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TOWARDS AN IDEAL TYPE

BY

STANLEY MORISON

The general life of any more or less permanent society gives being to a
variety of opinions, sentiments and principles both pragmatic and absolute.
The historian, besides distinguishing between good, average, and bad,
notices a certain flux of custom, of opinion and of principle. Of course, not
every movement is sufficiently deliberate to become progressive, nor suffi-
ciently well-founded in common sense to be permanent. The accidental
and by no means intelligent approval of authority (or what is held to be
such) creates for a time what many feel to be a tradition to which deference
is due from all men of good will. Thus with other influences there slowly
emerges a body of practice, conventions, and finally of dogma. It is more
than difficult for the individual to separate himself from the social process
which has made him what he is, and when he does so the consequences
may be unfortunate. It is presumably this fear that keeps us all to the
beaten track. The typographer is apt to be more keen even than the theo-
logian or the lawyer in ferreting out precedent. Perhaps this is just as well
in view of the extremes in roman type design to which certain German
Buchkunstlers have gone, a defet due to the absence of the strong tradition
which restrains experimenters here and in America. Yet nevertheless it may
prudently be doubted whether our traditions are as pure as they are power-
ful. What are we to think, for instance, when, in his Note on the Foundations
of the Kelmscott Press, William Morris says that ‘There was only one
source from which to take examples of perfected roman type, to wit, the
works of the great Venetian printers of the fifteenth century, when Nicholas
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monftra baberentur.Deinde aliquito poft cum theologia nataralé predicans
quorundam philofopborum fentétias digefliff&:oppofuit fibi qugftioné &
ait.Hoc loco dicit aliquis Credat crgo cglum & terram deof effe: & fupra luna
alios:infta :Imsﬁgo}:nm aut Platonem:aut peripateticum Stratoné: quos
alter deum fecit fine corpore:alter finc ammo.Etad boc refpondens gd ¢

tandem inquit: Veriora uidentur Titi Taui aut Romali: aut Tulli Floftlii
fumma:Cloatinam Ttus Tatius dedicauitdeam:Picum Tiberinag Rouluf
Hoftilias Pauorem atg; Pallorem :teterrimos bominum affectus: quoy alter

Fig. 1. Da Spira, 1469

Lo Helephante fafuono in boccha arca lenan (imileallo ftarnuto & per lenari 1
fuori fuono fimile a quello delle trombe. Solamente ebuot hanno piu graue uox
mine cheemafchi.In tutn glaltr e loppofito: & tra glhuomini etiam emafchica
héno piu gmuebocechele?mﬂne.[)elfandulla che nafce non fode uoce fe prim
e tutto fuori.Non parla fenon dopo lanne: Ma elfigluolo di Crefo Redi Lydia

di fei mefi:elquale prodigio fignifico laruina di tutto quello regno . Quegli ch
minciono a parlare prefto penono piu aandare. Lauoce diuenta robuftada

cianniin la & nellauecchiaia faflongla. Ne e alchuno altro animale nelquale piu
fo fimuti.Sono preterea molte cofe degne di rifenire della uoce. Nelle Orcheftre:

Fig. 2. Fenson, 1470

through the streets of Micklii%arth. and hedged
with ‘Euir axes the throne of Kirialax the Greek
king, it was alive & vigorous. When blind Dan-
dolo was led from the Venetian galleys on to the
conquered wall of Constantinople, it was near to
its best & purestdays. When Constantine Palzo-
logus came back an old and care-worn man from
a peacefuller home in the Morea to his doom in
Fig. 3. Morris, 1891

well-doing,’ with thespirit & clearaimsofa Man.He
hasdiscovered that the Ideaanrkshop he sopanted
for 1s even this same Actual ill-furnished Workshop
he has so long beenstumblingin. He can say to him-
self: “Tools¢ Thou hast no Tools¢ Why, there is not
‘a Man, or a Thing, now alive but has tools. The
‘basest of created animalcules, the Spider itself, has a
Fig. 4. Walker and Sanderson, 1gor
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Jenson produced the completest and most roman charaéters from 1470 to
1476.” This confident statement, made in 1891, has gathered wider accep-
tance with the frequent repetition and quotation which the interest of
Morris’sexperimentsinevitably occasioned. Elsewhere the Kelmscottmaster
claimed that ‘Jenson gives us the high-water mark of the roman letter and
that after his death printing declined till it reached its lowest depth in the
ugliness of Bodoni.’ Further praise of Jenson’s type is implicit in Mr.
Pollard’s appreciation of the Doves type, avowedly based on the type of the
Eusebius of 1470. The Doves is held by Mr. Pollard to be ‘the finest roman
fount in existence,” and Mr. Updike himself says that ‘the types of Jenson
have never been equalled.’ This is a remarkable consensus of expert
opinion. Nevertheless, with due respe@ to these distinguished authorities, I
should like to plead for a little qualification in the eulogy they bestow upon
Jenson’s type and its derivations. When I ask what it is that I am entitled
to demand of a type face before committing myself to the statement that it
is satisfaCtory, I find that I require at least two things: first, that the essen-
tial form corresponds with that handed down; and secondly, that the
letters compose agreeably into words. Of the many types in present and
past use which fulfil the first condition there are, I fear, but few that
comply with the second. It is essential that not only should every combina-
tion of lower case letters achieve due evenness of line and colour, but that
the upper case be equally homogeneous, and as easily as possible merge
with the small letters. And it is in the relation of upper to lower case that I
suspect Jenson’s type to be less than perfect. This is obviously a point to be
regarded in the light of its origin and growth as well as in connection with
asthetic considerations. We know a thing largely by its cause, and it is
obvious that knowledge of its genesis is essential to an intelligent under-
standing of its nature and end. I make no excuse, then, for first transcribing
a page of relevant history.

Our roman types consist of upper case (capitals) and lower case, or,in the
terminology of the palzzographer, majuscules and minuscules. For the first
three or four centuries of our era formal writing consisted of capitals whose
shapes were drawn from the inscribed letters cut by the stone engravers.
These cutters had standardized their alphabet, i.e. they made their capitals
of equal height. To this rule they allowed an exception: they occasionally
treated the I as an ascender. Out of a sense of reverence, for example, they
would cut ImperaTORI. Again, they would use it at the beginning of a line
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coptrofilacaf eff:f.uﬂ'c;])uﬁ"- far-
rexicincolomif” Nofobfiupefacy

zanzaeremiraculo. tdquod1pfa

coscbaz ueritaf facebamuriNon

The Caroline minuscule
Fig. 5. From Delisle, Mem. s. Iécole calligraphique de Tours au ix* siécle

D detifiy, Sa[mrraﬁimtm Accepmef Lo sftef b

mﬁhm dwmm
brefmuzzare Sed offerecse w‘mufm = 1pim poter)

mmbim it j/mgm A

The Chancery hand
Fig. 6. The writing of a papal brief, 1472 ( from Steffens, L. P.)

DE FALSA SAPIENTIA.
confirmet: nec ulli alteri fapere onadit; mﬁ

defipere futeatur. fed fiont alras ollie ; fic ipfa
dqﬁtﬂlﬂr omnibus . Nihilo minus {mlfr il

fint, q’umufhfmm:ﬂ q_:mgim -
weris wer am; dixeris; & philofo phis situper.atur s fil
j.i.:c'rzi ne iguter wnd [efe ﬁdnn;, doctrinam Laus

dants; an malns univg altevius ignorantiam aulpan-

ﬂﬂi’l‘.t&'l £, i
s il e o 0 g

The Chancery type
Fig. 7. The italic of Aldus cut by Francesco Griffo, 1501
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as a decorative element or to indicate a long quantity in words like pIvo.
But this ‘I-longa’ practice was quite optional. A similar but more disciplined
custom is also to be noticed in early manuscripts, but minuscule letters did
not begin to show themselves until the third century.! The difference here
in size between majuscule and minuscule is as slight as the difference in
form. In all cases the % and  are a fraction less than double the height of
the minuscule. The majuscules scarcely rise above the minuscules. The
specimen reproduced at p. 309 of Greek and Latin Palaeography, ‘may,” says
Sir Maunde Thompson, ‘be accepted as a standard example of the per-
fec half-uncial written with a full sense of beauty by an Italian scribe.’
It will be observed that the ascenders, b, J, f, are well developed.

In the eighth century Charlemagne erected his famous school at Tours.
The general practice of this school, which initiated what we now call the
carolingian reform, is to employ majuscules for titles and other headings of
the volume usually selected fgr ornamentation. Paragraphs are distin-
guished by the employment of large versals: once more the height of
majuscules occurring in the text is (as will be seen from the reproduétion at
fig. 5) considerably less than that of the ascenders /, b, f,etc. We are entitled
to assume, I think, that the Tours calligraphers, in their consideration of
the @sthetic side of the reform, would have used larger capitals had they
judged that this would improve the appearance of the composition or was
necessitated by their view of the purpose of capitalization. In this connection
we must also remember that the caroline minuscule is due not to a
dilettante demand for a new hand by a set of modish young calligraphers,
but to a serious appreciation of the importance of accurate transcription.
The reformers possessed equally a sound understanding of the fundamentals
of fine writing, secured, we must believe, after a thorough examination and
practice of the previously currentforms.? Itisfair, I think, to concludethat the
‘Tours preservation of a modest capital represents the considered judge-
ment of experts alike in calligraphy as in transcription. We are concerned
here, of course, with the appearance of writing rather than with the ac-
curacy with which an author’s meaning is conveyed to readers of the
present and future. It is generally admitted that the caroline letter is a vast
Improvement upon previously existing hands; and in the opinion of no less

! Facsimile in Maunde Thompson, Greek and Latin Palacography, Oxford, 1911

(No. 94).
*So E. A. Loew, Studia palaeographica, Miinchen, 1g10.
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A Model of the Chancery style
Fig. 8. A page from the writing-book of Ludovico Vicentino, Rome, 1522
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an authority than Mr. Madan, the caroline minuscule ‘may still be
regarded as a model of clearness and elegance.” The post-caroline letter
suffered a full measure of modification and corruption, and if a number of
fine writers shed lustre upon the twelfth century, it was not until the
renaissance that the purified caroline letter entered upon that development
as a result of which it was to supersede all other hands.

Our present type forms, then, are due to a mixture of development and
Atavism. When the humanists deliberately abandoned all gothic and semi-
gothic scripts in favour of the caroline in which was preserved the letter of
the very classics upon whose spirit they nourished their philosophy, their
chief concern was to surpass the beauty of all existing manuscripts. It
cannot be denied that this ambition was achieved. The neo-caroline hand
was taught at a school inaugurated in Florence by Niccolo Niccoli (1364-
1447) during the first years of the fifteenth century, and it spread through-
out Italy. Its progress was much assisted by its employment as a diplomatic
hand, a piece of good fortune due to the increasing business in the Roman
curia. Thus Eugenius IV found it necessary to separate the work of writing
important bulls from the less important brigfs. For the latter a new depart-
ment was opened, and following diplomatic precedent a distin¢tive hand
was allocated to it. As this class of document was intended to be executed
with despatch, the simple neo-caroline was chosen, and it was under the
pontificate of Nicholas V (1447-1451) that the formule and characters of
these documents were fixed.

This neo-caroline script, in the hands of the writers of diplomatic, ac-
quired an essentially cursive charadter whose slope gives natural encourage-
ment to flourishing. In this form it is known as the chancery or cursive hand,
as may be seen from the first of all copy-books, ZI modo & Regola di scrivere
lettera corsiva over cancelleresca, compiled by Lodovico de Henricis (Ludovico
Vicentino), who describes himself as scritfore de brevi apostolici. The chancery
hand found favour with many artists, sculptors, and artificers of the Italian
renaissance, Mantegna, Benvenuto Cellini, Enea Vico, Baldassare Peruzzi,
Leonardo da Vinci, all using this form. Thus the neo-caroline spread as a
correspondence script, gathering vigour and individuality in various hands.
The pleasant renaissance habit of writing their private letters with a view
to being handed about as specimens of latinity naturally developed in
scholars an interest in calligraphy not less than in epistolography. There
grew up, consequently, a demand for the services of the writing master, and
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Bcﬂrﬂ} o co' | nemico,quale ftﬂ: di part forza, ct fi ritrouaf-
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dofi Quefto wffu‘l'm' in Quarta ordinaria far‘ga, col pre deftro
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Fig. 9. The chancery italic at Rome. Blado, 1523
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Fig. 10. Rome: Vicentino and Trissone, 1524
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Hauendo 1o Giosanniantonio T:fgﬁfn:e - prowifionato dal
Serenifimo Dominio Venetiano,con ogni debita cura di

moStrato a fE:rc d?nr% Partite di ?gmnc mercantile con
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foco Hﬂgﬁ# ﬁffﬁf,&jﬂm@ ¢ intitulata Luminario di
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Fig. 11. Italic probably designed by the celebrated Venetian calligrapher Tagliente, 1525

1 nobilijtimo jfgnar Rocco Granga»
Juo (ompare; & maqgiore bonorande.

v paefe doue i tira di baleftra d a bolzoni molto aftes
nasamense ;  dice che fu vn trato vn afturo bales
ieti , ilqual tirando a mira per dar nel capoa ~n'als
tro , non gli venne colo , per buena Ventura. Coluj
vedutofi volare il bolzone coft aprefo alle tempie , &
tano accofto che rafenandolo gli fece Vento, i comins
¢io @ conturbar "j? . Onde il traditore Voltandola in
ridere die , bauefti paura forio? da [aluto da ca:
i fi lewo Vrn prouerbio ; j:’;gﬁf_ :d;t:&or non , bauefti
paura? Vo dir cofi , che io bo dato della mia Zucea ful
capo’a parecchi paxzeroni ¢ buon anno. Ma J¢ per forte
nel dar gin la ramatata , lo mis Zucca fia pienadi fas
le , i femi, di ciuaie , 0 daltra cofa lagual fia pefante;
io eredo che la dara loro vn mal rrm%:in 2 U fe
mala difgratia la troua fola la buca , ( chel granchio fus:
Jeitoa fpaffo) la fara maqgiore fcoppio , & rintrones
ra piu loro il capo . Vlrimamente ﬂ sabatte ad acs
cbiappare fFoperta la Zucca; i poweri capaffoni banno ét
00 il pane: percioche la ne daré loro vna fi farta chel
muro gne ne dara Vw'alra ; bor fia con Dio’,

Fig. 12. Italic of Marcolini (Venice), 1530. Note the modest capitals in this and in
figg. 9, 10 and 11, all modelled by fine calligraphers
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this manual of Ludovico Vicentino (Rome, 1522) was followed by a large
number of imitations published in Venice and elsewhere.

Now the precise relation between majusculeand minusculewhich has been
remarked in the writing of the 8th-century caroline reformation, is carefully
reproduced by the 14th-century hand, whether upright or sloping. Atp. 60
I show a piece displaying this charaéteristic.! It must not, of course, be in-
ferred that there is no extant MS. in which the capitals range with the ascen-
ders. I submit, however, that it is clear that texts with reduced capitals not
only tend to predominate in number, but certainly occur in the best (i.e. the
most carefully written) specimens. Formal manuscripts of this epoch exist,
of course, in satisfactory numbers at the present time, but it is unfortunate
for our purpose that no scholar has considered it worth while to examine
in any detail the palzography of the sixteenth century. Nevertheless it is
possible with the help of such publications as Steffens, Lateinische Paldo-
graphie (Fribourg, 1899), Biagi, Fifty Plates from MSS. in the Laurentian Medicean
Library (Florence, 1914), Carta, Codici della Bibliotheca Nazionale di Milano
(Rome, 18g5), Carta and Cipolla, Monumenta Palacografica sacra (Turin, 1899)
to compare a sufficient number of examples to justify thestatement thatin the
clear majority of cases it will be found that majuscules in the text rarely rise
to the height of the ascenders. Prominent exceptions will be discovered in
the cases of letters in which the perpendicular stroke is the foundation of
the charader. Thus 7, L, P tend to rise even above the ascenders. It is
obvious that these forms may be indulged in without in any way compro-
mising the homogeneity of the page, and are indeed but a natural efflores-
cence of the splendid advantage in freedom which the pen will always
enjoy over a type form necessarily confined to a geometrically regulated
unit. Even so, MSS. were preferred to the best books of the printing press.
~ Vespasiano de Bisticci, the Florentine bookseller, who had a large share
in assembling a library for the Duke of Urbino, says of thatsplendid collec-
tion: “The books are all beautiful in a superlative degree and all written by
the pen. There is not a single one of them printed, for it would have been
a shame to have one of that sort.” Another exceedingly fine series of classical
and other texts was added to the library of Lorenzo de’ Medici. They were
written at the time when printers were striving hard to match their excel-
lence. Of MSS. written by such talented scribes as Antonio Sinibaldi, who
worked for the Medicean court, and Giulio Pomponio Leto, who was em-

! And see nn. 152, 156, 157, 158, 159 in Maunde Thompson, G. & L. P.
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ployed by the Vatican Library, it is no exaggeration to claim that they
form the very finest specimens of calligraphy extant. Cunning scribes were
also attracted to the courts of local Italian princes, and there were besides
a number of writers practising in the various courts attached to the Roman
curia. The book writings practised by such scribes as Sinibaldi and Leto
are formal, upright, and disciplined text-hands. A fair specimen of
Sinibaldi’s script will be found at fig. 17. Itis, then, from these text, formal
and semi-formal hands that there developed the roman and italic types
of our own day.

Tt now becomes necessary for us to notice that when, in 1468, the brothers
John and Vindalino da Spira of Venice issued their Cicero they employed for
the purpose what they justifiably claimed to be a new type form, and which
was to have a decisive effe¢t upon subsequent type design. It is not a bad
letter. To the lower case indeed it is even possible to give very high praise.
It is a regular well-cut face of good form. It is, I submit, doubly unfor-
tunate that it was thought well to disregard the traditional relation of the
two letters and to increase the measure of the capitals by raising them
almost to the height of the ascenders. If a page of da Spira be compared
with one of Sinibaldi it will be agreed, I think, that the effect of the printer’s
capitals is to ‘spot’ the page. They do not compose well, because in ranging
them with the ascenders the designer has #pso _faéfo given them too much
bulk. In the smaller size used for the Pliny of 1469 and the Ly of 1470,
the capitals are a trifle reduced, but still remain much too conspicuous. It
is, as I have said, a double misfortune, because the da Spira type founded a
dynasty which lives to-day in the Doves and other types. The da Spira type
is held in the very highest esteem by the modern experts. Something of the
same welcome was, we may be sure, extended to itin the Venice of that day.
But great as Venice was commercially, can we say that its literary and
cultural importance was equal to that of Florence? I need not, perhaps, try
to answer this question, but if we confine our attention to the subject of
calligraphy there cannot, I think, be any doubt that precedence is easily
won by Florence. I have already alluded to the fact that the first schools to
teach the humanistic script were in Florence. I think, too, that it can be
demonstrated that, perhaps by reason of the charaéter and wealth of the
nobles of the quattrocento, Florentine achievement in illuminating and
writing surpassed that of all other Italian cities, whether Ferrara, Milan,
Padua, Bologna, or even Venice. It is not too much to say that the Floren-
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¢ CLAVDI1 CLAVDIANI
POETAE ILLVSTRISS.
DE RAPTV PROSERPI-
NAE LIBER PRIMVS.

N ferni raptoris sm,n_ﬁ]’nti:p cHrTiE
Sidera tenarioy caliganté[p profunc
i Tunonis thalamos axdaci promere catw
Mens ﬂﬂg;ﬁg ill&f-gﬂ‘ﬂ-“ remont-
te prophani.
Yam furor bumanos noftro de P!Ehfﬁftﬂﬁl
Expulit, & totum [pirant precordia Poebur
Yam mibi cernuntur trepidis defisbra moneri
Sedibus,& claram difpergere lamine [ucem)
Aduentum teftata dei. iam s ab imis
Auditur fremitus terris,templiimg remugit
Cecropidim,fanflafas faces extollit Elexfis.
Angues Triptolemi firident,& fuamea curuis
Colla fenant aftrifta ingis:(apfiigp feremo
Eretli rofeas :_:mﬁmt ad carmina cnﬁ}:.

+ Ecee procul ternis Hecate variata i
Exarftuﬁ}:tw;fp fimul procedit lutﬁﬂsg’m‘
Crinali florens bedera:quem Parthica tigris
Uelat,& auratos in nodum mﬂ"gfr vignes.
Ebria Meonijs figit veftigia Thyrfis
Dij, quibus in numerum vacwi famulantsir anerni,
Unlgus iners opibus quorum domatur auaris
Quicquid in orf: petityquos flyx (inentibus ambit
Tterfufa vadis,& quos fumantia torquens

a.iiif.

Fig. 13. Colines, Paris, 1529

N iout trefcler,que le Soleil luyfoit,
VI: [ clarté vn-chacun induyfort
Chercher les boys,haudes, fueillux , &7 efpass,
Pour vepofer & la frefcheur,en paix.

Faunes des boys,Satyres, Demydienx,
Sceurent pour ewx tresbien choifir les lieux
St bien counerts,que le chault en rien nuire
Ne lewr pousoit,tant Jeeu ft le Soleil Lyre.
Sur le it mol,d herbette.efpeffe & verte,

Se font couchex_, ayans pour leur counerte,
Ve efpefJewr de branchetres.yfues
Des arbres verds,iointes comme tyues,

Et aupres d ewsc(powr lewr foif eftancher)
Saillowt dehars dam eridtallinrocher,
Douce ¢~ claire eam,trefagreable a voir,

Fig. 14. Granjon& de Tournes, Lyons, 1549

IVINA PROVIDENTIA
fattum effe puto, FRANCISCE Rex
Chriftianiffime,vt que praclara funt & dif
Sficilia,quantd magis ab ipfis defiderantur &
perquiruntur bominibus:tantd tardius a pau
cis plurimim inueniantur , & in [ua diffe-
rantur temporaillifque deflinentur inuento
ribus,quos folus Deus ad beee nouit effe dele-
Etos.Citm ob multa,tum vt igneus & plane

Fig. 15. Colines, Paris, 1545

de Colomnes cgualles,telles qu'il vous plaira,come vousen voyez icy fix, & les
cufliez faites cguallemét elloignees les vnes des autres, vous cftit au meilieu d'i-
celles,verriez le racourciffemér defdicres Colomnes eftre naturellement donné,
& cc fansartificeaucun. Dont fenfuit que les Colomnes & Entrecolomnes
plus efloignees vous fembleroient moindres, & les plus prochaines de vous,plus
grandes,combien qu'ils foient egualles, Puis donc que naturellement ce qui cft
vizavizde vous fuslaligne Terre, fe racourcift, il n'eft befoin y adioufter ra-
Fig. 16. Le Royer, Kerver, etc., Paris, 1540. Notice that all these French types exhibit reduced capitals
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tine school of writers, of whom Antonio Sinibaldi was a conspicuous €x-

ample, produced the very finest writing of that unsurpassed century. If only

printing had found there a more congenial atmosphere! Had Sinibaldi cut

a type, say, for Torrentino, I should not, perhaps, now be undt:‘:r the neces-

sity of lamenting the fact that the excessive bulk given to da Spira’s capitals

was repeated by Jenson, exaggerated by Ratdolt and, save for one or two
exceptions, continued to our own day. The ugly appearance of William
Morris® golden type is diretly due to his being seduced by the letters of
Jenson and Rubeus, neither of whom, I am bold enough to suggest, 1s
worthy to be taken as a perfect exemplar. But this is the place for a little
more history. A fine letter was cut circa 1498 for Aldus by Francesco
Griffo, of Bologna, and used for the Hypnerotomachia of Poliphilus. In one
or two points this type, I think,easilysurpasses Jenson. Firstof all the capitals
are noticeably less high than the ascenders. Indeed, so anxious was the
master that his upper case merge agreeably with the text that these are a
trifle lighter in line than the lower case. The heavy slab serifs of Jenson’s
capitals are gone, and the whole fount composes into a restful and pleasing
page. A comparison with the Poliphilus, written in Italian and containing
therefore more capitals than the Jenson Eusebius, is, I think, all in favour of
the Aldine page. For my own part I must confess that I am prepared to use a
still more modest upper case than Griffo felt able to employ. It would seem
that in the thirty or forty years which had elapsed since the invention, dozens
of types had appeared retaining the characteristics of the da Spira letters.

Nevertheless the old—and I dare add, the true—proportions died hard.

Griffo’s italic, cut for Aldus in 1501, and another version made for his own
use at Fano in 1503 are excellent. The relative of Aldus, Antonio Blado
of Asolo, who was appointed printer to the Apostolic camera in 1515,
followed his relative with a beautiful but entirely dissimilar italic (? by
Ludovico Henricis) in 1523, which preserved the ancient proportions, as
also does the interesting italic used in the edition of Trissino’s Epistole printed
and published by Henricis in 1524 and which was (as stated by Trissino
himself) cut by Henricis. Imitations and adaptationsof Griffo’sand Henricis’
italic, such as those used by Gryphius, Lyons, 1535, Simon de Colines,

Paris, 1530, also conformed. Until the cutting of the types de I'Université
italics were worked with upright capitals, nor was it felt awkward that they

were in some cases thirty per cent. lower than the ascenders. Garamond

himself seems to have inclined in many instances towards a modest upper
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case, though the trismegiste, his most ubiquitous letter (it appears on nine
out of ten titles of the period), lines the capitals with the ascenders. Thence-
forward the taleisone of increasingly arrogant capitals. They assert themselves
far in excess of their true function and are tolerated to-day, I must assume,
only because custom has covered with its all-enveloping cloak a multitude
of otherwise unjustifiable usages. By the end of the sixteenth century there
were in use no roman types built according to the ancient tradition. In a
few italics it survived. Van Dyck’s most beautiful italics, cut in 1660, were
deliberately destroyed (cf. the story in Updike) in order to make room for
Fleischmann’s modernities. Fell bourgeoisis admirable. For the rest, capitals
ranging with the under side of the beaks of the ascenders are the rule.

The history of calligraphy reveals that with the passage of time there
resulted an even more widespread declension from the old standards set
by such masters as Vicentino and others. At first the imitators of Vicentino
were legion. After Sigismundo Fanti (Rome, 1523) came Giouantonio Tag-
liente, prouisionato dal serenissimo dominio Venetiano per merito de insegnare questa
virtute del scrivere, as he proudly says, with a writing-book (Venice, 1524), in
which are shown several models of lierae cancellaresche. An equally fine series
was brought out by Giovanni Battista Palatino in his Book, published hand-
somely by Antonio Blado (Rome, 1540), who also issued the first book of
Giovanni Francesco Cresci’s Essemplare di piu sorti lettere (1560).

The last named was the first volume whose cuts were printed from copper
plates. Thereafter handwriting models were at the mercy of the exceedingly
cunning engraver, eager rather to demonstrate his skill than to form fine
models of practical handwriting. In the fashion for finesse, over-elaboration
and super-decoration which supervened, there was no room for simplicity.
Engravers and writers, by now corrupted with these examples, vie with
each other in the brilliance of their plates, producing the most intricate and
fantastic exhibitions of ‘command of hand’ and of ‘striking.’ By the end of
the sixteenth century scarcely a vestige of the original chancery hand is
discernible. Every Italian, French, Dutch, and Spanish praditioner felt
hlmse!f free to range capitals with ascenders, whether roman or italic.
Such is the appetite for regularity displayed by all the contributors to Geo.
Bickham’s Unwersal Penman, that it surprises one to find the lower case ¢
excepted. One ‘elegant’ writer indeed, Mr. Nathaniel Dove (1738), actually
elongates his # to the height of / and 4, etc.

The copybook writers reached the zenith of fatuity in the nineteenth
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century. We all know the vile hands taught to our parents and grand-
parents. Perhaps the worst of all writings is the attentuated American
variety known as office script. The fearful lettering of English Victorian
architecs runs it close. From these horrors we have been delivered by Mr.
Edward Johnston, who twenty or so years ago gave himself to an intensive
study of handwriting which bore fine fruit in his Writing, Illuminating, and
Lettering. Here he shows a complete mastery of the quill. Nothing is strange
to him. He is equally strong with all the historic hands between the 6th to
the 12th or 13th centuries, the uncial, semi-uncial, lombardic, and caroline.

Mr. Johnston’s unique contribution to calligraphy has laid many printers
under a sense of great obligation. His work in a number of volumes for the
Doves Press and for early volumes of the Grossherzog Wilhelm Ernst
editions of German classics published by the Insel Verlag, is already well
known, but his services to typography do not end here. His influence is to
be found in the books of the Bremer Presse (Munich), and indeed the new
German calligraphic movement derives directly from Johnston just as the
parallel movement in typography is due to Cobden-Sanderson. Here,
perhaps, as I would not be misunderstood, I may be permitted to voice a
protest against the all but universal practice which obtains in Germany of
using, for fine books, a purely calligraphic title-page in, e.g., lombardic
capitals, to a work composed in one of the new (and sometimes offen-
sively new) types designed for the German private presses. Obviously
this 1s not the best sort of help which the calligrapher can offer to the
printer, whose endeavour should always be to use #pe to the best advan-
tage. To resort to the calligrapher for an entire title-page is an implicit
confession of a sadly deficient sense of design or an inadequately furnished
composing room. It is the calligrapher’s work rather than his quill which
should be bought by the printer. The calligrapher’s use of initials, massed
capitals, manner of lay-out, ornaments and colour, can beveryinstructive to
him. It would then, I submit, be to the great advantage of the craft if
calligraphy and typography were more en rapport. It must be said, however,
that Mr. Johnston’s contribution, unique as it is, possesses, perhaps, a note
of archaism which renders a little dangerous the use of his work as a model
for the printer. Mr. Johnston himself, perhaps, and, I think, certainly his
school, has eyed almost too lovingly and too exclusively the pre-humanist
MSS. Mr. Johnston’s school would tend to carry printers back to the eighth
century and the caroline minuscule.
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OF course it cannot be denied that this and earlier hands are extremely
beautiful as pratised by Mr. Johnston and his pupi1§. It is safe to say,
however, that they will not develop a type form of which we could make
anything like general use to-day. Our need as typographers is to be in
relation with a school of calligraphers whose hands represent not a rever-
sion to the early Middle Ages, but whose terminus a quo 1s the humanistic
script I have already described. In other words, I ask for a reduction in the
conscious or unconscious archaism which now characterizes the Johnston
school. I beg them to bring their art into kinship with printing, to design
ornaments and borders consistent with the Jeigeist. At the present time
calligraphers give us the floral evolutions of the Middle Ages. Thus even
calligraphers are living in a ‘period.” But an attack on ‘period” calligraphy
and ‘period’ printing is not my present purpose. I desire to point out that
just as the highest interests of typography forbid mere satisfaction with
resurredted Garamond, Aldus and Jenson, so it is impossible to remain
content with uncials and semi-uncials, no matter how beautiful. At the risk
of making a King Charles’s head of the serittura umanistica, I must repeat
that I think that a serious study of fine MSS. in this hand is an essential to
fine letter design and its development. In this connection I should like to
be allowed to say that unless we are shown how to appreciate this renais-
sance hand we had better give up our ligatures &, . I hope the printer
knows what to say, who has to justify his use of ligatures to a customer’s
objection to ‘these twiddly things.” However, ligatures, like ‘period” printing
and ‘period’ calligraphy, are another story. But it belongs to the present
article to point out that had the leading European calligraphers (I have
not seen the work of Mr. C. L. Ricketts of Chicago) examined in defail one
or two of the magnificent humanist MSS. kept in the Laurentian Medicean
Library at Florence they could not but have adverted to the comparatively
reduced capitals. Mr. Johnston, followed by Mr. Graily Hewitt, Mr. Percy
Smith, Frl. Anna Simons (Munich), Prof. Rudolf Larisch (Vienna) are, like
the typefounders, at present following the proportions of Jenson and ele-
vating their capitals at least to the beak of the ascenders.

Here it may be objeéted to me: what about the ‘humanistic type’? have
we not the authority of Dr. Guido Biagi for the statement that its form is
based upon the script of Antonio Sinibaldi? It is true that Mr. Chas. Eliot
Norton and Dr. Guido Biagi praise the humanistic type, and it is true that
the letter is praiseworthy. But the type-cutter has laboured to copy in
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V fUFE rum feus memorem wnomy obiram.

M ultaquoque'debello [:aﬂ'us dum conderer"urbem
1 nferrerg, deof lano: genufunde’lannum :

A lb.mtq,Fan-eﬁ arque’ alte’ moema romee’

M 1fa mibr caufaf memora. quomuninef [efo
Q wd u.e'dolmfregma, deum : ror'uoluerecafuaf
I nﬁgnem pretare wurum tot’adre’ laboref

I mfm&r:ri tantee ne ammf celethbufre”’

v rbfannqua fut’ ryr renuere colom :.

c ar:bago iraham contra: ubermui,

H ofha: diuefopum. ﬁudtifci, aflxrnma. bells.
Q_uamluno ferrurrernfm aglfommbuf unam

P ofthabita coliuflesamo. biclluf armee

H 1ccurruf fnr. boc regnum dea gmnbuf efle

5 wqua fatafinant’iam tum mndmi,fbuer:q,-
]3 rogenicm fedemm trorano afangmna’dmx

Fig. 17. Thewriting of Antonio Sinibaldi in his codex of the Aeneid (Bib. Laur. Flor.)

V tbs anriclua fuir” tyru tenuere’ colom:

C artha go italiam contra: tiberinacl, longe’

H ostia: diues opum studuscl, asPemma belli.
uam luno fertur’terris ma,gts ommbus unam

P osthabita coliusse’samo - bic illius arma

H ic currus fuir”. boc regnum dea gcntibus esse’

S 1c1u.a fata sinant’1am tum tend{tcl, fauetcl,.

T rcgmiem sed enim trotano a sangume’dm:i

Fig. 18. The Humanistic type: notice the larger majuscules
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metal the charateristics of quill letters, and thereby produced a letter
which falls between two stools; to look at, it is neither type nor script,
though the essential form of the charaéters is, in my view, perfe¢t. A much
more serious point is revealed if a page of Sinibaldi’s codex of the Aeneid
(MS. Laurentiana 517) be compared with the type. The comparison
demonstrates that the founders have raised the capitals by some ten or fifteen
per cent. in order to range them with the ascenders. There would be more
excuse for this were there any justification in any other of Sinibaldi’s MSS.
I do not think this is forthcoming. The superb Horae (MS. Laur. Ashb.
1874), written by Sinibaldi and illuminated by Francesco d’Antonio del
Gherico in 1485 for Lorenzo de Medici, consistently uses modest capitals.
As I have already suggested, the use of the modest capital was no mere fad,
nor was it confined to Sinibaldi. There are very small capitals, for instance,
to the text of Josephus (MS. Laur. Plut): ‘Scriptus manu mei Gherardi
Joannis de Ciriago, civis florentini pro Joanne Cosmae de Medicis cive
optimo florentino.’* The * Humanistic’ type being unsuitable, it maywell be
demanded if at present there exists any letter which more nearly secures
what I have ventured to regard as the true relation between the capitals
and lower case.

_ It will be natural to turn to the faces put forth by the most prolific de-
signer of our, and indeed of any, time. Upwards of forty-five faces are
credited to Mr. Goudy, and though I have not been able to see, or at least
to recognize, all these, I think I am familiar with his founts since their
designer became an important faétor in this field. I think Mr. Goudy first
came into deserved prominence with his Forum capitals and Kennerley
roman upper and lower case. Since then he has cut a number of founts, all,
saveone, pres?rvn}g thf_:ﬁ.l]l-sized capitals customarysince the daysof Jenson.
The l+atcat design, _Itahan Old Style,” perhaps owes a trifle toRatdolt, at least
d.l_f.‘ size of the capitals reminds me of that Venetian—they range exactly
}«-Lth the he1gl]t of the ascenders. I fear, therefore, that the exception which

. ave noted is due to a ha;_:py caprice rather than to a heartfelt conviétion
o 5;21: Goudy Modern remains, however, an admirable letter. It is advertised
?Stali mgf based_upun a t?’pe by Bodoni, but Mr. Goudy has clearly left the

: an far bchm.d. The *Modern’ has an excellent colour, the traditional
Xx?ic}g‘;,ﬁ‘islm Biagi: Fifty Plates from MSS. in the Medicean Library, Nos.
* Cf. fac. in Biagi, op. cit., No. LXVI.
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sharpness of contrast between the thicks and thins is agreeably reduced, the
serifs have been suitably revised, and a notable reduction has been effected
in the size of the upper case (see Fig. 19). Nevertheless this letter is hardly
suitable except for the more abnormal kinds of bookwork. Search elsewhere
among available types reveals scarcely any possibilities. There is Fell
bourgeois italic, and the italic of Christopher van Dyck, already mentioned,
both of which are well constructed and graceful letters with modest upper
case. Some present-day typographers, among them Mr. Rogers, Mr. Rollins,
and Mr. Meynell, have been constrained to use the lower case of one size with
caps of a smaller body. This expedient is not always justified by its result.
Will not some modern designer who knows his way along the old paths
fashion a fount of maximum homogeneity, that is to say, a type in which the
upper case, in spite of its much greater angularity and rigidity, accords with
the greatest fellowship of colour and form with the rounder and more viva-
cious lower case? So, in my submission, we shall draw nearer an ideal type.

to Mentz is not known, but, as he
was married to Christina Fust in
1455, it is probable that his con-

Fig. 19. Mr. Goudy’s * Modern’ type
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