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PREFACE

One of my first experiences related to type dates back to my studies at Boston University, when I had to design a program cover for a Boston University Symphony Orchestra concert. I had hand lettered the text in Caslon Oldstyle 540 capitals, taken from the book I used in my lettering class. After handing a “comprehensive” to the printer, I was surprised to be handed a printed copy in Goudy Bold. So, for a second design commission, this time for the presentation of Handel’s Messiah, I decided to hand in a completely finished artwork to avoid a change in the use of the Robert Hunter Middleton’s Stellar.

As a student of typography, I also had access to metal type and printing on a platen press. This gave me the opportunity to get acquainted with the physical aspect of type.

Later on at Yale University, I focused my interests on typography from other angles, searching for form and styles for my own work. Many of the books I consulted were prolific in examples but scarce in biographical information about type designers. At Yale, I also had the opportunity to handle metal type, and to print. My thesis On Trademarks was set in Bodoni, and printed by hand.

Later in my professional work, I developed, an approach to graphic design problem solving for the Museum of Modern Art in Bogotá, which led to mostly all-type posters. These projects and many others related to corporate image gave me the opportunity to maintain interest in typography.

As time passed, I became more and more interested in type, not only as form, but also as an essential part of history. As a professor of layout design, I started to complement graphic information with the history of typography. This gave me the opportunity to start searching for information on designers and their work.

The first book that gave me some data on this subject was the second edition of The Encyclopaedia of Type Faces, published by Jaspert, Berry & Johnson in 1986. Excellent as it is in displaying complete alphabets, from both Europe and America, with the type carefully grouped into three main style categories –serif, sans serif and calligraphic styles–it doesn’t include any biographical data.

Sebastian Carter’s book Twentieth Century Type Designers, published in 1987, came closer to my interests, although on account of the time boundaries Carter chose, the book only covered the life and type activities of six major American type designers. In the second edition, he covered the work of three additional designers.

Later on, through Hermann Zapf, I was referred to the second, 1993 edition of Mac McGrew’s book, American Metal Typefaces of the Twentieth Century. This book finally gave me the opportunity to learn who the noteworthy metal type designers in America were, and which typefaces they had designed at least during the twentieth century. Unfortunately, the biographical data is very limited.

When I started to work on this project, I encountered many difficulties. Many of them related to distance, which also involves time. To develop a type project like this is a complicated enterprise, and much more so from a foreign country. Fortunately my first contacts, such as the one established with the New York Type Directors Club, gave me the opportunity to approach some type designers, and through them to start constructing a chain that slowly began to complete the picture.

The more I got into its content the more I was convinced that it was important to continue my endeavor. This book is not only on type, and technological advancements. It is essentially a book on people, an account of a great deal of work done silently by those who did research on the mechanics of type making, on the development of type as an important medium for communication, and on type as form, so important to graphic design.

As I continuously state in my lectures, history gives much credit to the invention of printing, but less to the creation of typefaces, both as means for printing and as means for designing. Without letters, graphic communication would be very difficult. Type is not only a means, it is also an end. Through history, type has played both roles. How differently a verbal statement is viewed when a letter style is improperly used, be it poetry, the cover of a book, a poster, a business card, or a street sign.

Type design is an extensive field. It is equally valuable to text or to display type. It may be based directly on calligraphy, hand drawn or designed. Its value lies more in its strength to communicate a certain spirit, an overall feeling, and a graphic character in a word, a paragraph, a page, or an entire book. To present these various instances I have tried, to the extent that it is possible, to present type as character sets, type as text and type applied to design. This will allow the reader to evaluate each designer through his or her own type designs. Unfortunately, it was not always easy to have access to a digital font, which would have permitted me to set each biography in its proper font or to present the complete works of each designer.

In scanning and carefully retouching many typographic originals, I had the opportunity to evaluate letters as if I were redrawing them. I learned more about the work of these designers than if I had just analyzed printed samples. This is what I want to share: A good assortment of work that may enrich what we know of type and what we know of type designers.

Graphic work have been included to complement type design. I have discovered that the knowledge we may have of certain designers’ work is sometimes incomplete. While a designer may be known for his graphic work, he may be ignored for his type design, or vice versa. Besides, graphic images permit a different type of visual information.

As the book contains dense information, I felt it advisable to divide the content into sections so as to permit the reader to visualize information from different points of view. Thus, the book contains an index of designers as well as an alphabetically ordered list of all the typefaces included in the book. There are two chronological descriptions of events and type designs, a comprehensive glossary of terms, sixty-two complete biographies, and data on eight firms that have been directly responsible for the development of typefaces.

The chronological development of type design was approached to both European and American events, and the appearance of other typefaces. The glossary’s definitions have been extended and complemented with examples and cross-references, in order for the reader to easily access information.

Although the research has been centered on a selection of some of the most relevant contributors to type design, as well as to the work accomplished by some type foundries –metal, photo, serigraphic, and digital–, this book is above all, a recognition of their work and a way to share vital information on American type design. I hope this research may attract many other people interested in this subject, in order to complement my achievements.


INTRODUCTION

From Letters to Type

Letterforms are a direct result of writing, and their evolution has been a long endeavor. At first, man drew pictures of his ideas, later he developed graphics to represent vocal sounds that expressed these ideas, and finally an arbitrary group of signs came to represent a group of definite sounds. Thanks to the Phoenicians, these groups of codes evolved into letters, which once in Greece, continued evolving formally. This group of letters, arranged in a particular order, came to be known as the alphabet, named after the first two Greek letters, alpha and beta.

Since alphabetical writing involved the use of letters, letters had to evolve in form and structure to be easily read. Nevertheless, while writing is done free hand, it requires a certain level of skill and a respect for the use of traditional materials and tools. Type must consider many other outside determinants which are not necessarily related to written forms and a personal approach.

Type is a regularized form which was originally cut by hand on a hard material –wood or metal–and used for printing purposes. This meant that each type containing a character of the alphabet had to maintain evenness of size and form within a running text.

Around AD 1450, to determine the formal characteristics of type, German printer and goldsmith Johannes Gutenberg, in collaboration with calligrapher Peter Schöffer, based their type design on the manuscript hand used at that time, known as textur. Each character was redrawn, cut, and cast maintaining its shape and legibility.

The making of metal type involved a complex process. It basically needed a punch, a matrix, and a mold, and a special alloy, that had to be soft enough to cast and hard enough to allow this piece of metal to maintain its form once cold. A punch was a vertical metal bar that had one of the characters of the alphabet –either a capital or lowercase letter, a number, or a sign–sculpted onto one of its ends.

A punch-cutter was a professional engraver, who sculpted by hand –in reverse and at actual size–each one of these characters, in this small area of the punch with the use of special tools and the help of a magnifying glass (see page 63). Once the metal bar was hardened he hit it on a softer metal with a hammer to produce a matrix, and by placing the matrix into the mold, and filling it with molten type metal, he or another person cast the metal character. It should be mentioned that a punch-cutter cut two or three punches a day, so a whole alphabet would take a long time to complete. 1

His ability consisted of carefully maintaining a visual proportion so as to end up with a complete font, which would give the composed text a unified color and quality. Being such a costly and time-consuming procedure, printers generally used only one or two sizes and one type style.

This manual procedure did not change until the invention of the pantograph in 1834, at least concerning wood type, and it did not further change until 1885, with the invention of the automatic punch-cutter in relation to the production of metal type.

Letterforms

The present Western alphabet, which consists of twenty-six letters, was formally drawn as two different groups of signs. The first, which corresponds to a series of fairly equally high letters, has been called capitals; the second, made up of a group of different shaped units, has been called lowercase letters. While the first, basically drawn upon a two-line grid, evolved in Greece before the Christian era, the second, written upon a four-line grid, evolved after the fall of the Roman Empire around the end of fifth century AD. 2

Capital letters, as we know them today, reached a perfect formal state during the Roman Empire around the first century, and may be seen exemplified in the inscription found at the base of the Trajan Column, a monument erected in the Roman Forum between AD 112 and 113 to honor Emperor Marcus Ulpius Trajanus’s victories. As a complementary note, there were only twenty-three letters in the Roman alphabet. Letters J, U, and W were later added.

When Greek and early Roman letters were drawn by means of a stylus on a soft surface, such as a waxed tablet, letters were characterized by an even thickness of stroke. But once letters were transcribed into monumental inscriptions by means of a flat brush held at a 30-degree angle, their strokes acquired an uneven character. Vertical and horizontal strokes became of different width with noticeable endings or serifs, and curved strokes were characterized by an uneven stroke, which made letters more elegant and better proportioned.

Lowercase letters, as we know them today, had a different development. Approaching the fall of the Roman Empire, a conventional script, known as Uncial, evolved and was used for the writing of books, especially those of the Roman Church. Although written upon a two-line grid, they were executed with a different writing utensil on different material. The quill had replaced the reed pen, and papyrus had been replaced by parchment.

By the fall of the Roman Empire, writing developed into a less formal script known as Half-uncial, which led to the drawing of lowercase letters. Drawn upon a four-line grid, and more fluently executed, some letters started to change, slowly acquiring ascenders and descenders. Although some letters maintained a certain similarity to the capitals, others acquired a completely different shape. This script, nevertheless, was not formally kept, and by the time Charlemagne (Carolus Magnus or Charles I the Great) ascended to the throne in 771, letters had lost their uniformity and clarity. With the aid of the English scholar Alcuin of York, a more uniform, calligraphic writing was developed, which came to be known as Carolingian script. 3

Gothic and Roman Letters

With the development of the Gothic style in French architecture, Carolingian script was somewhat adapted to resemble the angularity of religious constructions. Drawn with an accented vertical stress, acute angles, and a marked absence of curves, shapes became narrow, very stiff, and characterized by an intense blackness. The distinct surface ornament, a plaited pattern, gave the script the name textus (plaited), or textur, as it was known in Germany. In France it was later referred to as lettre de forme, and in England as black letter.

So, by the middle of the fifteenth century, when Gutenberg decided to print the Bible using metal type, textur was the conventional style of letter used in manuscript books, and Latin the language. Being interested in formally competing with manuscripts, Gutenberg and Schöffer based their type on this letter style. But in Italy, as a renewed interest in classical antiquity –with its æsthetic and philosophical values–and a revived humanistic outlook, there was a change from the Gothic to the Renaissance.

This was a time when much of the work of Roman and Greek philosophers and writers became known. In Italy, handwriting had also evolved into a completely different style based on the Carolingian script, a style which the Renaissance men believed to be more in keeping with the classical spirit than the Gothic one. In transcribing the works of classical authors, the Renaissance humanist scribes had modified this hand, making it even more beautiful. When the first type was cut, cast, and used in 1465 the new typeface had a hint of roman.

However, these letters did not assume a fixed form until they were cut in Venice and cast as type by the French punch-cutter and printer Nicolas Jenson around 1470. By 1500, the handwriting used at the Papal Chancery had served as the basis for the appearance of the first italics in type, although Roman capitals remained as initial letters. It was not until 1537 that capitals acquired a sloped form. This means that within fifteen years of Gutenberg’s initial achievement, several roman letters of lasting value and wide influence had appeared, and within eighty years, there were roman and italic versions of type.

Letters continued resembling calligraphic models, in spite of the work of masters like French engraver and founder Claude Garamond, who so successfully translated the models into metal, avoiding merely imitating the characteristics of the pen. He also brought the roman and italic forms into a working relationship.

The first important change came in 1693, when the French Académie des Sciences, by request of Louis XIV, appointed a special committee to study the proportions of classical Roman letters established by artists like Fra Luca de Pacioli, Albrecht Dürer, Sigismondo Fanti, and Geofroy Tory as a way to develop a “scientific” typeface that would become the property of the French nation. As copperplate engraving had superseded calligraphy, the burin replaced the pen, and pure technique became predominant. 4

Headed by the prominent mathematician Nicolas Jaugeon, the Académie developed the master alphabet designs. These were finally engraved by Louis Simonneau 5 based on letters drawn with a ruler and a compass on a grid of close horizontal and vertical lines, which gave a precise measurement to each of their proportions. Although royal punch-cutter Philippe Grandjean, did not follow the submitted model exactly, the resulting typeface, called Romain du Roi Louis XIV, was a definite “transition” from the Oldstyle, because it had greater contrast, sharp horizontal serifs, and a vertical stress. This paved the way to the even more contrasting typefaces that followed. 6

French punch-cutter Pierre Fournier le jeune, who was also influenced by copperplate engravings and followed the tastes developed in France for sharpness and contrasts, further developed the work of Grandjean. Nevertheless, his greatest contribution to type design was his proposal for a standardized type measuring system. Benjamin Franklin brought this system to America in 1786 through the acquisition of types and matrices directly from Fournier. It provided important bases for further developments in American typography. 7

By the middle of the 1740s, the Baroque and the Rococo styles had practically disappeared in England and France. A strong reaction against both these art expressions gave way to the establishment of Neoclassicism, which would later be notable for its absence of printer’s ornaments, arabesques, and borders on the printed page. The extended use of copper engraving had definitely influenced type design.

French engraver and founder Firmin Didot, and later Italian engraver and printer Giambattista Bodoni, further developed Fournier’s approach to letterforms to the point of reducing their drawing to a relationship of contrasts, in which letters were constructed by opposite elements: thick and thin, line and stroke, verticals and horizontals. 8 This objective approach dehumanized the preceding letter styles and permitted them to be constructed rather than drawn and to be viewed as independent units, which could be manipulated and transformed.

Using the same approach, the nineteenth century type designers, influenced by sign painters, pushed letterforms even further, making them acquire bolder features. 9 Strokes and serifs became straight, bracketed, unbracketed, and even without serifs. Fat face, Ionic, Egyptian, Clarendon styles appeared on the market. It is important to add that all these changes were not only part of an attempt to establish clear typographical hierarchies but also a way to provide poster printers with heavy, readable-atdistance typefaces. Type was no longer in the book, but on the wall. If type sizes remained relatively small in metal type founding –that is no bigger than three inches in height–larger sizes were supplied as wood type, which was already being used in the printing of billboards and posters.

By the middle of the nineteenth century, type was approached from two different points of view: as a metal form, which had a sculpted character used for printing, and as a graphic entity. While letterforms had been entirely freed from calligraphic models, allowing the manipulation of their shapes in whatever way possible, type as a sculpted piece of metal continued being done in the same way, by hand.

It is from this perspective –taking type as a piece of metal or wood that is used for printing, and as a graphic entity–that this book has been conceived and developed.

The American Contribution

This book will investigate American contributions to technical problem solving and formal and stylistic problem solving related to type design.

While the primary function of type is to serve as a tool of visual communication, there are many contexts from which to view type and type design. The history of type can certainly be seen as part of the history of civilization. The creation of new type families can be seen as a problem solving activity, aimed at improving legibility and readability, clearer letterforms and more functional texts; it can also be viewed as a vehicle for self-expression. It can also be the result of the competition between foundries; be caused by stylistic trends; to satisfy the particular demand of a client; or as an answer to solve a particular design problem. Type design is also the vanguard of technology; technological advances require new type designs in new media.

Here, some events have been selected that appear to be significant to the development of type. They are presented in chronological order.

It is interesting to note that the first two great contributions to type production were carried out throughout the first three decades of the nineteenth century. During this time gaslight had already been installed in many places; paper was being produced mechanically; the first iron presses were being manufactured; and the electric motor had been introduced into industry. While wood engraving could be printed simultaneously with type, copperplate engraving, lithography, and mezzotint (which had also been introduced into America) needed to be printed separately.

In 1828, by taking advantage of the end grain of the wood and the wood engraving technique, Darius Wells was able to manufacture large, inexpensive and durable wood type. The earlier method, using the side grain of the wood, had limited type design to simplified shapes. He could now cut more elaborate designs, which in turn changed the development of typographical posters in America, and also influenced metal type design. Different from foundry type, letters could now be cut in sizes up to thirty inches or more.

Then, with the introduction of the combined router and pantograph, which William Leavenworth had invented in 1834, type was freed from three great limitations. First, the design could be done in a large size and simultaneously be reduced and cut to smaller sizes. This meant that only one original pattern was needed. Second, any person with some skill and concentration could do the cutting task. And third, perhaps the most important in terms of creativity, type production could now be carried out without the interpretation of an engraver. Not only Wells, but other wood type manufacturers like William Hamilton Page, who were innate designers, started to experiment with letter shapes, widths, and values, and with their chromatic aspect. They also introduced the type family concept, which was not formally developed into metal type until the first decade of the twentieth century. 10

During the second half of the nineteenth century, when the Industrial Revolution started taking place in America, there were innumerable technical and mechanical advancements. The mechanical production of continuous paper combined with steam-driven presses stimulated mass production of newspapers and mass communication. Chromolithography was introduced as well as mechanical lithography. The three-color separation principle was already stated and applied to printing. Photography was finally being reproduced by a mechanical system, and electric light had changed human behavior in all senses. But in spite of all these advancements, the production and type handling, although aided by stereotyping, electrotyping, and mechanical casters, continued being done by hand. Armies of type compositors, type distributors, and thousands of metal characters were needed to accomplish these combined tasks.

In 1885, aiming to solve a different problem, Linn Boyd Benton was able to improve Leavenworth’s combined machine, and by adapting it to the cutting of punches and matrices he brought about a complete revolution to type production. For the first time, after approximately 435 years since the invention of printing, a person other than a skilled engraver could handle the cutting of type, punches, and matrices. The minute work done by hand, by means of special tools and with the help of a magnifying glass, was now automatically done. Additionally, the original design could be drawn in a large size on paper in a frontward position, and once transferred to a backward-placed metal pattern, it would serve as a guide to produce a very reduced copy (14 pt) without any distortion. Originally, an engraver worked by looking at a frontward position original and sculpted a backwards copy of it on the end of the punch (see page 63).

The Mechanical Type Composition

The following year, with the invention of the Linotype, Ottmar Mergenthaler solved three aspects of type production. By using and arranging matrices on a line, he was able to cast a line of type, which simplified type management. Then, as a result of using matrices, he could return them to a magazine which held them in place, being able to repeat the operation as many times as needed. A printer could now simplify the setting and distribution of the type, by the use of one or two composing machines, reducing costs and time considerably. The used type could be returned to the melting pot, and converted again into useful metal. Against all predictions, handwork did not diminish. On the contrary, the reduction of time and cost lead to increased production of newspapers, magazines, and books, and more production meant more people being employed to do handwork. More printed matter also revolutionized the educational and communication world.

The mechanization of type production directly influenced foundry type. Despite the fact that metal type is a regular form in all senses, which needs to be so for both setting and printing, type sizes were not produced according to standardized measurements. Given that type foundries were private enterprises, type was produced according to measurements particular to each foundry. Type bought in one foundry could not be set with type bought from another foundry. With the establishment of the standard type measuring system of the 12-pt pica in 1886 –an important regulating system–type was finally viewed as a practical endeavor. For the sake of comparison, England adopted it eight years later.

It is interesting to note that the following year another invention took place in mechanical metal type production. In 1887, Tolbert Lanston completed the Monotype hot metal type-composing machine, with two additional characteristics. Since it was a mechanical system, which permitted the casting of individual characters, the whole process had to be planned with strictly regulated requirements. The use of a unit system in the design process permitted type to be the product of modules. Taking the em quad or em space, which is the square of any type size, as a regulating base, the surface was vertically divided into eighteen segments, each letter being assigned a particular set-width or number of horizontal segments both for capital and lowercase letters. Taking a contemporary typeface such as Times New Roman (1932) as a base, letter M, for example, would employ 18 segments, letter A 15, letter B 12, letter C 14, etc., while lowercase letters followed a similar measurement: letter m would employ 18 segments, letter a 10, letter b 11, letter c 9, etc. This approach converted type design into a methodical undertaking, which also enabled the practical management of line breaks, justification, inter-word and inter-letter spacing.

By 1890, the ideas of the Arts and Crafts movement, which had been so influential in the appearance of the private press in America, were not as numerous. Art Nouveau had also arrived in America, but although many of its followers may have been influenced by similar principles, some people did not completely follow John Ruskin’s anti-mechanical rhetoric. The advertising field was now questioning the use of an overcrowded artwork by introducing new concepts based on experiments in visual perception and market research, and trade journals protested against the overuse of decorative motifs, heavy type, crowded formats, and Art Nouveau imagery. 11 The practical side of printing also demanded a new attitude towards type production and type design. Competition between type foundries had come to a critical point. Also, Monotype being a mechanical casting system, which could cast individual types as needed, type foundries had to face type production differently in order to compete with this mass production.

When the American Type Founders was established in 1892 by the merging of twenty-four type foundries, the theories expressed in the two preceding paragraphs were put into practice. While types became standardized in size, they were also carefully selected through an in-depth analysis of all the typefaces offered by these foundries. Inconsistencies in design, outdated styles, and duplicates were dramatically reduced until only a number of useful typefaces remained. Design was formally and æsthetically channeled. This also was very significant because of the upcoming century, which was already foretelling the appearance of new art styles, and with them, new approaches to an æsthetical evaluation of form.

With the establishment of the ATF Typographic Library and Museum in 1908 under the direction of typographic historian Henry Lewis Bullen, two æsthetically related aspects were introduced to typography. Type design was not only a problem of creating new typefaces; there was a classic type legacy that should also be taken into account. The Library and Museum would introduce type designers and printers to what was done in the past. In collaboration with Morris Fuller Benton, Bullen was able to establish the basis for the future development of classical type within the type foundry. Thus, faces like Bodoni, Cloister, Baskerville, Garamond and Bulmer became available within a period of ten years. There was also an æsthetic problem within the printed page. Instead of combining styles of mixed heritage, it was better to combine variations of form genetically related. Fonts were now fully developed into type families, a concept that had been earlier introduced by wood type manufacturers. A particular design was enhanced with a great amount of structural and formal variations, which included a treatment of width, value, and stress. Thus, a typeface was not only planned, including light, regular, bold, condensed, and expanded versions, complemented with their italics, but also a harmonic set of sizes. This provided designers and printers with the means of handling text type and typographical hierarchies with unified visual criteria, which certainly gave unity to the printed page.

The Type Design Competition

Once the problem of the standardization of type sizes was faced by all functioning foundries, including ATF, Linotype, Ludlow, Monotype, and Frederic W. Goudy (an independent type designer and type founder), competition was then channeled towards the creation of functional and æsthetically-designed typefaces. ATF had depended in the beginning on people with a keen eye for type development like Linn Boyd Benton, Morris Fuller Benton, Wadsworth Parker, Joseph W. Phinney, Henry Lewis Bullen and its manager, Robert W. Nelson. Later the company included William Bradley who developed an important advertising program for ATF through the in-house publication, The American Chap-Book. Mergenthaler Linotype Company appointed Chauncey H. Griffith as Director of Typographic Development in 1922, who also brought in William Addison Dwiggins and Rudolph Ruzicka. Lanston Monotype, before appointing Frederic W. Goudy as type adviser in 1920, had depended on the direct collaboration of Robert Wiebking. The Ludlow Typograph Company, which had depended on Robert Wiebking from the beginning, called type designer Ernst Frederick Detterer, who advised them to appoint Robert Hunter Middleton as its typographic adviser in 1923. Each one of them developed, with time, an important program aimed at solving specific problems stated by their consumers.

The occurrence of simultaneous events does not always permit one to see clearly from where specific changes in type design and production arise. The following events forced a new approach to type design: the development of advertising; the appearance of new mechanical composing systems such as the Ludlow (which after 1911 allowed for easier handling of headlines in newspaper layout); the structuring of the Bauhaus school in 1919, which later was very influential in a conceptual development of type and design, as in the use of sans serif typefaces; and the trend started by sans serif types imported from Europe. American type foundries, guided by their own typographic advisers, played an active role in competing with foreign foundries and with their own competitors.

In 1922, under the direction of Chauncey H. Griffith, the Linotype Company started the Legibility Group, an intelligent program for creating logical, legible, and readable typefaces for newspaper text setting. As Head of Typographic Development, Griffith found that type design required more of an “engineering” than an artistic approach. Stereotyping problems for high-speed rotary letterpress printing were solved in such a way that the proposed solution became a worldwide solution for newspapers. 12 Ionic No. 5, introduced in 1926, became one of the most successful typefaces for more than three decades, preceding Stanley Morison’s introduction of Times New Roman in 1932. Griffith’s program, which lasted sixteen years, included the design of five typefaces for newspaper use, and of Bell Gothic, which was developed for the printing of telephone books nationwide. With the collaboration of William Addison Dwiggins and Rudolph Ruzicka the Legibility program was productive in developing various typefaces for newspaper and book use as well. Dwiggins also collaborated in designing various typefaces to counteract the in-coming European sans serif trend.

Lanston Monotype developed a type program with Frederic W. Goudy, which largely benefitted book production from 1920 on. Goudy was the first independent type designer in America and the first to establish a foundry –an activity no one had done since the eighteenth century. During a sixteen-year close collaboration with the firm, many of his typefaces designed and cast as foundry type were developed for the Monotype system. Many typefaces that Goudy developed for Monotype, before he entered as type advisor, were done in response to particular needs, as was the case of Kennerley Old Style and Forum Title, both used in the printing of H. G. Wells’ The Door in the Wall, and which established Goudy’s reputation as type designer worldwide. Bruce Roger’s Centaur was later cut for Monotype, as was Frederic Warde’s Arrighi, its complementing italic. By 1936, on Goudy’s retirement, Sol Hess continued as director of the type department, developing an important program for publishing companies, printers, and department stores. For him, the practical side of typography was as important as the creative side.

In 1923, a visual and functional achievement was carried out by ATF when it published the Type Specimen Book and Catalog 1923. Implemented under the direction of Henry Lewis Bullen, and the collaboration of Morris Fuller Benton and Wadsworth Parker (among others), this colossal 1,148-page book, containing typefaces, color layouts, and various detailed examples, became one of the major sources for a visual and practical education for many typographers in America. It guided good sense in typographical usage for some time.

With the appointment of Robert Hunter Middleton in 1923 as typographic adviser to the Ludlow Typograph Company (he later became its director), there was a fourth effort made to develop a type design program, which this time permitted small printers to depend on an important type casting medium that was more accessible than the more expensive Linotype and Monotype machines. His typefaces, less known than those created by Goudy, Griffith, or Benton, reflected great sensitivity and diversity. He was the first one to react to the 1927 European sans serif trend started by Futura, Kabel, and Gill Sans by designing the first American humanist sans serif, Stellar in 1929, a delicate typeface which anticipated the appearance of Zapf’s Optima (1958) by twenty-nine years. Robert Wiebking, who from the start made the new composing system a reality, complemented Middleton’s collaboration with the Ludlow, both as a punch-cutter and designer.

The International Influence

The immigration of people, including illustrators, typographers, punch-cutters, engravers, photographers, inventors, and others, had taken place since the late eighteenth century. They were mainly from Germany, Scotland, England, and Czechoslovakia. This immigration continued during the nineteenth century when some of the type designers included in this book came to America. This immigration was especially important in the twentieth century between World War I and World War II. Great type designers, art directors, photographers, architects appeared, such as Lucian Bernhard, Mehemed Fehmy Agha, Alexei Brodovitch, Herbert Bayer, Leo Lionni, George Giusti, Ladislav Sutnar, and Gyorgy Kepes. Also, Gestalt psychologists, such as Max Wertheimer, Kurt Koffka, Rudolf Arnheim, and others, had a great influence on applied typography and imagery.

The Bauhaus design principles, plus the use of the grid, sans serif typefaces, asymmetric typography, and the flush-left type composition were formally imposed by art directors and designers. They also introduced an innovative use of black-and-white and color photography, full-page color reproductions, flush photographs, diagonal typography, etc. In addition to the immediate action carried out by the American type foundries and designers to counteract the sans serif trend initiated by European designs on the market, some typefaces were designed by direct request from clients, as happened with Vogue, designed and produced by Intertype for Condé Nast’s Vogue magazine in 1930. 13 Throughout a whole decade, it is possible to find one or two sans serif typefaces designed for each one of the metal composition systems, including foundry type and mechanical composition. There was also the strong comeback of typefaces like News Gothic (1908) in the 1940s which, because of the overwhelming entrance of the European typefaces, had been put aside.

Along with other metal type production handicaps such as time consumption and the immense costs involved in production, there was the risk involved in producing a particular type design without knowing in advance if it will be a success or not. With the management of type through photography a new panorama was opened. With the support of a line film (such as the Kodalith, specially developed by Kodak in 1931) photocomposition to become a reality.

With the establishment of Photo-Lettering Inc. in New York, in 1936, headed by Ed Rondthaler, photographic display typesetting opened a broad field to creativity both in applied typography as in the production of new typefaces. Through the use of lenses that permitted condensing, expanding, overlapping, etc., designers like Herb Lubalin later found a way to implement his ideas. His layouts became a reality for magazines such as the Saturday Evening Post, which he redesigned in 1961; Avant Garde (1968); Eros (1972); Upper & lowercase (1973); as well as for advertising clients. Much less expensive than typecasting, photo-lettering also provided the means for experimenting with a particular design before its commercial issuing as a metal type. This was the case of Peter Dombrezian’s Dom Casual –designed in 1950 and later cast in metal by ATF in 1952, with a bold version in 1953–and Ed Benguiat’s ITC Souvenir –which met great success in 1970 and was commercially issued by Linotype in America and Matrotype in England, and later cast by ATF for hand composition in 1972.

From 1939 through 1962, Bradbury Thompson, one of the most influential graphic designers of postwar America, developed very innovative work in layout design, use of typography and printed color through sixty-one issues of Westvaco Inspirations for Printers. An experimental field for his ideas, both graphically and conceptually, it also served him as a means to present his alphabet 26, a logical system with a mixture of capitals and lowercase letters. With this type proposal he was in search of simplifying reading and typesetting through the use of one alphabet instead of two.

It would take too much space to enumerate all the contributions made by American designers to type development, for in some instances technical innovations were not only directed to type design but also to making typesetting accessible to other usages, such as office work, or to solve a designer’s immediate needs. These innovations made people aware of type as a visual medium which could have a direct influence on their commercial relationships through a better presentation of their documents.

With the creation of the office typewriter IBM-72 Selectric in 1961, designed by Eliott Noyes, IBM confronted the design competition of Italian Olivetti. In creating its corporate identity, IBM collaborated with designers like Paul Rand, who created some of the most outstanding corporate images of the twentieth century. Different from conventional typewriters, the new machine needed less space, had a lighter touch, was æsthetically attractive, and also provided a changeable means for “printing” type. It also incorporated regulated spaces into typing, which permitted the handling of letters by units, allowing for fairly justified texts, and the making of creative typographical compositions. The ribbon was used only once, offering a perfect printing quality. And, while in other typewriters the carriage moved, in the IBM machine a mono element with the shape of a golf ball, containing a complete font, moved from one side to the other while transcribing letters onto paper. It may be said that “typography” was brought into office work, by supplying a large catalog of typefaces, which included serif and sans serif typefaces, such as Times New Roman and Alternate Gothic, from 6 to 12 pts. It offered clients, printers, and designers access to an ingenious, economic typesetting medium. In 1963, Swiss type designer, Adrian Frutiger, was appointed consultant to IBM. Thus, one of the first contemporary typefaces, Univers, became part of the type catalog. This new approach to type demystified typesetting, and anticipated to a certain extent the desktop publishing concept.

Although not directly related to letterforms in a typographical context, it is worth mentioning the appearance of Supergraphics introduced by architect Robert Venturi in 1962. He innovated architectural design by using giant stencil letterforms as a decoration for Grand’s Restaurant in West Philadelphia, altering space and scale. Supergraphics were soon incorporated into corporate identification systems, decorating shops and boutiques, and bringing a new look to architectural environment. 14 This approach was later used by Lou Dorfsman, who conceived the idea for a horizontal 40’ x 8.5’ three-dimensional, typographic assemblage mural for the CBS cafeteria. Herb Lubalin collaborated by doing the overall lettering layout to scale, and Tom Carnase by doing the intricate lettering.

The Computer Age

By 1963 typography entered the computer age in America with the introduction of Linasec by Compugraphic Corporation. New terms like “computer-aided” and “computer-controlled typesetting” were used for the first time. But, as it had occurred in preceding decades, other developments helped designers in a different field. Letraset dry transfer lettering, which made its debut in 1961, allowed for complete freedom in the making of artwork. This medium and Xerography permitted designers to work with experimental typographic layouts as presented by the group Fluxus. At the same time the personal work of French graphic designer Robert Massin combined high-contrast photography and typography in a unique way. His works La Cantatrice Chauve and Delire à Deux are still outstanding typographic accomplishments. The theory expressed by Herbert Marshall McLuhan on mass media –The Medium is the Massage–also had an outstanding influence on man’s thinking about communication techniques.

By the end of the decade the first cathode-ray tube (CRT) was installed, and letters were visualized on the screen for the first time. PRINT’68 exhibition in Chicago introduced participants to a series of electronic devices, which accelerated the demise of hot metal typesetting. Type generators were finally introduced in television ending previous videotaped artwork. While the International Typographic Style continued being handled and promoted by many designers in America, there also appeared a more eclectic managing of type and design as exemplified by the work of Herb Lubalin on the one hand, and Milton Glaser on the other. Both of them would be quite influential for a full decade. During this decade a completely different approach also came from a younger European generation, which was persuaded by the issues of Post-modernism. Designers like Rosemarie Tissi, and later Wolfgang Weingart, April Greiman, and Lucile Tenazas, and others, started to question the old establishment of Swiss design, influencing American graphic and typographic design. Reading habits were questioned and typographical presentations dramatically changed, transforming page layouts. Overlapped texts, and inverted paragraphs were inscribed as white texts on color shapes, and letters and ornamental elements were scattered around the page, eluding convention.

In 1969, with the setting up of the International Typeface Corporation (ITC) through a combined collaboration among Herb Lubalin, Aaron Burns and Ed Rondthaler, type development was clearly modified in America. Aimed at developing typefaces for photocomposition and digitization, ITC faced an ambitious program, which included the support of American and European type designers. Classical typefaces were redesigned to meet contemporary standards in addition to a group of original designs. The true dimension of ITC’s impact on typographical development was confirmed through the publication of U&lc (Upper & lowercase), one of the most influential journals of the twentieth century. Lubalin’s experiments with typography ended in the creation of special typefaces, which aided him in giving form to his typographical layouts. Thus, it may be said that type evolved from layout to serve layout. Two of these typefaces, which directly evolved from lettering and page layout, were ITC Avant Garde Gothic, designed in collaboration with Tom Carnase, and ITC Machine, designed by Carnase. The first was provided with a great number of ligatures, taken directly from the titles used on the magazine of the same name, which permitted type to maintain a lettering flavor. The second was designed to meet extreme close fit.

With the development of computer technology and the use of monitors, there appeared a need for a better readability of typography on the screen. In 1972, the Architecture Machine Group at the Massachusetts Institute of Technology (MIT) developed gray-scale fonts, which allowed for a visually sharper image on the screen.

Previous to this, type on video screen appeared chunky as a result of pixeling. In relation to this context, it is worth mentioning the work developed by Charles Bigelow and Kris Holmes who designed typefaces Lucida for use on low-resolution printers, and Pellucida for low-resolution video displays in 1984 and 1986, respectively.

In 1974, a new advancement related to type handling took place. This is the case of Ikarus, developed by German engineer Peter Karow in Hamburg, Germany. It permitted the conversion of scanned digital images to vectored outlines; the conversion of analogue work to digital data; and the interpolation of basic letters for yielding a family of different characteristics, among other functions. The Linotype Group of Companies and Compugraphic Corporation, among others, started to use the system for preparing digital type libraries. Also, direct communication taking place between journalists and a computerized composition system through the use of video terminals was made possible.

In 1982, type designer Charles Bigelow, Assistant Professor of digital typography at Stanford University, created a master’s program in digital typography in collaboration with scientist Donald Knuth, who had created Metafont in 1979, a program that enabled the creation and handling of digital typefaces. Type design was eventually viewed as a science. Among his students were Carol Twombly, Dan Mills, and Cleo Huggins, who later enjoyed distinguished careers in typography and electronic design.

With the creation of PostScript language in 1983, developed by Engineers John Warnock and Charles Geschke at Adobe Systems Inc., contemporary designers were provided with a tool that permitted the handling of texts and images in a combined document. It also allowed for the handling of curves in type, enabling a good use of serif, sans serif, and calligraphic typefaces. Layouts could now be developed directly on the screen, permitting the designer to see the finished work before printing, something that could not be done before. One year after the creation of PostScript, Sumner Stone was invited to be the Director of Typography at Adobe Systems, Inc. Under his guidance, the type department developed an ambitious program for digitizing classical typefaces as well as starting to create original designs. Among the typefaces developed by the department, Robert Slimbach’s Adobe Garamond (1987), considered one of the best contemporary revivals of Claude Garamond’s classic original, must be mentioned.

By 1984, Steve Jobs and Steve Wozniak had designed Apple II, which revolutionized the computer industry with its use of windows, pull down menus, bitmapped graphics, and a mouse to handle commands. Accompanied by a number of software packages, such as MacWrite, MacDraw, and MacPaint, which were quickly adopted into the graphic design practice, new channels for creation were opened both in graphic and in type design. Such is the case of Zuzana Licko, who, after launching Émigré Fonts digital foundry in 1985, presented her first type designs (Emperor, Oakland, and Émigré), which visualized letterforms from a new perspective influenced by the computer language. Although letters were kept within a traditional structure, the simple modular elements derived from the low-resolution characteristics of screen display and dot matrix printing offered her the possibility of creating fonts which were more in accordance with present times. The use of simple ratios and the minimum basic points needed to define a letter shape permitted a different access to type design, giving her the opportunity to question reading habits and to reconsider concepts on legibility and readability. Besides her own work, which continued evolving, her approach was followed by designers like P. Scott-Makela and Barry Deck who designed such typefaces like Dead History and Template Gothic. 15

Parallel to these experiments on computer-generated fonts, Sumner Stone designed Stone typeface, a three-member family developed on the basis of a common letter design at Adobe in 1987. A basic structure served to define three different styles: serif, sans serif, and informal, thus showing that form and structure could be blended into one. Besides being a clarifying graphic statement, it permitted the user to employ three fonts harmonized by one basic structure, useful to set three different contents with a unified visual presentation. German designer Otl Aicher later repeated this typographical experience in 1988, and Dutch designer Lucas de Groot in 1994.

In 1991, Adobe Systems Inc. developed the multiple master technology, which enabled the management of proportion, stress, and value within a letter. A typeface could now be enlarged, condensed, expanded, or italicized without altering any of its basic attributes. Based on two or three design axes, a master design was placed in each corner. While the changes from one end to the other proved to be quite immense, the great advantages of this new technology included the possibilities of finding that intermediate point where the designer could select the shape, the value or the stress needed to adapt a particular type design to his own needs. Starting with Carol Twombly’s Viva in 1993, there have been many designs created under the multiple master technology format. This is the case of Nueva (1994), and Chaparral (1997), both designed by Twombly, and Adobe Minion, designed by Robert Slimbach in 1990.

In 1995, Matthew Carter had the opportunity to develop, as part of a type design invitation extended to him by Laurie Haycock Makela, Design Director of the Walker Art Center, an alphabet for the private use of that institution. The resulting design, Walker, is a typeface that may be completely changed according to the designer’s needs. Using a sans serif structure as a base, the proposal includes five different serif shapes, which may be applied to the basic form in varied ways according to the needs of a specific content. This permits a contemporary typeface to acquire a particular shape related to present or past art expressions, but within the philosophy of the Center which is always committed to changing expressions in art and design.

But besides all these innovative approaches to type design, which were carried out during the last decade of the twentieth century, there also was an interest on the part of American type designers towards legacy, a legacy of both classic letterforms and those typefaces designed more recently. There have appeared, for example, two different revivals of Caslon Old Face (Carol Twombly and Matthew Carter), one revival of Didot and one of Bodoni (Jonathan Hoefler), various excellent digital renderings of Renaissance inscriptions (Carol Twombly, Paul Shaw, Garrett Boge, and Matthew Carter), various type designs based on lettering and calligraphy by American and European artists and designers (Paul Shaw, Garrett Boge, Tobias Frere-Jones), and various sans serif revivals (David Berlow, Tobias Frere-Jones). This shows that there is not a definite trend in American type design as a whole. While some designers have a strict attitude towards their type design work, others prefer to maintain an open approach to different styles and times.

As we may see, it is difficult to separate technology, creation, and theoretical postulates. All of them have contributed in one way or another to the development of type design.

New technologies allow for new forms of communication and new behaviors to create the appropriate environment for new technological advancements. The digital language and the computer, taken as everyday instruments, have introduced their own graphic and visual perspectives into communications.

Graphic arts, the printing industry, and the design field have all contributed to these changes. Visual communication and printed media have been substantially influenced both in their presentation and in their impact. And on the way, they have also stated new rules for type design.

Nevertheless, typographical characteristics are not necessarily oriented by technological advancements, but by reading habits which in the end have also conditioned perception.

Type as form performs four simultaneous activities. While type has a responsibility to the text, making it clear, legible, and readable, it also introduces visual characteristics on the printed page, which will or will not encourage the reader to read the printed text. The type must support the content. The proper size, color and style make content come through. Finally, type is responsible for æsthetic quality of the whole printed piece.

Each typographic style has its own particular application. It lies in the designer’s sensitivity to find the proper time, the proper place, the proper style, and the proper size for using it. Type should not only be seen, but also felt.

Throughout history, typography has changed contexts, from an activity related mainly to printing, to a field characterized by the diversity of media and the overflow of information, but where typography is still essential for visual communication. It has allowed for the representation and visualization of words and content both in printing and on the screen.

The new technologies of electronic rendering, the computer, multimedia and Internet have made typography more popular than ever. They have democratized it both in form and structure to the point where typography itself must question typography’s inherited structure and form.
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CHRONOLOGY OF

TYPE-RELATED EVENTS

1600

1605 The first part of Miguel de Cervantes’ Don Quixote de la Mancha is printed in Madrid. The title page reflects the French influence of establishing the character of roman types being used in Europe after Geofroy Tory and Claude Garamond.

1607 The first permanent English settlement in America takes place in Jamestown, Virginia.

1609   Johan Carolus publishes the first newspaper, Avisa Relation oder Zeitung in Strasbourg

1610

1611   Robert Barker prints a large folio edition of the King James’ version of The Holy Bible, the authorized English translation ordered by King James I in 1604. While the main text is set in black letter, the chapter heads, marginal notes, and the title page are set in roman type.

1618   After successful expelling the Spaniards, Holland becomes an independent state and a haven in Europe for journalists. Its maritime position transforms it into a usual place for gathering news. The Dutch press is established.

1620

1620 The Mayflower arrives in America to what is now Cape Cod, Massachusetts, bearing the Pilgrims who will found the Plymouth Colony.

1621   French punch-cutter and printer Jean Jannon publishes his first type specimen at the Protestant University in Sedan, showing his Caractères de l’Université. The Imprimerie Royal will later incorporate his types, much influenced by the work of Antoine Augereau, Claude Garamond, and Robert Granjon.

1623   In London, Isaac Jaggard and Edward Blount print the first folio edition of William Shakespeare’s Comedies, Histories & Tragedies seven years after Shakespeare’s death. Not being a religious text, it is set in roman letters.

1625 In America, the Dutch establish the New Amsterdam colony in Manhattan Island. When the English defeat the Dutch in 1664, it becomes New York City.

1629   In Amsterdam, the Elzevir family starts printing the vest-pocket editions of Latin classics and French literature, imitated afterwards by all printers in Europe and America. Cristoffel Van Dijck, one of the greatest Dutch type punch-cutters, has cut the typefaces employed. His types will later be bought for use by the Oxford University and the Cambridge University presses.

1630

1636 Harvard College is established by a grant from the court of the Massachusetts Bay Colony.

1637   A Decree of Starre-Chamber Concerning Printing, printed by Robert Barker, is issued in London limiting the activities of print shops and type foundries due to the opposition of calligraphers and illuminators.

1638 The foundation of the Harvard College in Cambridge, Massachusetts, encourages Rev. Jesse Glover to purchase a printing press while in England. Upon his death during the voyage, his widow sets up the first printing shop in America, in Cambridge, in late 1638, under the direction of Stephen Daye, who, with the help of his two sons and printer, Samuel Green, publishes The Oath of a Free-man and an Almanack for the Year 1639.

1640

1640   By suggestion of Cardinal Richelieu, the Imprimerie Royale du Louvre, known as Typographia Regia, is established for Louis XIII as a royal printing house in 1639-1640. Under the direction of Sébastien Cramoisy, the press employs Dutch printers and compositors who had come from Holland. Their first publication, in 1642, with Dutch types based on Garamond designs, will be a folio edition of Thomas à Kempis’s De Imitatione Christi. The press’ name will be changed, in 1871, to Imprimerie Nationale.

1640 In Cambridge, Massachusetts, Stephen Daye prints The Whole Booke of Psalmes, in verse, using a copy of the “Dutch press.” A volume in quarto with 148 pages, in an edition of 1,700 copies, it is presumed to be the first book published in America.

1641   German Ludwig von Siegen invents mezzotint, an engraving technique which permits great tonal range. It will become a favored method for reproducing portraits both in Europe and in America, where it will be introduced in 1830.

1644   By this time, Paris has seventy-five printing shops.

1649   English replaces Latin in England as the official language for legal documents.

1650

1659   In Leipzig, after working for three years, Dutch type founder Anton Janson establishes the first known independent type foundry.

1660

1665   The London plague causes the court to be moved to Oxford, and there the king, lacking for news, allows Henry Muddiman to start printing the London Gazette. This will also become one of the printed newspapers coming to America.

1667   The Oxford University Press is established. And for it, in 1672, Bishop John Fell purchases Dutch punches and matrices cut by Dirk and Bartholomew Voskens for the fonts known as the Fell types. These typefaces, along with those designed by Cristoffel Van Dijck, also bought for the press, will influence much of the seventeenth century English type founding.

1670

1677 John Foster, a graduate of the College of Cambridge, prints William Hubbard’s Narrative of the Troubles with the Indians in New England, which marks the beginning of woodcut and book illustration in America.

1680

1683   Hungarian punch-cutter and printer Miklós (Nicholas) Kis, who has worked in Amsterdam since 1680, cuts a beautiful roman typeface for the printing of his Amsterdam Bible (1685). Incorrectly known as Janson Antiqua, this typeface will serve as the basis for Linotype’s revival of Janson (1932), designed by Chauncey H. Griffith.

1688   Miklós (Nicholas) Kis prints his Amsterdam specimen sheet before he returns to Transylvania in 1689-90.

1690

1690   The English James and Thomas Grover type foundry, established in 1674, issues the oldest known English decorated typeface: Union Pearl.

1690 In what is now known as Fairmount, William Bradford, the first printer in Philadelphia, establishes the first paper mill in America. Mennonite Bishop William Rittenhausen, a papermaker by trade, manages it.

In Boston, Richard Pierce and Benjamin Harris print Publick Occurrences Both Forreign and Domestick, the first American newspaper. But the governor and council suppress it immediately after being published. With a format of 6” x 9.5” folded, it has four pages. A new paper will not appear until 1704: The Boston News-Letter.

1692 By orders of Louis XIV, a special committee is set up by the French Académie des Sciences to study the proportions of letters established by Dürer, Fanti, Pacioli and Tory, as the basis for a “scientific” typeface property of the French nation. They will prepare drawings of Roman letters on a grid of 2,304 squares with final designs engraved on copperplates. Shifting the grid generates italic versions. This approach, which presents a complete divorce from calligraphy, will permit type founder and punch-cutter Philippe Grandjean, who is commissioned by the Académie to cut the typeface, to give shape to a new letter style.

1693 After having some differences with local authorities, William Bradford moves from Philadelphia to New York where he founds the first press in that city.

1694   Because of the successive parliamentary restriction acts, none of the cities of England, except London, York, and the two great university towns of Oxford and Cambridge, will possess permanent presses until this date.

1694 By this time, when the last inhibitory act expires in England, the printing houses of Cambridge, Boston, St. Mary’s City, Philadelphia, and New York are already in operation in America.

1700

1700-1800 Many of the most impressive works of the eighteenth century, from the Médailles of the Imprimerie Royal of 1702 to Bodoni’s Manuale Tipografico, represent great technical advances: better casting and fitting of types, paper with more consistent printing surfaces, and better ink and presswork. Printing will take on the look of engraving to an astonishing degree.

1700   Philippe Grandjean cuts his Romain du Roi Louis XIV typeface for the Imprimerie Royale. It is the first of the “transitional” typefaces, characterized by a more vertical stress, and thin unbracketed serifs, more related to engraving than punch-cutting. The first book to be printed with it is a follo edition of the Médailles sur les Principaux Événements du Règne de Louis-le-Grand, in 1702. Grandjean’s work will be continued after his death in 1714 by his friend and pupil, Jean Alexandre, and finished by Louis René Luce in 1745, to include twenty-one sizes of roman with italics.

1703   Izaac Enschedé establishes what in the future will be the most famous Dutch type foundry, Enschedé en Zonen, in Haarlem. In 1815, the firm will acquire Firmin Didot’s typographic material. Jan Van Krimpen (Romulus, 1931) will be among their future type designers.

1710

1710   English writing master George Shelley publishes Alphabets in All Hands (engraved by George Bickham) that will provide John Baskerville with the basis for his typeface Baskerville, designed in 1757.

1719   English writer Daniel Defoe produces Robinson Crusoe, the first story to be published serially.

1720

1720   In London, English engraver, type founder, and type designer William Caslon I sets up his own type foundry, thanks to an advancement made by William Bowyer, a city printer.

1722   William Caslon I designs, cuts and casts his 14 pts English roman and italic which will be used in William Bowyer’s 1726 folio edition of John Selden’s works. Inspired by Dutch Cristoffel Van Dijck designs, his Caslon Old Face, a much better and cleaner font, will dominate English printing throughout the century.

1723 Although printing ink may have been produced before, by this date Benjamin Franklin is manufacturing it for his master, Samuel Keimer of Philadelphia. Ten years later Franklin will purchase the equipment for the production of lampblack.

1730

1732 Benjamin Franklin establishes his own printing press, and starts writing, printing, and publishing, under the pseudonym of Richard Saunders, his famous Poor Richard’s Almanac. Rich in common-sense philosophy, he will print it until 1757 (for 1758), each edition of 10,000 copies.

1733   English engraver George Bickham publishes, in parts, The Universal Penman, one of the finest of the eighteenth-century writing manuals.

1734   William Caslon I issues his first specimen sheet, illustrating forty-seven of his typefaces, which included Arab, Greek, Hebrew, Sanskrit, Armenian, Aramaic, Sumerian and Syrian types. By this time his work is well known abroad.

1737   French type founder, punch-cutter, and type designer Pierre-Simon Fournier le jeune proposes a standard type measuring system based on an ideal unit, which he calls the “typographical point” (0.0137 in.). François-Ambroise Didot will later develop it in 1783.

1740

1740   The Haas’sche Schriftgießerei AG type foundry, in Basle, comes under the direction of the Haas family from Nuremberg. In 1800, under the management of Wilhelm Haas, it will become famous for its roman, italic, Gothic, and schwabacher typefaces, as well as for the cutting of Caslon and Bodoni. Under Eduard and Alfred Hoffmann, Max Miedinger will become in-house designer, designing Helvetica in 1957. In 1972, the firm will acquire the Deberny & Peignot type foundry, the Fonderie Olive, and Berthold & Stempel.

1742   Pierre-Simon Fournier le jeune prints his Modèles des Caractères de l’Imprimerie et Autres Choses Nécessaires au Dit Art, containing typographical vignettes, music types, an elegant roman, many alphabets with decorated capitals, and a profusion of printer’s fleurons, much in a Rococo style. The latter will become standard equipment in every office in Europe and America. He was also able to cast different ruled lines up to 14 inches, and types up to 108 pts, the largest metal type yet made.

1744 In Philadelphia, Benjamin Franklin prints, on his own press, his best-known work, Marcus Tulius Cicero’s Cato Major, set in Caslon Old Face type that he had imported from England.

1745-1800 By the middle of the 1740s, the Baroque and the Rococo styles have practically disappeared in England and France. A strong reaction against both these art expressions has given way to the establishment of Neoclassicism, which will later be seen in the absence of printer’s ornaments, arabesques, and borders on the printed page. There is also an extended use of copper engraving which will definitely influence type design. This is also an Age of Reason: classical learning, ancient literary rules, reason, and common sense.

1750

1750-1899 Between these two dates, noticeable changes in the world’s economic structures, produced by a transition from stable agriculture and commercial society to industrialism, will take place. The use of steam power, iron, and steel, and the introduction of electricity, petroleum, and gasoline will mark further changes. Initiated in England, the first American manifestations will take place around 1821.

1751   French philosopher Denis Diderot publishes, in folio, the first volume of the Encyclopédie, ou Dictionnaire raisonée des sciences, des arts et des métiers, which was intended to be a complete guide to useful knowledge. The entire edition of twenty-eight volumes –seventeen of text and eleven of engraved plates–will be completed by 1776. The Encyclopédie represents the embodiment of the spirit of the Enlightenment, which will be greatly influential in freedom of thought, both religious and philosophical.

1757   In Birmingham, English writing master and printer John Baskerville prints his first book, a quarto edition of Virgil’s Bucolica, Georgica, et Æneis, in which he uses his fine typeface (Baskerville), and his wove calendered paper. He also issues a type specimen sheet.

1760

1763   William Caslon I and his son William Caslon II print the first English book of type specimens, which includes fifty-six alphabets by him, and twenty-seven by his son, all designed between 1738 and 1763.

1765   Joseph Jackson and Thomas Cottrell, former apprentices at William Caslon’s type foundry, publish the first Twelve-line English romans (two inches high) in their type catalog, an idea that will be copied by other founders.

1766   After two years of work, Pierre-Simon Fournier, le jeune publishes, in 16mo (1/16), a two-volume edition of his Manuel Typographique. Printed by Joseph-Gérard Barbou, it includes, in addition to his own decorated letters, specimen borders by Pierre-Simon Fournier, l’ainé, and others. He also offers his type in six variations of the normal roman –light, bold, condensed, etc., all in the same body, introducing to printers the concept of the type family. In 1768, he will design the first hand-tooled alphabets.

1768   Italian typographer, printer, and type-cutter Giambattista Bodoni, starts working for Ferdinand, Duke of Parma at the Stamperia Reale. Three years later, in 1771, he prints his first typographical work, Fregi e Majuscole, a small book which closely follows Pierre-Simon Fournier le jeune ’s Manuel Tipographique both in size and typographical design.

1769   Scottish inventor James Watt improves the steam engine to enable rotary motion. This invention will change transportation and industrial activities, including printing. It will also be a definite starting point of the so-called Industrial Revolution in the 1770s and 1780s.

1769 In Killingsworth, Connecticut, Abel Buell establishes what may be the first American type foundry. There, in 1781, he designs, cuts, and casts the first roman type in the United States for certain Connecticut printers, who, because of the war with England, were not able to replenish their worn-out typefaces.

Although most printing presses were imported from England, Isaac Doolittle of New Haven builds one for William Goddard of Philadelphia. From here on, other manufacturers of presses and other articles of printing-house equipment will appear in America.

1770

1770 By this date there are at least a dozen printers in Boston. One of them is Isaiah Thomas, who will later found a paper mill.

1771   Punch-cutter to the Imprimerie Royal, Louis René Luce, and printer Jean Joseph-Gérard Barbou publish Luce’s Essai d’une nouvelle typographie, with 93 plates, showing samples of type specimens, and typographic ornaments. His types are condensed, and the large sizes present a flat serif.

1771 Christopher Sauer the younger starts making excellent German (Fraktur) type for his own use, from matrices and molds he imported from Germany. His activity in type founding will indirectly influence the development of this industry in America. He trains Justus Fox and Jacob Bay, one of whom will cast a roman letter first used commercially in 1775. Fox will continue in his trade, and after the American Revolution, type founders from England and Scotland will make their way to Philadelphia.

1772   Up to now type presses have been made entirely of wood. Wilhelm Haas of Basle builds one where most of the parts are made of iron, including a larger platen, which will enable a sheet of paper to be impressed in a single pull.

1775-1783 The thirteen colonies on the Atlantic coast start a struggle for the independence of America from England. Differences of thought and interests between the colonies and England started in the middle of the eighteenth century. The Treaty of Paris (1783) will formally recognize the United States as a nation.

1775 The Pennsylvania Assembly urges local printers to use American-made types rather than the imported ones from England. The earliest known use of American type is found in The Pennsylvania Mercury, published by Story & Humphreys of Philadelphia.

1776 Mary Katherine Goddard of Baltimore prints the United States’ Declaration of Independence, set in Caslon Old Style, America’s most popular typeface.

1780

1780   Spanish printer Joaquín Ibarra, court printer to Carlos III, prints a four-volume edition of Miguel de Cervantes’s Don Quixote de la Mancha in Madrid, in quarto. He will have a great influence on raising the standard of printing both in Spain and in Europe. The type was designed by Gerónimo Gil, and produced for the Biblioteca Real.

Henry Johnson of London patents a method of casting several letters as a unit, known as a logotype.

1780 During the 1780s and 1790s, printing will go to Mississippi, Tennessee, Ohio, and Michigan.

1783   French printer and typographer François-Ambroise Didot establishes Didot’s measuring system, based on Pierre-Simon Fournier le jeune’s point system proposed in 1737, and since that moment will be used in Europe. Didot divided the pied du roi in twelve French inches, each of which would contain 72 pts. He also introduces today’s custom of identifying type sizes by their point body measure rather than by a given name.

1783 It may be assumed that by this time, each important inland town in America has its own printing press.

1784 French type founder and printer François-Ambroise Didot publishes Torcuato Tasso’s La Gerusalemme liberata, which is the first presentation of what will later be known as Modern style letterforms. The preceding year, the type (Didot) had been cut by his second son, Firmin, just nineteen. His reduction of the alphabet to a relationship of thick and thin, vertical and horizontal elements will permit a complete departure from a classical conception of letterforms towards a new approach to typeface design.

1785 Benjamin Franklin establishes a type foundry in Philadelphia, with his grandson, which will not be too successful. Before coming to America he purchased a complete foundry from Pierre-Simon Fournier le jeune that would arrive in 1786, plus special tools. The pica, used since then as the standard type measure, was based upon the tools he imported. Unfortunately, French types did not receive much public acceptance in this country.

Isaiah Thomas, the eminent printer of Worcester, Massachusetts, imports “the best types obtainable” from the Caslon, Fry, and Wilson type foundries in England and Scotland. Other type sources came from Europe.

1787   With the arrival and settling of Scotsmen John Baine and his grandson in Philadelphia, who had a complete foundry and A Specimen of Printing Types, printed in Scotland, American type founding is established as a permanent industry.

By this time, there are ninety paper mills working in America. The Pennsylvania mills (sixty) alone produce 70,000 reams of paper annually.

1788   Giambattista Bodoni publishes, in quarto, his 360-page Manuale Tipografico, containing 100 roman, 50 italic, and 28 Greek lowercase fonts. The typeface he uses, known today as Bodoni, influenced by Firmin Didot’s design, will spread the Modern style. Nevertheless, the serifs in his types are not as flat as those found in Didot’s typefaces. This will be a peculiarity of modern versions of Bodoni.

1789-1799 The French Revolution begins with the storming of the Bastille. It will last until 1799 with Napoleon Bonaparte’s coup d’etat and his taking control.

1789   English artist, engraver, and poet William Blake prints his book Songs of Innocence, a work produced in monochrome etchings in which he combines type and image. Afterwards, it was hand colored with watercolor, or printed, thus charged with a lyrical fantasy that will innovate the art of illustrating, even though this is a unique and personal work.

1790

1790   English wood engraver Thomas Bewick publishes his General History of Quadrupeds, which brings renown to him and his wood engraver’s technique. This will remain a major illustration method until the advent of photomechanical halftones around 1885.

The Englishman William Martin, trained as a type founder by his brother Robert Martin, who had worked at William Baskerville’s printing shop, cuts his typeface Bulmer, based on Baskerville’s design. In 1925-1926, Morris Fuller Benton will redesign this typeface, although it will not be issued until 1928.

After working for twenty-two years with Duke Ferdinand of Parma’s Stamperia Reale, Giambattista Bodoni is invited by the Spanish Minister to the Papal Court to direct a series of classics. This will permit him to be recognized as printer and type designer.

The metric system is developed in France thanks to Laplace, Lagrange, and Lavoisier. It will be put into practice in 1799.

1791   Giambattista Bodoni prints a folio edition of Horace’s works. The typography is formal, austere, and free of decoration. The text type, the equivalent of an 18-pt typeface, is widely spaced between lines. Two years later he will publish a two-volume Virgil. Beautiful as they are, the works lack scholarship.

1795   French engraver and type founder Firmin Didot develops the stereotype duplicating method that will be finished by Claude Genoux in 1829. Stereotyping will save type from wear, and make it possible to set an entire book before printing. It will also allow reprinting at will.

1796   Czech playwright and inventor, Aloysius (or Aloys) Senefelder finally succeeds in making an image on stone with ink mixture inventing the lithographic printing process. Two years later, he will design a workable press for printing. The new medium, which offers an unlimited number of impressions, will open an extraordinary field for illustration, calligraphy, and experimental display typography. It will also provide a full integration of pictures and texts.

1796 Binny & Ronaldson (perhaps the first permanent type foundry in the States) founded in Philadelphia by two Scotsmen, Archibald Binny and James Ronaldson, issues Roman No.1, cut by Archibald Binny, considered the first American type design. Based on the Baskerville cut by William Martin, who had worked with Baskerville, Roman No.1 will be later recast in 1892 as Oxford, and used by Daniel Berkeley Updike in the printing of his book, Printing Types: Their History, Forms, and Use (1922). The press equipment employed by Binny & Ronaldson had been bought from Benjamin Franklin.

1797   Spanish painter Francisco de Goya prints the Caprichos, which represents one of the great graphic achievements of eighteenth-century intaglio printing (etching and aquatint).

1800

1800   French printer and type founder Pierre Didot l’ainé, oldest son of François-Ambroise Didot, prints the French Constitution using the typeface (Didot) engraved by his brother Firmin.

Charles Mahon, 3rd Earl of Stanhope, designs an all-iron press that is used at the John Boydell and George Nicol’s Shakespeare Printing Office in London, where printer William Bulmer and type-cutter William Martin worked.

Gaslight is introduced thanks to English inventor, William Murdock. It will bring great advantages to working and social conditions until the advent of electric light in 1879.

1803   Aloys Senefelder succeeds in adapting his lithographic press to metal plates, by means of suitable graining. He also travels to England and prints a book with lithographs.

The first machine for the manufacturing of continuous rolls of paper, conceived by Saint-Léger Didot (son of punch-cutter and founder Pierre-François Didot) and Nicolas Louis Robert, is built by Brian Donkin in England, subsidized by Henry and Sealy Fourdrinier –hence the name of the machine. This invention will provide a true development in the printing industry as well as the use of large formats in newspapers as well as in posters. The first Fourdrinier paper machine, producing a sixty-inch paper, will arrive in New York in 1827.

English type founder Robert Thorne, apprentice to printer Thomas Cottrell, designs the first fat faces. Derived from the modern-face types of the late 18th century, they will be the first types specifically designed for the printer of posters and handbills.

1805   The first successful stereotype duplicating process is employed at Cambridge University, England, in the printing of the New Testament. The invention is credited to Charles Mahon, 3rd Earl of Stanhope, who, after devising a more sensitive method, using plaster, had introduced the process in this country in 1804.

1808 Printing has moved west of the Mississippi to St. Louis. Thus, as migration will continue west, printing will follow.

1809 Binny & Ronaldson type foundry issues A Specimen of Metal Ornaments Cast at the Letter Foundry of Binny and Ronaldson, equally considered as the first known metal type specimen in the United States. It will also cast the first dollar sign ($), driving out the old-fashioned long ∪ (for shillings) from American typography.

1810

1810 Steel engraving is also introduced for the making of bank notes. In 1823, it will be adopted for book illustration. But if it provided the printer with the ability to print larger editions, it did not make it possible to print larger editions cheaply. This was the age when long print runs needed to satisfy the tastes of the new middle class were of primary concern to printers.

Isaiah Thomas prints his scholarly book in two volumes, The History of Printing in America, which also includes European printing history.

1812 Binny & Ronaldson type foundry issues a second type catalog, Specimen of Printing Types, where they introduce one of the first American type designs, Roman No.1, recreated by Linotype as Monticello, and used by Theodore Low De Vinne in his book Historic Printing Types (1886).

Immigrant Scottish printer David Bruce, Sr., introduces stereotyping into the United States, which he brings from England, establishing the first American stereotyping firm in New York.

1813 The celebrated Columbian Iron Press, designed by George Clymer, of Philadelphia, appears in its final stage. The press will also be manufactured in England.

David Bruce Sr. founds the New York Type Foundry, and will be one of the first to propose the use of arithmetical progression in type sizes rather than the haphazard designations used up to that moment. His son, David Bruce, Jr., will be cutting typefaces by 1820. Throughout 1834, other type foundries will employ him. In 1902, one of his fonts will be adapted for Monotype composition by Sol Hess, as Bruce Old Style.

1814   The Times of London is the first newspaper to be printed on the Friedrich Koenig flatbed, steam-power cylinder press (1,100 c.p.h.), marking the beginning of modern printing. It will also provide ready-made circulation for commercial announcements and private advertisements.

1815   English type founder Vincent Figgins shows the first Egyptian (slab-serif) typefaces under the name of antique, as well as the earliest shaded type and the first Tuscan style typefaces. Though these innovations will influence the appearance of multiple variations in type design, it will not be until 1821 that William Thorowgood will first name the former typefaces as Egyptians in his specimen book.

1816   English type founder William Caslon IV introduces the first sans serif type in his type catalog under the name of English Egyptian. In 1832, Vincent Figgins will first name these designs as sans serifs typefaces.

1818   Five years after Giambattista Bodoni’s death, his widow, assisted by his shop foreman, Luigi Orsi, finishes a second two-volume edition of Bodoni’s Manuale Tipografico, a work which had been started by Bodoni himself, with a note on the master’s lifework. It contains roman and italic, Greek, gothic, Asian, and Russian fonts, lines, borders, symbols, numbers and musical notations.

In Paris manufacturer Pierre Lorilleux founds the first industrial establishment specialized in producing printing inks for fast mechanical presses. They will be used by The Times of London at a speed of 7,000 impressions per hour.

James Blake, John Stephenson, and William Garnett buy William Caslon IV’s type foundry, establishing Stephenson, Blake & Co. in 1819. In 1905, they will also buy the typefaces of Edmund Fry and William Thorowgood foundries. Among the types they will issue are Chisel, Playbill, Windsor, Egyptian Expanded, Fry’s Baskerville, and Fry’s Ornamented.

In Paris, Aloys Senefelder installs a lithographic workshop. Honoré Daumier, Gustave Doré, and Jules Dupré soon take advantage of the new medium. He also publishes a Complete Manual of Stone Printing, which has remained a basic text on the subject.

1819   Pierre Didot l’ainé publishes his type Spécimen des Nouveaux Caractères, with Firmin Didot’s Normande typefaces. It will influence most of the nineteenth century typographers.

Ink rollers, made of molasses, glue and tar, invented by French chemist Jean-Nicolas Gannal, begin to replace the old pelt balls that had been used for inking type from the earliest days of typography.

1820

1820   Pierre Didot l’ainé (François-Ambroise Didot’s oldest son) cuts his Floriated Capitals.

English type founder William Thorowgood acquires Robert Thorne’s foundry, establishing himself as an independent type founder, issuing the following year A New Specimen of Printing Types, in which he names for the first time the slab-serif types as Egyptian typefaces.

The uncontrolled putting up of posters and signs disfigure house fronts and walls more and more from this date up to the 1830s. This will eventually end with the establishment of regulated spaces in the 1840s.

1821 Around this time the first manifestations of the Industrial Revolution begin to appear in the American printing industry.

1822   French Egyptologist Jean-François Champollion finally deciphers the hieroglyphic texts of the Rosetta Stone, which had been erected in 195 B.C. to honor Ptolemy Epiphanes. The stone, found in 1799 in the Nile Delta, was written in Egyptian hieroglyphs, demotic script, and Greek.

The Albion Press, constructed in London by Richard W. Cope, as well as the American Columbian and Washington letterpresses, the latter perfected by Samuel Rust, become the basic equipment for all nineteenth-century job printing. English designer William Morris will print his works, at the Kelmscott Press on an Albion Press.

1823 Jonas Booth of New York prints Abridgment of Murray’s English Grammar, by Lindley Murray, considered the first book printed on a steam-power press in America.

The New York Advertisers is the first American newspaper to use a steam-driven press, an improved model of the one used by the Times of London.

1827 Darius Wells starts manufacturing wood type on a commercial scale for use on posters. Different from other typographers using wood type, he uses end grain wood that is more resistant and permits greater detail. The following year he will issue his first wood type specimen book, marking the beginning of the American wood type industry.

1828 American scholar Noah Webster publishes An American Dictionary of the English Language (2 vols.), in which he proposes reforms for American spelling, such as center, color, and theater. To this day it is still the standard American dictionary.

The Andrew Jackson presidential campaign marks a turning point in the use of objects and images both as commemorative tokens, and for persuasive or propagandistic purposes.

After nineteen years of work, the Cherokee Indian Sequoyah finishes an alphabet that would transform his native culture. Edited in Georgia by Elias Boudinot, The Cherokee Phoenix appears as the first Indian newspaper.

Lithography is introduced into America by Barnett and Doolittle.

1829 Samuel Rust introduces the Washington Hand Press that uses a lever rather than a torsion screw. This improvement will make it one of the most commonly used early presses.

1830

1830   German Schelter & Giesecke type foundry issues the first sans serif font with a lowercase alphabet.

1830 From this moment and into the 1880s, wood type posters and broadsides will flourish in America and Europe.

The numerous technical and mechanical advancements, such as the use of the Fourdrinier paper making machine, the mechanical casters, and the steam-driven presses, will eventually lead to the development of web presses and the mass production of newspapers (the New York Sun, 1833; the New York Herald, 1835; the New York Tribune, 1841; the New York Times, 1851).

Isaac and Seth Adams of Boston, invent the Adams Press, a mechanical platen press, which will remain a favorite in America for fifty years. Almost 90 percent of the printing of good books and magazines will be done on them.

English immigrant John Sartain, portrait engraver, magazine illustrator, and publisher, introduces in Philadelphia the mezzotint engraving technique. Graham’s Magazine will be one of the first magazines to display his work commercially in 1841.

1831 American physicist Joseph Henry develops the electric motor, thanks to the investigations of Englishman Michael Faraday. It will permit present and future inventions involved with printing to be easier to manage and more productive.

1832   English type founder Vincent Figgins issues his type catalog, Specimens of Printing Types, in which he introduces the term sans serif and the wide use of sans serif typefaces, including outline versions.

1833 On November 26, John Calhoun starts setting type for the Chicago Democrat, before the settlement became a city.

The first penny newspaper, the New York Sun, founded by Ben Day, appears in Manhattan as a competitive news medium for the “six-penny” newspapers sold by subscription. With these newspapers, there appears the concept of “news” as we know it today.

1834 William Leavenworth makes a solid contribution to the mechanical end of the wood type manufacturing trade by adapting the pantograph to the router. He is also credited with introducing the condensed concept in typeface design.

1835   Between this date and 1850, Prussian educator Friedrich Froebel will work with a kindergarten teaching system he calls Gifts and Occupations in which he relies on the use of basic volumetric forms and colors as a way to develop sensitivity in children’s perception and construction. His teaching method will later be implemented in the Bauhaus school basic courses, which with time will become one of their greatest legacies on art and design education. It is known that Frank Lloyd Wright, Wassily Kandinsky, Walter Gropius, and Le Corbusier were educated according to Froebel’s method, attesting to its future impact on their work.

1836   German lithographer Gottfried Engelman perfects chromolithographie, the first successful method for stone printing in various colors. His son, Jean, will develop the technique in Paris. The first illustrations will appear in English books around 1839.

1836 The New York Herald is forced by advertisers to ban the use of display type, considering it disloyal competition for those who cannot afford to exceed the traditional one-column width ads.

1837   Alexandrina Victoria becomes Queen of England, and with her there starts a period of sixty-four years known as the Victorian Era. This period will be characterized by the development of photography, lithography, chromolithography, mechanical type composition systems, as well as private press movements, and Gothic and Greco-Roman style revivals in architecture and art. It will also be characterized by the Industrial Revolution.

The electrotyping method for duplicating printing forms is perfected, permitting the use of the same typesetting on various presses simultaneously.

German punch-cutter and type founder Johann Christian Bauer founds the Bauersche Giesserei, which will become the largest type foundry in Germany. In 1898, the new owner, Georg Hartmann, foresees the need for new type designs as a way to compete with mechanical composition, and requests designs from Friedrich Kleukens and Emil Rudolf Weiss. In 1916, the firm will buy the Heinrich Flinsch type foundry with fonts by F. H. Ehmcke and Lucian Bernhard. After 1927, Paul Renner, Imre Reiner, Heinrich Jost, and Max Caflisch will design for them.

1837 Samuel Morse develops the Morse code, a telegraph alphabet whereby letters are replaced by a system of dots and dashes, and words are represented by combinations of these symbols.

1838 Printer George F. Nesbitt publishes the second wood type specimen book in the United States, with over 225 type styles and sizes, including the first chromatic types, and various sans serif typefaces.

A Scottish printer, David Bruce, Jr., builds and patents the first commercially successful typecasting machine which produces 100 type characters per hour.

1839   French inventor Louis Jacques Daguerre discovers a method for making and fixing photographic images on silver plates, called the daguerreotype. This year, English Henry Fox Talbot also discovers the same principle, obtaining his first paper negative in 1841.

1839 The first self-inking treadle platen press, is designed and built by Stephen Ruggles, offering easy displacement to small printers. He will present an improved model in 1851.

1840

1840   During this decade, ornamental type becomes increasingly important in America and Europe.

Zinc is already used for simple line cuts.

1840 English painter William Sharp introduces chromolithography in America, giving birth to a popular industry of posters, book illustrations, advertisements, and calendars in Boston. It will also bring art to the middle class.

1841 The first electrotype plate is used in Mape’s >Magazine in New York. Joseph A. Adams, a wood engraver connected with Harper’s Magazine, is responsible for its invention and early use in America.

John L. Hooper, who worked as advertising solicitor for The New York Tribune, establishes his own advertising office working as an intermediary between newspapers and advertisers.

1845   English engraver Benjamin Fox, of the London firm, W. Thorowgood & Besley, designs and cuts the first Clarendon style typeface. Although it was registered, once the ownership rights expired three years later, the design was widely copied and sold to others.

British architect and designer Owen Jones introduces Moorish ornament to Western design in his book, Plans, Elevations, Sections, and Details of the Alhambra (1836-1845), printed by himself in chromolithography.

1845 The first electrotype matrix is made by Thomas and Edwin Starr of Philadelphia and used in the type foundry of James Connor of New York. Starr’s process largely replaces the cutting of steel punches in type foundries, especially in the case of display type.

1846   With the introduction of papier-mâché, stereotyping is widely used to reproduce type and images, providing the first means of retaining entire pages to reprint at will.

1846 Richard M. Hoe builds the first rotary letterpress, the Mammoth. Type is held on the cylinder rather than on a flat bed, and printing could reach up to 8,000 sheets per hour. He will later make these machines practical through the introduction of curved stereotype plates. With the setting of these presses in Paris and London (the Times), they will become the world’s chief newspaper presses.

Hoe perfects the rotary lithographic press with the use of flexible metal sheets in place of stones. Although conventional stone lithographic printing continues, he will make lithography a commercially viable process. By 1860, there will be sixty firms, and by 1890, seven hundred firms. The art of lettering and the creation of the lettering profession will also result, in part, from the freedom of expression provided by this medium. Early poster images will generally be related to circuses, theater, and burlesque shows.

After designing a second model of the typecasting machine, David Bruce, Jr., establishes his own type foundry, using eight of these machines. The company will be later absorbed by ATF. His work, History of Typefounding in the United States, will be published posthumously.

1847 Art collector James Lenox brings to America the first Gutenberg Bible, reflecting a new interest in and appreciation for historical printing.

1848   John Everett Millais, William Holman, and Dante Gabriel Rossetti found the English Pre-Raphaelite Brotherhood. Being against the Industrial Revolution, they will set out in search of a medieval world that never existed. Their work will influence Edward Burne-Jones and William Morris.

1848 Platt R. Spencer develops a particular calligraphic technique for lettering known as Spencerian script. In 1852, he will establish the Spencerian College in Kingsville, Ohio.

1850

1850   By this date, the first mechanized lithographic press with a cylinder, flannel covered rollers for wetting, and rollers for inking is perfected.

French lithographer and photoengraver Charles Guillot makes the first etched relief plate or “guillotage” for letterpress of high enough quality. Nevertheless, the chief means of reproduction, wood engraving, metal engraving, and lithography will continue in use.

1850 Between this date and 1887, four monthly magazines of deservedly high reputation will begin publication: Harper’s Monthly Magazine (1850), Atlantic Monthly (1857), Century Illustrated Monthly Magazine (1880), and Scribner’s Magazine (1887).

1851   The Great Exhibition of the Works of Industry of All Nations opens at the Crystal Palace in Hyde Park, London. Designer and architect Owen Jones is appointed Superintendent of the Works as decorator and designer.

In Amsterdam, Dutch type founder Nicolaas Tetterode founds the Typefoundry Amsterdam, which, with time, will become one of the largest type manufacturers in the world. Among the typeface designers who will design for them are Sjoerd H. De Roos, Stefan Schlesinger, and Dick Dooijes.

1854   The first exhibition of Japanese art takes place at the International Exhibition in London, creating a great interest for Japanese woodcuts and their use of flat color areas. A second exhibition at the World’s Fair in Paris in 1878 will spark a real cult for all Japanese things.

1854 After trying to market his product in England, Hugh Burgess immigrates to the States, where he patents and establishes the first wood pulp paper mill in Pennsylvania. Its stronger quality and easier management will make it very popular in newspaper web printing. The first newspaper to use it will be the Boston Weekly Journal in 1863.

1856   Owen Jones issues his work Grammar of Ornament (100 plates), with Day & Sons as publishers. This encyclopedic work on decoration from all periods and countries will be recognized internationally as the first comprehensive work on the subject. German type founder Christian Emil Weber establishes the Weber type foundry in Stuttgart. The foundry program will be eventually taken over by D. Stempel AG foundry in Frankfurt. Among the type designers that will design for them are Georg Trump, Willy Schaefer, Peter A. Demeter, and F.H. Ernst Schneidler.

1857   The Times of London uses the first curved stereotype plates, thanks to the Italian James Dellagana who finally makes a successful plate from a papier-mâché mold. He will later patent the invention in 1861, when the New York Times uses it.

1858   In Berlin, German type founder Hermann Berthold founds the Institut für Galvano-Typie. In 1865 it will open as H. Berthold AG, developing as the largest type foundry in the world. In 1878, Berthold will establish a unit of measure for type that will be adopted by all German type foundries. Among the designers who will work for them are Günter Gerhard Lange, Herbert Post, Imre Reiner, and Georg Trump. In Vienna, Alois Auer patents a press for printing newspapers from a continuous roll of paper. William Bullock will develop this idea in America by 1863.

1859 William Hamilton Page presents, in his wood type catalog of Ornamented Clarendons, an extensive set of type designs and a variety of ornaments, all with excellent quality in the cutting.

1860

1860   French engineer Henri Voirin is commissioned to construct a two-cylinder lithographic press for printing on metal, through the previous transporting of the image onto a rubber-covered cylinder, later known as offset lithography.

1861-1865 The American Civil War, brought about by the attempt of the Southern states (the Confederacy) to secede from the Northern states (the Union), marks a defining period in American industrial development.

1861 Although photography serves to document war for the first time, images cannot be translated into a type-compatible medium. Images not only have to be interpreted by means of wood engravings, but true war documents, in the absence of fast exposure film, are reduced to still scenes, landscapes, architecture, stiff portraits, posed groups, and corpses. Frank Leslie’s Illustrated Newspaper (1855) and Harper’s Weekly (1857), among others, have to depend on illustrated interpretations to present war activity.

The New York Tribune starts printing from curved stereotyped plates, the first used in America.

By this time there are twenty advertising agencies in New York, and ten more in other cities.

President Abraham Lincoln appoints Darius Wells postmaster of Paterson, New Jersey, a post that he will hold until 1874, one year before his death.

1865   English writer and mathematician Lewis Carroll publishes Alice in Wonderland, illustrated by Sir John Tenniel, innovating typographical handling through the introduction of the mouse-tail type composition.

1865 By the end of the American Civil War, there are 275 advertising agencies, which employ people to paste billboards and paint signs on buildings, barns, rocks, or whatever flat surface they may find. Web printing and lithography allows temporary fences, lampposts, and façades to be practically covered by printed matter.

William Bullock of Philadelphia invents the first rotary press that prints both sides of a continuous roll of paper at the same time, through the use of curved stereotyped plates. By 1866, the press will print 20,000 complete newspapers in one hour.

1866   French poster artist Jules Chéret returns to Paris after working as a poster and book cover designer between 1859 and 1866 in London. There he had also learned the new technique of chromolithography. Perfume manufacturer Eugène Rimmel finances the setting of a lithographic press with modern machines, and Chéret designs a new series of French colored posters, introducing the big English poster format as well. With time, he will design more than a thousand posters, which will provide him with an opportunity to experiment with different proportions.

The Holy Bible, with illustrations by Gustave Doré, French illustrator, is printed in English, in London and New York. His 229 wood engravings are reproduced in parts, using the electrotype reproduction system.

French Hyppolyte Marinoni completes his first high-speed rotary press, which prints on both sides of the paper.

1866 Thomas Mackellar, of Mackellar, Smiths, and Jordan type foundry, Philadelphia, starts editing The American Printer, a practical manual with valuable information on type founding in the United States.

1867 Harper’s Bazaar, the monthly magazine for women, is founded in New York. Sold to Randolph Hearst in 1913, it will gain reputation for innovative editorial design. Fashion designer Erté was contracted, in 1924, to do covers and fashion illustration, and Alexei Brodovitch, in 1934, as art director. In 1959, under Henry Wolf, the magazine will introduce new conventions in photography, typography, and page layout.

1868 Printer Christopher Lathan Sholes perfects the typewriter that is mass-produced by E. Remington & Sons, former gun makers. Although his model has no lowercase letters, Remington will produce a typewriter with a shift key that will make it possible to move easily from upper to lowercase letters in 1878. Sholes is also credited with the “Universal” keyboard, which will be adopted by the Lanston Monotype Machine Company for their type composing machines around 1908.

1869   French physicist, chemist, and inventor Louis Ducos de Hauron discovers the principle of three-color reproduction through the use of halftone plates. The original subject is photographed three times with the use of three color filters: blue, green and red. The plates are then printed in yellow, magenta, and blue-green. He will later invent stereoscopic printing by printing an image in two complementary colors (red and green).

1869 In Philadelphia, Francis Wayland Ayer founds the first main advertising agency and names it after his father, N. W. Ayer & Son. It will also be the first agency to hire copywriters and art directors, and the first to install a public relations department.

1870

1870   The technique of making line blocks or cuts on zinc, using photography, is well advanced by this date.

1870 The Metropolitan Museum of Art in New York and the Museum of Fine Arts in Boston are both founded this year.

The printing of ephemera has fully evolved as a creative form with a great variety of decorative typefaces. American wood type manufacturers not only dominate both their own and the European market, but also since 1850, they have devised most of their own styles, far superior in design and execution than the Europeans.

Printer Oscar H. Harper publishes Typography, the first specimen book in America that shows the firm’s achievement in design for ephemeral printing, with different borders and ornaments often printed in various colors.

From this year up until 1910, advertising agencies will change from space selling to full-service businesses. Art departments will begin to supply design, illustration, lettering, package design, and photography, among others, to clients. By 1875, staff artists will be supplemented with freelance workers.

1871   Around this time, thanks to the English physician Richard Leach Maddox, film exposure has been reduced to 1/100 of a second, making instant photography possible. This characteristic will change photographic documents completely.

1871 Following the establishment of the Harvard University Press, many universities in the United States will organize their own publishing departments: The University of Chicago (1891); Columbia University (1893); The University of California (1893); Princeton University (1905), and Yale University (1908).

The Chicago fire destroys, among other things, the city type foundries. Marder, Luse & Company type foundry, starting anew, decides to establish the 12-pt pica system of Mackellar, Smiths and Jordan type foundry, Philadelphia, as their standard type measurement. This initial activity will influence the American Type Founders Association to consider the use of a standard point system for the United States.

Photoengraving is commercially practical for letterpress printing. By 1880, it will be replacing wood engravings.

1874 William Hamilton Page leads the typographic field with such works as his Chromatic Wood Types catalog, full of original designs. Many of the alphabets are designed so that one color will overlap another, creating a third color. It is the most expensive wood type catalog and the most beautiful ever done.

1875   In London, Robert Barclay first practices offset printing, for printing on tin plate. Barclay prints from flat lithographic stones on the surface of a cylinder covered with special cardboard and from it onto sheets of metal. A few years later, he will replace the cardboard blanket with one made of rubber-coated canvas. By 1889, many metal-box decorators will be implementing this process. Nevertheless, the real significance of the offset principle will not come until 1904, when American lithographer Ira W. Rubel will apply it to printing on paper.

1875 Around this time the American Aesthetic movement, insprired by English reformer John Ruskin‘s ideas, takes form. Various magazines, such as Art Amateur, Art Interchange, and Crayon will carry his message reevaluating the value of applied arts.

1876   Belgian printer Edouard Moretus donates his type collection to the ville d’Anvers that will become the Plantin-Moretus Museum.

1876 According to the American Printer, there are twenty-four type foundries in the United States by this time, located in New York (7), Boston (3), Philadelphia (3), Baltimore (2), Cincinnati (2), California (2), Buffalo (1), Chicago (1), St. Louis (1), Milwaukee (1), and Richmond (1).
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