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THE THEME

[ The theme of this book is Typography, and Ty-
pography as it is affected by the conditions of the
year 1931. The conflict between industrialism &
the ancient methods of handicraftsmen which
resulted in the muddle of the 19th century is now
coming toits term.

§ But tho’ industrialism has now won an almost
complete victory, the handicrafts are not killed, &
they cannot be quite killed because they meet an
inherent, indestructible, permanent need in human
nature. (Evenifaman’s whole day be spent asa ser-
vant of an industrial concern, in his spare time he
will make something, if only a window box flower
garden.)

[ The two worlds can see one another distinctly
and without recrimination, both recognising what
is good in the other — the power of industrialism,
the humanity of craftsmanship. No longer is there
any excuse for confusion of aim, inconsistency of
methods or hybridism in production ; each world
can leave the other free in its own sphere.

q{ Whether or no industrialism has ‘come to stay’
is not our affair. but certainly craftsmanship will



The Theme
be always with us — like the poor. And the two
worlds are now absolutely distinct. The imitation
‘period work’ and the imitation handicrafts mer-
chants alone are certainly doomed. Handicrafts
standards are as absurd for mechanised industry
as machine standards are absurd for the craftsman.
| The application of these principles to the making
of letters and the making of books is the special
business of this book.

] This book was writtenin 1930, and now thata
second and cheaper edition is called for it seems de-
sirable to re-write a great part of it. It was one of the
author’s chief objects to describe two worlds — that
of industrialism and that of the human workman —
& to define their limits. It is one of the book’s chief
faults that that object was but imperfectly remem-
bered. It has not been possible to correct this, but the
book has been amended in many small particulars
and a chapter added.

q[ Six years is a considerable time in human life, and
if it be true that the witty remarks one makes at a
dinner party seem peculiarly foolish the next morn-
ing, how much more does the enthusiasm of 1930
appear foolish in 1936. The two worlds are still
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with us; the industrial world continuing in its dia-
bolical direction, the humane world indestructible
by its very nature. But the divorce between them is
even more complete, and the sphere of the handi-
craftsman even more curtailed.
€ The determination to have all necessary things
made by machinery, & to organise machine indus-
try insuch a way as to have only a few hour’s work
per day is now much more clearly defined thanit
Wwas even six years ago. And printing is one of the
obviously necessary things, & to doitinany other
way than by machinery appears more and more
absurd. Thus one after the other the crafts, which
were formerly the workman’s means to culture, are
being mechanised more or less completely, & now
only such things as musical composition & painting
pictures & giving lectures on the wireless, demand
the actual responsible skill of the human being who
does them. All other workmen are released from
any other considerations but economic ones. It was
possible to say these things six years ago; but to-day
many more people are conscious of their truth. The
newspapers are full of evidences that people are
beginning to see the issue clearly. The widespread
propaganda of financial reform is alone evidence of
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agreatchangein people’s minds. They see now very
clearly that the old man of the sea is a financial rather
thana social tyrant.
| The industrial world may be wrecked by its bad
finance and the wars which bad finance foments,
or, as seems less likely, a brave new world of logic-
ally organised machine production may be achieved.
In either case human communications will continue,
printing will still be called for, & much in this book
may still be useful.



1. COMPOSITION OF TIME
AND PLACE

| Time & place must be taken into consideration
in the discussion of any human affair, and this is
particularly true in an abnormal time like the 20th
century. It is not our business to write at length of
thisabnormality, but it is necessary at least to de-
scribe it, though, as is very often the case, it is more
easy to say what itis not than whatit is. It is not
simply that abnormality which is caused by an ex-
cess of riches among the few and the poverty of
the many; such an excess on either side does not
necessarily destroy or disturb the essential human-
ity of our life. Nor is it the case of a free minority as
against an enslaved or servile majority. Such a state
may be ethically good or bad, but neither the free
nor the slaves are necessarily condemned to a life
contrary to nature. The abnormality of our time,
that which makes it contrary to nature, is its de-
liberate and stated determination to make the
working life of men & the product of their work-
ing hours mechanically perfect, and to relegate

all the humanities, all that is of its nature humane,
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to their spare time, to the time when they are not
at work.

q[ The full force of this abnormality is not apparent
to the majority; perhaps no more than ten people
in England see it. This state of affairs, though now
deliberately fostered and definitely stated in many
places, has been very gradually arrived at —itis
only recently that it has arrived at any sort of com-
pleteness; but it is now almost complete and has
come to be regarded as in no way contrary to nature
and actually to be a normal state of affairs.

q This is not the place to demonstrate the steps by
which the world has come to such views & to such
a condition, nor to discuss the ethical causes and
consequences. Itis sufficient for our purpose to de-
scribe the world of Englandin 1931, & it is neces-
sary to do that in order that we may see what kind
of world itis in which the thing called Typography
NOW exists.

[ We are concerned with Typography in England;
it may be that the conditions are much the same

in France, Germany and America, but we have no
means of being certain of this. Moreover there are
differences of language and even of lettering which
make it necessary to restrict the circle in order to
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avoid confusion. §f What sort of a place, then, is
England? It should now be possible to describe
England pretty clearly; the transition from a pre-
industrial, agricultural state is now mentally and
practically complete; the thing can now be seen
sharply defined against the background of her
past. There are still all sorts of survivals, and even
vigorous survivals, many of which are of their na-
ture permanent and indestructible, but they are
to be seen now as survivals and relicsand not as
integral parts of the world we have made. They
are not of the soul of the existing structure, they
are bodily survivals determined by another soul.
| The small shopkeeper, for instance, is still with
us, and though the time has almost come wherein
he will have no apparent place, nevertheless his
survival is permanent; for nothing can stop small
boys from selling one another marbles, and it is
that personal dealing which is the root of all trad-
ing. § Even the small craftsman, in spite of the im-
possibility of competition with big business” and
mass-production, cannot be permanently put out
of action, if only because the pen-knife is always
with us and men will always want to make things
to please themselves, tho’ only in their spare time.
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| Nothing will stop men singing or making songs,
even though music ‘on tap” supply the bulk of the
demand. § And, most important of all, religion,
which in spite of its establishment has now no
effect in politics, cannot be destroyed. Even tho’
every institutional religion be banished from the
state, every man will make a religion for himself,
for noman can avoid some attempt at an answer
to the question ‘What's it all blooming well for?".
[ Nevertheless, in spite of their indestructibility,
these things and others are now to be seen simply
as survivals from our pre-industrial past; for in-
dustrialism is of its nature inimical to all of them,
& it is industrialism that is the body of our modern
world. As toits soul we are not immediately con-
cerned; our business is to describe England in that
aspect of it which concerns us as producers, makers
of things. The spiritual and political description
is outside our competence. Mr Maritain, in his
recent essay on Religion and Culture, says: ‘The
modern world is spiritually dominated by the
humanism of the Renaissance, the Protestant Re-
formation and the Cartesian Reform’. And though
this be the exact truth its demonstration is here
no affair of ours. § Such demonstration, however,
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is quite unnecessary, for there are now few who
would wish to deny it. Leaders of shop-keepers,
like Mr Selfridge, or of manufacture like Messrs
Robinson and Cleaver of Belfast (who in their cata-
logues state that they are able to supply ‘Best blan-
kets at 80s per pair, blankets ‘for the spare room’
at 65s, blankets “for servants’ bedrooms’ at 25s,
and blankets for charitable purposes’ at 18s —or
some such scale of figures), leaders of finance like
Lord Melchett, or of politics like the first Earl of
Birkenhead, would all heartily agree that such are
the spiritual dominations of the modern world.
Here, therefore, we are concerned merely with
description and not at all with either history or
proofs. Almost for the first time we find ourselves
able to say things with whichnearly everyone
will agree.

{ We ask then again: What sort of a place is mod-
ern England? As we have said, Religion counts, the
Churches are powerful forces; Nationality counts,
the War could not have been fought had not the
various peoples been moved by notions of patriot-
ism. Customs, habits, all count; the clothes we
wear, the language we speak, our architecture,
tho’ for the most part a jumble of all the styles on
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earth,all these things count, but as yet they are
very little outwardly the product of that which

is the essence of our world. § The world is not yet
clothed in garments which befit it; in architecture,
furniture, clothes, we are still using and wearing
things which have no real relation to the spirit
which moves our life. We are wearing and using
them simply because we are accustomed to them.
The intellectual excitement which moves indivi-
dual designers does not affect the mass of people.
The majority still think Gothic architecture to be
appropriate to churches, tho” Gothic architecture
is simply a method of building appropriate to stone
and is not really more Christian than Hindu. We
still make tables and chairs, even when we make
them by machinery, with the same ornamental
turnings & cornices & so forth as when furniture-
making was the job of a responsible handicrafts-
man. We still wear collars and ties, whether we
be kings, clerks or furnace men, though there is
no necessity for a collar or a tie in any of these
trades. All thisismerely intellectual sloth; nobody
can be bothered to live according to reason; there
is even a strong national feeling of distaste for any
attempt to do so. Doubtless a distrust of human
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reason is reasonable, but few adventures are more
honourable than an attempt to live by it.

q Now thechief and, though we betray our perso-
nal predilection by saying so, the most monstrous
characteristic of our time is that the methods of
manufacture which we employ and of which we
are proud are such as make it impossible for the
ordinary workman to be an artist, thatistosaya
responsible workman, a man responsible not mere-
ly for doing what he is told but responsible also for
the intellectual quality of what his deeds effect. That
the ordinary workman should or could be an artist,
could be a man whom we could trust with any sort
of responsibility for the work he does, or proud of
anything but that kind of craftsmanship which
means skill and attention as a machine operator
(and that responsibility is a purely moral one) is
an idea now widely held to be ridiculous; and the
widespreadness of this opinion proves my point as
well asI could wish. When I say no ordinary work-
man is an artist, no one will say Iam lying; on the
contrary, everyone will say: Of course not.

[ Such is the state of affairs, and its consequences
should be obvious. That they are not is the cause
of the muddle in which manufacture is at present
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to be found. For in a world in which all workmen
but a few survivals from pre-industrial times, a
number so small as to be now quite negligible, are
asirresponsible as hammers and chisels & tools of
transport, it should be obvious that certain kinds
of work which were the products proper tomen
for whom work was the natural expression of
their intellectual convictions, needs & sympathies,
as it was of those who bought it, are no longer
either natural or desirable. If you are going to em-
ploy men to build a wall, and if those men are to
be treated simply as tools, it is imbecility to make
such a design for your wall as depends upon your
having masons who are artists. The 19th century
architects’ practice of designing ornamental walls
and drawing out full size on paper every detail of
ornament is now at last seen to be ridiculous even
by architects; it is now understood that ornament
isakind of exuberance and that you cannot be ex-
uberant by proxy; nineteenth century attempts at
so being are desolate, and a world which desires
pleasure more than anything else finds itself sur-
rounded by things that please no one but fools.

[ Itis now clearly understood that modern build-
ing must not rely upon ornament, it must rely
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simply upon grandeur, that is integrity and size.
There are things which can be measured; with
these alone can the modern architect, employing
the modern workman, concern himself. Of beauty
there need be no lack, for the beautiful is that which
pleases being seen, and those things are pleasing
when seen which are as nearly perfect as may be
in their adaptation to function. Such is the beauty
of bones, of beetles, of well-built railway arches,
of factory chimneys (when they have the sense to
leave out the ornamental frills at the top), of the
new concrete bridge across the Rhine at Cologne,
of plain brick walls. § There is nothing specifically
human about such things or in such beauty. They
are not redolent of man’s delight in himself or
of hislove of God. But that is neither here nor
there. We have elected to order manufacture
upon inhuman lines; why should we ask for
humanity in the product? Whether the present
system will or can endure is simply irrelevant to
this essay. The manifold injustices and miseries
which seem to be its accompaniment may or may
not be inevitable, & in any case are not here our
concern; the conditions under which things are
made, the material conditions, the technical con-
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ditions, are alone relevant. Weare simply concerned
to discover what kind of things can be made under
a system of manufacture which, whatever its ethi-
cal sanction or lack of sanction, is certainly the
system we have, the system of which we are proud
and the system few desire to alter.

[ Itis necessary to say a few more words about the
word “artist’. We affirm that the word Art means
skill, that a work of art is a work of skill, and an
artist one who is skilful at making things. It would
appear therefore that all things made are works

of art, for skill is required in the making of any-
thing. And in spite of industrialism this remains
true. But, as we have said, the ordinary workman
hasbeen reduced to the level of a mere tool used
by someone else. However much skill he may have
in his fingers and conscientiousness in his mind, he
can no longer be regarded as an artist, because his
skill is not that of a man making things; he is sim-
ply atool used by a designer and the designer is
alone the artist. § Another thing that must be
made clear is that we are not at all oblivious of the
real distinction between what the ordinary person
nowadays calls art, and the other things. Picture-
painting, sculpture, music, are indeed art par ex-
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cellence, but that they alone are now called art is
not because they alone are or can be art, but be-
cause they alone to-day are the work of men not
only skilful, and not tools in the hands of another,
but workmen responsible for the things they make.
[ Even those higher flights of human skill, about
which the critics make so much trouble, those
paintings, sculptures, & compositions of music
in which human emotion seems to play so large
a part that it seems as though emotion were the
substance of such works, even these are things
demanding skill in their making, and we prefer
to call them ‘Fine Art’ to distinguish them, rather
than to deny the name of Art to things whose
primary purpose is to supply merely physical
conveniences.

q The ordinary workman, then, is not an artist;
heisa tool in the hands of another. He is a morally
sensitive tool, but now, in spite of the continued
survival of the old fashioned workman (tho’ such
survivalsare necessarily becoming rarerin the ranks
of ordinary workmen), he is not intellectually
sensitive. It is clear, therefore, that no demand
must be made upon him which calls for anything
but good will. As in architecture it is now recog-
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nised that even plain masonry must be left from
the saw —a chiselled surface has no longer any
value —so in all other works & especially in those
of factory production, wherein labour is subdivid-
ed asmuch as possible & the product standardised,
everything in the nature of ornament must be
omitted and nothing must be put in which is not
strictly a logical necessity. Houses, clothes, fur-
niture and all appliances and convenient gadgets
must be so made; and this is not because we hate
ornament & the ornamental, but because we can
no longer procure such things; we have not got a
system of manufacture which naturally produces
them, and, most important of all, if we insist on
the ornamental we are not making the best of our
system of manufacture, we are not getting the
things which that system makes best. § The pro-
cess by which a railway locomotive has become
the beautiful thing it now is, by which the less
ostentatious motor-cars have become objects of
delight to those who see them, by which plain
spoons and forks achieve that quality of neatness
which gives nearly as much satisfaction as the best
Queen Anne silver, this process must be welcomed
in all other departments of manufacture. Andif
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the human race is really convinced that it cannot
forgo ornament and the ornamental it must, for
the making of such things, have recourse to those
workmen who remain outside the industrial sys-
tem, painters, sculptors and poets of all kinds, in
whatever material they work, whether words or
wool, & be prepared to pay highly; for such things
cannot be cheap when artists and poets are not or-
dinary workmen but highly intellectual and self-
conscious people. And ornamental typography is
to be avoided no less than ornamental architecture
in anindustrial civilisation.

[ Let us take it for granted, then, that the ordinary
workman is no longer an artist; and further that
no operation is to be regarded as one for which the
workman is intellectually responsible; such intelli-
gence as he has is to be directed solely to the well-
doing of what he is told to do. We may leave it to
the directors of industry to see toit that labour be
properly subdivided & rationalised in accordance
with the dictates of economy; we may leaveit to
politicians & moralists to see to it that the physical
conditions of the workers are hygienic & morally
justifiable. We, neither directors of labour nor
politicians, are solely concerned with the kind
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& quality of the things made. Itis no longer per-
missible to design things with no reference but to
our own pleasure, leaving it to engineers to design
machines capable of making them; our business is
now todesign things which are suitable for machines
tomake. And thisis not to say that we accept the
limitations of machines as they are to-day, but that
we accept the limitations of machinery as such.
Moreover, and this is even more important, we are
not saying that the machine is the arbiter in design:
the mind isalways that. The shape of A cannot be
changed at the bidding of any machine that is or
could be made. But, taking the shape of A to be

that which the judgement of the mind lays down,
we have to conform it to the nature of the machine,
and not attempt to impose upon mechanical pro-
duction either those ornamental exuberances which
are natural and proper enough to human beings
working with their hands or those peculiarities of
detail which are proper to the pen, the chisel, and
the graver.

§ But while it is clear that the determining principle
of anindustrial world (what the theologians call

its soul) is such as we have described — the perfec-
tion of mechanical manufacture, the obliteration
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of all intellectual responsibility in the workman,
the relegation of all humane interests to non-
working hours & the consequent effort to reduce
working hours to a minimum — it is equally clear
that the outward appearance of our world shows
atpresent very little of the principle which inspires
it. The merest glance at the Fleet Streetof 1931
shows how little we have yet put on the garb of
anindustrialism shorn of pre-industrial enthusi-
asms. We can still endure, tho’ with an increasing
sense of their ridiculousness, the imitation gothic
Law Courts, the quasi-classical West End branch of
the Bank of England and all the gimcrack stucco
buildings of the nineteenth century. Even the new
building of the news paper called The Daily Tele-
graph, for all its air of modernity, is only an archi-
tectural essay in stone stuck on the front of an iron
framework; and the sculptures & ornaments which
adorn it show how far we are yet from a complete
expression of our belief in mechanical perfection
andits functional beauty. It is certain, moreover,
that we shall never achieve a complete expression;
for, quite apart from our notorious readiness to
compromise, the essential inhumanity of indus-
trial methods acts as a tonic to the forces which
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oppose it. However nearly complete the victory
of mechanised industry may be, it can never ob-
literate the fact of human responsibility, & there
will always be many who will choose to be mas-
ters of their own work & in their own workshops
rather than masters of other men working under
sub-human conditions, that is to say conditions
which deny them intellectual responsibility.

[ There are, then, two worlds & these twain can
never be one flesh. They are not complementary
to one another; they are, in the liveliest sense of
the words, mortal enemies. On the one hand is
the world of mechanised industry claiming to be
able to give happiness to men and all the delights
of human life — provided we are content to have
them in our spare time and do not demand such
thingsin the work by which we earn our livings;

a world regulated by the factory whistle and the
mechanical time-keeper; a world wherein noman
makes the whole of anything, wherein the product
is standardised and the man simply a tool, a tooth
on a wheel. On the other is the languishing but
indestructible world of the small shopkeeper, the
small workshop, the studio and the consulting
room —a world in which the notion of spare time
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hardly exists, for the thing is hardly known and
very little desired; a world wherein the work is
the life & love accompaniesit. § These two worlds
are nowhere perfectly exemplified, but both worlds
strive to perfect themselves. Nowhere is industrial-
ism complete, but all industrialists and millions of
their human tools have the ambition to complete
it. Nowhere is there a perfectly humane civilisation,
but all who are not enthralled by industrialism de-
sire its perfection. On the one hand is the dream of
those who imagine a perfectly organised system
of mass production; every article of use made to
a good standard pattern; a perfected system of
marketing and transport, whether Communist or
Capitalist; the hours of labour, both for masters &
men, reduced to a few hoursa day, & a long leisure
time devoted to amusement & love-making, even
to the pursuit of the thing which they call Art —it
will be encouraged by the state, & doubtless prizes
will be offered; moreover, to sit on excellent steel
furniture in an equally excellent operating-theatre
house and do fret” work or modelling in clay or
‘water colour painting’ with mass-produced water
colours will give much amusement to many. Then
will be seen the truth of the saying that: Industrial-
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ism has released the artist from the necessity of
making anything useful. On the other hand is the
normal life of men, scarred, it is true, by every hu-
man weakness and malice, but securely founded
upon the responsibility of workmen, whether ar-
tists or labourers. In such a world there is plenty

of time but none to spare. There is less water colour
painting but plenty of love-making. There are no
modern conveniences but many babies. There
would be no one to build the Forth Bridge but plenty
to build houses; and the printing of books would be
done slowly & painfully by hand. q All these things
are said in amity & not in bitterness. An industrial-
ism which really completes itself will have many
admirable and noble features. The architecture of
our streets and homes will be plain, but it will not
therefore be ugly. There is nothing ugly about an
operating-theatre strictly designed for its purpose,
and a house or flat designed on the same lines need
be neither ugly nor uncomfortable. Cushions and
colour are the chief ingredients in the recipe for
comfort;and rationality, even though limited to

a field which excludes all that is sacred, remains

the chief ingredient in the recipe for the making of
things of beauty. Moreover, from the Pyramid of
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Cheops to the bare interior of Westminster Cathe-
dral (before it was spoilt with marbles and mosaics)
ornament has never been a necessity of noble ar-
chitecture; and plain lettering, when properly
chosen and rationally proportioned, has all the
nobility of plain words.
{ Nevertheless, this world, this industrialist world,
will never complete itself or achieve its perfection.
The good that it offers is a positive good, but it ex-
cludes too much. The soul of the ordinary man and
woman is full of good will; but good sense, logical
intelligence, is too rare. However logical, however
beautiful plain things are or might be, they will not
satisfy the appetites of normal men and women.
| Nor, on the other hand, will the humane world
ever be perfected; the temptation to save time and
money is too strong. Man’s good will is undermined
by laziness as well as stupidity; by his appetite for
amusement no less than his love of power; by his
aggressiveness no less than his acquisitiveness. He is
thus an easy prey to the allurements of a scientific-
ally organised industrialism which offers him the
whole world to play with and dopes him with the
idea that in serving it he is serving his fellow-men.
§ Therefore industrialism will compromise with
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the Humane, and the Humane will dally with in-
dustrialism. We shall have machine-made orna-
ment (tho’ in the near future there will mercifully
be less than in the immediate past) and we shall
have motor-buses tearing along country roads.
We shall have imitation handicrafts in London
shops, & cows milked by machinery even on small
farms, and we shall havecottage larders stocked
with canned foods.

¢ Nevertheless, the positive good & the positive
dignity of industrialism will undoubtedly achieve
an almost complete ascendancy in men’s minds
to-morrow, and this ascendancy will purge even
the Humane of its foibles. The two worlds will grow
more distinct and will recognise each other with-
out the present confusion. The hard and logical
development of industrialism will impose, even
upon its enemies, a very salutary hardnessand
logicality. Fancy lettering will be as distasteful to
the artist as it will be to the engineer —in fact it is
more than probable that it will be the artists who
will give the lead. It has always been so. Itis not
the artist who is sentimental — it is the men of
business and the man of science. Even now there
are very few really logical & relentless alphabets
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of plain letters in common commercial use in this
country, and they were designed by artists. And
evenin that age, six hundred years ago, when the
responsibility of workmen was most widely dis-
tributed, & builders, in the absence of mechanical
appliances, & designers, in the absence of unlimited
and cheap drawing paper, were dependent on the
good sense as much as the good will of the work-
man, there was a restraint, a science, a logic, which
modern architecture does not rival & which even
modern engineering does not surpass. The parish
church of S. Pierre at Chartres, for example, is the
purest engineering; it is as free from sentimental-
ism & frivolity as any iron-girder bridge of to-day,
but it is the engineering of men raised above them-
selves by a spiritual enthusiasm, whereas the best
modern egineering is but the work of men sub-
human in their irresponsibility and moved by no
enthusiasm but that of material achievement.

[ Nevertheless, as we have said, the restraint im-
posed on modern manufacture and building by
modern industrial conditions imposes itself also
on the work of those who stand outside industri-
alism. Artists no less than engineers are forced

to question the very roots of workmanship, to
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discover the first word, the word that was at the
beginning. And we can only pray that those who
employ industrial methods of manufacture will
pursue those methods to a logical and stern con-
clusion —thus only can our age leave a monument
worthy of its profane genius and mechanical
triumph — and that those who refuse the bland-
ishments of power or the ease of irresponsibility
will discover that in its ultimate analysis the only
justification for human work is an intrinsic sanctity.



2. LETTERING

q Letters are signs for sounds. Signs for numbers
and other things (like the sign for a dollar) may in
practice be included, though they are not strictly
letters (except as in Roman or Greek numerals &
the letter signs used in Algebra). § Letters are not
pictures or representations. Picture writing and
hieroglyphics are not letters from our point of
view; and tho’ our letters, our signs for sounds,
may be shown to be derived from picture writing,
such derivation is so much of the dim and distant
past as to concern us no longer. § Letters are not
pictures or representations. They are more or less
abstract forms. Hence their special and peculiar
attraction for the ‘mystical mug’ called man. More
than most things, letters allow him to consider
beauty without fear of what the Home Secretary
may think or do. Art and morals are inextricably
mixed, but the art of lettering is freer from adul-
teration than most arts; hence among a highly cul-
tured & rational people like the Chinese the high
place of calligraphy and inscription. Among the
Chinese, good writing is more highly honoured



24 An Essay on Typography

than painting is with us, as highly perhaps as we
honour a successful contraption for boiling soap.

[ Itis a matter of satisfaction, therefore, that, in
spite of our preoccupation with merely physical
convenience, we have inherited an alphabet of
such pre-eminent rationality and dignity as the
Roman. A good example is the inscription on Tra-
jan’s Column at Rome, of which a plaster castisin
the Victoria & Albert Museum, London. § Lettering
is for us the Roman alphabet and the Roman alpha-
betis lettering. Whatever the Greeks or the Ger-
mans or the Russians or the Czecho-Slovaks or
other people may do, the English language is done
in Roman letters, and these letters may be said to
have reached a permanent type about the first cen-
tury A. D. § Though in the course of the centuries
innumerable variations in detail have been made,
Roman letters have not changed essentially. Four-
teen hundred years after the cutting of the Trajan
inscription the tablet in Henry VII's chapel wasin-
scribed, and no Roman would have found any diffi-
culty in reading the letters. Eighteen hundred years
after the time of Trajan & four hundred years after
Henry VII, Roman letters are still made, and in
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almost the same way (e. g. the Artillery Monument,
Hyde Park Corner).

q But, although the Roman alphabet has remained
essentially unchanged through the centuries, cus-
toms & habits of work have changed a great deal.
In the time of the Romans, say A. D. 100, whena
man said the word ‘letters’ it is probable that he
immediately thought of the kind of letters he was
accustomed to seeing on public inscriptions. Altho’
all sorts of other kinds of lettering existed (on wax
tablets, on papyrus, &c.) the most common kind of
formal lettering was the inscription in stone. The
consequence was that when he made letters ‘as
wellashe could’ it was the stone inscription letter
that he took as his model. He did not say: Such &
such a tool or material naturally makes or lends
itself to the making of such and such forms. On
the contrary, he said: Letters are such and such
forms; therefore, whatever tools & materials we
have to use, we must make these forms as well as
the tools and material will allow. This order of
procedure has always been the one followed. The
mind is the arbiter in letter forms, not the tool or
the material. This is not to deny that tools and
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(Figure 1 shows brush strokes and pen strokes. An ordinary
pointed brush held vertically to the paper will of its nature
make the strokes shown in the upper part of the figure. The
lower part shows the strokes naturally produced by a broad
pen, that is thick strokes, thin strokes, and gradations from
thick to thin. The engraving is facsimile, & is given to show
not good forms or bad, good letters or bad, but simply the
forms characteristic of the brush and pen.)

materials have had a very great influence on letter
forms. But that influence has been secondary, and
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for the most part it has been exerted without the
craftsman’s conscious intention.

§ If we admit, as it seems we must admit, thatin
Roman times the public inscription in stone was
the chief model for all forms of letters, we shall
expect to find that when they began to make let-
tering with a pen, on paper or skin, the forms of
letters would be imitations of inscription forms;
and this is precisely what we do find. A good ex-
ample is the Vergil in the library of St. Gall, Switz-
erland. A facsimile may be seen in the Paleeograph-
ical Society’s Publications, Series 1, vol. 2, Pl. 208.
| Pen writing, even as late as the fourth century,
shows very clearly that the scribe had no idea of
inventing ‘pen’ forms of letters, but was simply
making as well as he could with a pen what he
conceived to be ordinary lettering. Whether he
held the pen one way or the other (so that the
thick strokes came vertically or horizontally)
makes no difference to the primary intention of
the scribe. He was not inventing letters; he was
writing forms already invented.

¢ But the influence of the tool employed was very
great (see figure 1), & in the course of time, owing
to the greatly increased use of writingsand the
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relative decrease in inscriptions, and owing to the
increase of speed in writing and the prevalence of
hastily scribbled writing, people became familiar
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with forms of letters which, tho’ meant to be ordi-
nary Roman letters, were considerably different.
| Thusin the letter A (see figure 2), to make three
separate strokes of the pen was too much for a
manina hurry, & two-stroke A’s became familiar.

(Figure 2, reading in the customary order, shows (1) the
essential form of A; (2) the same with the customary thick
and thin strokes and serifs as made with a brush; (3) the
same as incised with a chisel; (4) the same made with a
broad pen, three strokes; (4-7) the two-stroke A, as deve-
loped between the fourth and fifteenth centuries; (8- 10)
sixteenth century writing; (1 1 -1 3) modern forms of the
same, suitable for type.)

By the seventh century this form was well estab-
lished, and was as much recognisable as A as the
original three-stroke Roman form. § In the same
way, the form of serif which was easy to makein
stone (whichis, in fact, the natural way to finish
anincised line neatly) was less natural & less easy
with a pen. Penmen took naturally to leaving them
out whenever their presence seemed unnecessary.
q The influence of the tool is perhaps less obvious
in stone inscriptions. Inscription cuttingisa slow
jobanyway. But certain forms are more difficult to
cut than others, e. g. a thick line meeting another
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atanangle, asin the K. The letter-cutter naturally
avoids such things. §] Again, take the letter G. The
evolution of our modern small g is seen to be chiefly
due to the prevalence of & consequent familiarity
with hastily scribbled forms (see fig. 3). Neverthe-
less, in no case does the scribe imagine he is invent-
ing a new form; he is only concerned to make well
or ill the form with which he is familiar.

q| By the sixth century a form of writing obviously
more natural to penmanship (see British Museum
Harl. MS. 1775) had been evolved. And the pro-
cess continued until all resemblance to the Roman
original was hidden (see B. M. Add. MS. 24585).

§[ I am not concerned to describe in detail the his-
tory of the process in its technical and economic
significance. The point that chiefly concerns me is
that, with whatever tools or materials or economic
circumstance (that is hurry & expense), the artist,
the letter-maker, has always thought of himself as
making existing forms, & not inventing new ones.
Thus, the Lombards of the fourteenth century did
not sit down and invent Lombardic lettering. The
Siennese inscription in the Victoria and Albert Mu-
seum, dated 1309, is simply a stone version of the
pen letters with which the letter-cutter was fami-
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(Figure 3(1-8) shows the evolution of the lower-case g from
the Roman orlgmal 9-11 are comic modern varieties

having more relation to pairs of spectacles than to lettering

— as though the designer had said: A pair of spectacles is
rather like a g; I will make a g rather like a pair of spectacles.)

liar. The letter-cutters of the fifteenth century did
not invent ‘gothic’. They had the job of cutting
stone inscriptions, and they did it in the ordinary
letters of their time. The forms of their letters were
what we call ‘pen’ forms. But they cared nothing
about that, To them they were simply letters. And
just as we saw that in Roman times the Roman
scribe imitated the stone inscription forms be-
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cause, for him, nothing else was letters; so, in the
fifteenth century, when the written was the most
common and influential form of lettering, the posi-
tion is reversed, & the letter-cutter copies the scribe
— the stone inscription is imitation pen-writing
(with such inevitable small modifications as, in
stone, cannot be avoided), whereas in the fourth
century the written book was an imitation of the
stone inscription (with such small modifications as
the pen makes inevitable).

| Apart from technical and economic influences
the matter is complicated by the differences of in-
dividual temperaments and mentalities. Moreover,
the physical and spiritual ferment which closed the
fifteenth century was accompanied by a revival of
interest in and enthusiasm for the things of ancient
Greece and Rome, and for the earlier rounder and
more legible writing of the ninth & tenth centuries.
Nevertheless the first printers were no more the in-
ventors of new letter forms than any other crafts-
men had been. The first printed books were simply
typographic imitations of pen writing, just as were
fifteenth century inscriptions in stone (see fig. 4).
[ Letters are letters— Ais A and Bis B—and what
we call a gothic A was for Pynson simply A. Print-
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ing started in northern Europe, where the gothic
forms were the norm. But the centre of culture was

abcoefghiklmnop
qrstuborys

(Figure 4 : Caslon’s Black Letter. This type, like that of
Gutenberg, Caxton, &c., was cut in imitation of fifteenth
century northern European handwriting. But though the
original was handwriting it was for the first printers simply
lettering — the only lettering with which they were familiar,
book-lettering.)

ABCDEFGHI]JKLM
NOPQRSTUVWXYZ
abcdefghbijklmnop
qrstuvwxyz

(Figure 5 : the Subiaco type. This modern version, cut for
the Ashendene Press, London, of the type of Sweynheim
and Pannartz, 1465, shows the change in style caused by
Italian influence.)

not in the North. German printers moved to the

South. The influence of Italian letter forms may be
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seen in the ‘semi-gothic’ or ‘semi-humanistic’ type
of Sweynheim and Pannartz (see figure ). Except
in Germany, the gothic forms of letters were gener-
ally abandoned. The Italian printers set about the
designing of typographic forms of the round, open
Italian penmanship (see figure 6). Again they did
not invent new forms, but formalised and adapted
existing forms to the exigencies of typefounding
and printing.

ABCDEFGHIJKLMN
OPQRSTUVWXYZ
abcdefghijklmnopgq

I‘SCUVWXYZ

(Figure 6 : Jenson’s type. This modern version, cut for the
Cranach Press, Weimar, of the type of Nicolas Jenson,

¢. 1490, shows the emancipation achieved both from the
gothic of northern Europe and from handwriting generally.
Henceforth the designing of type was primarily the work
of punch-cutters, that is of engravers. Letters were still
reminiscent but no longer an imitation of handwriting.)

€ The main work having been done by the early It-
alian printers, the succeeding centuries saw no great
changes in the forms of Roman type letters. Such
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changes as occurred were no longer due to the in-
fluence of hand-driven tools like the chisel or the
pen, but were due to the varieties of national tem-

ABCDEFGHIJKLM
NOPQRSTUVWXYZ
abcdefghijklmnopqrstu

VWXYZ

Figure 7: Caslon’s Old Face, 1734

ABCDEFGHIJKLMNOP

QRSTUVWXYZ
abcdetghijklmnopqrstu

wayz
Figure 8: “Monotype’ Bodoni

per & commerce. For instance, it is said that there
is something peculiarly English about Caslon’s type
(figure 7); and, though there is nothing peculiarly
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Italian about Bodoni's type (fig. 8), it is clear that

by calling it the first of the modern type faces we
are noting the change of character which we asso-
ciate with the word ‘modernity’. Type faceslike
Caslon’s, Baskerville’s (fig. 9) or Miller & Richard’s
Old Style (figure 10) were not assertive enough for
nineteenth century commercial printing. The heavi-
ness, i.e. the absence of much contrast in thick and
thin, of type faces like Jenson’s or Aldus’s make them
illegible for hurried reading. The needs of commerce
& especially of newspaper printers gave a great im-
petus to the ‘modern’ type faces. ‘Modern face’ be-
came the ordinary face, and everything conformed
toit. The nineteenth century letter-cutter, as may
be seen by nineteenth century tombstones, did his
best to do ‘modern face’ in stone. Engravers & even
the writers of illuminated addresses did the same.

q The twentieth century is witnessing a reaction.

It is a multifold reaction, partly intellectual, partly
‘moral, partly anti-commercial, though commerce
is not behind itself in its effort to extract profit even
from anti-commercialism. The nineteenth century
developed machinery, & machine-makers are now
able to supply accurate, though mechanical, imita-
tions of the type faces of the pre-commercial era.
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Letters are letters, whether made by hand or by
machine. It is, however, desirable that modern
machinery should be employed to make letters
whose virtue is compatible with their mechanical

ABCDEFGHIJKLMNO
PQRSTUVWXYZ
abcdefghijklmnopqrstu
VWXYZ

Figure 9: ‘Monotype’ Baskerville

ABCDEFGHIJKLMN
OPQRSTUVWXY&Z
abcdefghijklmnopqrstu

VWXYZ

Figure 10: Miller & Richard’s Old Style
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manufacture, rather than exact and scholarly
resuscitations of letters whose virtue is bound up
with their derivation from humane craftsmanship.
q While the main stream of lettering has runin ty-
pographic channels for the last four hundred years,
there has, of course, continued the need of lettering
in many other things than books and newspapers.
Even handwriting has maintained its existence, &
the style of letter called italic still preserves its
‘cursive’ character. Most italic type faces, however,
(see figure 11, 5) are too sloping and too cursive.
There is a great need of a narrow and less sloping
letter, which, while giving emphasis and difference,
shall be of the same noncursive character as the up-
right letters they are used with. Both the Perpetua
(fig. 11, 3) and the Joanna italics (figure 11, 4) are
so designed, and the latter having only a very slight
slope is used with the upright capitals. The Joanna
italic’ was designed primarily to be used by itself,
i.e. asabook face and not simply asa letter to be
used for emphasis.

q The same excessively cursive quality as afflicts
Italichas alwaysafflicted Greek types (fig. 11, 7).
For some reason or other, probably the compa-
rative rareness of Greek printing, the leaders of
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typographic design in the fifteenth century never
achieved for Greek what they did for Latin & mod-
ern languages. That the thing is possible is shown

ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijklmnopqrstuvwxyz
abcdefghijklmnopqrstuvwxyz
abcdefghijklmnopqrstuvwxyz

abedefghikimnopgrsiuywxyz
ABTAEZHOIKAMNEOIIPETT®XVYD
aBydelnbikipvéomrpostvdxPo
ABTAEZHOIKAMNEZOIIPITY®XP O
aBrdelneixipvionpostupxypw
(Figure 11: 1 and 2, Perpetua Roman capitals and lower-
case; 3, Perpetuaitalic; 4, Joanna italic; 5, Caslon Old Face
italic; 6 & 7, Porson Greek capitals & lower-case; 8 & 9,
Perpetua Greek capitals and lower-case.)
by what the Emperor Peter the Great did in the case
of Russian writing. The Russian alphabet is closely
related to the Greek. The formalisation of Russian
script was achieved very successfully by the Dutch
typographers employed by Peter the Great; & the
same thing could be done for Greek. § Many vari-
eties of Greek types exist, but for the most part they
are more italic than the Italics. In recent years at-
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tempts have been made at improvement, but no
attempt has been made to take advantage of the
fact that Greek capitals have always been made in
the same way as Roman capitals. Instead of keep-
ing the capitals as they are and designing a lower-
case to match, reformers have always proceeded
in the opposite way and altered the capitals to
match an improved and less cursive lower-case.
The Perpetua Greek (fig. 11, 8 and 9) is the first
example of anattempt to do for Greek what Peter
the Great did for Russian and Jenson and others
did for Latin. Just as the capitals of the Perpetua
Greek are of precisely the same family as Perpetua
Roman, so the Perpetua Greek lower-case is of the
same family as the Perpetua Roman lower-case.
The letter & serif formation is uniform throughout.
[ Lettersare letters. Ais A, and Bis B. The letter-
maker of the twentieth century has not got to be
an inventor of letter forms but simply a man of in-
telligence & good will. §f Whether in stone, wood,
paint or metal

The common problem, yours, mine, everyone’s,

Is— not to fancy what were fair inlife

Provided it could be — but, finding first

What may be, then find how to make it fair
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& the word fair can be taken in both senses — it
means both beautiful and just.
q As the Roman, when he thought of lettering,
thought of inscription letters; as the medieval man
thought of written letters; so in the twentieth cen-
tury, when we write a letter carefully we call it
‘printing’. The printed letter is lettering for us.
q[ But there are many forms of printed letter which
do not seem entirely satisfactory. One of the com-
monest forms of unsatisfactoriness is due to the un-
necessary and therefore unreasonable mixing of
many different sorts of letters on the same page or
in the same book. It is a safe rule not to mix differ-
ent styles of letters on the same page, or different
faces of type in the same book. A book printed in
aninferior type will be better if that inferior type
be strictly kept to thanif other and even better
types be mixed in with it.
| The business of poster letters (see figure 12) has
not yet been extricated from the degradations im-
posed upon it by an insubordinate commercialism.
Mere weight and heaviness of letter ceases to be ef-
fective in assisting the comprehension of the reader
when every poster plays the same shouting game.
Amanat whom twenty brick manufacturers throw



DEMON
WHO LIES

ON THE

DEAD

(Figure 12 is a reduced copy of a John Bull’ poster. It shows
how the desire to arrest attention by making the letters as
black as possible defeats the object of the poster, i. e. quick
legibility. For from a very short distance the letters are
indistinguishable.)

bricks from every side at once is quite unable to dis-
tinguish the qualities in which ‘Blue Staffordshires’
are superior to ‘London Stocks’. A return to mere
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WHO LIVES
ON THE

DEAD

(Figure 1 3 shows a poster letter designed to give the maxi-
mum blackness compatible with quick legibility and a ra-
tional differentiation between the letters, e.g. the D & O.)
legibility (see fig. 13) seems desirable evenif the
effect be less striking. To this end itis necessary to
study the principles of legibility — the characters
which distinguish one letter from another, the pro-
portions of light and dark in letters and spacing.
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q[ A square or oblong with its corners rounded off
may, by itself, be more like an O (see fig. 14) than
anything else, but in conjunction with a D made on
the same principles there is not much by which to
recognise which is which, and from a distance the
two are indistinguishable. Many engineers affect
this style of letter, believing it to be devoid of that
-art-nonsense’ on the absence of which they pride
themselves. That newspaper-vendors should use
the same style of letter is even more surprising. If
the aims of engineers and newsagents were purely
decorative, we could more easily appreciate their
efforts, even though, to our more rational minds,
names on locomotives and advertisements of the
contents of more or less untrustworthy journals
seem alike unnecessary.

[ Legibility, in practice, amounts simply to what
one is accustomed to. But this is not to say that
because we have got used to something demon-
strably less legible than something else would be
if we could get used to it, we should make no
effort to scrap the existing thing. This was done
by the Florentines and Romans of the fifteenth
century; it requires simply good sense in the orig-
inators & good will in the rest of us. § Good will
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seems to be the common possession of mankind,
but its complement, good sense, i.e. intelligence,
critical ability, and that intense concentration
upon precise perfection which is a kind of genius,

(Figure 14: 1 & 2 show the engineers” O & D, hardly
distinguishable from one another; 3 & 4 show forms equally
black, no wider, but more legible, which are suitable where
the space required for the normal, 5 & 6, is not available.)

is not so common. Good will comes from below &
occasionally penetrates into studios and cabinets.
Good sense comes from above & percolates thro’
the mass of people. Everybody thinks that he
knows an A when he seesit (fig. 16); but only the
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few extraordinary rational minds can distinguish
between a good one & a bad one, or can demon-
strate precisely what constitutes A-ness. When is
anAnotanA? Or whenisanR not anR (fig. 17)?
Itis clear that for any letter there is some sort of
norm. To discover this norm is obviously the first
thing to be done.

ABCDEFGHIJKLM
NOPQRSTUVWX
Y&Z 1234567890
abcdefghijklmno
Pqrstuvwxyz

Figure 1 §: Monotype sans-serif

[ The first notable attempt to work out the norm
for plain letters was made by Mr Edward Johnston
when he designed the sans-serif letter for the Lon-
don Underground Railways. Some of these letters
are not entirely satisfactory, especially when it is
remembered that, for such a purpose, analphabet
should be as near as possible fool-proof, i.e. the
forms should be measurable, patient of dialectical
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exposition, as the philosophers would say — nothing
should be left to the imagination of the signwriter
or the enamel plate maker. In this quality of ‘fool-
proofness’ the Monotype sans-serif face (figure 15)
is perhaps an improvement. The letters are more
strictly normal — freer from forms depending upon
appreciation and critical ability in the workman
who has to reproduce them.

[ But, as there isa norm of letter form — the bare
body soto say, of letters — there isalso a norm

of letter clothes; or rather there are many norms
according as letters are used for this place or pur-
pose or that. Between the occasion wherein the
pure sans-serif or mono-line (block) letteris appro-
priate & that in which nothing is more appropriate
than pure fancifulness (seefig. 17, 9, 13, 15 & 16),
there are innumerable occasions.

q A typically moral and conscientious Englishman
finds it exceedingly difficult to keep morals out of
art talk; he finds himself inclined to think, e.g. that
R ought to have a bow more or less semi-circular
and of a diameter about half the height of the stem,
& a strongly outstanding tail; that an R with a very
large bow and hardly any tail at all is wrong. But
such moral notions as the word ‘ought’ implies, &
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such words as ‘right” & ‘wrong’ — taken as having

a moral connotation — are obviously absurd in such
a discussion, and we should be ready to admit that
any oldshape will do to make a letter with. Never-
theless, special circumstances demand special treat-
ment, and as a ‘confirmed drunkard’ may be well
advised to ‘take the pledge’ & deck himself out with
blue ribands, so, seeing the whirl of eccentricity in-
to which modern advertising is driving us (fig. 18),

(Fig. 16 : 1, essential form; 2, too narrow; 3 & 4, absurd
misconceptions; § & 6, normal; 7, overbold; 8, suitable for
advertisements of ‘Bovril’; 9, normal sans-serif; 10, sans
bold; 11, sans overbold; 12, hardly recognisable; 13 & 14,
thick and thin unusually disposed; 1 5, A undecided as to
whether itis an A or an dgitch; 16 and 17, normal; 18, top-
heavy; 19, a decent variation; 20, a poor thing but might

be worse; 2.1, a fancy possibility ; 22, essential form of lower-
case a; 2.3, normal type form; 24, Victorian vulgarity; 2.5,
comic variety; 26-29, A’s that arenot A’s.)

it seems good and reasonable to return to some
idea of normality, without denying ourselves the
pleasure and amusement of designing all sorts of
fancy letters whenever the occasion for such arises.
Moreover, it seems clear that as a firm and hearty
belief in Christian marriage enables one not only
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to make the best jokes about it but even to break
the rules with greater assurance (just asa man who
knows his road can occasionally jump off it, where-
asa man who does not know his road can only be
onit by accident), soa good clear training in the
making of normal letters will enable a man toin-
dulge more efficiently in fancy and impudence.

(Figure 17 : 1, normal sans-serif ; 2- 5, unseemly abnor-
malities & exaggerations; 6, normal with serifs; 7, normal
bold; 8, overbold and fatuous; 9-13, 15 and 16, seemly
“fancy’ varieties of the normal; 14 & 17, R’s with normal
bows but tails badly attached.)

[ But under an industrial system, such as we have
in England to-day, the majority of workmen are de-
prived, not by cruel masters, but by the necessary
conditions of machine production, of the ability to
exercise any fancy orimpudence at all, & are even
deprived of any appetite so to do. Fancifulnessis
therefore within the competence of a smaller and
smaller number of workmen. We shall shortly have
asituation wherein all jokes and eccentricities are
the work of ‘designers’ — and machine-made jokes
reproduced by the million tend to be boring. § The
kind of figure 2 shownin fig. 19, or ther’sin fig. 20,
with violently contrasted thick & thin forms & enor-
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mous blobs might be amusing to meet if they were
the unaided efforts of some sportive letter designer.
But having become common forms they are about as
dull as ‘Robots’ would be if they all had red noses.
As machinery & standardised production can only
decently turn out the plainest of plain things, we
shall have to steel our minds to a very ascetical and
mortified future. This will be quite satisfactory to
‘highbrows’ like ourselves, but it is certain that the
masses of the people will not stand it; & designers,
who for inscrutable reasons ‘must live’, will con-
tinue to fall over one another in their efforts to de-
sign fancy forms which, like a certain kind of figure
9, are all tail and no body (see figure 19, 24).
 However, in spite of industrialism, letter design-
ing is still an occupation worthy of the enthusiasm
of rational beings, and, though a Q which were all
queue & no Q would be ‘past a joke’, it is difficult to
say exactly where a tail should end (see figure 21).
The only thing to do is to make ourselves into such
thoroughly and completely rational beings that our
instinctive or intuitive reactions and responses and
sympathies are more or less bound to be rational
also. And just as we revolt from smells which are
bad for our bodies without reasoning about it, so



Figure 18

shall we revolt against the mentally defective.

q A final word may be said about the influence of
tools in letter designing. The main stream of letter-
ing to-day is undoubtedly the printed sheet or book.
But whatever may be said about the derivation of
our letters from the chisel-made or pen-made let-
ters of the past, there is no doubt whatever that
neither the chisel nor the pen has now any influ-
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ence at all. Even the influence of the tools of the
punch-cutter is now practically negligible. Buta
very considerable influence is exerted by the natures
of type-metal and type-setting. The short-tailed Q
is obviously the result of such influences. Paper also
exerts a big influence. The very even & smooth sur-
faces of modern machine-made papers have given

a spur to the designing of type-faces with very fine-
ly cut and finished serifs. Influences such as these
are obvious, but they are of a very different kind
from those exerted by the shapes and usages of
chisels and pens.

(Figure19:1, 5,9, 13, 17, and 21, normal forms; the
remainder shows various exaggerations; 8 is a common form
of vulgarity; 10 & 11 are common misconceptions; 22 and
2.4 are copies of figures actually seen in advertisements.)

| Apart from printing, the lettering of the world

is very small in quantity, and therefore such tools
asthe graver, the brush and the pen and the chisel
are negligible, regarded as powers for influencing
the forms of letters. The copybook of to-day is the
printed page. But this is not to say that one craft
should laboriously imitate the technicalities of an-
other, or that small & inessential details which are
appropriate in one material should be copied in an-
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other for which, may be, they are notatall appro-
priate. It is simply to say that in considering what
forms constitute this or that letter the mind, not
the tool, is the arbiter; and the mind, as regards let-
tering, is informed by the printed page.

[ In spite of this we have a tradition of handwrit-
ing which seems to pay little or no attention to
either printed or painted letters, & we have copper-
plate engraving of visiting cards and such-like ina
style of lettering only remotely related to typogra-
phy and apparently quite independent. Inall the
various lettering trades there is little or no conscious
reference to printing, & at all times there have been
subsidiary traditions carrying on apparently inde-
pendently of the main stream. Court hands, law-
yers” hands, ecclesiastical hands and so forth, have
gone on in their own sweet way without any ap-
parent sign of being influenced by whatever was the
main stream of their time. But this independence is
only apparent. These various by-paths either wan-
der away & are lost, the trades with which they are
connected die out, or the force of the main stream
drags them back. Modern handwriting & copper-
plate printing are both in this predicament. Modern
handwriting, ifit is to be reformed at all, must be
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(Figure 20 : 1, normal; 2, a possible variety; 3 & 4, Egypt-
ian elephantiasis, commonly seen but uncommonly bad —
except in this diagram.)

(Figure 21 shows various possible varieties of tails.)
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reformed by the application of a good knowledge

of the technique of penmanship to a knowledge of
good printing, & not by the resuscitation of medi-
eval calligraphy. § Modern signwriting & engrav-
ing must toe the same line; & in inscription carving,
while we may remember Trajan lovingly in the mu-
seum, we must forget all about him in the workshop.

AAN
aad
aa

(Figure 2.2 illustrates the contention that slope in either
direction does not deprive capitals, lower-case or italics of
their essential differences.)
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q One of the most alluring enthusiasms that can
occupy the mind of the letterer is that of invent-
ing a really logical and consistent alphabet having
adistinct sign for every distinct sound. This is espe-
cially the case for English speaking people; for the
letters we use only inadequately symbolise the
sounds of our language. We need many new letters
and a revaluation of existing ones. But this enthusi-
asm has no practical value for the typographer; we
must take the alphabets we have got, and we must
take these alphabets in all essentials as we have in-
herited them.

[ First of all, then, we have the ROMAN ALPHABET
of CAPITAL letters (upper-case), and second the al-
phabet which printers call ROMAN LOWER-CASE.
The latter, tho’ derived from the capitals, is a dis-
tinct alphabet. Third we have the alphabet called
ITALIC, alsoderived from the capitals but through
different channels. These are the three alphabets
in common use for the English people.

q[ Are there no others? It might be held that there
are several; there are, for example, the alphabet
called Black Letter, and that called Lombardic. But
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these are only partial survivals, & very few people
could, without reference to ancient books, write
down evena complete alphabet of either. As far

f
g

(Figure 2.3 : the upper line of letters is essentially ‘Roman
lower-case’; the lower essentially italic’.)

as we are concerned in modern England, Roman
capitals, lower-case and italics are three different
alphabets, and all are current ‘coin’. But however
familiar we are with them, their essential differ-
ences are not always easily discovered. It is nota



Typography 61
matter of slope or of serifs or of thickness or thin-
ness. These qualities, though one or other of them
may be commonly associated with one alphabet
more than another, are not essential marks of dif-
ference. A Roman capital A does not cease to be a
Roman capital A because it is sloped backwards or
forwards, because it is made thicker or thinner, or
because serifs are added or omitted; and the same
applies to lower-case and italics (see figure 22).
 The essential differences are obviously between
the forms of the letters. The following letters, abd
efghklmnqrtuandy,arenot Roman capitals,
& thatisall aboutit. The letters shown in the lower
line of fig. 23 are neither capitals nor lower-case.
The conclusion is obvious; there is a complete alpha-
bet of capital letters, but the lower-case takes 10
letters from the capital alphabet, & the italic takes
10 from the capitals and 12 from the lower-case.
Figure 24 shows the three alphabets completed, &
it will be seenthat C1JOPSV W X and Z are com-
mon toall three, thatbdhklmngqrtuandyare
common to lower-case and italics;that ABDEF
GHKLMNQRTUandY arealways capitals; &
that aefandgarealways lower-case. § But tho’
thisis a true account of the essential differences
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