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THE REVIVAL OF PRINTING*

An Illuminating Chapter from “The Eighteen Nineties”
By HOLBROOK JACKSON

X(HE REVIVAL OF THE ART
of printing began when Messrs.

) S| Charles Whittingham revived
Zé Caslon’s famous founts on The

>~ = date, and f{}r a Permd covering
snmethmg like a century and a half, a process of degenera-
tion had been at work in the craft of book-making, which,
towards the close of the eighteenth century, had reached a
degree of positive ugliness as supreme in its own way as the
positive beauty of the books by the great presses of the past.
This is all the more remarkable when it is remembered that
the materials with which the revival was begun existed so
far backas the year 1720, when Caslon set up his type foundry
¥ Tue Eicureen Ninerties: Mitchell Kennerley, New York, 1913
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must type be fashioned and page built. Charles Ricketts.
with those two other masters of the revival of great print-
ing, William Morris and Emery Walker, realised this need,
and in their founts theyaimed at clarity and utility combined
with that great quality of all art, personality. The commer-
cial tradition of the oblong letter, with its false utility, was
abandoned, and the dignity of the square and round types of
Jenson restored, possible loss of space by such a proceeding
being obviated by greater care in the building of the pageand
in the setting of the lines.

The Arts and Crafts movement had, as we have seen, set
people of taste hunting for the lost threads of good craft tra-
dition, and the fin de siecle revival of printing as an art-craft
was one of the most successful results of its efforts. The study
of well-printed books of the past led William Morris and
Emery Walker towards what may be called a new ethic of
good printing. They set forth their ideas in a joint essay form-
ing one of the Arts and Crafts Essays of 1893. “The essen-
tial point to remember,” they said, “is that the ornament,
whatever it is, whether picture or patternwork, should form
bart of the page, should bea part of the whole scheme of the
book. Simpleas this proposition is, it is necessary to be stated,
because the modern practice is to disregard the relation be-
tween the printing and the ornament altogether, so that if
the two are helpful to one another it is a mere matter of acci-
dent. The due relation of letters to pictures and other orna-
ments was thoroughly understood by the old printers; so
that, even when the woodcuts are very rude indeed, the pro-
portions of the page still give pleasure by the sense of rich-
ness that the cuts and letter together convey. When, as is
most often the case, there is actual beauty in the cuts, the
books so ornamented are amongst the most delightful works
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of art that have ever been PIDdUEEd.ThEl‘EfGI’E‘:, granted well-
designed type, due spacing of the lines and wnrds, and propert
position of the page on the paper, all books might be at least
comely and well-looking; and if to these good qualities were
added really beautiful ornament and pictures, printed books
might once again illustrate to the full position of our Society
that a work of utility might be also a work of art, if we cared
to make it so.” This passage contains the germ idea of the
return to fine printing.

Still, although so much research and good work was done
by William Morris and Emery Walker, the desire to produce
books of dignity and beauty inspired more than one group of
enthusiasts, and the founders of the Kelmscott Press were
not the first in practical results. The Hobby Horse [1886-
1892}, edited by Herbert P. Horne and Selwyn Image, with
its carefully built pages, was an earlier intimation of coming
developments, and Hacon & Ricketts devised a new typo-
graphical beauty by the Pub]icat:inn of The Dial, in 188q.
The revival, however, began to find itself at the Arts and
Crafts Exhibition of 1888, when Emery Walker contributed
an essay on printing to the catalogue. In the years 1889 and
18go Morris made a definitely practical move by superin-
tending the printing of three books, T he House of the Wolfings,
The Roots of the Mountains and the Gunnlaug Saga, at the
Chiswick Press. All this time he had been brooding upon
the idea of a Press of his own, and he made his first experi.
ments towards the foundation of the Kelmscott Press in 1889
and 18go. “What I wanted,” he wrote in the Note on his
aims in founding the Kelmscott Press, “was letter pure in
form; severe, without needless excrescences; solid, without
the thickening and thinning of the line which is the essen-
tial fault of the ordinary modern type, and which makes it
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difficult to read; and not cnmpressed laterally, as all later
type has grown to be owing to commercial exigencies. There
was only one source from which to take examples of this
perfected Roman type—to wit, the works of the greatVene.
tian printers of the fifteenth century, of whom Nicholas Jen-
son produced the completest and mostroman characters from
1470 to 1476. This type I studied with much care, getting it
photographed toa big scale, and drawing it over many times
before I began designing my own letters; so that though I
think I mastered the essence of it, I did not copy it servilely;
in fact, my Roman type, especially in the lower case, tends
rather to the Gothic than does Jenson's.” The desire thus
embodied in words became a living fact. During 18go Morris
was experimenting with his types, and on the 31st January
in the following year the first trial sheet was printed on the
Kelmscott Press, which had been set up in a cottage close to
Kelmscott House on the Upper Mall, Hammersmith.

The first book printed was Morris’s own romance, The
Story of the Glittering Plain; it was finished on 4th April,
and in the same year Poems by the Way was set up and Printed.
For the next five years, and to the end of the great crafts-
man’s life, books were printed at the rate of about ten each
year, and in all fifty-three works were issued during the life
of the Press, [1891-18971, which together stand unique among
books both for honesty of purpose and beauty of accom-
plishment. The books published naturally refle Morris's
own literary taste. The act of printing was with him an act of
reverence, and all of the volumes issued were printed in the
spirit of love of fine literature or his own work. Three founts
thYP*&WE:rE created by Morris. The first, called the “Golden,”

was a Roman type inspired by Jenson but having a Gothic
appearance, which makes it unlike any other type in exist-
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ence. This fount has extremely beautiful letters, solid and
clear, making a page of vivid blackness combined with abso-
lute legibility. The next, called the “Troy,” wasa large Gothic
type, beautiful in its way, and quite legible, but archaic in ef-
fect and unsuitable for general printing. The last type to be
cast was the “Chaucer™; this was simply the «Troy” type re-
duced for the purpose of printing the noble folio edition of the
works of Geoffrey Chaucer. With these three founts books
of severalsizes were produced with equallygood results. There
were delightful 16mo’s, such as The Tale of the Emperor Cous-
tans, T he Friendship of Amisand Amileand Morris's own lec-
ture on Gothic Architecture, which was printed by the Kelm-
scott Press at the Arts and Crafts Exhibition of 18¢93. The
octavos covered a wide field, and included some of the mas-
terpieces of the Press, notablythe Poems of Coleridge, Tenny-
son’s Maud, Hand and Soul, by Dante Gabriel Rossetti, and
The Natureof Gothic, by Ruskin. The quartos contain sever.
al of Morris'sown works, notable examples being News from
Nowhereand The Wood Beyond the World, and Caxton’s His-
toryes of Troye, The Golden Legend and George Cavendish’s
Life of Cardinal Wolsey. Nine books were issued in folio—
namely, T he History of Reynard the Fox [18921,T he History of
Godfrey of Bologne [18931, Sidonia the Sorceress, by William
Meinhold, translated by Lady Wilde [ 1893, The Story of the

The two pages of Froissart's CHRON-
ICLES shown overleaf are reduced from
the two TRIAL pages of which 160
copies on vellum were issued October
7, 1897. It was Mr. Morris’s intention
to make a folio edition of the Froissart
n two volumes—as a companion book
to the great Chaucer and at the time of

his death, about 34 pages were in type.
Thirty-two copies of 16 of these pages
were printed for presentation to per-
sonal friends of the poet. This suggested
the idea of printing two of the pages
for wider circulation before final dis-
tribution of the type, and it is these
latter that are here shown reduced.



- Licae, affermyng thug howe that many nos
E:Jﬂfﬁ{'ﬂ'{‘m t.~|: ||I="1{rl'.’|..'-l'|:1 haue aft tymen apohe of “;E
1-‘1-]{-‘ ,'H'l‘l:i WArrTeHE & f‘ -l'.'l'.,'l‘ll‘l-‘l I:'l,."l.';l. l."‘r '].H H-l L'“ t".l.'. m- F"-'. ALk
gtﬂhnd wenture knewe nat (uately the trouth ther
ofe. nor the true accayons of the fyrot
mouyngia of auche warreg, nor how the
warre af lengtheontynued: but now Ltruot
ye shall here reported the true floundation
of the caune; & to thentent that L wyll not
forget, mynysshe, or abrydge the hyatory
rather Lwyll multiply & encrease it a8 ner
aa Lean, folowynge the trouth from poynt
tures sith the nativite of the noble hyng
€dward the LIL whorcigmed hyngof Eng:
tand, & achyued many perilous auentures,
and dyuers great barclles addressed, and
other featisofarmeaof greatprowes, syth
the yere of our Lorde God MCC Cxxvj. that
thig noble kyng was crowned in Ingland.
R generally suche as were with
bym in his batela and happy for-
tunatcauentures, with hia peplein
his abaence, cught ryght well to be takyn
and reputed for valiant and worthy of re-
navne ; and though there were great plenty
of sondrye parsonages that cught to be
praysed and reputed as souereignes, yet
among other and pryncdpally cught to be
renowned the noble propre peraone of the
forgaid gentyll hyng ; alao the prynce of
Wlalys his son, the dube of Lancaster, syr
Reignolde lorde Cobbham, syr Gualticr of
Manny of Peynaulte, knyght, ayr Jobhan
Chandos, syr fulque of Parley, and dy-
ucraother, of whomiamademencion beres
afterinthispresent boke, bicause of theyr
valyant prowesa; forin all batels that they
were in, most commonliy they bad cucr the
renovene, both by land and by ae, accord-
yng to the trouth. Theyin all theyr dedia
wire 80 valyant that they cught 1o be re-
puted as goueraignes in all chyualry; yet
for all that, suche other ag were in theyr
companye oughtnat to be of the leaae va-
8 lue, orlesse sette by.
=g L S0 in Fraunce, in that tyme, there
S=—h were foundemany good knyabtis,
I strongceandwellexpertin featisof
armea: for the realme of fraunce was nat
sodiscomfited but that alwayea ther were
people sufficient to fyght withal; and the
hyng Philyppeof Valoyeawas aright hars
dyand a valiaunt knygbt; and also kyng
Jobhan, his Bonne; Charles, the kyng of
4, Bebaigme, the erle of Hlanson, the erle of
«-"ﬁ* foyz, ayr Saintre, ayr Hmeold d'Andre-
L_\.‘.'l hen, sir Boucicault, sir Guichart d' Angle,
—‘jﬂ the lordes of Beaujeu, the father and the
? L'il':- sonne, and dyuerae other, the whiche Lean
- nat theyr names, of whom hercafter ryght
= 1 well aball b¢ made mencion in tyme &place

=

conuenient taoay the trouth, and tamayn:
teigme the aame: all Buch an in eruel bateln
haue ben peenabyding to thediocomfeture
oufficiently doymg theyr deusyr, may welbe
reputed for valyant and bardy, what poguer
wan theyr aduenture.

Pere the mater apeheth of some of the
predeceasours of Kyng Edwarde of Ing-
Land. Capitulo TLL. 3% 5

i _2! IRST, the better to
entre into the mater
ofthiohonorableand
pleasaunt hyatoryof
the noble Edwarde,
kyngof Inglande, who
waa crowned at Lon-
don the year of our
Lorde God MCCC.
el xv7j. on Christmag-
day, lyuyng the hyng his father and the
quene bis mother. It io certayne that the
opinyon of Inglisshmen moat comonly
was as than, and often tymea it wan aeen
inIngland after the tymeof hyng Hrthure,
how that betwene tewo valyant kynges of
Ingland, ther was most comonly one bi-
twene them oF lease sufficiauncy, both of
wytte and of prowes; and this was ryght
{ well aparant by thesame hyng Edward the
thyrde; for hia graundsfather, called the
good kyng Edward the fyrate, was ryght
valyant, sage, wyae, & hardy, auenturcus
and fortunateinall featin of warre, and had
mache ado agaynst the Scottis, and con-
quered them three or four tymes: For the
Scottes coude neucr haug victory nor in-
dur¢ agaynat hym.
ZEESRND after hia dipa¢ase his sonne of
=1 his firat wife, who was father to the
il paid good kyng Edward the thyrd,
was crowned hyng, & called Edward the L1
who resembled nothyng to his father in
wyt nor in prowes, forallmaynot be acurns
¢d of good vertuea, butgouerned and hept
bis realmeryght wyldly, & ruled hymaelfe
by aynyster counsell of certayne parsona,
whereby at length he bad no profytie nor
l;!m:lt. and fell into the hate and indygna-
cicn of his people, as ye ahall here after;
but they shewed bym not of his secret fols
lies ¢re hbe bad wrought many great cuyls
and cruglliustyces on the noble menof his
realme & €nglysabemen bear well for a
while, butin the end they paye so crugllyas
the likecannotbe shewn therof. Andalord
Lyeth down & ryseth up in much great pa-
ryl of those whom they gouern, for they
loue hym not nor honour bym if he be not
:;t:or‘rm;f_l,and loueth nat armes and war-
g on s neighbours, and in eapecyall
theym that be mightierand of mﬁﬁmth
then be, and they bave this condycion and
held thys opynyon, and baue euer beld it
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featis of armes, done & achyued by the warres
iR~ of fraunce and Inglande, shulde notably be
| inregistered, and put in porpetuall memory,
a wherehy the prewe & bardy may haue éensam-
ple to incourage them in theyr well doyng, L
ayr Johan Froigsart, wyll treat and recorde an
#— lhyastory of great louage and prevee: but,orL
4] begyn, I require the sauyour ofall the worlde,
who of nothyng created al thynges, that he
wyll gyue me suche grace and wnderatand -
ng, that I may continue and peracucr in such
1 wyae, that whosothis procearedethorbereth,
['5‘; fimay take pastaunce, pleasure, and ¢ensaumple
A ¥ 1t is paid of trouth, that al buyldynges are
v %‘ Limasoned & wroughte of dyucrse stones, and
4 Er 1(— all great ryucrs are gurged and asaemblede of
i ll divers surges and sprynges of water:in lyher
A wysc all aciences are extraught & compiled of
?" diverae clerhes, of that one wryteth, another
;., 1 parauenture i ignorant ; but by the famoun
-h' wr'pﬁngr_ahun:ientau:raum.altth‘pngiﬂh{n

4 knowen in one place or other.
4 e PAN to attaygne to the mater thatr 1
L9 haue entreprinsed, Lwyll begyn, Fyrat.
Pt by the grace of God and the blessed
‘4 Virgyn our Lady Saynt Mary, from whom all
= ’ comforr and consclation procedeth, and wyll
tahe my foundation cut of the true cronicles
somtyme compyled by the right reuevend.
| Muidiscreteand sage maister Johan La Bele, som-
! f tyme changn in Saint Rambartis of Ligge, who
;‘ with good herte & due diligence dyd his true
A0S devoure in w-r?mﬁ this noble cronicle, and
Wl 4 A dvdcontynue it all hislyfes days,in folowyng
‘... :][:r the trouth as nere as be myght, to bis great
Al tharge and coste in sehyng to procure and o
[ W=l baue the perfight knowledge thereof. Pe was
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alaa in his lyfes daye welbeloued, and of the
Becret counsayle with the lorde sir Jobhan of
Paynaulte,whois often remembred, a8 reasen
requyreth, bere after inthis boke; forof many
Fayre & noble auenturea be was chicfe cauaer, 7
&to the hyng right nigh, & by whose meanea
the said ayr Joban b Bele myght well knowe
and bere of many dyuers noble dedes. The
whiche here after sbal be declared. s
W ROUTD itis,that who haveentrepri- fp!
ﬂ‘g 'I* oed this bohe to ordeyne for pleasure
—==r and pastaunce, to the whiche alwayes
1 have been inclyned, & for that intent T haue
folowed and frequented the company of dy-
uerae noble & great lordes, as well in Fraunce,
Inglande, and Scotlande, as in diverae other

o countrigs, and bave bad knowledge by them,
4 and alwayea to my power iustly baue inguired

forthe trouth of thededin of warre and auen-
tures that baue fallen, and specially syth the
great batell of Poytyers, where as the noble A8
kynge Joban of france was tahyn prisencr, B2
as before that tyme L was but of a yonge age r'h
or mderatandyng & Dowe be it L toke it on
me asgcone as L come from acole, to wryte
andrecite the sayd boke, & bare the samecom:
pyled into Ingland, and presénted the volume
thereof to my Lady Phelyppe of Peynaulte, §
noble quene of Inglande, who right amyably §
receyved it tomygreat profite & avauncement.
;:;-T;—;_I—.ig it may be 80, that the same boke
W — |-, i3 nat as yet examyned nor corrected
ST go justely as suche a case requyreth:
for featia of armes derely bought & achyued,
the honor therof ought tobegyuen & trulyde:
uided tothem that by prowes & hard travayle §,
baue descrued it @F Therfore toacquyte mein
that bibalfe, & in folowyng the trouth as near g
as 1 can, I Johan froiasart have entrepryaed -
thiabhystoryon the foraaid ordynaunce & trug .
fundacion, at the inataunce and request of a W_}_‘,
dere lorde of myn, Robertof Namure, hnight, £
lorde of Bewfort, to whom enticrly L owe loug
and obeysaunce, & God graunt me¢ 1o do that
thyng that may be to his pleasure. Amen.

-
Pere spehetbe the auctour of guche as were 'S
moat valiant knyghtis to bemade mencionof l
in this bohe. Capitulo I &5 5

{ coragefatoahewe them
Aensample and mater of
} honour, I Syr Jobann

froigaart begynng 0
g Bpeheafter the true rev
portandrelationof my
master Johan la Bele,

j somtyme Chanon r.:fr %

i i =
Saynte Lambertis o :""i‘iu"

'rh,-"'
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Glittering Plain,* by William Morris {1804 1; Atalanta in
Calydon, by Swinburne [1894 ], The Tale of Beowulf [18g57,
The Life and Death of Jason, by William Morris [18¢51, and
The Works of Geoffrey Chaucer [ 1896 1.

Many of the volumes have woodcuts, chiefly from draw.
ings by Burne-Jones, and Morris designed all the elaborate
initial letters, borders, titlespages and other decorations. It
would not be easy in the ordinary way to single out any book
for special notice among so many masterpieces of printing,
each possessing characteristics of its own worthy of individ.
ual praise, but one book, and as it happensthe one that Morris
printed with his fullest reverence, does actually stand out from
among the rest with distinction. That book is the noble folio
containing the works of Chaucer enshrined in type cast for the
purpose, with Morris’s own superb and appropriate decora-
tions, and eighty-six illustrations by Burne- Jones. Never was
author paid so handsome a tribute as by this book, and when
it is in its complete form, with Cobden-Sanderson’s binding,
one is surely in the presence of the most beautiful and the best

designed book the world has ever seen.

William Morris was essentially a decorator; he would
have had every one of the fine products of his amazing vital-
ity burst into flowerand leaf, into wondrous device and every

bEH,I.‘It}’ of form. Yet in everything he did the fine simplicity
of his nature was a saving grace. But with the books designed
by Charles Ricketts we find the expression of an enti '
ferent temperament, or a temperament which was assertively
personal and essentially individual, as against the democratic
and communal sense of Morris. This individuality is seen in
most of the books of the Vale Press, and in th

_ ose beautiful
volumes, The Dial and Oscar Wilde's The S phinx and The
*The first Kelmscott issue of this book was in quarto.
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House of Pomegranates, which were the immediate forerun.
ners and first causes of that Press,

Both William Morris and Charles Ricketts, however,
were inspr'.red in their first founts by the classical types of
Jenson, in whom the Roman letter had its consummation, al-
though the deep-rooted Gothic spirit of Morris was natu-
rally not to be tied to that particular form. The significance
of this &dﬂPﬁDﬂ of the Roman type lies in the fact that al-
though the first movable types were a standardisation of the
written missal of the Middle Ages, and essentially Gothic in
character, lettering itself was of Greek and Roman origin. In-
deed, where the Teutonic designers departed most from the
Roman standard, as they did in their capital letters, they were
not nearly so successful as when they adhered more strictly
to the earlier forms, as they did in their superior “lower cases”
Morris, in spite of his intense love of Gothic, fully realised
this, and although the Kelmscott books in the mass reveal
beauties suggesting Caxton and Wenkyn de Worde, it will be
found on a more intimate acquaintance with them that the
Rennaissance has contributed in no small way to their final
charm.

Just as William Morris, in Charles Ricketts's words, de-
rived inspiration from the “sunny pages of the Rennaissance,”
and finally made books equal to, and in some cases better than,
the best books of the Gothic printers, so Ricketts took inspi-
ration from the same source, and although the volumes of the
Vale Press never quite resemble the Gothic books, he has ad- '
mitted the value even to him of the products of the Kelmscott
Press. Speaking of the books made under his supervision be-
fore the establishment of the Vale Press, he wrote, in his De-
fence of the Revival of Printing : “I regret that I had not then
seen T he House of the Wolfings or The Roots of the Mountains,




TYPE AND DECOR-”
ATION [SHOWN ON
PAGE OPPOSITE] DE-
SIGNED BY CHARLES
RICKETTS FOR THE
VALE PRESS EDITION
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printed for Mr. Morris as early as 1888*; these might have
initiated me at the time to a better and more severe style, and
[ am now puzzled that my first impression of The Glittering
Plain, 1891 [the first Kelmscott book], was one of disappoint-
ment.”

The earliest of the Ricketts books were inspired but not
printed by the founder of the Vale Press. They were and are
a standing example of what can be done through the ordinary
commercial medium when taste is in command. The illustra.
tions, cover designs, end-papers, and general format of these
books were the work of Ricketts: and the type was the best
that could be found in some of the more responsible printing
houses. The first example of this work is to be found in The
Digl—a sumptuously printed quarto magazine first published
at the Vale, Chelsea, in 1889; No. 2 appeared in February
18925 No. 3 in October 1893; and No. 4, which bore the im.
print, “Hacon & Ricketts,” in 1896; the fifth and last num.
ber appearing in 18¢7. The Dial was issued under the joint
editorship of Charles Rickettsand Charles H. Shannon. The
first number contained an etching by Ricketts and a litho-
graph in colours and oold, and twelve other designs by him.
The cover was designed by Shannon, but was discarded in
subsequent issues, its place being taken by a superior design,
cut as well as drawn by Ricketts. In the second number the
latter also makes his first dppearanceas an engraver on wood,
one of the many features of the volumes being his series of
initial letters, ornaments, head-pieces, and culs-dedampe. In

No. 4 of The Didl appeared two specimen pages of the Vale
Press, then being formed.

Before the Press was established however, other im or-
tant books had been issued under his supervision, One of the
*The House of the Wolfings was printed in 1880, and The Roots of the Mountains in 1800.



§ RANT in quadam ciuitate rex et
regina. hi tres numero filias forma
conspicuas habuere, sed maiores

: quidem natu quamuis %rati,s_r,ima
[} specie, idonee tamen celebrari pos-
WO,

N laudibus h}lm?niracredebamqr. at
%ﬁh uero puellae iunioris tam praecipua
h tam praec]ara pulchritudo nec ex-
nmi ac ne sufficienter quidem
: audari sermonis humani penuria
poterat. n:mlti denique _ciuium et qdua-anae copiosi, quos eximii
spectaculi rumor studiosa celebritate congregabar, inaccessae
formonsitatis admiratione stupidi et admouentes oribus suis
dexteram primore digito in erectum pollicem residente, ut ipsam
prorsus deam Venerem religiosis adorationibus uenerabantur.
lamaue p:ﬂxlmas ciuirates et amguas regiones fama peruaserat
deam, quam caerulum profundum pelagi peperit et ros spuman-
tium fluctuum educauit, iam numinis sui passim tributa uenia in
mediis conuersari populi coetibus, uel certe rursum nouo
caelestium stellarum germine, non maria sed terras Venerem
aliam uirginali flore praeditam pullulasse. sic immensum pro-
cedit in dies opinio, sic insulas iam proximas et terrae plusculum
prouinciasque plurimas fama porrecta peruagatur. 1am mulu
mortalium longis itineribus atc}ue altissimi maris meatibus ad
saeculispecimen gloriosumconfluebant. Paphonnemo, Cnidon
nemo, ac ne ipsa quidem Cythera ad conspectum deae Veneris
nauigabant. sacra diae practereuntur, templa deformantur, pul-
uinaria spernuntur, caerimoniae negleguntur, incoronata simu-
lacra et arae uiduae frigido cinere foedatae. puellae supplicatur
et in humanis uultibus deae tantae numina placantur, et in
matutino progressu uirginis uictimis et epulis eneris absentis
nomen propitiatur, iamque per plateas commeantem populi
frequenter fE:rihus sertis et solutis adprecantur. \
Haec honorum caelestium ad puellae mortalis cultum in-
modica translatio uerae Veneris uehementer incendit animos, et
inpatiens indignationis capite quassanti fremens altius sic secum
disserit, ‘en rerum naturae prisca parens, en elementorum nnﬁz
initialis, en orbis totius alma Venus, quae cum mortali pue
partiario maiestatis honore tractor, et nomen meum caelo con-
ditum terrenis sordibus profanatur! nimirum communi NUMINIS
piamento uicariae uenerationis incertum sustinebo, et imaginem
meam circumferet puella moritura. frustra me pastor ille, cutus
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earliest of these, Silverpoints, by John Gray, was published
by Elkin Mathews and John Lane in 1893. A few of the ini.
tials of this uncommon but elegant volume are decorated,
but the majority are simple Roman capitals, the text of the
volume being in italics. Earlier even than this the two ar.
tists had collaborated in the production of Oscar Wilde's
House of Pomegranates, published by Messrs. Osgood, M'IL
vaine & Co. in 1891. The result was less a success than a
curious attempt at decorated bookmaking; the most success-
ful parts being the vignettes by Ricketts. Among other books
of this period are the Poems of Lord de Tableyand In the Key
of Blue, by John Addington Symonds, the former with illus-
trations and cover, the latter with cover only, by Ricketts,
All these books were more or less tentative. The road
towards perfection was being made; something very like per-
fection was reached, however, in the Daphnis and Chloe
{18037, the Hero and Leander [1894] and The Sphinx [1894]
—the two first published by Ricketts & Shannon at the Vale
Press, the latter by Mr. John Lane. The Daphnis and Chloe
is a quarto volume printed in old-faced pica type and pro-
fusely and beautifully illustrated with designs and initial let-
ters from woodcuts. It is said to be “the first book published
in modern times with woodcuts by the artist in a page ar-
ranged by himself.” Hero and Leander [ Marlowe and Chap-
man’s version} is an o&avo; it is conceived in a more re-
strained key, and the result is altogether more satisfying, in
spite of a formal hardness in the setting of the decorations.
Theme may have something to do with this, just as it has in
Daphnis and Chloe, where the lightness of the subject car-
ries triumphantly the luxuriance of the decorations. The
Sphinx, by Oscar Wilde, is the most remarkable of the books
of this period. It is a small quarto in ivory-like vellum, with
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1 rich design in gold, printed and decorated throughout in
red, green and black. The exotic mind of Wilde is revealed
in the decorations of this volume more than in any other:
the strange vision of things, the imagination that moulds pas-
sionate ideas into figures which are almost ascetic, and into
arabesques which are in themselves glimpses and revelations
of the intricate mystery of life.

The first book printed in the Vale type was The Early
Poems of John Milton, a quarto decorated with initials and
frontispiece, cut by the artist on wood. Speaking of the front-
ispiece of this volume, H. C. Marillier says: “It is interesting
to compare this with one of the Kelmscott frontispieces, in
order to realise how completely individual is each case, and
how different is the design of the borders. There is nothing in
all the flowing tracery of William Morris which remotely
resembles the intricate knot-work and geometrical orderliness
of the Milton borders.” This is true, and a further glance at
the Vale Press books reveals also that the inventiveness of
Charles Rickettsismuch greater than that of William Morris,
though it is not so free and, paradoxically, not so formal. But,
unlike those of Morris, the Vale designs do not convey a sense

of inevitability, a feeling that the design is the unconscious
blossoming of the page.

The Kelmscott books not only look as if letter and decor-
ation had grown one out of the other; they look as if they
could go on growing. The Vale Press books, on the other hand,
have all the supersensitiveness of things which have been de.
liberately made according to a fastidious though eclectic taste
and a strict formula. It is the difference between naturalness
and refinement. Yet at the same time, although Ricketts does
not suggest organic growth in his decorated books, he suggests
growth by segregation—by a rearrangement of parts which
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seem to have come together mathematically, or which are
built up in counterpoint like a theme in musjc, Particularly
do we get this effect from the decorations of the Vale Shakes.
peare and from many of the minor decorated leaves through.
out all the volumes. In the use of leaf figures as a kind of
super-punctuation, an intellectual process seems to have taken
the place of the subtle and indefinable taste which dominates
matters of art. The leaves seem to have been thought into
their places, and the result is not always happy.

The books of the Vale Press have other qualities which
distinguish them from other similar presses. The Kelmscott
Press, in the matter of bindings, for instance, confined itself to
vellum and plain grey boards. The Doves Press, established
in the next decade, adhered to a fine and peculiar kind of vel.
lum. The Vale Press books made a departure in several instan-
ces by appearing in daintily decorated paper boards of various
colours, the designs having a pleasant chintz like effect, more
often to be met with in the end-papers of some modern books,
but an obvious development of the Italian decorated paper
cover. Again colours, red and sometimes blue and green, play
a large part in the pages of the Vale Press books, blending with
the black in many cases most satisfactorily.

Some fifty books in all were produced, and these covered
a wide literary field, including such works as Landor’s Epi-
curus, Leontion and Ternissa; Spiritual Poems, by John Gray;
Fair Rosamund, by Michael Field:; the poems of Sir John
Suckling; Shakespeare’s Songs and Sonnets; Nymphidia, by
Michael Drayton: Campion’ssongs; Empedocles, by Matthew
Arnold; two volumes of Blake, and two of Keats; Sir PhiﬁP
Sidney’s sonnets; Dramatic Romances, by Robert Browning,
the Lyrical Poems of Shelley:; The Ancient Mariner, by 5. T.
Coleridge; Sonnets from the Portuguese, by Elizabeth Barrett
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Browning; Hand and Soul and The Blessed Damozel, by Dante
Gabriel Rossetti. Besides these, certain volumes illustrated by
Lucien Pissarro were issued under the imprimatur of the Vale
although printed on the artist's own private press, afterwards
to be known as the Eragny Press.

The Vale Press books were not presumably the kind of
books destined for an immediate and wide popularity. Yet
each issue was speedily taken up by the limited public there
is for fine examples of art-work, and the fact that almost im-
mediately, and sometimes before the date of publication, the
volumes were being quoted in the book markets at a premium,
would indicate that the books were not above the taste of
everybody. Be this as it may, the demand for such books com-
pared with that of the ordinary commercial volume was,and
is at any time, a small one. At the same time, the effect of the
Vale Press publications upon the general taste in books has
been more pronounced than that of any of the other great
presses of the Eighteen Nineties. This is probably due to the
fact that Charles Ricketts not only at first worked through
the ordinary publisher, but that he had his work done by a
good trade firm of printers, Messrs. Ballantyne & Hanson, and
did not own, as William Morris did, his own presses. In the
same way Morris himself had a marked effect upon ordinary
straightforward printing, by insisting upon an intelligent use
of Caslon’s old-faced type when supervising the printing of
his own prose works. He knew it was not safe to leave so
important a matter to the haphazard of commerce. The su.
preme result of this concern is to be seen, of course, in the
splendid first edition of The Roots of the Mountains, issued
by Messrs. Reeves and Turner and printed at the Chiswick
Press. The influence of Charles Ricketts's books is to be seen
inmany of the early publications of Mr. John Lane and Messrs.
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Dent & Co.;and the latter firm attempted deliberately to
follow the Kelmscott tradition with Aubrey Beardsley’s edi-
tion of the Morte d' Arthur.

After the death of William Morris and the conclusion of
the work of the Kelmscott Press, those who acted as Morris's
assistants in the actual work of printing joined C. R. Ashbee
of the Guild of Handicraft, who established the Essex House
Press, using a fount of type designed by himself. Several well-
printed volumes were the result of this enterprise, including
the Treatises of Benvenuto Cellini on Metal Work and Sculp-
ture, Bunyan’s Pilgrim’s Progress, Shakespeare’s Poems, Shel-
ley's Adonais, and King Edward VIL’s Prayer Book, a noble
folio printed in red and black. Some good books were also
printed by H. G. Webb at the Caradoc Press;and a simple
dignity and altogether pleasant result has been achieved by
Miss Elizabeth C.Yeatsin the books printed on the Dun Emer
Pressat Dundrum near Dublin. But the most notable outcome
of the revival of printing since the closing of the Kelmscott
and Vale presses is the Doves Press, established in 19oo by
T.].Cobden-Sanderson at Hammersmith. A beautiful Roman
. type was designed by Emery Walker, whose genius for fine

craftsmanship in everything associated with the printing arts
made for the further success of this venture which has to its
credit a series of books of unsurpassable beauty. The Doves
Press, although in the direct line of descent from Morris, was
to some extent a reaction against decorated page, and by ad-
hering strictly to the formal beauty of well-designed type and
a well-built page it proved that all the requirements of good
taste, good craftsmanship and utility could be achieved. There
is nothing, for instance, quite so effective as the first page of
the Doves Bible, with its great red initial “I" dominating the
left-hand margin of the opening chapter of Genesis like a
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symbol of the eternal wisdom and simplicity of the wonder-
ful Book. Neither foliation nor arabesque could bgtter hfwe
introduced the first verse of the Creation than this flaming,
sword.like initial. This edition of the Bible in itself represents
the last refuge of the complex in the simple, and stan'ds beside
the Kelmscott Chaucer without loss by comparison in beauty

or workmanship.

Intheforegoing chapter on the Revival of Printing Mr.Jackson
refers but casually to the Doves, the Ashendene and the
Eragny presses. We think it proper to add to his
article the extracts following regarding
these presses from another source

ooN after Morris's death Mr. Emery Walker joined Mr.
S Cobden-Sanderson in partnership, and the two to-

gether established the Doves Press at Hammersmith.
Mr. Walker retired from the Press in 1gog. One of the objects
of the Doves Press, as set forth by Mr. Cobden.Sanderson in
his CatalogueRaisonne of the books printed there, has been to
attack the problem of pure typography;and the Doves books
present a marked contrast to those printed by Morris in that
theyare quite free fromany decorationwhatever, savesuch as
is occasionally presented by the fine versal letters of calligra-
phers like Mr. Edward Johnston and M. Graily Hewitt.
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The Doves type 1s modelled as closely as possible upon one
of the founts used by Nicholas Jenson in the fifteenth century,
and no more graceful Roman letter has ever been cut and
cast. The works selected for printing at the Doves Press
have been chosen, writes Mr. Cobden-Sanderson, “partly for
the sake of the particular typographical problem presented
by them, partly also . . . to print in a monumental form some
of the great literary expressions of a man’s creative or destruc-
tive thought.” The monument of the Doves Press willalways
be its great Bible, printed in five large quarto volumes during
the years 1903 to 19o5. Other great issues from the Press have
been Milton's Lost Paradise in 1902, Paradise Regained in
1905, Goethe’s Faust in 1905 and 1910, Browning’s Men and
Women in 1908, his Dramatis Personde in 1911, and Shake-
speare’s Hamlet in 1909.*

In the first half of the nineteenth century there is little to
record in the history of private printing presses. Printers’
types had fallen to the lowest pitch of ugliness under the in-
fluence of the Italian Bodoni, to be raised again by the revived
use of Caslon’s by the Whittinghams in 1844. A like
revival of old types which a debased taste had cast aside as use-
less was made by the Rev. C. H. O. Daniel, of Oxford, in 1877,
when a portion of the munificent donation of types, punches
and matrices made to the Oxford University Press by Dr. Fell
in 1666 was traced and brought into use at the Daniel Press.
*The Doves Press closed finally about ayear  Cobden-Sanderson the latter wasto have the

ago, Cobden-Sanderson in his 7yth year lay-
ingdown his tools after 34 years of bookmak-
ing and it is said he has thrown the beautiful
Doves type into the Thames, thereby adding
a new chapter to the history of the private
press and incidentally provoking an acrimo-
nious controversy regarding the ethics of the
private press. Under the terms of an agree
ment between Mr. Emery Walker and Mr.

soleuse of the type,punches and matrices dur-
ing his life-time and was not to assign or part
with them, but in the event of his death or
dissolution of the press, they were to revert
to Mr. Walker. Mr. Cobden-Sanderson says
most high-handedly, that he has"devoted the
fount to the bed of the River Thames thus
putting the type out of reach of Mr. Walker
as well as himself.
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Dating from so far back as 1846, when in Mr. Daniel’s boy-
hood ; small h:md~press was br{;}ught into use at his home at
Frome, the Daniel Press is still producing books at Worcester
House. Oxford, whither it was moved in 1874.

Mr. Hornby's Ashendene Press at Chelsea mustalsocount
amongst the offspring of the Kelmscott Press. His earlier is-
sues, dating from 1895, were printed either in Caslon’s type
or in various sizes of Dr.Fell's types, which we have already
mentioned in connection with the Daniel Press. In 1902 he
printed the Inferno of Dante in the type modelled for him
by Mr. Emery Walker and Mr. Sidney Cockerell on the letter
used by Sweynheim and Pannartz at their Press in the Mon-
astery of Subiaco. It is a heavy black Roman letter, with a
strong affinity to the Gothic. Morris had himself designed a
fount after the same model, which, however, was never cut.
The Inferno and some other of the Ashendene books are
illustrated with woodcuts after C. Keats, C. M. Gere, and
others,and theyalso have fine versal letters written or printed
in red and blue and gold. The largest work which has yet
issued from the Ashendene Press is the superb Dante. In 1902
Mr. Hornby printed the Song of Songs and its vellum pages
were illuminated by Florence Kingsford, now Mrs. Sidney
Cockerell. Never before has illumination been so happily
wedded to the Printe:d page.

Near akin to the Vale Press is that of Mr. Lucien Pissarro,
named the Eragny Press after the hamlet in Normandy at
which he spent his boyhood. Save William Morris, Mr.
Pissarro is the most individual of all private printers. Al-
though his books show, of course, the Kelmscott influence,
nevertheless they are in every detail his own. The earlier
books nf the Eragny Press are, it is true, printed in the Vale
type which belonged to Mr. Ricketts; butin 1903 Mr. Pissarro
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printcd his first book in the graceful Brook type which he
had designed, and in this all his later books are printed. Most
of the Eragny books are slender little octavos: one is con-
scious that a book of the proportions of the Kelmscott Chau.
cer or Ashendene Dante could never have come from the
Eragny Press. They are decorated and rubricated in thin,
fine line and adorned also with woodcuts printed in many
delicate tints. Mr. Pissarro stands alone in venturing to print
with other colours than the traditional black and red and the
occasional blue and gold used by his fellow printers. Com-
position, drawing, engraving, and presswork are all done by
Mr. & Mrs. Pissarro’s own hands. The bindings are subject
to the same tender and studied care as the pages, and their
paper boards are decorated with flower ornaments, also de-
signed, engraved, and printed by Mr. Pissarro.
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Aldus Manutius

AN EXCERPT FROM “THE STORY OF BOOKS

By GErTRUDE BURFORD RAWLINGS

printer of Italy, and perhaps of the world, is Aldus

Manutius, born in 1450, but his fame rests less on his
actual printing, which, though good, is not unequalled, than
upon the efforts he made for popularising literature, and bring-
ing cheap, yet well-produced books within the reach of the
many. He saw that the works printed in such numbers by
the Venetian printers, who paid attention to quantity and
cheapness and altogether ignored the quality of their pro-
ductions, were faulty and corrupt,and that textually as well
as typographically there was room for improvement. Heap-
plied himselfto the study of the classics, aboveall to the Greek,
hitherto neglected or published through Latin translations,
and secured the assistance of many eminent scholars, and
then, having obtained good texts, turned his thoughts to
type and format. The types he cast for his first book, Laf.acans
Greek Grammar, were superior tothe Greek types th?n.m use.
Next he designed a new Roman type, modelled, so it is said,

THE most famous printer of Venice, and the most famous

Atvvus took first of all the name of Romane,  ior to distinguish him from his grandson HI
then that of Pio out of homage to the Princes dus, son of Paul, hﬁ?ﬂﬂ ml]ed‘ﬁldus Junior,
Pio di Carpo, Alberto,and Leonello, who had whowashimself a printer as his f_'uthar Paulus
been his pupils. He is now called Aldus Sen- Manutius, the son of Aldus Senior had been.
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upon the handwriting of
Petrarch. It called forth ad.
miration, and won fame un.
der the name of “Aldino™
type. Its use has continued
to the present day, and it is
known to almost everyone
as Italic. It was cut by Fran-
cesco de Bologna, who was
probably identical with
Francesco Raibolini, that
painter and goldsmith who
signed himself on his pic-
tures as Aurifex,and on his
gold-work as Pictor.
THE ALDINE ANCHOR 1555-1574 The advantage Dfumc]ﬁ]ﬂ“
type, at the time of its invention, when type was large and
required a comparatively great deal of space, was that its size
and form permitted the printed matter to be much compressed,
while losing nothing in clearness. The book for which it was
used could be madesmaller,and printed more cheaply. In 1501
Aldus inaugurated his new type by issuing a Virgil printed
throughoutin‘Aldino” It occupied two hundred and twenty
eight leaves,and was of a neatand novel shape, measuring just
six by three and a half inches. This book, which was sold for
about two shillings of our money, marks Aldus as the pio-
neer of cheap literature—literature not for the wealthy alone,
but for all who loved books. A proof of the popularity of the
new departure is afforded by the fact that the Virgil was im-
mediately forged, that is to say, reproduced in a number of
exceedingly inferior copies, by an unknown printer of Lyons.
The Aldine mark, which appears on the Aldus edition of

28 |




PV.M MANTVANIBV
COLICORVM
TITYRVS.

Meliboeus. Tityrus.

Ltyre tu patulae recubas [ub tegmi
ne fagi Me.
syluestrem tenui mufam medita
Tis auend.
Nos patriae fines, et dulcia linqui
MUs arua,
N os patriam fugimus, tu Tityre lentus in mbra

F ormo [am refondre doces Amaryllida [yluas

O Meliboee, deus nobis haec ocia fecit. Ti.
N ang; erit ille mihi [emper deus illius aram

S aepe tener noftris ab ouilibus imbuet agnus.

I lle meas errarve boues, ut cernis, et ipfum

L udere, quae uellem, calamo permifit agrefti.

N on equidem inuideo, miror magis,undiq; totis  Me.
V [que adeo turbatur agris.en ipfe capellas

P rotinus aeger ago,hanc etiam wix Tityre duco.

H ic inter denfas corylos modo nang, gemellos,

S pem gregis, ab filice in nuda connix a reliquit.

S aepe malum hoc nobis, [§ mens non leua fuiffet,

D e coelo tactas memini prae dicere quercus.

S aepe finiftra caua prae dixit abilice cornix.

S ed tamen,ifte deus qui fit,da Tityre nobis.

V rbem,quam dicunt Romam,Meliboee putaui  Ti.
8 tulus ego huic noftrae fimilem,quo [aepe [olemus

a1

An imitation of the first book printed in italic [virGILII OPERA; Aldus, 1501]
set in 10 point Kennerley italic and 12 point small capitals
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Dante's Terze Rime in 1502,and on nearly all the numerous
workssubsequently issued from this famous press, is a dolphin
twined about an anchor, and the name Ar—pvs divided by
the upper part of the anchor. This device continued to be
used after the death of Aldus Manutius in 1515 by his des.
cendants, who carried on the work of the press until 1597.

The Aldus Anchor shown in the headband on page twenty-seven is the form
first used, and is also the first use of an emblem or symbol to represent the
sentiment or principle which guided the work of a printer or editor.
Aldus's mark frequently carried the legend “festina lente”
which means “hasten slowly.” The mark shown on page
twenty-eight is reproduced in the exact size used

¥

F THE FINEST and most “desirable” of rare Aldines 1s

the Virgil of 1501, an ordinary octavo of no striking merit.

But mark ! “It is,"says Mr. Quaritch, offering a copy, “the first book
printed in italic type by Aldus Romanus, slightly wormed, else
good copy in red Italian calf extra, borders of gold, gilt edges. To
find the first Aldine Viirgil ifi perfect condition is almost hopeless.”
Even in these pristine days the forger and imitator was at work,
and sodesired and “desirable” was the Aldine o¢tavo that there was
issued at Lyons, to meet the demand: “The Aldine Counterfeit,”
with fac-similes of the titleand last leaf of the real Aldine Edition,

probably to pass it off for the original, the book being perfect with-
out that imprint,with Aldine anchor in gold on sides, Thisvolume
was first issued by the Lyonese forgers in imitation of the Aldine
typeand is perhapsquite as rare, if not even rarer, than the original.

—FITZGERALD



BOOKS

Give me

Leave to enjoy myself. That place that does
Contain my books, the best companions, is

To me a glorious court, where hourly I
Converse with the old sages and philosophers;
And sometimes, for variety, I confer

With Kings and Emperors and weigh their counsels;
Calling their victories, if unjustly got,

Unto a strict account, and in my fancy
Deface their ill-placed statues. Can I then
Part with such constant pleasures, to embrace
Uncertain vanities? No; be it your care

To augment a heap of wealth: it shall be mine

T o increase in knowledge.

—FLETCHER



The Early Schools of Typography

By WiLLiaAM BLADES

JHE celebrated cause of “Mayence versus
=\P|| Haarlem,” which has occupied more or
A=Al [ess theattention of all the literarycourts
= in Em"npe for .the last thr.ee ::fznturies,
5 JE5All has still to wait for anything like a un-
Nécr ==yl animous verdict. German writers listen
NV with contempt to any argument in fa-
vour of Coster’s claims; and, shutting their ears, keep shout-
ing, like the Ephesians of old,“Great is Gutenberg of the
Germans.” On the other hand, our Dutch friends hold fast
to their “beloved” but shadowy Coster,and, while admitting
that Gutenberg’s efforts were successful, raise after him the
cry of “Stop thief!” Let me, then, as one who claims neither
nationality, suggest that it may be just possible—nay, prob-
able—that the invention was truly but independently made
in both countries.

With regard to the claims of Haarlem, it appears to me that
Dutch bibliographers place too much reliance upon the ex-
ternal testimony, such as the historical evidence of Juniusand
the old bookbinder, the occurrence of the name of Coster in
old records, old portraits, et hoc genus omne. All these are
open to doubt, or even to denial. It is possible that the story
of Junius is entirely fictitious: there is certainly no evidence
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to establish the identity of the Coster who figures in certain
contemporary documents with Coster, the asserted inventor
of movable types. In fact, the denial of Coster’s Very existence
may be accepted, even by his friends without any real dam-
age to the claims of Holland, because the mternal evidence,
asitseems to me, is unassailable. Some one printed those early
specimens of the Speculum and Donatus, and printed them
with Dutch-cut letters, in the Dutch language, and with a
rudeness which no one who had learnt in the far superior
school of Gutenberg would have adopted. Whatever his name
may have been, the relics of his workmanship remain; so, if
only for the sake of precision, let us call him Coster.

One of the earliest towns in the Low Countries to receive
the printing.press was Bruges; there is strong evidence that
Colard Mansion was at work there so early as 147172, and
therearesomanyevidences [slight in themselves, butverycon.
vincing toa practical eye}in his earlier books of customs more
primitive & technical practices more rude than can be found
in any of the productions of the German school of printing,
that the careful observer is driven to one of two conclusions.
Either the Bruges printer learnt the art in an advanced school
suchasthat at Cologne,and then, returning to his own town,
adopted purposely primitive customs which he had never
been taught, returning in after years, by slow degrees, to the
advanced stage of his original tuition: or he found the art
established already in his own country by the successors of
Coster, just emerging from its rude infancy, and ripe for any
improvements that might be suggested by the far superior
productions of the German school, which by that time had
become scattered throughout Europe. I need not state what
must be the conclusion, and will here only describe one of the
internal evidences which to a practical man will amount to
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+ demonstration that they were two distinct centres from
which the art originally spread.

The flat piece of brasscalled by compositors a“setting-rule”
appears to have been unknown to the first printers in both
schools, and up to the time of its adoption the lines of
[except in the case of large letters} varied in length like the
lines of MSS., because the workman was unable, without
frequently breaking the line, to shift the words in order to
increase or decrease the normal space between them. But
when the “setting-rule” was devised, it so eased the opera-
tions of the compositor, and, by making all the lines of aneven
length, so improved the symmetrical appearance of the pages,
that no printer after once trying it ever recurred to the old
plan. In 1467 Ulric Zell, of Cologne, was unacquainted with
this improvement; butas, out of the numberless works which
issued from his press, it isa great rarity to find one with lines
of an uneven length, we may safely conclude that he adopted
itabout 1468.69. Of course all who learnt the art in the May-
ence school would adopt it also, as in fact we know they did
by their works. But Colard Mansion at Bruges did not until
1478, ten years later; while it took nearly two years more for
the improvement to cross the sea to Westminster, where our
Caxton™ adopted it in 1480.

Other peculiarities tending to the same conclusion have
convinced me thatthe school of typography,as shown in the
works issued from the Bruges and Westminster presses, was
more archaic than, and entirely distin¢t from, the German
school. Whence, then, did Mansion obtain his knowledge of
the art? I know not, unless it were from the successors of

*In Vol. I of The Life and Typography of his first book, The Recuyell of the Histories of
Cazxtom, I have given the evidences of Cax- Troye,in 1471;that is merely thedateof trans-
ton's connection with the Bruges Press. Itisa  lation. Caxton learnt the art about 14743
great mistake to suppose that Caxtonprinted  Colard Mansion being his instructor.
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AN UNIQUE TYPE FACE

A Note on LAPIDARY LETTERS in general and HApriano
type in particular

STDNE cut inscriptions of the Imperial age of Roman his.

tory are wonderful things. From them scribes and early

printers developed all of the letter forms we use today.
Those ancient craftsmen who cut them were more concerned
for a consistency in the proportions of their letters than with
mere details of execution; their work was not a matter of
conscious or elaborate design. The letters they produced
tormed an essential alphabet and are as legible to our eyes
today as though cut but yesterday. Apart from the propor-
tions of the letter forms, the character is that given by the tool
used in their making,suggestingan acquaintance by the crafts.
men with the forms produced by brush or pen.

Is it not reasonable, then, that Mr. Goudy should reverse
the process and from a rubbing of a few letters [three in fact]
froman old inscription of the first or second century, to which
he added the remaining letters of the alphabet conceived in
the same spirit as in the original cutting [the Louvre, Paris,
August, 1910} from which he made his rubbing, produce a
type face absolutely unique in the annals of type founding?

Baron de Grivu is said to have died in a fit when he saw his book
had been printed with three hundred errors.

Cardinal BeLLarmin was so provoked with the blunders of his
printer that he rewrote his copy, and sent it to a famous printer
of Venice who returned printed copies with more errors than
there were in the first edition. h



TYPE DESIGNS: OLD AND NEW

#
*

prove the forms of the Roman alphabet in the search

for legibility; not by creating new expressions but by
imitations of accepted models. In the old days, types were
not constructed scientifically because the founders had few
tools of precision and no system for the gradation of sizes,
but they did prefer sturdy boldness and their types possessed
quaint and pleasing characteristics that made for legibility.

DeVinne says of the types of Sweinheim and Pannartz
that “their characters were not drawn in true proportions,”
but who has set down what those “true proportions™ are ?
Modern readers are not as yet agreed upon a faultless stand-
ard for the forms of our types, nor do1 believe it is possible
to have all types conform to an inflexible standard.

Letters inferior in gracefulness may yet be so harmonious
with each other and indicate also such a sense of-carefully
adjusted proportion, that they will prove acceptable to the
reader because of their power of combining into words.
Words are indeed the sole elements of which the reader is
conscious,and if the type forms are so shaped that they will
not combine insensibly, that type is illegible. The old types
were often meedlessly bold and rugged, but nearly always
round, clear, simple and of easy readability.

There isa lot of sheer nonsense in many of the claims re-
garding legibility of types.Inability to reconcile widely sep-
arated ideas as to what constitutes legibility is too often the
sole basis for criticism.

Interest in the subject matter is an element seldom taken
into account and plays an important part in determining

FUR over four centuries type founders have tried to im.
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readability. Wearisome inanity in types will defeat any at.
tempt at legibility and can only be overcome by proper con.
trast—meaning not only contrast in the types themselves
but in the arrangement of the types upon the page.

In the attempt to meet utilitarian requirements potential
beauty is sacrificed, mainly through sheer ignorance or lack
of knowledge, for true utility is easily obtained by applying
the fundamentals of contrast, proportion and harmony which
are inseparable from beauty. Simplicity need not mean cru-
dity; and while some of the early printers may have gone
too far toward sturdy simplicity, their types were undeni-
ably legible even when lacking in neatness and needlessly
bold and rough. They studiously avoided hair lines or other
features of indistinctness but they did produce letters easily
discerned.

It is said that the success of the italic face with its relative
lightness and openness probably suggested repeating these
qualities in the upright Roman form. Some readers asked
why types need be so offensively sturdy, curves be so stiff,
and lines so uneven in thickness? Whether some graceful
touches might not be added to the rough types, and a more
cunning union of the thick stem and hair line be helpful ?
It was in Paris however and not in Italy that more graceful
types of the character asked for by the critical reader first
appeared. Garamond, known in France as the “father of
type founders, " was the first to make type-founding aseparate
branch of typography and his types present an effect of light-

ness and clearness with a symmetry not previously attained.
Types of today as produced by the founders are not based

on a study of classic models of the times before printing, nor
is there any serious attempt to revise letter forms with any

regard for beauty and proportion or thought for the alpha-
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het itself. In the absence of type founders the first printers
combined letter design and type casting and produced types
of marked personality. Wearisome commonplace regularities,
the product of artisans instead of artists is the story of today;
most typesentirely lack those natural deficienciesand irregu.
larities that are the evidences of a mind intent on design and
not on mechanical details of execution and few bear any
evidences of spontaneity.

Type is made for use and must be spontaneous in design
or it will lack the necessary element of rhythm obtained only
by feeling and not by mechanical means. Early printers were
generous and cut their letters with an eye single to artistic
beauty.

Today, perfect finish, exact lining, perfection of curve,
precise angles, straightness of stem or sharpness of serif and
hair line are given greater attention than design. No one or
all of these points give beauty or legibility although they
may be present ina type both beautiful and legible. Every
bit of finish and refinement not necessary to the expression
of the design is useless and is wasted effort. Finish isa merit
when it improves, but if made at the expense of design 1t
constitutes a defect. The demand for perfection is an evi-
dence of a misunderstanding of the true ends of art.

—F.W.G

THE PHOTOGRAVURE frontispiece of the home of the
Kelmscott Press is a carbon enlargement by Mr. Arthur Mooney
with the Eastman Kodak Company,of a Brownie No. 2 photograph
made by Mr. Goudy in July, 1909; reproduced and printed by the
Manhattan Photogravure & Color Company, New York City.



THE CLERK OF OXENFORD

From the Prolog to The Canterbury Tales

IM was lever have at his beddes heed
Twenty bokes, clad in blak or reed,
Of Aristotle and his philosophye,
Than robes tiche, or fithele, or gay sautrye.
But al be that he was a philosophre,
Yet hadde he but litel gold in cofre;
But al that he mighte of his freendes hente,
On bokes and on lerninge he it spente,
And bisily gan for the soules preye
Of hem that yaf him wher-with to scoleye.
OF studie took he most cure and most hede.
Noght o word spak he more than was nede,
And that was seyd in forme and reverence,

Souninge in moral vertu was his speche,
And gladly wolde he lerne, and gladly teche.
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Educational Work of The American Institute

By ArtHUR WesLey Dow

Professor of Fine Arts in Columbia University

THE AMerRICAN INsTITUTE of GrRAPHIC ARTS can ren-

der to the nation the highest form of service by uniting, for
the common good, the forces of art, science and industry.
All three are essential to a fully developed strong civilization.

Science and industry have ruled the age that is passing away,
and have failed to achieve what was expected of them. They have
failed, not because they have been used for selfish and ruthless pur-
poses—for murder, torture and destruction of the world’s most
precious things—but because they have been blindly followed.
Creative art, which would give us the finest type of industry, has
been ignored. A business-ruled civilization has forgotten that a
people’s art is the best it has to give to the world, that the true
history of a people is read in its art, that books and buildings and
handicraft remain after all else has vanished.

The war will end this age of feverish materialism. The old
shibboleths practical, industrial, applied and the like, are passing
away. Art, taken from the people and given to a special class, will
come back to its true place, in the new epoch. Just how it will find
its place we do not yet know, but one way lies throu gh craftsman-
ship, hitherto supplanted by cheap production. The craftsman of
the new age will use machines as well as hand tools, but he will
be an educated craftsman and will use them in the finest way for
the making of that which is permanent—and this is nearly all
that art means. ;

The American Institute of Graphic Arts findsa special oppor-
tunity at this moment when a new age is in its beginning. By a
campaign of education the Institute will bring together the manu-
facturer. the business man, the expert craftsman, the artist, and the
public. It will demonstrate that the Graphic Arts are arts, that
printed pages, type faces, lithographs, posters, phntngrgphs, are
mediums through which creative power can be made visible. The



Educational Work of The American Institute

By ArtHUR WesLey Dow

Professor of Fine Arts in Columbia University

THE AMerRICAN INsTITUTE of GrRAPHIC ARTS can ren-

der to the nation the highest form of service by uniting, for
the common good, the forces of art, science and industry.
All three are essential to a fully developed strong civilization.

Science and industry have ruled the age that is passing away,
and have failed to achieve what was expected of them. They have
failed, not because they have been used for selfish and ruthless pur-
poses—for murder, torture and destruction of the world’s most
precious things—but because they have been blindly followed.
Creative art, which would give us the finest type of industry, has
been ignored. A business-ruled civilization has forgotten that a
people’s art is the best it has to give to the world, that the true
history of a people is read in its art, that books and buildings and
handicraft remain after all else has vanished.

The war will end this age of feverish materialism. The old
shibboleths practical, industrial, applied and the like, are passing
away. Art, taken from the people and given to a special class, will
come back to its true place, in the new epoch. Just how it will find
its place we do not yet know, but one way lies throu gh craftsman-
ship, hitherto supplanted by cheap production. The craftsman of
the new age will use machines as well as hand tools, but he will
be an educated craftsman and will use them in the finest way for
the making of that which is permanent—and this is nearly all
that art means. ;

The American Institute of Graphic Arts findsa special oppor-
tunity at this moment when a new age is in its beginning. By a
campaign of education the Institute will bring together the manu-
facturer. the business man, the expert craftsman, the artist, and the
public. It will demonstrate that the Graphic Arts are arts, that
printed pages, type faces, lithographs, posters, phntngrgphs, are
mediums through which creative power can be made visible. The



o] AsTppogmphica

production of these should belong to the craftsman, not to the
man who merely does things by routine.

Such educational work is carried on by publications, by exhi-
bitions, by lectures, discussions and criticisms. ARs TYPOGRAPHICA,
by members of the Institute, presents the best that has been done
and points the way to the best that may be done, by the type
designer and the printer. There is art in drawing the curve of a
letter, in choosing where the stroke shall be thick or thin, in spac-
ing, in determining the tone and color of a page. We may have all
this excellence of design and also perfect legibility and adaptation
to use—art, science and industry acting together.

During the past season the Institute held exhibits of fine print-
ing gathered from all parts of the country. The public was invited
to inspect, not only these models of present-day craftsmanship,
but a historical collection showing the development and growth
of the printer’s art. More important still, the master printers came
and talked, not only of shops and business methods, but of sources
of inspiration. Etching, wood engraving and process printing were
explained and illustrated by experts.

Exhibitions of photography put before the public the best ex-
amples of a union of science with another art, proving that imagi-
nation may control and use the laws of light. In a public meeting
the war service of the photographer was presented and illustrated
by a British officer, head of the photographic division at the
front; photography in newspaper illustration and in moving pic-
tures was explained in detail by other speakers. Design in the
graphic arts has been discussed by artists, art editors and art in-
structors.

The Institute’s war service is a story yet to be told. Its War
Savings Stamps poster competition brought a large response, over
two thousand entries having been submitted.

The past year has been a record-year in its history. It has been
made clear that the objects of The American Institute of Graphic
Arts will have enthusiastic support from all who wish to aid in
establishing higher standards of craftsmanship—which means
public appreciation and a finer civilization.
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ARS TYPOGRAPHICA makes its bow without apology. If
any are disappointed the publishers are sorry. The periodical has
not got into its stride—but it is such a personal undertaking that
we fear those who do not like the same sort of things we do will
not like it. It will follow no pattern or beaten path in magazine
making. There is no intention of being novel or eccentric, but we
do aim to carry out a carefully considered plan to furnish princi-
pally certain sorts of information garnered here and there that are
of interest to the publishers and which may not have been seen
by the majority of the readers of Ars TyrograrHICA. Our en-
deavor will be to present this information in the manner that best
suits its character regardless of other considerations.

THE STUDY of printing as represented by the work of theearly
printers, shows very clearly that their work from the very begin-
ning took on a personal aswell asanational character,and preserved
for us not merely specimens of their work but form historical and
artistic documents that reflect perfectly the mannerisms and inti-
macies of their own times. The arts of design, social customs, liter-
ary tastes in vogue at the period in question are thus made clea:‘r.
The early printer had a keen sense of the beautiful and appropri-
ate and it is to their actual work the modern printer must go for
inspiration, rather than to any history of printing; to the old print-
ing not because itisold merely, but tostudy the elements th{:Lt made
the old work fine. No art can live by reviving or reproducing past
forms. but the force of tradition can influence new and beautiful
ones. :ThﬂEE'. early printers, denied adventitious aids, found them-
<elves face to face with fundamental requirements and their work
shows the simplicity, reserve and elegance which is the result of
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the application of those fundamental principles. Their productions
possessed style, too—that intangible something that runs through
the work of all good craftsmen working under similar conditions
and environments, and is the manifestation of good tradition.

PRINTERS who care for the fundamentals of their craft should
begin to think consciously on their own account. Most typo-
graphic arrangements are mere dull, mechanical line-by-line con-
ventions accepted without inquiry or experiment, and not simple
arrangements consistent with ordinary common sense. In almost
every case, the obvious thing is the proper thing, but there is no
reason why the obvious should not be thoughtful in its handling,
Too many arrangements are the result of attempts to get away
from what is obviously the right thing to do and become simply
bizarre and eccentric. After all is said and done, pleasing legibil-
ity is the goal. Beauty, by all means, should be sought for in any-
thing connected with our everyday life, but not at the expense
of usefulness. Where it demands attention for itself alone, it 1s out
of place. Where the eye can rest, there decorate.

AN EXAMINATION of examples of fine printing discloses
the fact that in every case the type has been “imprinted” into the

very substance of the paper itself, frequently so heavily as to be
plainly perceptible from the back of the sheets. The editor has of-

ten been asked “why?" He is moved to set out definitely his own
personal opinion.

A letter from a friend written by his hand may prove easy read-
ing in spite of indifferent penmanship, but reproduced mechani-
callyin a printed page with all its flatness of impression, it becomes
extremely difficult toread. The process takes no note of the variety
of color where the pen began to run out of ink and required dip-
ping, but prints the gray line as full in color as the black, present-
ing merely a flat, lifeless copy.

A Derome, a LeGascon, a Cobden-Sanderson conceived a gen-
eral scheme for the decoration of a book and by the combination
and repetition of separate tools which he impressed lovingly one
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by one, he formed his design. As it is impossible that every impres-
sion of a tool can be made with exactly the same pressure or at the
same angle, the completed design catches the light from every side
and sparkles with life and variety that no flat impression from a
brass die can give, however perfectly it copies the master’s design.

In much the same way when the form is made ready and the im-
pression is sufficiently solid to set the type into the sheet, every
separate sunken character will catch the light and sparkle with life.
With the form just inked enough to cover the face of the type,
and firmly impressed, an effect is gained that no flat, weak impres-
sion possessing neither life, interest nor color, can equal. Of course,
quality of ink is a desideratum, as delicate lines should be as fully
black as the solid masses. Strong impression requires less ink, and
too, sheets may be handled much earlier where coloris obtained by
impression and not by a greater quantity of ink which merely
lies on the surface.

HERE LIES

JODOCVS BADIVS ASCENSIVS
FATHER OF MANY CHILDREN
AVTHOR OF MANY BOOKS
HIS BOOKS WERE MORE NVMEROVS

THAN HIS CHILDREN
BECAVSE HE BEGAN AS AVTHOR
VERY EARLY-AS FATHER
VERY LATE

Translation of Latin Epitaph to a celebrated printer at Paris. An engraving of his press
[1508] is genevally considered to be the first representation of a printing press.



FROM THE PUBLISHER

*

EFORE this number of Ars
TyroGRAPHICA was off the
press we had heard some comments

about our plans from our friends and
well-wishers. Some say that the pub-
lication Ars TyrPoGrRAPHICA can-
not last. We don't know that it can.
No such publication has been at-
tempted before, but is that sufficient
reason why this one cannot continue?
It depends on you and us. If the publi-
cation is interesting to you and you
want it to continue, then do what
you can to help circulate it among
those who will appreciate it. It isthe
purpose to make our publication of
interest to every printer who loves
his work, and to many others who
are interested in the Graphic Arts.

You have probably seen the an-
nouncement but this seems a good
place to repeat something of what is
planned:

“Ars TyrocrarHicAa will deal
with book and magazine printing,
type design and type founding, dec-
orative designs for typography, ad-
vertisements, etc. Articles on the his-
tory and development of types and
printing, fac-similes of old title pages
and manuscripts, hand-letterings of
distinction, bits of curious typogra-
phic lore, in fact anything that will
be of interest and help the printer

*

to a realization of a higher standard
of work will be given space.

“Every detail will be given careful
consideration and it is hoped to make
the publication typographically an
object of art conceived harmoniously,
yet with due regard for intrinsic re-
quirements of the work seen as a
whole.” ‘

Plans for future issues are now
well under way and we believe that
each succeeding number will equal
the present in interest. Every issue
will vary distinctly in character, and
will be handled as a separate entity
in the treatment of its typographical
features, each complete in itself, but
preserving, of course, a general har-
mony with the other numbers of the
volume.

We will appreciate any word from
readers by way of criticism or sug-
gestion. If you like this number, let
us hear from you.

Weare not trying to compete with
the present trade publications, but to
give you something that they do not.
Subscriptions to the next three num-
bers completing the first volume, are
invited, price $3. The response will
naturally guide us in our plans for the
quarterly. ArRs TYPOGRAPHICA is
submitted for just what it is. Weare
hopeful in publishing it.

— Hal Marchbanks
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FROISSART'S CHRONICLES

CDM PARATIVELY few printers have ever seena copy

of the two trial pages [shown greatly reduced on pages
ten and eleven] of the projected edition of Froissart, owing
to the limited number of copies issued by the Trustees of the
Kelmscott Press. As most of these are in the possession of
private collectors, copies do not frequently come up for sale

THE BELIEF that some printers would value a fac-simile of
these pages Mr. Goudy has had reproduced, in the exact size of the
original pages, 1624 x22 7% ,and has printed in two colors 110 copies on
Kelmscott hand-made paper, in a manner that is strictly comparable to
the original Kelmscott issue. One of these suitably framed would be a
valuable addition to any printing office or library and a constant inspi-
ration to better work, revealing new beauties with every examination.
COPIES IN BOARD BINDING AT $5.00 EACH

FREDERIC W. GOUDY 114 East 13th St. New York

The Marchbanks Press

Printers of
CATALOGUES7 BoOKLETS and SpeciaL THINGS

114 EAST 13TH STREET NEW YORK

We invite correspondence with those who want good work -
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PRINTERS

desiring types of distinctive quality
should use those designed and sold by

Frederic W. Goudy

Eer £

Some of the leading advertisers
in the United States specify his
types & printers doing the best
work are his largest customers.
Send ten cents in stamps for a
copy of Typographica No. 3, a
pamphlet of twenty-four pages,
showing his types in actual use
together with sizes and prices.

All prices hitherto quoted are withdrawn.
MNew price list in preparation.

The types used in Ars Typographica were designed
by Mr. Goudy whois now cutting several new

designs which he will show shortly

THE VILLAGE LETTER FOUNDERY

114 EAST I3TH STREET NEW YORK
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