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PREFACE

IN A BOOK previously published the literary
side of type-setting was treated under the
title of Correct Composition. This book, its
intended supplement, will be confined to com-
ments upon the mechanical methods of Book
Composition.

In ordinary conversation this phrase is un-
discriminatingly applied to composed types
in small pages, whether plain or decorated, of
four leaves or of forty volumes. So consid-
ered, the subject seems almost limitless. It
must be evident that there are too many
kinds of books and too many fashions in
type-setting to be thoroughly deseribed in an
ordinary duodecimo.

The book composition here to be treated is
that of the ordinary book of the established
publisher—the plain book made to be used
and read more than to be decorated and ad-
mired as an exhibit of typographical skill.
As the plain book is always in most request,
its construction should be the earlier study

Vil



viii Preface

of the young compositor, for whom this book
has been prepared. To the buyer of a book
who is also its reader, its value is in the im-
portance, real or fancied, of its information.
Next follows easily readable type, tastefully
arranged in orderly pages with proper mar-
gins, clearly printed in strong black ink on
appropriate but unpretentious paper. En-
graved illustrations to explain the text, head-
bands and tail-pieces of harmonious design
that close the staring gaps of chapter breaks
and vary the monotony of print, here and
there letters or lines in a bright red, are some
of a few permissible attractions; but after all
has been done by the type-founder, paper-
maker, designer, and printer, the great value
of the book is not in type or decoration, but
in what the author has written.

Scant attention can be given to decoration.
To describe with proper detail usnal methods
of workmanship in the decorated book or
pamphlet that is now in favor would be a
hopeless task. A thick volume of facsimiles
printed in colors would be required for an
instructive exhibit of medieval and modern
styles of printing, but the book so prepared
would be of small service to the young com-
positor. The decorated book is not a proper
model for every-day service. It might be
harmful, for it presents suggestions of styles



Preface ix

or methods that are impracticable in any
printing-house with a scant supply of types
or borders. Decoration is of doubtful value
when it diverts the eye from matter to man-
ner, from the thought of the writer to the
skill of the printer. The unavoidably dimin-
ished performance of every experimental dec-
orator with type, and the increased cost of
his work, are other unpleasing consequences.
No ornamental style now in vogue can be
offered as one of permanent favor, for fash-
ions in type-setting are as fickle as fashions
in dress. To examine and compare the dif-
ferent styles of decorative composition that
came in and went out of vogue during every
ten years of the last century is to be fore-
warned that eccentricities of present popu-
larity may be disliked in the near futures

It may be that in my explanations I have
been more minute than is customary in man-
uals of printing. An expert compositor may
smile at the frequency of suggestions that
he does not need now, but there was a time
when he did need them. Every master printer
of experience will agree with me that the
apprentice needs minute instruction, perhaps
to reiteration, in the rudiments of printing.
To space words evenly, to put proper blanks
between lines of display, to make up matter
in symmetrical pages and to impose them
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for the convenience of pressmen and binders,
may seem trifles to those compositors who
rate speed higher than skill or good taste,
but the remark of a great artist may here
be repeated, Trifles make perfection, and per-
fection is not a trifle.

The equipment of a book-printing house
with the new styles of cases and stands that
are required in modern practice has received
as much attention as space allows, but the
list is incomplete, for new styles of merit are
increasing in number. There is a demand in
every printing-house for more compactness
in the stowage of materials, with a proper pro-
vision for greater facility in their handling.
As an aid to this object, suggestions have
been made about new arrangements for leads,
brass rules, furniture, and extra sorts of type.

There are chapters that claim the attention
of a mature compositor. Every book-print-
ing house is required at times to provide
lines or paragraphs in the proper characters
of foreign languages, or to set bars of music
or formulas in algebra. To those who have
little or no experience in the handling of the
strange types required, the information here
presented will be of service. In the compila-
tion of this matter I have had many helpers,
to whom I here renew acknowledgments and
thanks.
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Algebra, based upon an article in Lefevre’s
Guide Pratique du Compositeur, was revised
and made clearer by Henry Burchard Fine,
Ph.D., professor of mathematics at Princeton
University.

Music was specially written for this work
by Mr. James H. Martin of New York. His
treatise on this subject will prove a thorough
explanation of a much-neglected department
of composition.

Greek has been revised by Benjamin E.
Smith, L.H.D., editor of the Century Dic-
tionary.

Hebrew has been corrected by Mr. Frank
Horace Vizetelly, assistant editor of the Jew-
ish Encyclopedia.

These departments of book composition
‘are not common, but they are sure to appear
occasionally in ordinary copy, and every com-
positor should be qualified to put them in type
with a reasonable approach to correctness.

Machine-composition was written for this
work by Mr. Philip T. Dodge, president of
the Mergenthaler Linotype Company.

Correct Keyboard Fingering was contrib-
uted by Mr. John S. Thompson, instructor of
the machine-composition branch of the In-
land Printer Technical School, and author
of a treatise of great value on The Mechanism
of the Linotype.
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BENJAMIN FRANKLIN

EQUIPMENT

Types . .. Stands . . . Cases . . . Case-racks

TYPES

PRINTING-HOUSE that is
fitted for the practice of one
4] branch only of printing, as for
2| law cases, weekly newspapers,
or plain reprints, does not need
4| a large variety of faces or sizes
of type, but when it is in-
tended that it shall be properly equipped for all
kinds of book composition, large fonts of text types
on the bodies of 12- 11- 10- 8- and 6-point are indis-
pensable. Typeson 9- and 7-point bodies, not often
required, may be provided in smaller fonts. Types

on smaller bodies and of still smaller fonts will be
1 1




2 A book-house needs many types

needed for foot-and side-notes. The larger bodies
of 14- 18- and 24-point will be useful for the texts
of quartos and larger sizes, or as letter of display.
To this assortment must be added small fonts of
two-line capital letters for title-pages and plain
initials varying in size from 8- to 72-point. There
must be also types of bold face of many sizes, plain
and condensed, for side- or subheadings; galleys,
leads, brass rules, racks, stones, chases, wood and
metal furniture, and many labor-saving devices.

Nor is this all. To meet the notions of different
buyers, there should be at least one complete series
of old-style type or some other variation from the
standard of modern roman letter. The difficulty
of providing for unforeseen requirements presents
itself in another direction. It often happens that
the largest fonts have been insufficiently provided
with one or more characters. Books must be ex-
peeted that will call for an inerease in the supply
of capitals, italies, figures, points, quadrats, ete.
Foreign languages and scientific treatises will re-
quire accents and signs that are not supplied with
the regular font of type. There is no book-house,
however large or well equipped, that does not have
to send to the type-foundries frequent orders for
additions to large fonts, known as ‘ sorts.”

In every printing-house supposed to be amply
equipped for misecellaneous book and pamphlet
work, but a small portion of its types can be kept
in daily use. Buyers’ tastes are very capricious.



Supply must exceed demand 3

During one week nearly all the compositors may
be setting 10-point old-style; in another week they
will be setting 11-point modern. Material must
be largely in excess of daily needs, and the master
printer must be accustomed to have nine tenths
or more of his type stand idle every day. Itshould
be assumed at the outset that in a fully equipped
book-house one thousand dollars’ worth of printing-
material in types, presses, and their appliances will
be needed to keep each workman in reasonably
steady employment. In the house that does one
branch only of printing, the average will not be so
high, but in large book-houses it often exceeds one
thousand dollars. Yet the value of the types and
their appliances handled daily by each piece-com-
positor rarely exceeds one hundred dollars. This
is largely out of proportion to the sum invested,
but the large investment is not to be evaded.
Composition can be economically done only when
there are types enough to keep the compositors in
steady employment.! It is possible, and sometimes
it is unavoidable when a font too small has been

1 A printing-housealwaysdoes be filled with additions and alter-

work to disadvantage when com-
position has to be suspended for
want of type or sorts, but suspen-
sions are frequent. There are
many occasions for this suspen-
sion. Copymay be sentinirregu-
larly, and in too small quantity.
Proofs may be withheld by the
author beyond the time agreed
on. When returned, they may

ations that keep compositors at
correction instead of composi-
tion. The return of forms from
the press-room or foundry may
be delayed by accident. When
the font of type is small, any one
of these hindrances will stop
composition. Every contributor
to the work should keep pace
with his mates.



4 Stands wasteful of floor-space

provided, to print a book from type not sufficient
for a form of four or eight pages; but work so
hampered is always done expensively, and is liable
to peculiar faults. Every prosperous book - office
has large fonts of the regular text types, varying
in weight from two thousand to twenty thousand
pounds.

The type required for a specified number of pages
has been tabulated,! but the table makes no allow-
ance for type that has to be kept standing by delays
of author. To estimate the weight of the type re-
quired for a work, begin with a knowledge of the
weight of the type set up in one day by the com-
positors employed on that work. Next estimate
the time that may be taken between composition
and the return of the type for distribution. This
time will vary from two days to two months, for
proofs sent abroad may be kept out much longer.
The weight of the composed types that have to be
kept idle, and that are unavailable for any other
purpose, must be determined. Type enough must
be provided to keep compositors employed for a
specified number of days, but to make provision for
unexpected hindrances, the supply required may be
much greater than would seem necessary.

The most noticeable objects in a composing-room
are not the types but the type cases, exposed breast-
high. The stands that so uphold these cases are
bulky and wasteful of floor-space, for cases in use

1 See Plain Printing Types, p. 176.



Description of the stand 5

should have abundant light, although the height
of an upper case near a window often obstruets the
lighting of other cases in the middle of the room.
It follows that some compositors may have to work
with insufficient light, too far apart, and without
needed supervision or help from fellow-workmen.
Ttalic, accents, or display letter that may be needed
frequently, as well as the galley that receives com-
posed type, are often at an inconvenient distance.
Greater compactness is needed in cities where room
rent and artificial lighting are serious expenses.

It is not a trivial task to keep materials accessi-
ble and in good order, but in no workshop does the
rule, “ A place for everything, and everything in
its place,” call for more rigorous enforcement than
in the composing-room. To meet the conflicting
requirements of closer compactness and of more
space, some of the old and new forms of printing-
house furniture call for more careful examination.

STANDS

The stand (or frame, as it is called in England) is
an open framework of pine wood made to support
the cases of type. The eross-pieces at the top that
connect the front with the back are at different
inelinations, so that the lower case may be at a low
and the upper case at a higher angle. So placed,
the compositor can see and reach all the characters
exposed in the two cases.



6 The common double stand

Stands are made of two sizes, and are known as
double and single. The dimensions of the double
stand, which exposes four cases, are : length, 4 feet
6 inches; width, 1 foot 10 inches; height at back,
4 feet 6 inches; height in front, 3 feet 6 inches.
The single stand that exposes two cases only, about
one half the length of the double, is not so common.

Y/ AY/ Y8/ /63 &N/ /AN 3 Y/ T
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Double stand of usual form, containing rack for cases.!

1To break the habit of resting
the feet on the lower cross-piece
of the stand, and to prevent the
accumulation of pi or dust on
the floor, some daily newspaper

houses have the cases rest on
strong iron bars that project
from the side-walls. Standsare
also made of iron pipe, but they
are most used in news-houses.
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Unhandiness of the common stand 7

Double stands are oftenest arranged back to back
between windows, so that four compositors can
work in the alley so made. As the ordinary stand
has no provision for a galley, eompositors have
to empty their sticks on galleys at an inconvenient
distance. It is often without a drawer for the safe-
keeping of copy and cuts. It accommodates in an
interior rack, but with some ineconvenience to the
compositor, six or eight cases on one side of the
frame, but leaves unoccupied a large space on the
other side, and a broad vacancy under the project-
ing upper cases at the top. This upward projection
at the back seriously obstruets the light of those
who work at a distance. Stands have been made
low enough for the compositor to work seated, but
they are not liked : nearly all compositors prefer to
stand at work. )

Double stands are also made with a support for a
galley that can be placed inclined upright between
the two exposed lower cases. This stand, more than
five feet wide, allows the space below to be utilized
for the stowage of two tiers of cases. A more use-
ful form provides for an inclined galley-ledge in a
sliding drawer (which also serves for copy out of
use), so that the galley can be drawn out and put
back without risk of piing the composition.

A much-approved departure from the old form
is known as the Polhemus double stand,! which
was constructed with an intent to have the back as

1Designed by John Polhemus, New York, 1872,



8 The Polhemus double stand

accessible as the front. Two eompositors only ean
work in the alley so reduced. The exposed cases,
supported by iron brackets, are placed on the top of
a broad cabinet rack that contains thirty-six cases,
a broad standing galley, and a galley-closet for

Polhemus double stand, panelled.

Front view of a panelled stand with galley-support and cases
at the back. The lower cases rest on angled supports
that allow these cases to be inclined backward.

movable galleys, but the last-named cases and gal-
leys are at the back and not at the front of the
workmen. The two compositors who work side
by side can empty their composed type on the gal-
ley behind them, which is equally serviceable for



Cases upon cabinets are preferred 9

correction or storage of distributable type. Nor
will they be disturbed at work if a third compositor
should withdraw a case from the rack. |

In printing-houses recently equipped, cabinets
with case-upholding brackets of an improved form
are preferred for their greater compactness and
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Rear view of the Polhemus double stand.

cleanliness. In the old-fashioned double stand the
few cases in its rack below were widely separated
and unavoidably received daily deposits of dust
and paper rubbish. The old cases were held in their
racks by supports of wood that suffered wear from
continued rubbing. In allmodern type cabinets of



10 Cabinet stands and cases

improved construction, steel runs fastened to the
side of the frame with countersunk screws are bet-
ter substitutes for runways of wood, for they en-
able the cases to slide with more ease and lessen
their wear. The steel runs have the greater advan-
tage of enabling the maker-up to put cases closer
together. Some forms of cabinets of double size
will hold forty cases in their type-racks.

Another form of case-rest is designed to enable
two compositors to work facing each other, over
a cabinet rack that holds eighteen air-tight cases.
It is planned to be placed in front of a window.
As with the Polhemus stand, a third eompositor
can have unobstructed access to ten cases under-
neath while the two compositors are at work.

CASES

The cases on top of the cabinet that serves as a
stand are held in proper angle by iron brackets.
One kind of iron bracket is constructed to swing
on a proper rest, so that it can be tilted upward
and enable the compositor to empty his ecomposed
type on the galley underneath his case, or to make
use of the top of the cabinet for the safe-keeping
of copy out of use.

The case provided for ordinary composition is a
shallow tray of wood 16% inches wide, 321 inches
long, and 1 inch deep, divided by thin wood par-
titions into separate compartments, or boxes, as



The ordinary upper case R |

called by compositors, so that there shall be a box
for every character of the font. For the composi-
tion of ordinary copy in roman type are needed two

*lr]1{8]1 |9k |b|B|@]|%|%] /]|
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Upper case, usual arrangement.

cases, respectively known as the upper and the
lower case, so called from the positions they have on
the stand. The upper case has ninety-eight boxes,
which contain capitals, small capitals, and minor
sorts that are seldom used ; the lower case has fifty-
four boxes, which contain the lower-case charac-
ters, figures, points, spaces, and quadrafs.

The arrangement of the characters in the upper
boxes of the upper case, as shown in this diagram,
is not uniform in every city, or even in every house.
Some houses adhere to an old fashion of putting
the large capitals on the left side, but the greatest
irregularity is in the freakish placing of fraections,
reference-marks, braces, and dashes, that are trans-
posed by the chance piece-compositor to suit his



12 The upper case has too many boxves

own notion of convenience. A strange compositor
who begins to work on a ease that has been laid or
altered by a new scheme has to relearn the loca-
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Lower case, usual arrangement.

tion of the minor sorts. As these sorts are rarely
used and are out of easy reach and inspection, he
learns the new locations imperfectly and distributes
incorrectly. In many offices the three upper rows
of the upper case are nests of dust and pi.

It would be of mutual advantage to compositor
and employer if these three upper rows were abol-
ished, and the sorts assigned to them were kept in
a separate case, as is done with accents and signs.
Book eopy rarely ealls for any of these sorts. The
reference-marks have been supplanted by superior
figures, and the sectional braces by solid braces.
Fractions are rarely needed, not often enough to
justify the space they take. If frequency of use
could determine the admission of extra sorts in the



Attachments to the case 13

capital case, italic should have preference, but no
compositor of experience would favor this arrange-
ment. The inconvenience suffered in seeking italie,
fractions, or signs from a distant case is not so great
as that endured in looking for misplaced sorts in
dusty and inconvenient boxes. If the lower case
were made longer, wider, and not so high, then the
capitals and small capitals could be put therein and
be brought within easier reach. Not the least of
the advantages to be gained by the use of one case
only would be the increased diffusion of light in the
darker parts of a composing-room.

The only practical case now made to remedy this
old mistake is the “patent hinged case”—so called
because the upper case contains but five long tiers
of boxes, instead of seven as is customary. The
suppression of these two upper tiers shortens its
height, and favors the increased diffusion of light.
The two cases so connected by the hinge can slide
on the same cleat in the ordinary case-rack.

Any unusual sort needed in composition can be
put in a small annex box of tinned iron, which may
easily be attached to any large box, and as readily
be removed.

The boxes of an ordinary upper case and lower
case are supposed to be arranged so that the sorts
most used shall be nearest to, and those least used
farthest from, the reach of the compositor. Itisalso
supposed that the unequal sizes of the boxes are in
proportion to the unequal use of the characters
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they contain.

Irregularities in the lay of the case

These suppositions are not entirely

correct. The boxes have been made of whole, half-,
and quarter-size more to suit the convenience of a
case-maker than to provide

Annex box.

for the intelligent appor-
tionment devised by type-
founders. The most needed
sorts are fairly placed, but
the justifying spaces are
scattered in very inconve-
nient positions.!

The upper case and lower

case, when put upon the stand, expose a surface of
about seven square feet, which is too large a sur-
face to be covered by the travel of the compositor’s

1Illustrations of early com-
posing-rooms show that the first
printers tried to put all the types
needed for the text in one large
case. They laid the types in al-
phabetical order, beginning at
the upper left-hand corner, and
ever since we have adhered to
one feature of this early usage.
Our modern lower case has in
the first row of large boxes the
letters b, ¢, d, e, f, fi, ff, g. The
second row has 1, m, n, 0, y, p;
the third row has v, u, t, r. The
types of a, i, s, h, w, r, seem to
have been put out of the old
order to bring them in easier
reach. Printers of northern
Europe, who use text types with-
out small capitals, prefer a case
in one piece, but in England and
America the case in two parts

has alwayshad most favor. The
‘“lay” of the upper case has re-
ceived many changes. In his
Mechanick Exercises of 1683,
Moxon presents an upper case
with the large capitals in the
upper left corner, and with fig-
ures in the lower left cormer.
It has no small capitals. The
boxes that would otherwise be
vacant are filled with signs. In
his treatise of 1890 on Printing,
Jacobi gives a diagram in which
the capitals are put in the upper
left cormer. In his Practical
Printing of 1892, Southward
shows a model case with capi-
tals at the right and small capi-
tals at the left of the lower part
of the upper case. In all the
English schemes, figures are
stowed in the upper case.



Space boxes inconveniently placed 15

hand, for he who sets five thousand ems of solid
type in one day has to make his hand travel about
six or seven miles. The hand-travel in distribu-
tion is about one third more.

The more distant boxes on the left side of the
ordinary upper case are nearly thirty inches from
the stick in the hand of the compositor, and in a
direction in which the right arm has not free play.
To reach too distant boxes, the compositor of low
stature has to move his feet, at some inconvenience
and loss in performance.

A case that will shorten the travel of the hand
should materially increase the performance of the
compositor. With this end in view, a smaller case,
known as the Rooker,! was introduced, which is
about one fifth smaller than the ordinary case. It
is used to some extent in daily newspaper offices, but
is rarely found in book-houses. It holds letter
enough for brevier and all smaller sizes, but not
enough for a day’s work with larger types.

The accepted form of lower case has many seri-
ous defects. Facilities for justification and even
spacing have not been considered. The boxes for
spaces are too far apart, when they should be clus-
tered. Nor are the space boxes of proper size. In
every font of letter the four-to-em spaces furnished
are about the same weight as that of the letter i,
yet 1 has a full box in easier reach, while the four-
to-em space in a quarter-box is not so accessible.

1 Invented by Thomas N. Rooker, of New York, about 1858,
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The most needed three-to-em space is about of the
same thickness as the lower-case t, but each sort
occupies a box of the same size, although the type-
founders furnish in weight one half more of the
three-to-em space than of t. Nor are the boxes
for other characters adapted to supply. Points
like 5 : ! 2 and types of J, X, and Z, averaging about
ten ounces each, have separate boxes as large as
that given to the four-to-em space that is provided
in a weight of nearly ten pounds. Some of the
small boxes could be contracted without inconve-
nience, and the space saved be given to boxes that
are now too small.

The difference between space required and space
allowed for each sort will be more plain after a study
of the scheme made by the Bruce Type Foundry !
for a font of four hundred and twenty pounds:

Analysis of a font of type

Lower-case sorts. 1. Italic. . oz
Lower-case letters . . 209 Lower-case letters . 28 12
Polite . ARyEi Sl Capitals. . . . . . 8 2

Figures,ete. . . . . 16

oo w1

Spaces2. . . . . . 33 Roman accents . . . 3 9
Quadrats . . . . . 50 Ttalic accents. . . . 1 7
Leaders. .4 i b Rietas e '8
Upper-case sorts. —_—
Reference-marks Total 420

rially disturb the percentages
14 that have been specified in the
table, Every new analysis will
show decided inequality.

2 The spaces and quadrats

1 8
Braces -l S g Ries", S0 <SS SN CSRl6:
Dashes . B 2!
Fractions . 1
Capitals.
Small capitals

1 The schemes of different
type-founders are not exactly
alike, but their trivial differences
in apportionment will not mate-

constitute more than one fourth
of the weight of the lower-case
sorts. The weight of the justi-
fying spaces is about one sixth.



Analysis of a font of type 17

The proportion that each class of sorts bears to the
entire weight of the font is shown in the follow-
ing percentages:

Lower-case . ..76 Ifalic . . . ..09
Upper-case . . .12  Accents, ete. . . .03

As the weight of the upper-case sorts is but twelve
per cent. of that of the complete font, and as its
minor sorts are in small request, no great advantage
could be had by altering the size of the boxes or by
changing the location of their sorts. A readjust-
ment of real value must be made in the lower case,
which takes in seventy-six per cent. of the font.

Large boses. 3 00 Cobieh,  Quarterdoses, OO Cobuclly
| oA L a4 2.20 | space. 9 4 2.91
LT =43 YN SRR, AR ) 2.36 | space . 4 10 1.46
d,i,r,m,each 10 3.15 ity G 2 .63
£33 .12 3.78 & 2 .63
Ispace. . .18 8 5.83 H 1 .33
1o 3 AR R R DYRSE 3.95 ok 12 24
HER VT e el 4,12 ¥, 12 24
MSEEe e 15 8 4.90 , 30 4 .06
ORSRGE oo U158 4.90 2, 4 .06
ARSNGB BRI 4190 0. 2 .63
B . 18 2 .63
quadrats 2 & LS SRy JoowN Eeil} 812 .55
Gt ok - Ll S S 77 | 3,4,5 each 1 8 144
6,7,8,0each 1 4 160
Hailf-bowes. lows - dery T as ReS SRR AR
W oy e st .95 fi. 5 v JE=8 .48
6o .. 4 1.26 | SR PR 48
WA e s el 1.26 Tes ol oo 12 24
Y,p,f,g,each 4 8 1.42 s (o o iy 12 .24
R AR b 1.57 b /RE Y SIVEART O 12 24
... 5 4 1.6 e i) .33
w 6 8 2.05 L S Mt .33
el dtiinms 2.52 fiscbApae S Wil .24



18  The case has many neglected boxes

The lower case comprehends fourteen whole, eleven
half- and twenty-eight quarter-boxes, and to them
must be added the € box, which is always of largest
size. The stowage capacity of each box, as com-
pared with that of the entire lower case, is given
in these percentages: whole box, 8.57+ ; half-box,
1.78 + ; quarter-box, 0.89 .

The boxes for ¢, u, d, i, m, T are too large ; those
for h, t,n, 0, and a are too small. The four-to-em
spaces should have a box three times as large ; the
five-to-em spaces, a box nearly twice as large.

For the half-boxes the want of proportion is not
so marked. The V could be put in a smaller box; b
and , could have a box one fourth smaller; the W
and the en quadrat are the only sorts that call for
a trifling enlargement of their boxes.

The preceding tables show that a simplification
of the lower case is needed, and that the upper case
is also in fault. Fractions, signs, and reference-
marks, that rarely appear in book-work, have posi-
tions too prominent at the top of a case. It is to
make room for these sorts that the case is made high
and the lighting of a room is obstructed. Small
capitals have been discarded in many books and
newspapers. The only series in steady request are
the capitals, but they could be attached to the lower
case, as will be shown upon another page. Small
capitals, signs, fractions, braces, and abbreviations
could be relaid in the ordinary capital case, with
other sorts in occasional request, and would be as



A lower case containing capitals 19

available in a rack under the eompositor’s stand.
If his copy called for these sorts in excess, they
would be as accessible there as they now are, out
of easy reach. The lower case should have more
room for spaces, and these spaces should be to-
gether. Points of punctuation and double letters
should also be in groups. To save useless travel
of the hand, and to make a more convenient lay of
the sorts, this plan of a new lower case is offered :

slB[c[p|e|r|clu]| [1]s]x|[L]M]|x]|o]P]a

@ | &|E|E| = |e 1{2(3]{4|5]6[7|8|R
RIE

£1 c d P i s If|g

k fjo]|T

J fi|fl|$|U

1] m n h o w

z TR ffi’ | =V

: W

2.1 [ I B R 0 ) P

q Lo 81 D. €

raes s R A b ] -] z]y

Proposed arrangement of lower case with capitals.

The length of this proposed lower case is that of
the old form, 321 inches, so that it can be stowed in
the ordinary racks; its width is one ninth greater,
or about 18% inches. The addition of a tier of quar-
ter-boxes at the side reduces the capacity of the full
boxes about a guarter of an inch; but they will be
large enough for all bodies below 12-point.



20 Lightens work of even spacing

If this form of case were in general use, the stand
on which it rests would be narrower at least four
inches, and the highest point of the case upon that
stand would be about six inches lower than it is
now, to the saving of space and the improvement
of the lighting of the room.

This diagram is offered, not as a correetly appor-
tioned ecase, but as an approximation that may lead
to practical improvements hereafter. A case that
exactly apportions the space for type would be too
great and too expensive an innovation. The foree
of habit that has kept unchanged for three cen-
turies the sizes and relative positions of the boxes
for the leading sorts has to be respected. Changes
have been proposed only where change seemed of
real importance. Some boxes have been enlarged
and others contracted, but there is no serious irreg-
ularity in the partitions that would increase the
labor of case-making, and no changes in boxes that
would make the case confusing to the compositor.

The greatest changes are where there is greatest
need —in the sizes and positions of the space boxes.
The weight of the en quadrat and the justifying
spaces is more than one sixth the combined weight
of all the lower-case sorts, but the room that is
provided in the present form of case is only about
one half of what is needed. The en quadrat is
twelve inches distant in one direction and the four-
and five-to-em spaces ten inches distant in another
from the composing-stick in the compositor’s hand.



Accessible spaces increase performance 21

As justifying and even spacing take up nearly as
much time as the picking up of type, it follows that
the labor of reaching for spaces should be lessened,
and that the spaces, which are repeatedly changed
in justification and are more handled than any other
sort, should be clustered near the compositor’s stick.
As the spaces are laid in the new schemes, the com-
positor can select the en quadrat for wide-leaded
work, or the four-to-em space for solid work, with
as much facility as he now selects the three-to-em
space. Large boxes and a central position of the
spaces will be other aids to cleaner distribution.

The two- and three-em quadrats are put to the
left, but the new position will be found quite as
convenient as the old one. Few sorts are more ir-
regularly used than the large quadrats. They are
often needed in open composition, but on ordinary
plain descriptive matter they do not deserve the
aceessible position they now have.

The quarter-boxes for the capitals are one eighth
smaller than those of the upper case, but they are
more aceessible at the ends of the lower case. The
half-boxes and whole boxes are of the old capacity.
This form of ease should enable the compositor to
increase his performance seven per cent.

To those who wish small capitals exposed, a new
arrangement is offered in the diagram on the next
page. This case is wider and longer (244 X 32}
inches), but it will contain for each box as many
types as can be put in the regular cases.



22 A lower case with all the capitals

For ordinary composition the old-fashioned stands
and cases are sufficiently serviceable, but they ave
not helpful enough when the compositor has eopy
that calls for two or more sizes of roman and italic,

ZYX\VVUTS]R Q{P|O|INIM|L|K|J|I
A | BlE| e x| e 4|5|6|7|8]A
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@l) c d > i S f--ﬁ-gJ
CHEes ff 0[C
p|k fi|fl|$|D
If m | n h o |y|lpiw
E|j i & E
Flz ARERY
v|i u t 1] 0] a r |,
Glx Yitje
H | g | e e PN 0 [ I P I R I ¢
z|y|x|w|v|u|r|s|r] [o|p|o|N|M|L|K|s]|1
I -

An arrangement of case for eapitals and small capitals.

This case has one hundred and twenty-one boxes. To make
these boxes of the usual size and in similar proportion the
case should be 20 X 42 inches, obviously too large for con-
venient handling. To keep it of the regulation length of
3214 inches, so that it ecould be put on the ordinary stand
and in ordinary case-racks, it must be about one half wider,
or 2415 X 3214 inches.

or for accents or display letter. For every change
of body or of face, for italic, display letter, or ac-
cents, the compositor has to leave his stand and set
the type from a case at a distance.



Compactness of the dictionary stand 23

To those who need many sorts in ready reach, an
illustration is shown on following pages of a form
of stand made for the composition of the Century
dictionary. For this work the compositor needed
twelve cases readily accessible :

Brevier, one upper case and one lower case.
Brevier italic, one capital case.

Accents for brevier, one capital case.

Brevier antique, for side-heads, one job case.
Nonpareil, one upper case and one lower case.
Nonpareil italic, one capital case.

Accents and signs for nonpareil, one capital case.
Nonpareil antique, for subheads, one job case.
Irregular sorts, two cases.

To save space and get the desired compactness, the
Rooker case, of 14 X 28 inches, was selected as large
enough for a day’s work on the sizes of brevier and
nonpareil. Two more Rooker cases at right angles
were put on each side, tilted inward as shown in
the diagrams. The compositor, who stands before
these cases, can readily reach all the boxes of the
four cases, except those at the extreme outermost
corners. A long-armed compositor can reach all
without swaying his body. The illustrations show
the brevier upper and lower cases in the usual posi-
tion (L and K in the diagram), with the accents to
the extreme left (M) and the italic to the extreme
right (1).

The framework of the stand below the extreme
right and left is utilized by adding thereto racks
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26 Usefulness of the dictionary stand

with supports, so that cases least used can be put
in sidewise, and yet be kept within easy reach. A
swinging side-frame, firmly hinged, is attached on
each side, and with supports parallel to those in the
stand. These side-frames are kept firmly in position
by the swinging iron bars T and U. When these
bars are locked, the cases on each side can be drawn
out at full length, exposing every box to view and
touch. The compositor is in the centre of three
sides of a small square, and can pick out any type
he wants from about eight hundred boxes without
leaving his frame, and for most of them without
change of position. He can select aceents, or words
of italic or in display letter, without removing the
case from its rack. When the lower cases in the
side-racks are not needed, the swinging side-frame
can be put back as shown in diagram 1. To pre-
vent the cluttering up of other stands, and to save
needless travel, the galley is put on an ineclined
plane in a drawer under the case in front of the
compositor. When he wishes to empty composed
matter on galley, he pulls out the drawer, unloads
his stick, and then shoves in the drawer, where the
galley interferes with no other composition, and is
not so liable to accident as in the old position on
an exposed stand.

Two of the job cases were made with capitals to
the left, and two with capitals to the right. This
keeps the most used division of the lower case
nearest to reach on right- and left-hand sides.



A new arrangement of spaces 27

The roman cases have the most needed spaces and
en quadrats direetly under the compositor’s hand.
This arrangement is made by putting the en-quad-
rat box next to the three-to-em-space box on the
other side of the broad bar, and by putting the four-
and five-to-em-space and hair-space boxes next to
the three-to-em-space box. Not many other boxes
have to be disturbed for their readjustment. This

alile]]s]x 1]2]3]s

>
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Special lower case for dictionary.

clustering of the spaces saves time; it is an aid to
exact work and is much approved by all composi-
tors. These stands and cases cost but little more
than those of the old form. They are as econom-
ical of space as they are helpful to compositors.
Thirty compositors employed on one dictionary or
book of like nature can work in better light, more
pleasantly and efficiently, in a space of one thousand
square feet than they could do in a space twice as
large from many cases spread out after the old plan.



28 Two schemes of job case

Small fonts of italic, or of display type that has no
small capitals or minor sorts, are frequently placed
in one case of a form known as the job case.

walt]0] [x] [ [1]2[3]4]5]s]7]s

j e f]9|

-'l-b c|d if[s fg——w

? filo| |$|£ LE{(E|2e el

! EFiG

I—llm |{n|h o lylp|w|, (0[] B

z H] I |K|LM|N|O

b, R PlQIR{S|T| VW

:v ult |0 a | r =] QRIS

q .- X|Y|Z|J|U]| | |&ffl
L 1

Job case of usual form.

To meet different needs, these job cases are made
to many plans. One form holds capitals, small cap-
itals, and lower-case; another has enlarged boxes
for capitals and contracted boxes for lower-case;
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Job case with enlarged boxes for capitals.



The triple case 29

another has large square boxes for figures only, of
the two faces needed in some table-work.

Petty fonts of display types on small bodies are
seldom needed in the book-house, but they can be

AE
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Triple case for capitals only.

compactly laid in the triple case, which will be of
service also for the proper placing of accents, reg-
ular or unusual, astronomiecal and other signs, and
minor sorts of all kinds. Every book-house needs
a few vacant boxes for irregular sorts.

In one division of the triple case can be put the
regular accents for roman capitals ; in another, the
accents for small capitals; and in the third division
accents for lower-case types. For italic capital and
lower-case accents another triple case should be
provided. In all the cases the accents should be
laid with system: the same vowel in boxes on a
horizontal line, the same accents in boxes on a
vertical line. A print of each accent pasted on its



30  Accent cases for roman and italic

proper box will be helpful to the new compositor,
and a safeguard against reckless distribution. In
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Accent case for roman.

the vacant boxes can be put peculiar accents not
often needed, like the longs and shorts of school-
books, and the marked vowels of Danish, Swedish,
and other languages. The tendency of modern au-
thorship is to insist on a nicer attention to accents.

A|A|A|4| |4 délalala| |a
E|E|E|E élelele
dvavan: i|a|ifs
0[0]0|0| |0 élolo|s| |o
Lagtagtogiig dlala|a
¢ N ¢ {0

Accent case for italic.



Improved strength of modern cases 31

Tray cases are now made to be used as nests for
smaller cases of one-fourth size, which can be re-
moved from the tray and be placed temporarily on
the upper case or the imposing-stone. They are
used for brass rule, but will be equally serviceable,
when divided into proper compartments, for the
signs of algebra and scientific work. Sections still
smaller (5X 8 and 7X 73 inches, outside) are fur-
nished by founders for leaders, electrotype guards,
and the other characters
occasionally needed.

A great defect in cases
of old manufacture was
the splitting or warping
of wood that was not
seasoned. Some modern
cases have bottom pieces
of three thin layers of
glued wood that have
been made one solid piece
under strong pressure. The fibres of each layer
cross proximate layers at an angle, thereby making
an effective safeguard against warping or cracking.
Other makers attach to side-frames or to cases a
new form of runner that enables the case to slide
easily in its rack and prevents needless friction and
wear. The cases now made are as strong as they
are light: the corners of the boxes are strength-
ened by a long pin and clamps of thin brass that
securely bind the woodwork.

Box-fastener.



32 The tray case

Large types and borders that cannot be properly
stowed in the ordinary capital case are often needed
in a book-house for the proper composition of title-
pages and publishers’ circulars. For this need a

E
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E
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Tray ease with movable partitions.

tray ease is provided with movable partitions fit-
ting into the slotted sides, that may be used with
advantage for all sizes greater than 24-point.
The tray case without compartments or slotted
sides is of service as a nest in holding the quarter
or smaller sections containing brass rules, figures,
leaders, quadrats, or any kind of sort used in ex-
cess that has to be carried to the compositor’s case.
The sections are divided in compartments of differ-
ent sizes for the needs of special work.
Electrotyped illustrations that vary in size from
an inch square to fifty square inches, often furnished
in bewildering profusion, are difficult to keep in
order ; nor are half-tone cuts easily identified when



Cases for electrotyped illustrations

they have been made accessible.

33

A cabinet case

for cuts, with index,is needed in all printing-houses.
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A combination of quarter cases.

These cabinets are of full, three-quarter, and two-
third sizes, and contain many air-tight tray cases.
Each case has adjustable partitions that keep to-

gether cuts of the same class.

It is also labelled

with a number that refers to its written description
in the index book furnished with the cabinet.!

1 An equally useful safeguard
against confusion can be made
by numbering, in consecutive
order, each cut as soon as it is
received, by proving it, and by
pasting the proof with its num-
ber in regular order in a scrap-
book. Very small cuts, less than
one inch square, often made for
dictionaries and the catalogues
of manufacturers, can be stowed
with safety and compactness in
cardboard envelopes with box
sides and of uniform size. When

3

each envelope has been fiiled, a
proof of all the cuts therein
should be pasted on the inside of
its flap, and then the envelope
can be marked in ink on the ex-
posed side with the numbers of
the pages from which the cuts
bave been taken—as, Diction-
ary, 17-32. So treated, they can
be handled easily, piled one on
top of another, or belaid in order
in atray case. They are protected
from dust, and can be found
without troublesome search.



34 An exposed case for quadrats and spaces

Case for quadrats and spaces of different bodies from 5-point to 18-point.

In all printing-houses it is
a rule that spaces and quad-
rats must not be distributed
in cabinet cases that hold
petty fonts. The scatter-
ing of these sorts in many
boxes, where they are found
with diffieulty, gives need-
less trouble. To prevent
this annoyance, a form of
quadrat case has been made
to rest upon the top of the
cabinet case or galley-rack.
It is intended to contain the
quadrats and spaces for all
ordinary lines of display ex-
posed in a position where
justification is facilitated.
Other ingenious designs
of cases are to be had. A
lead case for 1- 2- 3- and 6-
point bodies, for very short
leads that cannot be stowed
in the ordinary lead-rack,
is a valuable addition to a
printing-house that does al-
gebraic work or other nice
justification. The leads so
cut can be well placed in
a brass-rule case of four



Quadrat case. Other forms of case 35

sections. High and low leads and each thickness
of lead should be kept apart in a separate section.

48pt. | 36pt. | 24 pt. | |18 pt.[12pt.| 9 pt. | 6 pt.

The common form of quadrat case.

To save floor-space, cases of half-, two-third, and
three-quarter sizes are provided for job-printers,
who need many small fonts of display type that are
infrequently used. Job cases are made from many
plans for capitals only, and for capital and lower-
case letters combined, as in the regular job case of
. full size, and they are always fitted to accompany-
ing racks that are usually known as cabinets.
Petty cabinets are not desirable in a book-house.
Cases of usual form that can be transferred from
one rack to another, and that permit all similar
styles of type to be grouped together, will be found
of greater service.

The orderly arrangement of a composing-room
is largely prevented by irregularities in the shape
of its cases, stands, racks, stones, and closets that



36 Case-rack of wood

cannot be combined or neatly fitted to one another.
In the fitting up of a new office the stands, racks,
and closets provided should be of the full size, half-
size, or double size of the ordinary double frame, so
that each piece of furniture can be readily fitted to
another piece when any new arrangement is desired.

CASE-RACKS

Case-racks are required
° ° for the stowage of cases
not in frequent use. In
all large printing-houses
that keep in stock one
thousand or more cases,
the case-racks occupy too
much room. Sometimes
they are placed against
a dead wall, and some-
times in the interior of
a dark room. To econo-
o g\ £ mize a needed space, they
E Sipy s are often made six, seven,
R e TS or eight fe.et high. . At
these too high elevations
the case-rack obstructs light, and the cases are dif-
ficult to handle and are liable to be pied. Itisbetter
practice to limit their height to five feet.
The case-racks of display type should have side-
frames, with supports that project about four or
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Case-rack of pipe-iron 37

more inches from the frame. This extension will
enable the compositor to expose the case and set a
line therefrom without removing it from the rack.

Case-rack of pipe-iron.

Each case should be numbered with a large read-
able figure, and the duplicate of this figure should
be pasted on the side of the case-rack where the
case belongs. This method will be a safeguard
against misplacement, and of real service to the



38 Smaller sizes of case

compositor who begins to seleet type or distribute
in a strange printing-house.

Many of the cases here described are in com-
mon use, but other plans are required for peculiar
work. For the cases needed in the composition of
Greek, Hebrew, and musie, see diagrams on later
pages under these headings. Labor-saving brass
rule, borders of brass rule for pages of different
size, space rule, braces, dashes, leaders, figures,
and short leads of different thicknesses need cases
with unequal compartments, that are often made
to order. The quarter case that nests in the tray
case is the most generally useful form of small case,
for it ean be removed from its tray and placed
within easy reach of the compositor without dis-
turbing his work on the regular form of lower case.
Small cases are also made to the sizes of 73 X 15}
and 7X 74 inches, with compartments of unequal
space for the orderly keeping of short leads, leaders,
and irregular sorts in occasional request.

%@W
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EQUIPMENT

Galleys and galley-racks . .. Compositors’ tools ... Brass
rules and cases for labor-saving rule . . . Dashes and braces
Leads . . . Furniture of wood and metal . . . Furniture-racks
Quotations . . . Electrotype guards

GALLEYS AND GALLEY-RACKS

e —01 |HE galley is a tray of wood or
brass with a raised rim on two
or three sides, made to hold
composed type, for which ser-
B! vice it is kept in an inelined
J4| position. The galley of wood,
4| which has its rim at the head
and on one side only, is frail and seldom used.
The galley of brass, with a rim at the head and on
each side, is stronger and much more durable; it
holds the type securely, and allows it to be locked
up and proved on a press. Galleys are sometimes
39




40 Different kinds of galley

entirely of brass, but they oftener have wood rims
lined with brass. The length in common use is

==

Single galley of brass.

twenty-four inches. If less than five inches wide
it is known as a single galley; if over six inches
wide, as a double galley; if short and wide it is

S

Galley of wood.

called a quarto galley. For making up and tying
up pages a short galley of brass with a low rim is
preferred. The slice galley, usually of quarto shape
and of wood, has no attached rim to the slice or tray
on which the type is placed. The rim is made by
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Sliee. galley, partly opened.

the sides of the open box in which the slice is kept.
The slice has a handle at the narrow end, which en-
ables it to be easily removed, with its tied-up type,
from its box. The slice galley is preferred for the
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making up of pages or jobs that are too large to be
seized by the hands, but that ean be launched on
the stone after they have been tied up.
Galley-racks are temporary rests for the galleys
while the type on them waits for the action of the

&

Galley-rack with Galley-rack with
swinging arms. fixed arms.

reader or maker-up. The form frequently used in
a small office is a series of hanging arms attached
to a dead wall. Sometimes the arms are of wood,
sometimes of pipe-iron, or with joints, so that each
arm can be folded back ; but all galley-racks of this
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kind are wasteful of space, and invite the piing or
squabbling of the type on the galley.

In all houses that have many galleys in regular
use the form of galley-rack shown in the accom-
panying illustration is more satisfactory. It is a
series of inclined shelves, that permit the galleys

Shelf rack for galleys.

to be compactly stowed lengthwise, without risk
of damage. When each galley is numbered, and a
corresponding number is affixed to its shelf, and
this number is marked on the proof, there need be
no difficulty in finding any galley in a large rack.
The standing galley is an inclined tray, firmly
attached to the top of a cabinet case or low case-
rack, made with longitudinal divisions to the width
of the measures in greatest use. It holds standing



Standing galley with racks 43

matter that may be reimposed and used, or dead
matter intended for distribution, and should be
placed in a good light. The racks below this stand-
ing galley are often used for stowing letter-boards,
upon which tied-up pages or jobs of dead matter
can be placed. These letter-boards should have a

Standing galley with racks.

raised rim at the extreme end to protect the matter
from being jostled off when the board is suddenly
pulled out. In the small job-office a part of the
standing galley is often fitted up with separating
partitions for short leads and brass rules.
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COMPOSITORS’ TOOLS

The composing-stick is a small open tray of iron
with raised ledges on two sides, and an adjustable
knee-piece within that slides to and fro and can be
adapted to the width of any measure.! It is made
in many styles, differing chiefly in the mechanism

ol

Composing-stick, common form.

by which the adjustable knee is made fast. The
common form has a serew-bolt that passes through
the back ledge and an opening in the movable knee.
The Grover stick, which tightens the knee with its
spring clamp and lever, is preferred by many job-

Wooden job-stick.

compositors, for it enables them quickly to readjust
the stick to any width of measure.
The form of stick preferred in many newspaper

1 The sticks of the early print- although the material has been
ers were rude channels of wood, changed. Sticksof wood of large
made to hold but two or three size are now made only for the
lines. The name has survived, .large type of posting-bills.
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houses has the knee firmly fastened to the bottom
plate, so that the measure can never be unsettled.
Another form of stick has two adjustable knees,
one lapping over the other, and so arranged that
the matter of two measures can be set in the same
stick—one for text and one for side-notes.!

Tools for correcting

Newspaper stick of unalterable measure.

The stick needs care. If dropped upon the floor,
or allowed to rust, or if the knee is strained by over-
tight spacing, it is liable to give bad justification.

The bodkin is
a straight awl,
firmly fixed in
a handle, which
is used for withdrawing a faulty type from the
form. Bodkins are also made hooked or bent at
the point. The spring bodkin, that shuts up be-
tween tweezers, is a more useful tool.

Bodkin,

1French composing-sticks are
shallow, holding about five lines
of pica. American and British
sticks hold ten or twelve lines
of pica. It is claimed that the

shallow stick does not fatigue
the compositor by its weight,
and enables the left hand to
follow the right in every move-
ment of picking up type.
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The tweezers, that enable a compositor to pick up
and arrange types in the narrow columus of a table,

——@ |

Tweezers.

is a serviceable tool for withdrawing type from a
galley or an unlocked form on the stone.

The composing-rule is a movable strip of smooth
metal, type-high, of the length of the measure re-
quired, against which the compositor places the
types that he puts in the stick. The smooth metal
allows an easy movement and adjustment of the
type when it is caught
by the thumb. The rule
is also used for empty-
ing the contents of the
stick on the galley, as a
support for type in the
act of distribution, and for dividing and moving
matter in the process of making up. The compos-
ing-rules of job- and book-printers, who have to set
type to many measures, are usually of brass; those
of news-compositors are oftener of steel.

Composing-rule.

BRASS RULES

Brass rules, cut from hard-rolled sheet-brass and
planed to the standard height of type, are usually
furnished to the printer in strips two feet long.
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They are rolled to conform
to the bodies of the point
system, and can be had of
all thicknesses from 1 to 12
points. Different kinds of
face are made, but each one
is designated by the arbi-
trary number of the type-
founder. Printers designate
them not so often by num-
ber as by the names of sin-
gle, parallel, double, triple,
dotted, hyphened, waved,
spurred, and fancy.

The faces most used in
book-work are commonly
known as single, parallel,
double, and dotted. The
waved, triple, and ornamen-
tal rules are never used in
plain eomposition.

These faces are enough for
all ordinary book-work. The
hair-line and the flat-faced
should be in abundant sup-
ply, for they will be most
needed, but the waved and
dotted rules may be of ocea-
sional service. When a rule
border is planned to consist

Face - Foot

Parallel.
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Bevelled or Flat-faced.
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of two parallel lines, it is better to have these lines
cut upon one thick body, for the value of the time
given to the mitring and proper joining of rules on
two thin bodies is usually greater than the price of
the thick rule.

Brass rules, neatly cut to graduated lengths and
arranged in convenient cases, are furnished by all
type-founders under the name of labor-saving rule,
but some printers find it expedient to buy rule in
strips and cut it, as occasion requires, to suitable

Mitring-machine.

lengths. The tinman’s shears and file, or the saw
and mitre-box, which were once the only tools in
use, are now supplanted by machines that cut the
rule without bending, and plane the eut edges with
smoothness and accuracy. There are also machines
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provided with fine saws for entting thicker bodies,
and with mitring adjustments for any angle.

Rules of prescribed length should first be eut by
the gauge a trifle longer than seems needed, and
afterward trimmed down by the side-plane of the
ordinary machine. Mitred rules should be tested
in a true and square stick before they are used, for
it sometimes happens that a set of rules may be cut
of true length as to face, but over-long as to foot.
A slight deviation will prevent a true joint. Side-
planing must always be done quickly and with force.
If done feebly and timidly upon a weak machine,
the rule may spring or the plane may jump and
produce an uneven eat. The face of the rule should
be first met by the plane; if the foot first meets the
plane, a rongh edge may be left on the face. Most
mitring-machines have dials accurately marked for
different angles. In cutting a set of mitred rules
for a border, the gauge must be set alternately at
equal distances from the right-angled line on the
dial. The machine is to be preferred that firmly
holds the rule, so that it will not spring.

A miscellaneous stock of brass rules is diffieult
to keep in order. The labor-saving rules furnished
by the type-founder are usually cut to ens of piea
for all the smaller lengths ; but any house may need
rules of intermediate size, and the irregular lengths
should be kept apart in a separate case.

Labor-saving rule cases are made to many plans.
A diagram that follows shows a rule case made to

4
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hold graduated lengths from one to fifty ems of
nonpareil. Some of the small pieces in the small
boxes are mitred for right and left joints, so that
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The ordinary rule case.

they can be attached to large pieces in the larger
boxes to form any length that may be desired.
‘With these graduated pieces the rule border can
be quickly formed without the delay of mitring.
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A rule ease in four sections.
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The rules in the following case are arranged in
progressive order, so that any size can be found
readily. The strips that divide the compartments
are sunk in some places to allow the rule to be
seized by the fingers, and raised in others to pre-
vent its bruising from another overlying case. As

Improved case for brass rule.

brass rules of plain faces are needed now more
than flowers or borders of type-metal, they should
be kept in ample assortment and in liberal supply.
It is also better that each thickness and face of
rule should be kept apart in separate cases. Faces
that are easily distinguished may be kept together,
but single and parallel rule should never be mixed.
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That rule case should be preferred in which cut
rules can be laid vertically, so that all rules rest on
the same base. When rules are so laid, the little
differences of length ean be readily noted.

It is bad practice to expose rules upon a stand,
where they may be bruised by overlying galleys.
Brass is harder than type-metal, but the edges and
hair-lines are easily damaged, and this damage is
always noticeable in print. The counters or chan-
nels of parallel and double rule are usually cut at
a sharp angle that makes the lighter line weak and
easily bruised.

To insure uniform height and true joints, all ad-
ditions made to stock rules should be bought from
the same foundry. Rules from another foundry
may not be cut to the same height or set of face.
The faces selected should be few in number. The
bodies of 1, 2, 4, and 6 points are enough for ordi-
nary work. A large supply of a few faces is more
useful than a small supply of many faces.

As with leads, rules must be selected with sys-
tem, to prevent confusion and needless expenditure.
Rules often have to be pieced, joined, or mitred, and
it is important that the new pieces should be of the
same face and body. When purchases of many
faces of rule are made without system from differ-
ent makers, the rules so bought may differ in height
and face, and be combined with difficulty.

For ordinary letterpress work the 2-point rule of
hair-line face will be found of most usefulness for
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separate columns in tables. The rule borders for
these tables should be about 4 or 6 points thick,
with their thick lines flush to one side, in this way :

i

The thick line flush at one side permits neat joints
at the corners of a border without mitring, and also
allows an exact eonnection with the cross-rules of
tables. For the rules that divide the columns of a
page, or that follow a running title, or that precede
foot-notes, the thicker body of 6-point with blunt
bevel should be preferred

Flat-faced rules, much used for table-work, should
be flush with the body on each side, but for special
conditions they may be made with a bevel on one
side only.

For electrotype work the thin bodies of hair-line
brass rule are objectionable in all places where they
are not protected by near-by lines of type. Their
sharp-sloped shoulders make a narrow impress in
the moulding wax, which impress is often bent or
thickened when the moulding plate is lifted from
the form of type. The impress may be too narrow
to get its needed share of blacklead, or even of
soldering tin. It often happens that the backing
metal of an electrotype plate does not entirely fill
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the impress of a moulded rule. It follows that the
rule in this unprotected spot bends or gives way
under the pressure of the printing-press, making a
crooked or thickened line. This fault is eommon.
It is rare to see in a book printed from electrotype
plates all its hair-line rule borders of uniform
appearance, or exposed cross-rules that are of
uniform straightness and thickness. This fault, too
often laid to the pressman, is really caused by the
thinness and sharpness of the brass rules. Brass
rules with hair-line, intended for electrotype work,
should have blunt angles and high shoulders.

Labor-saving rule, accurately cut to graduated
lengths, is of advantage in the composition of ordi-
nary work that has to be done in haste, but it should
be generously provided and carefully handled. Un-
der the kindest usage the corners will soon round or
wear down, making a white line or a blemish where
it should show a perfect joint. For very exact work
it is safer to use rules of one piece only.

Borders of hair-line rule on 2-point body for in-
closing large pages of type should be avoided, for
they make needless delay and trouble in composi-
tion and presswork. Around small pages in small
forms it is possible to print thin rules fairly; on
large pages and in large forms they are always un-
satisfactory. For a border line the face of 1-point
thickness is to be preferred to the hair-line rule.

The border on each side of a page should always
be single and perfect pieces of a thick body. When
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the rule is thin, it is rarely mitred for a border with
accuracy. KEven if accurately mitred, the corners
may not join. A slight crook in the chase-bars, or
slight nnevenness in justification or locking up, will
prevent the joint. This difficulty is so common that
few publishers order pages electrotyped with the
rule borders on the plates. They prefer to attach
the rules to the patent blocks, on which the rules
cannot be disconnected by any ordinary accident.

DASHES AND BRACES

Brass dashes are made to a variety of faces, but the
ones in most request are the single, parallel, and
double. The ornamental
faces, formerly known as
French dashes, are now
not allowed in book-work.
Brass braces are made and sold in sets, usually
on 8-point body, varying in length from four to
twenty ems, but they are sel-
dom used in book-work. A
lighter face, as used in alge-
—— " ——  bra, is now preferred.

——— Metal rules, made from
~———~— solid type-metal and cast in
moulds to the height of type,
are rarely used, for the metal
is unavoidably soft and may be porous, and the rule
made therefrom must be weak and liable to injury.
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Space-rules are short pieces of metal rule of hair-
line face, on 2-point body, cast to even ems and
ens of the regular bodies, but chiefly to
bodies of 6- 8- 10- 12- and 18-point. They
are made for narrow columns in which
short cross-rules are needed. Sometimes
they are used, but unwisely, in place of
vertical brass rules. Space-rules cast to

Space- the length of even ems of the irregular

rules.  podies of 7- 9- 11- and 14-point are made
to order only. Two or more bodies of the same
face in the same house should have a distinet nick
on each body and be kept apart in separate cases.

Wms

LEADS

Leads are thin blanks of soft type-metal cast or
rolled of many widths from 1-point to 6-point thick,
in strips eighteen inches long. They are used to
widen lines of type, to extend composed matter, and
to make print more readable. They are made high
and low : the high leads that come up to the shoul-
der of type are used only for electrotype or ste-
reotype composition ; the low leads, as high as low
spaces, are used for letterpress work. The thinner
leads, necessarily of high price, are rarely needed.
Leads of 2-point thickness are most used, but leads
of 3- and 4-point are common. Intermediate sizes
should be avoided, for they are not readily identi-
fied by the ordinary compositor. If mixed with
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approximate sizes, they are not easily separated and
may make great trouble.!

For ordinary book-work the bodies of 1- 2- 3-
and 4-point will be found ample. The 1-point lead,
rarely used for a text, is always of service in justi-
fying proximate bodies. Leads of different thick-
nesses can be doubled to make blanks of any other

Lllustrations of leads

Thickness of a three-to-pica lead.
a e S iU e e e m—]

Thickness of a four-to-pica lead.

Thickness of a six-to-pica lead.

Thickness of an eight-to-pica lead.

Thickness of a ten-to-pica lead.

Thickness of a twelve-to-pica lead.

width. One thousand pounds of leads so selected
will be of more general service than two thousand
pounds not selected with system.?

In planning a eomposing-room, a proper system
should be devised for keeping leads in good order.
For the smaller measures leads have to be provided
in lengths graduated by quarter-picas, for middle

1 Leads of irregular thickness,
as of five- seven- and nine-to-
pica, should have special nicks
cut on their edges with a saw,
so that they can be identified at
a glance. When the work con-
taining these irregular leads has
been finished, the leads should
be papered up and put away.

Under no circumstances should
they be made a part of the com-
mon stock.

2 Very thick leads, commonly
called slugs, on 6- 8- 10- and 12-
point bodies, are useful as white
lines and foot-lines in making
up. They are readily made on
the linotype machine,
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measures by half-picas, for broad measures by full
picas. In large printing-houses the lengths most
needed are furnished in weights of thousands of
pounds. To keep a large supply of leads on stand-
ing galleys is wasteful of useful room ; to put them
pell-mell in boxes or bins invites damage and dis-
order. A eommon form is a stout upright closet,
divided in pigeonholes for many sizes, appropriately
marked with the length of each lead.

Another method is to provide a series of boxes
on the top of a low tablé or cabinet case. Small

Lead-cutter.

collections of leads may be put in partitions upon
a standing galley, making each partition exactly
the width of the lead for which it is adapted. They
can be kept there in good order with little trouble.
Separate galleys or racks should be used for differ-
ent thicknesses of leads. A very large quantity of
any measure in frequent use may be piled neatly in
a type-box or bin, but it is impracticable so to treat
all the leads for the numerous measures of a large
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printing-house. They should be exposed together
and made accessible.

Lead-cutters are made of many patterns: some
are for cutting leads only, others for eutting leads
and brass rules. Cutters with knives that meet at
a wide angle bend the lead or rule. The best lead-
cutters have an upper knife that descends at a slight
inclination, cutting like a chisel. A lead-cutter in-

RERRITITIIA|

Rule- and lead-cutter.

tended to cut brass rule of even moderate thickness
should have a compound lever as well as a strong
knife. Slugs and rules of 6-point and larger bodies
are more neatly eut with a circular saw.
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As leads have to be provided for all measures, of
many thicknesses, and of stereotype and letter-
press height, they should be ordered with system,
to prevent needless and wasteful expenditure.

;:: Be 33 3833 3090 |38 57 0 s . 0 s D )

A new form of lead-rack.

The weight of leads in all the widths required for a
book-house working in many measures should be
at least one half the weight of the text type. In
some houses the leads weigh more than the type.
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The figures in these dia-
grams define the length of
the leads in nonpareil ems.
Two tiers or channels are

provided for the leads that
are more frequently used.
As each tier is made exactly
of the length of the lead it
is to contain, the leads, when
stowed properly, will be
flush at their outward ex-
posure. This treatment pre-
vents misplacement in dis-
tribution: a lead too long
will project and be noticed ;
a lead too short will be
quickly perceived by its in-
dention.

Leads should never be

pieced. Itis practicable to
make up many new mea-
sures by a combination of
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Cross-section of the lead-rack shown on previous page.
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two or more leads, but the work so done is usually
imperfect, and the value of the time lost in piecing
is more than that of the new leads. For all broad
measures it is better to have leads of proper width
in one piece of metal.

Full-length leads can be doubled with safety, but
treble-leading is never to be recommended, for it
makes composition spongy, and tends to the hang-
ing or bowing of the ends of lines on a wide page.

‘When new leads are bought to be added to a
previous supply of old leads, the new leads should
be used together on separate pages or columns. If
the new are mixed with the old, there will be irreg-
ularities in the make-up and register. Old leads
are always a trifle thicker from accretions of dust.

To prevent the sponginess of treble-leading, two-
to-pica leads, or nonpareil slugs as they are oftener
called, may be used. Slugs of still thicker bodies
are also useful for foot-lines and for the division-
line of double-columned octavos.

FURNITURE OF WOOD AND METAL

Furniture is the name given to all the low pieces
of wood or type-metal that have to be used for the
larger blanks in or about a page of type or within
the chase prepared for a form of type. Cherry
wood is most common ; pine is used only for post-
ers and coarse work. Metal is preferred for open
pages and work of exact register.
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Wood furniture is usually furnished in lengths of
three feet, and of many widths from two to twelve-
picas. For all work printed from type, furniture
is made to the height of the low quadrat, or about
five eighths of an inch. Electrotypers prefer the
height of seven eighths inch.

Reglet is the name given to thin wood furniture
less than two picas wide. The widths of pica, non-
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* A form of type in chase, fitted with furniture.

A, head-bolts; B, gutters; c, side-sticks; b, foot-sticks;
E, quoins; F, chase; G, short cross-bar; H, dovetails;
1, slots for eross-bar; k and L, chase furniture.

pareil, and great primer are in greatest request, but
other sizes can be had of the thickness of any body.

Side-sticks, or bevelled furniture, are the inclined
planes that secure forms of type after they have
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been tightened by quoins. For large and heavy
forms of type, iron side-sticks are preferred. The
pieces between pages 1-8, 2-7, 3-6, 4-5, are often
called gutters;?! those between 1-4, 2-3, 6-7, 5-8,
are the head-bolts; the inclined planes at the foot
and sides of pages are the bevels or foot- and side-
sticks; the blunt wedges between the chase and
the bevels are the quoins.

Furniture is more difficult than leads to keep in
order. The usual practice of the small office is to
buy furniture in yard lengths ; to allow compositors
to cut it up without system as new lengths may
be needed, and finally to throw it, when out of use,
pell-mell into an open drawer. This disregard of
system wastes time and material. Larger offices
usually provide a series of deep pigeonholes against
a dead wall, with a separate compartment for each
regular length of furniture or reglet. For irregular
lengths special compartments are seldom provided,
and these odd lengths are too often put in wrong
places and make confusion.

The storage of furniture flatwise in pigeonholes
or in exposed pockets of uniform depth invites dis-
order. Each pocket should be exactly the depth of
the furniture made for it, so that each piece will
reach the end of the pocket and yet be flush with
the face. When the pockets are of uniform depth

1 Gutters are so called because ink from the inking roller that
they have a rounded channel passes over the form. In a few
planed in the middle of the wood, houses the thin strips near cross-
to prevent it from receiving bars are called gutters.
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" the shorter pieces cannot be seen and the longer
pieces are annoying projections. The open pocket
has another disadvantage in making no separation
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Furniture-rack.

for furniture and reglets of different widths: to get
several piecés of one width the compositor has to
assort the contents of the pocket. Long pieces of

reglet should not be mixed with long furniture.
5
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The surface area of the blank space that is often
required inside the chase is usually as much as and
sometimes more than'that required for type. For
this reason there should be provided at least as much
surface area of furniture as of type. It is equally
important that the furniture should be of gradu-
ated sizes, in proper places, and readily accessible.
A compositor should be able to select from office
stoek any length or any width of regular furniture
as easily as he seleets a needed size or sort of type.
It is as bad praetice to require him to cut furniture
for ordinary needs as to have him eut leads.

For the more orderly stowage of graduated wood
furniture, the furniture-rack shown in the illustra-
tion on previous page is provided by printers’ sup-
ply houses. It is made to hold five hundred pieces
of furniture. There are eight pieees of each length
of the widths two, three, four, five, six, eight, and
ten picas. There are eight lengths between twelve
and sixty picas, whieh are graduated six picas apart.
Another style of rack is made to hold lengths from
sixty to one hundred and twenty picas. It is an
improvement on the disorderly furniture-drawer,
yet it is imperfect, for every printing-house needs
furniture of lengths but one pica apart. Even if
the intermediate pieces are not supplied at once, a
place should be provided for the new sizes.

A labor-saving reglet-case is also kept on sale,
which holds from eighteen hundred to twenty-four
hundred pieces of pica and nonpareil. It contains
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nine distinet sizes, graduated six picas apart, from
twelve to sixty picas. This is not enough, for there
should be forty lengths between these extremes.
As the reglet stored does not stand upright, resting
upon its cut edge, it is liable to disorder.

The furniture-cabinet shown on page 69 contains
enough of sizes for all the usunal requirements of
a book-house. It is intended to be put under an

Reglet-rack.

imposing-stone of the dimensions 33X 86 inches.
As making up in a book-house is rarely done on
the stone, the pulling out of a box does not hinder
or annoy the imposer of a form any more than the
pulling out of a chase from the chase-rack, which
is usually kept in the same place.!

1 When a dead - wall space is wall, but it should be where its
more available, the cabinet can contents can be easily examined.
be divided in two long sections, Furniture needs a fair light as
to be placed against this dead much as type or leads.
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It contains twenty-eight drawers—twelve on one
side (not shown in the illustration) and sixteen on
the other. These drawers are of unequal height,
to suit the different lengths. Each piece of fur-
niture or reglet rests on its cut edge or narrow end.
If too long a piece is put in, the drawer cannot be
closed ; if too short a piece is put in, its shortness
is at once detected. The vertical rest of each piece
is a safeguard against the mixing of lengths.

Each drawer is divided into two compartments
that hold proximate sizes like twelve and thirteen
ems pica, so that the compositor can readily select
either. Each compartment contains six longitudi-
nal partitions for the six different widths of non-
pareil, pica, two-line, four-line, six-line, and ten-line.
To pull out or shove in the drawer does not throw
the standing pieces in confusion, even when each
partition may be but half full, for if they are jostled
to fall, they must fall sidewise. Each piece is neatly
planed and squared, and has its length in piecas
stamped by a punch in figures on its end.

These drawers contain fifty-six lengths, begin-
ning with twelve picas and advancing by one pica
to sixty picas. Beyond that the progression is by
one and a half picas, or great primer—a graduation
that is close enough for all ordinary work. For
lengths beyond seventy and a half picas, that are
rarely required in book-work, two or more pieces
can be combined. As each piece is properly num-
bered, the compositor who may pick it up when out
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of its place knows at once in what drawer of the
cabinet it should be placed.!

For posters and large job-work another form of
furniture-rack must be devised. Drawers that hold
many pieces of long furniture are too weighty to
be moved in and out with ease. The open pigeon-
holes with poekets of unequal depth (after the sys-
tem of the lead-rack as shown on page 60) will be
found convenient, but these pigeonholes should be
properly subdivided with partitions for the separa-
tion of different widths. To be of general and last-
ing service these pigeonholes should be construected
on a generous plan, to make special place for every
length that may be needed, in graduated lengths at
most two picas apart. It may not be expedient to
get all sizes at once, but places should be reserved
for new sizes when they are bought. Where space
is crowded it may be judicious to keep long furni-
ture under different stones or cases; but it is better
practice, when the space can be given, to construct
against a dead wall a large rack with a pigeonhole
for every size in use, with provision for intermedi-
ate sizes to be afterward furnished.

Wood furniture is cheap, light, and can be easily
handled, but it is liable to shrink, fray, or warp.

Storage of long furniture

1 The cost of a fully equipped
cabinet of this pattern is not
small, but it is much less than
the sum usually paid every year
for wasted time, wasted mate-
rial, and unavoidable confusion.
A cabinet of this form, with fair

care, will be serviceable for more
than alifetime, It will not only
prevent waste of labor, but will
help the compositor to produce
quicker as well as neater work.
Neglect to provide cut furniture
is not wise economy.
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For exact work, metal furniture is always preferred.
The illustration annexed represents a sectional
view of an old form of

metal furniture, which

is made in lengths of

twelve inches, of seven

widths from two- to ten-

line pica. This form has the merits of strength,
stiffness, and aceuracy, but it is not adapted for
combinations of unlike pieces.

Combination metal furniture is made of many
widths from three- to ten-line pica, and from five-
to thirty-line pica long.
m_‘&\ Its open centres make

it light, and its interior
bridges insure a reason-
able strength. There is
another form, rather stronger and heavier, with
hollow or oval centres, without connecting bridges.

FURNITURE-RACKS

Metal furniture that has been roughened by care-
less handling cannot be combined with precision.
Nor ean combinations of small pieces be safely
used for the head-bolts or gutters of book-forms,
for they lack the stiffness that is required to keep
types squarely in line. For the head-bolts and gut-
ters of book-forms single pieces are better. The
roughening of improved metal furniture is largely



72 Rack for metal furniture

caused by bruising it with the shooting-stick, or
by throwing the pieces pell-mell in an open drawer.
To keep the edges free from bruising, it should be
handled with as great
care as types; it should
not be dropped upon the
stone; it should be kept
in neatly piled columns
and in pigeonholes that
have a separate compart-
ment for every size.

Large pieces of com-
bination metal furniture
are of limited value; the
= larger they are, the less
they can be used. Many
printing - houses discard
them, and make up blanks from a combination of
small pieces that can be used anywhere.
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Rack for metal furniture.

QUOTATIONS

The most serviceable forms of metal furniture for
inside composition are quotations cast on the body
of three by four picas, but they are

sometimes connected in one piece, in

lengths of eight, sixteen, and twenty

picas. As they combine the good

qualities of strength and light weight with adapta-
bility to all pages, they are used in some houses to
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the exclusion of other forms of metal furniture.
Justifying spaces of three-line and four-line body
should be a part of every supply of quotations. It
is'not good workmanship to justify them with the
quadrats of smaller bodies, for they annoy the
electrotyper. Pages to be electrotyped need for
all their large blanks a special form of guotation,
of higher body, coneave on two sides, but solid and

\
0 © © ©

tight at top, with projecting disks or bearers that
equalize the pressure of the moulding press and
prevent the splurging of the moulding wax.

ELECTROTYPE GUARDS

Pamphlets and books of limited edition continue
to be printed direct from type, but all books that
are expected to have large sale from two or more
editions are invariably printed from electrotype
plates. The proper preparation of the pages for the
different processes of moulding and finishing in the
making of these plates calls for additional guards
within the pages, and especially in all chapter heads
and tails. The guards provided by type-founders



74 Quadrats needed in electrotyping

are quadrats cast with shoulders as high as those
of the types of the text. On the top of these quad-
rats are circular disks full type-high, that serve as
aids to even pressure from the moulding press, and
prevent the outspreading of the moulding wax.
These quadrats with guards serve another useful
purpose by protecting the letters on the plates from
bruises while they are in the hands of the finisher

©

Quadrats preferred for electrotyping.

and prover. Much to the bewilderment of an un-
practised proof-reader, these black disks often
appear on the author’s proof, but they are routed
off when all correetions have been made and the
plates are pronounced ready for press.

X
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COMPOSITION

Time-work and piece-work . . . Customary routine on books
Justification . . . Spacing and leading ... Distribution
Hand-work and machine-work ... Proper methods of
hand-work . . . Recent mannerisms

TIME-WORK AND PIECE-WORK

—<2|OMPOSITION in every book-
house is done by two sets of
workmen that are respectively
called time-hands and piece-
hands. It is oftenest a mat-
ter of contract. The publisher

B=E requires an employing printer
to furmsh perfected eomposition at a fixed price
per page or per thousand ems. In turn the master
printer agrees with his piece-compositors to have
them do the type-setting part of plain composition
at a fixed price per thousand ems. The price given
%
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to the compositors includes the distribution of type
and the correction of the compositor’s faulty work
as it may be marked by the office proof-reader, but
it does not include other service that is needed to
perfect the contraet with the publisher. Making
up and stone-work, proof-reading and superinten-
dence, all of equal importance, are not paid for by
the piece, for the work done in each one of these
departments is of too irregular a nature and is too
unequal in its requirements of time and dexterity
to be adjusted by fixed prices. They must be done
by day’s work, or “on time,” as printers phrase this
method. The cost of this supplementary work is
variable, seldom less and often more than one half
of the cost of the type-setting that has been done
by piece-hands. Although the composition of books
is usually rated as piece-work, it should be under-
stood that about one half of it in value is time-
work of uncertain cost.!

CUSTOMARY ROUTINE ON BOOKS

When an agreement has been concluded with the
author about the style of an intended book, the
copy should be examined by an expert, who will
take note of the possible need of additional sorts

1 Spelling, abbreviation, punc- position. In this and following
tuation, and other matters that chapters. remarks and sugges-
belong to the literary side of tions have to be confined to the

type-setting have been noticed purely mechanical side of book
in the treatise on Correct Com- composition.
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. thatmay be required in excess. These sorts may be
accents, signs, small capitals, italie, figures, or new
characters, but they should be procured and put in
case before the copy is given to the compositor.!
To begin composition without the needed materials,
and to “turn for sorts,” is always wasteful of time
and productive of error. Obeying general direc-
tions, the expert may specify the types for chapter
headings, subheadings, tables, extracts, and notes,
and must try to give proper directions for uniform-
ity in the use of capitals, italic, quotation-marks,
ete. Here his duty ends. He must not edit.

Copy is invariably given out to piece-compositors
in portions known as “takes,” which will vary in
quantity from ten to one hundred lines or more.
Short takes are given when work is in haste, and
the compositors are required to empty composed
matter on a galley in a prescribed order. By this
method the galley is quickly filled, and may be as
quickly read and corrected. Long takes are given
when work is not in haste and when the composi-
tors are of nearly equal ability.

The compositor should give close attention to
spoken and written instructions before he begins
to set type. If they are insufficient, he should ask
all the necessary questions. In no case should he
begin composition until he knows what he must do
with every uncertain feature of his copy.

11t is not wise to order sorts in small quantities by a guess as to their
weight. Specify the number wanted of each character.
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Print is always more readable when each change
in its deseription or its argument is presented in a
fresh paragraph. Dialogue matter should have a
new paragraph for the words of every speaker, but
the paragraphing should have been settled by the
author in the copy. If the compositor thinks that
the matter is too solid, he may show it to the fore-
man and ask him or whoever is in authority to
decide the doubt, but the making of a new para-
graph is not in his province.

Three methods of performing routine work on
book composition have been practised. An old
method required the compositor who held the first
long take to make up in pages the matter he had
composed and to pass his incomplete page with
its copy to the holder of the second long take, who
pursued the same routine with the holder of the
third take. In like manner, make-up was passed
from hand to hand until pages enough had been
made up to fill the form. Every compositor laid
his made-up page upon the stone, and was held
responsible for the correctness of his making up
and for its proper placing. The fitting up of the
chase with furniture, the adjustment of margins,
and the locking up and proving of the form were
done in turn by each compositor. This method
equitably divided irksome duties among all the
compositors, but it had to be abandoned when an
expert workman mated with too many inexperts
had to do more than his fair share of the work.
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Another method was that of companionship. By
this method the compositors on the book elected
their own maker-up, who was thereby made an
assistant to the general foreman. He received the
copy entire and gave it out in takes to each com-
positor. When there were many compositors, he
attended chiefly to make-up and stone-work ; when
there were few, he did composition when not other-
wise employed. He ascertained the daily special
needs of counting-room, press-room, and reading-
room, and arranged his work so that time would
not be needlessly lost in any department. He had
the right to order any compositor to do corrections
or other work of like nature at his pleasure. By
English usage, he could fine a compositor for bad
work or for shirking duty. . He kept a schedule in
which he recorded the lines set or the work done
each day by each workman. The value of the head-
and foot-lines and blank lines he had composed
was separately computed, and the pay therefor was
divided among the compositors in proportion to
the number of lines each compositor had set. The
maker-up received, as had been agreed on, a fixed
price per page or per thousand ems, or the same
amount as the compositor who had realized the
largest bill. The intent of the companionship was
to quicken performance, to make men help one
another, to prevent the shirking of duty, the hoard-
ing of sorts, and the taking of unfair advantages
of any kind.
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This method of working in compamnionship is no
longer practised in the United States. There are
few competent men who will make up for a com-
panionship, for the pay conceded is usually insuffi-
cient. There is a general undervaluation of this
labor, not only by compositors, but by publishers,
and even by some master printers.

Make-up and stone-work are now performed in
all American book-houses by men appointed by the
foreman. Their service is paid for ¢ on time,” for
make-up by the piece, which may seem the cheaper
and quicker method, is too often done wastefully,
apart from its imposing needless labor upon other
time-hands. It is seldom well done in all details
unless the time and methods of the maker-up are
entirely under the control of the foreman.

Compositors deliver their copy and the matter
as it is set to the maker-up, who has their galleys
proved, and then passes the copy and proof to the
proof-reader. Illustrations furnished with copy
that cannot be proved on the galley! are put by
him in the proper place as attachments to the proof,
and subsequently measured and allowed for at the

correction of outs or doublets

Make-up now done on time

1 In some book-houses proofs

are not taken upon the galley.
Matter is made up in pages as
fast ag it is set, and the pages
are proved in strings on a press
or with proof-planer on stone.
This method saves the employer
the cost and care of many gal-
leys, but it does not quicken or
improve composition, for the

will compel the overrunning of
many pages. When many proofs
are required by the author, and
paragraphs are cancelled or are
added, all the pages of a chapter
will have to beuntied and retied,
with more delay and increasing
liability to new errors in every
alteration.
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same rate as composed type; but all the other fat
matter that has been composed and arranged by the
maker-up, as full-page cuts, head- and foot-lines,
chapter heads and tails, is not reckoned for the
benefit of the piece-compositor. The illustrations,
often delayed for many days, are seldom furnished
until type is ready for make-up.

Electrotyping has materially changed the old
routine and has put extra labor on the stoneman.
Instead of imposing sixteen pages of octavo in one
chase, the stoneman now has to put one large or
four small pages in the chase, and to give more
attention to many small chases than he formerly
gave to one chase. When great nicety of mould-
ing is desired, one page only is put in a chase, and
additional bearers have to be added in every ex-
posed blank. The time now allowed for the proper
preparation of the pages is much greater than that
heretofore given to the ordinary letterpress form.

The maker-up rearranges the copy in order, and
compares it with the composed type on galley to
make sure that there have been no omissions or
transpositions. A proof of the galley is then taken,
usually on a proof-press of the form shown in the
illustration on the next page.

Proof-paper should be thin, sized, smooth, and
but lightly dampened. Ink should be stiff and re-
peatedly rolled on the ink-table, so that it can be
thinly and evenly distributed upon the type, which
should be rolled slowly and carefully to produce

6
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The cylinder press for proving

This is the press most used
for proving galleys, but it will
seriously damage type if the
galley has been underlaid with
cardboard, or if the cylinder has
been covered with an extra wrap
of paper or too thick a blanket.
These rude methods are often
practised when the proof-paper
is unsuitably dry or harsh and
does not give a readable proof
with moderate pressure. If the
galley is kinked, or uneven at
the bottom, or if the type has

not been tryly planed down, this
iron cylinder will do more harm
to the type than is afterward
done by the printing-machine.
Another form of proof-press
has its proof-paper in an endless
roll, and an automatic inking-
roller that precedes the move-
ment of the cylinder. These de-
vices materially lessen the work
of taking proofs. In newspaper
houses, that prove many galleys
together, a new form of proof-
press is worked by steam-power.
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a readable proof. An overinked proof prevents
the reader from detecting imperfect letters.

‘When the reader has marked all the errors noted
in the proof, has put down his queries, and has
checked in proper places the names of the com-
positors, the proof is returned to the compositors
for correction. Unless otherwise directed, corree-
tion takes precedence over all other work. Each
compositor corrects the errors of his own composi-
tion, and passes the galley to the compositor next
in order until correction is complete. A proof for
revise is then taken, and the reviser compares this
revise with the first proof. If any error marked
has been neglected or wrongly corrected, this error
is again marked on the revise, and is returned to
the neglectful compositor, who is required to cor-
rect it properly and to furnish a clean proof. The
galley so corrected is returned by the compositor
with the corrected proof to the maker-up.

When the matter is a strict reprint that will
not receive any change in text, the maker-up pro-
ceeds to put it in page form, and the pages so made
up are then imposed in a chase. If, however, a
chase is not to be had, the tied-up pages are laid
on the stone, and a pounded proof is taken with
the proof-planer from the pages still in the strings.
This is not a procedure to be recommended, for
proving in strings tends to displace thin letters at
the ends of lines and to work types off their feet,
but it is often an unavoidable practice. After ink
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on the proved type has been imperfectly removed
with a brush moistened with benzine,! the page is
inclosed in a wrapper of stout paper and is put
upon a letter-board or bank for future use.

For manuscript ecopy that may receive changes
in the text, another proof should be taken on the
galley, and this proof should be sent with the first
proof eorrected to the proof-reader, who adds his
queries, stamps it with the proper date, and for-
wards it to the author with the copy. The author
returns it with his alterations, but he may require
another proof containing the correction of these
alterations. It is always a great risk to make up
before the author has finished corrections, or before
the cuts or diagrams are ready. Overrunning of
type in made-up pages is slow and expensive.

When the author has nothing more to add, and
all the illustrations are in their places, the matter
may be made up in pages. At this stage the rou-
tine differs. In a few houses the second reading
of the printing-house is done by the foundry-reader
upon the page proof sent to the author. This ean
be done with safety when it is surely known that

Duties of the proof-reader

1 The cleaning of proved type
is usually the duty of the office-
boy, who often does this work
slightingly. His few passes of
the brush over the type may
clean the face, but they push
much undissolved ink over the
face on theshoulders and in the
counters of the type. In these
places the adhering ink receives

daily deposits of fine dust, and
dries slowly, until it is so firmly
attached to the metal that it has
to be removed by steam or boil-
ing lye. It is better to prevent
than to cure this fault. A moist
sponge, following the application
of the brush, if properly used,
will sop out the gummy deposit
left by benzine and foul ink.
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nothing more will be added to the proof by the
author. A reading of the page proof by the office
reader before it will be seen by the author gives
the latter more time to consider queries and to
approve or disapprove proposed suggestions. In
other houses the final reading or the reading for
foundry is given only when the author returns
the proof as entirely corrected. This is a better
method, but it takes more time and may compel
the resubmission to the author of another proof.
All proofs sent to an author should be returned
to the printing-house, even those that have been
faithfully corrected and revised and are apparently
of no future value, for every proof contains some
~ memoranda of the readers on the margins that
are needed for the perfection of the work.
Book-work should receive two readings at the
expense of the office. The compositor is required
to make his work correct to copy and to maintain
uniformity in style, according to his instructions.
After composition has been made correct to copy
and is put into pages in a workmanlike shape,
the printing-house has completed the part of its
contract that concerns composition. All changes
subsequently made by author or publisher, whether
in the type or in the arrangement of paragraphs
or illustrations, including the time spent in the
re-reading by copy of subsequent proofs caused by
the overrunning of matter, are rated as author’s
alterations and are at the publisher’s expense.
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JUSTIFICATION

A common fault of the novice at composition is
that of justifying one line tight and leaving an-
other loose. It is a mistake to assume that a line
loosely justified can be made tight in the form by
vigorous locking up. It may be made apparently
tight by strong locking up from the foot, but when
the form is lifted up from the stone a type may
drop out unperceived, or it may be drawn out on
press by the suction of the rollers. This is a seri-
ous fault, for the absence of one character in the
print may necessitate the reprinting of the entire
sheet at a great loss.! In the book-printing house,
that compositor who does not justify lines firmly -
is rated as a careless workman, whatever his age
or experience.

A line is not satisfactorily justified if it will not
stand in the stick unsupported by the eomposing-
rule. If the leads project beyond the type, or if
they are flush with the type, the lines so treated can-
not be tightened by side-pressure. They may be
feebly held by the pressure of the foot-stick, but
there is always a liability that a loosely justified
line will work off its feet sidewise or produece an

1 Exact justification is needed
now more than it was in earlier
days, when types were printed
on hand-presses in small forms.
Loose justification was then im-
perfectly corrected by ‘scale-

boards,” or dampened slips of
spongy cardboard put between
the line end and the side-stick.
When presswork is done direct
from large forms of type, exact
justification is obligatory.
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imperfect impression. Over-tight justification is a
rare fault, but it is equally mischievous. Uneven
justification by two compositors on the same page
may prevent the joining of mitred brass rules.

Large type in a narrow measure can be justified
moderately tight; small type in a narrow measure
must be made full tight. Practice with different
bodies of type is needed before the required degree
of tightness can be fairly understood.

To justify nicely, the compositor should have at
hand enough of thin spaces and hair-spaces, and
they should be kept separate in distribution. It
is not correct practice to put four-to-em and five-
to-em spaces in the same box. Their distant posi-
tion in the ordinary case is a serious hindrance,
for time is needlessly lost in reaching after them.
Justification would be improved if cases eould be
made with boxes for all kinds of spaces clustered
under the compositor’s hand. The so-called self-
spacing types and spaces on point-sets are other
aids to justification.

Job-printers have to make use of very thin spaces,
cut from ten-to-pica leads or thin brass or card-
board, for the justification of large types. When
proper spaces have been selected, a job in a large
form can be locked up securely with slight taps of
the shooting-stick. Forms that have been neatly
justified save great waste of time on the stone;
they prevent the wear of type from violent planing
down, and aid the pressman in making ready.
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SPACING AND LEADING

Uneven spacing between the words of a line is a
common fault. In book-work it is required that
the space between the words of a line shall seem
uniform in width, but to produce this appearance
of uniformity spaces of different thickness must be
selected for use between types of unlike form. The
tall d at the end of one word and the tall h at the
beginning of the next word call for a thicker space
than that selected for the meeting of two round
types like 0 and @ in a similar position. The space
after a comma or an abbreviating period may be
thinner than that used after an unpointed word.
These may seem trifling niceties, but their neglect
damages the appearance of print.

The space most acceptable between entire words
in solid and thin-leaded composition is the three-
to-em space, and it should be used on all types
with round letters of ordinary height, in which the
height of the m is about one half that of the body.
If the round letters are higher, occupying a much
larger part of the body, spacing may be wider; if
they are lower, as in the case of a brevier on bour-
geois body, spacing may be narrower. Wide-space
fat type; thin-space condensed type.

To lessen the unsightliness of too wide spacing
between separate words, put a thin space on each
side of the hyphen that connects compound words.
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When the em dash is used in the middle of a line,
put a thin space before and after the dash. This
thin space may be omitted when the dash is pre-
ceded by a period or comma, which is too often
needlessly ordered in this place.

‘When the words of aline have to be thin-spaced,
the em quadrat that divides sentences in that line
should be replaced with an en quadrat or a three-
to-em space.

The rules that require uniform spacing between
words come in conflict with other rules concerning
an arbitrary division of words. There are words,
like through and Greorge, that are rated as in-
divisible. To get in words like these at the end of
a line compels thin spacing; to drive them over to
the next makes wide spacing. Either alternative
is objectionable. To prevent the fault, the para-
graph may be overrun, but this expedient is always
impracticable in a narrow measure. Even spacing
often has to be sacrificed for correct divisions.

In double-columned matter, solid and of narrow
measure, thin spacing is preferable. In the broad
measure, especially with double-leaded type, wide
spacing is better, but the en quadrat should be a
fair average for all open composition. Spacing too
wide produces ‘pigeonholes” between words, and
they are more unsightly than too thin spacing.
Even in leaded work it is better to thin-space
the last line of a paragraph than to make a new
line that has two or three characters only. Very
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thin spaecing is permitted in poetry when it pre-
vents the turn-over of a short syllable.

Lines of capital letters should always be leaded
and spaced wider than the letters of lower-case.
The en quadrat may be used when a few words of
capital letters are put in the text, but when a short
line of capitals appears in a chapter heading, its
words should be separated by two thick spaces.
In a short line of an open title-page, set in two-line
letters that nearly fill the body, the words may be
properly spaced with the em quadrat.

In electrotype composition a projecting f at the
end or a j at the beginning of a line should be
followed or preceded with a five-to-em space, to
prevent the breaking of its projecting kern.

Narrow measures make even spacing difficult,
especially so in the very short lines of text type
that are led down by the side of illustrations. The
spacing of single letters is a common practice, but
it often makes unsightly work. To space words
with the em or two-em quadrat is an unpleasant
alternative, but over-wide spacing between words
is not so disagreeable as spaced lower-case letters.
Side and cut-in notes are not improved by spacing
single types; when the author cannot change their
wording, the types should pass unspaced.

The rule that prohibits the spacing of lower-case
letters should not be applied to capitals, for al-
though irregular in form, they are fairly uniform
in width. Thin spaces judiciously placed between
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meeting letters, like I and H, that have upright
stems, and omitted between letters that have in-
clined stems or are of irregular form, as in A, Y,
and L, make the line more pleasing. In an un-
spaced line, all meeting types with vertical stems
seem huddled, while types of angular form seem
awkwardly separated. The fault is easily corrected
by thin-spacing the types with upright stems that
approach each other too closely. In all book titles
and running titles, an irregular spacing of lines of
capital letters will conceal the faults of inequality.
The author who may be displeased with the gen-
eral effect of a title-page, and who does not know
the cause of his dislike, may have his displeasure
removed by the irregular spacing of letters that
are too close.

The leading of lines calls for as much care as
the spacing of words. Leads or blanks improperly
selected will mar the fairness of any composition.
Ordinary descriptive matter calls for no caution
other than the repetition of the remark that all the
leads used on a book should come from one foun-
dry and be exact as to thickness, so that all pages
shall be of even length, and each line shall truly
register its mated line on the back of the page.

Composition that is broken in its text by lines
of poetry, extracts, or tables of figures, or that has
many short articles separated by dashes, will re-
quire the leads to be differently adjusted at each
break. In solid composition a white line or less of
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the text is enough to mark the distinetion, but
when the text is double-leaded and the margins are
wide, the blank may be wider. A page intended
to be open and readable is seriously disfigured by
the pinching of space at every break. Prodigality
of blanks in solid composition is equally offensive.
The rules laid down for even spacing should apply
to leading : for solid work, thin spaces and narrow
breaks ; for leaded work, wider spacing and blanks.

When the last line of a paragraph before a break
consists of one or two words only, leads may not
be needed before the break, for the white made by
the quadrats that fill this last line may be enough.
If leads are added there will be more blank at the
top than at the bottom of the break, which is not
pleasing, for the blanks above and below should
seem alike. When paragraphs are separated by
dashes, there should be, as a rule, about one lead
less before the dash. The shonlders of the letters
in the last line usually make a blank equivalent to
the width of one lead. When the same number of
leads are put on each side, the dash will seem out
of eentre, with more space above than below.

‘Wide blanks should never be made with leads;
a eolumn or page so treated is spongy and is liable
to bow or hang in locking up. White lines of large
quadrats will make the work more solid.

The ordinary paragraph is usually indicated by
an em quadrat at the beginning of the first line, but
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the first line of a chapter, or any line following a
short subheading or a running title, or with a full
white line over it, needs no indention—not even
when it is without an initial or a two-line letter.
The white space above gives enough of relief to
arrest attention.

Indentions of two or three ems are occasionally
demanded for broad measures and double-leaded
matter, but these broad indentions make awkward
gaps when the last line of the preceding paragraph
ends with a short syllable of three characters only.
For remarks on different forms of indention, see
the chapter on Indention in Correct Composition.

DISTRIBUTION

Distribution, much more difficult to the novice than
composition, must be preceded by dampening the
types to keep them from falling apart. Not more
than three lines should be taken in the hand at the
first attempt, but this number can be inereased as
expertness in handling is acquired. The novice
should not undertake distribution until he thor-
oughly knows the proper box for every character.
A printed diagram of the case should be before him
as a guide. Accuracy is of importance, for type
wrongly distributed is sure to be detected in proof.

Type for distribution should show whiteness of
face before it is placed upon the letter-board. If
it is foul, grimy, and sticky, the type should be
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immersed in a solution of hot or even boiling lye.
Another solvent of dirt is live steam on the galley.
For slight foulness use benzine, but the after de-
posit left by benzine and undissolved ink will call
for the application of diluted ammonia or potash.

Proper position of the
hands in distributing.

The novice should distribute carefully and make
sure that every type is put in the right box. Speed
can be acquired by practice only. As every type
wrongly placed makes serious delay in its corree-
tion, it is of no advantage to hurry distribution.
It will take more time to change one wrong type
in the proof than it does to set a dozen letters in
the stick. If this wrong letter compels a respacing
of the line in the stick, the time so spent will be as
great as that taken in a setting of twenty letters.
‘When distributable type contains unusual words,
the spelling of these words should be understood
before their types are parted. It is better to read
the line, and to take up the full word when it can
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be done. The eye should follow the type in hand
until it drops in the right box.

When distribution can be done before meals, the
composition of moist type may be avoided. The
boxes should not be filled so high that their types
can be jostled into near-by boxes. The case should
not be shaken to make it hold more letter. The
types can be more easily picked up if allowed to
remain as they fall from the distributer’s hand.

A stick or a short galley should be kept on the
ledge of the upper case to receive words of italic or
characters that belong to another case, and they
should be put in the proper case at once.

In distributing words or lines that are unlike
those of the text type, carefully examine the nick
as well as the face of the distrusted letter. Do not
be deceived by a general appearance of similarity.
Do not mix old and worn with new letter, even if
nicks and faces are alike. Make sure that the type
is returned to the case it came from.

White lines, folio lines, and all matter that may
be used again should be put on the standing galley
as directed by the foreman.

The correct distribution of Greek, Hebrew, ac-
cents, signs, and unusual characters will be greatly
aided by printed diagrams of cases, which should
be kept exposed for the use of new compositors.
Each box of strange types should have a print
of its proper character pasted upon its inner side
where it can be easily seen.
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HAND-WORK AND MACHINE-WORK

Machines for setting type are now common in many
printing-houses, but at this date (1903) they have
not seriously damaged the business of the expert
book-compositor. In a few houses they have de-
prived men of employment, but in others they have
increased the number of compositors by ereating
work that did not previously exist. Yet their field
of service is relatively limited. At this stage of
their development, type-setting machines are not
serviceable for any body larger than 12- or smaller
than 5-point, and are most used for bodies between
53- and 8-point. They do no more than set type.
They cannot read proof, correct, make up, impose,
do stone-work, or even set up the more difficult
kinds of book composition, which are done now by
hand as they have been for more than four hundred
years. The need of workmen expert in hand-
composition is now as great as ever, and it will be
greater in the future. Preliminary practice at case
is needed by every operator on machine.

One reason for the continuance of hand-work in
type-setting is the capricious tastes of authors and
publishers. Every large printing-house has to pro-
vide many faces of roman type, yet few of the faces
so selected can be adapted with economy to ma-
chines. Types that are very large or very small
or of any peculiar face must be set by hand. The
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composition of books of music or of algebra, or of
plain roman type that has to be interspersed with
more than one face of display letter, or with com-
plex tables of names or figures, with cut-in notes,
or with other odd arrangements, cannot be done
economically by an unintelligent mechanism, how-
ever skilfully it may be directed. All composition
that requires thought, care, and the watchful adap-
tation of means to ends in every line continues to
be done by hand.

PROPER METHODS OF HAND-WORK

Expertness in ecomposition by hand is acquired by
preliminary practice at case—by attention to the
trifles that conduce to excellence. Practice should
begin with correct methods, and the husbanding
of endurance is to be considered first. Type-set-
ting is not hard labor, but it is tiresome, and it
will be fatiguing if false positions are taken before
the case and needless motions are tolerated. The
height of the case, the position of the feet, the dis-
. tance from the stand, and even the inclination of
the stick, affect performance. Some of the positions
required, like the twist of the wrist to a boy learn-
ing to write, seem irksome in the beginning, but
after practice these constrained positions are fol-
lowed by the least fatigue.

The case should allow a free play and reach of

the right arm, but not be placed so low as to cause
7
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bending of the back. Properly adjusted, the case
may seem too high, but a high case keeps the body
erect, shortens the play of the arms, and prevents
the weariness that follows continued stooping.

The feet should be so placed that the body can
be kept erect and not be swayed too much from
side to side. The work of reaching for a distant
type should be done largely with the arms. The
crosspiece at the base of the stand should seldom
be used to rest a tired foot, for the temporary relief
it givesis deceptive. The sitting posture, that may
be used with propriety in distribution, is a real
hindrance to quick composition.

The stick in the left hand should be so inelined
that the type put therein will strike the composing-
rule at a correct
angle. When not
exactly ineclined,
false and delay-
ing motions will
follow. The stick
should follow the
hand that picks up the type. Itis hard to train
both arms to work in concert, but when they do
performance is always increased.

The eye should select the type before it is seized
by the fingers, and this type should be taken, nick
out, on the upper part of the body, so that it will
not have to be turned in the fingers.

From a strict reprint copy, the spacing between
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words should be copied as each word is set. In
manuseript the full sentence should be read and
thoroughly understood before the first type is seized.
Punctuation cannot be properly done when only
half or quarter of the sentence is understood. Neg-
lect to read the complete sentence will compel some
waste of time in a more frequent inspection of the
copy, and will increase the liability to make outs.

The typographic formulas of the house should
be understood before composition. Many printing-
houses have a printed code for the proper use of
capitals, italic, points, and abbreviations, that re-
quires close reading and memorizing.

When foot-notes appear in the copy, these notes,
set in small type from another case, should be put
next to the line that shows the mark of reference.
The maker-up will arrange them in their places.

Justifying spaces in the last or quadrat line of a
paragraph should always be put before the quadrats.

Each type should be dropped in the stick quietly,
without the nervous haste that produces false mo-
tions. A quick compositor never seems in a hurry ;
he never allows his animation to reach a fidgetiness
that deprives him of the perfect control of his hand.
False motions come from excessive eagerness to be
fast before the hands have been taught to keep
their proper pace. The novice should make haste
slowly. He should set type quietly and steadily,
refrain from talking, and give entire attention to
composition. Nerves must be husbanded as well
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as museles. Any habit that dulls the sensibilities
or disturbs tranquillity is always followed by some
mental depression and feebleness in performance.

Quick motions ecan be acquired by working stead-
ily. To work actively for a few hours and but
languidly for the remainder of the day will not pro-
duce the desired speed. If a novice finds that he
cannot set more than five hundred ems in an hour
without undue exertion and a tendency to false
motions, he should not attempt more, but he should
not allow himself to do less than five hundred. If
he works day after day with reasonable earnest-
ness, he will gradually inerease performance and
will do more work with less effort. The error of
many apprentices begins with the unreasonable
expectation that they can acquire speed quickly.
They try to push execution beyond ability, and in
so doing acquire the bad habit of false motions,
and become slow compositors for life.

‘When the compositor can control his time, he
should do routine work at set hours, distributing
and correcting at the end of the day.

A bright and neat-fitting steel composing-rule, a
polished stick, and a clean ease free from dust are
great aids to composition. Good light is valuable.
Light is not always to be controlled, but the rule,
stick, and case may be. The workman is known
by his tools. A rusted stick or a short or crooked
rule will diminish the performance of any workman.
Expert compositors own their own sticks and rules,
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and will use no other. They get used to their size,
weight, and feeling, and say that they can do more
work with them than with other sticks and rules
apparently as good.

To seize a type readily, that type should be al-
lowed to rest exactly where it falls in the box during
the process of distribution. The case should not
be shaken up, nor should the little mounds formed
by distribution be smoothed down. When types
are shaken up or flattened down in parallel rows, it
is difficult to snap them up. The compositor has
to pry them up, and perhaps to turn them around
nick out or head up, before they can be laid in
the stick.

The fastest compositors, or those who can be
fast when they choose, do not usually set the largest
quantity of type in a week. In the long race, the
steadier men beat them in performance by their
superior persistence. The worst compositors—and
all who make foul proofs may be so considered—
are usually the greatest talkers at work.

All the material needed for the day should be in
or near the case before beginning work. To stop
composition to distribute, or to search for leads,
quads, and extra sorts, is always a hindrance.

The emptying of composed type in a stick calls
for some sleight of hand, at which the young com-
positor often fails. His fault comes from gripping
too tightly the lines between his thumbs and fore-
fingers, and neglecting the pressure of the middle
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.

fingers at the ends of the lines, where pressure is
more needed. He should begin by taking out one
line only. When he takes up two or more lines,
he will soon learn where to apply the pressure and
how to balance the type. As soon as the type is

put upon the galley he should press it up with his
composing-rule, and leave it standing squarely on
its feet.

Making up the stick, or adjusting the stick by
its slide and serew to the proper width of a given
measure, is a work of exactness that cannot be
safely intrusted to a young compositor. When
two or more compositors are employed on the same
work, their sticks should be made up uniformly.
A very slight variation of width in the making up
of two or more sticks, followed by other slight
variations in justification, will give much trouble
when the matter is put on stone or on press. Ex-
actness of measure is best secured by the use of a
solid metal gauge, about four picas thick, against
which the slide is pushed until it is tight. When
a solid metal gauge is not to be had, the width of
the measure can be formed from a predetermined
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number of large em quadrats, against which the
slide must be set tightly. A line of the letter m,
frequently used, may not be so accurate, for the
greater the number of pieces, the greater the lia-
bility to inaccuracy from unequal rubbing at the
foundry or from the possible bending or eorner-
bruising of the types. To make up measure with
leads and a thin cardboard between the lead and
the slide is another unsafe method for any com-
position in which more than one stick will be used.
Making measure by the gauge of dead matter is
equally objectionable. A fixed gauge should be
used to test the stick as well as to form the measure.
If this gauge shows that the stick is tight at one
end of the slide and loose at the other, it is not
true and should be rejected. Spacing too tight,
dropping the stick on the floor, making use of the
plate of .the stick as a turnkey, are some of the
careless practices that make sticks untrue.
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The young compositor should read over every
line as soon as he sets it, and at once correct any
detected error. Before he empties the matter on
the galley he should read it again, looking for outs
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and doublets. The time given to correction in the
stick is not time lost. It is easier to correct there
than on the galley or the stone, and it is worth a
deal of trouble to acquire the reputation of a clean
compositor.

The making of pi is frequently unavoidable. A
standing rule in many printing-houses is that pi
must be distributed on the day it is made. When
the maker of this pi is unknown, it is ecustomary to
divide it equally among all the compositors for
immediate distribution. The operation of this rule
seems harsh, but it is for the common advantage.
The small heap of pi that remains undistributed
overnight invites more carelessness; it is probable
that it will be larger at the end of the next day.

RECENT MANNERISMS

A new fashion in typography directs that the first
line of every paragraph, whether at the beginning,
middle, or ending of a chapter, shall begin flush at
the left side of the measure. The only indication
that the line which is so treated begins a new para-
graph is to be found in the blank that may be
left in the last line of the preceding paragraph.
When that line is full, there is no indication, and
the two intended paragraphs are made one. For
this reason the suppression of the em quadrat as
the mark of paragraph indention is not a safe prac-
tice. It may be and often is proper enough when
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there is a full white line over the first line of any
paragraph, but not otherwise. The em quadrat
has been for years the established mark of para-
graph indention, and it can be omitted with safety
only when it is so ordered.

Ragged endings at the right side of all the lines
of the text, as is unavoidable in type-writifig, is
another novelty. This new mannerism lessens
the labor of spacing, but it makes an unsymmetri-
cal page that is unpleasing to the-reader. Print
is preferred to manuscript because it is symmetri-
cal and orderly as well as more readable. To
reproduce in print the irregularities of antographic
work is an unwise rejection of the uniformity
that is the great merit of letterpress printing.
Lines of ragged outline may attract attention to
an advertisement or an ephemeral pamphlet, but
to the reader this raggedness seems slovenly.

Unleaded and thin-spaced composition is preferred
by the disciples of William Morris, but it is not liked
by the average reader, who does need a perceptible
white blank between words orlines of print. During
the fifteenth century, when thin leads and graduated
spaces were almost unknown and but little used, the
reading world had its surfeit of close-spaced and solid
type-setting. “Itis not probable that readers of this
century can be educated torelish a practice that then
had noexcuse but that of unavoidability.” Words can
bespaced and lines can be leaded too widely, but aper-
ceptible break of white between words and lines at
least as great as the white between the body-marksor
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stems of single letters is needed for easy reading. A
solid and very thin-spaced composition may be quite
acceptable in the text of typeson 14-point and larger
bodies, when these types have been properly printed
on damp paper, for under these conditions ordinary
eyesight can discern the shape of each character, but
it is not aceeptable in any body of small type that has
been printed on dry and coated paper, where the eye
has to guess at the wordsand doesnot clearly discern
the forms of single types.

The dense huddling of lines of capital letters, nar-
rowly spaced and without any leads, and the jam-
ming of text types close against illustrations or up

CAPITALLETTERSNEEDLESSLY
HUDDLED BY THIN SPACING AND
OMISSION OF SEPARATING LEADS

to large initial letters or surrounding borders, are
equally objectionable. The relation of letters to
one another should not purposely be made difficult
when they can be composed to be read at a glance.
Illustrations of all kinds, whether in the form of
diagrams, initial letters, head-bands, or borders,
need a decent relief of white to show their value.
Ruskin wisely says that ‘“the eye is not saddened
by quantity of white, but it is saddened and should
be offended by quantity of black.” This remark
can be properly extended to the mutual interfer-
ence of bold-faced types, or to decorations of any
kind when they crowd too close against letters.
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Over-wide spacing of single types, of both capitals
and lower-case letters, for the purpose of making
the running title of a page or every line in a page
of display fill the measure, is another caprice. The
advantage to be gained by this explosive treatment
of types is not apparent. It is never done in the

Capital letters unwisely spaced
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text of a book in short lines of dialogue matter or
in poetry. It does not make clearer or more sym-
metrical the running title or any subheading. It
does not. add to the comeliness of a modern book,
even if it was a style of the seventeenth century.

The uncouth letters now provided by type-found-
ers for display sometimes appear in the subhead-
ings of magazines, but the wise publisher forbids
their appearance in a library book.! The reader
and the student have small reason to complain of
any ineffectiveness in the modest types that have
been used for years with advantage to make clear
the difference between the headings and the sub-
jeet-matter of a book, and they have good cause to

1 Advertisers are largely re-
sponsible for these letters. They
properly represent in type the
screaming ‘‘ barker ” before a
paltry show, or the  hustler ”
who breaks up an interview and
insists on first and immediate

attention. This new typographic
practice of ‘‘getting ahead” of
all rivalsis damaging to the seri-
ous book, for it produces the
impression that there is proba-
bly an inferiority in matter that
is heralded by needless display.

.



108 Injudicious use of borders

protest against rude types that deform printing.
The title-page and the subheadings of a book may
be judiciously decorated by inclosing their words

Illustration of a bor-
der rule that makes un-
sightly types within.
The value of black lines
as a border for small

type, or under running
titles, or between para-
.graphs, is not apparent
in the composition of
any book of worth or
of permanent value.

in a rule border or in
many panels of brass
rule formed of single
or parallel hair-lines,
but in some instances
the rule is of much
bolder face than the
type within, and more
strikingly attracts the
notice of the reader.
It often requires ener-

getic protest from author and publisher, the real
sponsors of the book, to prevent a young composi-

tor from adorning its
subheadings with the
twisted and fantastic
black borders that are
now in fashion in Ger-
many, or from over-
loading the book with
hair-line rules that
often have attached
seraps of decoration.

This unwise fond-
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ness for ornamentation often induces the amateur
to fill the blanks in the last lines of paragraphs
or on each side of the running title of a modern
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book with petty figments of bordering. There are
books on medieval subjects, and some on modern
subjects, in which decoration of this kind may be a
grace, but it should be selected with caution. In the
larger part of modern books so treated, this filling
up of all blanks with decoration is a positive fault.
Ornamented pages intended for printing in black
ink seldom need a border bolder than the types
within. It should not be necessary to repeat the
platitude that the book is bought to be read for
the thought of the author and not to see the fancies

- REMARKS

ONGTHE -~ -
ART OF MAKING DISPLAY EXTREMELY
— -~ DIFFICULT AND EXPENSIVE
WITHOUT

—— IMPROVEMENT TO ITS CLEARNESS OR BEAUTY, —
AND VERY MUCH TO THE DAMAGE
OF ITS SALABILITY

2

of the printer or decorator, but it seems to be
needed. A young compositor should always ob-
serve this rule of all architects: “You may orna-
ment construetion; you must not eonstruet orna-
ment.” Types that represent words and thought
must have first place; ornamentation of any kind
should be subordinate.
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These mannerisms have been introduced during
the last twenty years. It is not unsafe to hazard
the assertion that before another twenty years has
passed they will be out of fashion, and the book
containing them will be in lasting diseredit.
When a printer is plainly directed to make use
of one or more of these mannerisms, he should do
so without question or remark, for it is his plain
duty to do what he is told, and to do it intelli-
gently and helpfully, whether he does or does not
like the style; but when he has a free hand and
is asked to do the composition of a new book in
workmanlike manner, he will make no mistake in
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