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Ix the article entitled “Towards an Ideal Type,” which appeared in the second
number of Tt FLeuron, the briefest incidental reference was made to certain
sloping varieties of the neo-caroline script which developed during the early decades
of the fifteenth century. It was explained that this hand was adopted during the
pontificate of Nicholas V (1447-1451) for the exclusive use of that department
of the Vatican chancery which was concerned with the engrossing of papal briefs.

Upon the model of this papal script, or as it became known throughout Italy, the
cancelleresca ot chancery, a number of printing types were cut; and itis proposed in
this article to offer some account of these and of the printers who used them.

Analysis of the chancery type yields a number of interesting characteristics.
First: the upper case is upright as becomes a rigid and somewhat static form.
Secondly, the more dynamic lower case, though it generally slopes as becomes a
cursive character, is also found upright! The terminations to the lower case
ascenders and descenders vary. They occur as either round kerns (A) or pointed
serifs (B).

. e,
. ]

! This is important when it is realised that in England and U.S.A. the tendency is to regard iralic as
essentially a sloping character.
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ARRIGHI'S FIRST ITALIC

Fig. 1. Blodius Palladius’ Coryciana (Impressum Rome apud Ludovicum

Vicentinum et Lautitium Perusinum, 1524)

(This is the printers’ first book)
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There are generally two varieties in

There can be little doubt that for all its beauty the chancery letter, originally at
least, was accounted as the poor relation in the family of letters. As script, it was used
for correspondence and for documents of lesser importance; and as type, it was first
used for the cheapest class of classical text, and that at the lapse of thirty or more
years after the introduction of printing into Italy.

Its debut in typography cannot be rated higher than asa partial success. It is much
less elegant than serviceable, and its utility is seriously compromised by the

resence of an enormous number of ligatures—Updike has counted no fewer than
sixty-five tied letters in the Aldine Virgil, 1501, and Dante, 1502.

But when the author of Printing Types proceeds: ‘This Aldine character became
the model for all subsequent italic types’ (Vol. I, p. 129), we think we detect room
for qualification. More exactly, perhaps, the Aldine type may be claimed to have sug-
gested or to have made possible the general use of the chancery type in typography.
It is the fact, of course, that more or.less close reproductions of Aldus’s chancery type
were made immediately by many printers in various centres; but it remains the case
that the passage of a few years witnessed the development of another chancery
series—founded quite independently of the Aldine design. This second school of
chancery types (we will not at the moment call them italics, since at least one of
them is not inclined) is intimately connected with the city of Rome, with the Vatican
chancery and in particular with the work of the scribe Lodovico degli Arrighi of
Vicenza, whose typography has been passed over in silence, although he not only
produced some of the most beautiful books printed in this, or indeed in any, period,
but was also a source of inspiration to other better-known printers. In the second
number of Tre FLeurow it was pointed out that Blado’s larger italic is practically
the same as Arrighi’s, and reproductions were given from two pages of his books.
In Fumagalli’s Dictionary there is a mere reference to Arrighi in connection with
Janicolo at Vicenza, while under the heading Rome there is no mention of him at all.
"The only considerable account of him is in Giacomo Manzoni’s Studs d Bibliografia
Analitica (Studio secondo, 1882), where, however, he is considered as the author of
the earliest writing book and little is said of his career as a printer. Arrighi’s writing
book was probably engraved by Ugo da Carpi (the well-known woodcutter who
later issued an edition of the book with a privilege granted to himself and not to

E
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Fig. 2. Paolo Giovio, De romanis piscibus
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Arrighi) and printed at Rome in 1522. In this book Arrighi describes himself as
‘serittore de’ brevi apostolici’—an interesting fact, since all cursive types were
based on the chancery hand of these ‘scrittori de’ brevi,’ and here we find one of
them actually turning printer. In this writing book will be found many of the
characteristics of Arrighi’s types, although as the book is printed from blocks,
flourishes are possible with which printing from cast type could not compete. Apart
from this calligraphic book and its continuation, 1! maodo di temperare le penne, also
engraved and printed at Venice in 1523, no books appear to have been printed or
written by Arrighi before 1524. The earliest book in that year bearing the date of a
month is the Coryciana, a collection of Latin poems in honour of Janus Corycius and
edited by Blosius Palladius, one of the Papal secretaries. The colophon reads “Im-
pressum Rome apud Ludovicum Vicentinum et Lautitium Perusinum, Mense Julio
MDXXIIIL’ As to this second printer, Lautitius Perusinus, whose name appears
with Arrighi’s on many of the books printed in 1524 and 1525, and not afterwards,
he is in one imprint styled ‘intagliatore, " and therefore Manzoni conjectures that he
was the actual engraver of the new types. Probably he may be identified with the
medallist, whose full name appears to have been Lautizio de Bartolomeo dei Rotelli.
He has the distinction of being referred to by Benvenuto Cellini, who praises him
for his work as an engraver of seals. The Coryciana is a quarto, like all Arright’s
books, and printed throughout in one size of a most beautiful cursive.

The aim which Aldus set before himself of producing cheap editions of the classics
wasnot shared by Arrighi. His object was the fine book,and he certainly achieved his
end. Most of his works wereeditions of contemporary Latinand Italian poems, where
he was under no necessity to restrict himself as to space. His first fount is interesting
F}ecau.w.c of itssimilarity to thewriting books and the chancery hand,and alsobecause,
in addition to the upright capitals, we find for the first time what are known to the
printer as ‘swash’ capitals. Such capitals add distinction to the cursive type of Fran-
cesco Marcolini produced at Venice some ten years later, but here they are found at
Rome some time before Marcoloni began to print.

Also in 1524, but with no date of month, appeared Baptistae Casalii in legem
agrariam . . . oratio; and a book with the imprint Romae but without name of prin-
ter, G. Sauromanus . . . de religione ac communi concordia, the work of a German
lawyer who studied in Rome and became a Roman citizen. Both books are in the
same fount as the Coryciana. They are both prose works and show that the type was
aImfz-st as suitable for a speech as for a poem. But Arrighi’s best known work
during this year was the printing of several of the books of Gian Giorgio Trissino,
aut'hor of the tragedy Sophonisba and of the unreadable epic Italia liberata dai Goti.
Trissino, a wealthy nobleman from Arrighi’s native town Vicenza, had recently
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ARRIGHI'S SECOND ITALIC

Fig. 3. H. Vida (Rome, Arrighi, 1527)



r "v'l'!-

THE CHANCERY TYPES OF ITALY AND FRANCE 29

come to Rome. The first work of his printed by Arrighi appeared in the spring of
this year, according to Morsolin’s biography of Trissino (p. 123), and was a Can-
zome addressed to the Pope, Clement VII. The poem bears no imprint, but is printed
in Arrighi’s cursive, with the - ddition of the Greek letters devised by Trissino for the
improvement of Italian spelling. 'Trissino’s scheme was to distinguish the two
sounds of the Italian o, ¢, and = by using the corresponding Greek letters for one of
the sounds, to differentiate the vowel and consonant i and #, by using j and v, with
other minor reforms. Although some of Trissino’s suggestions have been generally
adopted, and others have been forgotten ,from the point of view of the typographer it
may be said that the introduction of the Greek letters in no way spoilt the effect of
the italic. The letters harmonised quite well. In this Trissino was more fortunate
than some other spelling reformers.

The Canzone was followed in July by the first edition of Trissino’s tragedy,
Sophonisba, which had been completed some ten years before. There appear to have
been two issues of the tragedy since some copieshave the date September in the colo-
phon. In October appeared two other books by Trissino, the Oratione . . . al seren-
issimo Principe di Venetia and the Ritratti; also, still in 1§24, the Epistola de la vita che
dee tenere una donna vedova, and finally the Epistola de le lettere nuovamente aggiunte
ne la lingua italiana, without imprint. In this letter, addressed to Clement VII,
Trissino pays a handsome tribute to Arrighi.

After expounding his theories on spelling reform he continues: ‘Now these new
letters have been made (messe in opera) here in Rome by Lodovico Vicentino, who," .
as in calligraphy he has surpassed all other men of our age, so, having recently in-
vented this most beautiful method of doing in print all that was formerly done with
the pen, in his beautiful types he has gone beyond all other printers.” This is, per-
haps,a little unfair to Aldus and Francesco Griffo, as Arrighi was not the first to cast
italic types, but it is surely true that his italics surpass all others in beauty of form.
In our view, Arrighi produced the finest italic of his day and, at any rate at
Rome, was unrivalled as a printer, Minitius Calvus was by this time printing with
italic types of the Aldine school, but his books are only remarkable for the fact that
his pages are well leaded. As to the other Roman printers they, including Blado, were
so far content with uninteresting roman types. Trissino certainly found the right
man for his purpose, and we may fairly concur that the compliment to his printer
is thoroughly deserved.

Soon afterwards Trissino left Rome and in 1529 he reprinted these and others of
his works in his native town of Vicenza at the press of Tolomeo Janicolo of Brescia.
Fumagalli gives some account of Janicolo, and that printer has elsewhere received
considerable praise for these beautiful editions of Trissino’s works; and not unde-
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THE ITALICS OF BLADO

Fig. 4. Agresto, da Ficaruoly (Rome, Blado, 1539)
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servedly, but for the fact that it is not mentioned that they are a fairly close copy of
Arrighi’s editions. A few letters of Janicolo’s type are different and more of the
Greek letters are introduced, but otherwise everything is a repetition of Arrighi’s
work.

The first book which Janicolo issued in these types, in January 1529, was Tris-
sino’s Italian translation of Dante's De vulgari eloguentia. The fact that this was
the first appearance in print of any version of this famous book has especially
directed attention to Janicolo. Some of these books printed in this year are in folio,
whereas Arrighi’s were in quarto. Also Janicolo adopted a handsome printer’s
device, using it sometimes on the title-page and sometimes in the colophon.
Although the device bears Janicolos initials—T. JA.—and although he used it on
books other than those of Trissino, e.g. in the colophon of the Praeservator sani-
tatis, a Latin poem by Franciscus Bernardinus—it was actually Trissino’s device.
It represents Jason’s Golden Fleece guarded by the dragon and is surrounded by a
Greek quotation from Sophocles’ Oedipus Tyrannus—ro Lnrovpevoy a\wrdv ‘what 1s
sought can be caught.” Janicolo used another variety of the device when he later
moved to Venice; there, in 1548, he printed Trissino's comedy J Simillimi, with the
Greek letters, but in another and less interesting italic. Also he issued the continu-
ation of the Jtalia liberata, of which the first part had been printed at Rome in 1547
by the Dorici.

Trissino’s spelling reforms led to much controversy, and a number of pamphlets
on both sides were published, of which at least two were printed by Arrighi. These
are: Discacciamenta de le nuoue lettere inutilmente aggiunte ne la lingua toscanaby Agnolo
Firenzuola, dated December 1524 in the colophon, and De le lettere nuonamenie
aggiunte, Libro di Adriano Franci intitolato . . . il Palito, undated, but belonging to the
same period. Adriano Franci is a pseudonym of Claudio Tolomei. Both these books
are printed in the same italic as the Trissinos, but naturally without the Greek
letters or even the distinction of « and v.

.Presumabl}r also of the year 1§24 is the one example we have seen of a papal bull
pl‘1_nttd by Arrighi; though there is no date in the colophon the bull is dated ‘prid.
Idib. Junii 1524," and is a proclamation ‘contra homocidas.’ It is singular that the
great majority of papal bulls, briefs and edicts should continue to be printed in
the somewhat uninteresting roman type of the period used by the Roman printers,
when Fl}ancer}r types actually based on the chancery hand were available, the
authorities having, in addition, this beautiful example from Arrighi’s press to serve
asa mudcl.The only other bull printed in cursive at about this period which we have
sEcn was printed by Minitius Calvus and is hardly to be compared with Arrighi’s.

oman types appear to have become traditional for this class of printing, and
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Fig. 5. Arrighi, Il modo di temperare le penne (Venice, 1523)
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even Blado, when he became “Tipografo Camerale,’ still issued many edicts in
roman type.

After this very busy year we find only three books of Arrighi’s dated 1525. They
are: (1) Zachariae Ferrerii . . . Hymni novi ecclesiastici, dated ‘Kal. Feb. 1525, a very
good example of his work except for the crowding of capitals on the title-page
(or half-title; none of Arrighi’s books has a fully-developed title-page). Bishop
Ferrerius, it may be recorded, was another native of Vicenza. (2) Petri Cursii
poema de civitate Castellana faliscorum, dated 29 March, 1525, another volume of
renaissance Latin poetry. (3) C. Mar(celli) . . . in Psalmum usque quo Domine obli-
visceris me, dated 12 April 1525, a commentary on Psalm 12 by Christopher
Marcellus, Archbishop of Corfu. This is the last book we have discovered printed
in the small italic and the last also to contain the name of Lautitio Perugino.

The four bookswhich appeared in 1 526, together with a fifth undated, are printed
in a newand larger fount (fig. 3); this typeisless exuberant, more soberthan the earlier
one; the swash capitals and exaggerated ascenders and descenders have gone. While
the first italic was eminently suitable for a volume of lyrics, perhaps the new type is
better adapted for everyday printing. The five books are: (1) Specchio di Esopo, a
dialogue of Pandolfo Collenuccio edited by his son. So far all Arrighi’s books have
been printed throughout in one fount of type; but in this book the imprint is in a
smaller Aldine italic. (2) Further dialogues of Collenuccio entitled Apologi IT11.
(3) Panegirico di Francesco (Cattani) de Diacceto. (4) Toannis Mariae Archiepiscopi
(Pope Julius II) . . . Oratio de pace. In this book there is actually 2 preface in an
Aldine cursive with a woodcut initial in the contemporary Roman style, and another
small initial at the beginning of the text. These are the only two initials we have
met in the books printed by Arrighi. The undated book is the Jrinerarium Philippi
Bellucii, a Latin poem.
: The cursive in which these five books are printed is especially interesting because
it appears to be the model onwhich Blado based his larger type. Several of the letters
in Blado’s type differ in detail, but the two are so nearly akin that it is impossible
that they should be independent. From the dates it appears to be certain that Blado
copied Arrighi and not vice versa. There is a Blado of 1526, a work by Jacobus
Silvester, printed in a smaller italic not unlike the type cut by Francesco Griffo for
Soncino. But this larger italic was not used much before 1530 (a good example may
he‘ seen in the edition of Sannazaro’s Senetti of 1530). Neither Blado nor any other
printer at Rome appears to have copied Arrighi’s smaller italic. The italic type in
which the first editions of Machiavelli were printed is again different and more
Aldine in cut.

The second book on calligraphy was issued at Venice in 1524 by Giovanni

F
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Fig. 6. Petrarch (Venice, Marcolini, 1 536)
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Antonio Tagliente. The calligraphic part of the book, like Arrighi’s, was engraved,
but there is a certain amount of text printed in a fount not unlike Arrighi’s larger
type. The same was used on the title-page and in the colophon of another book
of Tagliente's: Luminario di arithmetica, issuedin 1 52 5. Both these books, therefore,
are contemporary with Arrighi’s experiments with this style of type, and one can
hardly imagine that they were not known to Arrighi, who must have been keenly
interested in Tagliente as a calligrapher.

There is still an earlier example of a similar style of type in Arrighi’s own book,
1 mods di temperare le penne (fig. §), which was engraved by Eustachio Celebrino
and printed at Venice in 1523. Part of the book is printed from type, an italic of
the school of Arrighi’s second italic (fig. 3), but which resembles Tagliente’s type
more closely than Arrighi’s in some details; for instance, the kerns of the 4, 4, and
] are inclined to the right, whereas in Arrighi’s type these letters have a serif to the
left, although in his first face he had used ascenders turning over to the right.

But at Venice the most distinguished printer whose books are almost all in
italic was Francesco Marcolini da Forli. Some of his types were in the Aldine tradi-
tion, and what excellent results he could obtain with them may be seen in his folio edi-
tion of the Letters of Pietro Aretino (1 §38)or the Dante(1 544). Aretino speaks with
great approbation of Marcolini as a printer, and, whatever else he was, Aretino was
at any rate an artist. A larger italic used by Marcolini belongs definitely to the same
family as those of Arrighi, Blado and Tagliente. In this type was printed one of his
most beautiful books, I/ Petrarcha spirituale of 1536, in quarto. On the title-page
is a woodcut portrait of Petrarch and ontheversoof the title-page another fine wood-
cut attributed to Niccolo Boldrini. Again we have an abundance of swash capitals,
which Marcolini also used at times with his Aldine italics (see fig. 6). Many of
Marcolini’s books are well known both for their woodcuts and for the beauty of their
typography. Until he came, towards the end of his career, under the influence of
Giolito and fell a victim to the fashion for woodcut initials, he was a model of
restraint and allowed his types to speak for themselves. A reproduction of a page of
one of his books was given in S. M.’s article (FLeuron, No. 2). The beautiful italic
there shown appears to be of the Aldine school, though it is so much less condensed
that at first sight it seems to be of a different class. The exuberant capitals also are
a contrast to the monotonous sobriety of those of Aldus.

According to Brunet, Arrighi was printing until 1528, but he does not say what
books he printed in that year. Weknowof onlyone book printed in 1 527,in May,and
nothing later. The mercenary armies who sacked Rome so thoroughly in 1527
entered the city on the 6th of May, and it seems likely that Arrighi was one of the
many who either perished or was ruined in that catastrophe. The book printed in
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Fig. 7. O. Lupano, Torricella ( Milan, Minitius Calvus, 1540)
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edition of the Latin poems of Hieronymus Vida and is in the
larger italic (fig. B). The copy :n the British Museum is on vellum, and on the first
page of the text an Tluminated initial and border have been added. With the ex-
ception of theone book referred to above, Arrighi used no woodcut initials, but, in the
fifteenth-century fashion, left blanks, with a lower-case guide letter, to be filled up
by the illuminator. Actually very few copies can have been so illuminated, but the

ractice of leaving the blank persisted for many years, as, for example, in the books
from the Aldine Press. For the most part Arrighi’s books are severely undecorated,
and so good was his typography that he could well dispense with other decoration.

It is difficult indeed to understand why this remarkable printer should not be
better known and why his earlier italic should have been unable to compete with
the Aldine cursive types and with types derived from France. An increased interest
in Arrighi will probably bring to light many more books than the twenty-one here
enumerated.

His first italic found one imitator other than Janicolo at Vicenza: the printer,
F. Minitius Calvus, whom we have already mentioned as working at Rome.
He was printing in that city certainly in 1531, but by 1540 he is found at Milan.
In that year appeared a book entitled Torricel/a, Dialogo di Otho Lupano, In Milano,
dal Caluo. MDXXXX (fig. 7). The title is surrounded by a woodcut border which
had already appeared at Rome, while the text of the speech is printed in an italic
which is a close copy of Arrighi’s first italic. Swash capitals are numerous and are
used in the headings with roman type also. In 1541 appeared a speech entitled
Antonii Comitis pro decreto illustrissimi principis Alphonsi Avali . . . in aleatores oratio.
There is no printer’s name, but the preface, printed in an Aldine italic, is by F.
Minicius Calvus, the same woodcut border is used on the title-page and the text is
again in Arrighi’s italic. Other books printed by Calvus in this same italic are: in
1§40, De sacris diebus Carmelitae opus aureum, a Latin poem by Baptista Spagnuoli
(in 8vo); in 1541, Institutioni di Mario Equicola (in 4to), with another woodcut border
on the title-page which also had been used at Rome. In 1542 he appears to have
been succeeded by Andrea Calvo, presumably a son, and in that year was issued an
edition of Boiardo’s Orlando Innamorate,with the imprint ‘stampato in Milano nelle
case di Andrea Caluo.” The text of the poem is printed in double columns in Aldine
italic like that of scores of other editions of Boiardo, Ariosto and their imitators
publtished in the sixteenth century. The preface of our edition is in the Arrighi
cursive, while the imprint on the title-page and some preliminary verses are in a
curious upright chancery. This type, by several of its characteristics, belongs to the
series of types we have been considering, and seems to have been derived from
another Milanese printer, Giovanni Antonio Castiglione.

May 1527 was an
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In the annals of printing at Milan the name of Castiglione or Castellione occurs
several times. There was a Pier Antonio Castellione in the fifteenth century and a
Giovanni Castellione early in the sixteenth century. Giovanni Antonio was printing
from about 1535. In 1546 he issued a fine folio volume in gothic letter and in
Spanish, the Cronica of Alvaro de Luna. He was also a printer of liturgical works, in
someof which for the preliminary matter he employed the upright chancery to which
we have referred, e.g. in the Sacramentarium Patriarchale secundum morem Comensis
ecclesie, a quarto of 1557. Of books printed throughout in the upright chancery
are the Gallorum Insubrum antiquae sedes 1541 (4t0), by Bonaventura Castillioneus,
presumably a relative of the printer (fig. 8), and Manifesti del signor Don Rodrigo di
Benavides, undated, but about 1 5 §8 (4to). Againwe find the swash capitals and other
characteristics which connect this type with Arrighi’s, but the peculiarity consists
in the uprightness of the letter. Until this type had been seen one might have been
inclined to say that an essential feature of a cursive type is that it should slope,
but Castiglione’s finally settles that question. It must definitely be classed with
chancery types. This brings out the fact that while their common characteristic is
their cursive nature, it does not follow that a slope is essential. It is worthy of note
that Castiglione uses very small upper case cursive with this type in 1541—and
that in the later book of 1558 he has introduced capitals all but as high as the
ascenders.

On page 47 of Fumagalli’s Dictionary will be seen another example of upright
cursive, again with verysmall capitals, used in a book by Gaudentius Merula, printed
at Borgo Lavezzaro, near Novara 1543. This is the earliest book printed at that
place and the type must have been derived from Castiglione. It may be noted that
Bonaventura’s book of 1541 contains some verses by Merula, and they were both
humanists interested in the Gallic history of Lombardy.

In addition to this upright chancery, Castiglione had another cursive of the
school of Blado, of which we give an example from an undated book showing his
device (fig. 9). In this book Castiglione makes the mistake of employing larger
capitals. A similar letter,used by another printer of Milan, Giovanni Antonio Borgia,
of the same period, will be seen in the sonnets of Antonfrancesco Rainerio, printed
in 1553 (fig. 10).

Probably the majority of Italian books of the sixteenth century were printed in
cursive, and of those again the majority, in types which are descended from those
cut by Francesco Griffo. But the examples we have given in this article will show
that there were other kinds of italic, and among them some of the most successful
experiments in t}’pﬂgl‘aph}n

The story of the supersession of the chancery types of the Aldus and Arrighi
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categories and their derivatives by the cursives of Garamond, Le Bé and Granjon
is not material to the present article. It may be stated, however, that by 1550 Italy
was to a great extent employing French romans and cursives. These cursives were
descended from a branch of the family of types of which Arrighi’s was the head.
When Simon de Colines (Paris, 1520-46) elected to provide his office with cursive
founts, he based his designs upon theexisting Italian models. These, as we have seen,
were in two series and, as we should expect, both were copied by Colines. He pro-
duced three italics between the years 1528 and 1536. Of these A (fig. 1 1) (used first
in such books as the Martial of 1533) recalls the Aldine; B (fig. 12)and C (fig. 13)
derive immediately from the letters of Arrighi. A approaches the Aldine prototype
so nearly as to deserve little description here. It differs from the 1501 letter only in
that it makes comparatively sparing use of ligatures and includes v in addition to
u; and it may be pointed out that this variety does not appear to have been used
by Colines before 1533. No swash capitals are included in this fount.

Fount B, while resembling the general colour of the Aldine italic, makes several
notable departures from it. First in importance is the change in the lower case
ascenders from a bracketed serif to a rounded kern. The most obvious difference
in the lower case will be found in the g. An important new factor in the upper
case is the presence of the swash letters U AL, This fount was first used in 1528
for the De Virginitate of Paulus Cerratus.

All these characteristics are to be found in the Coryciana (fig. 1), printed and
published by Arrighi in 1524. If, in addition, attention is directed to the fact that
the conspicuous Aldine circular ampersand & followed by Colines is deserted in
Fount B for the severer £ shape, one cannot resist the deduction that the cutter of
Colines B had before him one of Arrighi’s books. The case is even stronger in
respect to Fount C which Colines was employing circa 1536. Here we have a
letter which has no relation in colour, set, or line with the Aldine. Fig. 13 is a repro-
duction from the Raison darchitecture antique extraicte de Vitruve, 1539, and should
be looked at with fig. 3. Comparison will suggest, if indeed it does not demonstrate,
the relation of Colines C to Arrighi's second italic. It is interesting to observe that
while Arrighi A and Colines Bareidentical in their possession of the kerned ascender,
Arrighi II and Colines C have each returned to the bracketed serif. The } remains
constant. The g has reverted to the Aldine form, the v form is employed to begin
all such words as vt, vsus, vtilitas, and the upper case is still upright. This last
r&n‘{aincd the characteristic of italic founts in Italy until about 1§50, and in France
until the advent of the later types of Garamond and Granjon.

Tradition has it that these two were master and pupil respectively. There is
‘hearsay’ (but not evidence) to the effect that Garamond was associated with Colines

G
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and Tory, and it is known that in 1530 the trade of type-founding was separated
from that of printing and organized as an independent guild. Garamond therefore
may well have had a hand in the Colines italics B and C, the first of which
appeared in 1528. The A fount, which is more exclusively Aldine in cut, dates from
1533, and may or may not be from the hand of Garamond. It may well be pointed
out here that ascriptions of type to the latter should be received with caution.

Lottin says that Garamond was active as early as 1§10, M. Dumoulin’ says, with
more definition than seems advisable, that Garamond ‘grava aussi de la gothique;
puis enthousiasmé par les types de Nicolas Jenson, il les reproduisit vers ’'année
1515, sans toutefois dépasser les merites de son modele.” Of course, there is
nothing intrinsically improbable in either of the dates mentioned. In 1510 Gara-
mond might be thirty years of age, and in the one piece of irrefragable evidence
which we possess, he claims to have been interested in typefounding from his youth.
This passage occurs in the preface addressed ‘Reverendo in Christo patri ac domino
Mathaeo de Longejoue Suessionensi Episcopo, Claudius Garamondus typographus
salutem,’ which forms part of the preliminary matter of the Pia et religiosa meditatio
of D. Cambellanus, 154 5.2 He proceeds: “Tum vero foeliciter me rem aggressurum
si quam proxime fieri posset, Italicam Aldi Manutii literam, novis exprimerem
caracteribus . . . Italicarum itaque proxime ad Aldinos literarum typos sculpo,
quam foeliciter alii judicabunt.” This book, therefore, is printed in a neo-aldine italic,
but which possesses sloping capitals and swash variants. Theseatleast can be proved
to be cut by Garamond (figg. 14 & 15). There are others of similar but not identical
cut, perhaps cut by him or his pupils. Figg. 16 & 17 show a couple of pages from
an edition of Valerius Maximus printed by Francois Gryphius at Paris in 1545-

Monsieur Dumoulin (p. 102, etc.)gives specimens of the series known as caracitéres
de P'université used by the Imprimerie Royale, 1640, and usually stated to have been
cut in 1540. He includes in addition, reproductions of another series: Gros Texte
(14-point), Saint Augustin (12- or 14-point), Philosophie (1o-point), petit romain
(9-point), Gaillarde (8-point), and nonpareille (6-point), all roman and cursive. It
is outside our present scope to discuss these romans, highly interesting as these are;
but with the 1592 Egenolff-Sabon-Berner specimen before us and its definite
ascriptions, we can at least say that all were most probably cut by Garamond. In
the case of the Sabon cursive series a similar statement can hardly be made.

First, they are easily distinguishable from the cursives de / Université. In
comparison, the latter appear less disciplined, contain far fewer swashes and
ligatures; and yield a much less restful effect in composition, due to the fact that the

1 Joseph Dumoulin: Uie . . . e Fédéric Morel, 1901, p. 100.
23 translation of the preface is given below, p. 49.
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designer of the Sabon series more agreeably and homogeneously inclined his upper
and lower case. Garamond, indeed as is natural perhaps in a pioneer, appears a little
nervous in his handling of inclined capitals. The designer of the second series was
perhaps a pupil, and, it would seem, certainly a little bolder. The Egenolff sheet!
already referred to is of considerable service to us at this point. The specimen
displays nine romans, seven ascribed to Garamond, two to Granjon. Of the
italics, Gros Texte and Cicero are credited to Granjon, the Augusiin is mutilated,
but may be presumed to be Granjon’s; the text to the size next below Cicero reads:
Curs. Garamond ou Immortel de Granjon, and the smallest sizes are cryptically
described as Curs. Petit Text de G. and Curs. Non parel. They pair with two fellow
romans described respectively as Rom. Gailliard de Granjon and Rom. Non parel.

The cursives just mentioned, which appear to be Granjon’s, differ from another
series which appeared in Lyons, where Granjon had long had connections (from
a document referred to by Baudrier, Ar#. Granjon, vol. 2, p. §3, he appears to have
supplied types to Gryphius and De Tournes before August, 1547), and whither he
transferred himself in 1557. According to Updike, the cursive types used in Jean
de Tournes’ 16mo Bible, 1558, and in the Metamorphose figurée of 1557, are ‘very
exquisite’ and ‘no doubt Granjon’s.” Updike adds that from 1570 almost all Lyons
printers used this kind of italic type. It has inclined capitals. In the ‘4’ of some
sizes the curved stroke sweeps across the top of the main stroke exactly in the
fashion of a cursive of Gryphius (fig. 18), to which reference must now be made.
The patient reader will discover the influence of this last in two or three Lyonnese
founts. We show (figg. 18 and 19) cursives used by Rouillé, which, in our opinion,
cannot but be related to the Gryphius italic.

Fig. 18 represents the earliest use of a cursive with inclined capitals which we
have encountered. It occurs in the fine folio Dofet, printed by Sebastian Gryphius at
Lyons in 1538. While this type (104 in Updike) presents a notable departure from
t%‘m Aldine italic, it is none the less independent of the Arrighi letter and its deriva-
tives. We cannot throw much light upon the origins of this interesting face.
M Marius Audin? claims that Gryphius used it in 1527-8, and states, without
giving a reference, that it was secured from Froben of Basel, who was employing it
as early as 1518. Whether or not it is of Basel provenance, the letter certainly
exert_ed very considerable influence. It may be found in Venice, Rome, Padua,
and in other towns of Italy. Some of its characteristics may be traced in later
designs used in Paris, and above all in Lyons.

The admission of inclined capital letters to the cursive forms a highly important

1 Described in FLevron No. 1, p. 32.
E Le Livre, Paris, Crés, 1924, p- 44-
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departure from the general spirit of the old chancery type. These founts acquire
henceforth a momentum of their own, ligatures and flourishes being gradually
reduced in number until at the present time customers are even impatient of the
& and &, which alone remain to us. Another important and perhaps more signi-
ficant indication of secured independence is to be found in the lower case cursive ‘4.’
This character, so long as it was a written one, had naturally and inevitably a
curved body. From the time of its earliest beginnings when the ‘h’ was no more
than a half-uncial, it preserved its straight stem and round body throughout the
caroline, gothic, semi-gothic periods, and during the early and late renaissance
periods the finest scribes, however much they modified, retained these charac-
teristics. As any practised writer knows, it is the only way in which to make a
fine ‘h.’ Whether or not Jenson assisted the Da Spiras to cut their roman of 1469
is not known. The ‘b’ in this fount preserves a full bow made according to the
wholesome doctrine of the humanist scribes to the same proportions as the lower
case ‘b.” When in the next year Jenson came to cut his type, he equipped it with a
particularly poor lower case ‘h,” whose line is altogether disagreeable; first because
the body of the letter is too full for the ascender, and worst of all because it is no
longer curved. A mischievous influence on typography, we submit, is to be traced to
this innovation. In face of the applause which the technical excellence of Jenson’s
letter occasioned in his day and ours, few printers had the courage to preserve the
bowed ‘A" Among these, Ratdolt’s name occurs immediately to our memory;
also, Griffo’s design for the Aldine Polifilo, 1499, though there is undoubtedly
to be noticed a certain reduction of the curve. Notwithstanding this falling away
in the roman, the cursive held consistently to the old form. It persists through the
French italics of the period we have been discussing, and not until Grandjean de
Fouchy, 1693, was there cut an italic %4’ with a straight side parallel with the
ascending stem. The caractéres de I'université which attempt to include the roman
and cursive as constituents of one fount retained the straight ‘h’ and a curved ‘b’
respectively. Thus it was that William Caslon did the same thing in his letters cut
al.:-ﬂut 1720. Baskerville, on the other hand, was related to Grandjean, and therefore
his letters are consistent in their inclusion of a straight ‘h’ in both roman and italic.
These two points, the inclined capital and the modernized ‘h,’ indicate the

development of italic away from the chancery hand.
Wlt would not appear, however, that the problem of italic has yet been solved.
e need a pre-Grandjean letter which shall have the maximum consistency of
character with its fellow and more often used roman; a character which shall not
:; : ,I::::?;E ;ﬂpﬂicting an.gIes as are several sizes of the‘mmm‘ws de I'université.
rsive which is open and easy to read. It is to be feared that the
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mischief which we have traced to Jenson has gone too far for us to hope with
any success for a reversion to the more beautiful and the more practical curved
‘},’ but there can be no doubt, we think, that the chancery models of Arrighi offer a
thoroughly practical starting point for the designing of an ideal cursive, free in
design, open in line and harmonious with our classical old faces.

APPENDIX

DEDICATORY EPISTLE ADDRESSED BY CLAUDE GARAMOND TO MATTHIEU DE LONGUE-
JOUE, BISHOFP OF SOIS50NS.

That I, an unknown and private individual, should offer and dedicate the first fruits
of my work as a publisher to you, Reverend Father, with whom I am unacquainted,
may rightly be a matter of surprise to you and to anyone not fully cognisant of my
purpose. I have been advised and persuaded to this course by Jean Gagny, first
almoner of the Most Christian king, a man who has deserved well of the literary
world by the commentaries which he has issued on sacred literature and by pro-
moting the publication of the labours of learned and pious men. I will say nothing
further of him lest I should seem to praise him less for his own worth than for his
services to me. Since he considered me capable of advancing the glory of the craft of
printing by the art of engraving and letter-founding which I had studied from
boyhood and with little profit to my private purse, with the goodwill which he
manifests to all the industrious, he advised, that I, who had been accustomed
hitherto to engrave and cast types for the publishers, should enjoy my own labours
and enter the publishing trade; for those, he said, who merely engrave types and go
no further, are only making honey for the publishers. When I raised the objection of
the smallness of my means and asserted that such an undertaking would involve a
large outlay, he promised to help me in that matter as far as his resources allowed
and by procuring manuscripts of good books. He declared that the best way of
starting would be to cut as soon as possible new types after the italic letter of Aldus
Manutius, adding in his liberality a considerable gift in order that I might be
better able to advance the work. What then was there to delay me after the en-
couragement, advice, and help of such a generous friend? So I engraved italic
types' after the model of the Aldine, with what success others will judge, though

YOmont, in the Bulletin de la Socifté de PHistoire de Paris, 1888, p. 10, etc., has a footnote to the
effect that Robert Estienne used the larger of these characters for the first time in the edition of Cicera’s
works of 1543, 44 in 8°. What is the evidence for this statement ? The type of the Cicero has upright
capitals, more ligatures and other differences. The book from which figs. 14 and 15 are taken appears to
have been unknown to Omont.

H
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EPISTOLA.
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Figg. 21 & 22
A. Dominicy, Assertor Gallicus (Paris, Imprimerie Royale, 1646)
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certainly they have satisfied the taste of Danés, of Vatable and of others. And not
content with these I applied my mind to designing minute types of the same
proportion and form (men of our trade call the fount ‘glossa’). As these too
seemed neat and elegant to Master Jean Gagny, he told me that he had received
from you a learned and devout work of David Chambellan, formerly your father-
in-law, who in earlier days had been the most distinguished of advocates and
counsel in the Parlement, but after his wife’s death a most devout deacon in the
Church of Paris. Master Gagny thought this work worthy of being in the hands
of all Christians, especially in this time of Lent. He added that he marvelled that
the work had been completed in an age which produced few men of letters and by
a man burdened with domestic affairs and the business of an advocate, at a time
when he was immersed in pleading cases, nor could he cease to wonder how a man
busily engaged in legal affairs and harassed by domestic troubles could find the
leisure to acquire a knowledge of three languages, with which he alone in his age
was familiar, combined with no ordinary knowledge of theology. As he said, you
may find to-day several leading advocates with a knowledge of Latin, some few who
have added Greek to Latin, but Matthieu alone, who has rivalled him by com-
bining Hebrew with Greek and Latin, and none with his knowledge of theology in
addition to the mastery of three languages. I have heard Gagny say that your
Chambellan in sacred literature has such charm and facility that he may be com-
pared with the learned men of by-gone days, and that in his writings his very soul
inspired by the Holy Spirit seems to be speaking. Therefore in order that the
devout and religious labours of such a man may not be lost to the men of our age
and in order that those who are too entirely devoted to public affairs may learn by
his example not to plead without intermission but to turn sometimes to God in the
inner sanctuary of the soul, Gagny handed me the work to be printed in my new
types. Iat once thought that these first fruits should be dedicated to you alone, the
author’s son-in-law and one who boasts and thanks the gods who have given you
children by the daughter of so learned and devout a man. Accept then this offering,
which we have desired to go forth in your name in gratitude for the loan of the
manuscript and for your generosity towards us. What manner of life was that of
your father-in-law David Chambellan, I have desired to make clear to posterity
from his epitaph, which has been added on the second page of the book. May
God be with you. Paris, a.p. 1545, 18 Feb.




