


This number of the Monotype Recorder is sel o Monotype
Joauna, Scries 47%, and canstitutes the [irst showing of the series.
The text and sravure illustrations have been printed by Sun
Printers [rd , Warford and London; the cover has been printed
by photo-lithugraphy by Balding and Mansell Ltd., Wisbech.
The line plates were made by W. (. Priggs Ttd., using the
powderless etching process.

IHstralions on the cover pages:

Frent: Part of a drawing for Gill Sans C D G O Q dated 20.12.32.
The original is in pencil and colour wash on graph paper
and measures 117 wide by 145" high

Beck: Templaie for 12" letters made for King's College inscrip-

tion. 191¢. Original in penwil and red chalk on cream
varlridge paper.
Inside Eric Gill's drawir]g for Gill Sans italic lower-case, slighﬂ}’
buck: reduced. (From the original in The Menolype Carpara
tion's Type Drawing Ollice.)

May we remind our friends and che trade generally that the word
Muonotype' is our Registered Trade Mark and indicates that the
goods to which it is applied are of our manufacture or merchandise,
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ERIC GILL: MASTER OF LETTERING

[: THE MAN AS WE KNEW HIM

YP#IGHTEEN into thirty-five won't go. The people who were under
E twenty in 1940, the year of Eric Gill's death, will never have the

right answer to the question, “Did you ever meet him?” They can
never even fully realize how much that question asks. To have met and
spoken with Eric Gill, or even to have caught a glimpse of that bearded
figure striding up Fetter Lane in his leather-belted work-frock, is not an
cxperience that anyone is likely to have forgotten: but it is not easy to
convey the quality of that encounter. It cannot be done by saying what
he was “like”. It was by what he seemed un-like, that one could measure
the depth of the impression that he made
on those who knew him in life.

In manner and garb he was unlike anything that

one would have expected to sec in the City of

London two hundred years after Mrs, Watt's tea-
kettle blew off its lid. But where Gill capped and
crowned his own unexpectedness was by making it
clear at first glance that he was as far removed from
mental likeness to any crank as be was from sar-
torial likeness to any bowler-hatted business man.

Witness to that fact can corne most convincingly
from the recollections of those who were serving
The Monotype Corperation in relatively humble
capacities in 1927, when Gill, already a renowned
sculptor, first visited Fetter Lane to discuss with his
friend Stanley Morison the possibilitics of a new
sahs-serif type face. A mechanical engineer says:
“What surprises me most when T look back to that
first impression of him is just the fact that there
didn't seem to be anything ‘peeuliar’ about the man.
You'd never have put him down as a famous Artist.
You'd sooner have said he was a good mechanic—
or anyway some good workman who knew his
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wasn't a bit what I'd expected. Somehow he didn't look
at all like a celchrity, There was nothing stand-offish
about him”, On minds well acoustomed to spotting 1m-
conventionality, the man's costume had left no more
than 2 vague impression of comforiable appropriateness.

Such naive reports may be of some value to those
whase notion of the living man has been built only upon
inferences from his writings — which were profoundly
revolutionary — and from a study of his work as a sculp-
tor: work which in its way was no less revolutionary, in
that it rejected the whole modern convention of building
up the image by plastic modelling and reverted 1o that
direct attack upon the stone which is implied in the very
word “sculpture”. To ane of us, Gill merrily described
that process as “graduall}' chipping away what doesn't
belong to whatever's waiting to be revealed inside the
black of stone or log of wood”. The very first miscon-
ception that would have to be chipped away from the
image of the man himself, would be any notion that he
must have scemed odd or eccentric, coming with such
ideas and in such a costume inro the staid City of Tondon.
The very opposite was the case. What is first remembered
of him there is the euriously “commonsensical” twinkle
in the alert grey eyes behind their thick-rimmed glasses.
Laughter-lines were etched at the corners of those eyes:
the light, marer-of-fact voive dropped memorable,
hamely phrases over Lhe edge of 2 chockle. He had that
one quality by which the sane man is most surely dis-
tingnished from any sort of crank, namely Humility —
in the old and vigorous sense of the ward. Once that
fact is established, il is casicr to get down to the nature
of Fric Gill's profound and refreshing “unlikeness” to
anyone whe could have heen ticketed and pigeon-holed
as he came past Temple Bar,

Gill's beard, though not of patriarchal amplitude, was
long and thick enough to obscure that region ar the hase
of the neck to which the modern Englishman looks for
information, at twenly vards disance, as 1o a stranger’s
afliliations; in other words, to what “bunch” he has
tricd to “tie’” himself, The interesting thing, however, was
that ane’s glance never travelled dovwnwards from that
point to the homespun timic and golf-stockings; it was
drawan straight up o the man’s quizzical, penetrating, -
forgetta Ble eyes. It was there that one found the reason why
Gill could never be sarted into any recognizable “bunch’,
whether of the scap-hox or of the studic. It ray be that
our own under-lwenties, whose imaginations have been
strecched by science fiction, could best say what the look
in his eyes was most nearly like.

Irnagine a man who has landed on another planct: ene
to which a section of the human race was rocketed-off,

sarme generations ago, in a frantic and foredoowed effort
to colomize an unsuitable globe. Bur say thar the cxiles
have temperarily contrived, by a thousand artifices, to
build their civilization entirely on synthetic substitutes
for matural things: so that when the visitor offers them
a way of getring back to Larth, and describes the pleasures
of the home-planet, they only reply smugly: “Ah, but
we've come d long way from all that sort of thing”, The
unconsclous irony of that remark would bring a look of
compassicnate amusement into the puzzled eyes that
were laking in every detail of that quaint and unreal
landscape. Tt was with just such 2 look that Gill mysteri-
ously conveyed to even the most unimaginative of hy-
standers the fact thar he helonged, nol merely to some
different “section” of modern civilization, bur to an
entirely different world,

THE RADICAL REJFCTION

This was literally true: for the word “world” is alder
than Columbus’s sphere and primarily refers to the whole
vast cluster of things-known and things-taken for-grant-
ed that make up a lifetime of human experience. When
we speak of "the world today” we are referring to a
civilization in which nearly all the physical objects
which we still call man-made are, 10 Fcr, made hy
machines with as little puidance from men and women
as still rermains to be eliminated by the experts in auto-
mation, With kis whole heart Gill had dissociated him-
self from such a “world”. What most distinguished him
was that wholehcartedness. All systems of social reform
and all ecneepts of progress stem down to some basic
assucnplion as to the nature of man and his real wants
and needs; and it was on that level that Cill said No to
the world of the Industrial Revolution. As a result he
had got away whele: and it was the wholth, health, of the
man’s personality that had so curiously reassuring an
effect upon those who met him for the fiest lime.

Admittedly every “artist”, in the broad sense of “skilled
hand-maker”, is nowadays morally bound to make some
gesture of dissaciation from an industrialized civilization
which has tossed-aut nine tenths of his tribe as obsolcte —
and is all too ready to lolerate the surviving few as
decorative anarchists, peacocks-in-the-henrun, humnan
anachironisms who for some guaint reason still think it
necessary to make whole objects, one by one, by hand,
From such insulting tolerance, any modern practitionér
of the “fine” arts can be expected Lo turn away and stalk
out on his own feet, in all the ostentation of offended
dignity, But Gill's rejection of industrialism had gone
too deep to Teave him al all content to make 2 mere side-
slip from the heresy of Industry for Money’s Sake into the

I: Tablet cut by Tiric Gill in 1906 From his own tubbing, 15173 304"
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parallel heresy of At for Art's Sake. No wonder “you
couldn’t putr him down as [the conventional image of |
a famous Artist” — complete with the flowing tie of the
Old Schoel of Bohemianism, He could see, as anyone
could, that “the artists” had fallen upon cvil times in
this century of the scientist and technologist. Bul to Gill
that was no matter of merely grieving for a handful of
painters in oil and modellers of clay. To him, all men
ywerse artisrs, poteﬂ.tialljf at least. It was the human race on
which the disaster had fallen; and the last thing he

wanted was to single out, as alone worth rescuing, -

those rarely-ta’ented few whao were already able to camn
a living by the full enjoyment of their creative faculties.
It was Lo the man in the strect, the gitl on the assembly-
line, the bored }-'Outh at the Fun Fair pin-table, that Gill
wanted Lo restore the dignity and responsibility which,
1o him, arosc only out of the opportunity to practise
creative skill under the spur of mmaterial poverty. He
wanted all the sons of Adam to head back to their native
planet: he did not want o see the exceptional genius
rocketing only as far as the rarifed upper-atmosphere,
there to flash as a satellite - remote indeed from the
sordid sphere of the money-makers but kept well in orbit
to it by the gravitational pull of the arr dealers, the art
critics, and the wealthy art collectors.

A stimilar impaticnee with half~measures kept Gill ouwt
of the ranks of militanl socialismn and even broke him
away from the Fabianism of his youth. He could hardly
have heen expected to shed any blood to decide which
“class” should own and exploit the factorics and cinema
palaces and juke-boxes.

This journal is, as they say, “ro place” in which to
discuss the rights and wrongs of Gill's cconomic and
rcligious principles. Il ever 2 man put him self o record
irie Gill did —in his cssays,* in his correspondence,|
and in that vehement sununary ol his inner life and
escapes which he uttered almost literally on his dying
hireath.§ The documents are there, and the literature of
his appraisal is Jarge and still growing.®* What matters
here is that the nature and strength of those convictions
should be known to any student of Gill’s work as a type

spsaays by lirie Gill. Tanden, Jonathan Cape, 1927, for a full lisc of his

published works, see Bialiography.

+Letters of Lric Gill, edited by Weller Shewring. Cape 1047

SAuohingrophy by Fric Gl Cape. Pirst published in December 1540,

the month following his desth afer an operaton for lung cancer, e

book is now in its 12th edition. He descrived it as an "auropsyche

graphy, a record ol iental experience’.

*FRigraphy of Eric Gill by Ivan R Gill. Cassell & Co., Tawielom, 195%, &
recard of all Gric Gill's wrirings and 1llustrations, with a list of major
criticisms of his work and 96 facsiriles of title-pages,

GILL&CHRISTIE

AERGIIL.
H:L:Christie.

Fig. 21 From a drawing 1" 4% dated May 17th, 19o7, and inscribed
in Gill's hund *Neme plete o be eteled in white meal aud leters lilled in
with Blockwax™ and “WN.BE. Na reduciion™.

dezigner. Such study would be useless and misleading
unless it started from the fact that he was a man who
entirely meant what he said and congistently did what
he believed. Ome could disagree with him; in 2 way it
was 2 pleasure Lo do so, for he was the most chivalrous
and armusing of debaters. But one could never suspect
him of cynicism, and there could never be the slightest
doubt of his integrity.

Integrity: it was a word that CGill loved and traced
back to the roots at which it is joined o “integer”,
whole, 5o clogse-knit was his pattern of conviction and
action, work and life, that it is impossible to tear off
a section of his output far separate examination under
the critical microscope. Either the whole comes up with
the pamt, or else the tweezers slip and he s lost w
comprehiension. Fortunately for the graphic artists, how-
ever, his work with the Alphabet was that “part” by
which hiz entire significance can most surely be grasped.
For it was no mere side-excursion by a celebrated sculp-
tor into the himbler realm of lettering. On the contrary,
it was the sculptor — and the essayist, for that mater —
who had developed out of the stone-mason who had
found his vocation, and achieved international fame, by
carving letters. When one has said that Gill showed the
serenity and authoriry of 2 man who lives according to
his convictions, one still has to ask what kind of liveli-
hood kept him free cnough from spiritual embarrass-
ment and compromise long enough 1o form and test
those convictions. The answer is in Gill's letters* and in
his Autobingraphy, from that peint when the young man
who was in his uncamfortable third year of apprentice-
ship to an architect was offered by Edward Prior the job
of cutting some inscriptions on the new Medical Schoals
which he was building at Cambridge. “My acceptance of
thiz job depended upon my being able to leave the
architect’s office . . . T had ta decide for myself and that

#Cf, letter vo Willtam Eothenstein from Ditchling, 19121 “I have got
the flywheel and safety-valve of letter-cutting to hearten me "

Il': Abave Gill's drawing for the Comunon Seal of King's Callege, Londen, dated 1908,

Below Dicstamping of the Seal with Gill's correclions.



‘morzere) me wory (1561) Lqdsfeddy e Avssg s i sug oy afed o n o copnpeada szs-quonan vy L8 B

2UEq Y ~U1I0 ] J9733] Jo won B ey st ng b
‘walyl 0npoIddI 015ey oYM UL

10/ 313 Jo An71qe [eant pue uoneaidde syl
ucdn Surpuadap suLIo] Wolj 13a1f - PO A1011s
aI0w 51 s19M9] 2 1. 1uswasciduw ue sdetiad st

quos-stres o ad oo -of amarg

06895+ CET

DY ZAXMA
NLSYYOJONI
MIMHD43AD9V

(of -By) yunoj juas-sues ad Azouop aya sseuyooxd
-00}, Jo Arenb sip up teyeur-areyd pureus sya 10
[NUAUBLS 3] 0 UonEw e 3Y1 0 13 g Pnoys

Zuigiou -Les prnom sroydosopyd sy se ‘uonsedxe
[Ea199etp Jo Juanied ‘Spqemseatu 2 PoYS SUIIO]
a1 a1 * Joerd-jooy. aqrssod se 1vau se 2g pjnoys
yaqeydie we ‘ssodind 2 yons 10J ‘eI paraquIawIRI
st 11 uayM Ajfenadss “Aio1oeisies Ainue 10U ale
$13139[ 23 JO JWOS SAEM[IEY pUnoIdIapuy) uop

-LIOT 23U 10] 1a118] JLISS-SLTS BU1 PAUB(SIP Y LLAL

UMSIYO[ PITMPT 1IN AQ sprw seas s1a119] ureld 10
LWIOU 341 N0 oM 03 3dwane apgeiou 151y 9y 1 [}
AP 3G 01

guryy 1511y 3y A1sno1aqo st uneu sty Jo A13rosip
L Wil Jo 3108 AWDS 51 212101 huu”—.mﬁ ..ﬁﬁ:w ol el
X2 ST 11 7Y WE 10U ¥ UE §TUIYM IQ ;V UEJOU Y UE
S]USIY AL S59U-Y SINISL0 Jeym Ajasoaad arens
-UOWIDP UED IO *JUO PEC e 7 3UC POOS B U3AMI]
YSIBUIISTP WED SPUILLE JRHONET A[IIEUIPIDEIIXS
37 37 AJUO NG T §998 DY UIYM Y UE SMOUY
sy ey sy Apoqdizag opdoad a1 josseutam
qO.Hﬂu_ mwuwﬁ.u.u.ﬁu& g FA00E LUCL] AU QSR8 OO0
syuIqes put sopnis oiug sarensuad Afuorsesdo
23 MO UIOLJ SIUIOD [[LMPOOD) TOUILIGT 08 10U 51
‘sTTUE 0 pupy t st ypiym uopddgrad asaid uodn
uonEnUAIU0d 33euotssed Tei pue Al[iqe (2N
auadNIur 81 2suss poud ing ‘uonepdod ay jo
SSELU 213 I9A0 12)3NG UIAR 10 3ULIESIELL SYI IO
peards £juasa ssa) 10 210w og 01 3yBnoy: aq Aew
[impoon Jp Buiys Bunsixa a desos 01 1)
CU 2B PINOLS 24 J1 01 Pasn 158 pnoa u.k...., It
3q P[OM 35[2 BULLIRLUOS UBL[) I[qI33] s3] A[qes
-UOWAP SUIYISTIOS 01 PASN 105 AT M ISMEID
1ey1 ABS 01 10U §1 5141 Ing '01 PALUCISTIIDE ST AUD
ey 0 Ajdwis syunowre aonoead ur Anpgqedag [y




ERIC GITLL: MASTLR

wasn't diffenlt. 1€s nat that ' rash and adventirous;
but I know a goad thing when I sec it. And this was a
superlatively good thing. A real job of work and no
mare sitting on an office stool drawing things for other
people ta do . ., Henceforward 1 gave up all idea of be-
iug an architect and became a letter-culler and monu-
mental mason”®

And bur for one crucial event, that might have been
little more than it seemed at the time, an “escape down”
from a gentlemanly profession to the rank of skilled
artisan. But...

“I wenr o Ldward Johnston's class of writine and
lettering at the Central School. It was through ldward
Jehnston that 1 finally threw off the art nonsense of the
Chichester art-school and got away, though ol course not
immediately, from the amateurishness of my cfforts as
an architcct’s pupil . . . But this event was much more
than thar. T won'u say that I owe everything [ know about
letrering to him , . . but I owe everything to the found-
ation which he laid. And his infleence was much more
than that of a teacher of lettering. He profoundly altered
the whole conrse of my life and all my ways of thistking ™

“TIIC TOUNDATION"

As pupil, then as assisiant to Johnston and sharer of
his rooms in Lincolns Inn, Gill mounted Lo a position
of unique eminence as a carver of letters in stone, In that
ield he stood aleme, and he was resorted 1o as Johnston's
only peer in pen lettering by the cognoscenti — Count
Harry Kessler, for whom Gill produced the ree and deli-
cate title lettering of the Insel Verlag editions; St. John
Hornby, far whom he painted a dlatmgulshcd facia for
Smith & Son in 1903, But this was more than a case of
acquiring the assurance that comes from doing any job
superlatively well and receiving due recognition for it

The things that he was making, letters of the Alphabet,
vave him one immense advantage over the pictorial art-
ist. They were the only kind of thing, save possibly
geometrical ornament, that can be carved and painted
gloriously without ever raising the question with which
Philistines have been infuriating the painters-in-oil ever
since the arrival of Daguerre’s littde one-eyed machine
for making pictures: the question “What's that supposed
to represent 2 Rather than condone the misapprehension
behind that question, the modern painter will fling half
a pot of achre em the canvas and run a bicycle over it,
in a desperate attempt to show the public that he is not
primarily trying to portray objects, he is trying to moke
something out of paint.g But the letters of the Alphabet
da not abide that question; they are free, They are the

# Autobicgraphy, p. 718 et sey. Sew also tear of spedmen poorz.

tGall efen quoted with relish Mauries Denis’ “What Task ol paating
is that it shall look ke paing™

OF LETTERING
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Fig. 4 Posted-np drowings of alphabets for Connt Kesslor, 1004,

true “abstracts”. There are those of us at Fetter Lane who
remember the swift, sure pencil-strokes on the back of
some tea-shop menu with which Gill illustrated his point
that “This isn'L just a picture ol an A, this 18 an A—isn't
et

I the Alphabert, Gill had been fortunate enough te find
what may be the cnly strong bridge on which a man can
stand, over the gull which naw separates the “fine” [rom
the ' applled arts, Noble letrering still spans that chasm,
and the man who docs it supremely well can see, on the
one hand, some of his masterpieces performing a useful
service Lo society at large in the open-air of the street,
and on the other hand, similar slighter works being lov-
ingly cxamined “not for what they say but for what they
are”, in the airconditivned mussums of art. One may
say indeed thar Gill's Statiens of the Cross for Westmin-
ster Cathedral, the [irst great works to |nmsg him fame as
a sculptor, were primarily objects made to be used (as
aids o recollection). BPut the public at large is by no
means as unanimous in accepting that kind of “useful-
ness’ (with or without reference to the “beaury™ of the work)
as il is in the case of pmblic lettering. It was in the latter
field that Gill 2cquired his vwo-fold confidence, as an artist
(Le would have said, gaod workman), and as one whom
cven the art-haters could see as a2 “usetul member of
Lr_)gien”_ in that confidence, Gill would reach again for
the pencil to show that “whatever handwriting may tell
you about a man’s teniperament, you can tell more abour
his characier by the way he draws his cap N's and R's”.

Tig. 5 [actual size): From proofs in the Collewion of initicls skewhed by
Aristide Ma:Hlol and cut by Tric Gill.
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Fig. 6: Beduced from a trinl-proofing of the wood-block, 1909,
THE GILL COLLLECTION

In 1954 The Monotype Corporation Ttd , acquired from
Fric Gill's widow the entire collection of drawings, rub-
bings, templates, prools and skerches for lettering, in the
Roman and some other alphabets, that Gill lefi behind him
when he died at the age of £8. This collection numbers
nearly 2,500 items, of which 643 are rubbings of stone
inscriptions, and over 1,000 are drawings or other items
throwing light upon his work as a type designer. Mr.
Ovan Gill, his brother and bibliographer, has devoted
much of his time for the past two years to the identifi-
cation and collation of the eollection, and to cstablishing
dates by reference to Eric's work-diaries. I'ram this rich
store of source material his friends at the Corporation
have singled out representative pieces (o [urm the firsc
Ixhibilion ever held to illustate the man’s life and per-
sonality as a "'sculptor of letters™* — and desipgner of type.
From the strong-room of the Corporation’s Works at
Salfords, precious original drawings signed by E G- have
been brought to supplement the eshibition, and the
Cambridge University Press, Mr. Douglas Cleverdon, Mr.
Ernest Ingham, Sir John Raothenstein, Mr. Evan Gill and
athers have lent unique items through the mediation of
Mr. John Dreyfus. .

This number of the Monotype Recarder affords, in its
illustrations, some glimpse of the variety and document-
ary interest of the material which will be on view in the
Lecture Hall at Monotype House ontil MNovember. Our
editorial commentary cannot do critical justice to the
artist’s whole achievernent; but it can and should speak
at first hand of the man as we koew him and worked
with him at Fetter Lane throughom the "30's. From the
art-historian’s point of view, there is a larger significance
than might be imagined, in the warm friendship which
marked that collabharation between Gill and “the cor-

¥This sochriquet is the title of dr. Paul e jon’s article oa Gill in
the Flevroe Mo, ¥IL which had among its moarny illustrations the now
fammos inset in which the Tassion of 55, Peroetua and Feliclty, specl-
ally translared by wWalter Shewring aml decorites] by engravings in
two colours by B G, appeared as che first showing of "Monotype'
PeTpeta,

porate s_‘nl:it:,"’ of Fetter lane and Salfords. Tt resulved
in two families of type faces — those of Gill Sans and
Perpetua — which have literally gone round the world
and been a.cu:pted as classics ol mnodern ty pography ; and
in the less-known but valuable Solus; and it is even now
bearing new fruit in ‘Monorype’ Joanna, of which this
issue constitutes the First Showing, Bur the friendliness
of that relationship has a wider symbaolic importance in
view of Gill's annowmmeed opinions on that whele in-
dustrial systemn which has substitoted “plant” (e.g. the
composing machinc, the property of the employer) for
the tool (e.g. the composing stick) which the skilled
artisan owns and can ke with him from job to job.
Theoretically, it was indeed a “long way” from the
court-yard of Pigotts farmhouse on a Buckinghamshire
hilltop, round which Gill and his family had grouped
their workshops, simple living quarters and chapel, to
the factory at Sallords which is world famous for its
technological ingenunity. But when Fric Gill noted in a
private letter to the Rev. Desmond Chute “Trem: I'm now
a salaricd official of The Lanston Manotype Corpn. What
ho! This means advice in ‘type faces’. Salary v. handsome
too. & I like typography den't you know", there was
nothing forced or ironic in that chuckling comment. His
two “worlds” remained as dislinet as ever in his mind,
znrdl as clearly opposed as any two cnemy camps. But
men of guodwill had solid common ground on which
ler stand between them in fruitful parley, Had Gill ever
been conscious of having compromised, he could not
have written with such =enemt}, in his Autobiography,
of his first visit to Fetter Lane. “This was in 1927 and
that led to lots of other typographical and type-designing
business. And [ must say, and I hope this is a proper
and seemly way to do it, that [ew associations can have
been either mare honourable or more pleasant— or, from
my point of view, more helptul **

It was the initiation of 2 cne-man creative artisl inmo
the essentially team-spirited work of typography, and it
hegan at the point where Gill could maost con! hdently
feel that he was handing over to the Induserialists some-
thing as sthetically becoming to that camp as the clean
lines of the Forth Bridge: the Gill Sans face, supreme in
its field for unpretentious legibility. The adoption of that
face for the great london and Merth Eastern Railway
standardization (of station lertering as well as time-
tables and other typography) called for more and more
variants of the basic design; for each of them Gill pro-
duced his own drawings after realistic consultations with

* Autobingraphy, p. 220.

1L Above left From a letier 10 Stanley Morison dated 31,11.26. Above right Farly drawings for GllI's Flotiated initials dated 19.7.28.

1. Freehand skerch, 2. Tormalized acing.

Below Parts of two pages from the hook of alphabets made for Douglas Cleverdon, 1926 (see pp. 15 and 18).
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ERIC GILL: MASTER OF LETTERING

Fig. 7: From a proaf in the Collection — an early state of initials cul for the Crosuch Press.

the technicians ol the Type Drawing Office, based on
knowledgpe of the user’s special need lor distinction b}i
weight, etc.,, with consistency of effect, The experience
thus gained deubtless made it casier for Gill to wmrm in
due course to the very different problem which he had
discussed with Mr. Marison as early as 19245 —the trans-
lation of “his own” characteristic style of letter-cutting
into the terms of a type face suitable for the printed hook,
That invalved far mare of 2 concession, and, as it turned
out, far more give-and-take of special Jmowledge and
skill, than the deliberately mechanistic sans-serif had
demanded.

It was not without a certain startled respect Lthat Gill
acknowledged the value of the advice and suggestions
from Fetter Tane and Salfords which in his opinion had
made all the difference between what Perpetua might
have been —a mere imitation in type metal of shapes
cvalved in stone — and what it became in the course of
that collaboration hbetween artist and technician: a
spirited but properly disciplined type face for continuous
reading. In the reassurance derived from his ability o see
in ‘Monotype' Perpetua a fair-playing paraphrase of what
his chisel and mallet had written large on Hopronwood
stone, Gill returned, with [resh eyes, to the possibility of
designing a face — and this time a hook face — for mech-
anized production,

“My Toanna' type was not designed,” he wrote,* “lo
facilitate machine punch-cutting. Not at all. Machines
can do practically anything. The question isn't what they
can but whal they should. It is clear that machine products

#T1y g letter to the Publishers” Circular, 8th Apxil, rogg, in-reply to M

Fat V. Daley's eritical cormmentg entiled “Who is a Typoegmphical
Fibes b dr

are hest when they are plain, Machine-made arnament
is nausearing. Assuming that the serif is not an ornamental
but a useful addition to letters (expecially) in book faces,
the Joanna is an attempt to design a book face free from
all fancy husiness . . . [ only claim that it is on the right
lines for machine production.” .
It was not to mindless machines hut (o the minds of
their human owners and users that Gill was addressing
the bold word “should™. It is a word which either jars
ar stimulates the hearer according to what he thinks of
the speaker’s matives, Is he genuinely ont to help, or is
ke merely standing up o preach ? To those who ever met
himi, that question answered itgelf by the infallible, in-
tuitive judgment of ear and eye, He was one who was out
to help. He wanted thc Opposite Side to do things that
he could honestly admire as genuine, One fell in con-
versation with him, thar he was offering 2 prescription
to a sick world when he reiierated his basic advice:

‘Look after GOOD-

NESS and TRUTH,
and BEAUTY will
look after herself.’

Set a5 u specimen of 6-puint Monatype’ Joonne

IV: bove An early drawing for the Perpetua lower-case alphabed (from The Monowype Corporation’s Type Drawing Offiee).

(Centre T}rawing for cuLliug o stone Walter TTines F‘agn MWemaorial Tahlet, Westnainster AbbE}-' Cloisters. June, 1323,

Below Gill's design for Perperua Lighe Ticling made by working in iuk and white paint overa printed specimen of the o point,

normal weight Tiding.
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HIS HUMANISTIC LETTER

Although it was with a conscionsly mechanistic sans-
seril that Eric Gill made his first lmmpression wpon the
printing trade, it wonld be the worst possible service to
his memory to let him be thought of as one who “be-
lieved” in sans-serif in the sense in which some devoted
modernisis have in fact been known to cxpress faith in it:
nat just as a thing good-for-its-purpose but as something
good, Intrinsically preferable to seriffed faces, purer per-
haps — o, better because more representative of “our
own period” (on the assumption that “we” have been
petting better and better as we went along). Gill's awn
belief with repard to sans-serif went no further than a
cheerful admission that there was something appropriate,
to the modern world, in the Lind of er‘ng—headfzﬂness
that can so disregard human psychology and so sacribice
comfort to comsistency, as Lo rob even the lower-casc
alphabet of its practical and =esthetic advantages of serif
and curve swelling * Like any good debaler, Gill wanied
the opposition to he consistent — o stick to its own
ground and not to “borrow”. But unlikc any merely
malicious debater, he was not concerned ta trick the
other side into accepting something obviously “srot-
esque’, in any sense of the word, He was willing to ex-
plore any possibility of redeeming sans-serif from the
charge of quaintness and queerness —to which it is
always open in so far as its designers have despaired of
hending an iron-tube (uniform thickness of strake) into
such complex curves as those of the normal a and g
Gill Sans was first conceived as a capital alphabet, where
such problems scarcely arise; T but when they did arise,
with the demand for a lower-case, Gill faced them with
an honest ingenuity which is the main secret of the
asthetic success of Gill Sans. It is beyond doubt the most
pleasant set of shapes that has been presented under the
handicap of apparent uniform-thickness: one has only to
compare the cap G with the Germanic [orms that shoot
out their lower jaws, to see what is gained by sober ad-
herence 1o classic forms. As 3 free Present to the Enemy,
Gill Sans shaws not the slightest sign of tongue-in-the-
cheek; on the contrary it is a chivalrous suggestion, from
a conscientions master, of ways in which that sort of
thing can be done without looking ridiculous. The ways
had been thought-out, or at least sought, as much earlier
as the year 191f, under the disciplinary guidance of
Edward Johnston — as will be shown on a later page.

““The sans-sceif is rightly named; it is a lewer withoul semething
which a letter normally Lus™, Speriren af tiiee book ippes "z4. Haguoe & Gill.

T5ave in the casc of the cap M which ¥ it is to seem “rngnpkene” in
thickness must either straddle wide or else shorten its middle v e
avoid too-acute angles,

Here we are referring to Gill's best-known and most
widely-used type, his sans-serif, only as one more in-
dication of what the man himself was “not like®, what
he fimdamentally did nat like, namely the sort of civiliz-
ation that is fairly symbolized by monotone lettering.
But in order to realize why he was able to contrive for
it a type so distinetly likeable (to all who genuinely like
that surt of thing) one must look to the classic alphabets
with which he was startling connoisseurs, in the early
years of this century, into the rcalization that a living
man was producing letters of a quality that had not been
scen on public buildings since the days of ancient Rome —
save for some rare masterpicces of the carly renaissance.
It is there that onc finds the carved characters which did
most truly characterize the man — from which his style
cmerged even as the letters were emerging under his
chisel, and even as his “whale way of thinking™ was being
cooled and tempered under the tutoring of Johnston.
Had our illustrations been arranged in strict chrono-
logical order, page 1 would have had to be defaced by
our fig. 8, one of the most interesting personal doeu-
mentz in the collection. It is one of two remaining ex-
amples of what young Arthur liric Rowton GII® was
striving ta produce in the way of inseriptional letiering
“in 1901, hcf'orc attending L.C.C. [Central School] —
[ie] befare L. J. "s teaching” —as the sheet is punctiliously
inscribed on the back in Gill's handwriting. Without

L(Tvl

PFR.CY O)F.PHH[&CO( K

A CHORISTER: ANDFIVE.
‘!’F_,"\Lﬁ ACDELLREINGER --OF - THIS -
CATHEDRAL: ANVOLVNTEERIN' |
THE-ROYALSVSSEXREGIAENTIN
THEWAR IN' SOVTH AFRICAWHO |
| FELLAT RETIEFS NEK-ANDDIED
| JVLY 25:1900 : AGED-21- YEARS |

e -

Fig. &

some remembrance of what he was having to sirive
ugainst, this greatly-reduced illustration might be mis-
lcading. An architect’s office was in those days, and until
recenlly remained, a school of had manners for any
friend of the Alphabel. To this day one can see on quite
respectable blueprints and  clevations  the distorred
Walter-Cranish [etter forms that have made “architect’s

*He was born In 1881 in Brighton, Sussex, the second of thirteen
children. He went to London in 1899, and mel Johnston in 1002,



THE MONOTYPE RECORDER

Fig. 11: From the ortist’'s own rubbing of his stone-cut inscription, acual siee 221% 5 127,

GENESIS OF PERPETLITA

Eric Gill’s diary for the year 1925 notes: (Nov. 25)
“Drawing Alphabets for Stanley Morison in aft. & eve”
and (Nov, 26) dia, Yall day long™.

The next relevant entries are dated Tune and July, 1924,
and the latter records two days’ drawing work on " 'Maono-
type’ Perpetua Bold”. In the interval the new type face had
appeared and had received the Trade's most practical
tribute, namely a demand for a related bold. What hap-
pened in between those two dates is of extraordinary
interest to the student of type design, in that it involved
so much more than the usval direct passape of the artist's
drawings to the projection-room where a ten-inch tracing
starls the train of operations for mechanical punch-cut-
ting. For Mr. Morison took to Paris the medel alphabets
of 1925, and commissioned a series af band-cul punches
(starting with 14-point) from the late Charles Malin, the
last of the exquisitely-skilled artisans whase trade had
heen daomed by the Benton punch-cutting machine, #

There was no question of striking Monntype' matrices
from hand-cut punches; that is impossible for technical
reazons. liut there were prudent sesthetic reasans behind
the decision to resort to Malin. There had heen, since
the bepinuing ol the CEnLury, far too much hurrying ol

FW i’ last word: befors his death in 1955 was the curing, to tha

designs of Dr. Ciovaoni Mardeesieig, of the Daate raman and italie for

the Bodoni Press. ‘Monotyoe’ Dznte, Series ¢92, a hithiul recutting,
miade its fiver apoecrance this year.

10

two-inch “originals” to the terribly obedient punch-
cutting machine, in the hope of producing a twentieth-
century hook face of permanent value; and every such
attenapt hiad ended-up in the Timbo of the jobbing cases.
In this instance The Monotype Corporation could not
afford to go wromng, On Mr. Morison's advice it had held
back for six years from the temptation to snatch for
the laurels that were awaiting the cutters of the first
nevr design of type (not a revival) to be accepted for the
hoak printer’s reperary, It had scored indubitable sue-
cesses meanwhile by tvpe faces which restored to use the
masterpicces of the centuries when Lype punches were
whittled and filed by disciplined hands. If the new
Perpetua was to be as hook-worthy as the roman that
Martin cut for Joha Bell, it might as well have its trial
cutting by the same arduous technicue,

In a series of lerters from Malin ro 5. M., now deposited
at the Cambridgc: University Press, there is evidence
enough of the excited interest with which the old crafis-
man studiced, through the Iunette mounted over his
leather graving-pad, every last detail ol the characters
that were cmerging as his file and burin coaxed at the
litile bars of soft stecl.

“Monsieur : 1 have the henour to send you the smoke-
proofs of the new punches that I have cngraved in the
12-paint size of the roman . . . as well as those of the
14-point which you bave already seen, so that you may

R T
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Fig. 12: Pazt of Fric Gill's drawing for the stene insuriptivn opposice.

appreciate the difference. 1 have {ollowed the indications
that you gave me and T think the work will give you
every satisfaction. T have given the whole fount a slightly
darker tone [uze couleur plus noire] and have enlarged the
counter-punches of the hand m ... " [May 13th, 1926]

“Monsienr: 1 have pleasure in enclosing the smoke-
proofs [fumé] of the Roman Capitals and Numerals of
-I_Ll'].t'. letters drawn by Fric] Gill, 12-point — all that have
been cut te date. The lower-case is in hand ... I hope
that the work will give you satisfaction — you will have
a beautiful letter there” |July 28th, 1926]

“I have composed [L.e. by stamping smoked punches]
quite a long text so that you may have an idea of the
elfect that the characters will have when they are cast
and printed — taking into account of course the diller-
erces that are due to inking, presswork and kind of
paper used. 1 took great paius over this work and I hope
it is satisfactory...” [Please confirm instuctions re-
garding accented characters, ete,, becanse] I must soon
undertake the cutting of an Arabic, and if T put aside the
Gill characters for ton long I would be running the risk
of mo longer having them in my mind’s cye [les “lormes
duns P'eil'] - . 7 [September 4th, 1926} (See fig. 13).

“Monsiewr: . . . As for the cutting of a set of 22 paint
Inmitials, it is understood that [ am entirely at your dis-
posal. I take pleasure in working for you. The jabs you
are ardering from me have an arbistic side, which cannot
be said of the work I do fur other clients — replacing
broken punches, or cotting special signs for various
directories, or letters with which I am not acquainied,” —
Such ag the impending Arabic, no doubt.

Malin's punches were in due course struck and fitted
by the Fonderie Ribadcau Dumas, and were recently
presented Lo the Cambridge University Press by Mr.
Fruest Ingham. Along with Gill’s drawings, they pro-
vided the starting-point from which ‘Monotype' Per-
perua grachually emerged through successive trial cut-
El'ngs and discussions at the Type Drawing Oflice in

1

Salfords. Gill had taken only a mild interest in che Paris
smoke-proofs and saw the hand-cur founts for what they
were —an astonishing feat of dexterity which had suc-
ceeded all too well in repreducing, on the tiny scale of
type, the shapes and details of 2 stonc-curer’'s model
letters. From the Drawing Olllice at Salfords, however,
‘Gill knew that he had something to learn: not how Lo
cut punchfs skilfully, but how to put critical Intelligence

Fig. 13: Faesimile of Molin's hand-stamped proof from the smoked punches
mentionsd in bis lewer.

The Heroic Age is well t:r'piﬁcd for us in Achilles, in the
carly doom that hangs over him, and the great renown

of gcncrations it would last. The richest hopcd it
might last for ten. Our traditions say, in the
second generation after Agamemnon the deluge
came.

It came, the ancients said, in the form of the

avenging Heraclids, come back to regain the heri-

ABCDEFGHIJKLMNOPQRITUYWXYZ
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THE MONOTIPE RECORDER

Fig. 14 (ocual size) : Gill's drawing (1925) for Tetters (o be eut W that size in guanite.

and technical prevision to the normalizing of a type face
by making sure that it would nor distrace the armchair
reader by any detail that would lnak fussy and arbitrary
on the printed book page,

His debt on that score was handsomely acknowledged
al Lhe time when ‘Monotype’ Perpermia made its firsl pub-
lic appearanee in the incomparable inser to the Flouren
No, VIL The preliminary note reads: “The "Perpetua’
type, in which this translation of the Passio is printed
as the first specimen, was cut by The Lanston Munotype
Corporation™ from drawings of alphabets made by me.
These drawings were not made with special reference to
typography — they were simply letters, drawn with brush
and ink. For the typographical quality of the fount, as
also for the remarkably fine and precise cutting of the
punches, The Manotype Corporation is to be praised. In
my opinion ‘Perpetua’ is commendable in that, in spite
of many distinctive characters, it refains that common-
placeness and normality which is essential to 2 good
book-type”. [1929]

By that time the original italic, which was to have
been called Felicity, had undergone considerable madi-
fication from its first version.

#Tlw: name was changed in 931 0 The Maooiype Corporation Timited,

Fig. 15: Mate pinned to an eocly speimen of Moniype’ Perpetug.

12

The suitability of the capitals of Perpetua for a titling
fount was evident from the start, and cutting hegan on that
further serics (No. 258) in 1g28. As the successive dis-
pla,}-‘ sizes appeared they were Immediately made available
in the Display Matrix Lending Library, Leading printers
and publishers saw in them a singularly auchoritative,
classic “Roman”™ letter for title-pages, dropped initials,
and such letter-heads and ephemeral printing as requived
the look af chaste elegance. The first broadshect specimen
of the Titling Serics 258 showed the large sizes from ;2
and éc peint (made possible by the newly marketed
‘Monotype’ Super Casters), ser forth in a text specially
written to display the easy digniwy and quiet nobilicy of
these inscriptional capitals — and to give the recipients of
the broadsheet some special reason for hanging it up on
their walls. “This is a printing office,” it said: “Crossroads of
Civilization . . .~

By the end of the Second World War, Perpetua Titling
had attained such prestige among the architects and towa-
I}la_nnc:rs that The Mornoty pe Co rporaLic'Ji‘;’s stock of speci-
men sheets of that series was in danger of becoming
exhausted by the extra demand for copies to he used as
madels for war-memeorial and other public lettering;
and ir was to meet that demand in the exigencies of the

'] ‘\
N

Fig. 16 Drawing for incised end raised Jeiters of an alphabet for the
Victoria & Albert Museum.
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paper shortage that the Corporation issued the first of its
“alphabet tracing shects”. Gill had soon heen asked fora
Bold (Series 2c0) and a Tight (Series 480) variant of
this brilliant Titling, and the originals in the Exhihition
(and the reproduction in plate 1V) show the care with
which he worked, with ink and with Chinesc white, over
printed prools of Series 268,

But meanwhile he was gaining experience, on a much
larger scale, of the problems of weight variation and

change ofpmporlmnnw it that can atise as a basic design
develaps into a “type family”. For hefore Perpetua was
ready for the Trade, anather and very different commis-
sion had come from The Monotype Corporation. It was
for a set of titling capitals in sans-seril style. 'Ihat seemed
an interesting challenge, and a proper one 1o come from
the machine-makers’ camp. With some amusement he
cordially agreed to Mr. Marison's suggestions that the
new series should be named “Gill Sans™,

A PASSAGE FROM ERIC GILL'S AUTOBIOGRAPIIY SET IN 18, 14, 24, 12 PI. “MONOTYPE PERPETUA

O 1T WENT REGULARLY TO LEARN WRITING AND 'T'O
learn about the Roman Alphahet, And T lell in love with Edward

Johnston and pl-nysi c:a_[_ly trembled at the t]wught of seein g him. But

he 'L:cpt me severely in my Placc and | trembled under his rebukes. 1 {ell

in love with him —but don’t make any
mistake as to my meaning. I fell in love
with him as T might, and indeed did, with
Socrates. It was a joyful passage. Life was
full of physical excitement and the excite-

ment was as of the intc”igcnce discavering
the good. < Tt is very well to know the
logical truth, but fancy knowing the truth
and finding it desirable, More and more
desirable and more and more the truth.

And lettering has this very great advantage over other
arts; at its very base conjoined and inseparable, arc the
fair and the fit—most obviously useful and depending
for its beauty upon nothing but man’s musical sensc.

The S_I'IE'EI)I',‘.‘:'. {_\f Iﬁl_lt‘-r.‘i !‘il‘) naot dﬂri'vh L'.I'lt‘.ir -bt‘.allt",-'
from any scnsual or sentimental reminiscence, No
one Can Sa}" T}'I"ll'. i'.llt". ()‘.‘1’ r'{!lll'!l‘{ni".‘;.‘; E\I)f.lt‘.a]t: T us
l;:n'i}r because it is like that of an apple . . . We like
the circle because such liking is connatural ro the
human mind. And no one can say lettering is not a
Ll_'iefl_[l tr&dt‘. I_]}-' \‘V}Iil.'.h }'(]ll LA }H,”]f'."ji'}}' REvVE :,"(_)U’_r
fellow men and carn an heoncst living. Of what
Clth(:’r t]_‘;Ld(' o a riare LII'r'.H{". [.I'I[I"Igh' =l [)[i‘[l)ﬂ})‘i}' true E
Mareaver it is a precise art. You don’t draw an a

and then stand back and say: there, that gives you a
gnod idea nf an A as seen I:hrough an autumn mist,
or: that’s not a real a but gives you a good eflect of
one, lLetters are things, not pictures of things . , .
Lettering is a precise art and E-tl'it;Lly subject to
tradition. The ‘New Art’ notion that yOu can make
letters whatever shapes you like, is as foolish as the
notion, if anyane has such a notion, that you can
malke house» any shapes vou like, You can’t, unless
"I.I.—Jl] tﬂ.’\" _l" I]\’ '\n‘ﬂ }Tﬁf'.“' Lo L | l]f’bE‘k‘. Lb].t.'lfll'.]

These extracts '_f'mm pp- 120-121 ry'"ﬁw. F.'n‘;;,']ish edition dre mede Eyf permission of Messrs. jmmthm: Cd]ve




1II1: HIS MECHANISTIC LETTER

[n Fric Gill's work-diary for the year 1915, when he
was living in Ditchling, Sussex (in a community of
craft-worker members of the Third Order of 5. Dominic),
there are the following entries:

Oct. 29: “To Gferard] M[eymell] with him to meet
H[unter | re £1 note design. Luach with L. Jlolnston] and
G. M. after, To see Pick (Undergrd. Rly.) with E. J. and
(i. M. re new alphaberts, etc., 2.30".

Nov. 7: “F. J. came to tea (also H. D. C. Plepler|} wo
discuss Pick (Undergrd, Rly.) lemering”,

Nov, 17: “To Ditchling in cve. to see Iu J. re Block
letter alphabet™.

What was afoot was the first “standardization” of let-
ter forms for systematic use by a lurge organization in
signs, posters and printed marter —and the designing,
for the needs of a modern transport system, of the first
twentieth-century sans scrif of asthetic merit. There Is
no reason to asswme that fric Gill played a creative part
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Fig. 17: From u drawing 101" 817 in the Collection.

s k! litne, fo piby il tigps

in the design of the famous "Londen Underground™
letter. But there is every reason to note that he was drawn-
in upon what must have been memorable conversations,
The late Frank Pick was another one whose words and
personality could strike “as by lighming”; and Gerard
Meynell of the Westminster Press was then one of the
fews living master printers who could have held his own
in conversalion with twa such mind-shakers as Johnston
and Pick. From that day onwards, Gill was at least aware
of the possibilities of a well-designed sans-serif — and
niore conscious of the needless ineplitude of the “block
letters” of commerce. Twenty years later, when “Gill
8ans™ had become a household word to so many thou-
sands of printing offices, Eric Gill wrote ta his brother
Evan (Letters, March (1th, 1936): ™. . . as you like to have
the details correct I may say that Douglas Cleverdon's
shop-sign was mot the first public exhibition of that
[sans-serif] stylc of lemering, for we painted letiers in
that style at Capel-y-Min saying ‘This way to the Church’,
and so forth, And these were done some time belore the
Bristol sign”, The Gill family, and a few othcr members
of the Ditchling community, bad moved in 1925 to a
former monastery building in Wales. Remote as it was
from the nearest railway starion, it was too ofien invaded
by curious trippers; the choice of so brusque a style as
sans-serif for the guide-posts (which were painted by
Lanrence Cribh) rmay have been felt suitable for addressing
unwelcome visitors who might otherwise hurst in upon
the workshop or bedrooms with enquiries as to where
they could “scc a2 Monk™. At all events, the situation cal-
led for simple painted letters of decent but unarmbilions
shape, and block-letier Is the easiest to paint. The Letters,
p. 188, cast additicnal light.

“Iem: I'm doing a set of alphabets for the Army &
Navy Stores — for them 1o use for all their notices &
signs: This is an interesting job — for it is: how to do 1,
good letters; 2, absolutely legible-to-the-last-degree let-
ters; z, letters which any foal can copy accurately and
easily. So 'm doing them simple block letters. It's rather
fun cutting greal big letcers out of white paper & stick-
ing them on big black sheets — they don’t hall starc at
you — fine test for astigmatism . . ." (To Fr. Desmond Chute,
May 23rd, 1925).

It is imdoubtedly to these that Gill's diary refers in
April 27-8th, 1925: “Made experiments with block
letters (advertisements)”.

For October zoth, 1926, the diary notes: “Began draw-
ing D, Cleverdon’s sign board in m(erning)”. And on

4

V: Above Drawing in pencil on graph paper for Gill Sans.  Below Early drawing for Gill Sans italic caps.






THE FLE“EIRGN
A TOURNAL OF TYFQGRLPHI
 from the Editor
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12th July, 1928,

Denr Gill,

] T 'thz:rlk "T@ti'. will ':?fa
.
AT i i, M Gleverdon's hcok walch I &Ekemw J

the Monoctype Gamﬁ&ny 1o semd yon .
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?‘*“’ '&ne spcenders zre concerned, I think _ ; _
M‘f" & simple, and mot & double semf o
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a definitel:f light, blonde colour; ¥
the kind of letter which should look
exaeeﬂ,ingl:; well with Intaglio plates.

; Ple&ﬂe G noi. trouble to
_'wri‘ba ‘at length about the matter. @
You can seribble in shorthand in the
mergin of this letter, whieh fe iefd
parpomely wide, i
_ : g Fioka |

, A T em athsndlggﬁ,m the i
question of the new lowsr case y with :

& straight stroke £6¢ the hook-Tace, g~
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// Yours,
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Fig. 181 E. (s rubbing of name-plate designed for D. C.

June 4th of the following year cne finds:
alphaher drawing hegun in afterncon™.

Gill's Autebisgraphy refers (p. 219) to the warning-off
signs at Capel as having been paintad in “a sort of free
sans-serif lettering more or less derived from the type
designed [or the London Tnderground Railways by
Fdward Johnston, We were rather justifiably pleased
with these”, he continucs, “and so when Douglas Clever-
don, a forward-minded bookseller of Bristal
to paint his shap facia, T did it in sans-serif
was as a consequence of his seeing these letters that
Stanley Marison, the typegraphical advizer to the *Mono-
type mechanical type-composing-machine people, asked
me to draw an alphabet of sans-serif letters for The
Monotype Corperation”,

Vhen the name of Douglas Cleverdon was thus blaz-
oned to the world, the young owner of that name, re-
cently down from Oxford, had established his new book-
and-print shop in an old building near Bristol University,
one which boasted two different well-authenticated
ghosts and a large, comfartably furnished living-room
adjoining the photographic studio of the late G. Metli-
ven Brownles. Mr. Cleverdon today can undoubtedly
claim the gratitude of more than a million unknown
[riends, for his work as a producer on the B.B.C.s Third
Programme: bul to be one of young “Douglas’s (riends”
in those days was a privilege which famous and yet-
unkonown [fiends of the arts remember with no less
pratitude. It was as a revered house-guest that Gill had

asked me
letters. It

i

come to paint the facia of the litle shop in Charlotte
street. For such a modern-world occupation as Buying
and Selling Things (instead ol making them), the imper-
somal sans seemed apr; but personal regard and affection
well to the painting. This was no such occasion as sent
Lauric Cribb to wam-oft trippers, nor did it involve a
call upon a member of the peerage to discuss the lettering
for a big departmental store. Gill's interest in sans-seril’
had been quickened by pleasant human associations, and

#The word Momoiype is 2 Registered Trade Mark Fd.

OF LETTERING

his cyes rested thereafter more intently upen its geo-
metrical problems.

An attack of influenza ]fL:j‘.!L Gill house-hound in Bristol,
and he gladly fell in with the suggestion that he should
while away his convalescence by sketching into a pleas-
antly bound blank-book of hand-made paper, model
letrers for the many kinds of counter-placards, shelf-labels,
cte., with which a2 good bookseller tells his customers
where to look or to browse. The resulting book, of which
two pages are reproduced in plate 101, was kindly lent by
Mr. Cleverdon to form a pivotal item in the Gill Exhi-
bition. The pencilled letter—forms are not of course designs
for type; they are models for the guidance of amateur
latrerers, Bur the juxtaposition of narmal and monotone
[orins would alone indicate that Eric Gill was putring the
leisure of those days of vonvalescence to 2 comparative
study which wwould eonfirm in his own mind principles
of aptness, fitness-for-purpose, that underlie all senmd
arguiments about tipe clcsign.

Typography, in (he late '20%, was being “discovered”
Ly the intclligents, and each lavish number of the Fleuron
had been revealing haow much mere there was to it than
the private-press collectors had realized. Mr. Morison,
Editor of the Flearan, was alveady negotiating with Gill
[or the purchase of the latter's woodeuts done for the
Ditchling Press. The sight of Cleverdon's facia, and the
metal door-plate which Gill had designed (fig. 18) open-
ed up new possibilities. German typefounders had been
quicker than the English to see the point of Johnston's
l'_J,'ndt'.rgmurld letter: now Menotype' machines, newly
invading the disp[a_:; field, needed a sang-seril of at least
sqqual merit, and Johnston's disciple was at hand, ready
to prove that a closer fidelily Lo normal roman letter-
[orms would he maore agreeable, at lcast to Iinglish-
réading eyes.

The titling capitals (Series 231) which were the [irst
members of the Gill Sans family made their stormy debut

n/h . The tiak shd. come _
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Fig. 19: Carrections for Gill Sans Condensed.

VI: Gill's comments on a letter from Stanley Morison. The “blonde” type referred o eventually appeared as Momntype' Solus.
(See plate VI for the page of Cleverdon's bock here referred to,)
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THE MONOTYPE RECORDER

in print at the Anmual Conference of the British Feder-
ation of Master Printers at Blackpcoel, on a striking pam-
phlet printed for distribution 1o the andience ar the
Publicily and Selling session where Mr. Morison 1rtered
his momentous warning as 1o the danger to the trade of
allowing responsibility for typagraphic design fo pass
into the hands of the print-buyer and his agents. Almost
at the same moment the first thres sires of the roman of
Gill Sans npper and lower-case Series 262 were being
examined by the newly appointed Publicity Manager ol
the great Tondon & North-Easlern Railway system as the
possible basis for a standardization of sign-lettering,
time-tables, and other printed matter, greatly exceeding
in scale and cowplexity anything which had heen done
betore.* To Mr. €. G. G. Dandridge the simplicity and
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Tig. 2a: Drawing for alternative sorts for 263,

lagic of the letter made an imimediare appeal. It comhbined
an impersonal elegance with the "fool-proof " simplicity
that would he requived for sl]apes that would have to be
handed over Lo svores of loval sign-painters and printers —
with instructions from the London layout stafl’ that
brooked no argument but said in cffoct "simply do as
you are tald”. As that standardizalion EJ['(,:[teedt‘.c:l the Gill
Sans family proliferated to imeet the special demands of
time-table and similar typography for “significant vari-
ation”. The story of that vast-scale typographic reform
has had the attention that it deserves from students of
type design, but cne fairly common misapprehension
will be corrected by the material in the current exhi-
bition — mamely that Gill was merely asked to provide
basic alphabets from which the Type Drawing Office
could “derive™ (by mechanical lopic) whatever bolder,
narrower or lighter version would be required. As will
now appear, Gill welcomed each successive test of the
adaptability of his basic design, and the signed and an-
notated drawings of which figs. 19 and 20 are miniature
reproductions are among many which show the care with
which he thought-out the oprical consequence of con-
densation, all-ever thinning or thickening, etc. This
particular job-of-work had brought him into the most
[ascinaring and purely-characteristic repion (to the lei-
terer) of the Other Planet — that in which a set of dircc-
tions made hundreds of miles away, and passed-down
through a scorc of grades in the industrial hierarchy,
eventually came into the hands of a skilled artisan who,
being human, might want to “fool” with his job. If that
was the game, Gill was prepared to play it without mal-
ice. The anonymous local sign-painter or compositor
must at Ieast have sensible instructions, and the stripped,
monatane, fonl-proofed letters tmust be worthy of the
authority with which the Specifier was saying "“Never
mind what you think, do precisely as you are told”,
Gill's intellectual space-ship had, by wvisitor’s luck, in-
deed brought him “a long way" from the studio at
Pigotts where wise men brought only the texts of pro-
posed inscriptions to a master-carver saying “You will
Inow how this shauld be made to lock™. The traveller
across that astronomic distance was now keeping his
eyes open and making sure that his presence in that alien
but cxeiting world should be justificd by honest evidence
that he was Out to Help.

What has been most difficult for the trade to accept is
the natian that Eric Gill could have been responsible for
that Series 442 in which the object was to show how far

*#A wood letter fount was advertised by Messrs, H. L Sellers & Co.
of Sheffield in 1930 a8 "GilT Sans [their quotes] with the claim that
it had been made “from the oripingd drmwing” (presumably by Gill)
as carly as Moveinher 19271, Fnquiries made of Messre. Sellers drew
the inforroation thal the type was made For Waterlow & Sons —
whose Tecords were destroyed in the blitz.



LRIC ILL: MASTER OF LETTERING

the device of all-over thickening (for which manotone
letters are uniguely suitable} could be pushed without
acrmally eliminating the {enclosed or semi-
enclosed whites of the letters). But this was in fact one of
the challenges which particnlarly interested the designer;
it seemed 1o call for precisely that imaginalive interven-
ticn by which the artist can reveal something beyond the
scope of the pantograph or mechanical distorter, His
drawings for the series which is now known as Gill
Ultra Bold show brilliant ingenuily in avoiding such
penallies ol consistency as would result if ch i's dot had
been fattened to the widih of its vertical. There is less
than a half-truth in the remark, by one scandalized
member of the trade, that “If Gill did iha, he did it with
his tongue in his check™. There was indeed a satirical
gleam in the eye which Fric Gill cast over the wording
he had chosen for the particular trial-drawing shown in
cur fig. 21. Bur at no time did he ever stoop o “make
fin” of the civilization that he saw as revolving around
hankers and branded with currency signs. In no sense
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at all was he “making faces” al the money-loaded world,
te was exercising that sweet reasonableness which is the
essence of any successful satire. IF the bankers, in the
Psalmist’s phrase. “waxed far and kicked”, then their
symbalic £-sign mst achicve, when necessary, the maxi-
mum fatness and kick that a good lettering-artist could
reconcile with his sesthetic conscience.

And if any proof were needed of the mathemarical de-
light with which Bric Gill explored the saps-serif, it
would be found in such drawings as the one which
appears on our front cover. The practical purpose c:-f'
these particular diagrams (the originals of which are 141
inches tall and worked in six colours) was that of en-
forcing something good and desirable on that natarionsly
wayward and stubborn “fooler”, the journeyman Ix-
hibition Sign-Painter, But to the perceptive cyc these
particular drawings have the lock of work enjoyed lor
its own sake, and in the spirit of persuasiveness. The
hack sign-writcr would be told, not simply “da pre-
cisely this”, but "see how delightful this will be to do™.
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Fig, 21 Gill's first prajecl for & muxinum fattzning of CiIl Sans,
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Fig. 22 : Tram an experimeatal ling=bloct made for Gill during the discussion
of Sulus.

Fig. 23 : Fram the areist’s final drawings Jur Solug, now Dy die Type Drowing
Office,

[V: SOLUS AND OTHELR EXPERIMENTS

“Cleverdon’s book”, to which Mr. Morison referred
in the letter to E. G. reproduced as plate VI, was (he
album of model alphabets mentioned on p. 15 (see
also plate [11). 'The facing plare shows (top) the alpha-
bet referred to. “Genl’s Prel.” as it was merrily styled,
wwas cnvisaged as a “light Egyptian”—in other words
a relalively blonde member of a tribe of type faces
that the Victorians originally named “Egyptian”™ on
account ol their swarrhiness.

Gill first drew trial letters Ireshand on the scale
of 18-point. What had been tested on that realistic
scale was then worked out precisely over the enlarged
photographs of the pencilled alphaber; first on two
letters that would cxemplify treatment of verticals,
serifs and curve-stress. lhis was in Tebruary, 1929
In March he was “corrccting drawings™ and visiting
Ferter Tane for further discussions. The Corporation
had agreed to co-operate with an ollicial project
which, if political cvents had not supervencd, would

have called for the special type face that was the ob-
ject of the experiments, The [vur sizes of Solus raman
remain as the nucleus of a legible and unsentimental
type face for a Department of State.

Gill's Perpetua Greek is another cxperiment of
considerable interest to students, He wanted not
merely to harmonize hut so far as possible to inte-
vrate the alphaberts of the two languages as one basic
graeco-roman [ounl with special characters as required
but with common forms wherever pussiblc. Accents
were to he climinated as a late accretion from the
scholiasts. This functional approach to an alphabet
which is traditionally cut “in italic” found no lavour
in academic circles, but its asthetic success is un-
questionable.

The collection alse contains evidence of Gill’s in-
terest in Hehrew and Arabic letter-forms, of which
trial letters were cut, and in the possibilitics of a
convenlionalized Shorthand.

_'l'his linc is set in 14 point “Monotype’ SDLUS Series 276. Above: Solus 12 point solid,

Fig. 24 (below): Pat of B G5 drawing for Perpetao Greeh vn g prisad
speciten of the reman. Fig. 25 (right) : Part cf the first il preot.

TAOAZTIZOWQ
A CDEFG IJKLM

abcdefgh ki
apoefnexApfnpo

iustus. Simile quid inuenies iam apud Pythagoracos
(HieroclesdeProuid. 1, 10, ed. Needham, p. 278; inaur.
carm, 7o, ib. p. 229). Cfr. et Platonis Phasdonem, 1.x11,
1130: ““En toutwy a@akpeonrTal &is Ty Aprny (sc.
ad Acherontem), KaKel 0IKOUO Te KUl KUSUIPOHCIO]L
e T adknpatwy didortes SIKAS AOAUCITAL €1 TIS
TL NAIKIKG TWK T CHEPYECTIIY TIIOS (EPOTTal KATa
mr aflor exacTos. o1 & ar Sofworr aviaTs exe
Ma Ta peycon TWY  aplapmpaTur,, Toutous O 1
HPOsHKOUGA JIOIpa PINTED €18 TOF TUPTUpPOr, 00CY
ounnt expaovow.’ Id, Phaedon. 1xm1, 114 D; Gorg.
EXXXE; 5igcB; LXEXD; £y AL dem VI g35—761.

VIT: Akove Part of the page of the Book of Alphabets referred 1o in the letter shown in plate VI
Below Gill's first experiniental drawing for Solus, made over an cnlarged photograph of the page shown above.

{(From The Monoty pe Corperation’s Type Drawing Offce.)
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V: JOANNA: GILL'S “"OWN" TYPE

In" August, 1928, Gill was writing: "Dear S M. . ..
I am much pleased by what you say re my visit to
Horley. I cnjoyed it very much indeed. I want to go
again and spend longer in the ‘pattern shop’ — where
they photograph & enlarge & draw & trace & cut wax.
It wd. certainly be an admirable thing if T had an ‘ex-
perimental station’ there. We shall see. Meanwhile I have
abour 16} tons of work on hand . . ”

Much of it was work for the late Robest Gibibings
and his Golden Cockerel Press; and it involved not only
the wood-cngraving of the illustrations and superh
decorative initials for those limited editions but also
designing new Lypes as required, to be cut by the Caslon
foundry. Both by his own doctrine and by eircumstances

Gill was forced o look realistically into the question of

what is veally meant by “designing L‘)’pc”. It meant more
than drawing alphabets:

“vou will remember that when 1 made you those
drawings of alplabets”, he wrote Lo 8. M., “1 expressly

Fig. 26: From a “rough” prool o the lirst cutting of Joonna,

W H E N in the chronicle of wasted time,

[ see discriptions of the fairest wights,

And beauty making beautifull ol rime,

In praise of Ladies dead, & lovely Knights,
Then in the blazon of sweet beautie’s best,
Of hand, of faote, of lip, of eye, of brow,

I sec their antigue pen would have exprest,
Even such a beauty as you maister now.
Soall their praises are but prophesies

Ot this our tirme, all you prefiguring,

And for they look’d but with devining eyes,
They had not still enough your worth to sing:
For we which now behold these present days,

Have eyes to worder, but lack toungs to praise.

disclaimed the suggestion that T was type designing. 1
did not and do nol even now profess to know enough
about it (i.e typographical exigencies). The same applies
to the Sans-Seril alphabet | drew. You remember my
surprise when you showed me the pages of the Sans-
Serif. 1 was v. pleased hecause I thought such a good
thing had been made & it was an honour o me”.

But having splic that hair, Gill threw it away. In the
certainty of being able to hring about a friendly agree-
ment hetween two such warm friends of his, as to his
respective obligations, the same letter to S. M. ends
cheerfully: "However I am coming round by degrees to
consider myself capable of designing a fount of type, so
it"s all rizht and all difficulties can be got over”.

On the one hand, work o be done “exclusively” for
one man amd hizs “limited” editions. Oon the other hand,
the possibility of starting-ofl' letter-forms on journeys
inta a thousand or more unknown printing houses and

I |
inta the common stock of typographers of the western

Fiy. 27 Part of a rubbing of an insrriprion cub ol approsimalely the some
period (193],

VIIT: Tarly designs for Joanna Talic. (Abeve Jefr September, 1930, Above right und below January, 193 7.0 (Frem The Munotype Corpora

tion’s Type Drawiny Office.)




THE MOMOTYPE

world, It was with relief that Cill found that the
exciting demands which limited-editien work makes for
high aruistry would net have wo cov him off from the
crearive and advisory work he was doing for The Mono-
type Corporation.

Dring his wisils to lelter Lane in June, 1929, in
comnection with the Perpetua Greek (see figs. 24 and
25}, Gl put forward, in rough sketches, his own sug-
gestiem for a type face without "frills” which would
represent the kind of'thing that a type composing machine
not merely could but “should” do. The face, which was
to be known as Joanma, was duly commissioned. But
mecanwhile an event had oceurred which led Gill to want
that faee for his own exclusive use.

Mr, René Hague, (whose vivid transdation ol the Song
af Bolund electrified Third Programme listeners some years
ago), married Lric Gill's youngest daughter Joanna in

big. 28: Stamp for Teaque of Mations, 1939,

ig4o, and another youny family became part of the
Pigorts household. Rene Hague wanted o practise as a
printer, and his father-in-law, who had become fas-
cinated with “typographical exigencics”, entcred en-
thusiastically into the project, A former barn at the back
ol the Pigotts quadrangle was converted into che printing-
office of Hapue & Gill.

Sorme readers may remember the friendly protest which
its senior partner wrote ta the Editor of this journal,
reparding a reference to that firm as a “private” press.
It was teprinted in Gill's Ietters, from our issuc of Aut-
wmn 1933, but deserves to be quoted here for the bearing
which one sentence (here italicized) has upen the design
of the Joanna face. A “privare” press, Gill poinred out,
“prints selely what it chooses to print, whereas a “public’
oress prints what its customers demand of U7, Admit-
tedly the former is able to pay more attention to typo-
graphy, while the latter is “wery often at the mercy of
hiz customers”. On the other hand, . it is obvious
that private presses suffer from cheir very Mreedom, and in
many cases have been conspicuous for the worst kind
of self-conscious artislic eccentricity, While the public

press in spite of its' financial obsession — the tyranny of

auditors and shareholders — often achieves o good reasanable
wmmonplace and therefore plewsent stundurd of excellence™
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Fig. 79: Doakplate 1929,

There speaks the man who n be remembered, by
those who ever met him, as the very last person they
would have called “eccentric”. He was on the contrary,
as “coneentric” a personality as they had ever cocount-
ered, Il had really worried Gill to think that anyene
lll'lg].lt imagine him as having set up a typographic play-
pen tor his “private” hobby-horses. He had alrcady
reached out for that hattered word “commaonplace” and
tried 1o restore dignity to it, when he spoke of his satis-
faction with "Monaolype’ Perpetua. He was using it now
again, in defence of all goed printers. This man whe
would not be called an artist unless ol men could he
seen as potential or actual artists (“even if it's making a
good rabbit-hutch™) would not be called a printer in
any sense which would cut him off' from the main body
of what is essentially a service industry.

Hague & Gill had indeed been established on a hilltop,
and had every inention of engaging in the great adven-
ture of persuading the cusiomer o want the sensible
thing, the genuine thing, the job that could be shown to
the warld with pride. Like Harold Curwen and D. B.
Updike in the previous generation, the partners were

@ There are, then, (wo principles, as thereare two
worlds. There is the principle of best possible qual-
ity & the principle of greatest possible prolit. And
there is every sort of compromisc between the two.
Whether, as seems probable, Induosirialism wina
comuplete victory, or human nature so far reassert
itself as to overthrow Industrialism, is not here our
concern. For the present we hold simply to the con-
viclion that the two principles and the two worlds
can exist side by side, Industrial»" becoming more
strictly and nobly utilitarian as it recognizes its in-
herent limitarions, and the world of hurnan labour,
ceasing any longer to compete with ir, becoming

more strictly and soberly humane.

The Jost paragraph of Fric Gill's Essay on Typography.




ERIC GITL:

working lo pay the price ofa high repulation b}" climin-
ating the unpersuadably-wrong-headed customer from
their order books — on the assumption that there were
enough reazonable people in the world, or
persons open 1o reasan, w (il the resole-
ing vacuum. But unless the advenmure could
be grounded on the idea of delivering fair
value to any member of the public whe
wanled a decent job and was prepared (o
pay a fair price for it, there would be no
merit in embarking wpon it. The author
who had opened his Ess:q- on T}pograph;
with cbservations on "Time and Place”
could not afford te let any misose of erms
lead anyone inte imagining that he had
begged the primary question which con-
fromted the western world, and its servants
the printers, in the depression vear 1931.

For March 22nd, 1930, the diary notes:
“Bega,n drawing ol new Ly pe for Pigotts
Press in marning”, and on April zoth the
completed drawings were “sent to Caslon”. The first speci-
TTIET1 E}Bgt‘..‘i {‘Tf)l’l’l l.}'ll'f 1Eew r(l'llJ!L W' BN Pri[!tﬁd ln Scptf‘_]'l'l?')f‘,]‘
ol that year. The first important joh was the litde baok on
typography. Our fig. 7 is a line reproduction of a rrial
pr{mf ol Lwo pages, frarn the Collection,

When the Press was facing financial difficuiries, Messrs,
J. M, Dent acquired pnssess-im'l of the Joanna founts cut
by Caslon, and commissioned matrices of the face [rom
The Memotype Corporation on the understanding that
the design could be made available to the Trade alier
a period of years. That interval of “restricted usc” having
ended, Joanna roman and italic enter at last inta the
realm for which they were originally designed, The

WMASTER OF TETTERING

roman was cul at Salfords directly from Caslon's punches;
the italic, which Gill began in 1970 (see fig. 26, a line
reproduction of a proof'in the Collection) was redesigned
by him and eut at Salfords from his draw-
ings (see plate VIII). Joanna, inits 1 1-point
size, was chosen for this Number which
celebrates the revelation to the public of a
Collection of rare interest in itselt and of
incstimable value to students of the work
of a man whose stalure, both in the visual
and the werbal arts, looms ever higher as
the years pass,

To the secial historian of our ventury
Eric Gill must needs appear 2 significant
figure. In his life-long baule against
“wstheric snobbery” he found plenty of
arnmunition ready to hand from such
pioncers of Ruskin's inspiration as W. J.
Lethaby, and he lived 1o see the battle
nearly won in the felds of architecture
and industrial design: so much so that
many deliberately explosive epigrams of his early leters
would seem like familiar wuths to the present-day
reader. But where he stood maost ahead of his time was in
his ability to see the difference herween Reconciliation
and its grimy sister Compromise. His “concentric” spirit
cried out in the title of one aof his most characteristic
cssays: IT ALL GOES TOGETHER. And his testament
ta the printing trade, his Essay on Typography, signif-
cantly ends with the paragraph which we have ser forth
on the facing page, in his own house style, in the 12-
point size of the Joamna type with which The Monotype
Corperation honours the memory of a great man who
meant what he said,

EXPLICIT

ig. 70 Tail-piece for the Fleoron, Ne. VIL by E G
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THE ADDRISS OF
SIR JOHN ROTHENSTEIN
DIRECTOL OF THE TATE GALLERY
AT TIIE OPENING OF YLl EXHTRITION
AT MONOTYPE HOUSE

QT THE WOAK OF ERIC GITT, MASTER OF LUTTERING

) feel deeply privileged ot heving been invited to open this exhibition. I foel privileged
because Eric Gill was someone for whem T have the greatest admiration and ulfection.

liric Gill is already well under the peculiar shadow which so often obseures
achievernents for several decades after their death. This exhibition 1, therelore, o
he particularly welcomed as an impressive reminder of what a very remarkable man
Tiric Gill was. )

I cannot. belp being surprised af being mvited to open an exhibition of his lettering,
when there are so very mauy people who know so much more about lewering than |
do. The invitation gives me a special pleasore because, however little qualified I am
o express an opinion, 1 believe that of all the manifold ochierements of Eric Gill,
his lettering, in which I include his printing, was the most outstanding. T myself
would rate it well above his sculpture. There were, I think, two 1casons for the
superiority of his letering. One had to do with his physical moke-up, the uthe:
yrith his intellecrual eonvictions.

Gill's most conspicuons defect as @ sculptor wus that he never naturally saw
anything fully in the zound. So much of his sculpture is therefore little more than
a projection of a flat design. It is no accident, therefore, that his most suceesslul
sculpture was in low relief, such as his “Stations of the Cross™ in Westminster
Cathedral, perhaps his finest sculptural achievement. The nearest he got to realizing
something fully in the round was in the splendid torso “Mankind” in the Tote
Gallery.

His inability to see in the Tound did not matter in the essentially two-diraensional
world of leitering. He also felt certain doubts, 1 fany, about the validity of sculpture
in the modern world. He wos painfully conscious that it hed become, since the



Renaissance, an activity progressively removed from the lile of the ordinary man —
by his ewn day it had become an ativity without ony generclly recogaized Tunction ;
it had become an exotic, ¢ lwxwy. Theeefore Eric Gill never felt completely ot ease
at the thought of doing senlpture et all. Now and then o touch of the “artiness”
that he despised ond hated even obtrudes itsell in his ewn suulpture. But there s
never, that [ know of, a trace of it anywhere in his lettering, either engroved or
typographic. He was always happy in his lettering through feeling it to be not an
“art™ but an ordinary, necessory Cjob”. What deep sutisfuction he would have
derived [rom the koowledge that certuin ol biy Lypes hod bevome part ol the very
texture of English life.

[ am desply grateful for the opportunity of expressing the edmiration I feel for
Fric Gill s letterer and Typographer. He wos surely amony the yery greatest that
this oge hos produced.

But of course his achicvement as a letterer was only one expression of a rich and
varied personality. One of the many remarkable things dhout Eric Gill was the sort
of sublime literalness wich which he cerried cut his ileas, ¥ we are completely
honest and search ovr vwn bearts, most of us are compelled regretfilly to admit
that our ideas are one thing and our actions another. With Frie Gill it was other-
wise. [ never knew ¢ man who attempted, so consistently, to live what he believed.
Of course he sometimes did ot the eceentric and af others the pedunl, But Lre Gill
was neither an eceentric nor a pedunt ; he wos one of the most remarkable personalities
of his time, able to express what wos in him o5 ¢ carver, engruver, t}pogmpflcr and
writer, and abeve all, perhaps, as a courageous, clear-sighted and particularly levable

homan being.
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PHOTOGRAPHS OF THE GILL EXHIBITION AT MONOTYPE HOUSE

The Exhibitiog of the werk of Fric Gill as a
Muster of Lettering closed on Novemnber 7th,
1958, having allmeled over &,000 visitors,
It was, so far as we know, the fust exhibicion
of its kind ever neld, Amony the doo lwems,
on'y one represented this renowned sculp-
tor's stataty work: what was here being
docwmented was his supremacy as a varver
and dracghtsinan of the Roman Alphabet and
a3 a designer of type. 'The ar which fascina
ted Ditecr and his conternperares, the “just
shaping of letters,” waz Gill's carliest and
life-long vocation.

Trom a conplete photographic record of
the Lsbibilion we have selecrad these 37
views of tyoizal paiwls apd display casos as
they appeared in the Lecture ITall of Muno
type House. It will be shown at the Art
Centre, Hay Hill, Tondamn, in January, and
thevaafrer, it is h-np-?.d, in 2 numher of centres
outside Lomdon and on the Continant.
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The carved slate of which a photograph is
shown an the left faced the visitor as he was
entering the vaom. Tt 15 the wotk of Mr. John
Heeliom, kric Gill's nephew and last pupil,
and was proscied o s by dhe arrise s a
gesture of hoozge to bis Tane inaster

Every ATt School in the London ares, and
many At gpreater distances, sent partics of
senior students Lo the Dalubilion Interest
aroused by notices in (e naliona! press made

it necessary to postpone the closing dute Dor
a week,

“Whar is so thrilling about it”, said une
vizitor, "is that :o few of the exhibiy are
ohjects meant o he shown o e public,
These are glimpses hehind the scenes, of a
cedicated mind at weork”

Mozt of these illustrations ave =&'f explan
atory. In the panel below—left, the “Hiscack”
drawing is inscribed by L G.: “igod
hefore Bdward Johnston's teaching."
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