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INTRODUCTION

This number of the Recorder is something in
the nature of a quick tour through a famous art gallery. For

the first time in the career of this periodical, different type

faces have been used to set each article. The attempt has been
.

to commemorate a decade just closing—a period which is in

many ways without parallel in the history of book printing.
1923 was the year when fine typography smashed its —————_

“olass case’ and began tobea vigorous movementof general qhiSitydenarerantin,
“MONOTYPE” Series No. 113. The

application to all forms of printing. We are only now able sormat weigne of wis lener i

Series 110, PLANTIN, a “Mono-

to realize the profound influence of the establishment of the spe" exeination (sep. 25,part2)which has been adopted as the

Fleuron, and the demonstration by the Nonesuch Press that —“ons indispensable text face” by

os ce :
many leadingadvertisingagencies

exquisite book printing in fine separate type need not Mean feehottbeconfusedwithnom.“Mono” types of the same name,

closely limited, expensive editions. But, as has been truly —may be identiied bythet,Mandwell-kerned italic letters v, y, Gc.

said, none of the amazing rise in standards of typographic sms wots 1s ser us suannn 110

design which began in that time could have taken place
———————————=

without the provision of a sound type repertory. Historians of book printing
will very probably mark, as the one most important event affecting the esthetic prestige
of the craft in our time, the adoption by the Monotype Corporation Ltd. of a typographic
policy which at first seemed quixotically idealistic. A few of the results of this policy may

be seen on the following pages, and a brief summary of the “Monotype” typographic

development is given on pages 22-26.

1932 contributed much to this decade of increasing “type consciousness”. It was decidedly
a year in which the typographic principles and “raw materials”, developed through the

preceding years, were applied on a larger scale, and in a more practical and dramatic form,

than ever before. In commercial printing, it saw the completion by the London and North

Eastern Railway of the largest type standardization of modern times; in a forthcoming
number we hope to give due attention to the remarkable way in which this premier line has

given individuality and dignity to its hundreds of varieties of printed literature, throughout
its great and complex system, by the universal use of “Monotype” Gill Sans. Another event

of this year which could not possibly have been prophesied in 1923 was the appearance of a

daily newspaper in a really beautiful old face type. The story of The Times change of typo-

graphy, and the part played in it by “Monotype” craftsmen, was told in a previous issue.

3
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THE MONOTYPE RECORDER

As a result of the intensified interest in fine type faces, and of the reputation which the

Monotype Corporation now enjoy, we are very frequently requested by printers, publishers,
lecturers and bibliographers to furnish historical and technical details in regard to specific
“Monotype” faces. Special specimen booklets exist for most of our leading faces, and others
are in hand for early issue, but we have until now had no single book to fill the gap between
our complete but unwieldy specimen book and these

single showings. Special numbers of the RECORDER
which deal with any matter of type history go out of

print, we discover, without delay. What is evidently
wanted by the alert printer is a compendium of the

particular faces, amongst many other fine ‘““Mono-

type” designs, which have played a leading part in
the typographic renaissance of our day.

The requests which we have received for this in-
formation are about equally divided between printers
and all others who are not actually master printers.
The chief demand of the first group is for a few de-

scriptive paragraphs suitable for a printer’s specimen
book. As we have often pointed out in these columns,
the print buyer, and any other layman, is quite in-

capable of looking at a well set page of printed type;
read he must, and the better the setting and type, the

more interest he will take in the copy. That is as it

should be, but that also makes it a shocking waste of
“reader interest” to use only one piece of copy
throughout the book—unless there is a deliberate
effort to make a line-for-line comparison of widths,
etc. In this number we are going to include a few

paragraphs about each face which would arouse the

layman’s interest in that face, and increase his respect
for the subtle art of type cutting, if his eyes were to

fall upon them in a printer’s specimen book. Another

frequent request from our readers is for similar
material to be used in special brochures announcing
the acquisition of a new series, or in one of those
excellent house organs which can now be called the
most efficient printer’s representative.

From the non-printers the requests are for the

same material, but for other purposes. For example,
it is only now becoming evident to the publishing
fraternity that if a book is set in a really distinguished
type face (in the same “Mono” type, let us say, that

has just been chosen for a fifteen-guinea limited edi-

tion) the mere fact that it is issued at 7/6 in an un-

limited édition need not prevent it from bearing as

proud a colophon as its more pretentious cousin.
Some of the most exquisite privately printed books
of our generation have been set in “Monotype”
Bembo and have colophons boasting of that fact;
yet it is something unusual when an unlimited
edition at 7/6, also in Bembo, carries any colophonic
note at all!

From ambitious students of printing schools we

have other requests for summary histories of type

designs, and these we take very seriously, knowing
that the seed of typographic enthusiasm can find good
ground in even the youngest mind; even one con-

fronted all day long by ugly Grots and Plate Gothics;
even when the only opportunity for a mental excur-

sion into the creative side of printing has to take

place in an evening class after a hard day’s work.

Lecturers and journalists very frequently ask us

for specimens and historical facts about “Monotype”
faces. Advertising men also display great interest in
the design of appropriate types and not infrequently
ask us for the names of printers possessing a required
series; these names, for obvious reasons, we do not

regard ourselves as being entitled to divulge.
A final word in regard to the rather elementary

devices for identifying these few “Monotype” faces
which appear in this book. It is almost impossible for
the professional typographer to cast back in his mind
to the time when one type face “looked just like

another’’, and yet with most of us that was once the
case. Those of us who recognize a piece of 11-pt.
Plantin 110 upside-down across a lunch table, by the
mere “look”? of it, will be as bewildered by this lay
attitude as Alice was when Humpty Dumpty com-

plained that she was ‘‘So exactly like other people”.
We point out, as she did, that ‘“The face is what one

goes by, generally”, only to be met with the reason-

able objection:
“<That’sjust what I complain of,’saidHumptyDumpty.

“Your face is the same as everybody has—the two eyes,
so—— (marking their places in the air with his thumb)
‘nose in the middle, mouth under. It’s always the same.

Now if you had the two eyes on the same side of the nose,
for instance—or the mouth at the top—that would be
some help.’

”

It is safe to say that if there is anything in a face
so obvious for identification by the perfectly un-

instructed layman—if there is some character which
makes a drastic departure from the fixed code of the

alphabet—that face must be as offensive typo-
graphically as a human face with the mouth at the

top. Our “ear mark’? method is only a first aid to

beginners. We shall be very glad to provide material

supplementary to that which appears in these pages,
articles, bibliographies, etc.; and we close this intro-

ductory note with a cordial invitation to every reader

to visit our famous matrix-cutting department at

Redhill, Surrey, and see for himself the scientific

processes and the genuine craftsmanship that go to

the making of a ““Monotype” face.

“MONOTYPE”PLANTIN 113, 12 AND IO PT. (QUOTATIONIN 10, 8 PT.)



ON THE CHOICE OF TYPE FACES

By PAUL BEAUJON

The legibilityof a type face has an exact parallelin the

audibility of a human voice. A lecturer must make

every word audible and distinct; yet within the limits

of audibilitylie the whole range of speakingtones from

a metallic monotonous draw] to the infinitelyflexible

and persuasivetones of the good speaker.
Type,the voice of the printedpage, can be legibleand

dull, or legibleand fascinating,accordingto its design
and treatment. In other words, what the book-lover

calls readabilityis not a synonym for what the optician
calls legibility.

In choosinga type designfor book printing the pro-
blem of ocular legibilityhas in most cases been solved

in advance; that is, it is very unlikely that a type foun-

der or composing machine manufacturer would pro-
duce and offer to good printers a face of which any two

characters had a confusingsimilarity,or in which any
one letter ignored the “code” which governs its design
in roman or italic. The size must be chosen in view of

whether the work is one of reference, that is, to be read
5
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in short sections by peoplewho are concentrating, or a

novel to be read uninterruptedlyby people who are

enjoying themselves, or an educational book for young
and reluctant eyes. Here again, the makers are not likely
to cut a small size so small as to be “illegible”;though
any size may be called “unreadable” when it is too small

or even too large for a given purpose—a reader’s, not

an oculist’s purpose.
The moment the question shifts to readability,however, these elementarypre-

cautions give way to endless and delightfullyvaried experiments no less effective

in each minute difference than is a changeof timbre in the speakingvoice. Set a

page in Fournier against another in Caslon and another in Plantin, and it is as if

you heard three different peopledeliveringthe same discourse—each with im-

peccablepronunciation and clarity, yet each through the medium ofa different
personality.Perhaps the laymanwould not be able to tell one old-stylesetting
from two others of the same group; yet he could not read the three pages in turn

without at least a subconscious discrimination. The smallest variation in serif-

construction is enormous compared to the extent to which a disc of metal, in a

telephonereceiver, vibrates to electric shocks producedby one voice and an-

other; yet we find it easy to deduce from one such set of vibrations that an old

friend is askingus to “guesswho this is’!

PHYSICAL CONSIDERATIONS

The beginner in book typography is prone to import aesthetic sentimentality
into what is first of all a matter of convenience. Baskerville and Fournier were

both designedduring the eighteenthcentury, and some peoplethink that they
represent in miniature, and in terms of their respective national cultures, the

clarity and good manners of that age. But should you label an old or modern

6
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THE CHOICE OF TYPE FACES

author “dix-huitiéme” and start matchinghis words to what you consider a type
of the era, it would be better first to remember that Baskerville, being relatively
generous in set-width, will “drive out” the book; whilst Fournier, a neatlycon-

densed face, will be more frugal of space. Thus the recent edition of Pride and

Prejudice,producedby Peter Davies, Ltd., had a large amount of text to begin
with, and not too many pages were to separate one illustration from the next:

Fournier, in a beautifullylegible small size, solved the problem. Baskerville,

conversely,printed on bulky paper, has saved many a fine book from seeming
to offer less than the money’sworth. The typographer, whether he be con-

nected with the printing or publishingoffice, should be able at a few minutes’

notice to calculate (“castoff”) how many pages the copy will come to in a given
face, taking into account the point size, set width, number of lines and leading
between the lines.

The word “set” which appears in our type specimen books means that an

actual type of the widest letter in the fount (such as cap. M) will be as many

points wide as the number given, and that the narrower letters will be pro-

pottionate to that width, if the type is cast on that indicated “set”. Thus a fount

like Baskerville, of which the 12 pt. is “12 set” is going to occupy more space,

word for word, than Bodoni 135, 12 pt. whichis 11 set; Centaur and Gara-

mond 12 pt., which are 114set, will take less space; and Fournier, which in 12 pt.
is rot set, will vary from the width of Baskerville by the proportion of 10%set

to 12 set. (of.page 28,part2).
Some type faces are more successful in the sizes above 11 point than in those

below it. The fine cut of Bodoni demands in justice exquisite printing for the

6 and 8 point. Caslon and Garamond seem to many to improve as the sizes in-

crease. The new Bembo face, used on these pages, is one of the few old styles
that preserves all its freshness and charm in the smallest sizes. Fournier and

“Monotype” Plantin, for different reasons, are highly successful in the smallest
settings as well as in and over the normal sizes. Centaur is a fine type in any size,

but certain subtleties of cutting cannot be appreciatedbelow 24 point, and these

details go to make it as successful an upper and lower case for poster work as

has ever been designed.

“ %
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If the quality of paper is known in advance—as it must be in most cases, and especially
where illustrations are used—this will influence the choice of a type face. Old-face was not

designedfor calendered paper, which did not exist until Baskerville’s experiments; the diffi-

culty arises in the fact that a smooth-finished surface of paper takes the inked copy with such

ease that little or no impression into the fabric of the paper is necessary, and, therefore, the

only ink which comes off the type is that on the actual printing surface. In general,calendered

or shiny surface (“art”) paper needs such a face as “Monotype”Plantin, which is not notice-

ably thinned down by such treatment.

In the old days a printer had no reason such as these for stockingdifferent type faces. He

worked on one kind of paper: hand-made pure rag, with the corrugatedsurface left by the

wires of the paper mould—a surface now known as antique. He had only one process by
which pictures and type could be printed simultaneously.Nowadays he also has to be the

master of a process as different from the old type printing as the “kiss” impression of thousands

of shallow dots of metal on smooth paper is different from the pressure of a deep-cuttype and

wood blocks into damped paper. The modern printer is versatile as his ancestors never

dreamed of being; he prints from a rotary as well as a flat surface, and often from rubber or

copper cylinders.He has long recognisedthe necessity of using a specialkind of paper for

each process. Nowadays, if only to prevent set-off, he has learned to stock specialinks for

specialpapers. But some survival of craft tradition prevents many printers from realizing that a

face, like an ink or a paper, can be suitable or unsuitable for a given process. There is still a wide-

spreadfeeling amongst them that the typographers ought to settle on one perfect type, and thus

eliminate the expense of stocking,not that one fount of 12 point which the old printer would call

simply “‘our pica”, but at least three or four different sets of 12 point composition matrices—

chosen, be it noted, not for aesthetic reasons, as all can be “good” designs,but for as practical
reasons as hold good in the paper stores. Quite apart from the survival of the “‘one face” tradition,
there is the fact that a composition series costs money. It is therefore necessary for laymen, buyers
of printing, to disciplinetheir enthusiasm for new faces.

Ifa “Monotype” user has four body composition faces, and each is well-designedand adapted
to a particularprinting process, and if the four designs are sufficientlydifferent to convey four

different “tones of voice” it would be inordinate to expect that man to increase his type repertory
without very good reason. A customer can confer a great benefit upon a hitherto undistinguished
printing office by clamouring for one fine composition face where there was none before; but on

the other hand to wave aside Bembo and insist on Centaur or vice versa, is an ungrateful act.

Besides, if there is a really defensible necessity for Bembo in that particularjob, why not reward

the master printer who, independentlyand of his own judgment, invested in that type without

being prompted? In short, the man who wants a choice of good type faces must go where they
are or else accept what heis offered—unless he is willing, in token of his sincerity, to go shares

with his printer and help purchase that fount,
Let us leave this matter with the admonition that most old faces look anzemic on coated paper,

8
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THE CHOICE. OF TYRE FACES

that a few types like Plantin Light, 113, and (we suspect) the new Bell face, are adaptable to

varying processes, and that no printer ought to put in a composition face except that a number of

customers over a number of years may be advantageouslyserved by it.

One other mechanical point in the choice of type
faces has to do with combinations of different alpha-
bets. Nowadays italic is thought of as a part of the

whole fount looselycalled“roman,”but the appearance
in a page, or even a long sentence, in italic would show

why this form of letter, at least until the middle of the

16th century, was considered as an entirely separate

alphabet.When italic was thought of as separate cur-

sive a certain latitude and individuality was allowed to

it. Garamond italic, for all its whimsical and charming
irregularity of slope which lends piquancy to certain

italicized words does not invite the effort of reading
in entire poems or paragraphsas well as the disciplined
Baskerville or Bell italics. The kind of cursive called

Chancery, to which family Blado, Bembo, Arrighi
and Lutetia italics belong, has such beauty in its own

right as to justify its use in long passages or even whole

books; and as far as combination is concerned, there

seems to be a closer co-relation between the chancery
letter and the essential form of roman old face than can

otherwise be found before the 18th century. Another

question in regard to combinations: Is an exotic fount

to be used anywhere in the text? If so neither it nor the

body roman must be too discrepant in weight, serif

treatment, and general appearance. Perpetua is one of
the few types which may be said to have “a greek”’in
the sense that most romans have “an italic’; in general
one must do one’s best to see that a warm renaissance

letter like Poliphilusis mated either with New Hellenic

(for colour) or the Aldine Greek, Series No. 283,
rather than with a Greek cursive of the brilliance of

Didot’s. Even the extent to which capitals are used has

some bearing on the choice of type faces. The almost

superstitious regard for Caslon Old Face has been such

that only a typographer of our own time has dared to

point out that its capitals,especiallythe capital M, are

so heavy in contrast to the lower case that very frequent
use of them on a page creates a spotty effect.

wk kek ok

And still we have not reached the really interesting
part of choosing a type face. All this preliminarymatter

has consisted of a recognition of certain physicalfacts

—which, if the craft is to. maintainits touch with the

real world, must always be considered first and fore-

most. But beyond all the questions of relative width,
colour, suitability for certain processes, and optical
legibility, lies the whole fascinatingfield in which the

abcdefgbijkimn
opgrstuvwxyzO

ChanceryItalic

Blado: fist type cut in this style
since the XVI Century

é< ss

(“monoryee”’ 1923)

Lutetia Italic

(ENSCHEDE1928 “MONOTYPE” 1929)

Bembo Italic
c ”

(“MONOTYPE1929)

ArrighiItalic

(“MonoTyeE”1929)

skilled typographeris at home.We must perforceleave
him at this point. Lookinginto the pages that follow he
will improvise his own dogma as to the very delicate
matter of suitability—a matter in which practically
every canon of good taste and every detail of a cultural

background and literary training are involved. We can

offer only two generalizationsto accompany him on

his journey.
The first is that before any question of physical or

literary suitability must come the question of whether
the face itself is tolerable or intolerable as a version of

the roman alphabet.Ifa singleletter is warped,empha-
sized above its fellows, made grotesque (asin this ugly
g) or snub (asin any non-kerning f); ifthe letters, how-
ever pretty in themselves, do not combine automati-

cally into words; if the fourth consecutive page begins
to dazzle and irk the eye, and in general if the pages can-

not be read with subconscious but very genuine pleasure,
that type is intolerable and that is all there is about

it. It must be wiped out of the discussion. There are bad

types and good types, and the whole science and art

“MONOTYPE” BEMBO, 13 AND II PT.
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of typography begins after the first category has been
set aside.

The second generalization is, briefly, that the thing
is worth doing. It does genuinelymatter that a designer
should take trouble and take delight in his choice of

type faces. The trouble and delightare taken not merely
“for art’s sake” but for the sake of something so subtly
and intimately connected with all that is human that it

can be described by no other phrase than “the
humanities’. If “the tone of voice” of a type face does
not count, then nothing counts that distinguishesman

from the other animals. The twinkle that softens a

rebuke; the scorn that can lurk under civility; the

martyr’s super-logic and the child’s intuition; the fact
that a fragment of moss can pull back into the memory
a whole forest; these are proofs that there is reality in

the imponderable,and that not only notation but con-

notation is part of the proper study of mankind. The

best part of typographic wisdom lies in this study of

connotation, the suitabilityof form to content. People
who love ideas must have a love of words, and that

means, given a chance, they will take a vivid interest

in the clothes which words wear. The more they like
to think, the more they will be shocked by any dis-

crepancy between alucid idea and a murky typesetting.
They will become ritualists and dialecticians. They will
use such technicallyindefensible words as “romantic’”’,
“chill”, “jaunty’’, to describe different type faces. If

they are wise, they will always admit that they are

dealingwith processes of the subconscious mind, mere

deft servants of the goddessLiterature. But just as the

poet prefers that the wireless announcer at the reciting
of his verse over the wireless, should choose neither a

harsh nor a maudlin tone, but a sympathetic one, so

will any author cock an anxious ear before the printing
type that carries his words, and ask in his pride, neither
for officious flattery nor harsh mistreatment, but for

justice tempered with mercy.

PIETRO [ Z

SCHOLAR POET CARDINAL

1470-1546

ALDUS MANUTIUS

HUMANIST PRINTER PUBLISHER

1448-1515
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CHARACTERISTICS OF BEMBO

I. ROMAN CAPITALS

[spECIAL“EARMARKS” STARRED]

HOK*CASM
H square. Serifs: fine-slab, fine-bracketed.

O round: axis back-tilted.

K curved arm.

C flattened arms (esp.lower) with splayed sheared
terminals and suggestion of spur.

A horizontal-sheared apex with scarce perceptible’
overlap.

J flattened foot. M splayedbase.

A* PGF
A main stem slightlyback-tilted.

P bowl unclosed.

G sharp spur to terminal of much flattened lower

arm; spur continues line of the arm.

FACTS ABOUT BEMBO

“Monotype” Bembo roman was first cut in 1929 at the

Works at Redhill, Surrey, from which so many celebrated

type faces have emanated in the past decade. It has since

been a favourite face amongst the printers of fine limited

editions, and its adoptionfor commercial book printing has

been unusually rapid.
Bembo is lightin “colour” and free from peculiarities;the

letters by which the face can be most easilyidentified have

been chosen and described by Mr. Joseph Thorp on this

page (seealso his note on page 15), but all the differentiae

are extremely subtle; it is only in the mass that one recog-

nises the “personality”’of this superb face.

For books that needa relativelycondensed letter, this series

(like Fournier) will be found to save space. Hence in large
octavos or quartos a size can be used large enough for the

necessarilylonger line to be read in comfort, without

thereby wasting space. A comparison of type faces for

width and colour is given on page 28.

“Monotype” Bembo (exclusiveto the ““Monotype’’)is
available in 10, 11, 12, 13, 14, 16 and 24-pt. composition,
roman and italic, and titling capitalsare cut for 18 (comp.),
30 and 36-pt. displaycasting (seeopposite page).

Bembo 12 point is ro} set. This “page”’is set in 11-pt.,
with 2-pt. leading.

THE HISTORY OF “MONOTYPE BEMBO OLD FACE

With “Monotype” Bembo, the Monotyrr CorPoRATION
Lrp restores to the printer’s typographic heritagethevery
earliest, and undoubtedly the most beautiful, “old face”

design in the history of typography. It was first used by
Atpus Manutrus in a tract by the humanist poet and
scholar Prerro Bempo. On this designwas based the type
used by Aldus for one of the most famous of illustrated
books of all times, the HypnerotomachiaPoliphili.The
Aldine letter, which has been unaccountablyneglectedby
scholars, was discovered in 1925 by Mr. StanleyMorison

to be the original model upon which the French punch
cutters of the 16th century based their designs. As the
Dutch founders adapted the faces of the great French

masters, and as William Caslon, of England, used the
Dutch letter as his inspiration, thus the old face letter—a
more compact and more legiblecharacter than the Jen-
sonian faces which preceded it—may be traced back to its

first appearance in Rome in 1495, in the Press of the

greatest printer-publisherof all time.

The face was cut by Francesco Griffo. Bembo’s tract

was printed with a delicacyof press work not to be found
in Aldus’s other book, and an astonishing number of
variant cuttings of the different lower-case characters,

coupledwith this remarkable clarityof impression,makes
it seem possible that the book itself was a typographic
experiment, an elaborate kind of “trial proof”. At all

events, the problem which so often arises in making a

facsimileof a 15th century type, namely that of deciding
how much of the impression must be discounted as the

result of over-inking, did not arise here.

The Aldine italic, which was not designedfor use in

combination with roman, was unsuitable as the italic of the

Bembo roman; a fine “chancery” italic was therefore cut.

i2 PT,

DISTINGUISHING LETTERS (CONTINUED)

Il. LOWER-CASE

bdt g*a
b no point or serif to foot (cf. also Cochin b,

Perpetuab, Poliphilusb, and Plantin b).
d upturned foot.

t long heavy cross-stroke.

g large loop, heavy wedge ear.

a sheared head-terminal; small flattened sloped
bowl (cf.Centaur a).

General character of italic:

y tS & angular bowls,slopingplain
light slab serifs to stem heads, pothook foot to 4but
sharpangled feetto d m n ut k



HISTORY OF. THE BELL FACE

There have been two major discoveries in typo-

graphic scholarship in the past decade, and each of

them has led to the cutting of a type face of re-

markable beauty. But while it is easy to see how the

exquisite Aldine roman, the first and finest old face,
had to await its due recognition for over four cen-

turies, it seems almost incredible that the design of

Joun BELL, cut only 144 years ago, could have been

so neglected by students of the art of typography.
For this is the earliest English “modern face,”

and one of extraordinary dignity and charm. It was

no antiquarian interest, but appreciation of a

masterly type that led Mr. Bruce Rocers to save

from the melting-pot an old fount of unknown

origin and to use in some of his most beautiful

Riverside Press books the face (cast from electro-

typed matrices) which he called Brimmer. Now,
thanks to the researches of Mr. Morison, we know

that this ancient fount was cast at the British Letier

Foundry by Joun BELL, in 1789, and that the original
punches are still in the possession of Messrs.

STEPHENSON & Brake, of Sheffield. By arrangement
with this foundry Bell was carefully reproduced in

1931-2 as “‘Monotype”’ Series No. 341.

Mr. Morison’s monograph on Jobn Bell, richly
illustrated, was published by the Cambridge Uni-

versity Press in 1930.*

*The first book set in “Monotype” Bell was The English
Newspaper, by the same author from the same press, 1932.

12 PT. 2 PT. LEADED

hekt
h fine-line, long, elegant, horizontal head

serifs, very full-bracketed.

e large loop,
k double curved tail struck from the arm, not

the junction of arm and tail (with altern-

ative k). Note also the inconsistent

sloped serif.
|

t notably cupped head, and long flat pot- |
hooked foot.

hbip
h pothooked head and foot of second stem.

4 alternative ball-pointed foot turned in-

wards.

z narrow pothooked head and foot.

p long double-curved grace stroke to head of
stem (alternative form with grace stroke

cutting the stem-head in smaller sizes).

CHARACTERISTICS OF BELL

HOQQRKK
H slightly condensed; full weight; fine-line,

fine-bracketed serifs.

O axis vertical.

Q curly scythe-tail.
Q alternative, unusual form of tail, double

curved and making a loop within the

bowl.

R double curved tail (alternative R)
K high-arched curved tail (alternative K).

H O
H slope about 15°. Serif harmonizes with the

serif of the roman.

O normally condensed.

FACTS ABOUT BELL

Joun Bex was the leading journalist and news-

paper proprietor, the most courageous book-

seller, almost the only publisher of important
editions de luxe, and the most influential typo-
grapher of his period—which was a formative

period in each of those professions. He was the

first to abolish the long s [{] from English
printing. As founder or part-proprietor of The

Morning Post, the World, the Oracle, and other

papers he created the general typographic
scheme of the English newspaper; as publisher
of BeLL’s British Theatre, Briu’s Poets of Great

Britain, &c., he alone can be compared with the

great French publishers of 18th century illus-

trated books.

Bell was born in 1745 and died in 1831. His

son, John Brown Bell, was the founder of the

News of the World.

The engraver of the punches for BrL1’s type
was Richard Austin, and the first specimen of

the British Letter Foundry appeared in 1789.

“MonotyPe”’ BELL, Series No. 341, is avail-

able for composition in 8, 10, 11, 12 and 14-pt.
roman and italic, also for display casting in 18,
24 & 30-pt. roman and italic [upper and lower-

case]. It has somewhat less width than the not

dissimilar Baskerville face, and has slightly less

colour and more sharpness in serif treatment.

The face adapts itself well to varying surfaces

of paper and degrees of inking.

11 PT. ON 12.PT.



THE ADVANTAGES OF PRINTING

FROM TYPE

“Economy alone would be sufficient reason for printing books direct

from type and moulding, if necessary, after the first 3,000-or 5,000;
but over and above the saving, you must not forget that type-
printing has a look about it that can’t be imitated in plates. That

counts too.”

The speaker is Mr. Walter Lewis, controller of one of the most influential book

printing houses in England, a house which is also one of the two most renowned

University Presses in the world. Before becoming Printer to Cambridge University
Mr. Lewis had spent several years with the great book house of Ballantyne. Learned

authors and new apprentices alike recognize in Mr. Lewis a man of unusually wide

technical experience. His answer to a technical question comes with authority. We

asked Mr. Lewis if there is any point in plating the average book.

“In the first place,’”’replied Mr. Lewis, “the first printing of a book seldom runs

to more than 5,000, and 2,000 is a safer number for the ordinary run of novels and

general literature. Now there is no point in treating the majority of books as if they
were all going to have a huge sale. The thing is to be ready for a long run of reprints
if it comes—but not to take it for granted. And that means, take moulds after the

first printing.
“Moulds—not electro plates, for you have no reason to spend six times more per

square inch for electros and then destroy your wax impression in making the plate.
_

Unless you have gone to the extra expense of making a master plate (from which

you will never print) you must re-set when the plate is worn out—or go to great
expense in keeping formes standing. From a stereo mould you can cast more than

once.

“In book printing in this country it is customary to print from the type and to

mould after printing. With ‘Monotype’ if your metal is of good standard, say
70—20—10* there is no difficulty in getting good moulds after 5,000 copies have

been printed with careful make-ready from the type. Ifa larger first and succeeding
* Percentages of lead, antimony and tin respectively. Tin is the toughening element.

13
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THE MONOTYPE RECORDER

editions are anticipated it is advisable to take moulds first and then to print the former

from type till they show signs of wear, when plates can be cast from existing moulds

for further editions. To plate before printing, especially electro plate, is to my mind

uneconomical. Then again plate work can never give the same result, the same value

to the type. It lacks the ‘bite’ of type printing. In any process of plate making, either

stereo or electro, there must of a necessity be some slight thickening of the type
which destroys the effect desired by the designer.

“One advantage of stereotyping over electrotyping is that one can take a fresh§ ype yping .
set of plates from existing moulds should the first set show signs of wear. Again a

crown 8vo children’s book set, say, in 18 point, can be set at a cheaper price than

the cost of an electro, so why plate?
“T have in mind one book of which a large edition was expected where we moulded before

printing. We printed 70,000 from type before finding it necessary to cast plates from the new

moulds, and that 70,000 consisted of four separate reprints—a very different thing to printing
70,000 off one make-ready. With careful choice of type and paper I see no reason why 120,000

or more could not be printed from ‘Monotype’ metal of a standard which I have mentioned.

So why take plates?
“Tt may be argued that plate printing on ‘Art’ Rudyard Kipling, had so swiftly caught and so long

paper is as good as type printing. That is possibly held the public’s fancy that one reprint after another

true as with the sympathetic nature of ‘Art’paper
Was demanded from Messrs. R. & R. Clark, and how

less impression and ink is required, but I am
well the original type setting looked after its 110,000

speaking for the book printers’ point of view TPressions. “That,”agreed Mr.Lewis, “is an ex-

: . ceptional case which reflects credit’ on all concerned.
whose general run of paper is from Bulky Antique ae Raed

i
ie But it is true that the tendency in this country, where

Woves, M.F. printing to Super-Calendered and

rah f
iting

f
... practically all the good book work is ‘Monotype’

ug these types 8 papers
OD eee set, is to get all one can out of the original type. I can

every way desirable.” remember when it was considered phenomenal to

We told our visitor how “Thy Servant a Dog’’, by _ print 65,000 copies of a periodical direct from type.” -

BELL 341: ABCDEFGHIJKLMNOP
abcdefghiklmnopqrstuvwxyz abcdefghykl

1234567890?()_] (hh)2/123456789089
Above, 30 pt. This is 24 point IKLMN&QRPQRS

4
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EXPERIMENTAL APPLICATION OF A

NOMENCLATURE FOR LETTER FORMS

By JoszpH THorRP

IL

This issue of the MonotypeRecorder, being devoted to the description
and illustration of various book types, offers an occasion for a tenta-

tive interim applicationof the nomenclature adumbrated in previous
issues—in lieu of further theorising. The characteristic distinguishing
letters of Aldine Bembo, Bell,Centaur (with Arrighi)Baskerville,and

Fournier are described on pp. 11, 12, 20 and 27 of this number. Four

other faces are described in the following section.

The nomenclature will, I think, be found in practice to allow

in many instances brief and explicit, as against long and circum-

locutory descriptions, and certainly the use of explicit terms

does help one to memorise the distinguishingletters of a given

type. It will allow of much more elaborate descriptions of any

particular letter, or of the generalcharacteristics of a family of

letters than I have here attempted.Here I have dealt only with

details and differences which can be appreciatedby the naked

eye in type of small sizes—say from 14 pt. downwards. Where

the magnifyingglassis used, or where large sizes are under dis-

cussion, many refinements of differentiation (e.g. the structure

of lower-case serifs) could be successfullyspecified;and for

professionals—type“designers,_letter-carvers, sign-writers,
bibliographers—thisshould be useful.

No doubt the attempt to secure brevity may have left in the

terms certain obscurities to be made clear by context. For

instance I have described the Baskerville Roman cap. O as

“Round: axis vertical.” There are obviously in theory an

infinite or indefinite number of axes in a circle. But I think

15

“axis vertical” for Baskerville O and “axis

back-tilted” for Bembo O are, if not strictly
accurate, sufficiently intelligible in the con-

text, and give a readier picture to the mind

than the originally suggested terms of “hori-

zontal stress” and “biassed stress”. One uses

“axis” in fact in the sense of a line dividing a

figure into two symmetrical parts, and of the

two lines which fulfil that definition the axis

that is vertical, or nearly vertical, is obviously
the one indicated.

The ready mental picture is important if

the nomenclature is to be of use in conver-

sation or lecture, in letter or printed text;

especiallyin the absence of any model of the

letter described.

In the appendices to sections referred to

and the descriptions on the following pages,

the asterisks denote speciallycharacteristic,

sometimes unique, formations.

Readers would render a service by point-

ing out obscurities or illogicalities, and/or
suggesting clearer terms and sending them to

the writer c/o The Monotype Corporation.

“MONOTYPE”FOURNIER, 24, 18, 14, 12 AND IO PT.



THE MONOTYPE RECORDER

I, PLANTIN, rio. See p. 23 (2)
Cut by “Monotype” in 1914 after prints supplied by the Musée Plantin, Antwerp,

of types used by Christopher Plantin, 1561.

QUICK BROWN FOX JUMPS OVER THE LAZY DOG; quick brown
fox jumps over the lazy dog.

QUICK BROWN FOX JUMPS OVER THE LAZY DOG; quick brown .

fox jumps over the lazy dog.

Characteristic Letters:

PACA

ONPoy
Roman:

H heavy weight, slightly condensed: thick-line full-bracketed serifs.

O slightly condensed, axis slightly sloped back.

*P unclosed bowl.

A main stem overlaps, horizontal-sheared apex.
* C splayed vertical-sheared arm-terminals.

h head-serifs heavy, short, straight-bracketed, uncupped.
*

a square-sheared head.

j short pointed foot (similar to Centaur, Fournier and Garamond).
Note disposition of thickest part of curve of bowl, low in ced g,

high in b p.

Ltalic:

H normal slope and condensing.
O normal slope and condensing.

*

QOvery flat scythe-form tail.
* N second stem overlaps at foot of third.

h very slightly sloped unbracketed serifs.
*

vy heads of stems almost meet.

*
y almost horizontal tail and apparently extra-long first stem.

16



NOMENCLATURE FOR LETTER FORMS

Il. GARAMOND, 156. See p. 24 (4)

Designed by Jean Jannon, Sedan, 1621. Cut by “Monotype” in 1922. (Seep. 2.)

QUICK BROWN FOX JUMPS OVER THE LAZY DOG; quick brown

fox jumps over the lazy dog.

QUICK BROWN FOX JUMPS OVER THE LAZY DOG; quickbrown fox
jumps over the laxy dog(z 9). AS awit F 1234567890

Characteristic Letters: TD G:maze:q AAV20 OG Drege RW%

Roman: H medium line, very fine-bracketed serif, slightly cupped.
O round: vertical axis.

*T left arm-serif points outwards, right arm-serif is vertical.

*D the curve of the bowl springs slightly upward from head of stem.

*G splayed sheared terminal to upper arm; long inside serif to lower arm

terminal.

*m note deep cupped head of first stem (as also r).
a natrow, with very small bowl and long terminal to head.

z sputted upper arm.

e vety shallow loop.

*q note long pointed head of the stem (unique).

Italic: A exceptionally wide, main stem vettical.

V exceptionally wide, main stem vertical.

Q scythe-form tail with loop.
CGD note characteristic flattened curve at top of C and G and bottom of D.

¢ exceptionallynarrow.

g vety nattow bowl, triangular loop.

*» long, almost horizontal, introductory stroke to bowl.

*& long loop (long axis almost horizontal), and tail turned back on itself

with ball terminal.

*y first and third stems much hollowed.

*x long descending tail turned back on itself (cf. &).
17



THE MONOTYPE RECORDER

Ill. PERPETUA Roman and FELICITY italic, 239. See Pp. 25 (6)

Cut by “Monotype” after designsby Eric Gill in 1932.

QUICK BROWN FOX JUMPS OVER THE LAZY DOG; quick brown fox jumps over the

lazy dog.

QUICK BROWN FOX JUMPS OVER THE LAZY DOG; quickbrownfox jumps over the lazy dog.
Qu Qugy UU 1234567890

The brilliance. ofPerpetua is due to the relative fineness of its hair lines. Though highly indi-

vidual it has not, because of the very consistency and logicalharmonyof the design,and its classic

simplicity, many outstandingletter forms. The consistency is particularly shown in the general
correspondence of the forms of the curves of the feet of J j Jj t, the head of a and the tail of Q;
and, again, of the barbed terminals of C GS and c.

In the Italic (Felicity) too there is a general and characteristic correspondence in the angular
junctions of the stems and the upper curve of the bowls in a d g q and of the stems and lower

curve of the bowls in b p.

Characteristic Letters: ES: acfr

The lower case letters extend above the cap line.

Roman: H hair-line, full-bracketed, horizontal serifs.

O round; axis vertical.

** E three arms equal.
S flattened arms.

h horizontal, hair-line full bracketed serifs (cf. Bell).
** a pothooked head.

*
¢ barbed terminal to upper arm.

f head terminal widely splayed and sheared along line which meets the end of the

cross-stroke,

r note unusual little flourish upstroke at end of lug.
Note alternative U U and yy.

Italic: * BD PR note rising grace stroke to heads.

h fine-line, sloped, fine-bracketed serifs.

*
pq note upturned feet.

*
g full x-height bowl, long straight stem, and large closed link.

Note alternative y y.

18



NOMENCLATURE FOR LETTER FORMS

IV. POLIPHILUS Roman, 170, and BLADO Italic, 119. See p. 25 (5)

Cut by“Monotype”’in 1923 from sheets of the originalHypnerotomachiaPoliphili,Venice, Aldus,

1499. The Blado italic cut in the same year from patterns taken from works printed by
Antonio Blado, Rome, 1520.

QUICK BROWN FOX JUMPS OVER THE LAZY DOG; quick brown fox

jumps over the lazy dog RY QUQu wf TRAX 1234567890

QUICK BROWN FOX JUMPS OVER THE LAZY DOG; quickbrownfox jumps
over the lazy dog YQUEfLG SI a E 1234567890

Characteristic Letters: QC G:aeqs EJK:QCG:hogy

Roman: H wide; medium line, slightlycupped, light-bracketedserifs.

O full round; vertical axis.

*Q straightvertical-sheared tail.

* C unique straightupward sloping terminal to lower arm.

**G flattened lower arm; with unusually short vertical stroke to the terminal with its

setif diminished inside extended outside and small spur continuing line of the arm.

x x-height relativelysmall.

h very short “clumpy” head-serif.

*a narrow; very small bow1; blunt pointed head.

**e very narrow; very small loop.

**q foot serif on left of stem only.
**

s unusual unserifed and unsplayedterminal to lower arm.

Italic: | H slopeonly about 12°. O wide. J long flat foot (like Bembo J).

E Three nearlyequal arms. *K tail descends slightlybelow line.

QCG follow the Roman closelyexcept that the terminal of lower arm of C is spurred.

**} head serif short, sloped and relativelyheavy, the second stem is unusuallypointedat

the top.

0 bowl (and in b dp q) narrow and almost pointed at head and foot.

*¢ very narrow bowl, triangularloop, small blunt ear.

*y horizontal tail serif (as in Bembo y, but with straightersecond stem).

19



BRUCE ROGERS WORK IN ENGLAND

The most famous American book designer, Mr.

Bruce Rocers, was the first contemporary typo-

grapherto have the honour of being the subject of a
paper read before the BibliographicalSociety, and

this recognition (by Mr. A. W. Pollard) made his

work at the Riverside Press familiar to all English
book collectors. In1916 Mr. Rogers came to Eng-
land and for several years supervisedthe typography
of the CambridgeUniversity Press. Some charminglittle books from this period are prizedby ““B.R.”’

collectors.

And it was ona later visit, made with the purpose
of supervising the re-cutting (with certain improve-
ments) of his Centaur type at the works of the

Monotype Corporation Lrp, that Mr. Rogers
began and carried out two of his most important
books. The first of these, a translation by T. E.

Lawrence of. The Odyssey,was produced by Mr.

Rogers and Mr. Emery Walker in 16-pt. Centaur,
with head-piecesdrawn by Mr. Rogers.

The second monumental book is the Oxford

Bible in Centaur, which is now in progress. When

the technical problems of its large double column

page are realized, ic will be seen that few more

searching tests have ever been made of the full

esthetic possibilitiesof the “‘Monotype”’

14 PT.

CHARACTERISTICS OF SERIES 252

“MONOTYPE” CENTAUR & ARRICHI

* Ke

JOT*GBgeyy
O axis sloped notably backwards.

J short angular foot, small bulb terminal.

T both atm serifs spurred and slopedto left.

g note sharp angle of link, blunt-sheared lug.

e narrow, with upward sloping bar.

y tail-end splayedand horizontal-sheared.

j short angular foot with unique curved toe.

cf. Garamond g: Fournierie

QGTIPag*tovw
Q bowl unclosed.

T,L, P, notable extension offoot serifsto rightof thestems.

g very longlink, no lug.

o angularform, almost pointedhead andfoot.

FACTS ABOUT CENTAUR

CENTAUR was first cut in 1914 to the designs of Mr.

Bruce Rogers by Robert Wiebking, of Chicago. The

basis for the design is the roman letter used in 1470 by
Nicolas Jenson. Mr. Rogers drew witha broad pen over

enlarged photographs of these letters, thus capturing
the spirit of a noble type while avoiding some of the

intrinsicallyawkward features of Jenson’s fount. The

complete fount (14 point) was first used in a book in

1916: a translation of Maurice Guérin’s The Centaur,

privately printed by Mr. Rogers.
When the MoNoTyPE CORPORATION was entrusted

with the task of re-cutting this face and thus putting it

at the disposalof all publishers, Mr. Rogers took the

opportunity of altering several of the characters, so that

the ““Monotype”’version, after many trial cuttings, is

the finallyperfected form of Centaur preferred by the

designer to his first privately-ownedfount.

At this time (1928-30) an italic, drawn by Mr.

Frederic Warde after the “‘chancery’’type of Ludovico

degliArrighi,was cut to accompany Centaur.

Centaur and Arrighi are ‘‘Monotype’’Series 252 ; the

face has long descenders, thus obviating extra leading.
but the relativelysmall x-height means that the 12 pt,

(shown here) is apparentlyno larger than 11-pt. Basker-

ville on a 12-pt. body. An extremelyeffective lower-case

roman for largerdisplay (24 to 72 pt.).

12 PT. ON 13



TYPE DESIGN: A LIVING ART

HE Twentieth Century has producedits own fine

type designs. In England,Mr. Bric Gill’s work

for the Monotype Corporationhas given us the delicate

but incisive Perpetua”roman and italic, as well as the

one sans-serif face which can be described as a normal

“serif-less roman’’. Holland has produced,in Mr. Jan
van Krimpen’sLutetia, a very important book face with one of the most

charmingitalics ever cut (seep. 26).
From America we have had the widely-usefuldesignsof Mr. F. W.

Goudy, Art Director of the independentbut allied Lanston Monotype
Machine Co., of Philadelphia;and the greatest American book designer,
Mr. Bruce Rogers, has enriched the modern printer’srepertory with the

noble CENTAUR type shown on this and the oppositepage.

CuriouslyenoughCentaur is almost the only “privatepress’’type that

has been received into the canon of modern type design.So famous did this

type become, and so many were the offers made to Mr. Rogers for the right
to reproduceit, that it may be considered a great complimentto British

letter-cutting that the designershould offer this face to the Monotype

CorporationLtd., and come to Englandspeciallyto supervisethe cutting
and revision of the punches.

_

Those who would discover national or temporalcharacteristics in new

type designsmay have a case where ephemeralpublicityfaces are concerned;

but a reallygoodbook face is one which was, is, and will be a good book

face wherever—and as longas—books are read.

*
Perpetua is shown on pp. 18 and 25. The remarkablylegibleGill Sans-Serif appears on p. 3 of our cover.
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THREE ANNIVERSARIES

‘Twentyyears ago the “Imprint”beganits short but influential

career. Its appearance marked the transference of interest, on

the partof British lovers of fine pmnting,from the “hand-made

book” of private(limitededition)presses to the wider field of

what 1scalled “commercial”, 1.e.,economicallyjustified,printing.
Ten years ago the “Fleuron” first appeared.Its seven

superb volumes contain a wealth of typographicalresearch

and constructive criticism of book and type design,and the

wide practicalinfluence of its policyis onlynow fullyapparent.

This yearthe Nonesuch Press can celebrate its decennial

year of publishingfine books “for collectors who also like to

read’, and who, incidentally,like to buy beautiful books at the

low pricespossiblewith mechanical composition.*
A historyof the “Monotype”programme which made pos-

sible these and other forward steps,1sgiven in the following
“Pagesof TypographicHistory”.

*All but a few of the Nonesuch books are machine-set; all but one of these are ‘‘Monotype’’-set.
22
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CHARACTERISTICS OF SERIES 169
“MONOTYPE” BASKERVILLE

(As another Baskerville has recentlyappeared,it may

be noted for quick identification that the italics of
Series 169 have normal kerns)

JTECQQ ey ace

J long flattened foot turned up with ball

terminal.

j relatively shorter flattened foot, pear
terminal.

E bottom arm notably projects.

g unclosed loop. Q scythe-tailed; or Q

Agjpw
A main stem vertical, pointed apex.

g unclosed loop. j pothooked head.

p long grace stroke to stem.

Italic H slopeof stem 15°. Non-lining figs.

“MONOTYPE FOURNIER

Fournier, like Baskerville, is a face cut during the eighteenth

century, and a design which simplifies many features of

old-face without attempting the sharpness of cut of the

Didot-Bodoni school. Yet a great difference will be noted

between the two faces. For one thing, the condensation of

Fournier is such that a page of this area in 11 pt. on 12 will

contain 28 more words than the same page in Baskerville.

A comparison of the two faces in twelve point
A comparison of the two faces in twelve point

Prerre Simon Fournier cut this face in 1745. He was

the author of a famous Manuel Typographique, and his

activities included experiments with music type-cutting,
efforts to establish a universal point system, and researches

into the history of type-cutting.
This jaunty and distinguished roman and italic has been

justly popular amongst publishers in England and Ger-

many since its re-cutting, from original impressions, by the

Monotype Corporation Lrp in 1925. Fournier is one of

the faces exclusive to the “Monotype,” and has recently had

distinguished use in America. In Germany, also, it has been

chosen for a number of important books.

A book of specimen pages in all available sizes of

“Monotype” Fournier (8-14 composition, 14-36 display)
is now in active preparation.

TE PY.

“MONOTYPE” BASKERVILLE

Joun BaskerviL_e, of Birmingham, was a writing-
master and inscription-cutter whose experiments
with the printed book were of profound typo-

graphical importance. While Caslon had been

strongly influenced by the Dutch letter so generally
imported into England before 1721, Baskerville

broke with tradition and reflected in his type the

rounder, more sharply cut, letter that we admire

to-day on XVIII-century stone inscriptions. Like

Fournier’s letter, Baskervilles may be called

“transitional”, as it foreshadows the “modern”

cut and eliminates certain wayward elements of

the older italics, without seeming rigid.
Baskerville’s first book (for which a specially

smooth-surfaced paper had been contrived) was

printed in the new type, on an improved form of

press, with a new and improved ink, in 1751. The

type did not come into commercial use in England,
and so the most “English” of all type faces had to

lie latent for a century and a half until the Mono-

TYPE CoRPORATION Lp. re-cut it in 1925, not as

a “period piece,” but as the best wide type for

modern book-work. Since that day “Monotype”
Baskerville has retained its rightful supremacy in

English book printing.*

* For several years “Monotype” Baskerville has been the face most often

used in the “50 Books of the Year” in Great Britain. 6 to 24-pt. comp.;

14 to 72-pt. display.

12 PT.

CHARACTERISTICS OF SERIES 185

“MONOTYPE” FOURNIER

BAR« b¥at*® j:
t flat foot. b turned-up foot.

B upper and lower bowls same size.

R double curved tail.

& 7%
g long axis of the loop sloped notably up to the

right. z: alternative z.

Italic H slope of stem 20°. Non-lining figs.



THE MONOTYPE RECORDER

I-A FEW “MONOTYPE” FACES SHOWING GRADATIONS OF “WEIGHT”

This is a “Monotype” face in 12 point roman and Italic Composition FOURNIER 185
This is a “Monotype” face in 12 point roman and Italic Composition CENTAUR 252
This is a “Monotype” face in 12 point roman andItalicComposition““monotypx”CASLON 128

This is a “Monotype” face in 12 point roman —and Italic Composition GARAMOND 156
This is a “Monotype” face in 12 point roman and Italic Composition BELL. 341

This is a “Monotype” face in 13 point roman and Italic Composition PERPETUA 239

This is a “Monotype” face in 12 point roman
~

and Italic Composition = ALDINE BEMBO 270

This is a “Monotype” face in 12 point roman and Italic Composition BASKERVILLE 169
This is a “Monotype” face in 12 point roman and Italic Composition scorcu ROMAN 137

This is a “Monotype” face in 12 point roman and Italic Composition IMPRINT OLD FACE 101

This is a “Monotype”face in 12 point roman and Italic Composition POLIPHILUS 170

This is a “Monotype” face in 12 point roman and Italic Composition LIGHT PLANTIN 113
This is a “Monotype” face in 12 point roman and Italic Composition BODONI 135

This is a “Monotype” face in 12 point roman and Italic Composition GOUDY MODERN 249
This is a “Monotype” face in 12 point roman and Italic Composition PLANTIN IIO

This is a “Monotype” face in 12 point roman and Italic Composition VERONESE 59

II—-THE SAME FACES (12 PT.) SHOWING RELATIVE LETTER WIDTH

ABCDEFGHIJKMabcdefghijklmn GOUDY MODERN
| ABCDEFGHI}Kabedefghijhlmn

ABCDEFGHIJK Mabcdefghijklmn ALDINE BEMBO
_ ABCDEFGHI]Kabcdefghijklmn

ABCDEFGHIJKMabcdefghijklmn CENTAUR ABCDEFGHI] Kabcdefghijklmn
ABCDEFGHIJKMabcdefghijklmn FOURNIER ABCDEFGHI] Kabcdefghijkimn
ABCDEFGHIJKMabcdefghijklmnPERPETUA(13 pt.) ABCDEFGHI]Kabcdefghijklmn
ABCDEFGHIJKMabcdefghijkimnpoLipHiLus & BLADO ABCDEFGHI]Kabcdefghijklmn
ABCDEFGHIJKMabcdefghijklmnGARAMOND ABCDEFGHI]Kabedefghijklnn
ABCDEFGHIJKMabcdefghijklmnBELL ABCDEFG H1JKabedefghijkimn
ABCDEFGHIJK Mabcdefghijklmn “monoryps” caston  ABCDEFGHI}Kabcdefghijklmn
ABCDEFGHIJK Mabcdefghijklmn, BODONI ABCDEFGHI J Kabcdefghijklmn
ABCDEFGHIJKMabcdefghijklmn IMPRINT ABCDEFGHI}Kabcdefghijkimn
ABCDEFGHIJKMabcdefghijkimn PLANTIN ABCDEFGHI¥Kabcdefghijkimn
ABCDEFGHIJKMabcdefghijklmnPLANTIN LIGHT ABCDEFGHI7Kabcdefghijkimn
ABCDEFGHIJKMabcdefghijklmn BASKERVILLE ABCDEFGHIF Kabcdefghijklmn
ABCDEFGHI)KMabcdefghijklmn | VERONESE ABCDEFGHI] Kabcdefghijklmn
ABCDEFGHIJKMabcdefghijklmn scorcu 187 4BCDEFGHIJKabcdefghijklmn

28



“MONOTYPE” FACES

This is how PLANTIN, 110, looks on

coated paper. Italic. Note that the stoutly
bracketed serifs and rich colour of the face

prevent the “spindly” look which is given to

some of the finest old-face characters when

they are printed with the light impression
necessary for the proper printing of half-tones. The

sturdy designandrelative boldness of Plantin, coupled
with the extreme openness of the counters, makes this

type suitable above any other text-face for printing on

coarse news paper, coated paper, etc., and for offset

reproduction. This shows the highly legible 6-point of Plantin 110.

SERIES IIO, 12, IO AND 6 PT.

This is “Monotype” SCOTCH ROMAN

Series 187, a design originated at the

beginning of the nineteenth century. It

was designed for use on smooth-surfaced,
but not coated, paper.

This is “Monotype”POLIPHILUS, with its

accompanyingitalic BLADO, Series 170 and 119.

As Poliphilus reproducesthe appearance of types

pressed into damp paper, it is legible but not

“right” on coated paper.

This is “Monotype” Bembo, Series No. 270

This is ‘Monotype’ Centaur, Series No. 252vi

This is “Monotype” Goudy Modern, Series 249

This is the “Monotype” Baskerville face,
Series No. 169. John Baskerville was the

first to create a smooth-finished paper.

29

ON COATED PAPER

“MONOTYPE” BODONI, shown here, is

at its best on coated or calendered paper
for another reason. It could not have been

cut with this sharpness of serif, as it was

cut in 1812 by Boponi of Parma, had not

the paper surface familiar to Caslon and
his predecessors been altered and made more smooth.

Bodoni is a design which, ceteris paribus, is particu-
larly durable for very long runs. The high proportion
of antimony in normal “Monotype” metal secures

the full brilliance and sharpness of corner and hair-

line which distinguish this face, and ‘‘Monotype’’
extra tin-content makes the type tough.
Serres 135, 12 anp 10 pr.

THIS is an interesting demonstration of the

superior printing quality of “Monotype”
101, IMPRINT, over the old-face letter
from which it was derived. Note the greater
x-height of the Imprint design, and the

slight increase of weight. This setting should
be compared with pp. 25 and 26, parts 1 in
each case, for the behaviour of each face on

antique and coated paper respectively.

THIS is “Monotype” Caslon, a faithful re-

productionofthe first roman and italic designed
by William Caslon in 1742, for use on hand-

made paper. Compare with Imprint, above.

This is “Monotype” Perpetua, Series No. 239

The fine, sharp serifs automatically thicken on

soft surfaced paper. A remarkably adaptable
face, for this reason.

This is the “Monotype’’ Bell face, Series

341, which has somewhat more stress and

is slightly more condensed than Baskerville.



CONTEMPORARY TYPOGRAPHERS wuo

STANLEY MORISON

Mr. Eric Grxt, whose self-portrait (reduced from a wood-block

in the possession of Mr. Douglas Cleverdon) is shown on the

right, was internationally famous as a carver of inscriptional
lettering before he became even better known asa sculptor and

wood engraver. He has been retained as a type-designer to the

JOSEPH THORP

HAVE ACTED AS ADVISORS TO THE MONOTYPE

CORPORATION DURING THE FORMATION OF ITS BOOK REPERTORY

Mr. Stantey Morison, whose portrait by Sir William Rothen-

stein is shown at the left, has advised the Corporation since 1922

on the choice of historic, and the commission of modern, type

designs. Editor of The Fleuron, 1926-30, author Four Centuries of
Fine Printing, TypeDesignsof the Past and Present, The EnglishNews-

paper, and many other books. As a typographer, has exercised a

far-reaching influence on the

style of the English book. His

co] researches in calligraphyin-

un augurated the present practice

of the “chancery”cursive hand.

Corporation since 1927. Mr. Gill is

the author of many books and essays on

art in its relation to life, and has re-

cently started a private press with his

son-in-law, Mr. René Hague. ERLE GTEL

Mr. Bruce Rocers’ work in co-operation with the Monotype Corpora-
tion is mentioned on page 20. He is the most eminent of the modern

type designers—othersare Mr. JAN vAN KrimpeENn and Dr. Hans Mar-

DERSTEIG who have come to England to supervise the cutting of faces

for the “Monotype”.Mr. F. W. Goupy, Art Director ofthe independent
Lanston Monotype Machine Company, has in that capacity designed
several celebrated faces that are available on the English“Monotype”.
Mr. Josep TuHorp has written valuable articles for the MonotyrE

RECORDER on the standardization of the nomenclature of letter-forms.

He is the author of that pioneer text-book, Printing for Business.

It would be impossible to give adequate mention on this page of even the

most famous printers, publishers and others whose constructive

criticism and generous co-operation has forwarded the “Monotype” pro-

gramme of typographic reform and incurred our perpetual gratitude.
30



Tae MONOTYPE CORPORATION LIMITED

43 Fetter Lane, London, E.C.4

Telephone: Central 8551-5

Representatives of The Monotype Corporation stand ready at any time to advise on methods of increasing output, special

operations, etc., of the “Monotype” and its supplies, and to furnish specimens, trial settings and advice on new type faces

Bristol

Birmingham

Glasgow
Manchester

Dublin

China

India

South Africa

Australia
“

New Zealand

France

Germany

Holland

Switzerland

Belgium and

Luxembourg

Czechoslovakia

Esthonia, Latvia

and Finland

Greece

Hungary

‘Italy

Norway

Poland

Roumania

BRANCHES

West India House, 54 Baldwin Street. Bristol 24452

King’s Court, 115 Colmore Row. Central 1205

Castle Chambers, 55 West Regent Street, C.2. Douglas 3934

6 St. Ann’s Passage. Blackfriars 4880

39 Lower Ormond Quay. Dublin 44667

OVERSEAS BRANCHES

The Monotype Corporation Ltd., 17 The Bund, Shanghai

The Monotype Corporation Ltd., 27/5 Waterloo Street, Calcutta;

P.O. Box 305, Bombay; P.O. Box 336, Mount Road, Madras

Monotype Machinery (S.A.) Ltd., Kodak House, Shortmarket and

Loop Streets, P.O. Box 1680, Cape Town

117 Birrell Street, Waverley, Sydney, N.S.W. (G. S. Inman)

210 Madras Street, Christchurch. (C. J. Morrison)

CONTINENTAL ADDRESSES

Société Anonyme Monotype, 85 Rue Denfert-Rochereau, Paris (XIV°)

Setzmaschinen-Fabrik Monotype G.m.b.H., Kreuzbergstrasse 30,

Berlin SW61

The Monotype Corporation Ltd., 142 Keizersgracht, Amsterdam

The Monotype Corporation Ltd., 63a Nauenstrasse, Basel

Th. Deleau, 28 Rue Archiméde, Bruxelles (Belgium)

Ing. Robert Jockel, Kostelni ul. 10, Prag Vil

Kirjateollisuusasioimisto Osakeyhtié, Kalevankatu 13, Helsingfors

(Finland)
K. Trimeri, 169 Asklipiou, Athenes

Nador Lajos, Futo-Utca 27, Budapest
:

Silvio Massini, Via Due Macelli 6, Roma

Olaf Gulowsen A/S, Akersgaten 49, Oslo

_Interprint Bronislaw S. Szczepski, ul. Szpitalna 12, Warszawa

Henry and Emanuel Frankel, Strada Smardan 4, Bukarest |

We beg to remind our friends and the Trade generally that the word “Monotype” is our Registered Trade Mark and

indicates (in this country) that the goods to which it is applied are of our manufacture or merchandise. Customers are

requested to see that all keyboards, casters, accessories, paper, and other goods of the kind supplied by us, bear the

Registered Trade Mark in guarantee that these are genuine



THE INSIDE COVERS ARE SET IN ERIC GILL’S SANS-SERIF, 262 & 362
THE TITLE PAGE IS IN “MONOTYPE” PERPETUA [SEE P: 18]

PERPETUA TITLING [“MONOTYPE” 258] IS USED ON P. 2

SPECIMENS SHOWING THE FULL RANGE (COMPOSITION 6-24 PT., DISPLAY TO 72 PT.)

OF ANY “MONOTYPE” FACE

MAY BE OBTAINED BY PRINTERS AND PUBLISHERS

SET AND PRINTED IN ENGLAND

BY

THE MONOTYPE CORPORATION LIMITED

43 FETTER LANE

LONDON


