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INTRODUCTORY NOTE

The immense flood of printed matter which characterizes the present day has not
only diminished our reverence for language , It is also beginning to destroy our liv-

ing sense for the visible representation of language, for writing and lettering. There
are few people who are still sensitive to positive and negative values in lettering,

probably because it is under our eyes whichever way we turn, and everybody has

to make use of it, even if it be only on the typewriter.

Although many fruitful attempts have been made since the turn of the century

to counteract the disgracefully low cultural level ofpenmanship and book-produc-
tion, there has on the whole been scarcely any material change of quality in the

employment of printed and written characters. A pessimistic observer might in-

deed speak of a decline. Excessive speed in writing, both in composition and in

manual transcription, and the consequent neglect of intellectual contents, lin-

guistic clarity and graceful outward form, are the real reasons why handwriting
has become a Cinderella for everyone. The great manifestations of a living art of

type and letter-design produced during the last four decades are the work of but
a small number of men, who have by untiring self-discipline won for themselves

a higher level than that of the man in the street. The latter scarcely suspects that

the writing of a beautiful page, the designing of a perfectly set-up and printed

book, presuppose more than an everyday standard of education, and that looking

upon these things with conscious appreciation can arouse in one a receptive joy
of a high order. The capacity to experience this can only be acquired by the atten-

tive study of beautiful writing forms, just as genuine understanding ofworks of the

representational arts is seldom spontaneous, but usually the result of self-training.

Certainly the active learning of writing forms through calligraphic exercises,

however simple, is the surest way to true understanding of lettering. But even
those who are incapable ofwriting in this way ought to acquire a certain sense for

the formal qualities of applied lettering. Comparisons such as anybody can make
between superior and inferior specimens, the reading of books on the history of
penmanship, visits to collections devoted to the craft of book-production and to

monumental inscriptions, and, if possible, an introduction into the morphology of
formal script are the appropriate means to this end.

It is the object of this book to draw attention to the great documents ofthe pen-
man s craft in the cultures of the past, and thus to make a preparatory contribution
towards the raising ofour formal standards in the treatment ofwritten characters.

As a complete history of writing in illustrations would fill many volumes, we can
only present a brief survey of the more circumscribed history of our own writing,



which will afford scope for comparisons and for the classification of additional ma-

terial, and the repeated contemplation of which will help to develop a sense for

the aesthetic qualities of good writing. The occasional specimens of writing from

exotic cultures are intended to show how elsewhere also the appropriate use of

simple tools, coupled with technical and optical necessities, has led to the evolution

of significant and beautiful forms.

By ‘writing’ in general we mean deliberately fixed signs, which imply a mean-
ing and can be ‘read’. All genuine writing is a convention and therefore intelli-

gible only to the initiated. It is never the result of arbitrary inventions, but always

the laborious achievement of many generations, often of many peoples, at last

crystallized to a mutually accepted code. Even our shorthand can only be read by

those who have learnt it. Any private infringement of the rules makes it a puzzle

for everybody else, or at least more difficult to read.

Four stages can be distinguished in the histories ofmost writings. On the prelimin-

ary stages of writing (mnemonic or memory signs) follow the pictorial signs (picto-

graphs), the signs for ideas (ideograms) and finally the signs for sounds, or letters

(phonograms). As writing in phonograms is only adapted to some, but by no
means to all languages, many cultures, even important ones, such as the Chinese,

have remained in the stage of ideographic writing.

Aids to memory of all kinds, the knot in the handkerchief, the marking ofways
by blazing trees or painting them with strips of colour, magical signs and badges,

belong just as much to the preliminary stages of writing as the herald’s staff with

which messengers established their identity among the ancients. Only when such

tokens formulate definite combinations of thoughts do the true beginnings of writ-

ing arise. Thus there was a writing by knots known to the ancient inhabitants of

Peru, which is supposed, by the medium of cords tied together, not only to have
conveyed details about their armies and supplies ofgold and corn, but also to have
served for the recording oflaws. A similar writing by knots is still employed by the

inhabitants of the Liukiu Islands.

_

More developed early forms of writing are paintings and drawings. When Neo-
lithic man painted single animals and groups of animals on the walls of his caves,

he probably wished thereby to give expression to his joy at a successful catch
(ill. i). Other cave-paintings, of Palaeolithic date, depicting hunting scenes, al-

ready describe particular events. But they are still ambiguous, because the signs

—

naturalistic representations—lack the force ofa binding convention. On the north-
ern slopes of the Pyrenees pebbles from the later Stone Age have been found with
signs painted on them, some ofwhich display an astonishing resemblance to letters,

even to our alphabet (ill. 2). It is however improbable that mankind should at this



time already have been capable of analysing the words of their language into their

component sounds and representing these with phonograms. It is more likely that

they are magical charms, badges or, in the case ofsome ofthe pebbles, devices for

the recording of certain quantities.

A pictorial chronicle, such as the Red Indian buffalo hide here reproduced

(ill. 3), on which there are indications of the number of the enemy killed and other

enumerations, does not, as a pictographic writing, go far beyond the cave-paint-

ings of the Stone Age. Only when the pictorial signs employed become constant

recurring symbols, that is to say ideograms
,
as in the Codices of the Mayas (ill. 4),

can we speak oftrue writing. These ideograms, highly simplified images ofnatural

objects, in the first place reproduce the meaning of the words. There also occur,

however, rebus-like signs for syllables (anticipatory forms of the stricter phono-

grams). The majority of the signs are combinations with ambiguous determin-

atives, the deciphering of which has only succeeded in a few cases. Some of the

numerical signs—strokes and dots—are shown in our illustration. In addition to

these all the signs are known which are connected with dates and the calendar, the

signs for certain abstract ideas, a few verbs and signs for animals and gods.

Every kind ofdeveloped ideographic writing depends on combinations ofsimple

basic ideas with modifying conceptual or phonetic signs (determinatives). Gradu-

ally the pictures are abbreviated, petrifying to formulae, the original significance

ofwhich slowly becomes lost. In the older Cuneiform writing (ill. 5) there are still

recognizable pictures, but less immediately so than in the ideograms ofthe Mayas.

Their emphatically angular form is due to the signs having been impressed with

a sharpened stick in wet clay, which was afterwards exposed to the burning sun.

The ancient inhabitants of Mesopotamia, with their marked feeling for geometry

and architecture, loved the contrast between perpendicular and horizontal move-

ments, and in addition to these made use only of the diagonal bisecting the right-

angle. As the hand must adopt an uncomfortable position in impressing the fre-

quent perpendiculars, the Cuneiform writing was before long turned round by an

angle of 90 degrees. The later form, to which the writing owes its name, displays

the pictures only when it has been turned back through these 90 degrees (ill. 6).

That here each stroke is deeper on the left, shallower on the right, is due to the

rapid, so to speak cursive use of the writing instrument.

Like the Maya writing the Hieroglyphics of the ancient Egyptians developed

out ofpainted pictures of great verisimilitude (ill. 7) . They are a mixture ofword-

signs, consonantal phonograms and modificatory signs, not dissimilar from the

‘rebus’ of our own times. Detailed drawings evolved gradually into simple, abs-

tract tokens, which in the end could be written fairly nimbly with a reed pen of

the broad-nib type (ill. 8) . We owe the deciphering of this enigmatic writing to the



discovery of the trilingual Rashid Stone (ill. 9), the lowermost third of which is

written in Greek. The central third of this basalt slab displays demotic writing, the

late form of Egyptian writing, in which the pictures underlying the signs have

been reduced to quite abstract symbols in consequence of very quick writing.

The extraordinarily beautiful picture-writing of the Discus of Phaestus (ill. 10)

is of the Minoan period of Crete; it is independent of Egyptian Hieroglyphics and

was impressed in clay with wooden stamps and, curiously enough, arranged spir-

ally. It had no influence on the tradition from which our writing was evolved.

Theorigins ofEmopeanphoneticwriling, i. e. ofthe alphabet, are obscure.Ourletters

are beyond doubt abbreviations of pictographic prototypes and they were chosen

on the principle ofemploying for the representation of each sound the pictograph

ofa notion beginning with that sound (acrophonicprinciple)

.

Isolated signs for sounds

and symbols were already to be met with in Cuneiform and Hieroglyphic writing.

Whether the ancient Phoenicians, who traded with many nations, were the first to

analyse words consistently into their component sounds and represent these with

phonograms (ill. 11) is not certain. But it is generally assumed that Greek writing,

the mother ofthe Latin alphabet, was derived from the writing of the Phoenicians.

Our illustrations at this point turn aside from the European development for a

while and show some important exotic writings, in the first place Chinese (ill. 12,

13), a still living ideographic writing ofgreat beauty, and the most highly develop-

ed pictorial writing of all ages. Japanese writing (ill. 14, 15), a syllabic writing,

was developed out of certain Chinese word-signs. Arabic writing, which has spread

over many lands (ill. 16, 17), is phonetic, like our own, and ofAramaic origin; it

is written with a pen, and, in common with most oriental languages, from right to

left, and in consequence of Mohammed’s prohibition of representational art it

underwent valuable artistic developments.

According to some scholars Greek writing developed not out of Phoenician, but

out ofan Early Cretan syllabic writing, which was related to that ofCyprus (ill. 1 8)

.

Uniquely new about Early Greek writing (ill. 19) were the evolution of phonetic

signs for the vowels, the clear linear arrangement and the direction of the writing

from left to right. All earlier writings ran from right to left, the oldest Greek in-

scriptions alternating from left to right in the one line and the reverse in the follow-

ing one (bustrophedon). All the signs were subordinated to a uniform order, char-

acterised by equal height and the predominance of perpendicular strokes. The
formal differences between the phonetic signs are ofbrilliant simplicity. Its clearness

is due to the contrast between straight lines, triangular and circular forms, which
is more striking to the eye than any other contrast of forms. This unique artistic

heritage of Greece has survived all modifying influences of writing technique and
still shines in imperishable radiancy in our present-day writing. Some specimens



of early Greek written documents are given in illustrations 20 and 2 1 . The writing

known as Cyrillian, which is employed in Russia, Bulgaria and to some extent also

in Yugo-Slavia, derives from Greek characters.

The inhabitants of Southern Italy took over Greek writing before it had been

completely developed, soon however adding some new characters to the alphabet.

The Roman inscriptions of the classical period (ill. 22) are the unsurpassed, perfect

and timelessly beautiful archetypes of our writing in the narrower sense. Although

they follow the Greek principle of form, they have yet acquired a specifically Ro-

man aspect in certain details. The fact that the letters on Trajan’s column display

a modulated alternation ofmore vigorous and softer strokes is due to their having

been traced with a broad, spatulate brush, which ‘wrote’ like a broad-nibbed

pen. How the writing instrument, especially in rapid writing, determines the de-

tails of the form, is shown by Rustic lettering (ill. 24), produced with a broad nib,

and by the older Roman semi-formal hand (ill. 2 5) ,
written with a finer instrument.

In this latter the letters from time to time exhibit ascending and descending strokes

which then become crystallized to regular formal elements in Early Christian Un-

cials. Indeed, semi-formal writing, that is to say the writing employed in docu-

ments, letters and note-taking, has down to our times been the source of nearly all

evolutions of form. To the semi-formal writing of later Roman days, the Later

Roman Cursive (ill. 28), we owe not only the Half Uncials (ill. 29, 30), but also

the chief incentive to the development of small letters or Minuscules. Up to then

there had been only one alphabet, that which we refer to nowadays as Capitals.

The Minuscule or small letter is the outcome of a further development. People

wrote more and more quickly; out of the joining on of strokes there arose a rhyth-

mical writing, to which the forms of the letters adapted themselves more and more

closely. The employment of the quill-pen had a decisive share particularly in fash-

ioning the forms of the Minuscules in the age of Charlemagne (ill. 35, 36). The

Rustics can only be regarded as a reproduction of the basic geometrical Roman

forms as far as the pen would allow. But of the Minuscule it may be asserted that

it owes its very form to the broad-nibbed pen. This it was that led to the swelling

and diminution of the strokes, a feature which governed the form to a greater

extent than the motion of the pen as revealed in the strokes themselves. The cre-

ation of the Minuscule about the turn of the seventh century constitutes the last

great stage in the development ofwriting. Our present-dayRoman print, its broken

variants, the so-called Black-Letter and the German Fraktur, together with our

handwritings are all derived from the Minuscule with its deep insight into the

necessities of letter-formation.

For centuries the Carolingian Minuscule remained the dominating book-script

of the Occident, until it was gradually, by the progressive breaking up of all its



io single elements, transformed into the Gothic Minuscule (ill. 38-40) . The books and

documents of the Middle Ages (ill. 36-46) are manifestations of an art ofpenman-

ship scarcely rivalled by the artistically most perfect works of later calligraphers.

Gutenberg’s invention entailed the end of this art and also the beginning of a

new era for the development of writing. The inventor of movable types cut his

letters according to the best models of his day and it was only natural that the

earliest printed pages had the appearance of manuscripts (ill. 45).

Meanwhile, however, in Italy the Carolingian Minuscule had been awakened to

new life. The types cut from this model vary little from modern Roman type.

More and more the processes of bookprinting and of engraving determined letter

forms. That the art ofwriting declined is above all the fault of those seductive en-

graved copy-books, which abetted the mistaken ideal of writing ‘copperplate’

(ill- 55? 563 6r)< In Gutenberg’s days it was still the highest aim to print ‘like writ-

ing’. Now people had fallen so low that they wanted to write ‘like engraving’. The

eighteenth century fondness for the engraving led at last also to the deterioration

of printing types. Anything that might still recall the written prototype was sacri-

ficed to a chilly, rationalistic, exaggeratedly simplified form (ill. 59), the sterility

ofwhich can perhaps only be fully recognized at the present day.

The extremely low level ofpenmanship and book-production called certain men
into the field towards the end of the last century, amongst them William Morris

(ill. 65) and Edward Johnston, who set up the ideals of craftsmanship anew and

started a fresh development. Many others have since followed them.

There is now no longer any lack ofgood printing types, but there is of intelligent

people to utilise them. The valuable founts of our day, however, reflect only the

skill of a few masters ofthe craft, not the general level ofwriting and lettering. This

reveals itself most distressingly in the abominable informal writing of the present

day and in the generally wretched lettering of shop signs, street-names, and tram-

car notices by no means unimportant problems, to which all too little attention

has been paid in recent years.

A selection of better forms for the innumerable applications of lettering, guided

only by ‘good taste’, will hardly be of much permanent use, however valuable it

may appear at first sight. Draughtsmen and painters must learn to use sound tools

in the right way. Every kind of beautiful writing is the outcome of a simple tech-

nique in which the means are suited to the end. To-day lettering is even ‘drawn’

or constructed
,
because people cannot write it; the sign-writer himself ‘draws’ the

outline of his letters with a pointed brush, then filling it out with a thicker one,

because he neither possesses form-creating tools, that is to say properly cut brushes,

nor would know how to use them, if he had them.

A genuine culture in writing would extend its influence even to its humbler



applications. It cannot be hoped for merely from a revival of the teaching of n
writing in elementary schools, such as is being attempted in some countries. Until

everybody approaches this highly differentiated and yet common medium ofcom-

munication with attention, respect and love, all efforts towards beautiful writing

will remain the concern ofa minority. May this book at least win for that minority

a few new adherents.



To make the development since the time of the ancient Romans clearer, we

append here a diagrammatic pedigree of the European writings. It shows how

the actual evolution proceeds by gradual stages from Roman Majuscule to Mi-

nuscule, while Frdtur should be regarded as subordinate to and not on an equal

footing with Roman type, since it is only a collateral development from this very

Minuscule. It would, however, be erroneous to base any aesthetic judgment on

this genetic relationship.

Since neither good Roman nor good Frdtur types strike us as outmoded, since

both are still in use and show no signs of decreasing serviceableness, there is little

occasion for us to be perplexed about future developments. All that is possible,

and for some reasons necessary, is variation within discreet limits.



PEDIGREE OF THE EUROPEAN STYLES OF WRITING

GREEK CAPITALS

QUADRATA CAPITALI S (ancientRoman inscriptions)

from the time of Classical Rome
RUSTICS

UNCIALS EARLIER ROMAN (Majuscule.) CURSIVE





LIST OF THE REPRODUCTIONS

1. A bison at rest with its head turned. Co-

loured painting, about life-size, on the roof of

the cave of Altamira (Northern Spain). Later

Palaeolithic period (about 20 000 years before

our era). From Breuil and Obermaier, The

Cave of Altamira, Madrid 1935.

2. Ochre-painted pebbles from the cave of

Mas d’Azil (France, foothills of the Pyrenees).

Beginning of the Neolithic Age. From Piette,

Les Galets Colories du Mas d’Azil, Paris 1896.

3. Bison hide of the Crow Indians with pic-

torial writing (Pictography). Beginning of the

19th century (before 1838). The star-shaped

figure in the centre represents a shield deco-

rated at the edge with eagles’ feathers, which

in its turn displays a camp of tents arranged in

a ring. On the rest of the surface are scenes of

Indians fighting among themselves and with

Europeans. Above on the right are depicted

the severed heads of slain enemies, together

with a list of horses and unmounted warriors,

indicated by means of footprints. From the two

rectangular strips of red cloth some scalps are

still suspended. The colours employed are

brownish black, red and green. Size about

200 X 180 cms. Berne, Ethnographische Abtei-

lung des Historischen Museums.

4. Page from the Maya Manuscript of Mad-

rid (Codex Cortesianus). A folded book of the

Mayas of Northern Yucatan, between 1200

and 1400 a. d. On paper made of agave fibre,

painted with black, brown, also red and blue

colour. Madrid, Biblioteca del Palacio. (These

particulars and material for the relevant pass-

ages in the text I owe to the kindness of Dr.

Hans Dietschy, of Basle.)

5. Sumero-Accadic baked tile with early form

ofCuneiform writing. The inscription is by a king

ofthesouthMesopotamian cityofLagash,named

Eannatum. About 2700 b.c., but according Jen-

sen (Die Schrift, Gliickstadt [1935]) about 3200

b.c. 17x21 cms. Berlin, Vorderasiatische Ab-

teilung der Staatlichen Museen, VA 2599.

6. Babylonian Cuneiform writing. Clay tile

of Nebuchadnezzar II, king of Babylon from

605 to 561 b.c. It is inscribed with his name

and titles. London, British Museum.

7. Panel portraying an Egyptian official

(with sceptre, staff and writing equipment),

from his tomb. About 2950 b.c. One of the

hieroglyphs above the picture shows the writ-

ing equipment (a tube to hold the reed pens

and ink-vessels)
;

it stands here for the idea

‘scribe’. Cairo, Museum.

8. Papyrus from the ‘Lamentations of the

Peasant’. About 2000-1800 b.c. Berlin Mu-

seums, P. 10499. Slightly reduced. FromAdolf

Ermann, LiterarischeTexte des Mittleren Rei-

ches, Leipzig 1908. Volume I, plate 5.

9. The so-called Rashid (Rosetta) Stone, a

slab of basalt, dug up at Rashid (at the mouth

of the Nile) in 1 799, and inscribed with hiero-

glyphics, Demotic and Greek writing. The tri-

lingual text, a tablet in honour of Ptolemy V
Epiphanes of the years 197-196 b.c., afforded

to the Occident our first knowledge of hiero-

glyphics and at the same time the key for their

decipherment by the French scholarJ. F.Cham-

pollion. Dimensions 122x80 cms. London,

British Museum.

10. The so-called Discus of Phaestus. One of

the two sides. Minoan pictorial writing. About

1600 b.c. Middle-Minoan period. Heraklion,

Museum. Diameter of the original about 20 cms.

1 1 . Stele of the Moabite king Mesa. Erected

about 850 b.c. at Dibon (Dibln), to the east

of the Dead Sea. Paris, Louvre.

12. Rubbing of an ancient Chinese inscrip-

tion of the Wei Epoch (386-581 a.d.) with

three styles of writing. From Yang Yu-Hsun,

La Calligraphic chinoise depuis les Han, Paris

I937
'

.

13. Calligraphy of the Emperor Ning Tsung

(Southern Sung Dynasty) (1195—1224 a.d.),

Indian ink on silk. Height 25 cms. Museum of

Fine Arts, Boston.

14. Japanese woodcut in grey and black

with written characters and two red seals. 19th

century. Dimensions of sheet 32x44,50113.

Basle, Gewerbemuseum.

15. Part of a Japanese scroll. Written with

the brush in Indian ink on paper. Background

painting (blossoms) in gold. 18th to 19th cent-

ury. Height 25 cms. Basle, Gewerbemuseum.



1 6 1 6. Sheet from a Cufic Kora n on parchment.

Egypt, 8th century a. d. Ornamentation in red

and green. 28 X 30 cms. Gotha, Herzogliche

Bibliothek. From Sarre, Die Ausstellung von

Meisterwerken mohammedanischer Kunst in

Miinchen, 1910.

17. Taliq (Persian calligraphy). Page from

a 1 6th century manuscript. Brownish back-

ground with figures painted in gold. The writ-

ing field is old rose, the lettering being black

with gold ornaments in between. The framing

of the writing-field is polychrome. Dimensions

of entire page 23.3 X 35.4 cms. Basle, Gewerbe-

museum.

18. Inscription from Cyprus in limestone,

formerly inlaid with bronze, in Cyprian writ-

ing. Breadth about 45 cms. London, British

Museum.

19. Marble stele from Athens, 5th century

b.c. From Otto Kern, Inscriptiones graecae,

Bonn 1913.

20. Greek book hand of the more severe kind.

Papyrus. End of the 2nd century a.d. From
the poems of Bacchylides. London, British Mu-
seum. (Reproduced from ‘Zeitstii und Gat-
tungsstil in der griechischen Schrift’ by Prof.

Dr.W. Schubart, Berlin. In: Die zeitgemaBe
Schrift, Nr. 45, Berlin-Leipzig 1938.)

21. Tablet from a Greek wax tablet book of
school exercises. 4th to 5th century a.d. Berlin

Museums, P. 14000, plate 4. The inscription

runs 'AQxtfieytGTr) vod fiiov ra yya/ujuava (The
true beginning of life is writing

5

)

.

22. Part of the inscription of Trajan’s Co-
lumn in Rome. About 114 a.d. The section

of the writing here visible is in reality about

53 cms wide. Photograph: London, Victoria
and Albert Museum.

23. Quadrata. Page of a book (section). 4th
century b.c. Written over on the right by a much
later hand. St. Gall, Stiftsbibliothek, cod. 1394.

24. Rustics. Page of a book. The margins are
missing. From a vellum manuscript. 5th cent-
ury a.d. Paris, Bibliothfcque Nationale, ms.
lat. 8084. From Mallon-Marichel-Perrat, L’ecri-

ture latine, Paris 1939.

25. Earlier Roman Cursive. Rome, middle
of the 1st century a, d. Height of the original

28.5 cms. Berlin Museums, P. 8507 col. 2. From
Mallon-Marichel-Perrat. Transcription of the
two top. lines:,

tenuissc caussam petitori expcdiat
/ fhael

ne [[inter]]

[pro]cedant artcs male agcntibus si

26. Slanted-pen Uncials. Book page from a
vellum manuscript (St. Cyprian, Letters). Per.
haps written in Africa. 4th to 5th century a.d.
Width of the original 20.5 cms. Rome, Biblio-

teca Vaticana, ms. lat. 10959. From Mallon-
Marichel-Pcrrat.

27. Uncials written with straight pen. 8th
century. Width of the part reproduced 15.8
cms. Paris, Biblioth£que Nationale, ms. lat.

281. From Mallon-Marichel-Perrat.

28. Later Roman Cursive. Rome, middle of

the 4th century a.d. Part of a column. Height
of the portion reproduced 22 cms. Leipzig,

P.53° col. 3. From Mallon-Marichel-Perrat!

Transcription of the three top lines:

impp. diocletianus et maximianus a/et

maximianus nobb. caess./ad synodum
xysticorum et thymeli

/

29. Half-Uncials, written with half-slanted

pen. From a vellum manuscript (St.Hilarius,

De trinitate). Written before 509 a.d. Origi-

nal length of the bottom line 17 cms. Rome,
Biblioteca Vaticana, Basilicanus D. 182. From
Mallon-Marichel-Perrat.

30. Part of a page from the Book of Kells.

(Matthew XX. 18-21.) Anglo-Saxon Half-

Uncials. 8th century. Width of the portion

reproduced 21 cms. Dublin, Trinity College.

3 1 * An opening page from the Linclisfarne

Gospels. (Matthew 1. 1.) Irish. About 700 a.d.

In colours on vellum. The translations, added
in small writing only in the 10th century, in

the margin and writing-field, have been omitted

from our reproduction. Actual size of the pic-

ture (without margins) about 34 x 25 cms. Lon-
don, British Museum, Cotton MS. Nero D. IV.

f. 27, Transcription of the four principal lines:

LIBER/ GENE RATI
/ ONISIHU / XPI FILII

DAVID FILII ABRAHAM
/

32. Merovingian book hand. St.Cesarius of

Arles. 8th century. Brussels,Biblioth^queRoyale,

ms. 9850. From Steffen, Lateinische Palaeo-

graphie, Trier 1896.

^

33. Carolingian Minuscules, (7th line: Un-
cials.) Gospels of Prum. Written at Tours. 9th

century. Without the vellum margins. Lines

13 cms. long. Berlin, Preuss.Staatsbibliothek,

Ms. lat. theol. fol. 733.



34- Page from a copy of the Four Gospels.

Without the vellum margins. School of Fulda?

Last third of the ioth century. Berlin, Preuss.

Staatsbibliothek, ms.lat.theol.fol.359. From

‘Schone Handschriften aus dem Besitz der

Preussischen Staatsbibliothek’, Berlin 1931.

35. Late Carolingian Minuscules. First and

fourth lines: Rustics. Second, third and fourth

lines: Lombardic Versals. From the collection

of Pericopes of St.Erentrud of Salzburg. Salz-

burg manner, middle of the 12th century. Lin-

ear reduction about a third. Without the full

vellum margins. Munich, Bayrische Staatsbi-

bliothek, cod.lat. 15903.

36. Part ofa column from a Latin Bible. Eng-

lish, beginning of the 13th century. To the left,

part of the initial ‘F, which extends from top

to bottom of the page. Original size.

37. Parchment document, Basle, 1304. Width

of the original vellum 27 cms. Basle, Staats-

archiv (114.Geh.Reg.XII. F 2).

38. Page ofa vellum manuscript, probably of

French origin, with initial ‘P’ in colours and

gold. Dimensions of sheet 31 X 45 cms. Basle,

Gewerbemuseum.

39. Front of the tomb of Bishop Tilo of Tro-

tha. Merseburg. Bronze tablet with letters in

relief. Late Textura form. 1514. 192.5X47.5

cms. From a rubbing.

40. Missal (Gothic Minuscules). Page from

an antiphonary. South German, late 15th cent-

ury. With illuminated initial in gold and co-

lours. Dimensions of page 59 X41 cms.

41. Rotunda (Round Text, Gothic Hand).

Page from a Sacramentary on vellum. With

ornamental initial T in colours and gold. Flo-

rentine, middle of the 15th century. Dimen-

sions of sheet 26.5x36 cms. Basle, Gewerbe-

museum.

42. Batarde (West European Gothic Cursive)

.

Page from an illuminated manuscript (Honore

Bonnor, L’arbre des batailles). Flemish-Bur-

gundian, about 1482. The Lombardic initials

are red, the capitals in the text are filled out

with yellowish colour. Dimensions of page

36.3x25.2 cms.

43. Batarde. Latin safe-conduct from John,

Duke of Burgundy. Burgundian. 1409. Width

of original vellum 31 cms. Basle, Staatsarchiv

(St.Urk. 800).

44. Part of a Papal Bull on vellum. 1443. In

the size of the original. Basle, Staatsarchiv j 7
(St. Peter Urk. 987 a).

45. A page from the 42 line Bible ofJohann

Gutenberg. Mayence 1455. Dimensions ofpage

47x32 cms. From the facsimile of the Insel-

Verlag, Leipzig.

46. Rotunda (Round Text, Gothic Hand).

Bookpress of the late 15th century. Page from

iEsopi Fabulae lat., add. Seb. Brandt, Basle,

Jacob Wolff von Pforzheim, 1501. With two

Gothic initials cut in wood and one woodcut

illustration. Dimensions of page 19.5 X 26.5

cms.

47. Humanistic Minuscules. Page from an

Italian parchment manuscript (Pietro Barozzi,

Carmina). 1481. Original dimensions of the

page reproduced 13.2X19.3 cms. From cMa-

noscritti dal secolo IX al XVI. Vendita al-

l’asta, 3-4 decembre 1929’, Milan, Hoepli.

48. Opening page from Cyprianus, Opera,

Romae, Sweynheim et Pannartz, 1471. Painted

ornamentation in gold and colours. Size of

page 22 X32 cms.

49. Page from Diomedes, De Arte gram-

matica, Venice, Nic.Jenson, 1480. Dimensions

of page 18.5x26.5 cms.

50. German ‘Kanzlei-Kurrent’ (Chancery

Running Hand). Document on vellum. Basle,

1502. Width of the original 45.5 cms. Basle,

Staatsarchiv (St. Urk. 2555).

51. Printed mandate. Zurich, 1529. Con-

siderably reduced. Zurich, Zentralbibliothek.

52. Basle book-title from the press ofValentin

Curio. Basle 1526. Dimensions ofpage 30 x 19.5

cms. Basle, Gewerbemuseum.

53. Tide-page of a book by Albrecht Diirer.

Nuremberg, 1528. Dimensions of page 20.3 X

30.5 cms.

54. ‘Cancellaresca bastarda’. Copybook mo-

del for the instruction manual ‘Opera nella

quale sinsegna a scrivere
5

by Vespasiano Am .

phiareo, Venice 1 554. In the size ofthe original.

The original is a woodcut.

55. Ttalienne bastarde
5

. Model for copying,

engraved in copper by Louis Barbedor, from

his book ‘Les Ecritures Financiere et Italienne-

Bastarde
5

,
Paris 1647. Dimensions of original

about 30x41 cms.

56. Cursive writing from 17th century Dutch

copybook engraved in copper. Slightly reduced.

57. Page from a patent of nobility and arms,



1 8 granted by Emperor Leopold I to Johann Ja-

kob Machmayer. Vienna, 1698. Size of the

original. Shortened at the bottom by 13 cms.

Vienna, Haus-, Hof- und Staatsarchiv. From

‘Beispiele kunstlerischer Schrift aus vergange-

nen Jahrhunderten’ edited by Rudolf Larisch,

Wien 1926.

58. Script Type of the middle of the 18th

century, cut by J.M.Fleischmann (1701-1768)

for the Enschedes at Haarlem. From a specimen

of 1757. Size of the original.

59. Title-page by Giambattista Bodoni (1740

-1813). Parma 1795. Dimensions of page

21.5x15 cms.

60. Decorative writings from the beginning

of the 19th century. The first and second alpha-

bets are by P. Didot PAine. Matrices in pos-

session of the type-foundry ofJoh. Enschede en

Zonen, Haarlem. From a specimen of the Pru-

myslova Tiskarna
,
Prague. Size of the original.

61. Form engraved in copper by Thomas Be-

wick (1753-1828). Beginning of the 19th cent-

ury. Dimensions of the original 25X9.4 cms.

From ‘Bewick Gleanings
5

by Julia Boyd, New-

castle-upon-Tyne 1886.

62. Set-up type from ‘Specimen of Printing

Types... of John T. White
5

,
New York 1843.

Size of the original. Property of the author.

63. Above: Alphabet cut after the Roman
type of Claude Garamond (about 1540) from

the Lettergieterij voorheen N.Tetterode, Am-
sterdam (about 1930). Below: ‘Bauersche Anti-

qua
5

(about 1870).

64. Page from a book of the 1880 s. (Wilhelm

Schneider, Derneuere Geisterglaube, Paderborn

1882.) Size of the original. Set up in facsimile.

65. A page from ‘The Historye of Reynard

the Foxe
5

,
set up in Troy Type by William

Morris with initial and marginal decorations

from his own designs. London, The Kelmscott

Press, 1892. Original dimensions of the page re-

produced 25.7x15 cms. The lines which ap-

pear as grey in the reproduction are red in the

original.

66. A page from ‘The Holy Bible
5

of the

Doves Press. London 1903-1905. Dimensions

of page 33.5 x 24 cms.

67. A page from Eric Gill’s ‘Typography
5

,

London 1936. Set up in Eric Gill’sJoanna type.

Size of the original.

68. Specimen page from Augustinus, De civi-

tate Dei. Bremer Presse, Munchen 1924. Types

designed by Dr. Willy Wiegand. Lay-out by

Josef Lehnacker. Initials by Anna Simons. Ori-

ginal dimensions of the sheet 34.6 X 24.5 cms.

From a copy in the possession of the author.

69. A page from the Works of Goethe, Basel,

Verlag Birkhauser, 1944. Set up under the su-

pervision ofJanTschichold in a Monotype fount

cut after the ‘Poliphilus
5 Roman types of 1499.

Almost the same size as the original.

70. A page from ‘The Barking Writing

Cards’, a manual of model handwriting by Al-

fred Fairbank (Leicester, The Dryad Press,

n.d., about 1930). Linear reduction about one

fifth.







All writing originates in the desire to record and communicate events or conceptions. Ifwe interpret
this lifelike paintingfrom a cave of the Stone Age as the expression of excitement over the killing of an
animal, as a record ofa successful hunting expedition, then it is an early form of ‘writing’ in the wider
sense.



Markings of all kinds can display letter-like character without being genuine writing. Whether the
Stone Age pebbles here reproduced are religious tokens, symbols, or have some other significance, the
signs painted on them with the finger are not letters. Letters are only met with at a higher stage of



From the evolutionary point of view this pictorial chronicle of the Crow Indians of the last century still

belongs to the Stone Age. It shows a succession of events, and by means of footprints and hoofmarks
records the number of foes slain. The figures are however still not symbols for ideas, but mere copies
from reality.



This comparatively highly developed writing of the Mayas, the inhabitants of ancient Mexico, displays
mythological figures bearing numerical signs and accompanied by ideograms and series of numbers.
Such characters as these could not be written in the modern sense of the word, but had to be labor-
iously drawn.
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Mesopotamia owes its form to *e material of the records, the moist clay of

received'dik ^ -T®
impreSSed with sharP-edged writing-sticks. The Assyrians

received this writing from the ancient inhabitants of the southern part of the land, the Sumerians.
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,°fl “ might be Written sti11 faster
’ h was turned round later cand laid on its left side. Several of the signs already represent simple sounds and syllables.
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The Hieroglyphics on the preceding page are carved in relief on wood. On papyrus, the writing
material of the ancient Egyptians, the reed pen produced a stroke like that of the broad nib, thus
imposing a writable form on the characters. The very much abbreviated late form here reproduced is

known as Hieratic

,
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About 1200 B.c. the ancient Phoenicians
,
a trading people of the r n



Chinese writing is, like that of the Mayas and the ancient Egyptians, of ideographic origin. The inven-

tion and employment of the brush gave a characteristic brush-form to the pictures, which had at first

been clearly recognizable and linear. The above inscription shows three stages in the evolution of the

signs.
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How very differently the aspect of a script is determined by the broad reed pen is shown by these

Early Arabian letters, known as Kufi, Their forms, running from right to left, interrupted by the poly-

chrome gilt marks dividing the sentences, produce an impression of largeness on the vellum with their

contrasts of circles and right-angled and toothed figures.







The ancient Greeks took over the principle and most of the fundamental forms of their writing from
the Phoenicians. They knew how to arrange it in a harmonious order, the eminently clear geometric-
ality of which mirrors the Greek Archaic Style. The fully developed writing of the Greeks, like ours,
runs from left to right.
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The ancient Greeks wrote their books and documents on papyrus. With their reed pen they developed
a flowing Majuscule writing (as writing in capitals only, without small letters, is called). The graceful
forms of the column here reproduced fascinate us by the contrasted widths of the 77, K M, and the

77 71 3 J J



Everyday notes were taken down on wooden tablets coated with wax. In our specimen a teacher has
traced a proverb with his metal style for a pupil to copy. The writing already shows tendencies to
upward and downward lengthening of certain strokes, precursors of the Greek small alphabet.
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The form of the lettering known as Capitalis reproduced on the opposite page is due in part to the

chisel^ above all, however, to a flat brush, with which the characters were ‘traced’ on the stone. The

corresponding book hand, known as Quadrata
,
displays pen forms of great dignity, which can only be

written slowly.
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^ AWWB CmiW WaS written at a considerable speed with a shreddedeed. Some of the letters show ascending and descending strokes.



2 6

!K^Ul^UWttAfeiTAl I .<

tTC0KICQ1ibt>iilee,c<V)

!ST1$6

1

tKi^flum Ccf

T<eti*6»*Uctj^M«€XfA

c ifuie*n*Kt+t&i*h •*

erttfruitfccW *VX&Jc

^nX*6UXfctaid fcf*C*A
ci^e^uufix**
VWOtte¥<*KJd t^cKJ^.'

ue*t
j^mki-wysuta
NJ^CT^liWlL-etUfeWA:

COKIH**6n#i^fWIK
p.otui&je£*fipe-*skJ
^uiuttxCrfj^tffkoKjc
M*XUC16>fcl4lAu^A

m**cNrt
(Jf6ewwT^uxs4tyx^wo

fet5c<ftc'ttct.>auts?>^

lUtUtft^uXKlTUtV^A

fUT*£lf*0**IH£ulj
QU>W<rKlTUfc^OflKl

etCR.X7ulAt|5XT|5U<»

'6i5tfiflu5ceiejLi5cL>

£|AXf1MKXCU<f*TIUV

fXC IffCA^c'CkcS5|OkJc
dxcX^XXT^CONJTITe
OX*fm*llC IT<!£cKMm
<^Ut<N|KJOX<:<>COlLi6cfU

<j<34;<f $\xvyUthdox <;>g

7dX*t<&*>UfTdXAM
C<f&X1L<^U<3&df$d$

~

(txiiKritf xxtf**fdK»t4
5^^uo^^rtxel<Si
Ucex<fc<>cfi*$e fo>
T«x<xuxm\jo*<\ec xjl

cdx<jfxo^€UKntf!t
5cht5mXi icuitcrUd

fit* vcu* e jLx^n^ccd
ffX5rcjieseioa^uX5
ue5xtxcU>p.i xiwca/l

C<??ufmX<?rVvXki ft**£t

ftljCdMim mscSn
*<?UC*TF.{WOlV\tKJI>

excrescences of several le^tes^E^L um^nk T T^p ‘’n^
0 °riginally in th,: main accidental

tituent parts of the letters out of them The* n„tV ’ r \
’ U downwards) and make necessary cons-

becomes in a certain sense more readable
^ WOr<^s *s ^us accentuated and the writing



qUANTOm \(1 s
|
)MCR c

INCAGIisGSTOABIT bo
L"" BUSSG
vOooniaGRgo qaxGcxic

TISUTfACIANTCJOBIS h
GTC.JOS PAC1TG6IS l>XG

IV iGAGipROphGTX
vInTRATG pGRANpuSTAfY)

qUI X LATA PORTA GTSpX
( | C I \G OUC IT XDpGRDl
otkiLti sciNTqaiiNTRx

qtlXO) XNpCJSTX PORTA €

qUXGOUCIT AOUITACO
I VI qcil INCIGNIUNTGA

Although this large, stately hand, also Uncials
,
but written with the pen held in a different, more diffi-

cu t way, belongs only to the eighth century, we introduce it here as a specially well formed variant.
Characteristic is the fondness for broad curves, especially in the letters D, E, H, U and M.
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Half-Uncials remind us of small letters rather than of capitals. With their new forms of closed a, of b,

d, of closed e and of r they constitute the last forerunners of the Minuscules or small-letter hand. The
words are

; as in all writing hitherto, not separated, or very seldom so.
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The imagination of the Irish monks reveals itself most strikingly in the decorative pages of the Book

of Kells and of the Lindisfarne Gospels. Wilful transformations of the letters combine with the Irish

band-and-dot ornamentation and with the strange richness of the colouring to produce a total effect

of magical magnificence.
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mfi4iLcrIn Wt cjatert^^^dnihff

This Merovingian writing is one of the many idiosyncratic national hands of the eighth century, all of
which share the common characteristic of poor legibility, owing to the fundamental forms of many
important letters being distorted. These deficiencies necessitated a radical reform of writing towards
the end of the eighth century.
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T »ncreLc|oiTreij.rn cft^otuf^^^ ^uxx^f^r^rtv

Cr'Cmimfc-nhAm^eL*

(^uar?uiTemxat)issei ih s cjulo t> i oTo%]n

ncfx^Axxxxfcffcx fcceffir itv$^liLe^rn ^

£
Trtl,cMmBIen«»™A uen,re=WktTAjurc incaplw^'

nAttm triat^inwArrian ^riit;^XaLo^n Cm cjyx^rj^Axm * Uzr

aJtmp!W-ezx»r^c|uocldicxx.im-e^|0er-efS43^propl>e3Cxmj'

'Ter-raczaJ?u.Lon C^xxrrx^r^e^yxjriJxrn • uixmArnf1xr^nf

Kn~chnerj ^vLile^u^ ^errciuTn popuUxr^uifSdetsaririT^,.

netrtr* bxcerri iiidtrtrnz^iATn (^Tr^edervokLirinrejio

tierurribnvrmortir Ltt^co-r-i^e: eif^,’

j£ ^tyich^epixdr^ dxiicertr- p*uernte*m*m

2^^*^|>rnj^trTic|u3a4rcenim r-ejrmm c*clcn~u
;
J^mhu

L&nfliMTZ fxx^xcgfirmo

nemcjutuocxcumjyexr%tf! frxcrcm etufmix:

xxxra^t^nmrr /
C:ran'C£,1,m pifcaa^or-eT,

^ -r:^a'CiLLir
/
ilcr>ixxj>oftmer ptfhsxxrrX^Tfiert

In the monastic schools of Tours and St. Gall the Irish-Anglo-Saxon Half-Uncials were adopted as

models and a new style of writing was evolved, the Minuscules. This new style of writing, the proto-

type of our modern letters, is known as Carolingian Minuscules,
because it was developed in the days of

Charlemagne.
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It exhibits clearly defined ascending and descending strokes, distinctly differentiated particular letters,

and thanks to the improved way of holding the pen it can be written quickly and with ease. In the

fifteenth century it was again chosen as a model by the Humanists, and thus once and for all became

the primal form of our printing types.
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ucrbum.hoc<mmprmcipi

o apudcfm.Omnugipfum

fanafunr* #fmeipfofkcnim

cftmbil.Quod&aumcft.

inipfouiaqar. Gpuru
luxbominujntfcliirin

Ttncbnrbicci.Axoicbjt cam

non comprtfcmdcrunt.fun:

homo rndTufadco- cu&omcn

qacIofeHjfrufmi:mtdh

* momuunribmomympqii

The words are now always separated. The new Minuscules remained for centuries the leadingEuropean

book-script. Only in the twelfth century is a tendency towards lateral condensation to be observed,

which in smaller hands is due perhaps in part to quicker writing, on the whole however to a revolution



fft^ttgioncmmo

^mo2aammnbj.

>!

In the thirteenth century this condensation led to a slight change in the form of the hitherto round
etters, sue as e, 0, b, q. The heads of m, n, u and t, j, t and p undergo an emphatic thickening and
assume a ozenge- ike shape. Thence this Early Gothic Hand produces a darker effect than its pre-
decessors.
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zenSe"s aPe eet as well as heads. Except in the infrequent capitals all curves
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t0Wering V6rticalIy; the Gothic manner of writing, the so-called



This

late

specimen

of

a

sepulchral

brass,

belonging

indeed

to

the

early

sixteenth

century,

shows

better

than

anything

else

the

formal

principle

of

the

Textura

manner:

a

dense

lattice

of

writing,

the

vertical

stems

of

which

are

connected

by

the

chain

of

lozenge-like

coupling-strokes.

This

ornamental

but

somewhat

monotonous

sequence

is

relieved

by

the

supplementary,

contrasting

effect

of

the

vigorous

capitals

and

by

the

decorative

flourishes

of

many

of

the

small

letters.
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The form underlying the brass of the previous page is also a pen-form. The fully-developed Textura

manner is consistently angular and sharp; it is written with a broad nib at a moderate speed. The

thickness of the stroke and the width of the intervals remain uniform. Its effect is solemn and dark;

but it is not very legible.
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mim folio .tits fcdcnrmmdiiuo

IBBinainnon cfb confbbtio: oplc

mMb:io.
6ttcmc mcntie oailo :mm pitam
fc fkcaturinto fucfpcailo imago

mrctpumitur

.

3 inngtms confoittuiir.ratitue ptc

lxtctituo.conteqi ctpmmepi
Diu mgaums ctccnitus .

'

JVoc gmiDiii dt tpintue: quopam
name umgitur: cc imutn botiu fuuoi

ais rnmfo bis oduoirar

.

I nmba dtfimpliaas: quoo non

oilbiguitqmlitns :nccabfotmto

umtas.q” ampins immcfitas.

“Pcrfotommm ongiuis comumoftt

nmmms natrni ouctu gtrmmismo

muqifpimmims.
t v

ImucnitD crgcmto aifpupamcutp.

tonous fimpli xtbito: pfalumue co

Dcocbito. Siii .lUouoctntt.ynus

.

In Italy and Spain there was a disinclination to depart so far from the form of the Garolingian Minu-

scules. Here the Rotunda (or Round Text
,
Gothic Hand) was developed, an equally beautiful style of

writing, but less angular and dark, and more easily read, with only occasional broken finishing-

strokes at the feet of the letters.
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The semi-formal hands of the late Middle Ages conform to the example of the book-script and are

to a large extent broken. All the letters cannot however participate in this remoulding process. The

letters c, e, o, 6, b, p, q, I> and other originally curved characters remain round and are only drawn

to a point above and below.
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irriumiri mtianoa lit oblata
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pmttontoto lipuf nut fronrinito

tjotamf nra iririatrm^gtfto?^

uftftito nnbatotur^fclnamto

mtmino taitotnutetsm matol
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Gutenberg, the inventor of type-founding, chose the most beautiful book'^^
as model for the type-faces of his Bible. His books made on the layman the

‘written’. A much larger number of types than we need nowadays was required to produce this enect.



TRortmo tandem fuanbrnfieona*

a ^^^^^^^wappiowfulib^ftttribun^mili'tartg
SugObme yalert’ adolefcej* Step eom tpe/copiegah0 'y[o?mgete0/3ura potmu mfiderlt^nftruebanfq; acief

<acomlibua/oe vi at#mulnmdme fane agcnbus.©m;w 3Idua <pceritace/ann% atiro pful«en>
tibus graftdi mstcdim pafTa/mamicp rdu reap:oc& tneedebar*

e ore long the Southern variety of Gothic writing, the Rotunda, came to be used by the printers as a
model m cutting their types. Whereas the earlier printed books nearly always exhibit initials written

co cured by hand, from the beginning of the sixteenth century onwards the book ornamentation
was cut m wood and printed together with the text.
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pene*amtatcm, j^otentnios /

pttft
2
cattles dilcot*c[u5/p

trauttoncm- ccmlarnptos;l\orrui rrtcciio

cotmnuo dguatatavay< tm^Rulle'mco

Lumcm_ ; C^utd j^ircs rcfcrdm /(^utcl capt ~

tts/cr tomts corpora* dolorrs fC^uicL

oerruxtS/crjnculottsfixna5 demands ‘V'

C^iucl/C|ao5 ego pauas dure mcufdous/c^e -

p
cctuS iturueftas dcctrimo^/c^mtxemaii

a ejutdem l^jrnic/acjag^ Rngtckfltm^con.

nauo potia/ctcumnxer/ycjuos dngmaos

uocarv fix^ticrLnllarruD uiu,/ et(migulx dl

ictfocme^/crlong^ inedid .* er

{uncntid /pom’dttr cobcrcert /er ^xtlt icpJo -

mtiuis &aauu#nae^

rtmm-pcLt^ cp cpat&urnd.!^

ouutl iTo^tdt^rcrf. dLfmaemid.tmfa/ca

dirn^ptrutiruparauu {MuaH?cs/ffe meto

ulcus hdtutfti/crvn uoLufcu mulrt* citeir)

tutta collum gjdfltftt : £t Inc ca?nc mote

dolemus fratcr nuiS/cmiiaxuirLpartm*

et|uxr4ntT5/ckiiucitddos fere/urbts mutrop*

Meanwhile, however, a long forgotten style of writing had been brought into esteem again by the

Italian humanists, the Carolingian Minuscules. Believing it to be the writing of classical Rome, they

honoured it with the appellation ‘lettera antica’ (the old writing). We call it Humanistic Minuscules .



, X nciptune eptftole Cecilu Cypnara ad Comelium
3?apam» Ec pnma de confdlone. Fdictcer.

*4
YpnamifComclto Pram falurcm.Cognoui/

muf Prater canfltme fidet ac uircaaf ueftre

tefbmdia glonofa.8c c6FeflI6tfueftre bonorS

fit exulcancer accepimufuc in mertnfac laus

dibuf ueftrif nof quoq; pamcipcfac fociof

compuremuf,Nam cu nobif et Ecdefia una
fit ac mcnfiundht:# mdiutdaa cdcordia:qf

non facerdofm confacerdonf fuilaudibufcanq mfuif propruf

graculemriAut que Fracermcafno mfracru gaudio abiq? (eced.?

Expnmi facifnon poteft qca ifta exuleatio fucric &c qta leocia:

cumde uobifprofpera u foroa compenffemuf. ducem tetllic c6t

Fefltomfframbuf exatififc. Sed 8£ confeftionem duaf de Fratram

conferrflione cremfle. ut dum precedif ad glonam Fecerifmulcof

glorie comtcef.&; confeflorem populum fuaferiffierudum primuf

paratufefpro ommbuf confiteri.ucnon mueniamufcjuid priuf

predicare debeamuf.utmm necuam promptam u ftabtlem fidem

an mfeparabilem Fratmrn canratem. VtrtuftlltcEpi precedent

pubkce comprobaca eft.adunano fequennf Fracermtaaf oftenfa

,

eft.-du apud uofunufammufzc una uox £ Ecclefia oifRomana
conFdTa eft . Claruic Fratref carifCmi fidef quam de uobif beatuf

A poftoluf pre dicauic .Hanc [audem mrtuafu robonf Firmitate
'

wm tunc in fpmm preuidebat U precorao Fucuroif menta ueftra

conteftanf;dum parencef laudac \ filtof puocat. dtim ficunammef

duta fic Fortef efhfmagna u cetenfframbufunammiranfm For/

ncudimfexgpla mburfhf.Docuifhf granditer deuttmeve.Xpo
hrmiter adberere.plebem facerdotibufuingt .inpfecunoe frarref

a Frambufno feparan. cocordta fimul lundam uma omrarro no
pofTe. quicgd fimul peatur a amdhfdotpaafpaafcafexbibere

.

Proftlierac aduerfariufterrors uiolmco Xpt caftra turbare. fed

quo imperu uenerac eodem impetu pulfuf eft .u qcum formtdimf

Bi terronfa cruftc :tancu forncudmif inuemc U robonf. Suppte/

tare fe iceru credtderac poffe del (eruof*u uelutTyroefu rudef

quafi minufparatof Sdminuf cautof folito fuo more concutere.

Vnu pmo aggreflufut lupufoue fecemere a gregeme acaptter

columbamab agmmeuolanauin feparare tempeauerat.Nam on

<3*

V* Al

A,

The new writing was immediately taken over by the printers. The earliest examples of this R
Type-Face remind us distinctly of the pen forms and display a certain Gothic angularity. The ornai

tation of the title-page here reproduced is like the work of an illuminator in the manuscripts.
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carters. « Hio hias ex quo iteratiuum figuratur hiato: hiatas

Inchoatiuum uero figuratur hifco hifcis cum dicimus,

Sed quanq ita fe habeant tamen plus effe uidetur feoquod

e hifcer q hiare.Hiatefm qui ore patet uel tadtus tm quod

in rebus ridis animaduera pot. hilcere uero indpere loquf*

Illud prxterea nonullis libuitanimaduertere q> adiuis add

ua noJLulla figurata fchoatiua rperiutur etia paffiua:quale

cgelo geias:cuius inchoatiuum facit gelafcoquode lripio

gelare.

Itemcum elento lentas:Vnde Virgilius: Lentandus remus i

unda.Ex hoc inchoatiuum lentefco faat ut idem Virgilius

Et pids in morem ad digitos lentefcit habendo* Eiufmodi

figuratioparumadmifit exfeperfedummec conuenitad

mittereutautpoffitiaut debeatcum ceteris temponbus p
totam dedinauonem uim incipiendi fignificare . Abfurdu

e ergo ea qua: funt inchoatiua perfedo tempore definire:&

moxfuturum dechnando inchoatiua effe demoftrare’Nec

emm poteftcum tota uerbi fpecies inchoatiuadiatur alia

partefimtiuauiden ut perfedum. admittat.Nec enimpale

fduhhorrefciui dicimus,per aliamtamen tranffiguradone

hate uerba quidam declmare confueuerunt.ut palefco:pale

fadus fumiliquefco iiquefadhxs fuiruquauis quidamad p

feduminchoatiuum uenenntmodo primitiut u t horrefco

horrui ex eo quod e horreo Nec tamenomnia inchoatiua

habentprimam pofidonem,Albefco enimno habet albeo

licet figuranter Virgilius: Campiq? lgentes offibus albent*

Itemputrefco:gradefco:filuefco: uilefco:brutefco: iuuene

fco no habetiuueneo*Nam fenefco& feneo apud atiquos

dicebarur,Vnde& Catullus nunc recondita fenet.

Deducunturitem inchoatiua a neutris uerbis& appellation!

bus*exuerbis:utcaleo calefco:deliteo delitefco : frodeo fro

defco:floreo florefco.Et funt hate quat aperfeda forma ue

niut.Sut ite qu<e origine fui no habet:ut cofuefco:coquie

fco,Sunt quoqj aliainchoatiuis fimilia qua: inchoatiua no

effe tempotum confideratione pemofeimus ut compefco

The true Roman Type is developed in the seventies of the fifteenth century. It is derived from the

Humanistic Minuscules. The capitals, however, disclose the forms of the Roman inscriptions, and the

numerous finishing strokes of the small letters are assimilated to the same model.
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This

printed

Zurich

Mandate

of

the

year

1529

exhibits

in

the

first

and

second

lines

Fmklur,

the

German

Renaissance

lettering.

The

rest

of

the

text

is

set

up

in

so-called

Schwabacher,

a

fount

still

Gothic

in

style,

which

is

to

be

regarded

as

the

transformation

of

Late

Gothic

Cursive

into

type.
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A particularly noble symbol of the humanistic spirit is this clear, well arranged and yet bold Basle

title-page of the year 1 526. The Upper Case Roman of the first line is a famous Basle type-face. The small

Italics are the typographical variant of the slightly slanting, compressed humanistic cursive.
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The genuine art of penmanship became rarer and rarer. Use was indeed still made of a narrow-cut

quill pen, as in this perfectly written Viennese patent of nobility of the year 1698; but the copperplate

copying-patterns with their drawn rather than written forms gradually led people astray.
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TYPE AND STEREOTYPE FOUNDER,

<€k&> C^®a^Iag3Ol?c©OO0

(SECOND DOOR SOUTH OF FULTON-STREET.)

Invites the attention of Editors and Printers generally to his

extensive and unrivalled assortment of

AND

ALSO

BRASS RULES, CHASES, GALLEYS, CASES,

COMPOSING STICKS, INK,

And every article required in a Printing Office.

He is also Agent for the Napier, Smith, Washington, and

Adams’ and Ramage’s Power and Hand PRESSES.

ALL OF WHICH CAN BE FURNISHED AT SHORT NOTICE.

The reputation of this Foundry is believed to be fully es-

tablished, having been founded upward of thirty years, and

reference is confidently made to many of the leading jour-

nals of the United States and the Canadas as to the beauty

and durability of the Type.

Orders put up for the South American and Mexican mar-

kets, with Spanish, French and Portuguese Accents.

Editors and Printers wishing to establish a Newspaper

or Job Printing Office, will be furnished with an estimate

in detail for the same, by stating the size of the paper, or
£

the particular style and quantity of work to be executed.

The invention and spreading of lithography contributed yet further to the corruption of lettering, en-

couraging misguided experiments. Excessively ornamented, badly formed type-faces were the result.

The body-type of books became more and more angular and less and less legible and expressive.



Recut after Claude Garamond’s Roman of about 1540

abcdefghijklmnopqrstuvwxyz

ABCDEFGHIJKLMNO

PQRSTUVWXYZ
Suaviter in modo,fortiter in re

Modern face, about 1870

abcdefghijklmnopqrstuvwxyz

ABCDEFGHIJKLMNO

PQRSTUVWXYZ
Suaviter in modo, fortiter in re

The Roman type cut about 1540 by the great Frenchman, Claude Garamond
,
exemplifies the European

art of type-cutting at the highest point of its development, while the Modem face of the 1870 s, an

intolerably unintelligent exaggeration of Giambattista Bodoni’s ideas of form, shows it in the lowest

stage of decadence.
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111 der That sind manche spiritistische Erscheinungen

nach naherer Prufung als Schwindel und Betrug entlarvt;

andere erwiesen sich als krankhafte Einbildungen und Tau-

schungen; wieder andere bediirfen trotz der Ueberzeugungs-

energie, womit wissenschaftliche Zeugen fur sie einstehen,

noch einer starkeren Beglaubigung. Wenn irgendwo, so ist

hier auch jetzt noch die kiihlste Reserve, selbst Skepsis

nicht bios ein Gebot der Klugheit, sondern auch eine religios-

sittliche Pflicht.

Geradezu alles aber, was in den spiritistischen Sitzungen

sich ereignet, als Hocuspocus vornehm zu belacheln, ist zwar

das bequeniste Mittel, an dem demiithigen Gestandnisse vor-

beizukonimen, dass man mit seinem Latein zu Elide sei
?

x
)

entspricht aber weder der Wiirde der Wissenschaft noch der

Liebe zur Wahrheit, Manner, die als exakte Forscher und

niichterne Beobachter die grossten Besultate erzielt haben

und ein seltenes Ansehen geniessen
,

die von Fachgenossen

als Autoritaten in der Experimentirkunst und von ihren

person lichen Bekamiten als hochst glaubwiirdige und ehren-

hafte Charaktere geriihmt werden, haben nach ofteren und

genauen und wenigstens Anfangs mit moglichster Vorbereitung

und Yorsicht angestellten Untersuchungen die Aechtheit der

spiritistischen Erscheinungen verbiirgt. Es darf nicht uner-

wahnt bleiben, dass diese Manner mit materialistischer Vor-

eingenommenheit und lediglich in der Absicht den spiritisti-

schen Sitzungen beiwohnten, um die „Medien“ als Betriiger

oder als Selbstbetrogene blosszustellen, dass sie aber den

Muth besassen, fur die Wirklichkeit der beobachteten Vor-

gange offentlich einzutreten trotz der sicheren Voraussicht,

dass sie dadurch bei einem grossen Theile der gelehrten

Welt ihren wissenschaftlichen Ruf verlieren wiirden.

Der Umstand, dass die berufensten und achtbarsten

Forscher, welche dem Spiritismus auf sein Terrain folgten,

x

)
Ueber ein gespenstiges Ph&nomen zu Dibbesdorf ausserte Les-

sing gegen Leisewilz: dieser Geschichte geht uns beinahe unser

ganzes Latein aus.“

It is hard for us to comprehend that books set up like the specimen here reproduced were once re-

garded as beautiful. The characterless, thin, not easily legible lettering—a kind which, unfortunately,

is still used in learned publications—the excessive intervals between the words and the mediocrity of

the whole page repel the reader.
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Row thefox cam to the court,&bow he excused bym

to fore the kyngc, capitulo xi

X tbefirst whan it was knowen in

the court thatReynart thefoxe&
Crymbaerthts cosyn were cotnen

to the court, there was none so

poure nor so feble of kynne and

frendes but that he tnaade bym

redy for tocomplayneonReynart

the foxe.Reynart lokedashehad

notben aferd,and belde bym better than be was, for

be went forth proudly with bis neueu tburgb the

hyest strete of the court, ryghte as be bad ben the

kynges sone, & as be bad not trespaced to ony man

, tbevalueofan beer,&wente in tbemydelof tbeplace

stondyng tofore^fobletbekynge, andsaydej^God

\
gyueyow grete honourand worship 1 'Cher was neuer

kyng that euer bad a trewer seruant than I baue ben

f to your good grace&yet am.JSfeuertbeles,derelorde,

Iknowe wel that tber ben many in this courte that

wolde destroye me yf ye wold byleue them : but nay,

Cod tbanke yow, bit is not fyttyng to your crowne

to byleuetbise false deceyuarsandlyars lygbtlyXo

k Godmote it becomplaynedbowtbattbisefals lyars
i
and ftaterers now/adayes in the lordes courtes ben

i) moste berde and byleuyd, the sbrewes and false de-

\ ceyuers ben bornevp for todootogood men alle the

(

' barme&scatb they maye : our Lorde God sbal ones

reward them tbeir bynJSZbz kynge sayde: pees,

Reynard, false tbeef and traytour, bow wel can ye

brynge forth fayr tails,& alle sballe not belpe yowa

AU/* v\ ctv

r\

In the nineties of the last century the Englishman William Morris recognized the:
necessity

^

of getting

away from such kinds of type. Going back to the original forms of writing and to the technique

incunabula, he inaugurated a new and important period in the art of book-pro uc ion.
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The Translators ZEAL to promote the common good, whether it be by devising any thing

to the Reader ourselves, or revising that which hath been laboured by others, deservcth

certainly much respect and esteem, but yet findeth but cold entertainment

in the world. It is welcomed with suspicion instead of love, & with emula-

tion instead of thanks : and if there be any hole left for cavil to enter, (and

cavil, if it do not find a hole, will make one) it is sure to be misconstrued,

and in danger to be condemned. This will easily be granted by as many as

know story, or have any experience. For was there ever any thing project-

ed, that savoured any way of newness or renewing, but the same endured

many a storm of gainsaying or opposition!' A man would think that civil-

ity, wholesome laws, learning ^eloquence, synods, & Church-maintenance,

(thatwespeak ofno more things ofthis kind
)
should be as safe as a sandtuaiy

,

& out of shot, as they say, that no man would lift up the heel, no, nor dog

move his tongue against the mocioners ofthem. For by the firstwe are dis-

tinguished from brute beasts led with sensuality : by the second we are bri-

dled and restrained from outrageous behaviour, and from doing of injuries,

whether byfraud or by violence : by the third we are enabled to inform and

reform others, by the light & feeling that we have attained unto ourselves:

briefly, by the fourth, being brought together to a parle face to face, we
sooner compose our differences than by writings, which are endless: and

lastly, that die Church be sufficiently provided for is so agreeable to good

reason and conscience, that those mothers are holden to be less cruel, thar

kill their children as soon as they are bom, chan those nursing fathers and

mothers (wheresoever they be) that withdraw from them who hang upon

their breasts (and upon whose breasts again themselves do hang to receive

the spiritual and sincere milk of the word) livelihood & support fit for their

estates. Thus it is apparent, that these things whichwe speak of are ofmost

necessary use, and therefore that none, either without absurdity can speak

against them, or without note ofwickedness can spurn against them. {[Yet

for all that, the learned knowthat certainworthymen have been brought to

untimely death for none other fault, but for seeking to reduce their country-

men to good order& discipline : & that in some Commonweals it was made
a capital crime, once to motion the making of a new law for the abrogating

ofan old, though the same were most pernicious : And that certain, which

would be counted pillars of the State, and patterns ofvirtue and prudence,

could not be brought for a long time to give way to good letters 81 refined

speech ; but bare themselves as averse from them, as from rocks or boxes of

poison: And fourthly, that he was no babe, but a great clerk, that gave

forth, (and in writing to remain to posterity) in passion peradventure, but

yet he gave forth, That he had not seen any profit to come by any synod or

meeting ofthe Clergy, but rather the contrary : And lastly, against Church-

maintenance and allowance, in such sort as the ambassadors & messengers

There can be no mistaking the fact that this page from the Doves Press Bible, for all the most penetrat-

ing intelligence it reveals, is just a repetition ofJensen’s letterpress of the 1470 s. A careful study of the

old typographical masterpieces paved the way for a revival of the best traditions.
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Time and Place 2 1

ofplain letters in common commercial use in this

country, and they were designed by artists. And

even in that age, six hundred years ago, when the

responsibility ofworkmen was most widely dis-

tributed, & builders, in the absence of mechanical

appliances, & designers, in the absence ofunlimited

and cheap drawing paper, were dependent on the

good sense as much as thegood will ofthework-

man, there was a restraint, a science, a logic, which

modem 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 ofmen raised above them-

selves by a spiritual enthusiasm, whereas the best

modern egineering is but thework of men sub-

human in their irresponsibility and moved by no

enthusiasm but that ofmaterial 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 ofthose who stand outside industri-

alism. Artists no less than engineers are forced

to question the very roots ofworkmanship, to

Once it was recognized that the experiments of Bodoni and his followers were misguided, the modern

age devised cautious variations on the fundamental classical forms of the past. Some of the best of

these adaptations, like the Joanna type of the Englishman Eric Gill here reproduced, therefore disclose

their contemporary quality only to the devoted connoisseur of the subject.
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instituimus,dcos suos pracfcrunt
.
quorum dcccm librorum quinque superio-

rcs aducrsus cos conscript! sunt
;
qtii propter bona uitac huius deos eolendos

putant; quinque autem posteriorcs aduersus eos,qui cultum dcorum propter

uitam,quae post mortem futura est, scruandum cxistimant. dcinccps itaque,

ut in prime libro polliciti sumus,dc duarum ciuitatum,quas in hoc sac-

culo perplexas diximus inuiccmque permixtas,cxortu ct procursii et debitis

finibus quod diccndum arbitror, quantum diuinitus adiuuabor cxpcdiam.

Liber uudeciuuis.

C
1V1TATEM DEI DICIMVS.CVIVS EA SCRIPTVRATESTIS
est, quae non fortuitis motibus animorum, sed plane summac

dispositionc prouidentiae super omnes omnium gentium littcras

omnia sibi genera ingeniorum humanorum diuina exccllens auc-

toritate subiccit . ibi quippe scriptum est:'gIoriosa dicta sunt clc

tc,ciuitas Dei'; et in alio psalmo Icgitun'magnus Dominus ct laudabilis nimis

in ciuitatc Dei nostri,in monte sancto cius
;
dilatans cxultationcs uniucrsac

tcrrac'j ct paulo post in codem psalmo :'sicut audiuimus, ita ct uidimus,in

ciuitatc domini uirtutum
;
in ciuitate Dei nostri; Dcus fundauit cam in acter-

num'j item in alio: 'fluminis impetus laetificat ciuitatcm Dei, sanctificauit

tabcrnaculum suum Altissimus; Dcus in medio cius non commoucbitur' his

atquehuiusmoditC5timoniis,quacomniacommcmorarenimisIongumcst
;
di-

dicimus esse quandam ciuitatcm Dei, cuius ciucs esse concupiuimus illo amo-

re, quern nobis illius conditor inspirauit. huic conditori sanctac ciuitatis ciucs

terrenaeciuitatis dcos suos pracfcrunt ignorantescum esse Dcum dcorum, non

dcorum falsorum,hoc est impiorum et superborum,qui eitts incommutabili

omnibusque cotnmuni luce priuati ct ob hoc ad quandam egenam potestatem

rcdacti suas quodam modo priuatas potentias consectantur honoresque diui-

nos a dcceptis subditis quacruntj sed dcorum piorum atquc sanctorum, qui

potius sc ipsos uni subdcrc quam multos sibi,potiusquc Deurn colere quam

pro Deo coti dclectantur. sed huius sanctac ciuitatis inimicis dcccm superiori-

buslibris,quantum potuimus,domino etrege nostro adiuuantcrespondinuis.

nunc ucro quid a me iam cxpectetur agnoscens mciquc non inmemor debiti

de duarum ciuitatum,tcrrcnae scilicet et caclestis,quas in hoc interim sacculo

perplexasquodam modo diximus inuiccmque pcnnixtas,exortu et cxcursuct

debitis finibus, quantum ualucro,disputarc cius ipsius domini ct regis nostri

ubique opitulationc fretus adgrediar,primumquc dicam, quern ad modum
exordia duarum istarum ciuitatum in angclorum diuersitate praecesscrint.

Caput n . Magnum est et admodum rarum uniuersam crcaturam corporcam

et incorpoream consideratam compcrtamquc mutabilem intentione mentis

excederc atque ad incommutabilem Dei substantiam peruenire ct illic disccre

ex ipso, quod cunctam naturam, quae non est quod ipse, non fecit nisi ipse.

230

Ifwe regard the printed book as the crowning achievement of the art ofemploying written characters,

the works of the Bremer Presse perhaps deserve the highest praise, since they combine independence

in the designing of types and nobility of form in the letters with a technique of lay-out which, for

subtlety and harmony, excels even that of the early presses.
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Mephistopheles (fur sich). Nun mach ich mich beizeiten fort

!

Die hielte wohl den Teufel selbst beim Wort.

(zu Gretcheti.) Wie steht es denn mit Ihrem Herzen ?

Margarete. Was meint der Herr damit ?

Mephistopheles (fur sich), Du guts, unschuldigs Kind l

(Laut.) Lebt wohl, ihr Fraun

!

Margarete. Lebt wohl

!

Marthe. O sagt mir doch geschwind

!

Ich mochte gem ein Zeugnis haben,

Wo, wie und wann mein Schatz gestorben und begraben.

Ich bin von je der Ordnung Freund gewesen,

Mocht ihn auch tot im Wochenblattchen lesen.

Mephistopheles. Ja, gute Frau, durch zweier Zeugen Mund

Wird allerwegs die Wahrheit kund;

Habe noch gar einen feinen Gesellen,

Den will ich Euch vor den Richter stellen.

Ich bring ihn her.

Marthe. O tut dasja!

Mephistopheles. Und hier die Jungfrau ist auch da > -

Ein braver Knab ! ist viel gereist,

Frauleins alle Hoflichkeit erweist.

Margarete. MiiBte vor dem Herren schamrot werden.

Mephistopheles. Vor keinem Konige der Erden.

Marthe. Da hinterm Haus in meinem Garten

Wollen wir der Herrn heut abend warten.

STRASSE

Faust. Mephistopheles.

Faust. Wie ist’s ? Will’s fordern ? Will’s bald gehn l

Mephistopheles. Ah bravo ! Find ich Euch in Feuer ?

In kurzer Zeit ist Gretchen Euer.

Heut abend sollt Ihr sie bei Nachbars Marthen sehn:

Das ist ein Weib wie auserlesen

Zum Kupplep und Zigeunerwesen

!

Faust. So recht

!

But typographical perfection is not the exclusive privilege of expensive works from private presses.

It is the true task of the present time to achieve the highest possible level of perfection in the produc-

tion of ordinary books for everyday use, by employing the beautiful old and new types bestowed upon
us by the reform movements of the last fifty years.
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EXPLORING

On thefifteenth ofJuly 1
begana careful

survey
cfi

the island. I went up the creekfirst.

Afterabout two miles the tide did netfilm

any higher, and the stream was no mere than

a little brook. On its bunks lfoundmany

pleasant meadows
,
covered withgrass.

The next day l went up the someway

again; and aftergoing somewhatfiurther l

found that the brovk ceased; and the country

became more woody than before. In thispart

ifimnd melons on thegroundandgrapevines

spreading over the trees
,
with the clusters

ofi

grapesjust now in theirprime, very ripeand

rich , I also saw an abundance ofi
cocoa trees,

as well as orange and lemon and citron trees.

^Kobmson Crusotj

Barking Writing Card No. 10. Dryad Press, Leicester

There is, moreover, ground also for the best hopes that a vital reform may be brought about m our

everyday handwriting, thanks largely to the exertions of the Englishman Alfred J. Fairbanks who has

developed out of Humanistic Cursive one of the most noble styles of the present day and has already

taught many people to write a legible and aesthetically flawless hand.



Other publications by

Jan Tschichold

Typographische Gestaltung . Benno Schwabe & Co., Basel.

Schriftkunde,
Schreibubungen und Skizzi^ren. Benno

Schwabe & Go., Basel.

Gute Schriftformen. Eine Beispielsammlung fur Zeich-

ner, Maler und Bildhauer. Lehrmittelverlag des Er-

ziehungs-Departements des Kantons Basel-Stadt.

Schatzkammer der Schreibkunst. Meisterwerke der Kalli-

graphie aus vierhundert Jahren auf zweihundert

Tafeln. Verlag Birkhauser, Basel.

Derfriihe chinesische Farbendruck. Mit sechzehn farbigen

Faksimiles. Holbein -Verlag, Basel.

Lehrbuch der Malerei des Senfkorngartens. Mit sechzehn

farbigen Faksimiles. Holbein -Verlag, Basel.

Neue chinesische Faibendrucke aus der Zehnbarnbushalle .

Mit sechzehn farbigen Faksimiles. Holbein -Verlag,

Basel.

Chinesische Farbendrucke der Gegenwart. Mit sechzehn

farbigen Faksimiles. Holbein -Verlag, Basel.

Chinesisches Gedichtpapier vom Meister der Zehnbcinibitshalle.

Mit vierundzwanzig farbigen Faksimiles. Holbein-

Verlag, Basel. ^
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