of London selected
this body for his miniature editions of the classies.

Brilliant, or 4-point (the half of brevier), is a
size of this century. One square inch of ordinary
composition in brilliant contains about 1200 pieces
of metal: of the lower-case 1, 3456 are needed to
make one pound in weight; of the thinnest space,
nearly twice as many.

Excelsior, or 3-point (the half of nonpareil), is a
body used in America for musie, piece-fractions,
and borders only. It seems to be the same body
as the English “minikin.”

Yet there is a text-type still smaller. In 1827
Henri Didot of Paris, then sixty-six years old, cut
with his own hands a font of type on the body
of 2} points by the Didot system, which he called
“microscopique.” Twenty-five lines of this type
apparently fill the space of one American inch.

The founder Gronau of Berlin shows three text-
types (roman, italie, fractur) cut for a 3-point body
but cast for convenience on that of a 4-point.

The Enschedé Foundry of Haarlem has cut a
still smaller face, a “non-plus-ultra,” on a 2-point
body, but it is cast on a 4-point body.

These types are wonderful as evidences of skill ;
but they are of slight value in the practice of
printing.

The general effect of the sizes most used in ordi-
nary composition is shown in the following illus-
trations.



Oldest
verified
print 1s
of date

1423



'I'he old-
est type
Printing
has writ-
ten date

of 14543



Four-line pica, or 48-point 71

"I'he earliest
types are of
English and
Double pica
bodies: they
were tound-
edin moulds



¥'I'he earliest
book bearing
a printed date
1S the famous
Psalter (1457)
published by
John Fustand
his son-1n-law
P. Schoeefter =



The types of the
PSALTER made
In 1457 were cast
on the bodies of
double paragon
and double great
primer, and the
book was decor-
ated with red ink
and large initials.




74 Double english, or 28-point

4 A Bible 1n types
of paragon body, 42
lines to a page, has a
certificate that its il-
lumination was done
at Mentz, A.D. 1456.
Another Bible, of 36
lines, from types of
double pica body, 1s
believed to have been
printed between the
years 1450 and 14509,
at the same old city.



Double pica, or 24-point 75

% Certain books known
to have been printed at or
near Mentz and before the
year 1460, and in different
sizes of type from double
paragon down to english,
show that the methods of
type-making and printing
were in regular use. The
imprint of the Psalter of
1457 says that book was
made by the ‘“masterly
invention of printing and
also of type-making.” w¢




76 Double small-pica, or 22-point, solid

What was this invention of
type- makmgp Ulric Zell,
writing 1n 1499, says that
this masterly and subtile in-
vention was ““the art as it
1s now used.” Trithemius,
in 1514, declared that this
invention was ‘“the method
of founding the forms of all
the letters which they called
matrices, from which they
cast the metal types.” Peter
Schoeffer, 1in the “Gram-
matica” printed by him at
Mentz, says metaphorically
of the book, ¢“I [this book]
am cast at Mentz.”ec@i@seo



Double small-pica, or 22-point, leaded 77

Bernard Cennini of Florence,
writing in 1471, declaresthat
the characters of his books
were first cut and then cast.
Nicholas Jenson of Venice,
in a book dated 14835, says
that the types of his book
were cut and cast by a di-
vine art. An account book
of the Ripoli Press at Flor-
ence, 1474 —1483, specifies
the metals and the materials
now used in type-foundries.
The art then practised was
‘‘the art as i1t 1s now used.”



78 Great-primer, or 18-point, solid

Ulric Zell says that John Guten-
berg, a citizen of Mentz, was the
inventor of printing. Trithemi-
us says “the admirable and till
then unheard-of art of printing
books by types was planned
and invented by John Guten-
berg.” John Scheeffer, the son
of Peter, in 1505 declared that
the admirable art of typography
was invented in the year 1450
by the ingenious John Guten-
berg. A tablet near his tomb,
put up soon after his death, is
inscribed to John Genszfleisch
[Gutenberg], inventor of the art
of printing. A second tablet,
1508, is to John Gutenberg of
Mentz, who, first of all, invent-
ed printing letters in metal. .o



Great-primer, or 18-point, leaded 79

Many writings of the fifteenth
century testify that John Guten-
berg was then regarded as the
inventor of typography. In the
Catholicon of 1460, a book at-
tributed to Gutenberg, 1s the
statement that the merit of the
new art 1s shown in the “admi-
rable proportion, harmony and
connection of the punches and
matrices.” The key to the in-
vention of typography was the
discovery of the only proper art
of making the types, “the art as
it 1s now used,” for there is no
other. The legends of a Dutch
invention by Koster in 1440 did
not appear in print before 1546.
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Punches and matrices were fre-
quently sold at the close of the
fifteenth century. In the year
1476 John Peter from Mentz was
selling matrices to some print-
ers of I'lorence. The goldsmiths
of Florence and Venice were cut-
ting punches for printers. Aldus
Manutius of Venice complained
that Francis of Bologna, who cut
the punches for his new italic,
had also cut duplicates for the
Giunta. When he began to print
at Alost in 1474 John of West-
phalia announced that he had
the genuine Venetian characters.
The types of Jenson of Venice
were copied in books printed in
France. Caxton of London and
Mansion of Bruges used a similar
face of type. So did Leeu and
Bellaert, and Machlinia and Vel-
dener, of the Netherlands. sesesy
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€ All early type-founding was
without system. The printer who
directed his punch-cutter to copy
the letters in a manuscript had
no perception of the beauty of a
series of uniform faces and grad-
uated bodies. Gutenberg used
pointed gothic and round gothic
faces. Jenson made roman and
round gothic. Other printers had
cut for them mongrel faces which
are now entirely disused. Type-
casting was always done by the
printers, who had a simple form
of mould in which they cast sev-
eral bodies of types, as is shown
in the two bodies of english made
by Gutenberg and the four bodies
of english made by the unknown
printer of the Netherlands. @ov

11
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All the early printed books were cop-
ies, more or less faithful, of the manu-
script model. They were fair copies
of its form of letter, of its size of page
and width of margin, and its arrange-
ment of text and notes. Large blanks
were left for initial letters that should
grace the beginning of every chap-
ter or other important division, and
for the decorative border that should
enclose the text. After the printing
of the text-type had been entirely done,
the initials and borders were added by
a professional illuminator who some-
times closed the work of which he
was justly proud with a written state-
ment to which he added his name as
the decorator. The most direct proof
that the Bible of 42 lines was printed
before 1456 is the certificate, in one
copy, of Albech, the illuminator. 7/%e
Psalter of 1457 contains great initials
which had been engraved on nested
blocks for printing in two colors. The
blocks were separated, inked, and then
joined and printed by one impression.
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Other printers of that age found it less
troublesome to leave these spaces for
borders and initials blank, to be filled
in by the buyer of the book. But few
of these book-buyers had the time or
the ability to do this work. Only the
wealthy could pay the prices asked
by illuminators. Consequently not one
book in a hundred had its unsightly
blanks filled with the decorations in-
tended. Then book-buyers began to
question the utility of the white gaps
and the broad margins; they began to
ask for more print and less paper, for
books that were perfect when sold by
the printers. To meet this demand,
the printers of Augsburg at an early
date undertook to furnish small orna-
mental initials, but Ratdolt of Venice
seems to have been the first, in 1477,
to make the true decorative initials, or
the litere floventes, as he called them.
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Ratdolt’sinitials were probably cut in high
relief on metal, for it was not then econom-
ical, perhaps not even practicable, to found
large ornamental letters in a mould. Much
of the so-called engraving on wood of this
period, especially of engravings noticeable
for their fine or delicate lines, was really
engraving on brass, copper, or type-metal.
Jean Dupré of Paris says, in a devotional
book (entirely typographic) printed by him
in 1488, that his engravings of Bible stories
and pictures were ‘‘printed upon copper.”
The largest text-types, on a body of about
4% picas, were founded for John Sensen-
schmidt, and printed by him in the Bam-
berg Missal of 1481. Stock of Nuremberg,
and some unknown printer in Spain, made
types nearly as large, but most buyers of
books preferred smaller types and volumes.
The printers tried to adapt the old fashions
of decorating the books to the new art by
engraving full-page borders, and initials de-
signed to show white letters upon a gray
groundwork. It was then expected that the
book-buyer would illuminate the page by
painting red the letters in white. This
fashion of making white letters has been
continued to this time, although the sup-
posed necessity for them does not now exist.
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Typography received its most valuable
improvements from the printers of Italy, in
which country the three text-letters of great-
est usefulness were first made: (1) Roman,
first founded by Sweinheym and Pannartz
in 14635, and afterward perfected by Jenson
at Venice in 1471; (2) Ztalic and (3) Small
Capitals, introduced together by Aldus Ma-
nutius at Venice in 1501. The first volume
entirely in Greek was printed at Milan in
1476 ; the first book entirely in Hebrew, at
Soncino in 1488. The forms then adopted
have not been seriously changed; modern
taste is now drifting back to a closer adher-
ence to the models first made by the more
skilful of the early Italian founders. Title-
pages, copperplate maps and illustrations,
engraved initials and borders, smoother and
thinner papers, smaller types and simpler ar-
rangements of types on the page, narrower
margins, handier sizes of books, and inexpen-
sive forms of binding—all these, and most
of the minor improvements which make
books more attractive, were first introduced
or were most skilfully executed in Italy.
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In the art of making books attractive, France
soon became the superior of Italy. For books of
devotion and for the literature of romance, early
French printers preferred the black-letter char-
acter, which they had cast for them in many ad-
mirable forms. Not content with beauty in types,
Verard, Pigouchet, Kerver, Vostre,and other emi-
nent publishers and printers,secured the coopera-
tion of many able designers, who provided initials
and borders of marked merit which are still re-
garded as masterpieces of typographical decora-
tion. .Geoffrey Tory, one of the ablest of early
French designers, in his book of ‘“ Champfleury ”
tried to bring into more general use the roman
form of letter, which was even then preferred
by French scholars, and which ultimately became
the accepted text-letter of the nation. Claude
Garamond, one of his pupils, seems to have de-
voted himself entirely to designing and casting
types for the printing trade. He carriedout ina
practical manner many of the reforms in typog-
raphy which had been proposed by his master.
His roman characters, based upon the models
of Jenson, and his italics, which he improved by
inclining the capital letters, were much admired
and eagerly bought by printers in foreign coun-
tries. They earned for him the distinction he has
had ever since as the “father of letter-founders.”
Type-founding was made a distinct art in France
before it was in any other country. At Paris,
Lyons, and Rouen were founders who supplied
printers of all countries with punches, matrices,
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or fonts of type. Guillaume Le Bé (1525-1598)
succeeded Garamond as the leading type-founder
at Paris, cutting many forms of orientals for the
Royal Printing House, for printers of Venice, and
Christopher Plantin of Antwerp. During three
generations his descendants maintained the high
reputation of French type-founding. After the
death of the last Le Bé in 1707, the foundry was
bought and ably sustained by Fournier the elder.
The house of Sanlecque, almost as famous, was
founded by Jacques de Sanlecque, a pupil of Le
Bé. He was celebrated for his music types and
for the oriental types he made for Le Jay’s Poly-
glot Bible. Pierre Moreau, who began his work
in 1640, Jean Cot, who began in 1670, and Pierre
Esclassant, who began in 1666, were other notable
founders of Paris, but they were dwarfed by the
reputation and fast growth of the Royal Printing
House, which was then making fashions for types.
In 1704, M. Jaugeon of the Royal Academy of
Sciences, working under a commission from the
king (Louis X1V.) to make a truly “royal” type,
introduced the fashion of extended and almost
" conjoined hair-line serifs. This feminine fashion
added nothing to the beauty of types, but it did
largely diminish their legibility and durability.
Nine sizes of characters were made in this style.
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Louis Luce, the punch-cutter of the Royal Printing House
between the years 1740 and 1771, further disfigured the
roman character by putting flat, extended serifs upon
the tops of some lower-case letters, and by adding a
needless side-spur to the lower-case d as is here shown.

During all the changes of government and of name
(for it has been called Royal, Imperial, and National),
this printing house of the French government has
steadily maintained a high reputation for the wealth
of its material and the general beauty of its produc-
tions. It hasbeen made richer in many ways. Napo-
leon, exercising the arrogated right of a conqueror, in
1799 robbed the printing office of the Propaganda at
Rome, and in 1808 that of the Medicis at Florence, of
their valuable collections of punches and matrices. In
1815 the new government of France ordered them to
be restored, which was partially done. It afterward
enlisted the services of the ablest punch-cutters of all
nations in cutting characters for all languages that have
a written literature. The official history of this office,
published in 1861, states that it then owned 361,000
punches and matrices. Among them are the Greek
characters of Garamond made under the direction of
Robert Stephens, and the romans modeled after the
designs of Jenson. The punches of Grandjean, Alex-
andre of 1693, and Luce ; the borders of Fagnon,.the
ornaments of Papillon, and some of the work of Four-
nier the elder; the collection of orientals cut in Con-
stantinople under the direction of Savary de Bréves—
these and others are all to be found in the punch
closets of this National Printing House. Firmin-Didot
added new styles of roman in 1811; Jacquemin in
1818, and Marcellin Legrand between 1825 and 1847,
designed new and peculiar faces. The work of other
punch-cutters of high reputation — among them Leger-
Didot, Delafond, Dresler and Rost-Fingerlin of Frank-
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fort, Bodoni of Parma, and Vibert and Bopp of Berlin
—is exhibited at length in the large specimen book of
1861. In 1848 it had distinct characters for fifty-two
different languages, many of them on different bodies.
Although the National Printing House at Paris has a
deservedly high reputation, many important improve-
ments in French types and typography were made by
founders and printers who were never in its service.
At Lyons the type-foundry of Lacolonge, which passed
from father to son for many generations, had an envi-
able reputation for three hundred years. Its earliest
and ablest punch-cutter, Robert Granjon, showed more
boldness and originality than any other designer of his
time. Some connoisseurs in typography hold that an
early form of light-faced roman capitals, first shown
at Lyons in the xvith century, presumably by Granjon,
is really superior in design to the roman of Jenson, or of
Garamond, or any of their successors. The type-foun-
dry of Pierre Simon Fournier (or, as he is better known,
Fournier the younger) began its work at Paris in 1736.
In his “ Manuel Typographique” he shows one hun-
dred alphabets, ancient and modern, of great merit, a
large part of which was made by his own hands. His
greatest service to typography was his invention of the
point system of type-bodies, which is more fully de-
scribed in another chapter. Jacques Charles Derriey
(1808-1877), whose specimen album of 1868 is one of
the masterpieces of typography, is deservedly honored
as one of the most skilful of modern type-founders.

He gave his best attention to borders and ornaments.
DAL
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Italian typography began to show signs of its decadence
early in the XVIth century. After the death of the earlier
printers and designers the types of Venice did not sustain
their reputation. But one Venetian type-foundry of the
Xviith century, that of the Deucheni, had any celebrity
for its productions. The most notable Italian foundry was
the one established in 1578 by the order of Pope Gregory
XIIL, which, with its printing house, has been called the
‘‘Apostolic Printing Establishment,” the ‘‘ Printing House
of the Vatican,” and the ‘‘Press of the Propaganda de
Fide.” Its first punch-cutter was the Frenchman Robert
Granjon, invited there from Lyons, who began the series
of orientals which, continued by other hands, has made
the house famous. Its specimen book of 1628 showed the
largest collection of foreign characters. The press of the
Propaganda still does a limited quantity of valuable work,
but it is much surpassed by the national printing houses
at Paris and Vienna. Type-foundries did not flourish in
Italy; in 1742 there was but one in Turin, under the man-
agement of the Royal Printing House, and but one in
1719 at Milan, under the direction of the printer Bella-
gata. All the large Italian cities now have type-foundries,
yet they have doune but little for the improvement of the
national printing. Giambattista Bodoni (1740-1813) is the
only Italian founder and printer of modern times who has
fairly earned the highest honors. As the superintendent of
the Press of the Propaganda he showed the ability which
caused him to be invited to reconstruct and manage the
Ducal Printing House at Parma. Assuming this position
in 1766 he soon made the Ducal Printing House the first
in Europe. His ‘“ Manuale Tipografico,” in two quarto
volumes, begun by him but completed by his widow in
1818, contains 279 pages of specimens which are good
evidences of his skill and industry. These specimens in-
clude the alphabets of about thirty foreign languages,
some of them in two or more sizes. He is most celebrated
for his peculiar styles of roman and italic, which were cut
on a new system and with great clearness and delicacy.
His styles are now out of fashion, but the stimulus he
gave to the founders of all other countries still endures.
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Type-founding did not improve in Germany as it did
in France and in the Netherlands. The able printers of
classic texts at Strasburg, and in other cities, supported
as they were by the authority of Albert Diirer, could not
induce German readers to accept the roman character.
They preferred pointed letters, but were not agreed, even
at the beginning of the Xvith century, as to the superior
merit of any one of the many styles made by the type-
founders. The bible-text of Gutenberg, which is the basis
of modern black-letter; the profusely ornamented and
flourished letters of the ¢‘Theuerdanck,” which is the
model of modern ‘‘ german-text”; the round-gothic, or
the semi-gothic, of Scheeffer, a hybrid of roman and black-
letter; the schwabacher and the fractur—all these had
admirers. The fractur was at last accepted as the stand-
ard form of text-type, but it has never found favor with
the Latin races or with English-speaking peoples. This
adherence of Germans to pointed letters has prevented
interchanges of matrices, which has damaged German
type-founding by limiting the sale of its types and books.
Before 1700 little was known abroad of German type-
foundries, though they were more numerous than those of
any other part of Europe. That of John Gottlob Immanuel
Breitkopf of Leipsic, which was established in 1719, and
celebrated its 150th anniversary in 1869, was the first to
obtain a wide reputation. The brothers Walbaum of
Weimar demand notice as reformers of the German char-
acter. The Imperial Printing House of Vienna is cele-
brated for its large collection of foreign types. Woellmer
at Berlin, Schelten and Giesecke at Leipsic, Meyer and
Schleicher, and Poppelbaum at Vienna, are eminent as
founders. The house of W. Drugulin (Johs. Baensch) of
Leipsic is noted for its admirable printing.
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Type-founding in the Netherlands during the latter half of the
Xvth century exhibits the best and the worst of workmanship.
Blades believes that there were two schools or two methods :
one casting its types in moulds of sand, and the other in moulds of
metal; one, the method of an experimenter, or a badly taught
pupil; the other, our method, or the “art as it is now used.”
The type-founding of the alleged Koster and of his school is bad ;
that of the printer of the “ Book of the Golden Thrones” (Haar-
lem, 1484) is excellent. The types of Thierry Martens of Alost,
and of some of his rivals and followers, are equal to any from
France or Italy. Some of the punches and matrices must have
been bought in France or Italy, but more must have been made
at home by able engravers who are now entirely unknown.
Christopher Plantin of Antwerp had many of his newer styles
made by Frangois Guyot and his son (educated at Paris, but
residents of Antwerp). Laurent Van Everbroeck, Jacques Sor-
bon, Aimé Tavernier, and Gerard d’Embden were type-founders
at Antwerp who worked for the Plantin establishment. Plantin
was also supplied with punches and matrices by Le B¢, Gara-
mond, Haultin of Paris, Bomberghe of Cologne, and Robert Gran-
jon of Lyons. Of all these designers he seems to have preferred
Granjon. Plantin’s Flemish characters were made by Henry
van den Keere of Gand, who, with his successor Thomas de
Vechter, did much work for his house beween 1567 and 1589.
The most notable of the earlier Dutch founders was Christoffel
Van Dijk of Amsterdam, of whom little is known except that
he cut punches for the Elzevirs. His types, of which his succes-
sor Athias of the ¢ Jewish Foundry” issued a specimen of about
twenty faces (including Greek, H’;brew, Italic, Roman, Black,
and Music), have been warmly praised by Moxon and Willems.
Athias (1683) was succeeded by Schipper, Clyberg (1705), and
Roman (1767). Dirck Voskens of Amsterdam was equally prom-
inent in 1677 as a type-founder. He and his descendants
largely supplied English printers with types that were highly
commended by Luckombe in his book on printing. In 1780
the name of the house was Voskens & Clerk, afterward A.
G. Mappa of Rotterdam. The Wetsteins (R. & H. F.) were
German founders who began in Amsterdam before 1740, and
who for many years maintained a good reputation for their small
types. The firm of Enschedé, formed by Isaac Enschedé in
1703, bought out the Wetsteins and made the beginning of the
celebrated Haarlem type-foundry, which from time to time ab-
sorbed the foundries of Dirck Voskens, J. Blaew, Hendrick de
Bruyn, Van den Putte, Van der Velde, and Ploos von Amstel.
It is still the largest type-foundry in Holland, and is celebrated
for the merit of its oriental characters.
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Caxton, the first English printer, began his work with types
that show Flemish mannerisms. They were probably made at
Bruges, for they closely resemble the curious characters of Colard
Mansion and those of John Brito of that city. Garrulous enough
in other matters, Caxton is very reticent concerning the opera-
tions of typography. In none of his many books does he say
anything about the origin of the eight different fonts he used.
It is probable that he, like the other printers of his time, bought
the punches and matrices where he could, and cast the types in
his own printing office. The lower-case letters of one of his later
types are exact copies of those made by Fust and Scheeffer, and
are equally well executed; but the capitals for this lower-case
retain the peculiarities of the Flemish grosse bdtarde, or secretary.
Wynkyn de Worde, pupil and successor of Caxton, used many
of his master’s types, but the styles he adopted later, and
those of his fellow-pupil and business rival, Richard Pynson,
were cut by French artists who modified or suppressed all of
the Flemish mannerisms. The form of black-letter preferred by
these early English printers is still accepted as the best. It has
suffered no transforming change which conceals its derivation.
The old english black-letter of our day adheres more closely
to the models of the first' printers than does the Flemish black
or the German fractur. The introduction of the Roman form of
letter by Richard Pynson in 1518 did not suppress the black-
letter, which remained the favorite letter of the people for
more than a century afterward. Reed says: ¢ The Black being
employed in England to a late date, not only for Bibles, but for
law books, and royal proclamations, and acts of parliament, has
never wholly fallen in disuse among us. The most beautiful
typography of which we as a nation can boast during the six-
teenth and seventeenth centuries, is to be found in the black-
letter impressions of our printers.” For many years after the
introduction of printing England seems to have been dependent
on France. Caxton and his successors had books printed at
Paris and Rouen. De Worde, Pynson, Faques, Berthelet, and
Copeland got many of their punches and types from Rouen.
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John Day of London (born 1522, died 1584) was the first English
type-founder of marked ability. He was not a founder to the trade:
he made types only for the needs of his own printing office, which
was é)atronized by Archbishop Parker. For that dignitary he made
the first distinctively English type, a full font of Saxon, which was
intended for Zlfric’s Saxon Homily and the Saxon Gospels. Reed
says that ‘‘ the accuracy and regularity with which this fount was
cut was highly creditable to Day’s excellence as a founder.” About
1572 he cut a font of double pica italic and roman, which was fully
equal to any then in use on the Continent. Archbishop Parker, in
a letter to Lord Burleigh, dated December 13, 1572, writes: ‘“ To
the better accomplishment of this worke and other that shall followe,
I have spoken to Daie the printer to cast a new Italian letter, which
he is doinge, and it will cost him x1 marks; and loth he and other
printers be to printe any Lattin booke, because they will not heare
be uttered, and for that Bookes printed in Englande be in suspition
abroad.” Another writer adds that * our Black English letter was
not proper for the printing of a Latin book.” These fonts of roman
and italic were made to line with each other, a nicety too often dis-
regarded by other printers.. Day’s services to typography were
many : he improved the shapes of the Greek letter of his day; he
made types for music, ‘‘ lozenge-shaped and hollow "'; he cut types
on wood for Hebrew when they were needed in his texts ; he made
signs, mathematical and other, not before cast in type; while his
works abound with handsome woodcut initials, vignettes and por-
traits, besides a considerable variety of metal ‘* flowers "’ or border
ornaments. Some of the woodcuts he had made for his books,
of exceptional merit, have never received the consideration they de-
serve. His most noticeable work was Fox's ‘* Book of Martyrs,"”
or as it was then called,** Acts and Monuments,” of which bhe printed
many editions. His device was a pun on his name — a sleeping
man aroused by his friend and by the rising sun— with the words,
‘““Arise, for it is Day.” Day seems to have been one of the few
1[,;rosperous early printers. Strype, in his life of Archbishop Parker,

as this notice : ‘“And with the Archbishop’s engravers we may
join his printer Day, who printed ¢ British Antiquities’ and divers
other books by his order , , . for whom the Archbishop had a par-
ticular kindness. . . . Day was more ingenious and industrious in
his art, and probably richer too, than the rest, and so became envied
by the rest of his fraternity, who hindered what they could the sale
of his books; and he had, in the year 1572, upon his hands, to the
value of two or three thousand pounds worth, a great sum in those
days. His friends procured [for] him from the Dean and Chapter
of St. Paul's a lease of a little shop in St. Paul’s Churchyard.” The
tablet to his memory has a long inscription from which these lines
are selected: | Two wyves he had, pertakers of his payne, | Each
wyfe twelve babes, and each of them one more. | Day published
about 250 works. Dibdin says, * (if we except Grafton) Day seems
indeed the Plantin of old English typographers, while his character
and reputation scarcely suffer diminution from a comparison with
those of his illustrious” contemporary.”
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English typography entered upon a period of distinct decadence
after the death of John Day. Christopher Barker, who was queen'’s
printer in 1582, made this report upon the condition of the trade.
*“In King Edward the Sixt his Dayes, Printers and printing began
greatly to increase; but the provision of letter, and of many other
thinges belonging to printing was so exceeding chargeable that
most of those printers were Dryven throughe necessitie, to com-
pounde before with the booksellers at so low value, as the printers
themselves were most tymes small gayners and often loosers. The
Booksellers now keep no printing house, neither beare any charge
of letter, or other furniture, but onlie pay for the workmanship . . . so
that the artificer printer, growing every Daye more and more unable
to provide letter and other furniture . . . will in time be an occasion
of great discredit to the professours of the arte.” Barker says there
were in 1582 ‘‘ twenty-two printing howses in London, where eight
or ten at the most would suffice for all England, yea, and Scotland
too.” The first English type-founder to the trade seems to have
been Benjamin Sympson of London, who in 1597 was enjoined by
the Stationers’ Company ‘‘not to cast any types or to deliver them
without advertising the master and wardens in writing, with the
names of the parties for whom they were intended.” This is the
only record concerning Sympson. In the decree of Star Chamber
made July 11, 1637, these four type-founders are named, John Gris-
mand, Thomas Wright, Arthur Nichols, Alexander Fifield, who have
recently been known as the Star Chamber founders. Of Wright
and Fifield nothing more is known. In 1649 John Grismand entered
into a bond of £300 with two sureties not to print seditious work.
In the same year Arthur Nichols, writing to the Archbishop of Can-
terbury, complained that *‘ of so small benefitt hath his Art bine,
that for four years worke and practice he hath not taken above forty-
eight pounds, and had it not bine for other imploymente he might
have perisht.” It is supposed, but not certainly known, that these
four founders contributed the types for the London Polyglot of 1657,
the fourth great Bible of the world, and the best specimen of English
typography in the seventeenth century. They are consequently
now known as the Polyglot founders. Nicholas Nichols, son of the
Arthur Nichols previously mentioned, in 1665 petitioned to be ap-
pointed ‘* Letter Founder to your Majesties Presses.”” The petition
was granted, but there is no evidence that he was a skilled founder.
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Joseph Moxon, a type-founder of London from 1659, to 1683, has distinction
as the first English writer on the practice of typography. He had been a
maker of mathematical instruments, and by reason of his skill and scientific
attainments was appointed hydrographer to the king. In 1676 he published
his first book: ¢ Regule Trium Ordinum Literarum gI‘ypcngx-a hicarum, or the
Rules of the Three Orders of Print Letters, viz: the Roman, Italick, English,
— Capitals and Small; showini how they are compounded of Geometrick
Figures and mostly made by Rule and Compass.” In.1683 he published
‘¢ Mechanick Exercises, or the Doctrine of Handy-Works, applied to the Art of
Printing.” These volumes are thoroughly illustrated expositions of every
branch of typography from punch-cutting to presswork. Moxon says that
letter-cutting had been  kept so concealed among the Artificers of it, that I
cannot learne anyone hath taught it any other, but every one that has used it
Learnt it of his own Genuine Inclination.” This leads his reader to infer that
he was entirely self-taught. His early rude types, and his models for types
as laid down in his first book, strengtKen this inference; but the careful en-
gravings of the tools of the punch-cutter and his explanations of all the pro-
cesses of type-founding, contained in his second book, show that he was then
thoroughly instructed in every branch of typography and had right to speak
with authority. He was deeply impressed with the great beauty of the Van
Dijk types, and makes use of them as models to enforce his theories of the
value of geometrical rules in designing letters. No type-founder of his time,
or afterward, accepted his geometrical formulas, which all founders say are
impracticable, but the information he gives about the practice of other branches
can be read now with pleasure and profit. It does not appear that he made
any reformation in English typography. The printers of London continued to
prefer the types of Dutch founders. Robert Andrews succeeded Moxon, after
1683, and continued the business of type-founding to 1733. His foundry was
progably the richest in matrices of all in England, but ge was not regarded a
good workman. A font of Saxon cut by him for the University Press at Ox-
ford was found unsatisfactory and put away. Most of the types of learned
languages for which the University foundry was famous were cast in matrices
made abroad. Their romans and italics were largely of Dutch manufacture,
and they depended on French founders for Greek, Hebrew, and Oriental types.
In 1700, when the University of Cambridge wished to buy in Paris a font of
the Greek types known as the King’s Greek, the French Academy made it a
condition of purchase that all books printed therefrom should bear an imprint
setting forth that the types were from the French king’s royal printing house —
a condition which was refused by the University. The Oxford University had
a press of its own as early as 1478, but this press did little work of value before
1585. Dr. John Fell, the vice-chancellor, presented it with a complete type-
foundry in 1667. Ten years after Mr. Francis Junius enriched the University
Press with a valuable collection of punches and matrices. Most of them are
now obsolete, but Reed says that under able management the foundry is in
active operation, and that the University Press possesses the largest collection
of polyglot matrices of any foundry in the kingdom. The only notable founder
at Oxford during the seventeenth century was Peter Walpergen, a Hollander.
He was succeeded by Sylvester Andrews (before 1714), who was the son of
Robert Andrews, the London founder. James Grover, who began business
about 1675, and Thomas Grover, his son, were successors to one of the old
polyglot founders. They were the first English founders who made the size
diamond. They introduced ¢ Scriptorials,” ¢ Cursives,” ¢ Court-Hand,”
and several forms of ornamental letters. In 1728 Thomas Grover’s daughters,
who were his heirs, tried unsuccessfully to sell the foundry in bulk. William
Caslon’s offer for it was refused as too small. For thirty years the foundry
was neglected, and locked up in the house of Nutt the printer, who seems to
have made use of it for his own benefit. After the death of the last of Grover’s
daughters, the foundry was sold to John James.
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Thomas James, one of the apprentices of Robert Andrews, began business
in London as a type-founder about the year 1710. There is no evidence that
he had any skill as a punch-cutter. It was, probably, a conviction of his own
inability, and of corresponding inability on the part of the few punch-cutters
then in London, that induced him to go to Holland to buy the punches and
matrices he needed to equip his foundry. Rowe Mores, in his ¢“ Dissertation on
English Founders,” has reprinted some of the curious letters then written from
Holland by Thomas to his brother John who was to be his associate in the busi-
ness. From these letters it appears that the Dutch founders, willing to sell
types, were not so ready to sell matrices, and proposed to part only with those
they esteemed the least. Voskens, with whom James tried to deal, saw in him
a future competitor and gave him scant civility. Cupi and Rolij, two punch-
cutters for Dutch founders, were the men from whom he bought most of his
materials. The price paid for those he got are not stated, but James seems to
have been well satisfied with his purchases, which were effected only after a
deal of suspicion and higgling on both sides. With these matrices the brothers
commenced and for many years da ful busil in London.
Thomas James earned an unenviable prominence as the first antagonist to
stereotyping. In 1729 William Ged of Edinburgh, who had invented a use-
ful process of stereotyping, was induced to associate with him Thomas James
as a partner. James played false from the beginning, and supplied him with
worn types to bring the invention into discredit. By his connivance the com-
positors made errors, and the pressmen bruised the plates. After three years
of hopeless struggle with these covert enemies Ged abandoned his work in
London and returned to Edinburgh, where he printed from stereotype plates
an edition of Sallust before his death in 1749. In 1781 Dr. Tilloch of Edin-
burgh, with Foulis, then printer to the University at Glasgow, reinvented a
new process of stereotype with which they printed several books. Van der
May in 1703, and Firmin-Didot, in 1795, also made practicable plates, but the
art of stereotype was not really successful until it was perfected by Stanhope
in 1800. The busi of James declined before his death in 1736. His son
John continued the policy of his father in buying matrices from other small
foundries, but with a steadily diminishing hold on English printers. Nearly
all of the types of this foundry were out of fashion. At his death in 1772 all
the material passed by purchase into the hands of the antiquary, Rowe Mores,
who did not choose to continue the business and who found it difficult to sell
the matrices. Mores says that the ¢ waste and pye”’ of this foundry contained
upwards of six thousand matrices, the assorting of which gave him great
trouble, but that he was gratified to find in the rubbish of punches some orig-
inals of Wynkyn de Worde. ““They are truly vefustate formdgue et squalore
venerabiles.” At the auction sale in 1782 the contents of the foundry were
dispersed, Dr. Fry buying the matrices of the curious characters. ‘¢ With this
sale,” says Reed, *disappeared the last of the old English foundries.”

13
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‘William Caslon of London (born 1692, died 1766), the ablest type-founder of
the eighteenth century, was one of many eminent punch-cutters who never
served a regular apprenticeship to the trade. In his boyhood he had been
taught the art of a general engraver on metal, and was employed for most
of his time at engraving gun locks and barrels, and letters and ornaments
for bookbinders’ stamps. About the year 1719, when he was twenty-seven
years of age, his marked ability in making letters attracted the attention
of the printers John Watts and William Bowyer, who advised him to devote
himself to making punches for types. His first commission was the cutting
of punches for a font of Arabic, which was so well done that Bowyer, Watts,
and Bettenham, another printer, lent him £500 to establish him in business
as a type-founder. His next task was the cutting of a font of Coptic, which
he did with equal ability. A full font of pica witb its mated italic perfected
by him, and issued to the trade about the year 1721, was so much better
than any then in use, either English or Dutch, that his superior abilities as a
founder were admitted without question by all printers and publishers, How
he organized his foundry, how he secured proper workmen, and obtained a
full knowledge of the technicalities of this jealously guarded trade, has never
been fully told, but the work was well done. In 1734 he issued a sheet of
specimens showing twelve faces of roman and italic, seven faces of two-lines,
seven faces of flowers, and seventeen faces of foreign letters — all of which,
with three exceptions, were cut by his own hands in fourteen years., Many
of the roman and italic faces are now in use under the name of Old-style.
Nichols wisely says: * For clearness and uniformity, for the use of the reader
and the student, it is doubtful whether it [the Caslon fashion of letter] has
been excelled by any modern production.” In 1742 Caslon’s eldest son Will-
iam (known in the trade as Caslon 11) was admitted to partnership, and
continued the business until his death in 1778. The son was a good founder
and fully maintained the reputation of the house, but he showed an ungen-
erous depreciation of the work of his father’s old apprentice, Joseph Jack-
son. The quality of its productions is fairly shown in the * Specimen of
Printing Types, by W. Caslon & Sons, letter-founders in London,” which is in-
serted in Luckombe’s ‘‘ Concise History of the Origin and Progress of Print-
ing,” of 1770. No other foundry of that period, nor for a long time after,
showed a series of faces so symmetrical. William Caslon 111 succeeded to

he t of the busi but in 1792 he sold his share in it to his

mother and his brother Henry’s widow, and bought the foundry of the
deceased Joseph Jackson. Under his management the Jackson foundry was
much enlarged and improved. About the year 1803 the fourth William Caslon
was admitted to partnership, and the name of the firm became W. Caslon &
Son. In 1807 the senior partner retired, div;ing in 1833. His son William Cas-
lon 1v added to the stock and extended the business of the foundry, but to
some extent damaged his reputation as an intelligent founder by an unsue-
cessful attempt at making short, wedge-shaped types, intended to be fitted
and fastened on the periphery of a cylindrical printing machine. In 1819 he
sold his foundry to Blake, Garnett & Co., who removed the material to Shef-
field, where its work was afterward done under the name of Stephenson,
Blake & Co. The older Caslon foundry continued to be managed by Mrs.
William Caslon, mother to Caslon 1. She was an active member of the
Association of Type-founders, and of marked business sagacity. Her great
error was her unwillingness to conform to the fashions of the day in type.
She died in 1795. The business was carried on with ability by Mrs. Henry
Caslon until her death in 1809. Her son Henry, in partnership with John
Catherwood until 1821, and afterward with Martin W. Livermore, continued
as the nominal head of the house until his death in 1874. This fifth genera-
tion was the last of the Caslons, but the house is still flourishing, as success-
ful and as highly esteemed as ever, under the management of T. W. Smith.
After a neglect of nearly fifty years the Caslon cut of letter was restored to
favor. In 1843 Whittingham of the Chiswick Press was requested by the
publisher Pickering to reprint ‘‘ The Diary of Lady Willoughby,” a fletion
of the seventeenth century, in an appropriate old-style dress of letter for
which he had no suitable face of type. At his request the Caslon Foundry
took out of its vanlts the matrices for great-primer cut Ly the first Caslon,
and cast a small font for this book. This old-style face met with such ap-
proval that all the other matrices of the Caslon old-style were revived.
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John Baskerville of Birmingham (born 1706, died 1775) was Caslon’s ablest
rival. Like him he served no apprenticeship to type-making. His first
serious business was that of a writing master, and a designer and cutter of
letters on tablets and tombstones. Afterward he began the manufacture of
Jjapanned wares, in the sale of which he was remarkably successful. In 1750
he began to cut punches, and to create typographic material for printing a
book which he intended should more clearly show his notions about types
and printing. He says he spent six years and six hundred pounds before he
made a satisfactory type. His first book, ‘‘ Virgil,” in great-primer letter, es-
tablished his reputation as an able designer of types, yet it met with much
hostile criticism as unnecessarily slender and delicate. Hissecond attempt,
a * Greek Testament” in great-primer, was generally condemned. The types
of this book were too stiff and too condensed to please tastes formed on
earlier models. His editions of the ‘ Paradise Lost,” the Bible, and the
‘ Common Prayer,” fully regained for him the reputation he had damaged
by his Greek. In 1758 he had cut eight fonts of the more used sizes of roman,
and was then ready to receive orders from the printing trade. Although
his types and his printing were much admired by ecrities, his types were
not bought by printers, who objected to them as weak and unfit for wear.
They preferred the stronger ones of Caslon. In 1760 he tried ineffectually to
sell his types, and to retire from the business of printing, because he was
heartily tired of it, and repented that he had ever attempted it. Four years
after Baskerville’s death, his widow sold all his types and type-making
material to the Société Littéraire-Typographique, who removed them to
Kehl, near Strasburg, where, under the management of Beaumarchais, they
made use of some of the types for a complete edition in seventy volumes of
the works of Voltaire. So ended the labors of one of the great British type-
founders. Alexander Wilson of Glasgow was another competitor of the Cas-
lons. His education had been that of a *surgeon’s assistant or apothecary,”
but a chance visit to a type-foundry in London led him to consider, and
finally to attempt, the making of types by a new method. In this plan he
associated with him John Baine. What the new method was has never been
told, but it must have been impracticable, for their first types, sold at St. An-
drew’s in 1742, were made by the old approved method. The partners seem to
have been very successful, selling types not only in Scotland but in Ireland
and North America. In 1749 Baine withdrew and established a separate
foundry at Dublin. Wilson’s best production was a font of double pica Greek,
specially cut for an edition of Homer, in four folio volumes, admirably printed
by Robert and Andrew Foulis, and intended for Flaxman’s celebrated illus-
trations. In 1760 Wilson was appointed a professor of practical astronomy
in the University of Glasgow. The type-foundry was removed to that city,
and its management devolved upon Wilson’s elder gons. This Glasgow
foundry soon became a formidable rival to the London founders, for it under-
8old them in England. In 1825 the proprietors of the foundry were Andrew
and Alexander Wilson, son and grandson of the originator. In 1830 Andrew
Wilson died. His sons Alexander and Patrick decided in 1832 to establish a
branch in Edinburgh. In 1834 the Glasgow foundry was transferred to Lon-
don, svhere, after many vicissitudes, it was finally merged in that of the Cas-
lons. The Edinburgh branch, known as Marr, Gallie, & Co., was also trans-
ferred to London, and did business as the Marr Type-Founding Company.
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Thomas Cottrell, one of the apprentices
of the Caslon house, began a type business
on his own account in 1757, in partnership
with a fellow-apprentice, Joseph Jackson;
but Jackson left him in 1{)59 to go to sea.
Cottrell’s first specimen book was proba-
bly published in 1766. It shows roman and
italic in sizes from five-line to brevier, with
a new form of engrossing, Domesday, and
five pages of * flowers " or border orna-
ments. His styles were of the approved
Caslon model, but not equal to those of his
master. Mores says he made **types of

reat bulk, as high as twelve-line pica.”
%om'cll died in 178s5. In lng‘ his foundry
became the property of Robert Thorne,
one of his apprentices, who, in his speci-
men book of 1708, appears to have dis-
carded all of his master’s fonts, and to
have created an entirely new series, re.
markable for their lightness, grace, and
uniformity. But great changes had been

oing on in public taste. Light faces were
ﬁisappmvcd; bold and black faces were
demanded. To meet this demand, Thorne
showed in 1803 a full series of * improved
tyﬁnes ** of the bold-face which so seriously
vulgarized the book printing of the first
half of this century. Subsequent speci-
mens from his foundry showed still blacker
and more unsightly faces of large romans,
but they were much admired and freely
bought jobPrinters in quest of novelty.
Thorne é’ied n 1820. His business was
bought and carried on by William Tho-
rowgood, who materially enlarged the
foundry with new fonts of foreign charac-
ters — some cut under his own directi

printing trade, and Fry was compelled,
much against his will, to cut an entirely
new series of faces. The Caslon style was
selected as the most salable, but before the
cutting of the series had been completed,
a fickle public taste had put the Caslon
style aside, and showed its preference for
newer forms. In 1782 Fry bought the
larger part of the old James foundry, which
was rich in foreign and learned characters.
He died _in 1787, and was succeeded b:

his son Edmund Fry, who afterward ad-
mitted as partners Isaac Steele and George
Knowles. In 1799 this foundry published
** Pantographia: containing accurate copie:

of all the known Alphabets in the World,"
in which were shown the characters of
nearly two hundred languages. Although
this foundry attained a high rank for its
oriental and **learned” types, it never
achieved a commercial success. In 1828 it
was sold to William Thorowgood, through
whom it ultimately became a part of the
%resent Fann street letter-foundry of. Sir

harles Reed’s Sons.

Joseph Jackson began the work of type-
founding as an apprentice of Caslon I.
He was taught every branch of the busi-
ness but that of punch-cutting. This jeal-
ously guarded mystery was practised only
by Caslon and his son in a private room
but Jackson bored a hole in the wainscot
of an adjoining room at different times, and
carefully watched every process. When
Jackson thought he was able to do the
work, he cut a punch, which he showed
with great pride to his master, expectin
to get his 1. But Caslon was mucl

some bought abroad, but most of them
were from the very full collection of the
modern Polyglot Foundry of Dr. Fg. In
1838 Thorowgood Oad¥itted Robert Besley
to hip. On Th i

. PP
displeased; instead of commendation he
gave him a blow and abuse, and threat-
ened to send him to jail if he repeated
his offense. _Jackson's mother soothed his

p wgood’s retire.
ment in 1849, Benjamin Fox, a punch-cut-
ter of ability, was admitted, and the firm
was known as Robert Besley & Co. Mr.
(afterward Sir) Charles Reed, a printer,
succeeded in 1861, and the foundry was
then known as that of Reed & Fox. Sir
Charles Reed died in 1881, and the busi-
ness was continued by his sons, one of
whom was Talbot Baines Reed, the author
of ** A History of the Old English Letter
Foundries,” to whom the writeris indebted
for much of the information given in these
pages o' EnoTidh -t ad

, bought him new tools,
and encouraged him to continue his punch-
cutting studies. Here it may be said that
nearlz' every one of the eminent English

tter: ined his fici in

P pr
this art, not by the smooth road of appren-
ticeship and special instruction, but by
breaking through the obstructions made
by masters and fellow-workmen. Jackson
served his time as an apprentice, but again
offended his master by a request for more
wages, for which offense he was discharged
from the foundry. Then he and his fellow-
ice Cottrell formed a copartnership

oseph Fry began business in 1764 as a
type-founder in Bristol. He had been edu-
cated as a physician, and had distincti
as a ripe scholar, but he was impelled to
the mechanical trade of type-founding as
Moxon had been—by *‘genuine inclina-
tion,” and a strong desire to emulate the
achievements of Baskerville, whose styles
of letter he made the models of his earlier
types. His first partners were William

ine, a printer, and Isaac Moore, a white-
smith. Bristol was found too small a field
for the new enterprise, and they moved
the foundry to London. Here they met a
serious_disappointment. The Baskerville
style of face was decidedly rejected by the

and began business for themselves in 1 57+
They did not find enough profit in their
venture for two, and Jackson soon aban-
doned the work and went to sea as an
armorer. On his return he made a new

at a tﬁ(.. 'y, not
with Cottrell, but through the aid of two
fellow-workmen, who allowed him £62 8s.
per annum for his living expenses. On
this narrow money basis he laid the foun-
dation of what afterward became one of the
largest of British type-foundries. His first
work, in 1763, met the approval of Bowyer,
the great printer of London, who told him
that he had been the means of old Caslon
riding in his coach, and that perhaps he
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might be the means of doing the same for
Jackson. Even the elder Caslon unbent
his austerity, and told his disparaging son
that Jackson’s art and skill would yet com-
mand respect. In 1773 he had organized
a small but valuable foundry, and had
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his successor by Caslon’s purchase of the
foundry. John Nichols, the printer, lent
young Figgins the money needed to estab-
lish him in business. He began, in 1792,
with a great undertaking —the cutting of
the double english (commenced by Joseph
L N ded for the Macklin * Bi-

earned reputation as a skilful hani
and punch-cutter. The types he made
for a facsimile edition of the ** d

ble.”” Reed says: * Of the excellence of
the per: both as a imile and

Book,” admirably printed by Nichols in
two folio volumes, extorted praise from
every type-founder and every man of let-
ters. He was equally successful in his
facsimiles of the Greek types of the * Co-
dex Beza.” His most important work was
the double english roman made for the
* Macklin Bible,” in seven volumes royal
folio. Jackson did not live to see the
conclusion of this work, which had to be
supplemented by the labor of a former ap-
prentice ; but the design of the letter was
his, and Nichols says it was a pattern of
the most perfect symmetry to which the
art had arrived. He died in 1792, and his
foundry was bought by William Caslon III.

Baskerville’s ablest successor, not to his
foundry or business, but to his skill and
style, was his apprentice Robert Martin,
whose brother William, in 1790, became
the head of a small but famous foundry.
Boydell and Nicol had matured plans for
their great edition of ¢ Shakespeare,” to
be printed by Bulmer, and William Mar-
tin was engaged by them to make * imita-
tions of the sharp and fine letter used by
the French and Italian printers.” The
appearance of this book, soon followed by
an equally admirable edition of Milton,
was an unexpected revelation of the pos-
sibilities of typography. Under the able
management of Bulmer, the Shakespeare
Press printed many admirable books, of
which these are the most esteemed: Dib-
din’s ** Typographical Antiquities,”” the
** Decameron,’”’ M’'Creery’s * The Press,”’

as a work of art, a reference to the splen-
did Bible itself, and the no less splendid
edition of Thomson’s *Seasons,’ in which
the same type was used in 1797, is the most
eloquent testimony. Mr. Figgins received
the honour of being named on the title-
page of the latter work, which still remains
one of the finest achievements of English
typography.” He was as remarkable for
his industry as for his skill. No foundry
of the time equaled his in the number or
general merit of its productions. He cut
a new face of Greek for the Oxford Press,
new forms of Persian, Telugu, Domesday,
Hebrew with points, a facsimile of Cax-
ton’s first letter, and a series of intricate
German-texts. After a general commenda-
tion of his work, Hansard adds: **I feel it
particularly incumbent on me to add . . .
that he has strayed less into the folly of
fat-faced preposterous disproportions than
either Thorne, Fry, or Caslon.”” Mr. Fig-
gins relinquished businessin 1836, and died
in 1844. His two sons, Vincent Figgins II.
and James Figgins, succeeded in 1836,
Vincent Figgins II. died in 1860, leaving
the business to be carried on by James
Figgins 1. and his son James Figgins II.,
the latter being the present proprietor.
William Miller, once the foreman of the
Wilson Foundry at Glasgow, began busi-
ness on his own account at Edinburgh in
1809. From the beginning his foundry
had a remarkable success; it was a rival
not only of the Glasgow, but of the London
founders. In 1832 William Richard was

and the ¢ Poems '’ of Goldsmith and Rar-
nell, for most of which Martin provided
the types. All were based on the Bas-
kerville models. But these types were
admirable only when carefully printed.
Martin was not able to change the incom-
ing fashion for fat and bold faces. He
died in 1815, and his foundry came to an
end, the Caslons taking the more valuable
portions of his collections.
Vincent Figgins was the favored app

d as partner; in 1838 the name of
the firm was changed to Miller & Richard.
Reed says that this foundry was the first
to introduce ‘successfully type-casting ma-
chinery in Great Britain. William Miller
died in 1843, and the business was carried
on by Richard and his son until 1868. Since
the retirement of Richard, senior, the
foundry has been managed by his sons
J. M. Richard and W. M. Richard.

tice of and expected successor to Joseph
Jackson, but he was prevented from being

Anthony B the inventor, was
a founder of marked ability, in Lon-
don, between the years 1821 and 1832.
L]
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In bis tentieth year, Bessemer had_distinguished
himsclf by the crection at Haarlem in Holland of
pumping engines. Before he was twenty-five years of

age be was elected a member of the Academic at Paris
f5¢ hia jmprovements in the wicrascope. He cut the
diamond type used by Pickering for his diamond edi-
tions, The foundry was dis; n His son
Henry was a master of the mechanics of the trade, and
pateoted improvements in type-founding before he was
twenty-five y o ul 5

Richard A
in London before 1819:
ceeded him in 1824, After bia e death the (onndry vae
owned by Wood, who in partnership with 8.
niE. Bharwood contiaacd the haimese  ALter thets
death the business coased, and_ their collection was
dispersed.

Touls Joha Pouchée was a type.founder by Didot’s
polymatype method at London in 1819, but was un-
succeasful. In 1830 he abandoned the busincss, and
sold n auction twenty thousand matrices, punches,
ete., and thirty-five tons of type.

Abel Buell of { Killingworth, Connectieut, is scored-
ited, on jmperfect evidence, as one of the early type-
founders in the United States. Hip regular basincas
waa that of & wlnmmnh 1t does not appear that he
s ever in a type foundcy, or that be cver received
any instruetion in thea art, but in 1769 he petitioned the
General Assembly of his State for money to est
type-foundry. ~To prove ks abllity to make types, b
appended to his peition impressions from ‘typea that ho
said he had made. The petition was granted, but his
foundry did ngt prosper, and was soon extincl

Euwh-cnttu, had a l‘oundry
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The first type-founder in New York was Adam G.
Mappa, who had successfally practised type-making iu
e way obliged to leave ks country for
political causcs.  His name appears in the New York
irectory for 1792, His foundry was lllrly equipped
with Dutch faces, but his stock of romans was poor.
He was not successful. In 1795 he eutered the service
of Binny & Ronaldson, and was with them three years.
Some of bis faces appear in their book of specimen.
He then went into the service of the Holland Company.
He died in 1828.
The first founder In the United States of mma
ability was Archibald Binny of Scotland, who ba
made types in o small way at Ediobureh. in ms in

with J:
type-foundry at Phllldel?hll. which soon took the le-d
of the other foundries in that city. 1n1811 he patented
a valuable improvement to the mould — a spring lever
wlncheslvu a quick return motion to the matrix, and
enabled the type-caster to make more s with less
exertion. He made a machine fm' the automatic rub-
bi go{type, but it was not successful. He m-ml in
X Ronaldson and Rmhnd Ronaldson
tmued the business.
820 Lawrence Jobnson, a printer and native
Engllnd established a stereotype foundry in Phlhdol-
hia. 1In 1833 he formed a glrmnhlp ‘with George
smm. for m urpose nr Ing the type-fonndry
hard Ronaldson. Under the new management

apem-m- B fodry Wt lavity Exbadal
ln 1843 George F. Slmth v thdrew. In 1845 Jobn-
son admitted to ip Thomas MacKellar, John
F. Smith, and )ehlrd Bmlﬂ.\ who had been trusted
of this house. Peter A. Jordan was added

from bnmhn,
utﬁempted to establish a g})e fonndry at Boston,
did not succeed. 1t is possil thu Bne“ ﬁ: his .lznder
knnwlndge of type-founding
i 1775 Christopher e e Sover, as he tpelled
it i m English), second of the name, established a t;
foundry at Germantown, near Philadelphia.
foundry was managed by Justus Fox, who scems to
have been expert in mlny mechanical arts. In 1784
Fox purchased the foundry, and with hia son con-
tinued the business nnt:.l his death in 1805. In 1806
Fox’s son sold the foundry to Samuel Sower, son of
Christopher Sauer, who had previously tried to estab-
lish a type-foundry at Baltimore, which attempt was
successfully renewed by bim in 1815.
Jacob Bey, a Germnn, began a second foundry at

Germantown al
Benjamin i‘nnk\m when in Paris bought from P.

8. Pournln. the inventor of the point system of qpe
e lete equipment for a type-foundry which
‘intended should be established at Dhiladelpbia. To

i end be had ha randaon B, P Bade raceive s
atraction from Fournier, tlnt M might be qualified to
manago the foundry. Franklin snd his grandson ar-
Yived 'in Philadelphia in 1775, and began. the business
of type founding, But they were not soccesstul, Thomas
says that they did not of could not make good
Thefoundry e neglected, and Bache turncd his siicn:
tion to printin

John. Baine {ance partnsr with Alsxander Wilson

and his grandson began a type-found
Philadelphia. in the yur 1785, They were the o
skilled founders in the city, and soon
meat, one of their most me;m orders being & lar
of types for an encyel a to be print ol

Ton 73750 the-claer Burne.died: "Soon after the
removed to

Meeom, a ynnur
Fran to make
stereotype plates. He cast plates lor & number of

afterward. _Before his death in 1860 Johnson sold the
foundry to bis junior partuers, who continued the busi-
Dess under the name of MacKellar, Smiths & Jordan,
and afterward of MacKellar, Smiths & Jordan Com!
geny, but the bouse has not lost its old name of the

ingon Foundry. John P. Smith was born Janusry
20, 1815, and died November 1, 1889. Peter A.
Jordan was born in Philadclphia, 30th of May, 1822,
and dicd there 25th of March, 1884. Richard Smith
died September 8, 1894, "I 1892 the MacKellar,
Smiths & Jordan Company became the Philadelphia

unders Com)

In 1804 Elihu White lanIlhlm Wing g[ l;nt
ford, Connecticut, undertook to make types without
any experlen in type-founding, and even without
any knowledge whatever of the construction of the ap-
Proved Birea ot Eype i AN T Aneated il
they were obliged to send one of their workmen to the
foundry of Binny & Ronaldson of Philadelphia, but he
failed to get the knowledge needed. Arm doing a
limited business in Hartford, White rated l
Wing, moved bis foundry to New Yorkiin 1810, and
made type in an old huil on Beach street. Fore-
uem The. rapid gmnh of cities in what was then the

‘est, he established branch foundries in Buffalo
nm‘l Cincinnati. Dy‘lng in 1836, the busil
tinued by his son John T. White, He w:
by Norman White, and when his son was admitted to
%ﬂnenh!g the firm-name was changed to Charles T.

Charles T. White retired in 1854, after
ulllng the t;'pe-lmxnd to his am&:nym, A.D.Farmer,
ndrew Little, and oh Ber
bnllnzn under the n
Andnv Little and Jnlm Bentley retired in 1892.
D. Farmer died in 1895. The business in now
e-rrlzd on by William Plrmr. undzr the name of
A.D. Farmer’s Son Type Founding Co.

1In 1806 Robert Lothian of Bcotllnd tried and failed
to establish a type-foundry in New York. His son
George B. Lotlnln, who had been taught the trade of
foundries of John Watts

ut never o
bandoned the undertaking. The
in the United States was
** of 142 pages. 1t bears the
New York, 1813. B. &l.

in t]
of New York and B. & J. Collins of Philadelphia, and
had also received instruction from his father and from
Elihu White fo_type-founding, undertook to establish
1 typedfoundey in Y;.mlmrgh Ponneylrais, It was
ian returned to

Co.
ins and Collins & Haunay were the
w.:u, who returned to England in 1815.

New York. In 1822 be nmmk m make type for
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the firm of Harper & Brothers. The faces of Greek
‘which he cut for the Anthon Classical Series were very
‘much admired. After his death in 1851 the Lothian
foundry was sold to Peter C. Cortelyou and W. H.
Gifing. When Cortelyou died in 1875, the business of

103

any, which firmly holds the stereotype plate, and yet
allows its ready release or change to any new position ;
the dove-tailed packing box with sliding cover, which
secures plates from injury and permits rough handling
in transportation. Tn 1822 he withdrew from busiacss,

d to experiment in type-fonnding with use-

this foundry ceased, and its contents were dispersed

Edwin and Richard Starr, who had been inducted
in the trade by Elihu White, made an unsuccessful at-
temptto establish a type-foundry in Pittsburgh, Penn-
sylvania. Equally unfortunate fn other attempta in
Albany and New York, they were afterward employees
in the fonndries of New York and Boston,

James Conner, a printer of New York, began busi-
Tess as a stereotyper in that city in the year 1827. He
made the first stereotype edition of the New Testament.
Ho also earned a good reputation as the publisher
in the United Btates of the Bible in folio form. To
the business of stereotyping he soon after added that of
type-founding, in which he was remarkably successful.
Bythe aid of Edwin Starr, then in his employ, he made
the electrotype matrices which enabled him largely to
increase the faces of his foundry. The Conner Foundry
waa the first in this country to introduce light faces.
After the death of James Conner in 1861 the foundry
was managed by his sons under the name of James
Conner’s Sons. William Crawford Conner, the eldest
son, was born in New York, dth of December, 1821,
and died there on the 26th of April, 1881. James
Madison Conner was born in Boston the 2d of Novem-
ber, 1825, and died in New York on the 14th of July,
1887. The grandsons of the founder, Benjamin F. and
Charles 8., managed affairs for the five years preceding
1892, when they merged the basiness in that of the
American Type Founders Company.

William Hagar, who had been an employee and after-
ward a partner in the firm of Charles T. White & Co.,
Degan husiness a3 a type-fonnder in New York about
1840. Atone time he owned the patent right of the
Bruce type-casting machine, and devoted much of his
time to its introduction in the United States and in
foreign countries. He died in 1863, leaving the foundry
to be managed by his sons, who afterward ahandoned
the business. The fonndry is now extinet.

David Brace (born in Scotland, 1770 ; died in New
York, 1857) was the head of a type-founding family
which has done much for the improvement of the arts
of stercotyping and type-making. um mn’u an

to printing in Edi i
toNew York in 1798, where he followed hh tradeas a
pressman. In partnership with his younger brother
George Bruce, he began business in New York as a
‘master printer in 1806. Rumors having reached them
of the f the new art of ping, David
went to London in 1812, and ineffectually tried to get
the information he desired from the inventor, Earl
Stanbope. Prom other persons be gut, as he thonght,
enongh of hints or suggestions to warrant him begin-
ning the work. On his return to New York he added
stereotyping to his bsiness, in which he made a marked
success. Three of the most valnable aids to atereo-
typing are his unquestioned inventions : the shaving
machine, which enables the stereotyper tn make all
plates of even thickness ; the ** patent-block ** of mahog-

fal results,

David Bruce, Jr., son of David, at an early age gave
great attention to the mechanics of type-casting. The
machines of Wing & White, of Starr & Sturdevant
of Boston, and William M. Johwson of Hempstead, had
been tried and rejected by the trade. The firat ma-
chines of Bruce were equally unsatisfactory, but in
1838 he made a machine which was generally adopted
and had no worthy rival for more than fifty years. He
also invented a type-rubbing and dressing machine
of merit, and was fairly successfal 18 s punch-cutter.
Many meritorions forms of script and ornamental
letter now put aside aa old-fashioned were deaigned
and engraved by his hand.

George Bruco (born in Edinhurgh, in 1781 ; died in
New York, 1866) emigrated to this country in 1795.
After serving apprenticeship as a printer in Philadel-
phia and working as a compositor in New York, he be-
came the business partner of his hrother David. Their
new enterprise of stereotyping was seriously hindered
by the shapes of the types they had to use. Types as
then made had no shonlder. The beard or ueck sloped
at a very long angle from face to shank. The plaster
used in stereotyping filled these sharp angles, from
which it was removed with dificulty. Breakages
‘which defaced the monld and spoiled the cast were
frequent. After many nnsuccessful efforts to induce
type-founders to make types with square shoulders, the
brothers undertook to make types for themselves.
They began with the materials unsuccessfully used by
the brothera Starr. Their first specimen book is dated
1815. George Bruce was an enthusiastic and inde-
fatigahle punch-catter, who found his greatest pleasure,
even at advanced age, in cutting letters, many of which
are still admired as models of good form. His services
to type-founding by hia system of geometrical bodies are
related in this book in the chapter on the Point System.

David Wolfe Bruce (born in New York, in 1823),
the of George, to the busi f
George Bruce, which he continned, in partnership with
James Liodsay, under the name of George Brace’s Son
& Co. Between the years 1868 and 1876 he produced
an unusually complets series of * penman ** scripts,
the most difficult and the most expensive feat of type-
founding ever undertaken in this country. David
Wolfe Bruce retired from busineas in 1890, transfer-
ring the entire fonndry to his employees Henry M.
Hall, Vilinder B. Munson, and Robert Lindsay. The
younger Lindsay died in the same year ; Hall retired
in1896. The business is now conducted by Munson,
under the name of V. B. Munson.

James Lindsay was born in Glasgow, Scotland, in
1825, and was taught the trade in the foundry of
Alexander Wilson of Edinburgh. He died in Brook-
1yn on the 20th of September, 1879. He was a thor-
oughly educated type-founder and a punch-cutter of
admitted ability.
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the gemeral direction of the American Type Founders
Company.

The Cincinnati Type was established in that
ety in the year 1817 by Oliver Wells, Horace Wells, and
John Whits. After several changes in partnership, in
1830 it was made » stock company. Its managers since
1861 have been Charles Wells, Henry Barth, and W.
F. Hunt. Charles Wells died in 1885. It is now a braneh
of the American Type Founders Company.

John G. Mengel & Co. began s type-founding business at
Baltimore in 1881. John G. Mengel, Jr., had been &
partner of John Ryan. John G. Mengel, Sr, became &
partner in February, 1883, This foundry is now s branch
of the Amerisan Type Founders Company.

The 8t. Louis Type Foundry was established at 8t. Louis
in 1840 by George Charles of the Johnson Foundry of
Philadelphia. In1844 he sold it to A. P. Ladew of Albany,
N. Y. In 1847 Ladew sold one-half to T. F. Pureell of
Louisville. In 1855 Purcell sold his interest to V. J. Peers
of 8t. Louis. In 1350 Ladew became sole owner, but in 1861
e eold out to the Cincinnati Type Foundry. In 1861 the
‘business was incorporated as the 8t. Louis Type Foundry.
It is now a branch of ths American Type Founders Com-
pany.

In 1856 Lawrence Johnson of Philadelphia established
 branch foundry in Cineinnati, and put it under the man-
agement of Robert Allison, an employee, who afterward
became its owner. It was then known as the Franklin
Type Foundry. In 1868 M. Smith became a partner, In
1892 it was merged in the American Type Founders Com-
pany, and is now known as Branch 10 of that eonecern,

The Boston Type Foundry began in 1817. It underiookto
east types, set types, and make stereotype plates. Its first
specimen book of 1820 and
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Philip Heinrich, a type-founder of Frankfort, Germauy,
came to this country in 1849, For tem yoars after he was
in the employ of type-founders of New York and Phila-
delphia. Tn 1860 he began business as » master type-
founder. He dled in 1893,

In 1872 the New York Printing Co. was making text-
types for its own use, but this branch of its business is not
done mow by lta successors, George Munro is the only
printer of New York who undertakes to make types for
his own noeds,

In 1856 8. R. Walker and H. L. Peloaso of New York
2dded type-founding to their previous business of lead-
casting. In 1858 they established a mall oundry
in Richmond, Virginia. In 1860 the partnership was
dissolved, Pelouse taking the Richmond foundry. After
Walker's death in 1666, the business was continued by
his son Ssmuel R, Walker, and R, F. Cole. Theodore
Tuthill and P. H. Bresnan were subsequent partmers.
Sinee 1883 the firm-name has been Walker & Bresnan.

Robert and John Lindsay (brothers to James) begen
typefounding in New York in 1852 Another brother,
Alexander W., became  third partner In 1836, in the
new firm of B. & J. & A, W. Lindsay. Alexander W.
subsequently established & separato business which was
continued for many years. In 1892 he merged it in the
American Type Founders Company. The older Lindsay
Type Foundry afterward continued the business under the
name of Robert Lindsay & Co.

In the sutumn of 1892 the American Type Founders
Company was established, with a capital stock of mine
million dollars, whieh was afterward reduced.

The company was formed to acquire and carry on the
business of the following firms and corporations :

Charles Ewer as proprietors, who offer o ssll nonparsil
t one dollar and forty cents and poarl at one dollar and
seventy-five cente per pound. Between 1530 and 1838 the

in 1840, James Conner had been the manager of the stereo-
typing and Michael Dalton of the type-founding depart-
meuts. Tt first prosident was C. C. Little, and its first
agent John Gorham Rogors. Sewall Phelps was then at
the head of the stereotype foundry. James Shute suo-
ceeded J. G. Bogers. About 1849 the stereotype branch
of the business was sold. Soon after the type-foundry
was 20ld to John K. Rogers, David Wateon, and Edward
Pelouss, who did business under the name of John K.
Rogers & Co. Aftar Pelouse rotired in 1871 the business
was carried on under the name of the Boston Type
Foundry. Boon after s branch st St. Louis was eatab-
lshed under the charge of two employess of the house,
James A. 8t. John and Carl Schraubstadter. John
Rogers’ interest was bought by 8t. John and Schraub-
stadter, who afterward s0ld the business o the American
Type Founders Company.

John Kimball Rogers, once a prominent member of the
Boston Type Foundry, was born at Gloucester, Mass., on
the Slet of January, 1821 He died st Longwood, Mass.,
on the 27th of January, 1888,

The type-foundry of 0. J. Cary & Co. of Baltimore was
hero established in 1804 by Robert Sowsr. Its subse-
quent propristors wers : R. B. Spaulding, 1818 ; F. Lueas,
3r. 1832; Lucas Brothers, 1854 ; Henry Lucas, 1860; F.
H. Lucas, 1872: Henry L. Pelouse & Son, 187; C. J,
Cary & Co., 1863,

The Type Foundry was in1860as
o branch of the Richmond Type Foundry, then under the
management of H. L. Pelonse. It was afterward managed
by differsnt members of the Pelouse family. It is now
managed by J, H. Mills & Co

Smithe & Jordan Co., Philadelphia.
Collins & M Leester, Philadelphia,
Pelouse & Co,, Philadelphia.

James Conner’s Sons, New York.

P, H. Heinrich, New York.

A. W, Lindsy, New York,

Charles J, Cary & Co., Baltimore,

The John Ryan Co., Baltimore.

J. 6. Mengel & Co., Baltimore.
Hooper, Wilson & Co., Baltimore,
Boston Type Foundry, Boston,

Phelps, Dalton & Co. Boston.

Lyman & Son, Buffalo,

Allison & Smith, Cincinnati,
Cineinnati Typs Foundry, Cineinnati,
Cleveland Type Foundry, Cleveland.
Marder, Lune & Co., Chieago.

Union Type Foundry, Chicago.
Benton, Waldo & Co., Milwaukee.
Central Type Foundry, St. Louis.

8t. Louis Type Foundry, St. Louis,
Kansas City Type Foundry, Kansas Oity.
Palmer & Rey, San Francisco,

In the prospectus of the company it was claimed that
the sbove-named twenty-three companiss and firms man-
ufacture and sell sbout eighty-five per cont. of the en-
tire output of type in the United States.

The prmxp.l foundriss that declinad to be meryed in
the company

Farmer, Tittle & Co, New York.
George Bruce's Son & Co., New York,
Barnhart Bros. & Spindler, Chicago.

The types moat used on daily newspapers are now (189)
made by many of the offices on the linotype machine. The
iversion of this branch of type-founding to the new pro-
cess has not apparently affected the cutput of the American

Founders Company, who still continus to make book
and Job types by the older method for a steadily inereasing

o
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In the preceding illustrations, twenty-two dis-
tinet sizes are shown, ranging from the large
Realneea Size of six-line pica, which is nearly one
formany inch in height of body, and the small size
i of brilliant, which is about one-twentieth
of an inch in height of body. Between the sizes
of nonpareil and pica, the difference of each body
from its proximate body is about one seventy-
second part of an inch; between all proximate
sizes below nonpareil, about one one-hundred-and-
forty-fourth of an inch. The inexpert may say
that there are too many bodies, but there is need
for all of them. The early printers, who printed
books with half the number, worked to great dis-
advantage. The so-called irregular sizes, which are
almost as common as the regular, enable modern
publishers to make books and newspapers to suit
every taste. A book in small-pica costs less than
one in piea, yet it is equally readable. The adver-
tisements in nonpareil that overcrowd a news-
paper are quite as acceptable when set in agate,
even if they occupy a smaller space.

In the illustrations of sizes shown on pages
76 to 105, the types of the facing pages are pre-
Leaded  cisely the same. The difference in their °
andsolid  gppearance is produced by leading. The
matter : z

lines of the even page are “solid,” or as
close together as they can be brought; the lines of
the odd page have been separated by the insertion
of thin pieces of soft type-metal known as leads.
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These leads, like the quadrats and spaces which
separate words, are not quite type-high; they do
not appear in print, not being touched by the ink-
ing rollers. Leading between lines of composed
matter makes print more readable, by giving more
white space in a place where relief is of advantage.
The seleetion of the thickness of the lead is usually
a matter of taste, but to some extent it should be
determined by the face of type with which the lead
is used. Large types need thickleads; small types,
thin leads.

Thickness of a three-to-pica lead.
R I SR R T e T T T S W ]

Thickness of a four-to-pica lead.

Thickness of a six-to-pica lead.

Thickness of an eight-to-pica lead.

Thickness of a ten-to-pica lead.

Thickness of a twelve-to-pica lead.

Two forms of leads are made: high leads, about
seven-eighths of an inch high, which reach to the
shoulder of the type, and are employed ..1<made
only in fine stereotype or electrotype of different
work ; low leads, about three-fourths of ™
an inch high, or of the same height as ordinary
quadrats, which are used only in letter-press work.
They are usually cast in a mould, in strips about
eleven inches long, which are afterward cut to
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prescribed lengths. Some leads are made by roll-
ing machines. In many daily newspaper offices
the strips, which are there subject to harder usage
than in book offices, are made of rolled brass.
These are called brass-leads or brasses ; the latter
is better. The size most used is that known as six-
to-pica, but founders furnish them of any thickness
from three- to fourteen-to-pica. The thickness of
two-to-pica is known as a nonpareil slug, and all
other thicknesses that correspond with the regular
bodies of type are known by the names of their
bodies, as pica slugs or brevier slugs. Slugs are
often used by book printers as the foot-lines to
pages, and also to separate the columns of pages.

Old-style faces had to be selected as the illus-
trations of sizes, for it was not possible to show
Modernbook. & harmonious series of faces in roman
types seldom of modern cut. Many American foun-
cut inseries  qers can show in gothic, antique, or
other forms of display letter, a harmonious series
from pearl to six-line pica, but they cannot show
this harmony in any ecomplete series of roman
book-letter. The smaller sizes made by the type-
founders are extra wide, or narrow, or bold, or
light, to suit the needs of their largest customers,
the publishers of newspapers. The larger sizes,
above great-primer, are usually made extra bold
and black, to suit the needs of job printers. Sizes
larger than great-primer are so rarely used for
book-work, and yet so largely used for posting-
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bills, that founders are led to make only those
faces that are most serviceable for job printing.
The illustrations of the sizes of type set forth
on pages 76 to 105 are also intended to exhibit
the number of words and the number p 0 ong
of ems that fill the fixed space of one of different
full page of this size, or of 15 square ®Ze® °f tvre
inches. They show the loss in lines and words
that follows the insertion of leads, and the gain
in words made by the change from a larger to a
smaller type. Yet they show but imperfectly the
relative proportions of type-bodies, and the exact
relations of the bodies to their faces. The sizes
meridian and paragon were omitted, because suit-
able faces of book-types are not made upon these
bodies. The sizes from double small-pica to five-
line pica, inclusive, are from the old foundry of
MacKellar, Smiths & Jordan Co., and are mainly
true old-styles of Caslon design. The sizes english
to nonpareil, inclusive, are from the old foundry of
George Bruce’s Son & Co., and are all old-styles
of modern design. The illustrations of columbian,
agate, diamond, and brilliant, from several foun-
dries, are also of modern design, but are destitute
of all old-style features. Coming from different
foundries, cut by different punch-cutters at widely
distant periods, and cast upon bodies graded by
different systems, these illustrations of sizes do
not show relative proportions with a becoming
precision. The columbian seems larger than the
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great-primer; the agate seems to be larger than
the nonpareil ; the bourgeois does not appear, as it
Irregulari-  Should, the true intermediate of brevier
tiesinfaces and long-primer. These irregularities of
ghtyne face are the results of attempts to make
for printers special faces suiting special purposes,
for one size only, and not for a full series of sizes.
Founders have been persuaded to cut mongrels
of new forms: as large a face as can be got upon
the body, or nearly as large as the next larger
size, or but very little larger than the next smaller
size, or faces that are wider or thinner than the
standard forms. Types so made, and there are too
many of them, break the regularity of a graded
series of sizes. The agate with shortened ascend-
ers and descenders is really of a larger face than
the nonpareil, but is called agate because it is on
an agate body. The bourgeois may be nearly as
large as a long-primer, but it is called bourgeois
Thenody ~ Pecause it is on a bourgeois body. The
determines body determines the name. As the ex-
thename g0t size of the body is not seen in the
print, it is often difficult, even for the expert, to
accurately name the body of a type from a hasty
inspection of its face.

The body of the text-type used in any piece of
print that has been “set solid” or without leads,
can be approximately ascertained by measuring it
with a rule. One inch should eover 6 lines of pica,
7 of small-pica, 8 of long-primer, 9 of bourgeois,
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10 of brevier, 11 of minion, 12 of nonpareil, 14 of
agate, 16 of pearl, and 18 of diamond.! For longer
measurements than one inch, a type-mea- ;4.4
surer should be used. The body of solid the size
type can also be determined by finding a ©°fP°%
quadrat which will completely span the distance
‘between the foot of the first line and the foot of
the second one. When the lines of type are leaded,
the identification of an unknown body is more
difficult. The width of the lead and of the space
between lines cannot be measured or safely con-
jeetured. The only test is to put an em quadrat
of the supposed body over a full-bodied letter like
Q or j. If this quadrat touches or nearly touches
the letter at its extreme points, it should be, and
probably is, of the same body.

gy P g D
Al it b d 1 b
Solid. Leaded.

Types are sometimes leaded with very thin
leads, like twelve- fourteen- or sixteen-to-pica, for
which all these methods of measurement will be
found unsatisfactory. With the ordinary thickness
of six-to-pica, the detection of leading is not so
uncertain. If there is a decided space of white be-
tween the approaching points of ascending and
descending letters, the type is probably leaded.?

1 These figures can be safely 2 Reservation has to be made
used only in a measurement of for the bastard bodies, to which

one inch. Consult tables in the these observationsdo not apply;
chapter on the Point System. butbastard bodies are rare.



112 Relations of Types to Each Other.

The relations which each body of the book-types
shown in the preceding pages bears to other bodies
in solid composition are arithmetically shown by

the figures in the following table :

Sizes of Type.

Great-primer
Columbian .
English . . .

Small-pica
Long-primer
Bourgeois . .
Brevier. .
Minion . .
Nonpareil . .
Agate .

Diamond. . .
Brilliant . . .

|

Ems
to the
alpha-

bet.!
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Ems | bt | ome | Vorte
line. | PSS | Doge, | Do
12% 20 250 105
14 23 322 122
16 26 | 416 170
18 29 532 209
20 32 640 ; 249
22% 36 810 319
25 40 1000 383
28 46 1288 490
31% 51 1607 588
36 57 2052 734
40 65 2400 852
45 2 3240 | 1015
50 81 4050 | 1391
56 92 5152 | 1763

1 The figures in this column
show the relative fatness or
leanness of each face of type
by specifying the number of

em-quadrats - of its own body
that equal the length of the
twenty-six lower-case letters of
the alphabet.

See page 115.



The Measurement of Composition 113

An em of any type is the square body of that
type. As it is impracticable to count all the bits of
metal in a page, the em is made a unit 1, oy quaa-
of superficial measure. The space that ratisthe unit
can be covered by one thousand em- ©°fmeasure
quadrats is reckoned as one thousand ems. This
method of measuring is never changed for open
or leaded composition. One thousand ems may
contain three thousand bits of metal if the matter
be solid, or only one thousand bits if the matter
be leaded and full of quadrats; but in either case
the composition is computed as one thousand ems.

In the measurement of the width of a line of
composition no account is taken of any smaller
fraction than the en quadrat. If the o ... .0
width of the line exceeds even ems by fractions of
one third of an em, this excess of one *"°™
third is not counted; if it is an en, or but little
less, it is eounted as an en; if it exceeds an en,
the excess is counted as a full em.

The em quadrat is also made the unit for mea-
suring the fatness or leanness of any face of type,
which fatness or leanness is determined by the
number of ems that equal in length the alphabet
of twenty-six lower-case letters.

The widths of different faces are defined by the
number of ems to the lower-case alphabets and by
the words standard, lean, condensed, and extra
condensed, to specify their progressive decrease

in width; and by the words fat, broad-faced, ex-
15



114 The Measurements of Faces

panded, and extended, to specify their progressive
increase in width. )

The standard of width is variable. The Inter-
national Typographical Union has determined the
proper width or standard of pica, small-pica, long-
primer, and bourgeois at 13 ems; of brevier and
minion at 14 ems; nonpareil 15 ems; agate 16
ems; pearl 17 ems; diamond 18 ems. Faces that
fall below these standards are unfairly measured
by the em quadrat of the next smaller body.

M- M= el

Standard. Lean. Condensed. Extra condensed.
Standard. Broad-faced. Expanded.

A lean letter has an alphabet of lower-case let-
ters that is below the standards here given. The
bourgeois of 13 ems is up to the standard; the
brevier of 13 ems is below the standard.

Condensed letters are now rarely used for the
text-types of books or newspapers. There is no
rule that limits the use of the word condensed to
any specified width, but it may be fairly applied
to any face of which the lower-case alphabet
measures 10 or 11 ems of its body.



Illustrations of the Widths of Faces 115

Nonpareil . labcdetghijklmnopqrstuvwxyd !
]abcdefghijklmnopqrsluvwxyzi
Lean . . hbedefghijkimaopgrstuvwxyz| - -
IRT ey 39 Ia.bcdefghijklmnopqrstuvwxyzl . .
Expanded. labcdeﬁghijklnlnopqrstuvwxyz{
Minion . . Iabcdefghijklmnopqrstuvwxyz! aNET s
labcdefghijldmnopqrstuvwxyz!
Brevier . . Ia,bcdefghijklmnopqrstuvwxyz[ AN
Iabcdefghijklmnopqrstuvwxyzl Gaft A3
Lean . . }abcdefghijklmnopqrstuvwxyzi ETAE
Condensed [a.bcdefghijk]mnopqrstuvwxyz‘ WY
Ex. Cond. labcdefghijklmnopqrstuvwxyz] 5
Bourgeois . Iabcdefghijk]mnopqrstuvwxyz[ Hd
labcdefghijklmnopqrstuvwxyz] I
Long-prim. jabedefghijklmnopqrstuvwxyz
Iabcdefghijklmnopqrstuvwxyz] S5
Condensed ]abcdefghijklmnopqrstuvwxyz] s o

smal-pieajabedefghijklmnopqrstuvwxyz -

labcdefghijklmnopgrstuvwxyz]

piea . . . pbedefghijklmnopqgrstuvwxyz
labcdefghijklmnopgrstuvwxyz| .

Ems.
165

14
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The Standards of Measurement

An extra condensed letter has an alphabet less

than 10 ems in width.

A fat letter has an alphabet but a trifle wider
than that of its standard.!

A broad-faced letter has an alphabet fifteen or
twenty per cent. wider than that of its standard.

An expanded letter has an alphabet thirty or
forty per cent. wider than that of its standard.

An extended letter has an alphabet fifty per
cent. (or more) wider than that of its standard.

1 The standard of width is of
recent introduction. The ‘‘ Lon-
don Scale of Prices” of 1810 and
the “ New York Scale of Prices”
of 1833 gave mno rules as to a
standard, even when lean types
were in frequent use. The first
American rule (probably 1851)
makes the standard 12 ems for
all bodies. About 1864 higher
standards were determined on
for the smaller bodies. In 1886
the standards of all bodies were
again increased.

The Caslon old-style faces,
marked lean in the previous il-
lustration, fairly represent the
average width of the lower-case
letters of the last century. The
rounder and wider faces that
were subsequently introduced
by Thorne, Jackson, Bodoni, and
Didot did not prove a permanent
fashion. They were supplanted
by the Scotch-face, and other
cuts of letter decidedly below
the present standards, and these
leaner faces were preferred for

newspapers as well as for books.
The modern broad-faces now
made for newspapers were spar-
ingly made and little used before
1860. They seem to have been ac-
cepted by newspaper publishers
because they were a mechanical
necessity, for it had been found
that stereotyping by the papier-
méché process and presswork
on rotary machines could not
be done well from the lean types
then in use, for they moulded
badly, wore out quickly, and
made printing muddy and indis-
tinet. To prevent these faults
it was necessary to make use of
wider types, with broader stems
and deeper counters; but these
broader faces were accepted re-
luctantly, for they wasted space.
Publishers of books favor the
broad-faces for juvenile school-
books only; for all standard
books in large type they prefer
the lean faces. In England and
France the faces most used are
thinner than the American.



Irregqularities of Measurement 1Ll

In a comparison of composition done with two
distinet faces of type, one of which is 12 and the
other 15 ems in width, there will be a o allowance
corresponding difference in the num- for fattypes
ber of words making one thousand ems; but this
difference in the count does not modify the rule.
Irregularities in the thickness of types should be
allowed for in all computations of space or pro-
portion. In every exact calculation as to the space
that will be occupied by a proposed type, its num-
ber of ems to the alphabet should be ascertained.

The unfairness of measuring composition by
the em quadrat is shown by the illustration on
the next leaf. The four faces there shown are
on long-primer body, and the measure of each
is twenty ems of long-primer. The composition
in each face is now measured as one hundred ems,
but the number of words set are respectively 44,
42, 38, 25. The compositor of the thin type has
then to do much more labor to have his com-
position counted as one hundred ems.

The progressive widening of letters for small
bodies was not a whim of the punch-cutter: it was
really obligatory. In cutting a series g,.nqipes
of uniform faces the type-founder has have to be of
to widen each smaller alphabet, to make Preader face
it seem uniform with the larger size, and to main-
tain a proper degree of clearness and durability.
A small type cut to the same geometrical pro-
portion as a large type would seem condensed and
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not of the same style. The legibility of a small
text-type depends more upon the width of its let-
ters than upon their height. A wide or broad-faced
letter is always more readable than a condensed
letter, because it seems of a larger body. The
increased width now given to the small sizes
may have been thought sufficient justification for
the new standards, but they have destroyed the
value of the em as a unit of measure. The term
one thousand ems, as now used, does not fairly
deseribe the amount of a compositor’s labor, or
even approximately the number of words in his
composition. Under present standards the com-
positor of books has to set from one fifth to one
half more matter than the news compositor to
have it rated as one thousand ems. At the same
rate and on the same copy a slow compositor can
earn more on agate than a quick compositor can
on long-primer. The standard of 13 ems for book-
types practically puts a penalty on the use of the
Caslon-face, the French-face, the Scoteh-face, and
nearly every popular face made before 1860, to the
great damage of the type-founders and printers
who have these styles. No doubt the new stan-
dards were made in the belief that the broad faces
of the newspapers would be accepted by publish-
ers of books, but the opposition of publishers is
as strong now as it was thirty years ago.

A new method of measuring composition has
recently been offered.
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1115 em quadrats to the lower-case alphabet.
2614 lower-case ems to the measure.

Open your watch and look at the little wheels,
springs and screws, each an indispensable part of
the wonderful machine. Notice the busy little
balance-wheel as it flies to and fro, day and night,
year in and year out. 'This wonderful machine is

1214 em Tladrats to the lower-case alphabet.
251 lower-case ems to the measure.

Open your watch and look at the little wheels,
springs and screws, each an indispensable part
of the wonderful machine. Notice the busy lit-
tle balance-wheel as it flies to and fro, day and
night, year in and year out. This wonderful

135§ em quadrats to the lower-case alphabet.
23Y lower-case ems to the measure.

Open your wateh and look at the little
wheels, springs and screws, each an indis-
gjensable part of the wonderful machine.

otice the busy little balance-wheel as it
flies to and fro, day and night, year in and

184 em quadrats to the lower-case alphabet.
167% lower-case ems to the measure.

Open your watch and look at
the little wheels, springs and
screws, each an indispensable
art of the wonderful machine.
otice the busy little balance-

Irregularities of measurement in four faces of long-primer.



120  Spencer Method French Method

Alexander Spencer proposes that the ten lower-
case letters most used should be selected as the
basis for a system of measuring composition by
letters. These ten letters, e, t, a,1, s, o, n, h, r, d!
are to be set up repeatedly in the line to be mea-
sured until the line is full. The number of letters
that can be put in the stick, including the final
justifying space if any, is to be accepted as the
proper number of letters of count for width.

The letters selected are thin, but the gain there-
from is not so great as might be expected. It will
vary with the width of the measure, making from
five to eight per cent. more than would be had
from the older method of measuring with all the
letters. The merit of this system is in its removal
of restrictions on type-founders, but the selection
of the ten most used letters and a possible added
space is a factitious basis for a system of measure-
ment that is intended to be equitable.

In the French method the space taken by the
twenty-four letters of their alphabet is computed
as twenty-four letters. The number of letters is
determined by filling the line to be measured with
repetitions of the alphabet, and counting the let-
ters that can be put in the stick. The number of

1 Mr. Spencer selects his ten e 1000 h ..540 f ..236 v 120
letters from a table in Brewer's t ..770 T ..528 Ww..190 k..88
“Dictionary of Phrase and Fa- 8 ..728 4 ..302 y..184¢ J..56
ble” (p. 507), which gives th i ..704 1 ..8360 p ..168 q..50

'P- ’ glves the o 680 u ..296 g ..168 X..46
following figures as the propor- o ,.672 ¢ ..280 b ..158 z..22
tionate use of lower-case letters: n ..670 m..272



English Method Union Method 121

letters so ascertained in one line is multiplied by
the number of solid lines in the length of the mat-
ter composed. This method is as elastic The Frencn
as it is eorrect. The compositor gains method
nothing by thick and loses nothing by thin letters.
As the entire lower-case alphabet is made the basis
of count, no unfairness can be practised with any
unduly thickened letter.

The English unit for measuring composed mat-
ter is the en quadrat. The number of ens in the
line to be measured is multiplied by The English
the number of solid lines. The unit is method
different, but the method of measurement is the
same as that of the United States. One thousand
ens English equal five hundred ems American.

The International Typographical Union of North
America recently formulated a new method for
determining the correlative widths of New rules
lower-case types, and as a proper basis for width
for the measurement of composition. The lower-
case alphabet must be divided in two equal parts,
with thirteen letters in each part. The part that
contains the letters ¢, d, e, i, s, m,n, h, o, u, a, t, z,
must be of the same length as the part containing
the other thirteen letters. This new regulation,
which seems to have been made as a safeguard to
prevent the capricious thickening of the width of
any one type to the disadvantage of the piece com-
positor, is of doubtful general utility. Since the
introduction in composing-rooms of the Linotype



122 The Set of Type-founders

and Lanston, and of other type-casting machines,
there has been a marked decline in the practice of
piece composition. All the new type-making and
type-setting machines are constructed to favor the
production of types on a wider set. The nominal
or measurable production of these machines is
largely increased by greater fatness in the types,
which are rarely less than ten per cent. (and are
sometimes twenty per cent.) fatter than types made
after the old standards of good form.

Set is the word used by type-founders to define
the set or adjustment of the mould, which deter-
mines the width of each type. An en quadratison
the en set ; a three-to-em space is on the three-to-em
set; the period is usually on the five-to-em set.
‘When a printer wishes a character cast to a pre-
seribed width, he should define its proposed width
by the word set.
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The Point System

bodies. Small-pica wasin- did notde-
tended for a body half-way 20¢Podies
between pica and long-primer, but in one foundry
it might be of nearer approach to long-primer, and
in another but little smaller than pica. There
was no agreement among founders as to the exact
dimensions of small-pica, long-primer, or any other
body. Hansard says: “In one office I knew of
eight fonts of pica which bore the following pro-
portions to a foot measure: 71%, 713, 70%, 71%, 71,
714, 714, 71371 ;

To the novice these irregularities seem trifling.
The variation between a pica 71 lines to the foot
1 “Typographia,” p. 385.

123




124 The Irregularities of Bodies

and another pica 71} lines to the foot is not a
three-hundredth part of an inch—a variation that
Irregularity €8N0t be seen and that can scarcely
ofbodiesisa be felt. If two bodies like these could
serious fault 1w qvs be kept apart, each body being
used in detached lines or in distinet work, this
variation might be trifling. But an entire sepa-
ration of the different bodies in the same office is
practically impossible. Types of different bodies
sometimes have to be used in the same work—to
be made up, side by side, in pages of fifty lines or
in columns of two hundred lines. They often have
to be used together in the same line. If the type-
body of one page of fifty lines is one three-hun-
dredth part of an inch shorter than that of another
page, then the first page will be one-sixth of an
inch shorter than its mate. In a column of two
hundred lines, the difference will be two-thirds of
an inch. If the two discrepant bodies be put in
the same line, as they have to be in the displayed
words of a catalogue or a dictionary, the differ-
ence in bodies which is unnoticed in the first line
makes a serious crookedness in the tenth line, and
this crookedness will keep increasing with every
succeeding line.

In all offices the rule prevails that there must
be no mixing of types from different foundries,
even if they are apparently of the same face and
body. To disobey this rule is to create disorder;
to mix the types of two fonts spoils both fonts.
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The contrasting, side by side, of a composition of
twenty or more lines of two fonts that seem alike
will prove that they are seriously unlike. This
dissimilarity may be noticeable not only in the
bodies of different founders, but even in bodies
that have been made by the same founder at dif-
ferent times.

It is of the first importance that types should
be accurate, yet it is difficult to make them of un-
varying accuracy. The mould of steel ;moutto
will swell and wear; the matrix of cop- make type
per is extremely liable to imperceptible 2¢c"rate
displacements. Changes in the composition of the
metal, and in the degrees of heat, produce corre-
sponding changes in the dimensions of founded
types. A little more or a little less pressure in
rubbing the type will make corresponding differ-
ences in the size of the body. In all reputable type-
foundries these tendencies to irregularity are kept
under control, and seldom lead to faults serious
enough to justify complaint. A printer can order
sorts to-day to supplement a font cast twenty-five
years ago, with confidence that the new and the
old can be safely used together. But this rigid
accuracy is maintained only by testing the types
as they are cast with instruments of precision that
were not used by type-founders a hundred years
ago. The accuracy of the exactest founder who
cast type under old systems was only of partial
benefit to the printing trade. As a rule, his sizes
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differed, and in some instances purposely differed,
from those of other founders. The printer who
had to buy from all foundries could not use the
types of two or more founders in the same line or
even on facing pages; he could not safely mix the
spaces and quadrats of different fonts; he could
not even determine an exact measurement by the
count of ems. There was no standard.

These irregularities are the inherited misfor-
tunes of printing. They can be seen in the types
Beginningot Of the first printers, who were their
irregularity own founders, who cast their types in
Inbodies 5 yude adjustable mould (now entirely
out of use), which could be made larger or smaller
so as to cast two or more bodies. For the sake
of its cheapness the early printer preferred the
mould which made many bodies to that which
made one body only. In the continued readjust-
ments of this mould for different castings, the
inexpert founder made unintended deviations and
irregularities of body which he and his successors
were obliged to perpetuate.

Moxon,! writing in 1683, named ten bodies as
those most used in England. He admits that the
standards Dutch had several other bodies, but he
ofMoxon  3id not think them worth naming, as
they differed but little from the English bodies.
“Yet we have one Body more which is sometimes
used in England: that is the Small-Pica, but I

1¢Mechanick Exercises,” pp. 13, 14.
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account it no discretion in a Master Printer to use
it because it differs so little from the Pica.” He
gives us this table, ¢ wherein is set down the num-
ber of each Body that is contained in one Foot.”

1e8 7y LA R g ISl gl St O T 66
Nomparel ........ 150 Great-Primmer ...... 50
Brevier............ 112 Double-Pica ...... .. 38
Long-Primmer. . ... 92 Two-Lin’d English... 33
Riba) 5y 5o 32 e R 75 Great-Cannon ....... 1714

Luckombe,! writing in 1770, gives another table
of the proper dimensions of bodies (probably those
of the first Caslon), which shows that the bodies
then made deviated largely from the standards
that had been laid down by Moxon:

French Canon............. 18 and a Great Primer
Two Lines Double Pica.... 20 and 34

Two Lines Great Primer... 25and ann
Two Lines English......... 32

Two Lines Pica ........... 35 and 34
PoublotPiea’t S i 41 and an n
EITACOME. R A Ak Bt 44 and ann
el AR Or.. ) £ et s . 51 and an r
HngNigh o 505 i et o 64

Ll SRR g T A T S 71 and an n
RETITSETC T e S SO . 83

Long Primer ......... Sl

157k ak e S (R ST e A 102 and a space
Beavien. b s, U e . . 112 and an n
IO S S M S 128

INoORDarail:) 2P AN L 143

157 7 it IR e A 178

1 ¢ History of Printing,” p. 222.
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From this it appears that six new sizes had been
introduced which Luckombe declared were not
really needed. He says: “How much less value,
therefore, would Mr. Moxon have set upon Minion,
Burjois, and Paragon had he ever seen them.”!

The old Caslon foundry, from which Luckombe
probably obtained his measurements, was justly
considered the first in England, but its
inability to be true to its own standards
is shown by Hansard’s? comparison of
the Caslon bodies of 1770 with those made in 1824.
In 1825 he published in his “Typographia” a care-
fully engraved diagram of the sizes most used,
printed on dry paper to prevent shrinkage; this
showed decided variations from the standards of
1770. In 1842 Savage, for his “Dictionary of
Printing,” procured from the same foundry the

Standards
of Caslon
and others

1 Luckombe intimates that all
theso-called irregular bodies are
but accidents; that when a new
face had been cut too large for
the body for which it was in-
tended, and too small for an-
other, this new face was put on
an intermediate body. It is evi-
dent that the early founders

* made types to suit themselves,
with no regard for the needs of
printers. Luckombe describes
the “saving way ” of a ‘‘ Mr. Jal-
leson, who was a letter-founder
from Germany, and lived herein
the Old Bailey,” who with three
sets of punches offered to make
brevier and long-primer from

one set, pica and english from
another, and great-primer and
double pica from the third set.
¢ History of Printing,” p. 225.
2 Hansard, while admitting
that the irregularities of type
originated in the want of some
generally understood standard,
puts the greater blame on those
printers, who ‘from a love of
singularity and a desire to avoid
the inconvenience of lending
sorts . . . still order their fonts
to be cast on an irregular body.”
“Typographia,” p. 384. This
lending was also avoided in an-
other way by printers who had
their types made low to paper.
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measurements of the bodies as then made, which
did not exactly agree with those that had been
given by Hansard in 1825. Savage also gave the
following table of the measurements of the bodies
made by the leading founders of Great Britain.

Lines of Different Sized Type in One Foot.!

Thorow-| Alex.

V. & J. | good & | Wilson

Bodies. Moxon, | Caslon, |Figgins,| Besley, |& Sons,
1683. | 1841 | 1841 1841, 1841,
Diamond ......... e 204 205 210 204
T R S = 184 178 180 184 178
ERIDY . .. .2 E 166 165 163 166
Nonpareil ........ 150 144 144 144 144
Emerald.......... e g 128 & 128
Minion ........... e 122 122 122 122
Brevier........... 112 111 107 112 111
Bourgeois ........ 8 102 10115 103 102
Long Primer...... 92 89 90 92 89
Small Pica........ Sabs 83 82 82 83
Yo A A RS PRRTO 75 72 2y 72 72
10111201 T S O 66 64 64 6415 64
Great Primer ..... 50 51 Gl 52 51

Paragon .......... oS 415 4415 ... 4415

Double Pica ...... 38 4115 4115 41 411
Two-line Pica. . ... 3% 36 36 36 36
Two-line English..| 33 32 32 3214 32

Two-line Gt.Primer| ... 2514 251 26 2515

Two-line Dbl. Pica| ... 2034 2034 2015 2034
Trafalgar......... 2y 20 20 it 20
(3771 1e) PN R 17| 18 18 18 18

1 Savage’s “ Dictionary of Printing,” p. 802.
17
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The deviations of leading type-founders in the
United States in the year 1856 were as serious, as
will be seen in the following table. From these fig-
ures it does not appear that any American founder
had copied the standards of any British founder.

Comparative Scale of Ems in the Linear Foot.1

A Bruce's A A A
Bodies. London ([NewYork| Phila. |NewYork| Boston
foundry. | foundry. | foundry. | foundry. | foundry.|
Diamond ........ 205 201.581'204:50 [ ... oL LA
Pearl: NS 178 L79.597] WTGUEN [or, ¢ AN ] s A
Agate N .oE2 N b 160 100 = ilaa PRV
Nonpareil ....... 143 14254 {145 | ... | ...,
Mindon #7 5.1, 5% 122 126.99 | 119 128 124.50
BYevier . ... =t 112.50 | 113.13 | 109 112 115.66
Bourgeois ....... 102.50 | 100.79 | 103.25 | 102.50 | 104.50
Long Primer. . ... 89 89.79 | 90 90.50 | 90
Small Pica ...... 83 80 83 86.25 | 84.50
PR 1o N0 P 71.50 | 71.27| 73 72 72
BNglsh S ISR 64 68491 Sana o T g
Columbian ...... 56.257] 1 56156 |- L at o N
Great Primer....| 51.25| 50.839}| ..... | ..... | .....
Paragon. .. ....: 4450 4489 ..... | ... | . ...
Dbl Small Pieal.{ /41501 40.: -aldhavsivsisha b S0 M0 G
Dbl. Pica........ 35,70 85168 LS aiy aakite
Dbl. English..... 32 R 20 B SRR ) Sl B B
Dbl, Columbiamr:=| i, 72+ 28128  Vaas rrer e SR
Dbl. Gt. Primer..] 25.62| 25.19 | ..... | cooon | «0un.
Dbl: Paragonlt | . ae] (S2udd | LRSS TSI 16 paine
Meridian ........ 2075 205 e it L kIR RN
Ganen™ T4, . 5% 18,387 AT RS A S S

1 ¢ Printer’s Miscellany,” New' York, July, 1857.
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Variations in the height of types have not been
as marked as variations in body. English and
American founders came to a practical variations
agreement at the beginning of this cen- 1in height
tury that the standard of height should be eleven-
twelfths of an English inch. George Bruce of New
York made the only exception; his standard was
a little higher. In France the height of type had
been fixed by law at ten and a half geometric
lines, a fraction less than eighty-eight one-hun-
dredths of the old French inch. Modern French
types are higher than American types; the two
heights cannot be used together. German types
were still higher, but are now made to the French
standard.! The types of Russia and Poland, once
more than one inch in height, are now made to
conform to the Berthold system.

Attempts have been made to reduce the height,
but a mass of types much shorter than those now
in use could not be made secure in a chase.

‘While it does not appear that any founder’s sizes
of types were based upon a generally recognized
measure, there was some understanding that the
bodies from nonpareil to small-pica, inclusive,
should be limited to six. It was found that these
six bodies were enough to make all the gradations

1 This reform was made by vatory. He modelled and had
Heinrich Berthold, a prominent constructed several standards
type-founder of Berlin, under of steel and sent one gratui-
the guidance of professors of tously to every German type-
the Berlin Astronomical Obser- founder.
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in size demanded by printer, publisher, or reader.
There also seems to have been an understanding
six boaies bhatb all larger and smaller bodies should
servetor  be made by halving or doubling the six
standards  otandard sizes. Pica was the double of
nonpareil, and english the double of minion. Pearl
was the half of long-primer, and diamond the half
of bourgeois. The English names of double pica,
double english, and double great-primer show that
these dimensions were or should have been deter-
mined by the three smaller bodies. But these three
small bodies were often inexact, or out of pro-
portion with each other, and the doubling and
redoubling of their bodies exaggerated the fault.
If the small-pica had been made but little larger
than long-primer, then the double small-pica would
be but little larger than paragon. There would be
a wide gap between the double small-pica and the
double pica, and this gap would be still more con-
spicuous in the redoubled size of meridian when
contrasted with canon.

A simple plan for securing uniformity in bodies
was proposed in 1824 by James Fergusson of Scot-
land, in the following words:

Plain and Accurate Rules for obtaining Permanent Uni-
Sformity in the Sizes of the Bodies of Types, and in their
Height to Paper.

1. Let the fount called Nonpareil be made the fun-
damental standard, and make 12 lines of Nonpareil
measure exactly one inch.
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2. Let 14 lines of Nonpareil be the common measure
for all other founts; this measure to take in 5 lines of
Great Primer, 6 of English, 7 of Pica, 8 of Small Pica,
9 of Long Primer, 10 of Bourgeois, 11 of Brevier, and
12 of Minion.

3. Let 11 lines of Nonpareil be the standard of height
to paper.

A conformity with these rules would evidently prove
of great benefit to Printers and might ultimately not be
less so to Letter-founders. If adopted, the bodies of
English, Pica and Small Pica will be a little enlarged ;
Long Primer and Brevier a little diminished.1

Fergusson’s plan was never adopted. In 1841
Bower, a type-founder of Sheffield, proposed the
establishment of a graduated scale of sizes based
upon pica as the common standard, but his pro-
posal was never accepted by the trade.

The first practical attempt at uniformity was
made in France by the type-founder Pierre Simon
Fournier, about the year 1737. In his “ Manuel
Typographique” of 1764 he gives this explanation
of his system of Typographic Points: 2

This subject needs ‘special explanation because it is
new and unknown. I place it here to show the new pro-
portions which I have given to the bodies of type by
means of the fixed measures that I call Typographic
Points.

The last regulation of the Library, made in 1723,
fixed the height-to-paper at ten and a half geometrical
lines. This rule is as easy to give as to practise ; but it

1Hansard, ““ Typographia,” p. 389, % Vol. i, p, 125.
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was quite another matter when this regulation under-
took to establish laws that should govern the dimensions
of the bodies. When this regulation was made, no one,
apparently, had been found who was competent to give
correct information coneerning this matter. A proper
person was much needed, for he could have corrected
abuses, and could have created order and precision
where there never had been any. In the absence of
better knowledge on this subject, a master printer gave
for a standard, with all their imperfections, such types
as he found in his own printing office. The regulation
based on this standard, not being founded on any proper
basis, has.-not been complied with. This is the reason
why the bodies of types have never had fixed and ac-
curate dimensions, and why the irregularity is just as
great now as it was before the regulation.

In article LIX of this regulation, it is stated that,
to be of proper dimensions, Petit-canon [about double
english] should be equal to two bodies of Saint-augustin
[english]; that Gros-parangon [double small-pica] should
be equal to one Cicéro [pica] and one Petit-romain
[long-primer], ete.; but the dimensions which the Saint-
augustin, the Cicéro, and the Petit-romain should have,
in order to make, by combination, the Petit-canon or the
Gros-parangon, are not given. Consequently, any one
has opportunity to evade the regulation, and it is done
at pleasure, without liability to penalty. One may make
a Saint-augustin body smaller than another, and may
contract the Petit-canon to double this thickness, but
he will comply with the regulation. Another may make
this Saint-augustin body more or less too large, and
from two of these bodies he may make his Petit-canon ;
but in this case also the letter of the regulation will
be complied with, although it is a clear violation of
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the intention. In this way confusion is perpetuated
to such an extent that it is sometimes difficult to per-
ceive the distinction between two bodies of type of
which the larger size is below the standard, and the
smaller size is above it. Then, again, it sometimes
happens that in two fonts of the same name the bodies
vary more or less, and when they are found in the same
printing house, the workmen mix together the quadrats
and spaces to the ruin of both fonts.

It may be said that the regulation has provided for
this fault, by the rule which obliges founders to receive
a certain number of types of each body, to the dimen-
sions of which they are required to conform, under
penalty. But these model types, which were only pro-
posed in theory, and which have never been given,
would not have remedied the evil that should have
been avoided; for bodies so given would have been of
undetermined dimensions, without correct proportion,
without exact relation, and, in fine, without scientifie
basis. These pretentious regulations, instead of pro-
ducing accuracy and order, on the contrary have in-
creased tke confusion by multiplying types for which
there was no need. Thus we have, according to the reg-
ulation, bodies like Petit-canon, Gros-parangon, Gros-
romain, Cicéro, Philosophie, Gaillarde, and Mignone,
without double bodies for the two-line letters, all of
which are virtually unauthorized. Here there are seven
or eight bodies [of two-line letters only] without names,
useless for every other purpose, and a needless expense
to the printing office. Moreover, these combinations of
bodies — of a Cicéro and a Petit-romain to make a Gros-
parangon ; of a Petit-romain and a Petit-texte to make
a Gros-romain ; of a Petit-texte and a Nompareille to
make a Saint-augustin —indicate but slender experience
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and capacity in those who proposed them. Why divide
these bodies in unequal parts, which lead to nothing,
and for which there can be no explanation? This part
of the regulation has never been executed.

The defects of existing usages have been perceived,
but no one has tried to find the remedy. The printers,
who are the only parties who have been consulted on
this subject, have not been sufficiently educated as
typographers to diseuss the question critically, or to
make rules for a branch of the art which they do not
practise, and of which they often know but little more
than the name.

To clear this chaos, and to give this branch of typog-
raphy an order which never before reigned there, is the
subject that has engaged my attention. By the inven-
tion of the Typographic Points, I think that I have had
the pleasure to be successful, with an accuracy and pre-
cision that leave nothing to be desired. This invention
is nothing more than the separation of the bodies of
types by equal and determinate degrees, which I call
Points. By this method, the degrees of separation and
the degrees of proximity in the bodies of types may be
comprehended with exactness. Types may be combined
like arithmetical figures, as, for example, two and two
make four ; add two, and there will be six ; double this,
and there will be twelve, ete. In like manner, a Nom-
pareille, which has six points, when added to another
Nompareille will make a Cicéro, which has a dozen
points; to this add another Nompareille, and there will
be eighteen points, or a Gros-romain; double all this,
which will make thirty-six points, and there will be a
Trismégiste, which has thisnumber. Similar results may
be had from all the other bodies, as may be seen in the
table of proportions annexed.
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To combine the bodies, it is enough to know only the
number of typographiec points of which they are com-
posed. For this purpose it is of the first importance
that these points, or given units, should be invariable,
so that they may serve as rules or measures in the
printing office, just as the foot [pied-du-roi], the inch,
and the line serve in geometry. With this object in
view, I have fixed these points of the exact sizes they
should have, in the scale which is at the head of the
table of proportions; and to make unvaryingly exact
the casting of the types, I have devised an instrument
which I call a prototype, of which an illustration and
description will be given on another page.

At the head of this table is a fixed and standard seale.
I have divided it in 2 inches; the inch in 12 lines,
and the line in 6 of these typographie points; making
altogether 144 points. The first minute divisions are
of two points, which is the distance between the body
of a Petit-texte and of a Petit-romain, or from this
latter size to the body of a Cicéro. The.number of
points which I allot to each of the bodies should be
taken by measure on this scale. If the measures are
accurately and specially taken for each body, and are
verified upon the prototype, they will establish a sys-
tematic gradation of sizes for all bodies of types, as
will be demonstrated by the following combinations.

The invention of these points in 1737 is the first ser-
vice that I rendered to typography. Compelled then
to begin a tedious, painful, and laborious task, in the
engraving of all the punches needed for the estab-
lishment of my foundry, I found no standard rule that
could guide me in determining the bodies of the types
I had to make. I was thus obliged to make a system

18



138  The Defect of Fournier’'s System

for my own use. That I have done this will be apparent
by the following table.

This scale contains in its entirety twelve bodies of
Cicéro. After printing and publishing this table in
. 1737, I noticed that the paper in drying had shrunk a
little below the proper dimensions of the scale. In this
print I have prevented this error, by making a proper
provision for the shrinkage of the paper.

The table appended to Fournier’s diagram shows
his allotment of typographic points to the bodies
then in greatest use. In similar manner the table
proceeds through all sizes to eight-line, or Gros-
nompareille of 96 points. Each of the larger sizes
is not only an exact double of a smaller size, but
is the sum of two or more smaller sizes. Every
body is an exact multiple of the point; all bodies
can consequently be combined with faecility and
without justification.

After this statement of the evils of irregularity,
and of the need of precise standards, the reader
The point was PTOPerly expects to see a careful print
notbasedon from a copperplate of this standard
legalmeasure  oq)e of 144 points, and a statement
that the two inches of this scale are inches of a
legal standard French measure. Instead of this
he is referred to a roughly constructed diagram,
undeniably made of bits of rule, badly jointed,
and put together so clumsily as to provoke a
suspicion of its accuracy. This suspicion is not
allayed by the statement of Fournier that he had
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des différens Corps de Caraltéres.
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¢ Manuel Typographique,” facsimile of p. 125, vol. i.
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“made provision” (by conjecture?) for a possible
alteration in the scale from the shrinkage of wet
paper. It is still more astonishing to learn that
this rude scale and the prototype (a larger mea-
sure of 240 points) are the only standards offered

The height-gauge and its type-support.

&
F

The measuring rod of 240 points.

The prototype of 240 points, in reduced fa,csumle.

for the determination of the bodies. In another
part! of his book Fournier illustrates his proto-
type and its measuring rod, his height-gauge and
its type-support. He does not minutely describe
the use of these tools. We have to infer that
accuracy was proved, or inaccuracy detected, by

1 ¢ Manuel Typographique,” vol. i, p. 303 ; vol. ii, plate vIIL.
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feeling with the fingers the types in the prototype,
or the height-gauge. In no part of his book does
he allude to a micrometer, or to any similar in-
strument of precision. It is certain that these 240
points were not an even fraction of the standard
French foot. They approach more nearly to Eng-
lish measures, but Fournier does not refer to any
standard measure for the verification of the accu-
racy of his scale or prototype. The only standard
of appeal is a diagram printed from brass rules,
purposely made over large to compensate for the
shrinkage of wet paper.!

Imperfect as it was, Fournier’s system promised
advantages of real value to printers and founders.
The subdivisions made by him permit- .00
ted the readjustment of the sizes then promised
in use without any serious departure 2dvantases
from established bodies. It required but little
contraction or expansion of any body to bring it
within the bounds of his typographic points. So
the system of points was welcomed by printers
as a valuable improvement in typography; and
in due time it was adopted by all the French
type-founders.

Fournier states that his object was to separate
the bodies of types at equal and fixed distances,

11t is probable that Fournier so that it would not seriously
found some insuperable obstacle alter the dimensions of existing
in trying to make his point a sizes, hoping that for this reason
regular fraction of the French it would be accepted by printers
foot ; and that he fixed the point and founders.
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but-it should be noticed that the types themselves,
although at equal degrees of distance, are in un-
equal degrees of proportion as to body. Body 5 is
one-fourth larger than body 4; body 6 is one-fifth
larger than body 5; and this decrease continues
with advancing smes body 11 1s but one-tenth
larger than body 10.

Not long after the death of Fournier, Francois-
Ambroise Didot, the celebrated type-founder of
The point Earis, undertook to improve the system
system of of typographic points. His first step to
F.A.Didot  this end was to base the points upon an
authorized lineal measure. For this purpose he
selected the royal foot of France (pied-du-roi),
which is equal to 12.7892 American inches. He
preserved intact the subdivisions used by Four-
nier: the foot contained 12 inches; the inch, 12
lines; the line, 6 typographie points; making, as
before, 72 points to the inch.

In the readjustment of bodies made necessary by
this alteration the smaller faces of type presented
compenea Put little difficulty. The parisienne and
important nompareille of Fournier could be respec-
changes  tively adjusted on bodies of five and six
points of slightly increased dimensions without
impropriety. As to the middle sizes, like gaillarde,
petit-texte, and mignone, the expansion of the new
points was too much. The faces previously made
for these sizes were found too large for one body
and too small for another. In some instances they
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were crowded on smaller bodies; in others they
were put on larger bodies; and in still other cases
in which the faces could not be transferred, new
fractional sizes, like 6%, 74, and 8%, had to be made.
One alteration was especially unfortunate. The
cieéro, which in Fournier’s system was on a body
of 12 points, in Didot’s system was put on a body
of 11 points. The difference was more in name
than in faect, nine-sixtieths of a point—an inap-
preciable difference on a single body; but it was
quite enough to destroy the value of the old body
of cicéro, or pica, as the established standard for
determining the thickness of leads and furniture.

That each body might be identified with pre-
cision, Didot rejected the old names, and gave to
each size a numerical name: parisienne was called
corps 5; nompareille, corps 6; mignone, corps 7;
cicéro, corps 11, ete. The name defined the body
and showed its relations to other bodies.

The simplicity of this numerical classification,
the real need of a better standard for bodies than
Fournier’s prototype, and, more than’ ¢, ..rrent
all, the authority of such an eminent useof the
typographer as Didot, were sufficient tWsystems
to constrain many French type-founders to adopt
the new system. It was not, however, sufficiently
meritorious to overcome every objection. Many
printers, some in Paris, but more in the provinees,
adhered to the system of Fournier. To the great
injury of master printers the two systems were for
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a long time in concurrent use. A recent French
writer on typography states that they were so
confounded in 1867 that it was almost impossi-
ble in a Parisian office to make an exact measure
from a calculation by points.!

Fournier’s system is also known in France as
the System Eleven, or the Bastard System, or the
Indivisible System. The allotment by Didot of
eleven points to the old standard size of cicéro
or pica has been wrongly attributed to Fournier,
and is supposed to have some mysterious value,
for eleven is practically an indivisible number.?

Fournier. Didot. Fournier. Didot.

Parisienne .. 5 .. 5  DPetit-romain .. 10 .. 9
Nompareille. 6 .. 6  Philosophie.... 11 10
Mignone. .... T DT M CTeéron £ VL 12 11
Petit-texte .. 8 714 Saint-augustin. 14 12
Gaillarde .25 297 L 08 Gros-texte..... 16 14

This table, published by a type-founder? at Brus-
sels, for the purpose of illustrating his ability to
furnish bodies of types made by both systems, will

1 “Sous I'influence de la con-
fusion déplorable qui, en per-
mettant aux deux systémes de
g'introduire concurremment &
Yinsu des maitres imprimeurs,
a jeté une véritable perturba-
tion dans le matériel de presque
toutes les imprimeries, en sorte
qu’ il y est devenu & peu présim-
possible de rien établir de juste
en calculant par points.” Le-
chap, ‘ L'Imprimerie,” No. 44.

2The rival claims made for
Fournier and Didot as inven-
tors of the point system have
been carefully examined by M.
Cusset of Paris, and published
by him in the ‘Procés-verbaux
de la Société fraternelle des
Protes des Imprimeries de
Paris.” Reprinted in * L’Im-
primerie,” No. 108, 1873,

3 “ Specimen Book of M. T.
Vanderborght,” Brussels, 1861.
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serve also to show the relations that the bodies of
the two systems bear to each other.

It is a misfortune that these scientific systems
should have been perfected before the introduction
of the French metrical system. Four- . cieme
nier’s is imperfect in its want of basis prematurely
on an established measure. Didot’s is mtroduced
imperfect in its selection of a disused measure for
a basis. Neither of them has any direct relation
to the metrical system. That of Didot is at com-
plete variance with the metre in every part.! The
accident that 100 points of Fournier accord with
35 millimetres has led to no practical result in
France: a standard of 35 millimetres has not been
used by the French founders as a scale or mea-
sure for subdivision.

Before Fournier and Didot had introduced their
systems, eicéro (or pica) served for a unitary stan-
dard, as it continues to serve in England , gotect in
and America. Its dimensions were va- the Didot
riable, yet it was a convenient unit for SVstem
calculation. Leads, reglets, furniture, brass rules,
cuts, large wood and metal types, were made on

1This defect in the Didot sys-
tem has been the occasion of
many attempts to bring Didot’s
points in accord with the met-
rical system of France. One
of these attempts was that of
Charles Verneuil, who proposed
that the unitary point should be
made equal to two millimetres.
This would make the point

19

much smaller than the one now
in use — smaller even than that
of Fournier or of the American
system. This is a practical con-
fession that the Didot point is
too large, and that the distance
between the bodies is too great.
It is not probable that this new
plan will be accepted. *L’Im-
primerie,” No. 161.
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bodies that were the multiples or divisors of pica.
By Fournier’s method, pica or ciecéro was made
of twelve points, which was a divisible number.
When Didot accommodated this pica to an even
division of the royal foot, and put it on body 11 of
his system of points, he made it virtually an in-
divisible unit. It is not practicable to make leads
or brass to the fractions of eleven. Intelligent
Parisian typographers admit that this is a real
fault, and do not hesitate to avow their preference
for the system of Fournier! as the more natural
and more advantageous of the two, inasmuch as
it graduates the bodies of type in infinitesimal

proportions more available than those of Didot.
The first practical attempt in America at the
establishment of correct proportions between the

1 On the contrary, M. Labou-
laye, in his ¢‘ Dictionary of Arts
and Manufactures,” objects to
any change in the Didot point.
He makes these observations in
the article on Fonderie en Car-
actéres, § 8: ¢ Attempts have
been recently made to return to
the Fournier point by making
it in accord with the new mea-
sures. The base declared is that
100 points Fournier make ex-
actly 35 millimetres, or that the
point be equal to about 0== 35,
Now would it be wise or advan-
tageous, when the greater part
of printing houses have been
fully equipped, often at great
cost, with types on the Didot
point, to reduce the size of the

type bodies? What is the point
Didot in millimetres? ‘1L’An-
nuaire’ of the Bureau of Longi-
tudes makes the line of the pied-
du-roi 0==2,256, of which one-
sixthis 0==376. Should this great
revolution in sizes be made be-
cause the point should be 0== 35
instead of 0==376? The first
decimal division is not better
than the second. An exact milli-
metric division should be estab-
lished on another basis, on one
which would not upset all the
materials now in use, and do it
for so little benefit.” These ob-
servations are given at length
to show that the point system
of Didot is not, even in Paris,
accepted as a perfect system.
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proximate bodies of types was made by the late
George Bruce of New York in 1822. It does not
appear that he meant to establish a new 5,0 prvce
series of sizes. His object was to make system of
all types properly correlated with as Prosression
little disturbance as possible to the bodies then in
regular use.

As the most used bodies of brevier, long-primer,
and pica were, in most foundries, very nearly cor-
rect in their relations to each other, these bodies
were taken as the ones which should be least dis-
turbed, and to which the others should be made to
conform; but the intermediate and so-called irreg-
ular sizes were adjusted to the regular sizes with-
out regard to old usage. Bruce began his change
by determining the exact size of the six standard
bodies from pica to minion. This done, the dimen-
sions of larger or smaller bodies were determined
by the multiplication or division of the six standard
bodies. Conformity was obtained by making the
bodies increase by the rule of geometrical progres-
sion. Small-pica was made as much larger than
long-primer as bourgeois was made larger than
brevier. Each body was made a certain percent-
age larger than its proximate smaller body. This
percentage expressed in figures is the decimal
122462, which, when increased six times in a series
of expanding bodies, doubles on the seventh pro-
gression the size of the body first selected. The
Bruce system provides for uniformity of increase
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The Relation of Different Bodies of Type to each other
and to standard linear measures by the Bruce System of
Geometrical Progression.

Bodylarger|
inSidze‘::i- i gel::]lsn:ﬁ‘sl cllnergisn?;‘lg
Bodies. mals of ﬁr‘iﬁeﬁgﬁ of an em of an em
a linear m'als ot in a linear | in a square

inch. Haetringh foot. foot.
Diamond....... 0595+ 201.587+| 40,637.46+
Poarl ymissdd.m 0668+ | .0072+ | 179.593+| 32,253.97+
Agate. i...ioe.. .075 .0081+ | 160. 25,600.
Nonpareil . ..... 0841+ | .0091+ | 142.543+  20,318.73+
Minion......... 0994+ | .0103+ | 126.992+| 16,126.98+
Brevier ........ 1060+ | .0115+ | 113.137+| 12,800.
Bourgeois...... 1190+ | .0129+ | 100.793+| 10,159.36+
Long-primer ...| .1336+ | .0145+ | 89.796+ 8,063.49+
Small-piea .. ... 15 .0163+ | 80. 6,400.
PICRG . oottt s 1683+ | .0183+ | 71.271+ 5,079.68+
English ........| .1889+ | .0206+ | 63.496+| 4,031.74+
Columbian .. ... 2121+ | .0231+ | 56.568+ 3,200.
Great-primer ...| .2381+ | .0259+ | 50.396+ 2,539.84+
Paragon ....... 2672+ | .0291+ | 44.898+ 2,015.87+
Double sm.-pica| .3 L0327+ | 40. 1,600.
Double pica....| .3367+ | .0367+ | 35.635+ 1,269.92+
Double english .| .3779+ | .0412+ | 31.748+ 1,007.93+
Double columb. | .4242+ | .0462+ | 28.284+ 800.
Doub. gt.-primer| .4762+ | .0519+ | 25.198+ 634.96+
Double paragon | .5345+ | .0583+ | 22.449+ 503.96+
Meridian....... .6 L0654+ | 20. 400.
Canon: . §. 1514 e 6734+ | 0734+ 17.817+ 317.48+

From the Bruce Specimen Book of 1882.
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of bodies; it brings under the rule of geometrical
progression not only the bodies but the distances
between the bodies. It is ingenious and scientific,
but has not been adopted by any other American
type-foundry. For sizes larger than canon it is
not so well adapted. All American and English
founders, as well as all the manufacturers of wood
types, make their larger bodies multiples of piea.
Printers prefer this system for large types, not
for its superior facility of ecombination, but for its
nicer division of sizes. For the smaller types the
rule of geometrical progression brings bodies too
near together.

After a fire, which destroyed their materials,
Marder, Luse & Co., type-founders at Chicago,
planned a system of bodies based on rhe aAmerican
six picas to the American inch. Be- pointsystem
fore they had made types by the new plan, they
perceived that its adoption would compel the mak-
ing not only of new bodies, but of new faces which
would disagree with the types of all other foun-
dries. Abandoning the system of six picas to the
inch, they took for their standard the pica of
the MacKellar, Smiths & Jordan Co. as the one
which would be preferred by the greater number
of printers and founders. Upon this basis they
regraded all smaller and larger sizes after the
methods of Fournier. In 1878 they put on sale
types made by this system, which they called the
American System of Interchangeable Type Bodies.
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At a meeting of the United States Type Foun-
ders’ Association, held at Niagara in 1886, a com-
J S = mittee was appointed to examine into
United states and to report upon the new system.
Type Founders’ Several founders objected to its basis
Association . e

upon a pica capriciously selected, and
not a regular division of the foot or metre, but
the result of the examination was the adoption of
its leading features by a majority of founders. It
was found that the pica which had been selected
could be put in accord with the metric system,
although in an irregular manner. Eighty-three
picas were equal to thirty-five centimetres. By
dividing the pica into twelve equal parts, and ac-
cepting one of these parts as the unit, a base was
made for the determination of every body. This
twelfth part of a pica was called a point. All
bodies of types were placed on multiples of this
point and called by numerical names: pica was
12-point ; double-pica, 24-point; four-line pica, 48-
point. The numerical names defined the bodies
and the relation that each body had to the rest.
This American system follows the methods of
Fournier and Didot, differing from them only in
its selection of another body of pica as its basis.

The following table gives the sizes, as near as
they can be expressed in decimals of the American
inch and the French metre, of the American point
system of type-bodies, as they were adopted by
the United States Type Founders’ Association.
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Size in |Size incen-| No.of ems No. of ems
Bodies. inches. | timetres. | = per foot. per metre,
1-point....... 0.0138 | 0.0351 | 867.4699 | 2845.7143
1%-point. ... .0207 0527 | 578.3132 | 1897.1428
2-point....... .0277 0703 | 433.7349 | 1422.8572
2%-point..... .0346 .0878 | 346.9880 | 1138.2856
3-point....... .0415 1054 | 289.1566 948.5714
3-point. .... .0484 1230 | 247.8486 813.0612
4-point....... .0553 1406 | 216.8675 711.4286
4%-point. . ... .0622 1581 | 1927711 632.3810
5-point....... .0692 1757 | 173.4940 569.1428
53-point. ... . .0761 1933 | 157.7218 517.4026
6-point....... .083 2108 | 144.5783 474.2857
7-point....... .0968 .2460 | 123.9243 406.5306
8-point....... 1107 2811 | 108.4337 355.7142
9-point....... 1245 .3163 96.3855 316.1905
10-point. . ..... .1383 .3514 86.7470 284.5714
11-point....... .1522 .3865 78.8609 258.7013
12-point. ...... .166 .4217 72.2892 237.1429
14-point. ...... .1937 .4920 61.9621 203.2653
15-point....... .2075 .5271 57.8313 189.7143
16-point. ...... .2213 .5622 54.2170 177.8571
18-point....... .249 .6325 48.1928 158.0952
20-point....... .2767 .7028 43.3735 142.2857
22-point....... .3044 7730 39.4304 129.3506
24-point....... .332 .8434 36.1446 118.5714
28-point....... | .3874 .9840 30.9810 101.6326
S0igomatl 1. L | 415 | Losa2 | 289157 94.8571
32-point....... | 4426 | 11244 27.1085 88.9280
36-point....... | .498 1.2651 24.0964 79.0476
40-point. ...... .553¢ | 1.4056 21.6867 71.1428
42-point....... .581 1.4759 20.6540 67.7551
44-point. ...... .6088 | 1.5460 19.7152 64.6753
48-point....... .664 1.6867 18.0723 59.2857
54-point....... .47 1.8975 16.0642 52,6984
60-point....... .83 2.1084 14.4578 47.4285
72-point. ...... .996 2.5301 12.0482 39.5238

|
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The methods agreed upon by the United States
Type Founders’ Association for®the purpose of
securing uniformity under the new system seem
to be practically satisfactory. A graduated mea-
suring rod of steel, 35 centimetres or 83 picas in
length, is made a common measure for all bodies
of type. It does not appear, however, that every
type-founder who has adopted this system has
ready access to an official metre, on which the
measure of 35 centimetres depends. Some of them
seem to trust the testing of their types to the

Basis of the American System

A gauge for type-bodies.

This gauge or smaller measure
consists of three bars of steel
accurately fitted and firmly con-
nected as is shown in the illus-
tration. The space between the
short side bars is exactly 288
points, which admits 24 bodies of

smaller measure.

pica, 36 bodies of brevier, and 48
bodies of nonpareil. Of the inter-
mediate sizes, it takes 26 bodies
and 2 points of small-pica; 28
bodies, 8 points of long-primer;
32 bodies, 8 points of bourgeois ;
42 bodies, 1 point of minion.

It has been claimed that there

is no reason why an official metre should be used,
as the fixed and unalterable length of the metre
can be determined by mathematical calculation.!

1The metre is the ten-mil-

ridian between the pole and the

lionth part of the arc of a me- equator, or 3.2808992 feet.



Proposed Change of Height 153

The measuring rod of 35 centimetres was also
suggested as a good standard for determining the
height-to-paper of type. By this plan 5., 0.
fifteen type-heights were made equal to change of
35 centimetres. This is a serious devi- Peheight
ation from the old standard of eleven-twelfths, or
.9166 of an inch. One-fifteenth of 35 centimetres
15 .9186 of an inch. The difference of 1 %75 OF 330
part of an inch may seem very trivial, but it is
enough to prevent the use of the different heights
in the same line.

Some founders claim to have adhered to the old
standard of height; others have adopted the new.
Those who have adopted the new bodies without
a special refitting of all their old matrices are
giving to printers a greater annoyance than was

A gauge for height-to-paper.

Types canbetested by printers held straight and square by the

for height-to-paper by this sim-
ple instrument of steel, recently
invented by Henry Barth, of the
Cincinnati Type Foundry. The
line A C is very slightly out of
parallel with the line B D. A
type of proper height will pass
freely in the channel toward the
mark E, in which. channel it is
20

movable brass H that slides in a
slot. The type that stops in the
channel before it reaches the slot
is too high ; the type that passes
the slot or the mark E is too
low. Type-founders make use of
a more complicated instrument
which will show a deviation of
less than 545 inch,
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ever received from irregular bodies. Soon after
the new point system was adopted, complaints
Changes Vere heard from press-rooms that some
in height types were high-to-paper. The fault was
Injurious  psticeable in lines in which were sorts of
newly cast types. Compositors were blamed for
a bad planing-down of forms, and electrotypers
for their bad moulding, and the office for permit-
ting a mixture of old type with new sorts; but a
testing of the unworn type of the first casting with
those that were newly cast plainly showed that the
real fault was in the altered standard of height.

It would be a great benefit if the types of France,
Germany, and America were uniform as to body,
Didot point SO that types bought in one country
is too large  could be used in another. The United
States Type Founders’ Association considered this
question, but they were obliged to reject the French
system : the Didot point was too large; it made
the distance between bodies too great.

To adopt the Didot point would have compelled
the retirement not only of the greater part of the
moulds and matrices now in use, but also the re-
cutting of new punches for many sizes. It would
have been a forsaking of the better for the worse;
a rejection of a system of convenient divisions
for one of larger divisions that were not as con-
venient. The point adopted by the United States
Type Founders’ Association is .0351 + centimetre.
This deviates but little from the point devised in
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1737 by Fournier, the true inventor of the point
system. The point substituted by Ambroise Firmin-
Didot is .0376+ centimetre, eleven points of which
are almost as large as twelve American points.!
The explanatory diagram which follows this page
is from the foundry of the MacKellar, Smiths &

Jordan Co.

It may be accepted as an official rep-

resentation of the bodies of the American system.

1In the Fournier system 1000
points make 35 centimetres; in
the American system 996 points
make 35 centimetres. It is prob-
able that the American system,
based on the pica of the Mac-
Kellar, Smiths & Jordan Co.,
was unwittingly derived from
Fournier. Thomas says, in his
‘History of Printing in Amer-
ica” (vol. i, p. 29, second edi-
tion), that Benjamin Franklin
purchased of P. S. Fournier
‘‘the materials of an old foun-
dry,” and had his grandson,
B. F. Bache, instructed in the
art by Fournier, with intent to
establish an extensive foundry
in Philadelphia. The foundry
8o established did not thrive;
it was neglected and abandoned
by Bache, but after Franklin’s
death the type-founding tools
became the property of his rela-
tive Duane, who kindly offered
to lend them all to Binny &
Ronaldson, then the only foun-
ders of importance in that city.
Ronaldson was struck with their
superiority, and fearing that
Duane might change his mind,

at once got a wheelbarrow and
trundled them to his own foun-
dry. Binny acknowledged that
he received many valuable sug-
gestions from these tools. With
this testimony as to the value
of the tools, added to our know-
ledge of Franklin’s interest in
scientific instruments of every
kind, it may be assumed that
Fournier sold not old but new
tools, and that he had provided
everything needed to establish
his point system in America, in
the equipment which he fur-
nished to Bache. There can be
no doubt that Binny & Ronald-
son had, and made use of, the
Fournier mould for pica, and
that the standard they fixed for
this body was accepted by their
successors, L. Johnson & Co,
and the MacKellar, Smiths &
Jordan Co. The slight devia-
tion from the Fournier stan-
dard of four points in one thou-
sand may be accepted as the
consequence of unintended and
graduallyimperceptible changes
which would occur after a long
use of moulds in early days.
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Three Scientific Systems Contrasted 157
Number of Ems to Linear Foot.

American system. Bruce system. Didot system.
SEpoint. 2 280 5l e e L T Body 3....270.23
3l-point.247.84 | .. ... ... ....... Body 3% ..231.62
4-point. . .216.86 | Diamond . . . .201.58 | Body 4. ...202.67
SH-DORMLIBB.TT] p o Ul " 179.59 | Body 415..180.14

5-point. . .173.49
514-point.157.72
6-point. . .144.57

Agate....... 160. |Body5....162.13

Nonpareil. ..142.54 | Body 535..147.38
Body 6....135.11

7-point. ..123,92 | Minion...... 126.99 2

8-point. . .108.43 | Brevier .....113.13 §°§y 3/2‘ ﬁ:;i

9-point... 96.38 | Boyrgaois . . .100.79 0T Lot
10-point. .. 86.74 . Body 714 ..108.09

11-point... 78.8¢| OR&-Primer 897015 40 5 101.33
12-point. .. 72.28 | Small-pica .. 80. |p,309 . 90.07
14-point... 61.96 |Pica........ 71.27| Body 10. .. 81.06
15-point... 57.83 | English ..... 63.49 | Body 11... 73.69
16-point... 54.21 Columbian .. 56.56 | Body 12... 67.55
18-point... 48.19 Great-primer 50.39 | Body 13... 62.36

20-point. .. 43.37 B
ody 14... 57.90
292-point. .. 39.43 Paragon .... 44.89 y

24-point... 36.14
28-point. .. 30.98 | Double pica . 35.63

poTn d Body 20. .. 40.53
30-point... 28,91 |Dbl. english. 31.74

: Body 22... 36.84
32-point... 27.10 | pp], columb. 28.28 i

: Body 24... 33.77
36-point. .. 24.09 Dbl. gt.-prim. 25.19
40-point... 21.68( * 7| Body 26. .. 31.18
42-point. .. 20.65| PPl Paragon 2244 Boqy 39 .. 25.33
44-point... 19.71 | Meridian.... 20. |Body 40... 20.26

48-point... 18.07 [Canon ...... 17.81 | Body 48... 16.89

Dbl. sm.-pica 40. Body 16... 50.66
Body 18... 45.03
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The bodies of Eng:lish types have been changed
since they were reported in Savage’s Dictionary.!

English Sizes : Ems to the linear foot.?

Miller |Stephen- Chiirl;es
Sizes. and | son and | Figgins.| Caslon. | Reed’s
Richard.| Blake. Sons.
IPrea’: Ak . YL 71y 72 72 72 72
Small-piea ...... 83 83 83 832 83
Long-primer ....| 89 89 90 895 91
Bourgeois........ 102%5| 10215 102 102 102
Brevier ......... 111 111 10815 111.3 | 111
Minion. .... L1122 123 122 1224 | 122
Emerald ........ 138 129 128 1285 | 128
Nonpareil . ...... 143 144 144 144 144
Ruby-nonpareil..| 160 161 160 L 160
Raby: (5.3 5 166 166 166 A 166
iPoar] .. xS L 178 79 183 1786 | 181
Diamond........ 207 204 203 204
Grem . L ek . 222
Brilliant{#ir:es | 237 s
Semi-nonpareil ..| 286 288
1

If the point of the American system had been
based on the plan of six picas to the ineh, it is
possible that English and American bodies could
have been brought to agreement, and that a sys-
tem of points on this basis would not have met
with any determined opposition in England.

1See p. 128 of this work. figures given in this table were
2 Qldfield, ‘‘ Manual of Typog- verified for its own type by each
raphy,” p. 98. He says that the foundry named therein.
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This American point system has been adopted
by many founders, and in time will probably sup-
plant all other systems in America. gAY
Although it is of great advantage t0 gystem does
the printing trade to get more uni- notinsure
formity, too much has been expected s
from this point system. It reduces but does not en-
tirely prevent irregularities. That it will ever be so
perfect that types of the same body from different
founders can unhesitatingly be mixed and used
together is not probable. System alone is not
enough. Perfection in theory will not make skill
in manufacture a matter of secondary importance.
Under the new system good type-founding will ex-
act as much watchfulness as ever. The irregular-
ities that are caused by overheated metal, sprung
or untested moulds, or careless rubbing, are as
possible now as they ever were. The founder
who has been careless under the old system will
probably be equally careless under the new.

The advantages that may accrue from uniform
bodies will be more than nullified if general uni-
formity in height is not secured. If some type-
founders continue to adhere to the old standard
of height, while others attempt to introduce the
new, without a careful refitting of special matrices
to the new moulds, the printing trade will be more
damaged than benefited by the change.

Printers can test their types, chiefly as to body,
but also as to height-to-paper, by means of the



160 The Use of the Type-gauge

type-gauge, of which an illustration is here given.
The two jaws or graduated faces are very slightly
out of parallel, at an angle so slender as to be un-
perceived until they
are held against the
light. The thumb-
piece allows the un-
der jaw to be ad-
justed on the slide to
fit any body. When
set to the proper gauge, a type
too small will pass in it beyond
How types the gauge line; a type
aretested {00 large will not reach to
the gauge line. Type-founders usu-
ally test the distrusted bodies by put-
ting four of the type-bodies between
the jaws, first at the shoulder and
then at the foot of the types. An ex-
ceedinglyslight inaccuracy that may
escape notice on one body will be de-
tected when fourbodies are together.

One of the advantages claimed for
all systems of typographic points is
their helpfulness in justifying. But
this advantage is much overrated.
Quite as much special justification
seems to be done in French as in
American offices. Unless the leads, brass rules,
and other material of composition are true frac-

Type-gauge.
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tions of the point, this facility in justification is
defeated.! Those who have experience in compo-
sition, and who know how the bodies of ()4 ¢vpes
types, leads, and rules are bent and thick- difficult
ened by usage, by dust, rust, and imper- ‘%4
feet cleaning, and how much allowance must be
made, both in the width and length of a eolumn
or page, for the “spring” of types or their contrac-
tion in the process of locking-up, will acknowledge
that types do not combine in practice as easily as
in theory.

In the composition of algebraic work, the point
system is helpful. A twelve-to-pica lead will make
justification between proximate bodies ey system
of ordinary size. It is not enough to ishelpful
seeure exaet justification in the compo- ™ *&*
sition of good book and job work ; where two sizes
have to be used together exact lining is required,
but this is rarely accomplished by the use of the
twelve-to-pica lead. For the justification of the
proximate sizes smaller than nonpareil, a twenty-
four-to-pica is required, for which thickness there
are no leads. The compositor will have to justify
these bodies, as he did before, with strips of paper
and cardboard.

The point system, or a modification of it, has
been applied to the set or width of types. The
inventors of various forms of type-writing ma-

1The “Secale of Prices” of the and 1878 contains many articles
Ps.rixsia.;1 compositors for 1868 that price special justification.
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chines had previously discovered the importance
of types that were of one width. The first practi-
Pointsap- €8l attempt at systematic uniformity in
plied tothe the set of printing types was made in
setoftype 1883 by Benton, Waldo & Co., type-
founders at Milwaukee, who introduced the system
as that of “self-spacing” types. Their plan was to
put every type, on all the bodies from agate to
pica inclusive, on some set which was an even di-
vision of the standard pica em. These divisions
varied according to size of body, from an eighth
to a thirteenth of the pica em. The object sought
was the quickening of composition by providing
better facilities for spacing. As a composed line
of types and spaces made on this system is but
a combination of the regular divisions of piea, it
was claimed that the types so composed must end
evenly on every line, and thereby prevent much of
the trouble of spacing. ‘

In placing the characters of the font on even
divisions of the pica, many difficulties were met.
Detectsot 'The form of one character might be too
the system  nparrow for one set but the next might
be too wide. The alternatives were to give this
character a too broad or a too narrow set, or to
recut the punch so as to keep the character on the
prescribed set. The result of the earlier experi-
ments was not satisfactory: the general effect of
the composed types was that of neglected fitting.
Later efforts at improvement have removed many
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of the earlier infelicities, but the publishers and
printers who are critical do not accept the “self-
spacing” types as proper models of form. More
improvement is needed, but there is every reason
to believe that this improvement can be made.

The advantages of “self-spacing” types to com-
positors are beyond question; the new method
largely reduces the labor of spacing.

The Point System applied to Spaces.

8ix- Five- | Four- | Three- | Patent En Em
Bodies. to-em | to-em | to-em | to-em | space. | quad- | quad-
space. | space. | space. | space. [fzofem.| rats. rats.

6-point..| .... | 1 |¥*1lg |*2 P |2 GBS
5lg-point| .... | *1 *1lp | *2 *21y | *3 51gf
6-point..| 1 115 | 2 *219 | 3 6

7-point. .| *1 *1lg | *2 *21y | *3 31y it

8-point..[*1 |*1ly| 2 |*21, [*3 | 4 8
9-point..| 1lg | *2 *215 | 8 *3ly | 41y 9
10-point. .| *11g | 2 21y (*3 | *4 Sl 1510
1l-point |*2 |*21y |*3 |*31y |*41, | Bly | 11
12-point..| 2 BOIDE NS 4 25 6 12
14-point. .| *2 *3 *4 459 *6 7t 14
18-point .| *2 *3 *4 6 9 18

The Central Type Foundry of St. Louis have
proposed to apply the point system to spaces only,
by putting every space of every body on gpaces on
the set of one point or on the multiples pointsets
of the point. As the point is but about % and the

1 “Price-list of Central Type Foundry,” p. 5.
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half point about 14 of an inch, the divisions are
sufficiently minute. Rigid adherence to this sys-
tem will compel the making of some new widths |
of spaces, and possibly in some fonts the making
of figures on new sets, but spaces on point sets
will be a valuable aid to justification, especially in
the narrow columns of table-work.

The changes from the old sets now in use are
marked in the table with a *.

The patent space is intended to be the interme-
diate between a three-to-em space and an en quad-
rat—or about five-twelfths of the em body. It has
been in use for years in some large book offices.

The only en quadrat changed is that of the 53-
point, which is made a trifle thicker. This should
compel the putting of figures on a set of the same
thickness or the retention of the en quadrat of the
old form.
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A Font of Type

FONT of type is a complete collec-
tion, with a proper apportionment to
each character, of the mated types
required for an ordinary text. The
4V letters are in unequal request: & and
€ appear repeatedly in long sentences; Z and
may not be found in a page. The type-founder
tries to supply each character in proportion to its
frequency of use, so that the printer shall have
enough of every and not too much of any character.

The written or printed summary of the proper
quantity of types for each character is known in
the United States as a scheme, and in A scheme
Great Britain as a bill, of type. Forlarge ©ftype
metal types, or for wood types that are used only
for single lines of display, the scheme is made by
a count of the characters, as may be seen in the
165




166 A Scheme for Wood Type

122 104
Letters. | Letters.
5-4 5-a
Capitals. Lower-case.

- eNHMI<ddRn IO OZEHRuwRERHHD QW >

’
!

btk et e o e DO G DO G 03 W O OV DU DO G0 O OV HR G DO DO TN G G0 O H HR 00 N

o:m»—awmnm&mwwwww»mmumwmo‘»awwm»wwmwx»wu
BRERRBHEENYNI 4 tn 0T OB E ~RwER MmO Ao T

A and E are
seldom provided.

annexed scheme for a 5-A and
5-a font of wood type:

Figures are not provided for
all fonts of large type. When
provided, they are furnished for
a 5-a font in the proportion of
two types each of characters 2,
3,4,5,6,7,8,9, $; three types
for figure 1; five types for fig-
ure 0. Fonts of 3-A are some-
times made for very large types,
but for ordinary types the 5-A
font is the smallest.

The font of 5-A, with figures,
has two hundred and fifty char-
acters, but it seldom happens
that more than fifty of them can
be used at one time. If these
fifty letters contain six of E and
five of A, no more lines can be
set that call for A or E. But
the provision in the scheme for
two hundred other characters is
necessary; some of them or all
of them will be needed on other
work or at another time. In
fonts of metal type of large
sizes, and in all fonts of dis-
play letter, the schemes do not
include spaces or quadrats.



Scheme for a Job Font

Wood types are sold at a
fixed price for every letter ;
metal types at a fixed price by
the pound.

For larger fonts of wood
type or jobbing letter, different
apportionments are made, as is
shown in the annexed scheme
for a 36-A and 70-a font.

In the United States the ap-
portionment of each character
in fonts intended for book or
newspaper work is made by
weight. In Great Britain the
apportionment is made, nom-
inally at least, by a count of
characters.

The apportionment of char-
acters is necessarily varied for
Characters G1iférent languages.
areused  The English printer
unequally  who buys a French
font of type soon discovers its
deficiency of k and W, and its
excess of ( and *. The French
printer who bought an Eng-
lish font would object to the
excess of the k and w, and the
deficiency of the (f and ’. Ttal-
ian calls for a larger supply of
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70-a. | 36-A
a 70 A 36
b 28| B 15
c 37 C 24
d 42 D 19
e 92 | E 43
f 28 F 17
g 24| G 17
h 47 H 19
iy 5700 1 E ' -36
j 1413 9
k 4| K 9
1 47 L 24
m 37 | M 19
n 70 N 36
o 70| O 36
P 285 [ VR
q 10/ Q@ 6
r 70 | R 36
s 70 S 36
632 70 |1 %36
u 37 U 19
Vika s 1| V. 9
w 28 | W 15
x 10| X 6
y 28| Y 15
z 10| Z 6
e 5| & 6
e 5| & 3
i 8| E 3
8 1 16
=207 [& 1 B A1
i 5| 3 12
i 5|4 12
MIFESTENNE o
; 5|6 12
< S 1§ &2 12
e ol SVELD
- 8|9 12
> 10| O 16
! 5

Pa1sit8

$ 10

g
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¢ and Z; Spanish, for more of d, t, and all the
vowels; Latin, for more of ¢, m, n, U, and q.
For any language but English the scheme of the
American or English type-founder is unsuitable.

The scheme is not, and cannot be, nicely adapted
to every kind of literary composition in English.
For poetry there must be a large excess of quad-
rats; for the personal narrative, an excess of I;
for tables or statistics, an excess of figures; for
dictionaries and catalogues, an excess of capitals,
signs, and points. Even in plain descriptive mat-
ter, apparently free from any peculiarity, the com-
positor will note that a latinized style will use an
excess of one kind of sorts, and a colloquial style
an excess of other sorts. For peculiar work the
printer must select and order an excess of the
characters that are most needed.

The object of the scheme is so to apportion each
character that all the types in the font may be set
Objectof out of case, leaving no surplus. This ob-
ascheme ject is never attained. When a compositor
reports that a new font of text-type has been set
out, as a rule about one-third of the weight of the
font remains unused in case. The purchase and
use of more of the deficient characters may reduce
the surplus to one-fourth— perhaps one-fifth—but
it is not probable that it can ever be made any less.
There will always be alarge surplus. It follows that
the printer must provide from one-fourth to one-
half more type than he can put to use at one time.
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Schemes are not exactly alike in all foundries,
but they are in substantial agreement: the propor-
tion of capitals to lower-case, and the supply of
figures, italic, and quadrats do not seriously differ.

A so-called complete font of roman and italic
type is supposed to have these characters:

Roman: . Lo dh s X atozande o ifffififi..... 33
Roman points........ DT I AR T s TR s 10
Roman figures and money signs, 12345678908% £ 12
Spaces and quadrats....|[ |11 NN .- - . 8
References............. PSS L A L 7
G2 % e L SR el I AR AN e 5
Reghes <00 X8 VL —_—— 4
dieaders: . .vo.. .o ooy R TR W A R B IR 4
Fractions.............. 16143 %2%%3%%%....... 9
Roman capitals ........ AtoZand EE & ........... 29
Roman small capitals ..AtozandZ2®& ............ 29
Italic lower-case ....... atozandee iff i i fi.... 33
Italic capitals.......... AtoZand EE & .......... 29
Italic points............ S5 W ks SR B G I i A 5

Accents, § 4448 6866 1111 60606 Guldii ¢ ¥
N dadaa é66éé 167 6066 dudu ¢AN.. 25

Other marks........... (1 Do S et e SN S 5
Spanish marks........ O D Wk T e e 6
Numberlof charactiers: ¢ .0 S0 o v rf e 8 253

The actual weight of the so-called one-thousand-
pound font is in excess of one thousand pounds;
but it is made so purposely by the addition of
sorts that can be omitted if the purchaser desires.
The supply of italic, quadrats, spaces, or any other
sort c2azn also be increased.
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A Thousand-pound Font

Scheme for one thousand pounds of roman and
italic as made by George Bruce's Son & Co.

Roman Roman
lower-case. capitals.
Ibs. oz 1bs. 0z.
& 7S, A .. 5
b..10 B 8812
e .. 17 C ..312
d..25 1D e ] 17104
e .. 57 E ..5
P N B I 1RSI )
gredlt g G- 812
h..32 8 H, . 53%12
i° o025 Lo 2208
j..~114 J .. 114
w812 K& alld
j IR L T e )
m.. 25 M.. 312
n.. 37 Ny =3 512
05« 37 Q. 3512
p..11 4 PN 32
Qe %..114
r..25 L5312
8530 S ..312
t ..31 dIomx )
u..18 4 LIS
AT - V.. 114
w.. 15 8 W.. 312
S 7Y X oo iap 10
y.. 1 4 Yot 1258
§ s A Zi oo el
® .. 10 XA .. 6
®.. 10 @E.. 6
fi... 312 & .. 114
155278
fi.. 2 8
fl..: 114 Quadrats.
fil.. 114
Nosils s 220
m-'.% 43
2m.. 4 8
3m.. 4 8

P LN B
Pt
(=

HPACOXNSOI OO =

Spaces.

3m..60
4m..15
5m.. 8 4
hair. 1 14

Italic
lower-cése.
1bs. oz.
a ..b
b 8 0
(i)
avtt 39
616 b
i B
7qL.‘114
R Shl i)
G
i 7
b-ieelU;
Y AR5 i
. gD
ey 1
o ..4 6
p..114
gRee 10
£i558 42
P 1 e |
t .. 4 4
W B 10
v ..1 4
w..2 8
Batons 74
.. 114
e
R 4
® .. 4
s 14
f.. 14
AL Bl
il i 9310
)
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Scheme for one thousand pounds of roman and
italic as made by George Bruce’s Son & Co.

Italic Smal; Roman ic
ca;itals. References. capita.lls. accents. aIc?guts.
0z, 1bs. oz. 0z. oz. 0z.
e L g8t G S [ 1 s [ R et
B..14 |t 7|B..14 |4 ..14|a.. 4
s 3 TG EAE i 8 MRS - T4 14 [ depatiig:
T el L L iea pe e s G L AR’ (B SR TR
T S E It IN R g R s g [ Eaits A4 1Bl 4
P o e T WA AR T I SR 1 i (e
TR I B o oS 00 T R 17 i b @ Sl B
H.. 14 g AERS el ca i i 4
Tt 10 Braces. TR0y Y R Al e b e
R ST =T N T AT e il Sl RSV
R, L) e 4: SRR TR B a6 e
T8 pan L. b RS % | e et SR bl W vt
Ao Mo P g S 88T SREAS Ty 6 TR (1 Lad (8 S |
N..14 |3m..1 4 | x .. 14 |0 .. 4|0 .. 4
0.. 14 OF .7 148 |[pi T VAt AR
P.. 14 Dashes. ) Sahome iy 1l gt L LR e
Qi [ e thu6 b qetad izl Gl o 20, dinf. 514
e NSRS T EE b e A el ol B RS
e LAV P AP R TR R A G (1) BT K G
%, 13 3m.. 2 8 [mp .. 18 |1 .. 4 |4 .. 4
ol v .. 10 A e S
iy [ eadera et (o adfial % 6 | @ .. 4
w..14 |0 ..1 4|y 14 |N.. 4|N. 4
Xoe spaiiiin s, H9-08 e SeNny o | PR ehaieig - [ VT
Y.. 10 | 2m.. 5 Ty Jor VRS 30| 00 ke
7/ e B A ST S 7 AN
gg" i Fractions. g < i’ .. 4
g. 6|1 414008
3 14 Spanish
Italic 3 14 Commer- marks.
points. 3 7 cial marks.| g .. 10
5 8 | % 7 @..20 | o .. 10
vy Sl d 7 B..20 | D..20
et R 7 ..20| B..20
PRI LAl 7 ©..10 | ¥..2
G 3800 3 7 {106 4 1120




172 Accents Not Always Provided

The full font of roman text-type as provided
by the founder is always accompanied with italic,
Characters Which should be of the same face or style
deficient  gs the roman. The apportionment for
mitaliejtalic does not give as many characters
as for the roman. Small capitals for italic are
made only to order. Figures, fractions, references,
and some of the points of the roman serve for the
italic. Italic figures are furnished to some fonts
by some foundries, but only on special order.

All the characters specified are furnished by the
larger foundries with every entire font of roman
Characters 1rom agate to pica. In english and sizes
deficient  above, many of the minor sorts and all
mroman  the accents are omitted. For sizes above
great-primer, small capitals are not provided. Bril-
liant has no small capitals, or fractions, or accents,
and few of the minor sorts. Although rated as
complete, the regular font of roman has no accents
for roman capitals or small capitals, and none for
italic capitals, which are furnished only to order,
in small quantities of one or two ounces to each
character.

The list includes all the characters needed for
ordinary work, but for foreign languages, or for
Accents are  Scientific books, other characters must
not always  be used. All educational works require
provided 5 large list of long and short vowels;
dictionaries, a large number of diacritical marks,
most of which have to be designed and cut to
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order; Portuguese, Danish and other languages
have peculiar marks which must also be made to
order. As a rule, even the ordinary accents are
to be had only in the larger foundries.

The number of characters in this scheme is 253,
but if characters were furnished for all the accents
of foreign languages, for the signs and  , ,.onts ana
marks used in dictionaries, and books signs of but
about mathematics, chemistry, bibliog- !imited use
raphy, astronomy, ete., the number might exceed
five hundred. No type-founder pretends to keep
these peculiar characters for every font; probably
no printer has a complete assortment of all of
them for any one font.

For the sizes between and including pica and
nonpareil small separate fonts of accents, for the
French and Spanish languages only, are kept in
stock by the leading type-foundries. It should be
noted that these fonts are for lower-case only, and
do not include the long and short vowel aceents.
Few founders have accents for agate or smaller
bodies or for english and larger bodies.

Fractions on the en-body are usually furnished
with roman fonts from pearl to pica, inclusive.
They are rarely provided for larger and gepeme of
smaller bodies of type. Fractions on the fractions
em body, mostly used in newspapers, are usually
made of the smaller sizes only, by this scheme:

¥ Y ¥ B B % % % %
50 50 40 25 25 25 20 20 20
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Piece fractions, or split fractions in two pieces,
or on two bodies, are not proper parts of the font,
and are sold in separate fonts at higher rates.

Superiors of figures or of letters, like ! or 2, are
furnished only to order. These also are not con-
superior  sidered as proper parts of the font. The
characters first figures or letters of these superiors
are furnished in great excess because they are most
used. Superiors and piece fractions are made only
for the larger sizes.

When a font of new type has been put in case,
it should be set up until one sort is exhausted. If
after composition there be left in case a large sur-
plus, a list of the characters most needed should be
ordered from the founder to make the assortment
even. But after a repeated re-sorting of the cases
it will always be found that a large surplus is
unavoidably left.

One pound of metal type, as packed and sold by
type-founders, covers a space of about three and
Space oceu-  SiX-tenths square inches. To find the
pledby type weight of one page of type! composed
in high spaces, divide its number of square inches
by the figures 3.6. To find the weight of a font
required to compose a given number of pages,
provision must be made for a large surplusage of

1Example. This page is set were composed with low spaces
up with high spaces and leads: and leads, the weight would be a
it contains 15 square inches, trifle less. Changes in sizes of

which divided by 3.6 shows a type make but little difference
weight of 4.27 pounds. If it in the weight per square inch.
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types. The proportion of this surplus is variable.
For a small font, the type-founder’s rule is to add
one-half to the computed weight of the A surpius
composed types. For a font of two thou- Isneeded
sand pounds or more, this surplus need not be
relatively as great; an addition of one-fourth to
the weight of the composed matter may be enough.
All calculations of this kind are but guesses. No
printer or type-founder can exactly foresee how
unequally copy yet to be written will exhaust sorts.

For all work that has to be done in haste, for
newspapers and magazines that have to keep in
type postponed articles or alternated oy weignts
advertisements, a font of twice the of fonts are
weight of the composed matter will calevlated
not be enough. Morning newspapers that fre-
quently issue supplements of four or more pages,
and that keep in type large quantities of matter,
determine the size of the fonts by the number of
their compositors, allowing three, six, and some-
times ten days’ supply of type to each compositor.
Quadrats are the sorts most frequently deficient
in the ordinary font when it is applied to general
book-work. Next in liability to excessive demand
are figures, which are soon exhausted by a series
of tables. Every large book or newspaper office
doubles, and sometimes quadruples, the amount
apportioned to some characters of the scheme.

A large and well-sorted font is always economi-
cal as to service. Itenables a master printer to com-
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plete work quickly without delays or stoppages for
sorts. It wears better. One font of one thousand
pounds will give more service than two fonts of
five hundred pounds bought and used successively.

The following table gives the probable capacity
of fonts of different weights when used for plain
descriptive matter that does not call for an extra
supply of peculiar sorts:

The number of solid pages that may be composed
with fonts of different weights.

Square :
Allow inches | Page of | Page of | Page of | Page of | Page of
for sur-(Weightfof com-| 40 30 25 20 15
plusin| of posi- | square | square | square | square | square

cases. | font. | tion. | inches. | inches. | inches. | inches. | inches.

40 | 100 | 216 | 5.40 | 7.20 | 8.64 | 10.80 | 14.44

70 | 200 | 468 | 11.70 { 15.60 | 18.72 | 23.40 | 31.20
100 | 300 | 720 | 18.00 | 24.00 | 28.80 | 36.00 | 48.00
133 | 400 | 861 | 21.52 | 28.70 | 34.40 | 43.04 | 57.40
160 | 500 | 1164 | 29.10 | 38.80 | 46.40 | 58.20 | 77.60
180 | 600 | 1512 | 37.80 | 50.40 { 60.48 | 75.60 |100.80
225 | 750 | 1890 | 47.25 | 63.00 | 75.60 | 94.50 {126.00
300 | 1000 | 2520 | 63.00 | 84.00 |100.80 ;126.00 |168.00
375 | 1500 | 4050 {102.25 |135.00 {162.00 |204.50 |270.00
500 | 2000 | 5400 |135.00 {180.00 |216.00 |270.00 |360.00

Favored by suitable copy, one may compose
more pages than are specified in these calcula-
tions, but it is unsafe to plan on the probability
of a greater production. For copy that has appar-
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ently but a slight excess of figures, small capitals,
italie, or quadrats, the fonts will not compose the
number of pages specified in the foregoing table.

One pound of type composed solid contains in ems :

Piea, or 12-point....... 131 Nonpareil, or 6-point... 524
Small-pica, or 11-point. 155 Agate, or 5%5-point..... 620
Long-primer, or 10-point 188 Pearl, or 5-point ....... 752
Bourgeois, or 9-point... 233 Diamond, or 415-point.. 932
Brevier, or 8-point ..... 294 Brilliant, or 4-point ....1176
Minion, or 7-point...... 384

The capacity of a font is largely extended by
the use of leads. One pound of low leads, standing
upright as they do in composed mat- oy position
ter, occupies a space of about 4 square extended by
inches ; one pound of stereotype or high "se °fleads
leads occupies a space of not less than 3% square
inches. To find the weight of leads required to
fill a defined vacant space, divide the square inches
of that space by the figure 4 for low leads, and
3% for high leads. The thickness of the leads for
this purpose must be determined by a count of the
composed lines. The addition of a six-to-pica lead
in a composition of pica increases the amount of
composed matter one-sixth; in a composition of
nonpareil, one-third ; in any composition from in-
termediate sizes of type, the increase is by inter-
mediate fractions.

The weight of six-to-pica leads needed for one

thousand ems that have already been composed
23
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The Weight of Leads

solid in the copy to be reprinted will vary with
different sizes of type, as is specified in the follow-
ing table. The weights given are in ounces:

Piea e 4 g R 19
Small-pica .......... 1615
Long-primer ........ 15
Bourgeois........... 1314
Brevier .. SRRIEN A 13

Minion ‘i v R St 114
Nonpareil........... 9%
Algatiof Tt NIRRT 814
Pearl 52 agek ) UB58 (373
Diamond ............ 615

The weights of the six-to-pica leads in one thou-
sand ems of leaded composition are, in ounces:

PicaiZ T N 1615
Small-pica .......... 14
Long-primer ........ 124
Bourgeois........... 11
BESVAOT % . . iope ifo zatle = 1014

Minjon; . -As K LTEEE 9
Nonpareil........... 814
Algite sty i e 7
Pearitsi gl s 6
Diamond............ 5%

The lead most used is of the thickness six-to-

pica.

For the larger sizes of long-primer, small-

Theleadsin Ppica, and pica, two of these leads are
greatest use  often used when it is desired to produce
the appearance of greater clearness or elegance.
For bourgeois, brevier, minion, and nonpareil, the
eight-to-pica lead is more freely used. For sizes

1To find the weight of six-to-
pica leads required for 20 pages
of solid pica of 1200 ems each : 20
pages X 1200 ems=24,000 ems X
19==456 ounces, or 28%% pounds.
Theadditionofleadsexpandsthe
composition one-sixth : making
23%, or practically 24 pages.

2 To find the weight of leads
required for 100 pages of pica,
each page containing 800 ems:
800 ems are four-fifths of 1000
ems, and four-fifths of 16%
ounces or 13} ounces, which mul-
tiplied by 100 pages makes 1320
ounces, or 82% pounds.
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below nonpareil, ten-to-pica leads are thick enough
to make the desired relief.

Space occupied by 1000 ems solid, in square inches :

English, or 14-point .. 38.48
Pica, or 12-point ..... 27.55
Small-pica, or 11-point 23.16
Long-primer, or 10-pt. 19.12
Bourgeois, or 9-point.. 15.50
Brevier, or 8-point.... 12.25

Minion, or 7-point.... 9.37
Nonpareil, or 6-point.. 6.89
Agate, or 514-point ... 5.79
Pearl, or 5-point...... 4.78
Diamond, or 4%-point. 3.87
Brilliant, or 4-point... 3.06

This table will be found of value in determining
the size of type that must be selected to make a
definite amount of matter fill a preseribed space.

The relations which one thousand solid ems of
any body bear to all other bodies are given in the

table on the next page.1

1 Inexperts in the calculations
of space required for a reprint
in any change of size of type
should carefully study the rela-
tions of the bodies as they are
shown in these tables. It is a
common error to assume, be-
cause the bodies of the point
system are put apart at fixed
and regular distances, that the
increase of ems in every change
from a larger to a smaller body
will be in a similar form of even
and exact progression. On the
contrary, the progression is un-
even and inexact. In the space
of 27.556 square inches occupied
by 1000 ems of pica can be put
1190 ems of small-pica. This is
anincrease of 19 per cent. In the

9.37 square inches occupied by
1000 ems of minion can be put
1361 ems of nonpareil. This is
an increase of 36 per cent. A
comparison of bodies on half-
points, as between 5%%- and 5-
point, will show a similar irreg-
ularity. Itisnot possible, in the
American point system, to name
one factor which will show the
increase or decrease between
proximate bodies. Every body
isincreased or diminished in un-
even proportion. The system of
points, which seems so regular
and exact in its progression by
lines, is quite as irregular as
any of the old methods when it
attempts progression by ems or
squares.



000T | CEL | €9¢ | ¥%P | 09€ | 868 | 0S5 | ¥8T | T#L | TIT | 06 12 g9 |=we=quiod-g
TOET | 000T | 99L | C09 | 06% | S0P | 0¥€ | 09 | 16T | IST | €8T | TOT | ¢8 jurod-fg
8LLT | 90€T | 000T | 062 | 039 | 66¢ | ¥%% | .38 | 0Sg | 861 | 09T |gel | ITT |+=w=guiod-p
0233 | €201 | 9931 | 000T | 0T8 | 699 | €96 | PIF [91€ |0Sg | €05 | 29T | THT [r=wajurod-¥
8LLG | 190G | €9¢T | GEGT | 000T | 928 | ¥69 | TI¢ | 16€ | 60€ | 0SC | 0B | $LI w=a qurod-g
19€€ | 69%3 | T68I | $6VT | OTGL | 000T | 0F8 | 8T9 | €L% | €26 |€0¢ | 068 | 1Tg | =~ jutod-fg
000% | 6663 | 0553 | 8LLT | OFFT | 0GTT | 000T | c€L | €9¢ | ¥%% | 09¢ | 865 |0¢g (=== guiod-9
F¥¥S | 0007 | €90 | 0GFG | 096T | 03OT | 19T | 000T | 99L | €09 | 06% | G0% | oFe | =rjuiod-L
geTL | $33S | 000¥ | 09TE | 0963 | OTIG | BLLT | 90ST | 000T | 064 | 0¥9 | 66¢ | F¥p | =»=<quiod-g
0006 | GT99 | €90¢ | 000% | OFGE | 8L9G | 0SGT | €99T | 99BL | 000T | OI8 | 699 | €9G == jurod-6
TITTI| €918 | 0539 | 8E6% | 000 | 908E | 8LLG | THOG | €YCT | CEGT | 000T | 958 | $69 | "fwr 3UIO-0T
FFPEI| 8186 | €OCL | GL6G | 0T8T | 000 | T9EE | 69% | 168T | P6FT | OTSL | 000T | 0F8 [=rw=s qurod-TT
0009T| GSLTT| 0006 | TITL | 092C | 09LF | 000 | 686G | 098G | 8LLT | OFFT | 06IL | 000T | == jurod-3T
“aopspeoxy JuviHg | puowviq Taeeg ‘nely ‘pereduoy | rwopuyy aopasag | ‘wjosdanog |sewrpad-fuory| “word-yrewmg i
jurod | gurod | gurod | gurod | gurod | gurod | yurod | gurod | qurod | qurod | qurod | qurod | qutod | ‘swe 000T
€ |%e | v | %v | S | %9 | 9 L 8 (0 [ L R BT

“wapshis yurod uvorIW Y Y3 w0 SPOq of apnut suoyvrA))  *fpoq 1ab.an) v 07 LYVWS B UOLL
abunyd v fiq swa fo sso) ayp puw ‘fipoq Lappws v 03 42Bv) D WOLL HUDYD B fiq PVAS PaqrSIL D UY SWD
Jo wnb ayp busmoys : pros swa (OO S0 uoyrsoduiod » ur SaYPoq 13130 03 S402q APoq U0 VY3 UOYV)L YT,

180
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The irregular progression of bodies made
on the system of points is shown by the
diagram on the right side. The straight
hair-line by the side of this column of em

quadrats does not touch each quadrat
on1its corner, as it should. It diverges
at an increasing angle, which proves
an irregular progression of the smaller
bodies.

The hair-line by the side of the col-
umn on the left side of this diagram
touches every em quadrat at its cor-
ner, and proves that each body has |
been regularly increased or de-
creased by geometrical rules. In
an ascending scale Bruce’s pica |
is about 12} per cent. (.122462) |
larger than the small-pica. In |
a descending scale, small-pica
is but 10§ per cent. (.108723)
smaller than the pica. These
factors can be applied to all
proximate bodies: 12} per
cent. for the increase, and
10% per cent. for decrease.
See table on page 148.

Em quadrats of Em quadrats of American
Bruce system point system



v
The Faces or Styles of Type Old-style Roman

NDER the American system of points
the bodies of type are clearly de-
seribed by numerical names.  Faces
and styles have to be described by

of two, three, or four words. The first word
always describes the body. If no other word
The methoas 15 added, this single word is always
observed in  understood as the name of ‘a body
naming faces with yoman face: pica is pica roman.
The second word more plainly deseribes the face
or style, as pica antique or pica gothic. The third
word usually deseribes its form as to thickness
or thinness: pica antique extended is a thick
type, and pica antique condensed is a thin type.
The fourth word is intended to describe its fash-
ion of ornament, as pica antique condensed out-
line; but all ornamental types, and indeed many
182
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plain types, are named and classified in an unsat-
isfactory manner. The names given to many of
them are fanciful and not at all descriptive. When
made by different founders, the same face may be
labeled by each founder with a different name.
The antique of the United States is the egyptian
of Great Britain; the antiqua of Germany is the
roman of England and the United States.

Arbitrary or fanciful names are seldom given
to roman types. Every distinctive face or style is
labeled by the founder with a number arbitrarily
selected. One type-foundry uses numbers for all
faces, roman or ornamental.

The type-founders of the United States, in their
price-lists, arrange printing-types in three distinet
elasses.. Roman and italic are put in Types grouped
the first class; plain faces of display in three classes
type, like antique, gothic, and clarendon, are in
the second class; ornamental types of every kind
are in the third class. Greek and orientals, musie
and some faces of script, are properly put in an-
other distinet class; but types of this fourth class,
having but a limited sale, seldom appear in the
ordinary price-list.

Within the limits prescribed for this volume it
is not practicable to illustrate or even enumerate
all the faces that have been made for the first and
second classes. All of them are based on the
roman model, which is still aceepted as the sim-
plest and best for a readable text-type.
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Secript types are imitations of different styles
of handwriting, but every one of them, even the
most flourished, was modeled on some fashion of
roman letter preferred or used by early copyists.

Italic is but a simplified style of disconnected
seript. Its capitals differ from roman mostly in
their inclination.

Black-letter is a degenerate form of roman, in
which angles are substituted for curves. Its capi-
tals are probably imitations of the hasty flourishes
of an inexpert penman.

Gothic, without serifs, the simplest and rudest
of all styles, seems an imitation of roman capitals
cut in stone.

Italian is a roman in which the positions of hair-
line and thick stroke have been transposed.

Title, or fat-face, is a broad style of roman with
over-thick body-marks.

Antique is a roman in which the lines of all the
characters are nearly uniform as to thickness, with
square corners and of greatly increased boldness.

Ornamentals of every style, and even the new-
est varieties of eccentric types, show some con-
formity to the roman model.

The roman face is always in most request, for
roman is the character preferred as a text-letter
Roman faces Dy all English-speaking peoples and
mostused  g]] the Latin races. Its only serious
rival in general literature is the fractur, or the
popular face of German type; but even in Ger-
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many roman is largely used as the text-letter for
scientific books, and for inscriptions on coins and
medals. Not one of the many new faces intro-
duced by the type-founders of this century has
ever been considered an improvement on or ac-
cepted as a substitute for roman.

Every complete font of roman type between and
including the most-used sizes of pearl and great-
primer is provided with three series of g 100
characters: capitals, small capitals, and series of
lower-case or small letters.! Small cap- Ccharacters
itals are not made for the smallest size of bril-
liant, nor for the sizes above great-primer. Italic,
although of a distinct face, is always made a part
of every large font of roman type, and must be
regarded as its inseparable mate, for the italic of
every approved roman should have been cut to
line with its accompanying roman and to illus-
trate its peculiarity of style.

With italic capitals and italic lower-case added,
there are five series in every complete font of our
selected text-letter. This is a peculiar- yim ieao
ity not to be found in any other literary there are
character. The older forms of orientals f7¢ e¥ies
have one series only; the modern forms of Greek,
German, and Russian have but two. The capitals
of German are too complex to be used alone as

1 The phrase small letters is lor usesinstead the word minus-
objectionable for its vagueness; cule, which is exactly descrip-
lower-case is technical and not tive to bibliographers, but not
generally understood. Dr. Tay- to the ordinary reader.
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a display letter for titles or headings. Emphasis
or display in German is made in the text, either
by hair-spacing the emphatic words, or by the use
of an entirely different font of thick-faced letter.
The poverty of all other alphabets in single or
double series is in marked contrast with the afflu-
ence of the five correlated series of the roman
alphabet, which enable the writer or printer to
make emphasis, display, or distinction without a
change of size or the violation of typographical
propriety. The judicious alternation of capitals,
small capitals, italie, and lower-case makes printed
matter readable and rememberable. The greatest
merits of the roman letter are its simplicity and
perspicuity : it has no useless or unmeaning lines.
One has but to compare it with any other charac-
ter, modern or ancient, to see how much simpler
and more readable it is.

“ Roman capitals, as now made by type-founders,
are imitations of the lapidary letters used by the
Derivation Romans. Three characters only have
of the roman been added: the J, to distinguish it
character  prom the Latin I, and the U, to dis-
tinguish it from the V. The W is a gothic ad-
dition. The lower-case letters are imitations of
the characters made by early French and Italian
copyists, which characters are deseribed by Dr.
Taylor as the Caroline minuscule, in use in France
as early as the ninth century.l

1 ¢The Alphabet,” vol. ii, pp. 164, 181.
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The capital and lower-case letters were first
made in type in the year 1465 by Sweinheim and
Pannartz at Subiaco, near Rome, but the form
made by Jenson of Venice in 1471 has ever since
served as the model for all type-founders.

Small capitals and italic were made in type for
Aldus Manutius of Venice, and first shown by him
in his octavo edition of Virgil, dated g, 1105t use of
1501. The model selected was the small capitals
handwriting of Petrarch. Following #nditalic
his fashion the capital letters used for italic were
not inclined: they were made but little larger
than the round letters of the lower-case, and were
separated from the text by a perceptible white
space.! The italic of this Virgil had little incli-
nation, and seems free from kerned letters; but
ligatures and double letters and different forms
of the same letter were made. Aldus and his
sons used italic as the text-letter for many books.

i BB Mo P R T 0

Swash letters.

The printers of France seriously altered the italic
of Aldus; they gave the lower-case letters more in-
clination, and made free use of kerns. Garamond
made the capitals of full height, and filled up the
gaps made by the inelination with little flourishes.
The capitals so altered are known as swash letters.

1Thisfashion was notpeculiar all Italian copyists of that time,
to Petrarch. It was observed by nor is it yet obsolete in Italy.
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The roman form of type is subdivided by print-
ers and founders into the two classes of old-style
Oldstyle ana and modern-face. Many varieties of
modern-face  each style are made; in some of them
the distinctive peculiarities of the style are dis-
cerned with difficulty. The points of difference
may be seen in the contrasted forms of each let-
ter as shown on the following page. The faces
selected are “Caslon” old-style, from the type-
foundry of the MacKellar, Smiths & Jordan Co.,
and the No. 3 modern-face is from the foundry of
George Bruce’s Son & Co.

In the old-style the so-called hair-line is com-
paratively thick and short; the stem is protracted
Diferences 10 great length before it tapers to the
inline, stem, hair-line. In the modern-face the hair-
andeflect  Jine is sharp and quite long, and the
stem is relatively short. Contrast the capital C
and the lower-case m in the forms of each style.
In the old-style the serif is short, angular, and
stubby ; in the modern-face the serif is longer,
lighter, and more gracefully curved or bracketed.
The general effect of the old-style is that of angu-
larity; smoothness in curves and gracefully taper-
ing lines are not attempted. The general effect
of the modern-face is that of roundness, precision,
and symmetry. As a bit of drawing each letter
of a well-made modern-face is exact, and carefully
finished in all its details; but when any letter is
seen with its mates in a mass of composed types,
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its high finish does not seem to be a merit. A
letter of modern-cut is really not so distinet as
the same letter in the old-style. The old punch-
cutter and the modern punch-cutter worked to
reach different ends. The old cutter put read-
ability first; he would make his types graceful if
he could, but he must first of all make them dis-
tinet and readable in a mass. His object was to
aid the reader. The modern punch-cutter thinks
it his first duty to make every letter of graceful
shape, but his notion of grace is largely mechani-
cal: the hair-line must be sharp and tend to its
invisibility ; the curving stem must dwindle to its
hair-line with a faultless taper; the slender serif
must be neatly bracketed to the stem. Every
curve and angle is painfully correct and precise,
but the general effect of types so made, when put
in a mass, is that of the extreme ot delicacy, and
of the corresponding weakness of an overwrought
delicacy. To use a painter’s phrase, the work is
niggled, or overdone. Without intending to do so,
the punch-cutter has been more intent on showing
his own really admirable skill than he has been in
helping the reader. His letters, undeniably grace-
ful when viewed singly, are not so effective when
seen in the combinations of a page or a column.!

1 The superior distinctness of body and thickness of stem, and
the old-style can be proved by place them in a favorable light.
this simple experiment. Select Then, moving away from them,
equally well-printed pagesof old- note how much sooner types of
styleand modern-cut,of uniform modern-cut become indistinet.
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Roman letter has been an object of experiment
with type-founders for nearly four centuries, but
it is impossible to illustrate or even mention one-
quarter of these experiments. Many forms once
popular have gone out of use, and have been for-
gotten. It is not at all important that these old
fashions should be described. For the purpose
of this work, it is enough to illustrate only the
types that are now made and most used.

It is a misfortune that the illustrations of the
different cuts of modern-faces about to be shown
have to be made in types of comparatively small
size. Few roman faces of a decided character are
made on bodies larger than great-primer; more of
them are on bodies smaller than small-pica. A face
on double-pica body would show the peculiarities
of its style more clearly than the same face on pica
body. In the larger sizes the mannerisms that
produce a certain general effect are apparent at a
glance; in the smaller sizes they are discerned
only by study.

The peculiarities of the Caslon style, as shown on
pages 69 to 77, need little explanation. Note the
greater breadth of the stems of each pecutiarities
letter and their protraction before of Caslonstyle
they change to a hair-line or connect with another
stem, as may be plainly seen in the arch of the
M and N, and the curve of the C, €, and O. The
hair-lines are firmer, although shorter than in
modern-cut; the serifs at the foot are shorter and
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stronger, but seldom bracketed; the serifs at the
top, as in the l, P h, are angled and strongly
bracketed

The defects of this style are: too long a beak to
the f and ]; unnecessary narrowness in the S and
4, and in"some capitals; too great width of the
C, O, and V. But these are trifles. In general
effect the Caslon is bold, but not black; clear and
open, but not weak or delicate. There are few
noteworthy faults of lining or fitting-up. It was
made to be read and to withstand wear. Some
variations in style may be detected in a compari-
son of different sizes of this cut, but it is fairly
uniform as to general effect throughout the series.

The modern-face is in strong contrast to the
Caslon style. The stems are sometimes relatively
Peculiarities  thicker, but in all eurved lines they
of modernface gye shorter. The serifs are much
longer; in many of the capitals they are strongly,
and in all the lower-case but feebly, connected
with the stems. The hairlines are sharper, but
of greater length and greater weakness. Lining
and fitting-up are admirable ; drawing and cut-
ting, excellent. It is a remarkably graceful and
beautiful face of type when entirely new, yet it is
not a good type for reading, for the sharp hair-
lines are readily seen only by readers of excellent
eyesight. Nor is it a good form to withstand wear.
The foree of impression needed to print the thick
stems soon gaps or crushes the unprotected hair-
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lines. When the serifs have been thickened and
the hair-lines gapped by wear, the beauty of the
best cuts of modern-face soon disappears.

The modernized old-style here shown is an at-
tempt to accommodate the old fashion to newer
notions of symmetry. The objection- o, iures of
able features in the letters 4, @, W, §, the modern-
O, C have been removed. The body- 7edcldstyle
marks have been made slightly narrower and the
hair-lines a little sharper, but, as some think,
not to their improvement. The protracted stem,
the short hair-line and serif, have been preserved.
The greatest change has been made in shortening

The Old-style of this
modernized form was
first made for Miller&
Richard, Edinburgh,
about the year 186o0.

Modernized old-style on double small-pica body, solid.1
George Bruce’s Son & Co., New-York.

ascenders and descenders, and in the consequent
enlarging of the small or round letters. The

1This modernized old-style & Richard by Phemister, then
was designed and cut for Miller of Edinburgh, later of Boston.
25
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modernized old-style pica seems larger than the
pica of Caslon. It is a broader letter, yet it does
not have a similar relief of white space between
the lines. This feature is most noticeably shown
in this specimen of double small-pica, which in a
large page is much improved by leading.

The general effect of the smaller sizes of this
style (which is more fully illustrated on pages 82
Is restful to  t0 97 of this work) is that of a pleas-
the eye ing and a restful monotony. It does
not irritate the eye with sharp contrasts of brist-
ling angles and thick and thin lines; it does not
challenge the reader’s attention to a study of its
individual characters. For this reason it is pre-
ferred by many authors for serious books, and by
many publishers as the best form of colorless text-
letter to put around engravings on wood that show
strong contrasts of black and white.

Other foundries have made new faces of the
old-style character which show their notions of
commendable improvements. Few of these new
faces are firm or bold; in nearly all, the angular
features are rounded or softened. Large faces
with thin body-marks and hair-lines are preferred.
There seems to be a real avoidance of the firm-
ness of line which is the best feature of this char-
acter. An old-style so treated is often a graceful
character; it has, or may have, the contour of the
best old model, but it does not produce the strong
effect of the true old-style letter.
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One of the first, if not the first, of the mod-
ernized old-styles produced in this country was de-
signed and cut in 1863 by A. C. Phemister, to the
order of Phelps & Dalton, who called the new let-
ter the “ Franklin face.” It is a trifle wider as to

BENJAMIN FRANKLIN was born in Boston,
17th of January, 1706, and died in Philadelphia,
17th of April, 1790. He began his apprentice-
ship as printer in 1718, and worked as a jour-
neyman in Phlladelphla in 1724, and in London
in 1725. He returned to Philadelphia in 1726,
and there began as master printer in 1729. As
editor and publisher he soon made himself a
man of note. He invented the Franklin stove
in 1742 ; he proved the identity of lightning and
electricity in 1752 ; he was made clerk of the
Assembly in 1736; postmaster of Philadelphia
in 1737 ; deputy postmaster-general for the colo-
nies in 1753 ; representative of Pennsylvania be-
fore the council of England in 1757 and again
in 1764 ; delegate to Congress in 1475 ; ambas-
sador to France in 1776 ; commissioner to Eng-
land in 1783 ; president of Pennsylvania from
1785 to 1787 ; delegate to the constitutional
convention in 1787. 20RRRR VRV R

Franklin old-style on long-primer body, solid.
Phelps, Dalton & Co.

form and larger as to face, and consequently more
open and perhaps a little more inviting to the eye
than his first attempt, as shown by Miller & Rich-
ard. Some characters have been much improved ;
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they show an evident leaning to the forms that
are most approved in modern-cut letter.

THURLOW WEED was born in Cairo,
Greene County, New York, 15th November,
1797, and died in New York city 22d No-
vember, 1882. He entered a printing office
when but twelve years of age. In 1815 he
was a journeyman in New York citﬁ, work-
ing by the side of James Harper in the office
of Paul & Thomas. In 1819 he established
a weekly newspaper in Norwich, Chenango
County, New York. In 1830 he established
the “ Albany Evening Journal,” which soon
became a power in politics. He never held
ang' public office, yet he exerted a wonderful
influence in the management of men and in
the direction of public affairs. He did good
service to the United States in defending na-
tional interests abroad during the civil war.

Large-faced old-style on long-primer body, solid.
Phelps, Dalton & Co.

To supply a demand for a still larger face, the
same foundry had cut for it by the same punch-
cutter a large-faced old-style in a full series of
book sizes. The specimen here presented is on
long-primer body, but it seems quite as large as
the small-pica shown upon page 86 of this work.
This enlargement was made by shortening the
descenders and ascenders, and pushing them to
the verge of the body. It will be noted that long
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types in adjacent lines often touch and seem to
connect. It is a well-cut and readable letter, but
it is neither true old-style nor modern-cut.

The Binny face and the Bradford face made by
MacKellar, Smiths & Jordan Co. are other merito-
rious forms of modernized old-style.

To meet a demand for a “real ” old-style, a series
of book sizes has been produced, either from re-
furbished old punches, or from new punches in
faithful imitation of the English or Dutch roman
letter in general use during the first half of the

WILLIAM JANSEN BLAEW, a diftinguifhed
printer of Holland, was born in 1571 and died at
Amfterdam in 1638. He had been taught the
trade of a joiner, at which work he made himfelf
efficient as an affiftant to the aftronomer Tycho
Brahe. After receiving inftrution from Brahe,
he went to Amifterdam, and there diftinguifhed
himfelf by the publication of maps and the making
of geographical globes. His frequent vifits to the
printing office taught him fomething about printing,
and led him to eftablifh an office for his own work.
Diflatiffied with the old form of hand-prefs, he re-
constructed it, and made many valuable improve-
ments which were gradually accepted by printers
everywhere. His ¢ Theatrum Mundi,” in fourteen
volumes folio, is one of the beft fpecimens of the
printing and engraving of the feventeenth century.

drigina.l old-style on long-primer body, solid.
MacKellar, Smiths & Jordan Co.
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seventeenth century. It is a lean letter with a
small face, and has many characters now regarded
as uncouth. The éf, the long { with its train of
doublets, and other obsolete forms are conspie-
uous. For the reprints of many English books
published in the eighteenth century this original
old-style is the most appropriate, but its meagre-
ness and quaintness have often prejudiced many
readers against all forms of old-style.

There are authors who are not content with the
moderate rudeness of the “original” old-style, but
want an earlier and cruder form. For this taste,
types have been made in imitation of the roman
used by printers in France, Italy, and Holland dur-
ing the sixteenth and seventeenth centuries.

The Chiswick Press has an old-style which is a
reproduction of a bold face once used by printers
The Basle, or Of Basle and by some early Italian
Early-Italian, printers. It was made about 1887 ex-
Pl clusively for the books of the Chiswick
Press, and has been employed by that house as
a choice letter for works of merit. It is a bold
and readable letter. Its most noticeable features
are an upward slope of the ecross-bar in the €,
greater thickness of the stems, avoidance of hair-
lines, stubbiness of serifs, obliqueness of the thick
strokes in rounded letters like O, C, P, (, large
small-capitals, and an increased width of many of
the large capitals. It is one of the modern old-
styles that retains characteristic peculiarities. At
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this date (1891), it has been made only on a small-
pica body, and has as yet no appropriate italic.!

@€ CHARLES WHITTINGHAM, firft of
the name in the annals of printing, was born in
1767, at Calledon, in the county of Warwick,
England. About 1790 he began bufinefs at
London as a mafter printer. In 1810 he removed
to Chifwick, and there founded the CHISWICK
PRESS, which ever fince has maintained the
higheft reputation for good book printing. He
died in 1840. His nephew Charles (born in
1795), fucceeded to the bufinefs and to the friend-
Jfhip and confidence of the publifher, Pickering,
for whom he made many admirable books.
After his death in 1876, the bufinefs was con-
tinued by his executors.

VA

The Basle old-style of the Chiswick Press.

The seventeenth-century style, or, as it is often
called in this country, the Elzevir? style, was re-

1The peculiarities of this
Basle style are more strikingly
presented in some books printed
at Venice at the close of the
fifteenth century.

2 Thename Elzeviris unwisely
chosen, for this face is unlike
the Van Dijk face, largely used
by the Elzevir family. Who then
did make it ? Didot (‘ Essai sur
la Typographie,” p. 699) says
that Garamond and Sanlecque
made types for the Elzevirs. A

recently published book, ‘ Tipo
Italiano non Elzeviriano,” ap-
punti di B. L. Centenari, Rome,
1879, intimates that the Elzevirs
were providedwithItalian types.
The author gives us no satisfac-
tory evidence in support of this
intimation, and Willems ridi-
cules it, but it must be admitted
that this so-called Elzevir letter
has features unlike those of any
seventeenth-century face made
in France or Holland.
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Elzevir Old-style

LOUIS ELZEVIR was a publisher at Leyden
from 1583 to 1617. Hissons Matthew, Louis,
Josse, Gilles, and Bonaventure were also pub-
lishers : Matthew at Leyden, Louis and Gilles
at La Haye, Josse at Utrecht, Bonaventure, who
also was a printer, at Leyden. . . . Abraham
and Isaac, sons of Matthew, were printers and
publishers atLeyden. Jacob, another son, was
a publisher at LaHaye. . . . Daniel, ablest of
the family (son of Bonaventure), was printer
and publisher, first at Leyden, and afterward at
Amsterdam, between the years 1652 and 1680.

Seventeenth-century old-style on body 10, solid.
Gustave Mayeur, Paris.1

vived in 1878 by Gustave Mayeur of Paris, who
says that he selected for his model the types of a
The Elzevir 000K printed in 1634 by the Elzevirs of

old-style

Leyden. Itis a compressed letter, with

a large open face, with very short ascenders and
descenders, and thin stems, plainly made to with-
stand wear, for the few hair-lines are of unusual
thickness and all the serifs are short and stubby.

1 Mayeur founds this style in
a complete book series, on all
bodies from body 5 to body 14,
including a specially cut and
properly mated italic; and in
the form of two-line capitals
only on several bodies between
body 10 and body 72. Farmer,
Little & Co., of New York, who

have drives from the original
punches, found complete fonts
of this face, with its italic on 6-
8- 10- and 12-point bodies. Sev-
eral American foundries make
some of these larger sizes with
anappropriatelower-case. Three
lines of a larger size can be seen
on page 51.
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Although fitted with unusual closeness it is a read-
able letter, and popular, not only with publishers
and authors, but with job printers. Its full series
of durable two-line letter makes it especially val-
uable for book titles and open display.

Phelps, Dalton & Co. of Boston make a varia-
tion of this face which has the characteristics of
the original in the features of firm hair-lines, close
set, stubby serif, and ability to withstand wear,
with the added feature of greater compression.

SAMUEL NELSON DICKINSON was born in
the town of Phelps, Ontario County, New York,
11th December, 1801. After learning the trade
of a printer in the Palladium office, Geneva,
‘N. Y., he worked as a compositor in New York
city and Boston. In 1829 he began business as
a master printer. Inability to get the types he
needed led him to type-making, in which he soon
acquired distinction, his styles being preferred by
the printers of New England. He died in Rox-
bury, Mass., on the 16th day of December, 1848.
He was succeeded by Sewall Phelps, a proof-
reader of education, and Michael Dalton, an ex-
pert type-founder. After the death of Phelps
in 1863, and of Dalton in 1879, new members
were admitted, of whom now remain George
J. Pierce, Alexander Phemister, A. C. Converse,
and J. W. Phinney, trading under the firm-name
of Phelps, Dalton & Cop&0e80s50n8005%

Elzevir old-style on long-primer body, solid.
No. 19 of Phelps, Dalton & Co.
26



202 Ronaldson Old-style

The “Ronaldson old-style” was designed and
made in 1884 by the MacKellar, Smiths & Jordan
Ronaldson  Co. In this face the squared or angled
old-style shoulder of the m and n, and all other
peculiarities of old-style, are strongly emphasized.
Note the angled serifs of the lower-case, and the
added angles given to many of the capitals. It

JAMES RONALDSON was born in
1768, at Gorgie, near Edinburgh. In
1794 he went to Philadelphia and there
followed the business of biscuit-baking.
When the bakery was destroyed by
fire, in 1796, he sought a new business,
which he found in a partnership with
ARrcHIBALD BINNY, a praétical type-
founder. Romaldson contributed the
money; Binny the tools and the prac-
tical knowledge. 'The partnership,
which lasted for many years, was of
mutual advantage. Ronaldson died in

Philadelphia in 1842. @ @2 %

Ronaldson old-style, on pica body, solid.
MacKellar, Smiths & Jordan Co.
is a remarkably clean-cut letter; the counters are
deep, and each character has a notable sharpness
and clearness. It is a very popular letter with
job printers.
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The form of modernized old-style most used in
France, Belgium, and Italy is rounder, fatter, and
more open than the popular old-styles of England
or America. Usually it is of light face, with firm
and visible hair-lines. Its most pronounced pecu-
liarities are the great width of the rounded eapi-
tals and an apparently fanciful rearrangement of
stems and hair-lines. The small capitals are often
weak and inconspicuous. Some French founders
give their small capitals a wider set, so that they
seem hair-spaced, but this treatment more plainly
exhibits their meagreness. The quotation marks

FRANCOIS DIDOT, the first of a long
line of French typographers, was born in
Paris in 1689. He served apprenticeship
to ANDRE PRALARD, printer and publisher
of that city. In 1713 he was established
as a master printer, choosing for his sign
and trade-mark the « Golden Bible.» He
soon acquired a good reputation for the
beauty of his typography, of which «I'His-
toire générale des voyages» in twenty
quarto volumes is an excellent example.
In middle age he was made syndic of the
corporation of booksellers and printers.
He died 2d November, 1759. —cecmnos—

French old-style on body 11, solid.
Fonderie Turlot, Paris.
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are more distinet and of better form than those
used in the English language.

For dictionaries and cataloguesin old-style face
that have extended notes or explanations, French
Condensed printers prefer a condensed form of old-
oldstyle  gtyle, with lower-case large and capital
letters exceedingly small, in which the stem is but
little thicker than the hair-line. The capitals are
often low of height to allow the addition of ae-
cents. This condensed form of letter, known by
the name poetic-face, is still preferred in France
for poetry. Its thinness prevents the turning over
of long lines.

The Portuguese old-style on page 206 was cut
about 1804 by Joaquim Carneiro Silva, then an
engraver attached to the Typographia Regia de
Lisboa, now known as the Imprensa Nacional de
Lisboa. It has never been used out of this office,
and is not for sale. Although a distinet old-style
character, it betrays, in the mannerisms of some
of the letters, traces of fashions then prevailing.
Note the thinness of the E, the crossed bars of
the W, and the greater width of the rounded cap-
ital letters. The peculiarities of its cut may be
discerned more plainly in the capitals that follow.

ABCDEFGHIJKLMN
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French Poetic-face
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CICERO POETIQUE.

UN Général ‘d’armée recevant
de toutes parts des plantes contre
un Munitionnaire , le fit venir , &
pour premier compliment le mena-
¢a de le faire pendre. Monfeigneur ,
répondit froidement le Munition-
naire , on ne pend pas quelqu’un qui
peut difpofer de cent mille écus;
& l‘a-degus ils pafferent dans le ca-
binet. Un inftant apres , Monfieur
le Général en fortit perfuadé que
¢étoir un fort honnéte-homme.

(;eci nous apprenc} qgfén ne doit
pas )uie}' trop précxpltampent de
la condwite du prochain , ni le con-
damner fans lentendre. Il eft bien
aifé de dire que certaines gens font
des fripons , mais il faut le prouver.
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From Fournier’s ‘ Manuel Typographique.”
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THOMAS BEWICK, the reviver
of the art of engraving on wood,
was born at Cherryburn, Eng-
land, 12th August, 1753, and died
at Gateshead,8th November,1828.
In 1775 he took the first prize for
the best woodcut. In 1790 he
published a “History of Quad-
rupeds” with illustrations drawn
and engraved by his own hand.
In 1797 appeared the “British
Birds,” which at once established
his reputation as a great master
in the art of engraving on wood.

Portuguese old-style, on body 14, solid.
From the Imprensa Nacional de Lisboa, by permission of
the manager, Dr. V. Deslandes.

‘When William Morris determined to make a new
style of roman type, he selected for his model the
roman type on great-primer body of Nicolas Jen-
son. Morris put his adaptation on english or 14-
point body, but he made it very much bolder and
blacker. The Golden type, for so Morris named
it, approximates the thickened face known in
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ity of line and legibility. Jenson gives
usthehigh water ma,ri; ofthe Roman
character: from his death onwards
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lowest depth in the ugliness of Bo-
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graphers followingmoreor lessinthe
ootsteps of Caslon, have recovered

much of the lost ground ; but as their
work is almost always adapted for
machine printing it has a tendency
toexaggeration o% lightnessand thin.
ness, which may well be corrected,
in work printed by the hand.press,
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America as antique, and in England as egyptian,
more closely than it does any style now known by
the name of roman. It first appeared in 1891, in
“The Story of the Glittering Plain.” Bibliophiles
welcomed the new style as a pleasing return to
the simplicity of the early printers, and as a vindi-
cation of the superior merit of old-fashioned mas-
culine printing. Publishers did not entirely ap-
prove; they acknowledged its merit, but said that
the Golden type was too black and rude for the
ordinary book. This seems to have been intended,
for Morris made it in one size only, and refused to
sell types or matrices, or give the right to repro-
duce. Imitations have been made, but they are
seldom used for texts, and mainly for the headings
of newspaper articles, or for lines of display in ad-
vertisements and pamphlets.

The merit of the Golden type is not in its sturdy
medievalism, but in its simplicity and legibility,
and these are features which will be maintained in
future imitations, but perhaps not so emphatically,
when our effeminate style of roman shall have been
discarded. The text of the illustration on page
207 was written by William Morris, and composed
in the printing room of the Kelmscott Press in
1894. It was kindly sent as a contribution to this
book.
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Modern Faces of Roman Letter

YOT one of the styles approved in
7. England and France at the close of
the last and the beginning of this
7 century is now in favor. The forms

3 of Jackson, Fry, and Baskerville are
never imitated. Even in Italy and cnangesin
France the styles of Bodoni and Didot thefashion
had but a brief popularity. The recently °f%¥?*
revived taste in Paris for the Didot faces is re-
stricted to a few fine books, and promises to be
but a passing fancy. The only style that lasted
for many years was the fat-face of Robert Thorne,
shown on the following page.

This is the ‘“fat-faced, preposterous dispropor-
tion” stigmatized by Hansard. Between 1810 and
1840 it was a popular style, made in all sizes from
pearl to canon. In many printing houses it sup-
planted the better styles of Caslon, Baskerville, and

Jackson. Its passport to favor was the general
27 209




. The Fat-face

William Rittenhouse,
a Hollander, establish-
ed a Paper Mill near
Philadelphia, Pa., and
there made Paper for
printing about 1690.

Fat-face on paragon body, leaded.
George Bruce’s Son & Co.

belief that it was more readable and more durable
than any of the older styles. This belief was not
Fauitsof  confirmed by experience. To get a clear
the fat-face  print, from this face required more ink
and more impression, but excess of ink on the small
sizes filled the low counters and strong impression
ruined the fine lines. When it had received but
one-half the usunal amount of wear each character
was discerned mainly by its body-marks. It soon
went out of fashion as a book-type, and is used by
job printers now only in the larger sizes. Black-
ness and boldness of stem are not enough to make
a type readable and durable; width of counter,
firmness of hair-line and serif, and proper relief
of white, are really more important.
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The face shown on this page is as bold a face of
roman as will be found acceptable for a book-text.
It is carefully drawn and well cut, is not  pimitations
over black, and has fair relief of white of bold-face
space, with many other pleasing features which
commend it to job printers for catalogues, law
work, and documents; but publishers seldom select
it for a standard book. Its strong contrast of long
and sharp hair-lines with thick and black stems
makes the print dazzling and somewhat irritating
to the eye. It is not a restful type; it attracts at-
tention, but proves wearisome when diligently read.

WILLIAM BRADFORD, the first
printer in New York, was born in
Leicester, England, in 1658, and be-
gan business as a master printer in
Philadelphia in 1682. Many disa-
greements with the ruling authorities
compelled him to go to New York,
where, in 1693, he published his first
print. He printed in New York for
over fifty years. In 1725 he published
the *“ New York Gazette.” In 1728 he
had a paper mill in Elizabethtown,
N.J. He died at New York in 1752.

Modern bold-face on pica body, solid.
George Bruce’s Son & Co.
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ISATAH THOMAS was born in Boston, 19th
January, 1749, and died in Worcester, 4th April,
1831. At six years of age he was apprenticed to
Zachariah Fowles, printer, for eleven years. In
1770 he began the publication of the ¢ Massachu-
setts Spy,” which he was soon after obliged to re-
move to Worcester for fear of the destruction of
his printing office by the Tories. e soon became
eminent as a publisher; the ¢ Farmer’s Museum,”
the ¢ Massachusetts Magazine,” a folio Bible, and
most of the hymn books and school books of New
England came from his presses. He was the first
American printer who imported music types, and
printed a text in Greek. He was the founder of the
Antiquarian Society of Worcester, and the author
of a valuable history of printing in two volumes.

Scoteh-face on long-primer body, solid.
Phelps, Dalton & Co.

The plan or design for the peculiar style known
as the Scotch-face was first originated in 1837 by
Dickinson's . N. Dickinson of Boston. Alexander
Scoteh-face  'Wilson & Son cut the punches to his

order and so made the first “Scotch-face” types.
" Matrices from these punches were imported by
the designer, who cast from them in 1839 the first
types made in his new foundry. The illustration
on this page is a specimen of the types cast from
these matrices.

As first made the Scotch-face was a small, neat,
round letter, with long ascenders, and not notice-
ably condensed or compressed. A complete series
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of the Scotch-face seems to have been shown first
in America by James Conner of New York. Print-
ers acknowledged the superior grace of The Conner
this novel style, which ‘gradually sup- Scotch-face
planted every other. After thirty years of popu-
larity complaints of it were heard. Newspaper
publishers said that the first face was too small for
the body ; and the reprinters of cheap books de-
clared the enlarged face to be too round, which pre-
vented the frequent use of it in poetry. These objec-
tions led to the making of a more condensed form.

HORACE GREELEY was born in Amherst,
New Hampshire, 3d February, 1811, and died in
Pleasantville, Westchester County, New York,
29th November, 1872. His earliest training as
a printer began in East Poultney, Vermont, in
1825. In 1831 he went to New York. In 1833
he began as a master printer; in 1834 he estab-
lished the “New Yorker,” in 1840 the “Log
Cabin,” and in 1841 the “New York Tribune,”
which, during his long term of editorship, be-
came a journal of unprecedented influence in
politics. He was a clear thinker, and a ready
writer in a style of remarkable strength. A
fearless opponent of slavery he made many ene-
mies, butall hostilities ended with his death. By
general consent he takes a rightful place in the
annals of typography as  our later Franklin.”

Scoteh-face on 10-point body, solid.
James Conner’s Sons.
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The peculiarities of the condensed Scotech-face
may more clearly be seen in this specimen of a size
Acondensea ¢ut in 1854 by James Lindsay. Note
Scoteh-face  the extension dnd slenderness of hair-
line in the arch of m, n, P, ¢, a, r'; the length of
the serifs, and the general elongation of all the
characters after the fashion of French types.

JOEL MUNSELL, a publisher and
printer of eminence was born in
Northfield, Mass., 14th April, 1808,
and began as master printer in Al-
bany, New York, about 1827. Mun-
sell was an industrious collector of
books on typography, the author or
the compiler of several books on
paper and printing, the publisher of
books on American history, and a
founder of the Albany Institute. He
died in Albany 15th January, 1880.

A condensed Seotch-face on english body, solid.
George Bruce’s Son & Co.

The condensed form of Scotch-face is now out
of fashion, for its long serifs and short hair-lines
and its feminine delicacy of cut are not pleasing
when the letter has received ordinary wear. The
rounder faces of this style retain their popularity.
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FRANCOIS-AMBROISE DIDOT, son of
Francois, was born in Paris, 7th January,
1730, and died 10th July, 1804. He gave
much attention to the improvement of type-
foundingand paper-making. His system of
typographic points supplanted that of Four-
nier. At his suggestion, and by his aid, the
paper-maker Johannot first made the papier
vélin or calendered paper. His most cele-
brated works are the *‘ Davenin’ edition of
the classics, in thirty-two volumes, 4to, and
the ““Artois” edition of sixty-four volumes,
18mo, which are highly prized by collectors.

The condensed French-face on body 12, solid.
Gustave Mayeur, Paris.

This form but not this face of thin letter, which
was probably the model for the condensed Scotch-
face, was introduced to French printers quin faces
by Fournier in 1776 as a type “in the preferred
Duteh style.” Frangois-Ambroise Didot ™ ¥rance
preferred the rounder forms, but condensed faces
have always been popular in France. The French
old-style, the English-face and the Elzevir are
often preferred by French publishers for books,
but the thin form is still selected for newspapers,
pamphlets, magazines, and all the ordinary forms
of printing. Modern French taste inclines to a
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greater lightness of stem, but the general form of
the condensed style has not been seriously changed.
One variety, having ascenders and descenders of
great length, known as the poetic-face, had a great
popularity when Lamartine, Hugo, and De Musset
wrote in verse. The merit of the letter was in its
delicacy and thinness, which enabled the printer to
put on a narrow page twelve syllables in one line
of large-faced type. Although not in fashion as
it has been, it is still used in many French offices.

The face shown on this page is an American
adaptation of a prevailing French fashion. The
lower-case letters are over high, necessarily mak-

ALEXANDER ANDERSON, the father of wood
engraving in America, was born in New York,
21st April, 1775. Although a qualified student
and a licensed practitioner of medicine, he
preferred the art of engraving, beginning his
work when but twelve years of age on bits of
copper and type-metal. He was entirely self-
taught ; but he accepted the blocks of Bewick
as his models of style. For eighty years he
was a diligent worker. He made many blocks
of more than ordinary merit. LANSING, MOR-
GAN and HALL were his pupils. He died in
Jersey City, 17th January, 1870.2rvvveee

Compressed-face on long-primer body, leaded.
George Bruce’s Son & Co.
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ing short ascenders, dwarfing the capitals, and en-
larging small capitals. The characters are closely
fitted ; the serifs of contiguous stems often con-
nect; the stems are thin, and the hair-lines are
needlessly protracted. Although this style is pre-
ferred in France and Spanish Amerieca, it is not a
favorite in the United States. Yet it is a remark-
ably readable letter, and were it not for the deli-
cacy of its connecting serifs would be durable.
The lower-case letters are large and clear even in
their compressed form. To English and Ameri-
can eyes its great defect is the reduced height of
the capital letters. Its grayness of color makes
it a good letter for contrast in texts that have
wood-cut illustrations.

No type-founder has changed the form and effect
of roman letter more than Bodoni of Parma. His
first specimen of 1771 shows that he wew forms
had carefully studied the best French of Bodoni
types of that period, but it shows also the hand of
an innovator. He made his new faces rounder
and lighter, and of greater openness and delicacy.
The round letters of the lower-case were unusu-
ally short for the body, with ascenders and de-
scenders so long that the composed types had the
appearance of leaded matter. Excessive care was
given to the correct drawing of curves and ovals.
Serifs were long and flat; hair-lines had unusual
length and sharpness. He delighted in little graces
which struck every reader by their novelty. These

28
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mannerisms prevented other founders from faith-
fully copying his forms, but all of them have been
influenced by his style. He set the fashion for
light-faces and round forms, and for that imitation
of copperplate effects which has so seriously dam-
aged the appearance of the books of this century.

Firmin-Didot of Paris, equally able as printer
and type-founder, undertook the difficult task of

FIRMIN-DIDOT, the second son of
Ambroise, and brother to Pierre,
wasborn in Paris, 14th April, 1764,
and died 24th April, 1836. Hewasan
expert type-founder, and a skilled
printer. The neat types of several
of his father’s editions were cut by
his hand. He did good work for
thedevelopment of stereotypingand
map-making. He was appointed
printerto the King and to the French
Institute, and was decorated with
the medal of the Legion of Honor.
His portrait is in the gallery of the
Louvre,and his bustis in the hall of
the National Printing Office, Paris.

Eighteenth-century French-face on body 12, solid.
Gustave Mayeur, Paris.
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making a bolder type with the round form, sharp
lines, and true curves of Bodoni. His first face
was an obese letter of harsh contrasts, for it op-
posed thick stems to feeble hair-lines and fragile
serifs. After being out of fashion for sixty years,
this Didot style was revived by Mayeur, who has
faithfully reproduced its general effect. Other re-
productions of the different styles proposed by
Didot are made by several founders of Paris.

JOSEPH ALEXANDER ADAMS, engraver on
wood, was born at New Grermantown, New Jersey,
in 1808. He died about 1870. In his boyhood
he was taught the trade of a printer in which he
excelled ; but he preferred and followed the busi-
ness of engraving on wood. About 1840 he ar-
ranged with Harper & BroraEers for publication by
that firm of an edition of the Bible, he to furnish
the engravings and control the printing. On this
work he developed the method of overlaying and
making-ready woodcuts that now prevails in the
United States. For this work he invented the pro-
cess of electrotyping woodcuts. Four- and six-roller
Adams presses were first made at his suggestion.

Engraver’s hair-line on long-primer body, solid.
George Bruce’s Son & Co.

The engraver’s hair-line was often used in books
about fifty years ago for quoted mottos in titles,
for summaries of chapters, and for sub-headingsin
books and pamphlets intended to show a feminine
elegance or refinement. Although a well-drawn
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and carefully cut letter, it has been supplanted by
other forms of light-face much inferior in merit.
Condensed forms of letter have always found
most favor with publishers of small-margined and
Declineot  d0uble-columned octavos, with the re-
thin and con- printers of standard books in shabby
densedfaces forms, and with inexperienced news-
paper proprietors who mistakenly attempt to
crowd too much matter into a given space. Their
judgment has been overruled. Intelligent book-
buyers resent this parsimony in type and margin,
and call for the round and open faces which are
now regarded as the more suitable for books of
merit. The illustrations on these facing pages

GEORGE CLYMER, inventor and
manufacturer of the once celebrated
Columbian printing press, was born in
Bucks County, Pennsylvania, in the
year 1754. Clymer at a very early age
had earned good repute as a scientific
and skilful mechanic. In 1817 he in-
troduced his Columbian press in Eng-
land, where it was highly commended.
He died in London in 1834. ereeee

Round-face on piea body, leaded.
George Bruce’s Son & Co.
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HORACE WELLS, the pioneer of type-
founding in Cincinnati, was born at Hart-
ford in 1797, and at the age of sixteen was
apprenticed to a cabinet-maker. In 1820
he was selected to superintend the wood-
working department of the foundry estab-
lished in Cincinnati by Elihu White, and
now known as the Cincinnati Type Foundry,
the first types in which were cast July 4 of
that year. In this foundry he gradually ac-
quired a practical knowledge of the details
of type-making, and also attained some dis-
tinction as a punch-cutter. He became the
general manager, and ultimately the pro-
prietor, of the foundry. He died in 1851.

Round-face on long-primer body, leaded.
Farmer, Little & Co.

are fair exhibits of a prevailing fancy for round-
faces. When new, carefully printed and judi-
ciously used, the round-faces produce Round-taces
a pleasing effect, but many of them of light lines
are too frail for general use. Sharp and thin lines
are not in so much favor as they were thirty years
ago. The round-faces with sharp lines are effec-
tive only when printed in the form of leaded or
double-leaded composition with broad white mar-
gins. When set solid and printed on ordinary
paper with narrow margins they are unpleasing.
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The illustration on this page is of an extremely
light face of decided merit, but which is too thin
Askeleton and too light to be used as a text-type
round-face for descriptive matter set solid. It
shows to best advantage in leaded or double-
leaded poetry, or in any work which has broad
margins and large spaces of white. It finds fre-
quent employment in the titles or descriptions
of plates when these titles are printed, as is the
fashion, on thin paper facing the plate, but in any
place it is a strain on ordinary eyesight.

ELTHU WHITE, who established the type-
foundry now known as that of Farmer, Little
& Co., was born at Bolton, Connecticut, 27th
July, 1778. His first business was that of a
bookseller and publisher. In association with
a Mr. Wing he undertook to make type, with-
out any knowledge whatever of the theory or
practice of the art. In 1810 he took his un-
developed type-making tools to New York,
and soon after began a prosperous business.
With William M. Johnson of Hempstead, he
gave much time to the development of a type-
casting machine. He established foundries in
Buffalo and Cincinnati. He died in 1836.

Light-face on sma.ll-picavbody, leaded.
Farmer, Little & Co.
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RICHARD MARCH HOE was born in
New York, 12th September, 1812, and
died in Florence, Italy, 7Tth June, 1886.
At the age of fifteen he began to work
in his father’s printing-press manufac-
tory; at twenty-one he was the head of
the business. He made many improve-
ments in printing machinery. His
first notable invention was the Type-
revolving Rotary-printing machine,
patented in 1847. His latest achieve-
ment was the Web-perfecting printing
machine, which prints from an endless
roll, cuts, folds, and delivers perfect pa-
pers at rates of speed, varying with the
size of the sheet, from fifteen to sixty
thousand copies an hour. szslzsizslzslz

Broad form of light-face on brevier body, double l;eaded.
Farmer, Little & Co.

The face on this page, which is as broad as it
is light, is seldom used as a text-letter for stan-
dard books. Its delicacy disqualifies it Broad form
for general use, but it is an effective of light-face
letter in fine pamphlets, catalogues, and orna-
mental job-work, when the composed lines have
been liberally widened with leads. The larger
sizes are used for book titles, running head lines,
and as a display letter.
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The prevailing fashion of light-face in France
is entirely distinet from any used in Great Britain
or America. French type-founders of the present
time lean to English forms, but that they have
not freed themselves entirely from the manner-
isms of the old French masters may be seen in
the square, trim, and compact appearance of the
specimen subjoined. Note that the ¥, S, @, and I
seem to be entirely new forms.

AMBROISE FIRMIN-DIDOT, the son of
Firmin, and a great-grandson of the foun-
der of the house, was born at Paris, 20th
December, 1790, and died 22d February,
1876. He was eminent as a printer and
as the publisher of famous books; was a
punch-cutter and type-founder, the presi-
dent of several typographical societies,
printer to the Institute, a diligent and in-
telligent collector of books, a member of
the Municipal Council of Paris, repeatedly
juror at Universal Expositions, officer of
the Legion of Honor, author and translator
of many books and pamphlets of authority,
and beyond question the most learned
and ablest typographer of France.

Modern French light-face on body 10, leaded.
Gustave Mayeur, Paris.
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Publishers of newspapers have had unsatisfac-
tory experience with every variety of condensed
face. They testify, as do all book print- Why broad-
ers, that condensed types wear out too faces were
soon, and show their wear when but half Intreduced
worn in muddy presswork and indistinet figures
and characters. Fair trial has thoroughly dem-
onstrated that the saving of space made by the
selection of a lean letter is not a sufficient offset
to bad presswork and needless wear. Publishers
now go to the other extreme, and require faces of
unusual breadth, which American type-foundries
furnish in great variety. The specimen here shown
is a fair example of a recent style.

GEORGE P. GORDON, printer and inven-
tor, was born in Salem, New Hampshire,
21st April, 1810, and died in Brooklyn, N. Y.,
27th January, 1878. The needs of his busi-
ness, as a master-printer of New York city,
induced him to make improvements on the
ineflicient small printing machines then in
general use. In August, 1851, he patented
the first form of the machine now known
as the Gordon Press, which ever since has
been approved of in this country, and under
other names in Europe. He was granted
more than fifty patents for improvements
in printing machinery. .o @ o @ o @ o

A broad-face on 10-point body, solid.
James Conner’s Sons.
29
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Many broad-faces have short descenders and
long serifs to fill the gaps made by widely sepa-
Faultsof  rated stems. In some of them the ex-
broad-face pansion of the letter is so great that
there is no fair relief of white space between the
lines. The impression required for all over-broad
faces, with shortened ascenders and without due
relief of white between lines, must be nearly as
severe as that given to the old fat-faces. Book
printers and publishers have always objected to
over-broad faces as mechanically incorrect. The
wide separation of stems required by this style
makes more difficult the proper fitting of bodies.

JAMES HARPER, the founder of the print-
ing and publishing firm now known as that
of HARPER & BROTHERS, was born in New-
town, Long Island, N. Y., 13th April, 1795,
and died in the city of New York, 27th
March, 1869. For many years the business
was managed by James and his three broth-
ers : JOHN, who was born 22d January, 1797,
and died 22d April, 1875 ; JosEPH WESLEY,
who was born 25th December, 1801, and died
14th February, 1870 ; FLETCHER, who was
born 31st January, 1806, and died 29th May,
1877. James Harper was elected mayor of
the city of New York in 1844. The business
is now managed by their sons and grandsons.

Broad-face on 10-point body, solid.
MacKellar, Smiths & Jordan Co.
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ISAAC ADAMS, inventor of the
Adams power printing press,
was born in Rochester, New
Hampshire, in 1803, and died
in Sandwich, New Hampshire,
19th July, 1883. His first press,
with frame of wood, was made
in 1828. It received many im-
provements in 1884, and was
even then accepted as the best
press for book printing. About
1836 he formed a partnership
with his brother Seth (born in
1807, died in 1873) for the man-
ufacture of the presses, which
partnership ended in 1856. ¢+ %

Expanded-face on brevier body, double leaded.
Gteorge Bruce’s Son & Co.

Although very broad or expanded faces are un-
acceptable to publishers of books, they are really
needed in any form of composition in which it
seems necessary to fill the space as to width more
than as to height. They give a clearness to print
which is not to be had by the use of ecapitals or
of any other form of letter, and they are entirely
free from the appearance of bold or vulgar dis-
play. Job printers use them to good advantage
in circulars, catalogues, and fine pamphlets.
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Some publishers and many printers have tired
of light-faces. Book critics have rightfully com-
weak types Plained of a deficiency in blackness of
make weak ink in recent books. In much of this
presswork  ghjectionable presswork the fault is due
more to weak types than to weak ink. Under the
conditions that control ordinary presswork it is
not possible to show vivid blackness on thin lines
that will not hold the needed ink. Surrounded by
an excess of white the thin lines must seem com-
paratively gray. Printers have also objected to
types with sharp hair-lines that are soon flawed or
crushed. The desire of the proprietor of the River-
side Press for a bolder-faced type which would re-
ceive a proper amount of black, and yield a fair

HENRY O. HOUGHTON, printer and publisher,
was born in Sutton, Vermont, 30th April, 1823.
He was taught printing in Burlington, but devoted
his spare hours to study. In 1846 he graduated
from the University of Vermont. After service as
a reporter on a Boston newspaper he established, in
1852, the “ Riverside Press” at Cambridge, Massa-
chusetts, under the name of Henry O. Houghton &
Co. 1In 1872 he was elected mayor of Cambridge.
‘In 1878 he acquired the ownership of the business
of the old publishing house of Ticknor & Fields.
The business is now carried on under the name of
Houghton, Mifflin & Co., Boston and New York.

Riverside-face on long-primer body, solid.
Phelps, Dalton & Co.
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measure of wear, led to the cutting of this River-
side-face. His request for a complete series was
refused by one type-foundry for the rea- tne River-
son that it could not be sold. Another side-face
founder cut a full series for book-work which has
been used with best results. In this series the
stems of the letters are not only thicker but longer,
and the hair-line has a visible thickness.

These good features are shown more clearly in
a new variety of firm-face of broad form, which is
designed for hard usage on newspaper work. The
hair-lines are unusually thick, the serifs are short,
and will successfully resist the wear of the mould-
ing-brush, the lye-brush, and the proof-planer. It
will take ink readily, and make a readable print
without undue impression.

THOMAS MACKELLAR was born in the city of
New York, 12th August, 1812, and was taught the
trade of a printer in the prinfing house of J. & J.
Harper. In 1833 he was proof-reader in the type
and stereotype foundry of Johnson & Smith of
Philadelphia. When Johnson retired, he became
the senior partner in the new firm of MacKellar,
Smiths & Jordan. Heis the author of the ‘“Amer-
ican Printer,” and for many years was the editor
of the “Ty‘pographic Advertiser,” and the witty
and wise ‘‘Specimen Book?” of the MacKellar,
Smiths & Jordan Co. Selections from his contri-
butions to journals were Published in Philadelphia,
1878, under the title of ‘‘Rhymes Atween Times.”’

Firm-face of broad form on 8-point body, solid.
MacKellar, Smiths & Jordan Co.
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Students and book and newspaper printers are
fully agreed as to the worthlessness of the sharp
hair-line. Punch-cutters and job printers who try
to compete with lithographers and copperplate-
engravers seem to be the only typographers who
care to perpetuate this feminine feature which
has so seriously degraded modern printing. To
make a readable type the sharp contrast between
thin and thick lines should be avoided; the hair-
line should have a visible thickness even in small
sizes, for this increased thickness is really needed
as much to give legibility as to prevent wear.
The continued popularity of the old-style is due
more to the clearness produced by its strong lines
and serifs than to its quaintness of form.

The defects of the ordinary faces of roman type
are most noticeable in the smaller sizes. Texts
Lightlines 11 Pearl or diamond are hard to print.
cause weak Too much ink makes the letters thick
presswork  and muddy; too little ink makes them
gray and indistinct. Even when inked with dis-
cretion, the effect of presswork from small types
is that of feebleness. Small types show little of
the stem and still less of the serif and hair-line;
they have not surface enough to carry a good
body of ink. To remedy this fault, Quantin of
Paris had made for his miniature editions! a re-
modeled light-face antique, in which all the lines
were nearly of uniform thickness.

1 ¢“Horace: odes et épodes,” 24mo, illuminated. Paris, 1883,
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The introduction of the Riverside-face of the
late Henry O. Houghton, the Cushing style, the
“Golden type” of William Morris, the Jenson face
of Phinney, and the Century face of the De Vinne
Press, are the practical protests of experienced
printers against the growing effeminacy of modern
types. Readers of failing eyesight rightfully ask
for types that are plain and unequivocal, that re-
veal the entire character at a glance, and are not
discerned with difficulty by body-marks joined to
hair-lines and serifs that are but half seen or not
seen at all. The Morris and Jenson styles may be
needlessly bold for readers of excellent eyesight,
but they are attempts at an improvement in the
right direetion, which will be maintained.

The Motteroz-face on the next page is another
attempt at a letter that may be read more easily.
It has too many French peculiarities to commend
it to readers who have been used to English mod-
els, but every reader must admit the propriety of
some of its innovations. It is not too bold or
black, and is notably round and clear. Characters
like s, a, I, g, which always have been pinched,
in deference to type-founding traditions, are here
made of full breadth, and are recognized with
ease. The high strong arch of the m and n, and
other features of the old-style, have been retained.
Here its designer’s reforms have stopped. He has
not thickened the hair-line, which is as sharp as
before, nor has he angled or bracketed the serif.



IR2 Motteroz-face

Although the type-founders and printers of France
object to its departures from the accepted stan-
dards of form, it has been chosen by the Municipal
Council of Paris as the most readable letter for its
school-books and official publications. It is made
for and used by Motteroz only, and is not for sale.

CLAUDE MOTTEROZ was born in
1830,at Romanéche (Sadne-et-Loire).
Asthe descendant of an old family of
printers he was taught printing, to
which he added the practice of other
crafts. In1874he established in Paris
alarge atelierfor photographic repro-
ductions by lithography, about which
he has written two treatises deemed
of high authority.” In 1876 he devised
this form of roman letter. He is the
printerand publisher of manyschool-
books which have been adopted by
the Municipal Council of Paris. As
proprietor of large printing-houses,
and as a contributor to ‘‘I'Imprim-
erie” for many years, he has exercised
amarkedinfluence upon the develop-
ment of IFrench typography. stzstz<t

The Motteroz-face, on corps 11 (a large small-pica), solid.
By permission of M. Motteroz.
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The accompanying illustration is intended to
show the different methods pursued by Didot and
by Motteroz. In the Di-
dot style note the greater
length and sharpness of
the hair-line, the short- u Il 0
ness of the serif, the stiff As made by Didot.
uprightness of the stems,
especially in the interior
of the 0. In the Motteroz u n O
style note the strength of
the arch in N and U, the
comparative shortness of
hair-line and the greater decision given to the O.

M. Motteroz claims that this face on body 5 is
more readable than the ordinary faces on body 6.

As made by Motteroz.

Tous ces grotesques mots, Gaillarde, Trimégiste,
Gros-texte, Gros-canon, fastidieuse liste

De vains noms qu’ont portés tant de types divers,
Et dont le seul récit attristerait mes vers,

Noms qui de leur grosseur et de leur différence .
N'ont pu donner encore aucune connaissance,

1l sut les transformer en d’autres plus heureux

Qui marquent clairement tant de rapports entre eux.
Son nouveau typomeétre offre une régle sire:
Chaque type s’accroft par égale mesure,

Et la gradation qu’avec art il suivit

Est aussi juste a I'ceil qu’elle est claire & I'esprit.

Pierre Dibor, “Epitre sur les progrés de Pimprimerie.”

Motteroz-face on body 5, leaded.
By permission of M. Motteroz.
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The specimens of roman face here shown are
necessarily incomplete, for it is not practicable
in this work to illustrate all the styles made here
and abroad. Every large type-foundry makes at
least three, and sometimes twelve distinet faces of
roman letter on the bodies mostin use. Although
distinet, the variations in many of these faces are
too slight to be perceived by the inexpert. The
illustrations previously presented are sufficient to
show the styles that have most character. They
show also the drift of popular taste, and the lines
on which efforts at improvement are being made.

New styles are not always the outecome of ca-
price; often they are made to avoid difficulties.
Mo azans ‘When book printing had to be done
designed to 01 cylinders the long ascenders of Bo-
conformto  Joni were abandoned, for they could
new methods . .

not properly resist the force applied.
When stereotyping had to be done by the papier-
maché process, which requires the beating of types
with a stiff brush, the long and sharp serif was
supplanted by one that was short or stubby. The
straightened beaks and fewer kerns of modern-
faces are so made to insure their proper mould-
ing in wax or plaster. The thicker hair-line, the
bracketed serif, the more open form and deeper
counter of some modern styles are necessary for
a greater durability and legibility.

It is remarkable that the general form of the
roman letter has changed so little. There is con-
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tinual demand for novelty in letters which type-
founders find difficult to meet. Some of the pro-
posed novelties vary but little from ,y40,000tant
the regular models; some have the au- changes are

thority of Bodoni or of Didot; some °Pectionable
are clever imitations of the styles of medieval cal-
ligraphers of eminent ability, but every attempt
at ornamenting roman letter is invariably rejected
by authors and experienced printers. For any
serious innovation high authority is disregarded ;
a marked variation of form is enough to forbid
its use in books. However meritorious the new
form may be, it can be used only by job printers.

The twenty-six letters of the roman alphabet
imperfectly represent the vocal sounds of any lan-
guage, but every attempt to increase the number
of characters has failed. Authors of dictionaries,
who best understand the difficulties of the sub-
ject, are content when they add accents or dia-
critical marks to the letters. It is not probable
that new characters will be introduced. Phono-
type utilizes all the old letters and adds several
new characters, but there are no indications that
1ts new alphabet will supersede the old.

Some of the characters now provided may be
abandoned. The beak given to the f compels the
making of five distinet characters, fi, fl, ff, ffi, ffl,
to avoid kerns. Some founders are now cutting
the f without a kern, and this improvement should
make all the doublets unnecessary.
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Small capitals are often unsatisfactory. Accord-
ing to the rules laid down for emphasis or display,
Weakmess & Word in small capitals should be more
ofsmall prominent than one in italic; but small
capifals — capitals are usually made thin and weak,
so that really they are of inferior prominence.
Some publishers prohibit all small capitals in the
text, preferring to make any distinetion they need
by using the lighter faces of antique or clarendon.
This weakness comes from cutting small capitals
of the same height as the round letters of a small
lower-case. In this restricted space it is not pos-
sible to cut small capitals of becoming prominence
without widening the letters to a degree which
makes them bad mates for the large capitals. The
only remedy is to make them higher. As usually
made, small capitals are difficult to cut, as well as
ineffective in print. This difficulty tempts foun-
ders to make one set of small capitals serve for
two or more distinct faces. An inexpert can sel-
dom detect the mismating. Properly made, after
the fashion of the small capitals now provided for
some faces of ornamental letter, a higher small cap- -
ital of roman would be much more freely used
in book-work. The difference between the small-
capital and the lower-case O, S, W is slight, and to
be detected only when the two forms are put in
contrast. To prevent a mixing of the two sorts,
a special nick ploughed in the body of the small
capital would be an important improvement.
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Arabic figures have been changed more than
any other characters of the font. Some of the
forms made by the early printers cannot g, ions
be deciphered by an unschooled reader. in arabic
Their oriental irregularities were gradu- 8"
ally reduced to a reasonable degree of uniformity,
so that the old-style figures made by all founders
of the eighteenth century differed but little as
to form, and were never misleading or uncertain.
Each figure had a distinet form and definite posi-
tion: the I, 2, and O were the short characters,
occupying the middle of the line; the 6 and §
were ascending, and the 3, 4, 5, 7, and Q de-
scending characters. In a text of lower-case, or
in a large table of figures, one figure could rarely
be mistaken for another, even when the figures
were worn and bruised. That irregularity of form
which makes figures distinet in a text of lower-
case is a positive defect when they are put in a
mass of even-lined roman capitals. In this posi-
tion the old-style 1, 2, and O are too small: they
look like wrong fonts. Perception of this defect
prompted the designers of modern-cut letter to
make all figures of the same height, and put them
in line. This innovation has been accepted as an
improvement which will probably endure.

To facilitate the composition of tables, figures
have been cast on the n-set, which is wide enough
for all the regular characters in texts of lower-
case, in brevier and larger bodies. For the frac-
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tions, which are proper adjuncts of the regular
figures, this n-set is too narrow. When hurriedly
Faults o  Printed as newspapers must be, on weak
figuresof paper with weak ink, the fractions, and
smallsize  g5metimes the figures, of an important
table are often choked with ink and made indis-
tinet. Founders were gradually induced to make
the fractions of small bodies on the m-set. This
was but a partial improvement, for the figures were
still too narrow. The difficulty was not overcome
until the figures were put on the wider set of two
thick spaces or two-thirds of an em. Some foun-
ders make them on the body of three-fifths or two-
fifths of an em. These broad figures are used
chiefly by newspapers, and to some extent by book
printers when figures are required in lines of cap-
itals. A broad figure is needed for capitals as
much as a narrow figure for lower-case.

Many attempts have been made to improve the
form of modern figures. The forms of Didot here
Figuresof Shown, I 2 3 4 56 7 8 9 O, are
bad form  probably the most striking innovation,
but they have not been accepted. A far more dis-
agreeable form has been made popular in France,
Belgium, and Holland. Here is a
figure 3 and a figure 5. The figure
3 has an oblique hair-line; the fig-
gure 5 has a straight hair-line. There
is no other line of difference. When these hair-
lines are attached to fat-face figures, the hair-lines
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are practically invisible at a short distance, and a
confounding?! of the 3 with the 5 is unavoidable.

The signs of £ for pounds and of $ for dollars
are usually made on an irregular set, which com-
pels unnecessary work in the justification of nar-
row columns of figures. This needless labor could
be avoided by putting them upon the n-set or the
set of three-fourths of an em.

The characters required to indicate a quotation
(reversed commas at the beginning, and apostro-
phes at the close) are clumsy. When o,o¢ation
the commas are on the four-to-em set, marksare
and the apostrophes on the five-to-em U"Pleasing
set, this inequality makes them bad mates. Used
singly they are too weak; used in pairs they pro-
duce offensive gaps of white space. The French
method of using a distinet reversible sign for quo-
tations, which is put in the middle of the face, is
preferable in every way. 2

Italic points of punctuation are objected to by
those who maintain that letters only should be in
italic, and that points should not be inclined. To
use upright roman points only makes unsightly
work. There is a real need for inclined points,
although they are too often used unwisely.

Points

1These figures are often used
to specify paintings in foreign

logue. There is no excuse for
these figures. Printers should

picture-galleries, to the annoy-
ance of visitors, who frequently
are led by them to seek a wrong
reference in the printed cata-

join with founders in expelling
them from typography.

2 See these signs of quotation
in the French type on page 203.
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As usually made, some of the minor signs of
the font could be improved: the * is too weak,
Weakness  and so are the 1, §, §. These signs have
of the minor partially been supplanted by superior
characters  fionres and letters, but they would be
more freely used if they were stronger. The (
and [ provided for bold-faced types are usually
feeble. On the contrary, the braces, dashes, and
leaders are sometimes too thick and bold, much
inferior to the neater forms of the French foun-
ders. Superior figures or letters are often too light
and of too small size. The diphthongs & and C@
are not needed for words purely English, but their
occurrence in Latin compels founders to provide
them for the five series of a complete font. These
diphthongs, A, (B, &, @, ®, o0, &, (I, v, @,
find so little employment that usually they are as
good as new when the rest of the font is worn out.
The long {; with its doublets, and other abbrevia-
tions or logotypes of the early printers, have been
abandoned, but the diphthongs seem to be firmly
embedded in the modern alphabet.

A series of book-faces should embrace sizes from
pica to pearl inclusive; a series of newspaper-faces,
A full series 1l sizes from bourgeois to agate in-
of book-and eclusive. Not all the faces here shown
newsfaces a5 specimens are made in complete se-
ries for book-work, but those that are most used
have bodies enough for an ordinary book-text.
It is possible now to set text, preface, extracts,
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notes, and index in different sizes of the same
face. Sixty years ago a complete series of
any face of modern-cut (the fat-face excepted)
was rare. The printer of that period was
often compelled to use two or more unlike
faces on the same page; sometimes four or
more in the same volume, always with dis-
agreeable effect.!

Type-founders of the present time usu-

ally stop a new series of book sizes with
the body of pica, alleging that

o

e

? 5 Rarity of
there is very little demand for romans ot

the larger sizes. This is true, !Areesize
but the deficient demand is largely due
to the unsatisfactory supply. One can
buy in series (but not so complete as is
needed) the Caslon or Elzevir old-styles,
but these quaint forms can be used with
propriety in but a limited amount of
printing. There are one or two series

of light-faces not so complete which
are adapted for ornamental typog-
raphy only, as their long serifs and
L faint hair-lines unfit them for every-

day practical work. Beyond these

1¢The book-printing of the present day is
disgraced by a mixture of fat, lean, and het-
erogeneous types, which to the eye of taste
L is truly disgusting; and it may perhaps be

said with truth that a much greater improve-
ment has taken place in the printing of hand-
bills than of books.” Hansard, p. 355.
Elzevir.
31
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M is practically nothing, for the stiff forms of
M Dr. Fry and his imitators, which still keep a
place in too many specimen books, are prac-
tically obsolete. This scant supply of large
sizes seems surprising when one notes the
M profusion of blacks, seripts, and ornamentals
on large bodies in the specimen books of all
established type-foundries. The excess of
display letter shows that job printers buy
more than book printers, and that their
wants are more cared for.

The inadequate provision of large sizes
of roman capitals is most noticeable in
the composition of book titles, for which
capitals only are needed. Book titles, al-

ways difficult to compose in good form,

call for many sizes and for a closely
M graded series of uniform face. This
close grading with strict uniformity is

rare in a series of modern-cut two-

line letters. As a rule the two-line
types provided for books are capri-
ciously selected by founder and by
printer, with insufficient attention

to their possible disagreement of

face. Some are a trifle fat, others
a trifle lean ; some have thick and
others thin stems; some have flat
and long and others short and
bracketed serifs. That series is

Caslon.

=
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M rated as complete which embraces all the reg-
j ular bodies from two-line diamond to two-line
great-primer, but every compositor of titles

M soon finds that these are not enough. * He
M needs intermediate sizes that are not made
by any type-founder; he needs capitals that

M are smaller, and two-lines that are larger
M than any in the series. As substitutes for
the deficient faces he has to resort to the

I capitals and small capitals of ordinary text-
types, to two-lines of other series, to con-
M densed faces, to italic capitals, and black-
letter. A title composed of incongruous

M faces is always unpleasing. The author
is usually quick to notice discord, but he

has not the technical knowledge needed

|~I to enable him to detect its true cause.
He imputes the discord, not always right-

fully, to the bad taste of the compositor,

I ~ I when oftener it should be imputed to the
scant supply of sizes and the incon-

gruity of faces. Some publishers have
been so annoyed by the wide gaps be-
tween existing sizes of two-line let-

ters, and the incongruity of any

substituted face, that they have
ordered special lines, and some-
times the entire title, to be en-
graved, too frequently, it must be
admitted, without improvement.

A modern-cut,
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Others have ordered a title for a text in modern-
cut to be set either in Elzevir or Caslon old-style,
which appear to be the only available styles that
have a passably complete grading of sizes. The
impropriety of a title in old-style before a text in
modern-cut is foreseen and deplored, but it seems
a fault not so offensive as the mixing of unrelated
two-lines on the same page.l

For book titles, and also for the initial letters of
chapters, two-line capital letters are needed, which
should be graded in height and in
width so as to show a slight but reg-
ular increase in advancing sizes, and
this increase should be graded as nicely in width
as in height. The preceding illustrations show
the range of any ordinary series. Their grading
as to height—two points between smaller and
four or more points between larger sizes — seems
close enough; but their grading as to width is
far more irregular, as will be seen by compar-
ing the measurements (in points) of the different
sizes in that direction. For many displayed lines

Two-line types
irregular and
badly graded

1 The unconventional book

titles of Pickering and Hough-

ton are sometimes a surprise to
printers, who have frequently
hazarded the assertion that these
departures from the established
usage are servile imitations of
sixteenth-century fashions. Im-
itation was not the motive: it
was the inability to find types
suitable in face and body that

led to the adoption of the ruder
old practice. Many recent books
from European presses have
the larger lines of display in
their titles set in light-faced
antique, celtic, or runic. These
faces are not preferred by any
publisher ; they are accepted
only because roman capitals of
a proper size and firmness of
hair-line could not be procured.
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in titles the smaller of two proximate sizes is too
little and the larger is too big. To space out a

Modernized old-style capitals and two-lines.

short line entirely changes the appearance of the
character, and breaks the intended harmony of
composition ; to select the size that is needed from
another series is a disagreeable alternative, for the
type so selected must be of an incongruous face.
The illustrations here given in five distinet series
of capitals and two-line letters, from four foun-
dries, show plainly the uneven grading of the sizes.

The two-line letters that are now provided are
very frequently false to name. They line only
with a few sizes of solid type, and seldom line

MMMMMMMMMM

A series of two-lines and capitals of light-face.

at all with leaded type. A strict two-line should

line not only with the top of the upper line but

with the bottom of the lower line.! There is a
1See page 59.
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real need for two-lines on the bodies of 26-, 30-, 34-,
38-, 42-, and 46-point; and the faces cut for these
bodies should be true intermediates, in width as
well as in height, of their proximate faces. The
new sizes are required to complete the deficiencies
now existing in the series of Elzevir, Caslon, and
modernized old-style provided by American type-
founders. For the still more incomplete series of
light-face, Scotch-face, and bold-face, many more
sizes and bodies are desirable.

Nor should this improvement stop with added
faces and bodies of two-line letters of the standard
Three wiaths  Width. A full series of lean-faces and
of roman cap- of fat-faces, to line and mate with the
ltals needed  gtandard-faces, should be provided for
each body. The lean-faces should not be notice-
ably condensed, nor the fat-faces offensively ex-
panded. The variation should be slight, so that

HE HEe

Standard Lean

the types of a lean- and a standard-face, or of
a fat- and a standard-face, may be used together
in the same line if occasion require. Assuming
that the standard width of the twenty-six capital
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letters is twenty ems of its own body, the full ser-
ies of lean letters should measure about eighteen
ems, and the full series of fat letters should mea-
sure about twenty-two ems of the same body. Each
series of fat, lean, and standard form should be
cut of the same height, thickness of stem, and
length of serif. The peculiarity of the style, and
the exact lining of all the characters, should be
maintained in each series.

With types made after this system the charac-
ters of each proximate series could often be used
interchangeably. Set in types of stan- advantage to
dard width, a line that is too long for compositors
the measure could be cut down to proper length
with types of the lean form. This could be done
without any loss of perspicuity, and without pro-
voking any suspicion as to the possible change of
face. Provided with a complete series of two-
line letters of uniform face, and of three distinet
widths, the compositor of book titles would find
his task as easy as it is now difficult. The improved
appearance of a title-page that has been composed
in types of uniform face, that has not been dis-
figured with spacing, and that gives proper promi-
nence to each line, needs no explanation. The
cost of a complete series of two-line letters made
after this plan would be great, but the benefit to
be had therefrom would be equally great; for the
time that is now lost, without any compensating
benefit, in futile attempts to compose book titles
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with insufficient sizes and faces of type would
soon pay for the cutting of many series.
Romans of large size and two-line capitals will
be bought more freely when they are made much
Frallty of  SUYODEeT. Types with protracted hair-
modern-cut lines and long, weak serifs, like those of
two-lines  the fashion now prevailing, are no more
adapted for the general work of a printing house
than kid gloves are for manual labor. A prudent
printer, who foresees the risks of injury that types
of this cut have to meet, regards them as a luxury,
for they are quite as frail as secript, and can be
judiciously used only for printing that is intended
to be light, delicate, and feminine. No one dares
use them for posters or for ordinary job printing.

Scotceh

A six-line roman of light-face.

They find but a limited employment in book titles
and newspaper headings: even in this small field
of service they are often rejected as unsuitable.
The six-line roman here shown, which is of a full
series of both roman and a mated italic on many
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bodies from agate to ten-line pica, has a remark-
able beauty of form, but is relatively weak. It
will be found entirely unsuitable if used in a book
title for a display line in red ink. Bold as it may
seem, there is not surface enough on the larger
sizes to show a good color, and it is too feeble
to resist ordinary wear. If it be compared with
the Elzevir or the Caslon capitals shown on pages
241-2, the reader cannot fail to note the superior
fitness for general service of the older forms.

If an approved face of modern-cut capital were
made with the thick hair-line and strong serif of
these sturdy old-styles, and if this new wny the o1d-
style were cut as has been recommended style is liked
for every body in the three distinct series of a lean,
a standard, and a fat shape, the preference now
given to the old-style character would be largely
diminished. The new capitals would have all the
strength and readability of the.old-style, with a
precision of form and a mechanical grace of finish
not to be found in any of the earlier models.

The specimens of firmer faces shown on previ-
ous pages are indications that the admiration for
hair-lines and for emasculated printing is nearing
itsend. To these specimens may be added another
style recently introduced by the American Type
Founders Company, which is illustrated on the
following page. The stem and hair-line are prac-
tically of the same thickness, yet the face is light
and inviting. It promises to be a readable letter.

32
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DR. JAVAL'S NOTIONS ABOUT SERIFS.
These attachments to the stems were not put on
purely as ornament, nor kept there only in obedi-
ence to tradition. They can be seen in English
manuscripts of the seventh century; they were
used by Italian calligraphers; they were adopted
by the earliest printers of RoME and of PARIs;
they continue to be used to this day for the pur-
pose of increasing the readability of the characters.

10-point Cushing or Monotone.

Some early forms of roman letter have never
been reproduced. Ome style, probably drawn by
Robert Granjon, used by the printers of Lyons,
and occasionally by Froben of Basle, is really as
light as that of the thinnest of modern light-
faces, yet it has no sharp hair-line, not even in
the smallest capitals.

COPLEY

Double great-primer Copley.

The Boston Type Foundry makes a few large
sizes of roman capitals of quaint form, in imita-
tion of a peculiar style devised by the old sign-
painters of that city. This Copley face is pro-
vided with small capitals, and is not an unpleasing
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variation of the standard form. Although useful
for display lines in job-work, modern taste con-
demns it as too bold for book titles or for initials.

ABCDEFGHIJKL

A bold-face in fashion from 1810 to 1825.

ABCDEFGHIJKLMN

A medium-face with the flat serifs in fashion from 1820 to 1840.

ABCDEFGHIJKLMNO

A light-face with flat serifs, of a later period.

ABCDEFGHIJKLMNO

A medium-face of the present style.

ABCDEFGHIJKLMN

¢ Half title” of modern cut with bracketed serifs.

ABCDEFGHIJKL

A light-face of modern cut.

Six series of two-line letters on 16-point body.

The illustrations of two-line faces on this page
are fair specimens of styles that have successively
prevailed in this century. Since the fat-faces went
out of fashion the tendency has been toward light-
ness or delicacy as to face, and frequently to nar-
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rowness as to shape. For some styles of text-
type not one of these faces is really suitable: the
bold-face may be too bold, and the light-face too
light, to serve either as an initial or as a letter for
the title. There are not sizes enough of any style,
but the letters of different styles cannot be used
together even in different lines upon the same page.

The conservatism of type-founders is fairly illus-
trated by these exhibits. In every series, whether
Universality Of lean or standard shape, of light- or
of hairline  hold-face, the sharp hair-line is always
maintained. The stem may be twice as thick or

AMERICAN
INITIAL

Bold-faced two-line types with weak serifs.

twice as thin as those of old models, but the hair-
line is always the same. From the reader’s and
printer’s point of view this mannerism is unfortu-
nate. Putting aside the wear that these types must
receive on press, a prudent printer has to ask the
question, “How many times can letters like these
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be handled by the compositor without injury?” s
Even upon bodies no smaller than great-primer,
these sharp-lined romans are too weak to be dis-
tributed pell-mell in the case. The type that falls
but six inches and strikes a serif must receive a
damaging bruise.

The smaller sizes of light-faced romans are not
so liable to injury from handling, but they are ob-
jectionable because they are indistinet. timitations
Sharp lines and dazzling serifs make all of hair-line
the light-faces hard to read. They have a rightful
place in ornamental typography, for they are ex-
ceedingly beautiful if judged by a feminine stan-
dard of beauty, but they are entirely out of place
in serious books, or in any text of importance, in
which an indistinet letter or word demands of the
reader a straining of the eyes.

The designers of the extreme light-faces seem to
have forgotten that the old methods of presswork
have been abandoned. Books as made g,y ines
now are rarely printed on damp paper, notadapted
or against an elastic impression surface °* V3
which necessarily thickens the sharp lines: Mod-
ern printing needs hair-lines that are thicker and
not thinner.! Unfortunately the needs of the reader
are lightly regarded by the men who make types.

1Blades, in a review of the types were he to see them care-
types of the Enschedé Foundry, fully and delicately printed by
says that its renowned punch- modern methods of presswork

cutter Fleischmann probably on sized and calendered paper.
would not recognize his own “Book-worm” of April, 1870.
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They think more of the display of their own skill.
The punch-cutter’s straining after a hair-line that
stops just before invisibility is ably seconded by
the pressman who scantily inks these light-faces
with a hard ink-roller, and then with the feeblest
possible impression impresses them against an in-
elastic surface on dry and hard calendered paper.
This weak and misty style of printing is vastly
admired by many printers, and perhaps by a few
publishers, but it is as heartily disliked by all who
believe that types should be made for the needs
of the reader more than for an exhibition of the
skill of the printer or type-founder.

The rights of readers deserve more considera-
tion. The rules that editors and men of business
Distinetness is  apply to writing should be applied to
always of first  book-types. The hand-writing that
importance - oannot easily be read, even if its in-
dividual letters have been most daintily and secien-
tifically formed by a master of penmanship, with
the sharpest of hair-lines and the greatest profu-
sion of flourishes, is quite as intolerable as that
which is slovenly and illegible. No printer de-
sires it for his copy; no merchant tolerates it in
his account books; no one wants it in his corre-
spondence. If one seeks a cause for the mercan-
tile and editorial dislike of a so-called “ pretty”
handwriting, he is sure to find it partially in
its needless flourishes and largely in its delicate
and unseen “razor-edged” lines.
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Condensed Roman Types

YHE inflexibility of the types made
for titles of books has always been
an annoyance to compositors. There
are occasions when it seems neces-
: = sary to put a certain number of let-
ters or words in one line. If there are too many
letters in this display line the types will be small
and weak ; if there are too few letters the yeeq tora
types will be too big and too bold. The condensed
typographical practice which prevailed *cter
before the year 1840 permitted types marked for a
prominent line of display to be widely spaced be-
tween letters when there were not letters enough
in the words to fill the measure. The en and the
em quadrat were frequently used as spaces. It
was not permitted to set the words for large dis-
play in two connected lines of the same size and

style of type, either with or without a hyphen.
255
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The words for large display must always be in one
line, whether they were few or many. In the early
days of printing the division of a prominent line
was a common practice, but for a full century at
least the division of displayed words in titles has
been regarded as a mangling of language and as
unworkmanlike in the highest degree.

To avoid what was regarded as the uncouth
division of the display lines of titles, or the al-
Condensea  vermative of a selection of capitals too
letters once Small for proper display, printers had
Infashion o pesort to condensed capitals, which
seem to have first been shown in France about
the year 1820. As two-line letters for titles, or
as initials, or as headings of chapters, they had a
remarkable success. Their slender, symmetrical
shapes were an agreeable contrast to the stumpy

MNIMMMMMMMM

Condensed two-line letters.

forms of the rudely cut two-line fat-faces then
in fashion. Every publisher wanted condensed
letters in his titles, and they were furnished on
many bodies from one-line nonpareil to ten-line
pica. Some were but moderately condensed, in
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which shape they were not more objectionable
than the lean-faced capitals of a thin font; but
the shape most popular was that of a character
almost one half the width of the standard two-
line letter. The legibility and the effectiveness of
each letter were diminished with every new degree
of narrowness, but this did not prevent the mak-
ing, and use, of still thinner characters, which were
labeled as extra condensed and double extra con-
densed. In due time came lower-case letters for
most of the new capitals, all of which were readily
accepted and used by job printers. In English and
American book houses the condensed shape never
found favor; for a noticeably condensed lower-
case has never yet been accepted as a proper text
letter for the standard book.

The use of the condensed capitals for book titles
was carried to great excess, and a reaction followed.
After a sufficient experience it was Rdecetito
proved that the appearance of titles was as frail and
really injured by a decidedly condensed Indistinct
letter. The thin type enabled the printer to get
displayed words of many letters in one line, but the
letters were necessarily weak, and in violent con-
trast to the letters of other lines which had to be
set in capitals of a standard form. Pinched letters
and indistinet lines always seem out of place in
the ample white space of the ordinary book title.
The only form of condensed two-line letter now
approved by critical printers is one which barely

33
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deserves the title of condensed, for it is but lit-
tle thinner than the capitals of the ordinary lean
letter still used for book-texts. Many publish-
ers have gone back to the old form, and refuse to

MMMMMMMMM

A recent form of condensed two-line letters.

use any variety of condensed two-line letter for
book titles. One reason for this objection is the
mechanical feebleness of all the condensed letters.
Many of them are copied from French models of
great delicacy, in which the hair-line of the six-
line pica is almost as sharp as that of the two-line

diamond. The specimen that follows is a fair
" example of a French fashion of two-line letter.
Note the slenderness of the hair-line, the exten-

CHUEN

A French form of two-line letter.
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sion and flatness of the serif. To every reader of
imperfect eyesight these hair-lines are practically
invisible; a letter is guessed at by its stems.
There are limits to the narrowing of letters
that cannot be safely exceeded. For the bodies
of pica, small-pica, long-primer, and g, .1 trpes
bourgeois, the punch-cutter can make should not
a lower-case alphabet readable within "¢ Pincbed
the compass of twelve ems of its own body, but
‘he cannot make a satisfactory text-letter under
this rule for any smaller body. Even when he
proposes to make a symmetrical series of sizes,
he cannot reduce size by strict geometrical rule.
The alphabet of bourgeois may be kept within
twelve ems, but that of agate should have fifteen
ems, and that of diamond seventeen ems.! The
insistence of newspaper publishers, who desired
to erowd much reading in a very small space,
has frequently induced type-founders to cut types
below the standard, but never satisfactorily. Of
the larger sizes of brevier and bourgeois the con-
densed types were not as clear and readable; of
the smaller sizes of nonpareil and agate the
figures, fractions, and all the characters contain-
ing close lines, soon became indistinet and of
uncertain meaning after a moderate amount of
wear. The slight advantages obtained in one
direction were lost in another. A font of lean or

1Seeremarks andillustrations standards of type on pages 114-
of the widths and the variable 116 of this volume.
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moderately condensed type wore out much sooner
than a font of standard-face. When it was de-
monstrated that lean types of small body were
deficient in durability and readability they went
out of fashion. A strong reaction to the other
extreme soon followed. The smaller types of
many of our newspapers are now as much too
broad as they were too narrow.

In a recent essay, a French optician! lays down
the proposition that the diminution of readability
Dr. Javars 1D the smaller sizes of roman lower-
commentson case is chiefly due to their diminution
readability i, height. He says that a small type
should not be condensed, for it is too short; but a
large type may be moderately condensed without
loss of readability, as it is high. As the print is
rarely placed in a strictly vertical line for the pur-
pose of reading, but is usually held in the hand
or put on the desk at an angle of about forty
degrees, it follows that the perception and identi-
fication of small letters are somewhat hindered
by their shortness. They will not bear the fore-
shortening made by the inclination of the print.

The condensed faces shown on pages 205 and
215 of this work are about the thinnest that have
been used for books in France, but they have not
been approved by English or American publishers.
Yet there are evidences that the prejudice against

1M. Javal, “La typographie, lustrated with types in ‘“ Revue
et I'hygiéne de la vue,” fully il- Scientifique,” No. 26, June, 1881.
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condensed forms of the larger sizes is relaxing.
There is need for a thin text-letter in poetry and
in the page of two columns. To use & \ypere thin
round- or a broad-face in poetry where types are of
the comparative narrowness of the °°V'°°

measure compels a turn-over of the last syllable
or word, or in a double-columned page where
the narrowness of the measure compels the com-
positor to wide-space and thin-space in adjacent
lines, is always a serious disfigurement, and an
offense to the reader. To select a smaller size of
type and to lead or double-lead the composition
is an equally objectionable alternative, for this
procedure diminishes the readability of the type,
increases the cost of composition, and produces
the effect of padding by its needless extension of
the matter. To make a larger page on a larger
leaf increases expense in another direction with-
out benefit to author, publisher, or reader. The
only proper treatment of composition in a narrow
or contracted space is to select a roman type that
has been made for and is adapted to the narrow
column or page. For all bodies below 10-point a
narrowing that makes their lower-case alphabets
thinner than that of the prevailing standards is
not to be recommended. Experience has proved
its inutility. For bodies between 10-point and 20-
point, condensed styles with alphabets of about
eleven ems could be used to good advantage in
the best book-work. Types larger than 12-point,
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that are now rejected by publishers as too coarse
and sprawling, would be readily accepted if they
were made of good cut, in the moderately con-
densed shape of the style on page 215. A large
size of this form, set solid, would be more inviting
to the eye and more readable than a smaller size
widened by leads. Unfortunately, a full series of
moderately condensed face is not made by any
American founder on a body larger than 14-point.
The face shown on page 214 has to be submitted
as the nearest approximation.

INTRODUCTION TO LOGOGRAPHY,or
the Art of Arranging and Composing for
Printing with Words Intire, their Radices
and Terminations, instead of Single Let-
ters, Henry Johnson, London, 1783,

An early form of condensed pica, leaded.
George Bruce’s Son & Co.

Job printers have always appreciated the ser-
viceability of condensed types. For the display
lines of cards, handbills, and advertisements con-
densed shapes of every style are as freely used
now as they were fifty years ago, and there is no
reason to believe that they will ever go out of
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