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Modernity, Method and Minimal

Means: Typewriters, Typing
Manuals and Document Design

Sue Walker

This essay is about the contribution that typing manuals and typists have made to
the history of graphic language and communication design, and that typewriter
composition has played in typographic education and design practice, particularly
in the 1960s and 1970s. The limited technical capabilities of typewriters are
discussed in relation to the rules in typing manuals for articulating and organizing
the structure of text. Such manuals were used to train typists who went on to
produce documents of considerable complexity within what typographers would
consider to be minimal means in terms of flexibility in the use of letterforms and
space.
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Introduction

At the beginning of the twentieth century typewriters were part of the modern
office: new machines operated by women and men who had a thorough training in
how to use them and in how to format and produce different kinds of document.!
Typing manuals and the relentless repetition of typing exercises in class formed the
basis of this training, and generations of office workers acquired considerable knowl-
edge about the visual organization of often complex documents. In the context of
the history of typography, typewriter operators (typists, as they became known)
were designing within ‘minimal means’. They worked with a restricted range of
letterforms and character sets, and with limited flexibility for manipulating verti-
cal and horizontal space. The documents they made—in their material form—were
true to the limitations of the machines that made them. Designers and educators
also exploited the characteristics (and limitations) of typewriters in their work; in
the 1950s and 1960s especially, typewriters were regarded by designers as one of
the tools of the trade, though perhaps, as Ken Garland has noted, ‘a design tool
that is not usually regarded as such’.2 Design educators such as Norman Potter and
Michael Twyman used the limitations of typewriter composition to good effect in
teaching typography. And because typing manuals were concerned with the kind
of document that Herbert Spencer, in 1952, called ‘utility’ printing (‘technical cata-
logues, handbooks, timetables, stationery and forms, the primary purpose of which
is to inform’3), the typewriter as the means of production for such documents has a
place in the history of document design and, by inference, of information design.4
‘Typewriter composition’ was prevalent in the printing trade in the 1960s and 1970s
and many typists who trained on mechanical typewriters went on to become ‘com-
positors’, working with electric machines such as the IBM 72, the IBM Executive, the
Justowriter and later models of the Varityper.> In this context typists assumed the
role of compositor, applying rules acquired through typing training to typesetting
in books.




Minimal means and a user-driven approach

Typewriters and the manuals that gave instructions for their use led to the rise of a
user-driven approach to the design of functional documents, an approach influenced
by the means of production. Richard Southall used the term ‘graphic capability’ (of
a typesetting system) to refer to the potential for articulation of document structure,
describing it as constrained by ‘the number of characters, typefaces, and type sizes
and the facilities for defining amounts of horizontal and vertical space, that the sys-
tem offers’.6 Graphic capability, then, is determined by the extent of the character
set and the finesse with which vertical and horizontal space can be manipulated. The
graphic capability of the typewriter is severely limited yet it is these limitations that
connect with modernist design principles. As noted by McIntosh, ‘With only one
typeface and size, with uniform inter-line and inter-word spacing and no justification,
the typewriter is ... ideal, also because of its cheapness and simplicity of operation
and ubiquity.”

Histories of typewriters tend to focus on mechanical details and the engineering
complexity of the machines.® They pay little attention to the content of the manu-
als that explained how typewriters should be operated and used in the context
of producing documents. This paper focuses on the latter and presents rules and
prescriptions for organizing text, essentially the principles of layout and house style
that are found in typing manuals. The prescriptions given are made in relation to
commercial and business office documents. Many of the rules define basic typo-
graphic principles even though there is not the range of letterform variation or spa-
tial flexibility that is available in conventional typesetting systems. So, what were
the rules and conventions that were presented in typing manuals? What did trainee
typists learn about making documents? What influence have typewriters had on
document design?

Typing manuals

Towards the end of the nineteenth century, most office work was done in copper-
plate script or a variant of copperplate handwriting known as the ‘'Civil Service hand’,®
and followed precise rules, an example being the setting out of correspondence. The
transition to typewriters must have been challenging, both technically and stylistically,
and the author of an 1893 manual showed ‘a specimen of typewriting illustrating,
in perhaps an exaggerated form, most of the irregularities to be found in unskilled
work’."% Many of these irregularities were explained as the ineffective technical use
of the typewriter, such as uneven impression, and the misuse of one character for
another, but reference to irregular spacing and uneven margins reflected a concern for
elementary principles of typography that were relevant to making documents easy for
people to read.

Manuals to provide instruction in typing skills began to appear in the 1880s. One of
the earliest was John Harrison's A Manual of the Typewriter, published by Isaac Pitman
in 1888. Others followed, often connected to a particular typewriter brand, such as
Instructions on the Calligraph Typewriter (1891). The 1890s and early 1900s saw the
publication of what quickly became ‘standard works' that ran to many editions: Isaac
Pitman's A Manual of the Typewriter was first published in 1893, with numerous editions
up to 1922, when it was superseded by Pitman’s Commercial Typewriting, which was
published until 1977.1" Prominent twentieth-century authors of similar well-regarded
manuals included Arthur E. Morton, Edith Collyns, Edith R. Smith, Frederick Heelis,
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Maxwell Crooks, William and Elizabeth Walmsley, and Edith Mackay.'? A detailed sur-
vey of rules for visual organization in key typing manuals in numerous editions shows
consistency in content, though with change over time reflected across editions. Such
change, for example in relation to conventions for abbreviation, reflects the evolution
of language through micro typographic articulation.’

Typing manuals contained rules and conventions, in the main, for commercial cor-
respondence and related office work, but many also included sections on setting out
plays, engineering specifications, and legal documents, each with facsimiles as exem-
plars. Information presented ranged from punctuation, grammar and style to postal
regulations and forms of address. The early typing manuals prescribed conventions
derived from commercial handwriting practice, as would have been prevalent in office
work (such as the use of superior figures in dates), and others were influenced by the
desire to emulate typesetting and to reflect formality and authority (such as centring
and capitalization).

Typing manuals formed the basis for the attainment of skills necessary for being an
efficient office worker. Most were progressive, beginning with fingering exercises
and ending with the transposition of handwritten material into typed documents, in
accordance with typing rules and conventions that would have been mastered along
the way. The attainment of skills was reinforced through examinations and certifi-
cates. In the manuals the words ‘display’ and ‘setting out’ were used frequently, sug-
gesting that visual or artistic ability was a required skill. Typists were also expected to
know how to spell, punctuate and organize text into paragraphs. The rules covered
issues of organizing text on a micro level, such as punctuation, use of capital letters
and treatment of book titles—all issues referred to by printers as "house style’. Keeler
observed:

Style in commercial typewriting, in contradistinction to ‘style’ in literary work, may
be defined as the due observance of particular rules or principles, more or less
well-known, in the technical setting out or rendering of any MS. into print, or
typewriting and conformity with certain ‘niceties’ in the mode of arranging com-
mercial terms, phrases, abbreviations, figures; careful attention to paragraphing,
spaces after punctuation marks, etc.

Typing manuals therefore provide an excellent repository of codified practice—rules
and principles relevant to typewriter composition. Typists, through their engagement
with the manuals, became experts at using a text composition system with limited
graphic capability. The skills they acquired influenced the visual organization of
everyday documents, as seen, for example, in the mapping of prescription to practice
in a survey of late nineteenth- and early-twentieth-century typed correspondence in
the archives of the publisher, Macmillan, and the agricultural machinery company,
Nalder & Nalder,'> and in relation to business memos.'®

The rest of this essay summarizes how typing manuals presented elementary typo-
graphic principles and conventions. It begins with letterforms, then the use of hori-
zontal and vertical space and differentiation of elements within text, drawing on
information from some of the most-widely used typing manuals and focusing on
those elements that are particularly relevant to elementary typographic design.
Tabular matter is mentioned briefly as an example of the more complex text composi-
tion that typing manuals covered. Following this, there are reminders of the contribu-
tion that typewriter composition has made to document design and to typographic
education.




Document design

The character set

Most typists, in training or working in an office or typing pool, were assigned a type-
writer with a single, built-in type style such as one of those illustrated [1], and most
typing manuals published in the early years of the twentieth century included examples
of styles of typewriter type.!?

The most widely used was ‘Roman’ according to Arthur E. Morton, who also illus-
trated other typewriter type styles for particular purposes, including Medium Roman, ‘a
favourite type with clergymen and public speakers’, and Gothic, which was ‘very clear,
inasmuch as it consists wholly of large and small capitals. It is much used for press-
work and by engineers where a large number of special fractions are required’. ‘Large
Roman’ was described as ‘large and clear, and can be advantageously used when these
qualities are a desideratum’.'® Because a standard typewriter character set was limited
to capitals, small letters, punctuation marks, numbers and some fractions, and some
commercial signs such as @, & and %, part of the training to be a typist was learning

Fig 1. Styles of type in
common use at the beginning of
the twentieth century. 'Vertical’
illustrated at the bottom of

the list was not included in

later editions indicating that it
was no longer expected that
typed documents reflected the
previous method of composition

how to combine characters to make new ones [2].

For specialist work, such as for languages with
accents, and work that contained fractions, there
were machines with special keyboards, such as
'64th Fraction Keyboard’, described as a ‘specimen
of the work of the Smith Premier typewriter fitted
with “gothic” type and a special arrangement of
keyboard by which a large number of characters
can be written’.19

Line spacing and word spacing

Space between lines was created by a carriage
lever attached to a ratchet that turned the platen.
The carriage lever usually turned the platen two
notches—equivalent to single-line spacing; two
pushes of the lever resulted in double-line spac-
ing and so on. A half-line space was the result
of turning the platen manually by a single notch.
Prescriptions for line spacing in the early manuals
were rather complex for what might appear to be
a relatively straightforward matter given the limited
number of options. Trainee typists were urged to
take a number of factors into account, including
taste, cost, and document kind and length. The
illustration shows different kinds of usage under
single, double or treble line spacing [3].

The rules in Pitman’s Typewriter Manual were less
precise:

One-spacing should only be adopted when
economy is a consideration, or when, for
other reasons, it is desirable that the matter

(Morton 1902: 34).

STYLES OF TYPE AND DISPLAYING AND CENTRING
OF HEADINGS, Etc.
LESSON VIIL,

Display.—A term used to define effective arrangement of typewritten matter.
Styles of Type.—Various styles of type are furnished :—

ABCDEFGHTIJ
abedefghi]
T'he type most generally used by business houses.
ABECDEFCHAHTT
abhecadefghid

ABCDEFGHIUJ
abecdefghij

This is a favourite type with clergymen and public speakers who read MS. at
a distance.

1. Roman.

2. Italic.

3 Medium Roman,

ABCDEFGHIUJ

ABGCDEFGHIUJ
This style is very clear, inasmuch as it consists wholly of large and small
capitals. It is much used for presswork and by engineers where a large
number of special fractions are required.

AB CDERESH I J
abaoded g hiid

This is large and clear, and ean be advantageously used when these qualities
are a desideratum.

4 Gothic.

5. Large Romuan,

ABCDEFGHIJ
abedefpghi]
The Elité type is the smallest employed on the typewriter. It is useful in
cases in which economy of space is a consideration, and is much used for
private correspondence on account of it beauty and neatness.

6. Elité.

7. Pica, ABCDEFPGHIJ
abcdefghdisi
8. Small Ttalic. ABCDEFGHIUJ
aghoedefghit]
_ @BCOE3GHIY
9. Vertical. -
abodefghij
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32 THE TTrTE MANUAL.

There are alss many sigus which are not of (requent encagh
ocourreios to warmut their forming a part of the andinary key-
board, but snch signs may be made up of a combination of two
or more charscters, or by tarning the platen backwards or
forwards s an to raise or lower the desired charactor. [n cases,
liowever, where the werk of the typist necessitates the frequent
use of sy particular sign wot given on the srdinery keyboard,
s mechanie should be ealled in and the sign in question sab-
stitutod for some other chinmetor which ta rarely rogmired,

The following s a list of signs which can be elther by
the mising or lowering of a given character or by a combination
of eharmotors

By turning the Platen a shade backwards—

The Dimreais............ = Two fall stops.

The Astaerisk......... * Small ;i:’.h;phﬁu and apos-
The Dogreo wign ...... ° Sowll o,

The Decimal polat ... . Full stop.

The Equstion sign ... = Two hypheas.

By tursing the Platen & shade forwnrds—
CI ocioiiivamisvaiviy , Comma,
S 55 v v o d.wmpaass A Small v inverted.
By tursing the Platen a shade backwands for the top
character, and a shade forwards for the hottom one—

should occupy as little space as possible.
Two-spacing is usual, and certainly gives
the best results. Three-spacing is general
used only in display work, or in addressing
envelopes. The lines may be separated even
more widely in the case of a piece of work
displayed throughout.2°

Typing manual authors explained how line spac-
ing could be used to define hierarchy within a text,
echoing standard typographic practice, though
with much cruder vertical increments. Edith Collyns
provided a succinct verbal explanation:

Leave a wider line-space after the heading
that than employed between the lines in the
body of the work; thus, if double line-spac-
ing be employed in the body of the work,
employ not less than three after the heading.

If there is a heading and a sub-heading, sep-

The Bection siga .... § Two somll s's : _ :
The par eent.v......... % Sunall o, shillings steokabind arate the heading from the sub headlng by a
small o greater space than the sub-heading from the
Careof ...oocovvvnns oo 0l Small o, shillings stroke and body of the matter.2!
small o '
Per thoumand ... ... o/oo Small o, shillings stroke and . L .
two small o's Sometimes, prescriptions for particular usage of ver-
By holding bask the carriage balf & degree— tical space were associated with a document type,
Diphthoogs ............ w n oand e aand o

such as a specification where, for example, Collyns

By holding down the space bar—
Case .. oovireiinirnn instructed: ‘Employ double line spacing; treble

O Capital Cand shillings stroke,

|3 sl ttranisrins Wb . R " " ;
Bm ........... oG 3 , between paragraphs and four between the main
Dollar ..oivvis s 8 ‘U*P"i'rf s patonthesia® parts, or if preferred, single, double, and treble."22
MArK®.
s Sy RS T A e e G s Typing manuals contained different rules for using

horizontal space between punctuation marks and

in so doing created a hierarchical system of differ-

entiation between parts of a sentence. The earliest

manuals published by Pitman, for example, recom-
mended three spaces after a full stop, two spaces after a colon and a semi-colon and
one space after a comma. Other manuals, such as Morton's Modern Typewriting and
Manual of Office Procedure preferred two, rather than three, spaces after a full stop,
and this practice has continued until the present day.23 Few authors of manuals go into
detail as to why large spaces should be left at the end of sentence, though it does fol-
low typesetting practice in the late nineteenth and early twentieth centuries (such as in
children’s books).24 As with many of the rules that typists had to learn one cannot help
thinking that incremental word spacing, particularly of the 3, 2, 1 kind, was included
as a particular challenge for trainee typists.

Fig 2. Examples of ‘signs

that can be made either by the
raising or lowering of a given
character of by a combination of
characters’. (Collyns 1909: 32)

A fixed character width

A ragged right-hand edge was an inevitable and distinctive visual attribute of type-
written documents. This feature might be described as informal, relative to books and
journals.?> It prevailed because justifying lines on a typewriter, though not impossible,
was difficult:

Sue Walker




... a completely even, or ‘justified’, right-hand mar-
gin is not possible with most typewriters—unless
the space between the words is adjusted to ensure
that the lines all end at the same point. For this
purpose a draft must, of course, be typed. When
retyping, the first line should be the required length
and the spaces between the words should be suit-
ably adjusted on subsequent lines so that they end
flush with the first line. Obviously, such a procedure
is very time-consuming and could only be recom-
mended for the production of originals for high-

Single Line Spacing,

In literary, commercial, and professional
work, is generally used for marginal headings,
lengthy extracts, verse, foot-notes, tabular
work, plays, lengthy specifications. etc.

Double Line Spacing
Is used very generally for work of all

kinds, such as correspondence, lectures,
sermons, essays, diaries, actors® parts,

short specifications, ehc.

class work.26
Treble Line Spacing

Nevertheless, since the end of the nineteenth cen- Is preferred for legal documents executed
tury, and driven by commercial imperatives, there
had been attempts to make typewriters that could
justify lines through the use of proportional char-
acter width and proportional spacing.?’” From the
1920s the Varityper was one kind of typewriter used

to produce justified lines; it relied on typing the text

on draft and brief size papers, and for work

intended to undergo extensive revision.

Line-Space Regulator.—The linepice regulator (VV, Fig VIL) controls the

distance between the lines, and will be found on the right end of the carriage. Tt gives,
thce: when in its forwand position; treble spacing, in: the rear position a single, and the )
double: when in the centre.
The operator should cultivate the habit of setting the Tine space properly before

When first typed each line must finish with a jUSti' beginning the work; and further, wse only the Humb of the right kand for the

fication space, as shown on a dial on the machine.
This space is adjusted before the second typing
by a special device which automatically and evenly

L o : Fig 3. Recommended uses for
distributes the justification space so that the line ends are equal. 28

single, double and treble line
) . spacing. (Morton 1902: 23)
Many short-run book publishers, for reasons of economy and flexibility, were keen to

use typewriter composition in artwork for printing by offset lithography. Justified set-
ting was integral to this. For some, ‘to publish a ragged-right book was considered to
be more daring than to print with sans-serif typefaces’.2? And this notion—that justi-
fied setting was ‘correct’ for book publishing—was a widely-held view. An example
of a typewriter-composed book with a justified right-hand edge was written and pro-
duced (probably on a Varityper) by a chemist, Cyril Tyler, in the 1940s at the University
of Reading [4]. Tyler used a typewriter to compose his book for reasons of cost and
because he was very particular about the setting out of formulae and equations. A note
inserted in the book details that it was typed on a ‘large image typewriter'—and then
justified in a way that involved a second typing; superior and inferior figures and the
formulae lines were, he said, added by artists according to his instructions, following
an underlying grid.?®

Other publishers, however, were prepared to relinquish the convention of unjustified
setting. The American Institute of Physics (AIP) changed from Monotype to typewriter
composition in the 1950s to make optimum use of the typewriter's capability—'one
font in one size with fixed “leading” but that could be fitted with a special attachment
that included all the special characters needed to compose scientific papers’:

There was some concern that physicists would object to the appearance of a type-
writer-composed page with its typographic imperfections, unjustified margins,
and limited number of type fonts. Experience has shown, however, that the qual-
ity we produce is acceptable to the majority of physicists, for whom accuracy and
speed are far more important’.3!
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CHAPTER 11
BASAL COMPOUNDS

CYCLO-PARAFFINS

The eyclo-paraffing or polymethylenss conaist entirely of methylene
unite arranged in eyelie form., In cyelo-propane and cyclo-butane
there 1s some strain in the ring but the cyclo-pentane and cyclo-hexane
structures: are more stable because there is 1ittle strain in the ring,
For this romson the two latter are of morse fraquent occurrence.
Examples of the cyclo-paraffins are:=

Bo— (lzn, H,{r: aH, O,

¢
u,cA oK, ss,l—cuz 0. <I:H, H'l

cyclo=propana

USe 168

cyclo-butane cyclo-pentane

cyelo-hexane

a4 OCRINIC CHEMISTRY

Dextring are mometimes refoiied Lo ‘as starch gus or British gum,
Apert from thair translont sseurrancs An plasts, and storage (0 the peed
908t of Tipe Erafng and some ovher planta, the dextrine do not coour fres
1 nature, .

Hesbing starch 1o shout S00°C resilta in the production’ of: dextrins,
or my dar, b produced by the nurm.ol onzyetic hpdralyels of uumh,

The dextrine sre wiite, or yellowish shite, Dewdsrn, which glve gummy
soliitions of & dextro-rotatory thuracter. The ﬂ:tinl Bre awest, and sticky,
Textring do not reduce Fenling's sclution, but give &-rangs of ou!um with
16d1ns, The mest complay dextying aro said to E1ve a blua colowr, !l.lw toroh;
tho orythrodextring give a red colour, 1ike glyoogon; whilet the achrondsx-
APNA g18 N tolotr With Lodine. DextyIns are nob fervented by yensy, Aloohal
procipitates them, but beslo lead acotate dosa not. Warming with slknlil g lves
8 yellos to brom colour,

The brenkdosn of suorel 10 AAXLTANG. 18 UL11158d fn leundryork, | sl
LhB1T pressnce 1a rnmumln for the fravour aid goloyr of Roket mnd tread
crunt,

Btruoturally the dextrins are garticles of the starch meleeuls mud
hente are oxssily Lhe- e exespt for the wwmber of glussds vestdien psr
maleails.

Glycog=n.

H- '—n‘ Mo~ m:-Euk !
(el p B o ot

Glydogen ls often callsd animal starch. Th: occurs An nermal 1iver
to the extent of sboul 4f but 15 consldorably reduced 1n the. fasting atate,
Muscle tissue contsing sbout 13, and 1t 1e predent In some ovher Lississ
of tha bpdy, Glyoogen 166 oheubS In & fow wlgas ond fungl, bub never in
Rlants sentatiing chlorophyll,

yeogen 18 & white, amorphous powder snd, Jike dexurin, it forms
calloidal solutione which wre dextro-rotaiony, It dosa fiot reduce Fehling's
aulution nor 45 £ Termontod by yesst. Bolling slth alkali doos not affect
1%, bub it As précipitated by alcobol and by besie lesd scetnte. I glves
a5 no-nrm celour with loding, Like stanch it in hydralysed, vin dextrins,
0 maltose, mnd thence to numu

Structurally 1t 1s sxactly lnilur to avarch in 1ts chain forsation,
But thers are only sbout alghtesn glucoss residues in the repesting puttem,

Caliulase.

\F n>'_ﬂ <!;. gl)‘—o—K; g/a a ﬁ; K>vr

56100

CARBLVYIRATES a6

Celluloze ks 8 framework polysancharess in-that L% forse the fundamental
sbructuro of plant coll walls, Aa the plant sges the cellulose bacomes
encrusted with otlier saterlals sich ms 1ignin, sc thet eollulose of rarylis
degrecs. of purity can be rownd An ALTfGREnt plAMMM. [t sole peourrence. i
antmals ie In tha. Suter covering of ths Tunleutes, Cotton geed nsivs snd

tha bany oIl of THe rlax piant g_lvn materll pemtaining from 75-E5E
neuumsa and this cotton snd 1inen is ufed for flse textilss after ouitetln
Yrestoant, Cellilose from hemp, jute, mnd aimilar seurdss doos nob ocsur
4n aheh o pure forsm and. f5 Vised for cosrsor fubrles, and in rope making,
Wood pip und straw contelin oven loey collulane, nnd theoe nre often vsed
to produde eelluloss for paper maklig,

oo Wiliers BUERESY UNAL, Apart from 1ts occlwTence in the cobion
secd lisir, the celiulose of nlnml 18 in mssoolstion with moro or less of
othar palywccmrvm:. prrticularly xylan, Ihis subgtance 18 refarred to an
calliil san nnd £ not an fmparity, bub Lo an Integrel pure of the collules
nggrégato. Fon this ressan delliless is of two bypos. Flrstly, notural
erliulose ap 1% ooture In plantd (exéépt Ln the sotion cosd halr), whioh
ginée It conaisto of colluloge and cellulssan is Wherefors of variable

‘eompoo it Lon, Secondly, cotton cellileye, or trua calluloss, which 1n prepared

for industrisl uses and which {s.one chemicnl substance, wintaver (s soures,
Collulose can be Ireed from encrusting materials by exposure to
chlorine rollowed by extrackion with sulphite. The chlorine forma Yignoms
with the 1tgnin, and the mnmm v.‘:'nn diagalved out this 1ignone an well
a8 tha hamioellylosen,
- Cotton weel and CIItor paper are almast pure oplluloge.. Oallulone 16
a white, hygroscaple, inert miterdal, [v i dncoluble in watst aid organic
anlyents, Bub {9 ssluble in sudh solutions ss amsonfucal cupris hydroxide
tsnlmuar'u roagant), funing hydrechlorio aedd, aine ehlerids i hydro=
cnloris acid, sootis anhyarids, darbon aliulphils yith sollum hydroxide,
and concentraved sulpturle scld, It w111 rorm estars witn uclds. The sbovs
sentioned @olutlons of cellwiese and tho cellulase entars are axtensively:
uged 1n infustry for the productlon of & varisty of ariicles, Sooe of thacs
mEY bé mntioned hrufly.
Cellulgss w1l dissolve in Sohwoitzsr's vesgent and the residtidg

‘solutinn e84 Ba foresd through fine nopsles into suiphurde aoid, The acid

ropreeipitates the celluloso in the form of threads, mnd those can be spiEy
18 give the suptummenive typs of srtdfiolnl silk.

Teth poroert vodiva hyiroxide covses elluloss fiursn 1o swell, and
4t they are stretohed at the asse time a filre with s glossy surose fo
dorwed, this s kniown ns mercartesd cottan. Fifteen pareant solius hydroxide
along wivh nmuﬁ disulphide gives a sclution kiosn ag vizcose mnd tein
nen sguirtad Vhrough Tine nozeles 1rrbn Hela wiil give. rise to viacose
HrUiricin silk.

Filter paper ahen tremtzd with 80% sulphinds asld fordis o ga'lm.].nmm
foating on its purtacs kewn as akylold, If the exdess aold {5 waohed off,
& paper with a smooih, tranelussnt surface, sévely, porchzsnt paper, is
sbtained,

Cellulony forsm eoters with avetic acld, the cellulode scstates. This
Au brought. shout by treating sellilods sith noetic sanyirie diluted With
acetle aold, The eellulose scelates can be mowldnd MUL ot &0 opilly ss
the cellulose nitraves. They ean aldo be mpum Ints srtiriofol afik, or
used a5 méroplans Thair big nvertho calluloss filbrates
15 thev thay are non-intlamablas,

Celluloee unointe dionolved in glactal scetic acld w11l givo ' wiite
molmuu 1T poured into slootol, This material fs huoam ms solid spivie

S04 BUrnA ArAy 1eEVINE NO ASh The solution 'of telra-scetates of collulsss
n ‘scatono, when eveporsted dom, yields artificial Eutta=percha,
wiLs nll-rl.c weld the cellulone nitrutes are formed. TheTe are & number

Fig 4. Detail and spread of opening paragraph indentation Tyler (1946). These examples show the justified lines that would hqve
resulted from a second typing on a Varityper. The author decided on the large paragraph indent and, most unusually, a double-line

indentation at chapter openings. (As reported to Michael Twyman, in conversation with Cyril Tyler in the 1970s).
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Most typists would have accepted ragged-right setting without much ado. Though
some would have acquired the relevant skills to justify lines, the additional time required
to do this would have been a deterrent in everyday work. For most people, however,
ragged-right was what happened when you used a typewriter, and they would have
encountered it in everyday typewritten documents. As Robin Kinross has pointed out,
this is likely to have contributed to the general acceptance of unjustified setting.3?
Indeed, in 1952, Herbert Spencer asserted in Design for Business Printing that readers
did not notice the difference; he introduced a page of unjustified setting in a book that
was set justified and challenged his readers to notice the change.

Hierarchy and structure: ‘display and setting out’

Authors of typing manuals focused on centring and capitals (of headings and titles, in
particular) to represent formality and authority. For example, Morton noted:

Title headings require a certain amount of display, or setting out, and, by exercis-
ing a little ingenuity, very effective results can be produced. The chief item in the
heading should be typed in capitals, and the whole should occupy a central posi-
tion over the writing beneath. If the heading consists of not more than one or two
words of average length, it is as well to divide the letters by spacing after each,
with a double or treble space between each word.33

He went on to illustrate how ‘setting out’ might be enhanced by ornament and space.
The acceptability of such conventions stemmed from typesetting practice in book and
similar kinds of printing. Producing top-quality centred display work was regarded as
a specialist skill and not something to be rushed into: ‘This kind of typing not only
requires great patience but time must be spent in making the necessary calculations
and in balancing the headings to the best advantage’.3* The 'how to’ in Pitman’s
typewriter manual is long and detailed, and many manuals show typists’ handwritten
workings-out of the spaces that they need to leave before typing a heading so that
it appears centred on the page, and there are endless exercises to be done to foster
efficiency.3® Trainees learned the art of ‘display’, which was closely aligned with ‘taste’:

Taste in typewriting is almost entirely limited to display. This is a technical term
which may be defined as being concerned with the most pleasing distribution of
typewritten matter over the paper on which it is to appear.3®

‘Artistic setting out’ was another phrase used to describe display work, along with
an assumption that this for some was a ‘natural gift’ and that others might acquire
it through ‘careful study of good typewritten models and of high-grade printed mat-
ter’.3” Walmsley and Walmsley continued: ‘Free lessons may be taken by studying the
bills posted on public hoardings. Printers are, or should be, masters of the art of dis-
playing’.38 Many typing manuals contained exercises for creating borders and decora-
tive elements for insertion into the text, using characters and character combinations,3°
and that heralded what is now known as ‘typewriter art’.*® Competence in centred
typing and display was ratified through success in typing exams, which affirmed its
acceptability and promoted resistance to change by typists.

Centring and whole word capitalization were advocated in manuals until the 1970s
when, with acceptance of the ‘semi-blocked’ and ‘blocked" styles for setting out cor-
respondence, display no longer referred only to centred typography. This was noted by
Edith Mackay: '“Display” does not imply that the work must be centred. First-class dis-
play work can be produced by use of both the centred and blocked style of layout’.4!

Modernity, Method and Minimal Means




Sue Walker

By the 1970s most of the key typing manuals recommended the blocked or semi-blocked
styles of layout because they were more efficient: centring headings and titles on a type-
writer took time because it involved counting characters and aligning the carriage at the
correct starting point. Efficiencies gained through use of ranged-left setting interested
researchers James Hartley and Peter Burnhill in the 1970s, in the context of typing tables:

We would argue that the centring of items is irrational and time-consuming, both
for typists and for printers, and that it would be more economical and rational if
both text and tables were set ‘ranged-left’ or ‘unjustified’ .42

They ran a series of tests in which typists were timed when typing centred and ranged-
left versions of a simple and complex table and found that typists produced ranged-left
tables more quickly and with fewer errors. They noted that when they centred text
typists worked with the ‘rules of thumb’ they had been taught, and that while typists
acknowledged that ranged-left tables were easier to do ‘they did not look as nice’.
This supported the view that typists’ training strongly influences their opinions about
visual organization and consequently about what is ‘correct’. Such views were preva-
lent beyond office work, and centred text remained a visual attribute that many typists
and lay people associated with formality, authority and correctness.

For trainee typists, along with centring, the ‘art of display’ included making the struc-
ture of a text clear—whether a legal document, specification or a commercial letter—
and the rules in the typing manuals provided a toolkit for structuring and articulating
text. Typists put this into practice by copying handwritten material using the limited
flexibility and character set of the typewriter to visually translate the handwriting so
that its structure and meaning was clear. The prescribed hierarchical treatment—uwithin
the constraints of machines with black ribbons only—in order of importance was as
follows:

SPACEDCAPSUNDERLINED
SPACEDCAPS

CAPS UNDERLINED

CAPS

Upper lower underlined
Upper lower

This system for denoting hierarchy appeared in most major typing manuals and quickly
became standard and conventional practice, lasting until well into the twentieth cen-
tury. Centring and using capital letters were regarded as correct and appropriate for
posters and other documents produced by lay people. The rules became well estab-
lished: in the 1960s, for example, the guidance for civil servants working in government
departments in The Design for Forms in Government Departments, recommended and
illustrated a similar set of principles.43

Differentiation of elements in the text: the underscore and the
bi-chrome ribbon

Typing manuals are a source of information for the rules and principles of the articula-
tion of text at a micro level, which are referred to by printers as ‘house style’. Many of
the rules presented in typing manuals followed those in printers’ style manuals, though
with considerable time lag, and as many were produced in numerous editions, the
dates of changes can be recorded. In relation to the preferred form of writing the date,




for example, the form 17 March 1967 was not

. . . EXERCISE XNXVE
pl’eSCfIbed as the correct form in typlng manuals Legal Work.—Amendment of Statement of Claim,
until the 1970s, whereas many printers’ house style IN THE HIGH COURT OF JUSTICE _
. . 1880. X. No. 3164
manuals prescribed this form from the 1940s.44 In QUEEN'S BENCH DIVISTON

this context, the manuals provide a rich resource for
considering the role of prescription in the evolution
of written language.
BETWEEN WALTER COLLINGTON

In typeset text composition, bold and italic vari- Plaintiff
ants, and changes of typeface and type size are = iy

used for emphasis and differentiation and there HI# BACELLENCY IHE DUKE'OF MEXTCO
are rules associated with their usage. On a stand- and WALTER SALTER Defondants

ard typewriter, capital letters and underlining,
sometimes combined with a second colour or addi-
tional horizontal space, were typically the means
through which words, phrases and larger compo-
nents of text could be differentiated or emphasized.

DEFENCE

Underlining was and remains a characteristic visual The Defendant the Duke of Mexiso by his Tsmant
attribute of typed text, despite being a time-con- the Defendant Walier Selter snd the Defendant Walter
suming procedure. It necessitated typing the words Baller s oush Tenant are in possesaion of the Farm
normally and then reversing the horizontal escape- referred 1o in the Statement of Claim.

ment so that the underscore could be typed below

the relevant characters. Rules for the use of the
underscore reflected prescription and use of italic

in print: for titles of books, newspapers and plays;

for foreign words and for emphasis.4> In commer-

cial correspondence it was the preferred treatment

for subject headings in business letters, and capitals

and the underscore were used for strong emphasis
in, for example, legal and insurance work [5].

John Brown

Delivered the 25th day of January 16801 by
Masore. Brown Jonea and Robingon of 1285 Norfolk Stieet

Westminster Selicitors for the sbove nemed [efendants.

i i Fig 5. Facsimi
Typewritten material, on the whole, was mono- ig 5. Facsimile example for an
Insurance Office Report showing

chrome, but some document types typically required the used of a second colour t0 accribed use of capital letters
fulfil a particular function. Typing in colours other than black involved either the use of  and underlining. (Pitman 1897:
coloured carbon paper, special two- or three-colour attachments, or a bi- or tri-chrome  Exercise XXXVI)

ribbon. Red, the preferred second colour, was recommended for emphasis and par-

ticular words in a text, and was referred to in Pitman’s Typewriter Manual in 1897 as

‘variegated typewriting’.#® In the typing of plays, for example, underlining in red was

prescribed to denote non-spoken elements, such as stage directions, as shown in the

illustration [6]. However, as affirmed in Pitman’s Typewriter Manual,*’ in recognition

of the fact it was time-consuming to do, typists were encouraged to do the red ruling

with a pen or pencil—a pragmatic solution. Later typing manuals proposed that when

a typewriter was fitted with a red-black bi-chrome ribbon, the non-speaking parts in a

play should be typed in red (with no underlining)—an example of simplicity of opera-

tion changing conventional practice.

Tabular matter

Tabular matter was probably the most typographically complex work that typists encoun-
tered, and where the capabilities of the typewriter were pushed to their limit, even if the
machine was fitted with a tabulator—'a device for moving the carriage to any predeter-
mined position . . . it is a great time-saver in the typing of tabular matter’.48 Most manuals
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i £ and bring me in the frying-pan and I'1ll do it
myself,

ing t 0 )
Yeg, ma'am.

MRS. R
And don’t be half-an-hour about it. Is Ichabod gone?
RACH.

Oh yes, ma'am.

(MES. R. turns to her work; ICH-
ABOD appears et door at back
with e tyout in his hand. RA-
CHAEL eatehing aight of him

glops, -and motiona him to o
awaz.

MES. R.
#h, & good thing for un as he has, if I eateh un here
again to-night, I'11---({RACHAEL makes mign to ICHABOD who is

up €, MRS. R. looks at RACHAEL. )---Lord help the lass, be
she struck foolish?® Bean't 'ee agoing?
RACH.
Yes, ma’'am.
MRS. R.

Well then, do ut. Thee keeps on eaying, “yes, ma'am,”
“yes, ma'am,” and there 'es aticks. (Drops eyes. RACHAEL
makes sign Lo ICHABOD, MRS. ROLLITT catehes her.)

( ICHABOD does nol undergtand RA-
CHAEL, and tries to explain to
her in pantomime about the trout,

whieh he holds up and points to.

went into considerable detail about the mechanics
of setting the tabulator stops,*® but few mention
matters of style. When they do, references to layout
are vague: 'The work should be balanced and judi-
cious use made of line and margin spacing’.>® Some
manuals contained facsimile examples of tabular
work with headings centred over columns, leader
dots and horizontal and vertical rules. Most of the
manuals provided instructions to rule lines in red
once the table had been typed, recognizing the chal-
lenge of producing horizontal and vertical lines using
the underscore and the | character.>' However, in the
tabular arrangement shown in the illustration the
typist was advised to fold the paper and insert it into
the machine sideways to type the vertical rules (and
presumably the rotated column heading) [7]. Such
examples emphasize both the cumbersome nature
of the machine as well as the fiddly and inventive
ways of overcoming challenges. Tabular work was

Fig 6. Detail from plate XIV
showing use of red underscoring
to denote non-spoken parts in a
play. (Pitman 1897)
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time-consuming and inefficient (as noted earlier
e s~ sems.  With reference to headings) but as tabular work fea-
st e L tured in much commercial and office work it was a
necessary skill—the complexity of the texts that typ-
ists had to deal with is demonstrated through the
handwritten examples that typists were asked to
translate into typed form as part of their training.>2

rina

A contribution to the history of graphic language and
document design

Typewriters have made a significant contribution to the history of graphic language
and document design, equivalent to the impact of desktop publishing (DTP) in the late
twentieth century.>3 Those who trained as typists to be able to have careers in com-
merce, business or the Civil Service became ‘lay typographers’ acquiring skills training
in the visual organization of everyday documents that reflected elementary principles of
typography, albeit at a basic level. As we have seen, those parts of the publishing indus-
try that embraced typewriter composition in the 1960s employed typists in the role of
compositor. Typists, who had acquired specialist knowledge about the visual organiza-
tion of language through their training, made documents that reflected the limitations
of the machines that produced them. The manuals that codified typing practice and
skills acquisition, therefore, had considerable influence on everyday graphic language,
which thereby shaped readers’ views of what were the ‘correct’ conventions to use for
articulating text. These became so well-established that in the late 1980s and 1990s
when DTP became widespread, books such as The Mac is Not a Typewriter (1990) and
Collier’s Rules for Desktop Design and Typography (1990) emphasized the difference
between typesetting and typing conventions to lay users of DTP.

The availability of typewriters and their relative ease of use also meant that unskilled type-
writer composition predominated in community, underground and activist publishing in
the 1970s and early 1980s, not least because it could be combined with reproduction by
stencil-duplicating—a cheap and easy way of making multiple copies.>* In this context




typewriter users were not bound by the rules and principles
presented in typing manuals. The documents they produced
were done so with minimal means in terms of skill and tech-
nological constraints, and that resulted in a particular visual
style such as that seen in punk zines and community flyers.>>

A contribution to typographic education

Herbert Spencer was one of the first to acknowledge in print
that typewriters were a useful and relevant component of
a designer’s toolkit. In Design in Business Printing (1952)
he drew a connection between typewriting and unjustified
setting in support of his argument that asymmetric typog-
raphy was the most suitable for business printing:

Typewritten matter is always asymmetrical—on the
typewriter lines cannot conveniently be centred or
forced to an even length—an only on asymmetrically
arranged stationery and forms can typewritten matter
be accommodated, as it should be, as an integral part
of the design.5¢

He used letterhead design as an example. When typewrit-
ten letters were the norm it was regarded as good prac-
tice to position the pre-printed elements of a letterhead
so that it was easy for the typist to match their alignment
across or down the page, so that a date could be typed
directly underneath the sender’s address, or a reference
next to its cue.>” The fine horizontal increments of type-
setting, therefore, had to be synchronized with the much
coarser horizontal increments of the typewriter, and the
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type body sizes and line spacing had to be synchronized with the increments by which

the typewriter platen advanced. Combining pre-printed matter and typewriting in this

way meant understanding the measuring systems of both print and typewriters, and

working out where the typewriter’s 10- and 12-pitch increments coincided with tradi-

tional printers’ increments to determine convenient positions for aligning text.>8

Norman Potter, in his inspirational What is a Designer (first published in 1969, revised
and extended in 1980), reinforced the value of typewriters in an educational context.

He advised students:

Come to terms with the graphic potential of a portable typewriter ...

Touch-

typing is a skill worth having but its possession may entail bad graphic habits:
some training courses are notorious in this respect. Two-finger typing is still faster
than handwriting (with a bit of practice) so for layout purposes and occasional
use, this is an acceptable alternative to the proper thing. The typewriter is good
for controlled experimentation because there are mechanical constraints to be

respected ...

they include, of course, a built in asymmetry deriving from the

‘ranged-left and open ended nature of the platen movement (usually ignored by

typing instructors).>®

Potter suggested that typewriters provided a quick way to think about different
ways of signalling the start of a paragraph, or to structure text in reports and other
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Fig 7. Example of a table
with vertically typed headings.
To execute this, typists were
advised to fold the paper and
insert it sideways into the
machine. (Morton 1902: 130)
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documents where ‘clear graphic sequence’ is important. Michael Twyman extended
this notion in his teaching as a means of explaining the numerous ways that head-
ings and sub-headings could be treated.®® In Twyman'’s system of notation lower-
case ‘0’ was used to represent ‘main text’ and ‘x’ used to denote headings. Capitals
of each of these added a further level of differentiation, and horizontal space—for
indentation or separation of elements — were used in the usual way. Used in this way
typewriters provided a quick and easy way to make schematic representations of
typographic configurations. Use of the system was extended by Paul Stiff who used
it in lectures to students to explain the variety of ways that tabular matter could be
arranged.®’

Typewriters and their limitations as a method of composition had an impact on
students of typography and graphic communication who, as part of their education
in design for reading, benefited from knowing about the graphic capability of com-
position systems and designing within their limitations and constraints as a result.
In this context the limited graphic capability of typewriters drew attention to the
importance of structure and hierarchy. Designing within technological constraints is
something that many typographers welcome and value as a means of getting to the
essence of a particular communication challenge—how can text be structured with
just one typeface in one size, and with crude spatial variants. When | was an under-
graduate in the 1970s, manual typewriters were treated as a method of character
assembly alongside hand-composition in metal type, Monotype and Intertype com-
position—and indeed handwriting. Student projects often involved setting out text
in three or four different ways to learn how to articulate text using space and the
means of graphic differentiation offered by the different methods of composition.®2
Using typewriters revealed that it was possible to produce documents that reflected
sound typographic practice and demonstrated how the graphic capabilities of a
typewriter related to other methods of assembling text. This drew attention to the
value of designing within minimal means, emphasizing the importance of the clear
articulation of the structure of a text through the use of space and available graphic
attributes. It highlighted the job of the typographer, to understand that different
graphic and spatial means can be used for emphasis, differentiation, separation
and connection, quotation, interpolation and so on within a text.®3 Such functions
within a text can be fulfilled, albeit in different ways, whatever the composition
system being used.

In conclusion, typewriters are a somewhat neglected part of typographic history—
their technical limitations do not offer the beauty of form and subtlety of spacing
that typographers yearn for. Yet, as we have seen, their use as a design tool has been
recognized and exploited to good effect by many twentieth-century designers and
educators. Typing manuals deserve to assume a key position in the history of graphic
communication due to their impact on the visual organization of graphic language and
its dissemination. They are a rich and largely undiscovered source of information about
rules for organizing graphic language, particularly relevant because of their connection
to everyday communication. For many, though, it is the endearing technical clunkiness
of typewriters that is fascinating—as it was for archy:

colon the fact is that

the mechanical exigencies of
the case prevent my use of
all the characters on the
typewriter keyboard period




capital i apostrophe m
doing the best capital
i can under difficulties semi colon®*

In the next chapter Mehitabel unlocked the shift key: CAPITALS AT LAST.
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