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OUR SCORE AND SEVEN YEARS AGO

our fathers hro:g/t t forth on this continent:a new nation, conceived
in Liberty, and dedicated to the proposition that all men are croated
equal.. ¢ Nowweare engaged ina great civil war, testing whether
that nation, or any nation.so conceived and so dedscated, can longg en-
dure. We are met ona groat battlofield of that war. We have come to
dedicate aportion of that field asafinal rsting place for thase who
here gave thetr lives that thatnation nght live. It isaltogether fit-
ting and proper that we should do this. ¢ But;in a laygersense, we
cannot dedicate —wecannot consecrate —we cannot hallow this
ground. The bravemen, living and dead, who struggled here have
consecrated it, far above our poor power to add or detract. The
world will little note, nor long remember what we say here, but it
cannever foget what they did here. 1t 5 forus the living, rather, to
be here dedicated hereto the unfinished work which theywho fought
here have thus far so nobly advanced.. 1t s rather for us to behere ded-
ioated to the great task remainin 1 beforeus — that from these hon-
ored dead we take incroased devotion to that cause for which
gave the last full measure of devotion — thatwe here highly resolve
that these dead shall not have died invain— that thisnation, wnder
God, shall have anew birth of freedom — and that government of the
people, by the people, for the people, shall not perish from the earth.

The gett'zjslrug Address Abraham Linooln
November 19,1863

The Calligraphic Mode of Italic Handwriting
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T lbf jebty:lrwrg Address Abraham Lincoln
N overmber 19, 1863

The Cursive Mode of Italic Handwriting
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Foreword

HE previous edition of “Guide toTtalic Handwriting”

has been amost useful wacﬁirgaid which 1 have re-
commended to many of my shudents since 1 settled perm-
anently in the U.S.A.two years ago.

Tt did not seek to re}r[aceflg‘rcd’l’airﬁank's A J‘larfﬁ:rbﬁg
Manual’ (the earliest and shll vhe classic 20th century
manual), but it has added a very rméb’deimmswn

0 the Study of Ttalic by breaking it down into very detail-
ed Seps, with cm};ﬁasis laid on tracirgand then copying’
the models in the manual itself. Fred Eagers books are
of great service to Shudents in f}maadingsound teachingof
the 1talic fbffe g‘wriurgtﬁrau(gﬁout.flmerim and, 1 Fm}ae,
will be as useful abroad.

1 jmm‘cu[arﬁf welcome this com}:[a’d}/ up-dated edition of

the ‘9uide’ because it is in tune with my own lines o think-

ing’in recent years in facirg the contradiction }wsed in
successfully joi m’rga wm}mssed agzhaﬁacﬂv_‘fa{b writing:
Many teachers, in@dirgmjsey, have attempted w over-
come this contradiion by teacﬁirganavmge-widch{iyk,
with a 45° pen angle, affording a compromise between the
wegﬁt ﬂ" each downstroke and sufficient thinness of ditg
onalj oins.’mejnlfowivg diagrams will better ilustvate
the mathematical problems involved when joins areused in
anarrow Chancery Slyle2
30°pen angle produces strong downstrokes and

thinner horizontals (anideal natural proportion),
30" but diagonal joins are thick and too obtrusive.

45 “pen angle produces Strong downstrokes but
also heavy horizontals of equal thickness.
‘450 Diagonal joins have some thickness.

60° enangle produces thin, weak downstrokes
anj:'ery thick,ugly horizontals. Yet diagonal
_joins are thin and unobtrusive.

l/
60°

WW like the wﬁm,nyingvmiom combin-
ations of }»m-angk, width between strokes, letter

fwight and writing slant using two penils joined A strong
togesher or a two-pronged pen nib 5o that vhe shruchure 3‘;,7,'::‘”’“
may be seen clearly, then with a very broad, edgedwib.  thick join
Here we are shown a new solution based, noton
compromise, but on a fresh look_at 16th century a?::::io "

models & the awmreness of two major approaches The yish
condensed Talic used in countless formal mss. and  thinjoin
documents, which hawve been the mspwation _nftﬁem@'
ern revival, weve treated formally mdjomedmér
ravely. Hands which W[oyed WJW weve more
ﬁw based on Mmderlmr_fvwm,and
sometimes an increased forward slant. One of the
most well-known of these yamy[es, fnmm the P.
Vidtoris manusorpt, owned by the fatcjms
Wardrop, beloved by him and @fﬂ%‘ed?'mﬁanﬁ.;
and now in vﬁc'\/.‘&".ﬂl,al/imeum,iondm;,drmt@
i»«:pressedw asastudent. 1tis reproduced in
Fairbank’s manual, plate 4. ‘Tﬁewrmng is so
rhwthmic and employs move joining of Levters than
any jvﬁcavﬁercmfy hands he reproduces, wost of
which show very WJW

erajer recogmises that Ttalic mﬁewfw n two distinct

ways. He advocates the elegant, condensed form for move-
funwafm, Mwla,v-eol gpmﬂ:l[[e with wide letters and

e@al{y wide spacing, wheve thin , joins ave easi@ achieved,
ﬁr{fm, ev-e!yday cursive script which is [ejvﬁl& (Eermﬁ;«[.
T¢ can handly be coincidence that vﬁ&frte'tlta[k (as distinct
Sfromthe formalset Walic)of so many professional mfkdrufh}rs

&5 open and f[awug rather than narrow and spiky. A jorma(
1 have not seen a manmad which aﬂmmfm bﬁe}:mﬂfem 6)/ model
Bmloys
demonsyating this distimction and 1 covmmend the - intoa

J;otmmdfv whauch has led to M&goﬂ'wﬁtﬁon amd bus easi-  Sast

ly wndertard amd comprelensice manmal, whach, if followed ;;;sive
Nowonder a 45°angle with an average widh of letter  canfully, without merely dipping and skupping, stoodenable eyzryay
has s been the ise sobution. Tndident-  a student 1o master v Toaic hand in's many fucets ma Ut

a@.mudacanﬁe (eunwdﬁmngwfwﬁwdm‘wh smTM%;MM. Sheila Waters arca

Calligraphed by Sheila Waters, Craft Member of the Society of Scribes and Illuminators, Bethesda, Maryland, December 1973 7



A Note toTeachers

For adequate progress with a class the following must

be assumed:

1. The class will meet regularly.

2. The students will have time to do assignments be-
tween classes.

3. Thestudents reallyteach ortrain themselves. They
must build the habits in their hands. The teacher's
primary role is to help this process along. Noth-
ing is so devastating as wrong practice, therefore
one of the most important functions of the teacher is
to help the student see things he seems to be miss-
ing, encouraging, cajoling, correcting, admonish-
ing, inspiring, and recommending necessary drill.
The class sessions will be primarily devoted to in-

dividual attention to work done between classes by the

students, to presentation of historic and contemporary
examples of calligraphy to inspire the work of the stu-
dents, and to dictation for controlled speed practice.
Dictation canbe used to build speed by starting slow-

ly and gradually increasing speed in 1) repetition of
one letter: a a a a, etc.; 2) repetition of one word;
3) repetition of a short phrase or saying; and 4) read-
ing a story. You can pace the speed of dictation either
by writing in the air yourself, by watching your stu-
dents, or by using a pocket metronome, available at
music stores. The metronome can be set at any speed
from 40 letters per minute on up, and slower by count-
ing two ticks per letter. Read aloud a word or group of
words, then spell the words to yourself, one tick for
each letter—two for capitals. Very short stories or
amusing news items are useful for this dictation.



Why /

Pm;bose

The purpose of this book is to enable a student to
develop two basic hands—one for special occasions
and one for rapid handwriting, both beautiful and func-
tional; to lay a foundation for calligraphic studies in
the beautiful historic alphabets; and to awaken an in-
terest in size, proportion, balance, tone, texture,
which could carry one directly into wider experiences
in the field of art.

Alert adults may teach themselves by thorough at-
tention to all the instructions in the book, and faithful
practice of the assignments. For the best certain pro-
gress of a student, a teacher is a great help, for en-
couragement, guidance, his examples, and especially
his immediate criticism which helps a student avoid
developing a bad habit which may later take much care-
ful work to overcome.
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Why write a completely new Guide to Italic Handwrit-
ing when the original of 1959 and its 1967 rewritten
and expanded counterpart which added the trace-and-
copy method have sold over twenty-six thousand copies
and are still in popular demand ?

The experience of the author with his students and
a deeper study of spacing in many renaissance and
modern Italic hands, have convinced him that there is
a better way of teaching Italic both to satisfy the de-
mands of the eye for beauty, the hand for rhythm and
ease, the demands of today for speed, and again the

demand of the eye for readability.

The demands of the eye for beauty and for reada-
bility are not the same, and the compromises forced
on handwriting by the necessity of speed require a more
varied approach in the method presented in handwriting
instruction. In a word, writing for beauty and writing
for speed should be correlated and developed at the
same time. A practical development of both should be
presented throughout the course, followed by examples
of some of the possible compromises which each writ-
er will be making on his own, as determined by taste
and necessity.

Parallels to this dual approach in handwriting can
be found in other arts:

READING: Speed: Try Evelyn Woods' Reading Dy-
namics courses presented throughout the nation. Slow:
For reading out loud see Nedra N. Lamar's How to
Speak the Written Word.

ART: Speed: The sketching of ideas to record im-
pressions quickly. Slow: finished work for exhibit,
decoration, individual expression, or for practical use
such as in advertising.

PHOTOGRAPHY: Speed: Catching events when they
happen. Slow: Portraiture, and other carefully planned
works considering skillful placement of light, subject,
and angles of shots.

MUSIC: Speed: Sight-reading to get the general im-
pressionof a composition. Slow: Detailed practice for
performance or for pleasure.




Ac/enow/edgments

Any man and his work are the fruit of his associa-
tions with many teachers, friends, acquaintances,
students, exhibits, books, and in the case of this writ-
er, correspondents. Each has contributed significantly
to the final product, and if the reader approves the
result, the credit really belongs to all of those whose
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Italic buffs by her design on the cover of the Society
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due her for her one lesson that opened my eyes to en-
tirely new paths of discovery and led directly to the re-
writing of all mybooks; for her continuing interest and
unstinting helpful criticism, which has been a great
encouragement in the carrying out of this task.
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during the studies for and writing of the text, and for
the final editing of this edition.



The Two Pn/mm}/ Modes gf Italic H andwriti@

Cursive

Callz(’gn_zp/u’c

This is a mode of writing based on the Renaissance
"Chancery Cursive'" models in the handwriting copy
books of Arrighi, Palatino, Tagliente, Mercator, Luc-
as, and the formal manuscripts written by these
scribes. Distinctive features of this hand are the x-
height of the letters which is between four and five pen-
widths, the even spacing of vertical strokes and the
consistent angle of the pen when diagonal joins arenot
used. When diagonal joins are used, eitherthey are at
a steeper pen angle thanthatused for the letters them-
selves, or the spacing pattern is changed and more
space occurs between the joined letters. This is the
formal Italic that is practiced in the work of today's
calligraphers: Alfred Fairbank, Raymond F. DaBoll,
Paul Standard, Arnold Bank, Sheila Waters, Irene
Wellington, Heather Child, and others.

In this writing, the spacing is set by the choice of
width determined by the artist for his o's and u's. This
may vary from work to work, but the choice of width
for spacing is usually rather narrow. This writing is
necessarily slower, more consistent and more beaut-
iful. It has primary appeal to the eye. The ease of
reading it, with our modern eyes accustomed to roman
type, depends on the width of the spacing and the qual-
ity of the arches at the tops of the letters. If the width
is greater, and the arches more curved or elliptical,
easy reading is assured. If the spacing is narrower
and the arches spikey, the reading is inhibited.

If only this mode of writing is learned, the student
necessarily has several choices or tendencies. 1. To
always write slowly. 2. To spoil the spacing by add-
ing joins for speed. 3. To have a hand for top speed
which tends to become spikey and difficult to read.

This mode, which we call calligraphic, looks for-
mal because it is not joined, and the spacing is rather
narrow, but a student who masters this hand and wish-
es to develop skill and versatility in the many historic
calligraphic alphabets, will learn the Formal Set Italic
in which all the strokes are pulled. For example, the
letter a, taught in this book as one stroke, is made in
three strokes: (I

This mode of writing is based on the Renaissance
manuscripts recommended by Edward Johnston in
Writing and Illuminating and Lettering for a cursive
handwriting (see pages 280-287); on the plates includ-
ed by Alfred Fairbank in both A Handwriting Manual
and A Book of Scripts; and the writing in modern days
by Edward Johnston, James Wardrop, Alfred Fairbank,
Paul Standard, and others, but to this date, NOT taught
in any handwriting books or manuals in print.

Distinguishing features of this hand are an x-height
which is three to three and one-half pen widths, a rather
wide spacing which is set by the rhythm of the hand as
it joins letters together, and a consistent angle of the
pen while using joins throughout.

Inthis mode of writing the spacing is set by the angle
of thepenused in joins. The upper arches of the letters
are generally curved and there must be a horizontal
thrust which causes a more predominantly horizontal
movement of the pen. The author feels that in this hand
more readability with more speed are possible, for
the edged pen exerts greater control at this smaller
scale of writing. The rounded arches and greater width
of spacing within and between the letters tends to make
the distinctive shapes of the letters clearer to the eye.

The primary objection to this hand seems tobe that,
at any speed, it does not have the beauty of the texture
of the Calligraphic mode with its close spacing, but
it more than makes up for this shortcoming by simplic-
ity, practicality, speed and readability.

The work in this book alternates between the Calli-
graphic mode and the Cursive mode so that you can
develop rhythm at the same time as you are develop-
ing ideal letter shapes.
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J'ﬂ?w to Lise This Book

IMPORTANT:

Rapid progress is insured if a student will:

1. Read ALL INSTRUCTIONS and follow them im-~
plicitly.

2. When new material is presented, TRACE the
model by writing directly on it, then COPY the model
carefully in the space adjacent to, or directly below, it.
The problems of ANY STUDENT WHO DOES NOT make
progress canbe directly traced to his reluctance to fol-
low instructions or to write ON the models in the book.

3. Some students will learn new material more
quickly than others. If your copying looks EXACTLY
like the model, then in further practice on the same
material, you should copy the models on your own pa-
per, using a guide sheet from the back of the book.
Save the models and spaces in the book for later re-
view if desired. The author has marked an * at places
where a student may start to copy the models on his
own paper. "NEW" indicates new material which should
be TRACED and COPIED. On the work pages, T means
TRACE and C means COPY.

4. Beforeyoustart, collect about five pages of your
present handwriting, and put the date on them. As you
progress, place two pages of your work on a bulletin
board—one calligraphic, one cursive. ALWAYS date
your papers. When you improve, replace the exhibits
with your improvements. Keep all of your papers in a
folder and the visible progress will encourage you. BE-
FORE and AFTER examples of students are agreat en-
couragement for those who haven't studied Italic and
think it is difficult.

5. If youare teaching yourself, be critical enough to
see what you need to improve, but not so critical that
youbecome discouraged. Praise yourself for your pro-
gress, as measured by viewing how far you have come,
and encourage yourself to further progress, but don't
become so elated that youlosethe self-critical faculty.
If you find no faults at all, you will cease to improve.
If you see something that needs improvement and work
at it, you will make steady progress.

6. Try to find a friend, who is also learning Italic,
with whom you can visit or correspond. Always it is
easier to see someone else's faults than your own,
even from the beginning, and you both can be a great
help in encouraging and criticizing each other.

7. Another help would be for you to teach Italic to
someone who is interested as soon as youare far enough
along to see your own errors and to correct them.

8. CONSTANTLY REVIEW. This will help fill the
void caused by having no teacher to remind you that
you have forgotten something!

9. Write notes to people or reminders to yourself,
even the first week. Why learn to write beautifully if
you never write ? Write as much as you can, but slow-
ly at first.
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10. BEWARE. Do not try consciously to develop
your own style. It will develop naturally as you make
the decisions described inthe last section of this book
and as you gain sureness, freedom and speed. Through-
out the first part of the book try to make your copy look
EXACTLY like the model. .

11. PACING. A studentshould tryto finishthe first
section on basic letter shapes and spacing inone week.

Matenials Needed

Lessons Materials

1-11 A nylon-tipped pen with a point the width
of the models.

Notebook paper (8-1/2 x 11) with line-
spacing the same as in this book.
Fountain pen with Italic broad nib.
White paper on which ink will not feather;
your thin lines will not spread; and which
is thin enough sothat the guide lines may
easily be seen when placed underneath.
Paper clips.

Fountain pen with Italic medium nib.
Paper and paper clips as above.

44 Fountain pen with Italic fine nib.

12 - 28

29 - 43

Italic Models and Free Handwriting

Italic possesses characteristics which tend to pre-
serve legibility as the hand gains freedom and speed.
At the same time, mastery of the ideal brings suffi-
cient pleasure to the learner so that the results seem
to him to warrant the effort necessarily involved.

Italic gives even the beginner some degree of satis-
faction right from the start, encouraging him to goon.

Beloware samples of writing of students before and
after Italic study, including the writing of a 9th grad-
er, acollege student and three adults, including a sen-
ior citizen.

On page 96 youwill find the handwriting of children
in 2nd, 4th, 7th and12th grades. It is interesting to
see howmuch variety can develop, even when the same
precise model is used with a number of students.

On pages 97 to 100 you will find examples of the
handwriting of adults who have written Italic for vary-
ing periods of time.

You may judge this variety of hands for yourself to
see how close they are to the ideal models we have set
up. You may then decide how to form your own person-
al hand, and choose which faults are the most grave,
needing special practice to overcome. Now apply this
same criticism to your own hand, and you will find
that your own writing will continue to improve month
after month and year after year.
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Let's take a look at your present handwriting, so
that you have a basis of comparison as you learn Italic
and develop freedom and speed.

Everyone writes at a different speed, according to
his own individuality and habits. You should expect to
write Italic at least as fast as your present handwrit-
ing.

Take this speed test so you will be able to determine
when Italic reaches the practicality of your present
handwriting. If youareused to writing slowly you won't
expect Italic to double your speed, but you may increase
your speed to some extent.

Using your customary writing tool, write your name

and the date at the top of a piece of paper. Then write
the following sentence: A quick brown fox jumps over
the lazy dog. Draw a short line below this sentence to
separate it from the timed portion which follows.

Now write this sentence at your normal handwrit-
ing speed, as many times as you can in two minutes.
Count the number of complete sentences and multiply
by 33. Add the letters you may have in the incomplete
sentence and divide by two. This gives you your present
writing speed in l.p.m. (letters per minute).

Keep this sheet for comparison when you start build-
ing speed with your Italic hand on page 75.

EXAMPLES OF WRITING BEFORE AND AFTER ITALIC STUDY

A College Student

De-M./tu.Elau:
Hueu

mﬁf“g%

/»w.ula umfiMu‘:um

Wy S MM@M“&.
> Cunamres .
oy W. Payne Mfiémuj/ﬂi

21230 Hastz St. ApC. 201
Buk}fcj , Caﬁ"}‘rrnia, 94 704

Dear Mr. Ea.(qn":

7 have beese writnyg with anm dtalic scrist new frr abmt
fwcmim'ﬁa Smcejama.rcudmtatdw versd
ma, Jn;a;Cuscﬁamdwnc wd® a biC.
“ ALLLEL Sessino * are my dlasses, simeé” ] now
wm dtalic. class mates haw often entbarnssed

W\fj;mﬁ“% wgnﬁrwmmi’

/:mmtewﬁm italic 6¢ﬂmtﬁu:wmmer,w[u¢./;wf
ind gf mme from Dx with what

M wmaua( n . J;i a stalurners
beds , a and wag sharn ymr
jry th Wws Chrisemas, 7
1t4ac e. simnee weve
aa‘"ﬁ ol snce bty

1tawwstomacﬁatamw£(:pus£ adic .
sﬁmnm Simce :omaog‘f»vfmda'ﬁu/ef

et ., also frr
m Arerme ik | whlck “ éesta—nust J
have 7 hape

svnce "] haven yet lulg; m{?ﬁt«im %ﬂ
Uy g yours

gy W0 Fagne

A Senior Citizen

W"‘"Wﬂ”‘/
Halg wzzz MMM ot ol T f
o ol fynufkfwww
J/sémfw» uawra»,

Jealimuse Jne, October 241908
gmmf Tslond K Ll 54 May Dnvc
Dear Mr. Yager- (hatham, K]

Jachnowledge recespt of the Summaryy o

Jtalic Hondwriting andin r )[y advise you that Jattond:
ed the Madison-Cashom K. Adult /Vtiﬁf School in the
foll of 1966, (Lass teacher, Mys. yretcﬁm Whipert of
Short Hills vf] At this time ]juft }mmf my Seventy-
fmrtﬁ 6:rtﬁfa% can:afumt/y J have been wr ting Halve
two years. Jwrite all my correspondence in Jeahi includ -
mj my femm:[ chetks. Ji try to ]mdw! the alphabet
twice aweek ,ﬁpfﬂm minuteperoids. All my re(s-
tives that J un‘egpm/ with are ttnm]ed' With my Witz
ing, all have advised me they show it ts their ﬁ'[zm{;. At
this date Jam a/dwﬂhj Tourty-two cards fo be usod
at table settings at owr local polf club, For Christmass
1961, wrote my own Oiristmas (ards and propose
the same action far 1968,

J ' purchased the gm't{t to Jtalic Hand:
writing when J attended classes in 16s.

Si qu'erely Yours,

Howard B. Bevrian

13



Wigotd oad Lo e Al 3'm pyt ki
av much Cane M%)Mjﬁ abeat ac
fub v . D b pufally Tuthped
%Wwﬁlw ¢ drtd @ puo. Mimy-
f Ay A o A Gl S Pt
Asond sadinw MR

uly 22,1973

1908 Gail Court

Loveland, Colo. 80537
Dear Mr. Eager,

I purchased the Guide to ltalic Handwriting
from I}t,uli/m«m in February 1973. I spend some
time every day, sometimes an houror more. Unfortunat’

the summer season has caused me to miss practice
more than 1 like, but 1 have always pmm'/wd at
least three times a week.

The new hand has been rewarding; it has
attracted the attention of ﬁwulAj and frmwlA I've
started using italic in my work; its coming, but
I want to be able tv write faster withput losi/ng
legibility. 1 can see the improvement as 1 pactice
and 1 intend to keep at it.

St'merely yours,
Well (e
Ninth Grade
Octe b0 39,1972 sk
) &L eppramdo Lo, v S Judde
AU opprurao ve Cono Wy Wudidnt -

S T e B

whatsoever t:l*u'mgs are true, whatsoever t/u'mgsm honest,

whatsaver things are just, whaeseever du‘/ngs are pure,
whatsever thivngs are lovely, whassaeser thimgs arear
ood veprt f there be any viptue
if there bearw praise,
think on thee things
St Paul w the Philippians

After 2-1/2 Weeks
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Kim Williamy

wofp Bl Pray 70, P AN A
e uode Ao Dt ot iney .

/ﬁﬁ o prely e & -y /t}uu

/[—4—..[«4'\;«57/ )
25 May, 1970

Dear Mr. Eager;
We've beenat this since §/12.
The capitals are fafud SWewve onl:/ fin-

ished lesson 12.
This is written witha broad nib

Ji;jm, using home-made sepia ink (s pts.
red to 2 pts.greenink.) We areata
point where one becomes impatient
with and critical of ones progress.

Very truly yours,
[haris _j Oyl’;]ncler

8 Eden Avenue, Tonawamda, New York€~. 141504

July 31,1970

My Fred Eg&r, “5
% ltalimuse,
Grond Island, New York,
D i date. [ b

Thas will indi ress to - |ve been av
wtalics for almost dwwﬂwﬂ;rtzgﬁrso month | averaged V2
/lmdaﬂéfmm, T a lessow %l w “fi "r’y/w.
Recently, my practice sessions have been mudh curtalled,
often being nomore than an occasional memo, amd some-

times hoppimg list. I'm now sear ly alphabec
praceice mlz ;rg’:"a’jghould rcsmr: s da‘ﬁ

handi&atfresm, I’m&mwm{y

As i as
p[eaaed M%W?WM over my ﬁrm&r derIa/y- ;

[ve enclosed a sample.

Follow advice, | 7
impron e o g D S

Many thanks to you for ineroducing me to icalics
SW
Chuck Olendor.
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Wn’ting Position

POSITIONS FOR RIGHT-HANDED WRITERS

AT THE DESK PEN - HOLD
The slant of the paper on the desk depends on the re- and on the writer's habits. It is preferable to have the
lation inthe height of the desk to the height of the chair paper as straight as possible.

POSITIONS FOR LEFT-HANDED WRITERS. Decide on one of these positions as soon as possible.

1. 2. 3.
The pen-hold for left-handed writers is the mirror im- ers use. These are available in all widths.
age of that for the right-handed, but the hand may be 2. Inthe second position the student needs the 'left ob-
turned flatter, depending on which writing position is lique' pens, available in Broad, Medium and Fine.
used. 3. In the third position the 'left-hand' pens are need-
1. In the first position shown, the student mayuse the ed. The nib has a straight edge on a 30° turn and
straight (square-cut) pens which right-handed writ- is available in Medium and Fine widths only.

INCORRECT PEN-HOLDS: Common mistakes in holding the pen.

"Pushed finger" ""Middle finger up" "Thumb advanced" "Hooked hand"
NOTE: If your hand tightens or you feel tension in your something new. Give your hand frequent rests, shake
hand and wrist as you are practicing, DON'T WORRY. it, In time you will learn to relax more AS you write.

It is a result of your concentrated effort to do well at

16



Pnject I

THE CALLIGRAPHIC MODE OF ITALIC HANDWRITING
POSTURE- PENHOLD -BASIC SHAPES-SPACING

The purpose of this project is to learn the basic Italic
shapes and spacing, and to become accustomed to the
correct posture and pen-hold.

Use a nylon-tip pen with a thickness llke that of the
models. While you are working on these pages, buy
some notebook or yellow legal pad paper with lines
spaced as on these pages, to use forreview at the end
of this section or for extra practice; or you may use

plain white paper with Guide Sheet L on page 112.
First, study the pictures on page 16, and as you
work, try to keep the correct posture and pen-hold.
The term TRACE & COPY as used in this book
means to TRACE by writing directly on the model,
then COPY the letter or word in the space provided.
You are drawing the letters to learn the basic princi-

ples of letter formation.

LESSON 1: SIMPLE LETTERS WITH VERTICALS—SPACING

Become accustomed to even spacing by means of the
simpler letters of the alphabet. As you draw each line
be conscious of the spaces already made and make new
spaces which conform to the old. DO NOT look only at
what you are writing. Look at the spaces you are mak-

TRACE by writing directly on the model. Discover
the pattern set up at the beginning of the line and copy
it for the entire line, working from the model into the
blank space at the end of the line when you are on your
own. Make your copy look exactly like the model.

ing between your lines.

ALWAYS begm at the dot and follow the dlrectnon of the arrows.

i S—

-

B

I

TRACE COP Y

Do not llft pen for u

Do not lift pen for n

ALWAYS use very light pressure

g ¥

Trace VTV ;
and Copy | 7 ' § 5 § §
NOTICE how the letters OVERLAP the guide lines. Do not miss the guide lines!: TTT
CONTINUE the groups of letters to the end of the line
== NN UNU Nl ]

i
i

Serifs provide graceful entrances and exits for many letters: I L uu

Sharp ser if -

and Copy .

@

T&C g

f L
I

- This finishing stroke for the j should be a flat, horizontal push stroke

17



T6C /|

TRACE to the arrow, then COPY below Same as u

e T

. B
-
LY

Same as for j

LESSON 2THE ELLIPSE: o, and e be. But tyheA bptical appearance is even spacing. Sim-

Notice in spacing the elliptical letters, that the curve ilarly, a curved line is placed even closer to another
of the ellipse is actually placed closer to a straight curved line for even-appearing optical spacing. See
line (as in i, h, 1, u) than another straight line would the rules for spacing on page 29.

’%a

; W U™ ] & e p ] 4 % ® &
T&C | | '%g ) § 'é ' Ny g,

o '
In o your elliptical stroke pushes around the top and back to the starting point

~* Notice that e and o start with DOWN strokes which curve flatly to the left.
2

X&: %‘;g ;( k ) @ ® w €
= TCK : yi

T&C

COPY:

=
@
Ry
—

Tec | L T LET yiiv, é

18 How is your posture? Are you sitting up ?



Notice that the beginning serif of t starts just below the waist line, goes just above the waist line,
{,»Waist line then sharply down. The cross stroke starts where the serif begins
W 14 2, ' %y

T&C %%M = [, § § :

TRACE | |

COPY -

Notice that f does not reach up all the way to the ascender line.

Notice that very little of the cross stroke of f is on the left side of the vertical.
For double ff's, draw the two down-strokes first, then cross both with one stroke.
Don't let double ff's crowd together closer than other vertical lines.

\scender line gmé 7~ . e
! * g | . .

—
[
Q

%

- *“;mg&m A

|

B i
™
-

%

&l

§

TRACE [~ | | g?
7 4 . 2

- W'%@\%\ |
T

COPY -

N

Hereafter instructions to trace a line will be shown by T and to copy a line by C or by an arrow.

19



STOPfor S omeTheo(y & Pn/ncgﬂles

PLEASE pay very careful attention to the following de-
scriptions. Go over them again and again, tracing the
models lightly witha PENCIL until you are certain that
you fully understand them and can make the movements
involved. This understanding is most important if you
are to have acceptable results with the Calligraphic

LESSON 3: RELATIONSHIPS OF THE LETTERS TO EACH OTHER

Mode of Italic.

All of the letters of the alphabet can be related to
the oblong parallelogram, and are shown here in their
various groups, built on parallelograms.

NOTICE how the curves of o, e, ¢, a, d, g, q, b,
and p overlap the vertical sides of the parallelogram.

1) mnhkrbp

2) adgijlquy

4) stf 5) vw 6) xz

All of the letters of the alphabet can also be related
tothe ellipse; but, when branching is involved, the let-
ter line cuts away from the ellipse for a moment. Here
letters are shown in their various groups, built on
ellipses.

NOTICE that it is in the narrow curves of a, d, g,

q, u, y, m, n, h, k, r, b, p that the letters cut away
from the ellipse.

NOTICE that the branching happens at about the mid-
dle of the x-height of the letter in all of the letters just
mentioned. At that point the line branches gently away
from the main vertical stem of the letter.

1) mnhkrbp 2) adgijlquy

4) stf 5) vw 6) xz

On the parallelograms and ellipses below write the letters you have learned on pages 18 and 19:

white paper with Guide Sheet L on page 112. Use the
portion of the Guide Sheet which has the slanted verti-
cal guide lines.

In the following lessons you will be building letters on
parallelograms, ellipses, or in blank spaces.
You may have additional optional practice by using

20



LESSON 4: m, n, h, k, r.
PLEASE NOTICE CAREFULLY the important points
about each letter group: m, n, h, k, r, b, and p all
havethe principle of ""branching.' The first stroke goes
down to the base-line, then springs up, retracing the

where it branches gently out, but cutting across the
ellipse, it meets theright side of the ellipse at the top
and follows it into a vertical down-stroke parallel to
the first down-stroke.

same path to a point HALF-WAY up to the waist line,

Waist line -

f -7 Y

_#=" " Narrow curve

Curved seri
- Cut across the ellipse

BRANCH half way up -
Curved serif

DO NOT lift pen on the base line
A ¥~ Base line

eV ala T T T . T, 2
T&C SN440BENAANIANED
§§ NN AR YAV
Remember to cut across the ellipse for a narrower curve.
i | ¥ I ]
T&C  { g Vi / ] [ / ) () | [ /
S Lol N el | | | . L L § LL LN
. ¥ o
~Should be straight. NOT ’(:’ x branches high and ends with a short horizontal stroke NOT V' 1~
4 - “ d %
/ v
. . { - ) g g / 4 : (] %
T&C v/ gg, [/ ' B A A
AV B L g X\ / L/ | I i

Write directly on one word, then COPY it below. Then the next word.

.

i

"7y 77 s | ; ) #
T ggég%fg%f NTLLIL, T | %

S —

Check slant & spacing by drawing light lines through verticals (use a ruler) W#/ .

21



LESSON 5: b and p. These letters contain the a-shape inverted and reversed (P ).

For b follow carefully these points:

1. Straight down from the ascender line.

2. Retrace up WITHOUT LIFTING pen to
a point half-way up to the waist line.

3. Branch up to the waist line on the right side
of the ellipse (cutting across the ellipse)

4. Make a narrow curve .

5. Follow the ellipse, making the right side
as parallel to the left side as is possible
with a curved line.

6. Shoulder in rather squarely with a push
flat along the bottom.

DO NOT LIFT YOUR PEN WHILE WRITING b

For p follow carefully these points:
1. Serif starts just below and moves to just
above the waist-line
. Sharply down to the descender line
. LIFT PEN
Replace pen on the BASE-LINE, NOT above it
. Retrace up to a point half way to the waist-line
. Branch up to the waist-line on the right side of
the ellipse
. Make a narrow curve
. Follow the ellipse parallel to the first down-stroke
9. Shoulder in rather squarely with a push
flat along the bottom.

SO W

@ =3

Toget the feeling of the narrow curve and the shoulder
in b and p shapes, you MUST slowdown. It often helps
to write the letters at first with angular corners, ac-

Waist line

Base line
H

.. Ascender line

~ Note portion of
" ellipse missed!

-

“Replace pen here,
NOT higher!
Do NOT lift pen

Descender line
. -3 LIFT pen

tually stopping the pen at the corners. Try to remem-
ber the feel of n and h, but push in at the bottom.

Build b's and p's on ellipses and parallelograms

When this is easy, go over the same letters again, but
this time without stopping, just slowing down at the
corners. Perfect b's and p's will result. Be sure to

always go up the main stem and branch up to the nar-
row curve. -

T&C

%,

& A5 / 4 WA / |
! | é § 4 ‘\ & : ? ‘f 'f i i f i /‘

ot bbhbb

22
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T&C i 4 N4 Vi v ? N
/ d . 1 ;
[
T 2 % (JV LTIt ;
cC »
T J g‘? § ¥ ]
[ N f
] |
C -

LESSON 6: s, f, and t
These letters are related because of their horizontal
strokes. { begins like p withaserif thatgoes just above
the waist-line. The top of the cross stroke must be

just under theline and touching it. t
without an ascender. NOT¢£ Ft ¢t €

is

a SMALL letter

@

— @

B &

T&C [ | %) § A

4

.

z:( # e
» |
. 5

f isn't as tall as I, h, k. It starts with a push-stroke §
and has a cross-stroke like t. NOT. 5

e

) Wm%@m

s begins and ends with a flat push-stroke and fits into
an ellipse. The middle of s should be diagonal (\ ):
The upper curve should appear the same size as the

lower curve. Turn the page upside down and you -will
see that it is actually smaller. NOT S §SS $ &

T&C

T&C é

P —

-

Are you holding the pen lightly ?

23



LESSON 7: ¢, o0, e, 1, t.
Notice that these letters have an elliptical lower curve
while a, d, g, q, u, and y have narrow lower curves.
(For closer spacing these curves may sometimes have
to be narrower.)
Both o and e begin with a DOWN stroke: ) ¢ not OF

ALWAYS write e in two strokes. It will keep the eye of
e open sothat when writing rapidly it will never be con-
fused with i's. Later you will learn the nice e joins:

eeeeer
NoT € €T eec-

7 3 %f;f g Sf é . % ) & £ & ) % & 4 1 & e @
ii 3 u’ : 1 M,e« g ;?
- =7

c begins with a flat push-stroke, then follows the ellipse. NOT CC£C

o

()E] Q| |
| 5

c—>
§
L] | | 1§§
: LOCOOTLELIOPEQPLE
C>
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LESSON 8: a-shapes (a, d, g, q); uand y

This shape has the same inside counter (white space)

N =

as the b's and p's, inverted and reversed. Your shapes
will match in these two families if you pay special at-

tention to these points:

'S

To get the feeling of the shoulder and narrow curve in
a~shapes, you MUST slow down. It often helps to write
the letter at first with angular corners, actually stop-

ping the pen at the corners.

. Push flat across the top
. Shoulder down rather squarely and follow the ellipse

to the base line on the left side of the ellipse. (Aim
OUT and to the LEFT on this downstroke.

. Make a narrow turn and cut across the ellipse to
. A point half-way up to the waist line,
. Then straight up to the starting point.

ALL OF THE a-shapes start with this one-stroke
pocket shape: (J . For EACH letter the penshould
return to the starting point. Only the letter d has a
pen lift which is at this starting point. For letters
a, g, and q, the pen should stay on the paper for
one continuous stroke.

. Straight down to the base line. This causes the

strokes to look like inverted branching at No. 4.

. End with a narrow curve matching the curve at No.

3, lifting the pen in a light up~-stroke which paral-
lels the stroke from 3 to 4.

DO NOT LIFT YOUR PEN while writing a

NOT @ Wh AAAR qui

When this is comfortable, go over the same letters
again, butthis time NOT stopping, just slowing down
at the corners. Perfect a's will result.

Another help is, after making the top, think "u'

-

For g, points 1 - 5 are identical with those for the a-

shape. REVIEW THEM.

6. Straight down to the descender line with a slight

arch (not too much)

o

7.

Then a happy, free, open curve back to the narrow

curve (No. 3) and LIFT the pen. DO NOT LIFT the
pen when writing g, until you reach No. 3.

B

y B
igze T 71NN
I

17 IR I8 H
¥ [

H

NOT,I@&?
177777

i
b

e
Ntmrgy

: .
%%%%@wm

e
e

SR
e

R,

SRR,
S,
e

ey,
e

Use as light pressure as possible on the paper. 25



For q, points 1-5 are identical with those for the a~shape.

6. Straight down with NO arch to the baseline, NOT
7. Light sharp up-stroke serif, lifting the pen. ‘Z
DO NOT LIFT YOUR PEN while writing q.
/ 1 /) | /:’ ; p % f / § / ; y / ’5 /)
[ i N % | /] (. / é / ;‘? {/

R
-
T,
i,
ey

For d, points 1-4 are identical to the other a-shapes, BUT
5. At 5, the starting point, LIFT your pen, DO NOT LIFT
your pen BEFORE you reach this point (No. 5). . ,
6. Now place the pen on the ascender line at 6 and straight down to & : -
the baseline, retracing the line from 5 - 4 on the way, and F /i = ; . VS
7. End with a narrow curve matching the curve at 3, and lifting 8 NOT 914 ,’t /C"l. A, d'd

the pen in a light up-stroke which parallels the stroke from 3 - 4.
DO NOT lift the pen here, or the d looks shapeless C;l

i,

UATLTTAL T T (AL ) (A7) (4 4
| , 1 [ ] / [ A ’ A, [

y 5» {
For u, begin with a light up-stroke serif, then straight down. Now follow points 3 - 7 for drawing a NOT ‘ufW/ w

45‘ % % L] ’ L ® B
)
y begins like u and ends like j NOT JJ yg.y
s 7 " E i & % N S ¥ ry
Y Uiy i :
& eﬁg 'Y W — ¢ - rs
LA LT ) [ /
| J
y I I B 1 [ ‘“} ' | J ' 3 j%}
T LIALAC. T : IACAILUL L (]
7 ; ol f
< 7T \
) 7
c—> -
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LESSON 9: v, w, X, Z

Both v and w start with a curving serif which goes
steeply down to an angle, overlaps the base-line, then
rising, turns in (to avoid confusion with r). The slant

of these letters is determined by a line drawn from the
angle to a point midway in the opening above. YW

The first stroke of x has curved serifs at the beginning
and end. The second stroke has a flat beginning and end.

NOT T XX XX

Thetop and bottom of z curve just a little. The diagon- _
al is straight. The bottom is wider than the top. The
down-stroke should go past the beginning of the letter
to establish the forward slope

NOT Z212%2

C -

-
[ o T
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LESSON 10: REVIEW DO NOT WRITE on this page. Save it for review and reference.

1. REVIEW OF NUMBER OF STROKES

These letters are made in one continous stroke of the pen WITHOUT lifting the pen from the paper:

]

One-stroke L

0UY TSI -
A

These letters are made in two strokes, and you MUST LIFT the pen to make the second stroke:

/

2. REVIEW OF ENTRANCES AND EXITS

. r
—— N R A J]' 7

The following letters start with a sharp-angled serif; as do v, w, x when they are preceded by a join:
» .

e
Sharp entrances - l i el 7 ol

J |

(N WX

The following letters start with a curved serif; as do v, w, x when they are NOT preceded by a join:

Curved entrances /”2/’17’ /‘;/‘ZI)/’X

The following letters end with a narrow lower curve:

Narrow
Lower curve

A SN A A

The following letters end with a fuller, elliptical lower curve:
But these curves may sometimes have to be narrower for closer spacing.

A g

Elliptical
Lower curve _‘J
= =2

P A 4 -~
3. IMPORTANT: Review by writing the entire alphabet
on your own paper, each letter three times: aaa, bbb,
cce, ddd, etc. Underline the one which you feel is the
best. To mark off your paper, use notebook paper with
spaces the same as those we have been using in this
section. Skip the first line and mark off every third
space as you see we have done on the preceding pages.
These spaces are for the x-height of each letter. When
you are finished, check your work with the model and
notice especially adgq, bp, mn, s.

If you don't remember the principles for the letter
you are writing and want to look at it again the first
time it was presented you can locate it quickly by re-
ferring to the Table of Contents. Be sure to read the
instructions by the model, because if you have forgot-
ten the shape, you probably have forgotten the prin-
ciples for that letter, too.

Don't be discouraged if you need to look back, it is
quite usual for students to need this review at this point
in their work.

Alphabet
Review
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IMPORTANT: Carefully study these rules for spacing
and the examples given. TRACE and COPY these pages
onspacing, thentake words from the list which follows,
one at a time. Alternating between the vertical guide
line portion and the lower portion of Guide Sheet ""L",
write each word three times, improving the spacing
each time. Continue practicing spacing in this way on
a regular basis while you progress into the following
lessons. More than anything else, consistent slant and
even spacing give a page of writing a patterned beauty
that makes it the envy of those who have neglected this

LESSON 11: THEORY AND PRACTICE OF SPACING IN THE CALLIGRAPHIC MODE

important study.

You will be able to look at your spacing more ob-
jectively if you turn your paper upside down. When it
is right-side up, you see your old friends, the alpha-
bet and recognizable words, and are distracted from
looking at the spacing. Upside down, the shapes are
not familiar—the appearance is more like that of an
abstract design, so youcan be more conscious of spac-
ing patterns. You will notice lighter color where you
have left too much space and dark patches where you
have crowded your vertical strokes.

RULES FOR SPACING in the Calligraphic Mode:

1. Ultimately the eye is the judge for spacing. These
rules should help, but the eye determines the space,
depending on the width of the o chosen. The eye sees
the patterns of white space made bythe letters, and is
only satisfied by an even distribution of space or color
throughout the writing.

2. All spacing of lower case letters relates in some
way to the width of the o or the parallelogram chosen.
3. In this GUIDE the width of the parallelogram is ex~
actly one half the height for the calligraphic mode. IT
ISRECOMMENDED that students discipline themselves
to stick to this width for the calligraphic mode until
they reach the last section of this book where several
other spacings are illustrated.

4. Straight vertical strokes should be placed just tothe
right of the vertical Guide lines on the Guide Sheet "L"
in the back of this book. Ellipses and elliptical curves
should overlap the vertical guides slightly.

5. Adjacent straight vertical strokes are separated by
the width of a space (full parallelogram), measuring
from the left side of one stroke to the left side of the
next stroke. ||

6. When a curve is adjacent to a straight stroke they
are separated by approximately 2/3 of a space. I( )/
7. When two curves are adjacent, they are separated
by approximately 1/3 of a space. X(

8. Spacingof ¢, s, v, w, x, andtherightside of kfol-
lows therules for curved letters because the eye takes
into account the amount of space inside these letters
and sees it as separation between them and the adja-
cent letters or, because of the greater amount of space
inside these letters, does not require as much separa-
tion between them and the adjacent letters.

9. Spacing after r varies between one space and 1-1/3
spaces. Usually you will have to watch that you don't
leave too much space after r.

10. If two ff's, two tt's, ft or tf appear, draw the two
verticals first, then cross both with one stroke.
NOTE: The separations described above in 6,7,8,9
are based on writing with a nylon-tipped pen in this
section of the GUIDE. When an edged penis used there
may be a slight variation from these measurements
but, if you learn them here, your eye will become ac-
customed to this even spacing.

- i S—
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urn your writing upside down and check spacing and branching



C

LISTS OF WORDS FOR SPACING PRACTICE

Easiest: two parallel straight strokes:

mint unit minimum nut hill limit until lint my him fun-
ny nifty lift fill muffin

Intermediate: one straight, one curved stroke:

time lentil manner hallelujah one many mat jam main
manage bingo untidy magnet hat hanger magnolia loft
left bill again agate golly night gelatin bib gamma
magnanimity doubt date gauntlet jet

More difficult: two adjacent curves:

door genealogy gear keg adequate agog equal banjo

32

equal before abbate egg hedge meant eager beautiful
liberate jamboree people

Most difficult: mixed plus interior spaces:

checkers cool rent general garment grudge rabbit
khaki prove accord corrupt session read flivver ivy
backwards crawl bother niece cogent cocoa small
catastrophe exam exit azure fix licorice wacky wax
citation arrangement excellency breakfast citrus lick
crawl concentrate concentric camera.
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EDGED PEN - PEN ANGLE -ALPHABET WITH PEN

WARNING! DANGER! If youmiss any of the important
points in THIS lesson, all future practice of Italic will
be wasted! of no value! And some day you will have to
come back to this page and start all over again. NO
OTHER one lesson in this book is as important as this
one, for if you hold the pen correctly, it almost writes
well automatically. If you hold it incorrectly, there is

almost nothing you can do to make it write well!

For this project you will need a Broad pen (or broad
oblique for left-handed writers); Guide Sheet 1 in the
back of this book; white unlined writing paper, thin
enough that the guide lines maybe seenthrough the pa-
per, 8-1/2" x 11" (the size of these pages), and paper
clips,

After filling your pen, touch it to the paper manytimes
and see if you can get the ink to come out. IF the en-
tire edge of the pen is not on the paper, you will not
get ink, for the ink flows down the slit and along the
edge of the pen. If only a corner of your nib is on the
paper, no ink will flow. If you have a fountain pen and
the ink doesn't flow immediately, you can drop it light-
ly on its tip on a piece of paper and force the ink through
thenib. This is a sort of breaking in process that some-
times is necessary.

If you use a dip pen that has been packed in oil to

VA VA Y %Y
,» » ,» o 7

/

7

.’ PE AN AV IRV A B
»
4
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MOST IMPORTANT to Italic writing is learning the
proper angle at which to hold the pen, and maintaining
the pen always at that angle no matter where you are
on the page. It is in this fundamental aspect of writing
where many beginners fall down, failing to realize the
importance of it, and failing to really master it before

S

Left oblique nibs by left-handed writers like this: _ _

The full edge of the pen must be kept on the paper
without pressure. A right-handed writer will have his
arm crossing the paper at a 45° angle, his elbow out
and his hand turned comfortably onto its right side so
that he can barely see the tip of his little finger past
the left side of his thumb.

A left~handed writer will usually have his elbow in
and his wrist flat on the paper, depending on the pen
and position he chooses. (See "'Special for the Left-
Handed" published by Italimuse, Inc. for all the possi-
ble positions, and examples of the writing of left-hand-
ed writers. )

IMAGINE a compass marking the directions on the
map of your writing page. As you hold the pen correct-
ly and lightly, and move it diagonally SW to NE / (or
lower left to upper right) you will draw the thinnest lines
possible with your pen. Notice that you must move the

j’j}/// AN\ N

LESSON 12: GETTING TO KNOW THE EDGED PEN AND PEN ANGLE

preserve it, you can break it in by dipping and wiping
it about four times until the ink forms an even, thin
film on the surface of the pen.

Now move your pen around on a piece of paper and
youwill notice that when you move it along its thin edge
you make thin strokes, if you move it along its breadth
you make thick strokes, if youmove it in a wavy ribbon,
without turning the pen, you make a line of varying
width. DO the above with your pen on your own paper.
Here is what it might look like.

M 1 Lt

WA S

proceeding. READ CAREFULLY and UNDERSTAND
the following instructions before proceeding!

The edged pen must always be held in the same pos-
ition with its edge constantly at a 45° angle to the line
of writing like this:

sw’ g VSE

paper or move your arm as you cross the page in order
tokeep the pen inthe correct position and keep the lines
thin: Place your pen exactly over the drawing of a pen
at the beginning of the line below. TRACE AND COPY
the line, and see that when you reach the end of the
line your pen is in position exactly over the drawing.

(For the left-handed writers the EDGE of the pen
should line up withthe EDGE of the pen in the drawings
below.)

1L/ t { i | S
125 i A { i
R\ VL /|

';\y’j

i

T,

N

T ¥ H ¥ 1§
| L7 LT |

o,

LT L

/
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When you move the pen downward from NW to SE
Q (or upper left to lower right) you will draw the
thickest lines possible with your pen. Again, place
your pen exactly over the drawing of the pen at the be-
ginning of the line, and keep the angle as you cross the

page so that your pen is in position exactly over the
drawing at the end of the line.

(Try writing WITHOUT the pen cap on the shaft of
the pen. It may help you have a lighter touch.)

Now, keeping your pen at the same angle, draw a
plus sign. If your pen angle is correct the two strokes
will be of equal thickness without turning your pen be-
tween strokes. If they are not equal, slant your pen
and try again. Can you keep the two strokes even for
the entire line? Move your hand and arm, but don't
change the angle of your pen!

WATCH YOUR ELBOW! (Right-Handed Writers)
Your elbow should be well to the right of your hand.
As you move across the page your elbow will move off
the paper (or pad orbook) long before your hand reach-
es the right margin. In fact, if you are holding the pen

N
at the correct angle, your elbow will already be off the“‘«"if N
right edge of the pad when you start writing the top line. \Q
Review the pictures of the writing position on page 16,
noting especially the angle of the arm, position of el-
bow, and the turned position of the hand.

WATCH YOUR ELBOW! (Left-Handed Writers)
Keep your elbows IN. Never let your elbow go beyond
the left edge of the page, and never let your elbow be
in a position to the left of your hand. Review the pic-
tures of the writing position on page 16, noting especial-
ly the angle of the arm and the position of the elbow.

Now draw a box. All four sides should be of equal
thickness if your pen angle is correct.
DO NOT let the edge of your pen tip towards one of

the corners of the nib, or ink will not flow. Hold thé\
pen lightly so you can feel that the whole edge of the
pen is touching the paper.

Now try holding your pen in the WRONG POSITION
so that you can see what happens, and can later detect
any errors in your pen angle.

Too flat:

Now turn your pen way up on end and make pluses
.. and boxes with your pen in too steep a position (as in
Too steep:

1 BN

AR
Vo
First, make pluses and boxes with your pen in a. ™

too-flat position (as in the drawings). Notice which N

lines are thick and which lines are thin and see why.

1 | i H
T e | S T R B |

ot

i,
(1
the drawings). Notice which lines are thick and whichiij
are thin and understand why.

Now once more slant your pen correctly, and make pluses and boxes with strokes of equal thickness.

NN AR W N AN LA
r o i : i : i
£ i i i { H ] H H ) i H
i P2 { i i H [ 1B i 1

Now with your pen in the correctly slanted position
make two pluses at the left side of the paper, two plus-
es in the middle of the page, and again two on the right
hand side. Write one plus on the model and one right

N
next to the model. Can you keep the arms of equal“"-f?’

thickness at all three places on the page? It means .
moving your arm and hand, or the paper, without turn-

N

ing the pen.

N R A R R
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LESSON 13: LEARNING THE ALPHABET WITH CORRECT PEN ANGLE

KEEPING your pen slanted at the 45° angle shown in
the drawings, TRACE AND COPY the following lines.
Be sure to check your pen angle at the beginning and
end of each line by drawing pluses and boxes with equal
sides.

This matter of pen anglewill have to be a very con-

scious part of your writing until the habit of keeping
the pen in the right position is firmly established.
Until that happens, there are key letters, described in
numbers 1, 2, and 3 below, which you can continuaily
use to check your pen angle.

4 A
S NN
\»«\ ’“;\9 D >
./ P N 77
» . # L §
f &
(oo
= j N
NN N ﬁ;’
N . SN
Fd I
e
N, iz;?ﬁ\
Q)

T

z;} 5 4 if -
,ﬁ\f{, b e
; )
N A
‘;:.j&‘\ %:@ /\:}
- ‘w\jz {g N,
rd s N ”\:f»z,
< ot AR
14{%\ ‘\\ % :>
L h P oy "w‘%f .
N ¢ ! \M
/ 1 Vi /| /‘ m\\"%&?
1;3&;%:\ /
C et
1. The following letters all have horizontal and vertical strokes which should be of equal thickness
f} - g e s p
o e > e P
s / ] /|
2. These letters should not appear thick or thin, and the 45° angle should be very apparent at the
bottom of each stroke: J W)  Not M 'V or )|
v ¥ ¥ s % 7 e
j / ? s s
X RRR K
. LN
3. The following letters have ascenders starting on the af’cender line. At the top of each ascender you
you should be able to clearly see a 45° angle: ™ ff Not | B or”| |
e ’ P P A ‘ ‘ | B ’
s g i
Keep your hold on the pen relaxed, don't be tense 35



Now try these key letters with the WRONG pen angle
so youwill see how they look when the pen angle is in-
correct.

First make pluses and boxes with TOO FLAT a pen,

thentrace and copy these letters with this too-flat pen-
angle. Notice how fat the vertical strokes look; how
hard it is to make narrow curves; how thin the horizon-
tal parts of the letters are.

Too Flat

Now make pluses and boxes with TOO STEEP a pen,
then trace and copy these letters with this too-steep
pen angle. Notice how thin and scrawny the vertical

strokes look; how spikey the narrow curves come out;
how thick the horizontal parts of the letters are.

Too Steep

e
i«zm«% i W’}
st s

e (3

o =1

Notice how impossible it is to see the 45° angle at the top of the ascender letters in both of the above groups

Now practice these key letters with the CORRECT pen angle and enjoy the beautiful proportions of the letters

Correct Pen Angle

+0+0+0+0+0+0+ 0+ D+0+0+0+0+0<
established habit, practice pluses and boxes at the be-
ginning and end of each line for the next several pages.

WELL, DO YOU THINK you have mastered pen
angle ? If not, carefully review lessons 12 and 13 be-
fore proceeding in this book. If so, the rest of the book

will be a delight for you.
To help you keep thinking pen angle, until it is an

36

THINK what you are doing! Be sure horizontal and
vertical strokes are of equal thickness.



LESSON 14: FAMILY LIKENESSES: a-shapes and inverted a-shapes

a, d, g, q, u, have this shape in common: ¢ . b and p
contain this a-shape inverted and reversed: J
Remember the important points you learned about
these letters. Make yours exactly like the model.
For all of your work from now on, write the date
completed at the bottom of each page. Do the same thing
when you copy a page on your own paper: Write the
page number on your paper together with the date.

For this lesson and all of the following ones, trace
the model and copy next to it while you are learning
the new element presented in each lesson. When your
copy looks very much like the model, STOP tracing and
copying, and COPY ONLY on your own paper using the
guide sheet numbered at the bottom of each page. Save
the models and spaces for later review. An * indicates
where you might stop tracing and begin copying.

R

F a0 hnon

GS1 = Guide Sheet 1 Are you lightly touching the pen to the paper, not pressing hard ? 37



LESSON 15: FAMILY LIKENESSES: Elliptical shapes and wedges
o, ¢, e, 1, t have elliptical lower curves in common

NEW

s

e

[OtTOPE COCOTILL LOTO0TL

|-

+ UJ

.

These letters have white wedge-shapes in common:
Keep the wedges the same size.

NEW ﬂ

e

P HIITTIOTL

I

38

If your hand gets tired, stop and shake it, then proceed with a lighter pen-hold

GS1



MODELS
1. PEN ANGLE (p.a.)

atofm

2. BASIC SHAPES

2dgq

coe

vaj

XZ

CommonFaults and Remedses [

FAULTS REMEDY

Too flat th Orw Too steep Study and practice pages 33 to 36

if you need to work more on pen angle
ato f me

Watch the verticals and horizontals infta adgq bp. They should
be equal in thickness if your p.a. is correct.

Look at each model for the correct shape. Review the first lessons

Here are some common errors that happen to this group

Beginning push stroke: ﬂ, (too long) a, (not horizontal) (} (too short

Narrow curve: ﬂ (Too spikey) ; CL (Too round)

Parallel sides: /A, (Not parallel); (A/ (Back-slanting)

Lifting pen in wrong place: | (Too soon) d (Not lifted at all-makes ascender

Ending strokes: ({ A AL gﬂ(gﬁ (ugly, clumsy) thick)

Begin in the correct place: [ e (0 & e should begin with down strokes)
Keep the elliptical shapes: v ﬂf (Too skinny); OC e (Too fat)
Lower curve: [ £ (Too sharp); C e/ (Too round)

Loop of e: Ge 4 (Too small); ¢ee (Too large)

l, u (Serifs are wrong); LL W (Narrow curve is missing); n (Sides aren't parallel)

Branching: mn (Too high); m |4 (Too low)

Elliptical arches: mn (Too round); m”n (Too spikey)
Verticals; m n n/ (not parallel); Careless endings: m m m Y?’ V kk

2 (Pen should NOT be llftzl\ (Pen SHOULD be lifted & replaced at the base line)

P (Branchmg too low); (Sides not parallel)

Narrow curve: P (Too round); b ,7 (Too spikey); F p(Bottom should be flat)

Cross strokefF t (Too low); /‘ [ (Too high); ff C (Not horizontal)

'L. (Length)
5 S (Two curves should appear the same size); 5 (Middle should be diagonal)

\> 4 (End must turn in gently); Vw (Too much slant); J/J (No fishhooks).

X XZ 1 Z X Z (Off balance); Z (Too wavy); I (Keep the X )

39



LESSON 16: FAMILY LIKENESSES: Horizontals, v-shapes, Review
These letters have horizontal strokes. Keep the horizontals HORIZONTAL!

e

NEW

-
Watch the horizontals:

(ALY

"

—>

These

NEW “~

40 How is your pen angle ? GS1
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Remember these letters begin with sharp serifs: I:] P tuy
Remember these letters begin with narrow curves: mnryv w x

Remember these letters are the only ones written in two strokes: ﬂ[ zd y ¢ =€ g f 5 Iﬂ = }7} r= t/ X

All the others are in one stroke. DO NOT lift your pen in the middle of one-stroke letters.

7
Remember, these letters end in narrow lower curves: ﬂd h mmnu

These letters end in elliptical lower curves: (¢ [0 r

These words review all family likenesses. Try to re- have been studying in the last pages.
member every relationship between letters that you
.

- v P ~

GS1 Is your slant consistent ? 41
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Is your spacing even?

GS1



LESSON 17: REVERSIBLES, COMPLETE ALPHABET, WEEK
Trace and copy the first two lines, but copy the third,
fourth and fifth lines on your own paper without tracing.

Next, compare each letter carefully with the model and
with "Common Faults" on page 39. Draw a line under
the best letter in eachgroup of three: yourbest a, best
b, etc. Now place a check (+”) over each underlined

LY ALPHABET, QUOTA TIONS

letter which needs special work. . .any which does not
look very much like the model. Then restudy the struc-
ture of the letters on pages 20 to 27; next dry-trace
the model inthe "Weekly Alphabet," that is, move your
pen above the model without touching it. That will save
the model for future study.

3 3 ¥
| / /
23 y ; f ok ‘ Ty 3 o y v
’s " v / ‘ s / ISP %2V 7 i/
| %’ ]
2 |
nmmwu%
Fos -
Wi 4 A - A W |
Al & / / / ; oy, a2
{ | a o ;
r 4
—
{ | § PO P IIV § ;?
7 ; , . FE| |
i/ iz v y s ¥4 7 / o/ ] - "fl;‘{ /
/!f
),
V:l‘)w«wug:%,
> e . ; CWAVAVAT VAV VAT V]
I B / ’ / nr’ /;jf f‘g é§§f A8
; /
W?w
r 7 'IE k Lo i 5 P L e o
bt | 4 ’ A g - fj v ”y “ "’sz, £ xf

PERMANENT ASSIGNMENT:

Weekly Alphabet, From now on, every day write care-
fully five letters of the alphabet, each letter threetimes
as above. On the first day write a to e, on thenext day
ftoj, etc. Keep this work together on one sheet of pa-
per, with the heading: "Weekly Alphabet." From now
onthis will give you a weekly record of your most care-
ful, calligraphic alphabet. Compare with the models
and Common Faults. Then give the villains (the bad
letters) extra hard labor until they reform. Keep all
of this weekly alphabet and special practice on one
sheet of paper for each week.

One helpful way to give a difficult letter extra prac-
tice is towrite an alphabet chain, using that letter be-
tween each letter of the alphabet: papbpcpdpepfpg, etc.

WEEKLY ALPHABET practice is by far the sim-

plest way for the student and teacher to take stock of
progress that is being made in the student's mental
image or ideal of the model alphabet and his develop-
ing skill in drawing it. This is far easier than hunt-
ing through pages of work to find each letter of the al-
phabet. You can understand that it is difficult to have
aperfect a everytimeyouwriteone! Butasthe ideal
image and skill in drawing it improve, as shown in the
weekly alphabet, you can be certain of making progress
in all of your writing. The weekly alphabet provides
the simplest method for detecting any misunderstand-
ing of the basic structure of the letters or any manual
difficulty encountered. Once detected, the fault is easy
to analyze and remove. When you workdaily and faith-
fully on this Weekly Alphabet practice, consistent pro-
gress is assured.

43



QUOTATIONS: sheet of paper this size, using Guide Sheet No. la or
Copy two of the following quotations, each on half a 1b. Use simple block capitals.

44



Pnject 111

THe CURSIVE MODE OF ITALIC HANDWRITING

The purpose of this project is to learn the foundation
for arapid, cursive (joined and flowing), very readable
and becoming handwriting with its roots in the Calli-
graphic Mode of Italic.

For this project you will again use the broad pen
which you used in Project II, but you will use Guide
Sheet 2 under your white paper.

LESSON 18: NEW SIZE, RHYTHM, JOINS
For speed, the hand must learn to join letters togeth-
er in flowing rhythmic movements. Steps to speed are

1.
2.
3.

Learning the joins
Becoming familiar withthem inrhythmic movement
Gradually increasing speed (later on)

nunimunm

As you can see, itis not possible to join the letters

in this word, keep the pen angle constant and keep the
same spacing. The first m would join to the n, skip-
ping the i, the n would joint to the second m, etc.

Now, reduce the size, keep pen angle and spacing

the same and you can see that it is possible to join the
letters with even spacing, although the proportion of
width to height of the letters is changed:

nuuUNuynty

Instead of the close spacing governed by the eye,

the Cursive Mode will combine rhythmic movements
with a horizontal thrust. The pen slides easily diag-
onally along its edge. The rhythm, the pensliding diag-
onally and the feeling of horizontal thrust will set the
spacing, keep the letter forms open and easy to read.

Youwill first learn joins to letters that are easiest
to join and then proceed by steps to the more difficult.
To get the feeling of rhythmic movement it is import-
ant to repeat the rhythm of a join or of a combination
of letters in a word about three times.

You should TRACE AND COPY the model until you
feel that you have it, then copy only on your own paper
without tracing the model. Use Guide Sheet 2, and re-
peat each word three times. An asterisk (*) marks
the places where the author feels you can start copy-
ing without tracing. The word "NEW'" signifies new
material which you should again TRACE & COPY.

GENERAL RULES FOR THE JOINING OF LETTERS:

1.

3.

Not every letter needs to be joined to its neighbor.
Lifting the pen gives the hand a chance to relax and
move on across the page.

. The average number of connected letters that can

easily be joined is three.

After learning all possible joins, the writer makes
his own decisions about when to join and when to
lift. BUT avoid the temptation to use no joins.

4. Diagonal joins should flow from a narrowly curving
terminal, gliding along on the edge of the pen held
at a 45° angle—the thinnest stroke possible when
thepen is held correctly: L~ . They should not be-
gin in a wide curve (/) or in a point ( J/ ).

Here is a list of possible joins which will be useful for

reference after you have learned and practiced all of

the joins.

TABLE OF JOINS
1. Diagonal joins may be made FROM these letters:

—w T e ik t-mwww

. Diagonal joins may be made TO these letters:

s Y ~ A

. Horizontal joins may be made FROM these letters:

Horizontal joins may be made TO any of these letters:

r—t

and with special care from: W

—

. Joins are NOT made FROM descenders (quy )s

from push strokes ( b PS ); nor from x and z.

6. Joins are NOT made TO ascenders ( a$ f hkl)
nor to z.

45



First, trace and copy the alphabet in the new width for the Cursive Mode:

2 Vaud yyd

] v 2 y i Ay Y 7 y: '3 y ¥
HIigvEV V. AR Sy L 4 % i IV 7, ¢
i g 5 ¢

2]

—

FIRST CLASS OF JOINS (Easiest):
Joins with sharp upper angles to:

Notice the peculiarities of joining to o, s, t, and both to and from e.
o, e, and s all begin with down-strokes after a join. Thus s loses its upper horizontal
stroke, and o and e must have the tops added AFTER the first down stroke.
In the case of t, the join itself becomes the lead-in serif that begins t.

e, - # Vd &

-

-

ny sy / J p AT
(A TVl Ao S A AL S 7

As you make these joins and feel the rhythm, move
easily and freely without drawing the letters so much
as in the Calligraphic Mode. Keep o's, e's, m's and
n's very open and full.

The conscious planning of spacing which is neces-
sary in the Calligraphic Mode is replaced in the Cur-

sive by naturally even spacing. This results from the
rhythmic movement of the hand as it joins the letters
diagonally at the 45° angle at which it holds the pen.

As you are practicing these pages in the Cursive
Mode, remember to continue practicing the Calligraph-
ic Mode: Weekly alphabet and words.

& o
AAA A A y » y ] : r #
P e
£ i & & # e
[ Pr N % AL / s . b
~ ~ & v e #
y i P 1
AT A  J # p 7
& e Yl e
& 3 s
s y - " Y
TS
4472 ' v (
A /! ’ y
i i 7 7
Wl s », Z |
vid i iV, / "?ﬁ?
2.
; T
# e 1% P
* 7 ; , P i
v 7 z ’ y Y, 7 ;

46 As you write in the Cursive Mode, do you feel the horizontal thrust ? GS2
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SECOND CLASS OF JOINS (Intermediate):
Joins to curved entrances to:

NEW

THIRD CLASS OF JOINS (Difficult):
Joins over the top and back again to:

NEW

GS2

Hold the pen lightly and let it write rhythmically and beautifully for you.
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Check your pen angle with a 4
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CAPITALS - PROPORTIONS - SIMPLE BLOCK CAPITALS

GENERAL RULES FOR CAPITALS:
1. The height of capitals is between the x-height and
the ascender height.
2. Capitals lookbest upright, although with speed they
may begin to slope a little.

3. When capitals only are used, there should be ample
space between them.

4. Keep the 45° pen angle for now. Later we will vary
this sometimes for capitals.

LESSON 19: ROUND CAPITALS BASED ON A CIRCLE
O and Q are full circles. C, G, and D follow the cir-
cleonone side, but the vertical of D and the terminals
of C and G fall short of the other side of the circle.

Notice that in drawing O each corner of your pen
forms a circle and the result is two interlocking cir-

cles. The effect of the edged pen held at the proper an-
gle is an elliptically shaped white space inside. Note
also thatusing the edged pen causes letters tooverlap
the square slightly at curves and angles. Trace and
Copy these capitals. Use the order and direction of
strokes shown. Keep the full width.

NEW

Notice that capitals are 1-1/2 spaces high!

e ————) .;,2&% »fi,.g ‘M

Notice how the top and bottom of C and G flatten out just before ending.

L

pesic
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i g 1 | ,
A ag M | | y
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=
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v g A
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#
—

GS1 = Guide Sheet 1
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LESSON 20: RECTANGULAR CAPITALS 7/10 OF A SQUARE WIDE

These capitals fit into a rectangle 7/10 as wide as it is high.

NEW e T
é — Y |
The ho are just above center.

rizontal of H and the point of K

‘: i
RN L
[
—— # i
¥
(o 1
% r YV A i N
The cross-stroke of A is just below center.
7 % 7 i f’ g
=\ | Zxan,
,f\,& r &
e
i P
n Wi | 4! /71 / /
¥Ry | | i [
4 s
§ o P
N VA4 : | W S V4
;{f ) i | P N | f
The white point of Y is right at center.
i 2
Y § ] E [ e
¥ | L /
IR e y g
/ / / / ) ] |
e d | ‘ )
* §,~¢ Vs V9 v 7 gé :f ¢
/ ya
- o4 s
| ] Iy 4
» 7 y y
)
iy S ¥ §
f . Vi
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LESSON 21: NARROW CAPITALS 1/2 OF A SQUARE WIDE
These capitals fit into a rectangle 1/2 as wide as it is high.

i

NEW rT
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LESSON 22: WIDE CAPITALS MORE THAN A SQUARE WIDE AND NUMERALS
The outer legs of M begin just inside the square and end just outside at the bottom.
The second and third strokes form a well-balanced V. The diagonals are NOT parallel.

§

NEW Ld 3t , ] - /

7
\/

Slightly sloping sides. NOT too much. NOT parallel diagonals:

e

el

{ i
{1 i H

Really a double V, W does have parallel diagonals.

—
s Ve o v
# v yz
g
Numbers must be easily distinguished Horizontal stroke of 4 must cross the vertical
NEW R EE NN WA N - e Tt ) A/
/ \ / / ) ’ Vs 4
Trace and Copy these ""New Style'" numerals which are the same size as capitals bz e
é g g ’!Zﬁ; vV " Vi rd ég“ ] j? 4 “ E W Ea > & f
. or like q in one stroke for speed in arithmetic.
r 4 & - ’VK Vs e G, y j;/ s o s P é/ = % Vs 1 Ve Vs
L ) b/ ¢ ; / ;
8 and 9 are more beautiful in two strokes, but also practice them with 1 stroke for speed
A 4 R 4 ’ P 1 y P %&[,f
* @
A # 4
. : : . F | - B
) / ) re. . v
s # &
ww«m.%
S 4 ﬂ P Vs s
f "
mw»m%

NOT: N\ MM (Spaces at bottom should be equal) A/\ (parallel sides) M , w W , 711344 5¢718)
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LESSON 23: SPACING OF CAPITALS & NUMERALS

Spacing of capitals and numerals is by eye. The ideal
isto have the total amount of white space between each
letter equal. This is more difficult with capitals than
with spacing in the calligraphic mode, for the round
shapes and wide angles are more pronounced than in
that compressed lower case alphabet.

Remember, as inour former discussion of spacing,
two curved letters require less space between their

closest points than two Dvesiﬁl? as shown here:

If we fill in these letters to make solid shapes, thenwe
can more easily see the white space: [ @)W |
Notice that although D & O are closer than H & I, the
total white area between them is the same. These three
rules will help you get started. Then practice carefully,
writing a word several times, improving the spacing
each time.

1. The most space is required between two verticals: ||

The least space is required between two curves: )(

. Between angles and verticals, angles \|
and curves, curves and verticals, the \C
spacing is between these extremes |C

Give numerals plenty of room:

IHIB IF HE

WAU of this area counts as space
BOOM

ABE LINCOLN

I776 vs. 1776

el . - P Ay Vi
. E
mm»:)me?’w>
’g £
Mmﬂ%ﬁ
g Vi ré if 4 ARG
i / /
—3
£~ - § y |
4 N » Fand
A
<
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Quotations

1. I am only one, but I am one. I can't do everything,
but I can do something. And what I can do, that I ought
to do. And what I ought to do, by the grace of God I
shall do. Edward Everett Hale

2. I resolved that I would permit no man to narrow and
degrade my soul by making me hate him.
B.T. Washington

3. They that can give up essential liberty to obtain a
little temporary safety deserve neither liberty nor
safety. Benjamin Franklin

4. Face the situation fearlessly, and soon there will
be no situation to face. Anon

5. Mirthis likea flashof lightning that breaks through
a gloom of clouds and glitters for a moment; cheerful-
ness keeps up a kind of daylight in the mind, and fills
it with a steady and perpetual serenity. Joseph Addison

6. All that stands between most menand the top of the
ladder is the ladder. Anon

7. Great minds have purposes, others have wishes.
Little minds are tamed and subdued by misfortune; but
great minds rise above them. Washington Irving

8. The men who succeed best in public life are those
who take the riskof standing by their own convictions.
J.A.Garfield.

9. In character, in manners, in style, in all things,
the supreme excellence is simplicity. Longfellow

10. One of the best rules in conversation is never to
say a thing which any of the company can reasonably
wish had been left unsaid. Swift

11. The world turns aside to let any man pass who
knows where he is going. Jordan

12, An irritable man is like a hedgehog rolled up the
wrong way, tormenting himself with his own prickles.
Thomas Hood

13. Nothing is so contagious as enthusiasm. .. It moves
stones, it charms brutes. Enthusiasm is the genius of
sincerity, and truth accomplishes no victories without
it. Bulver Lytton

14. Whenloveand skill work together expect a master-
piece. Ruskin

15. It is a good and safe rule to sojourn in every place
as if you meant to spend your life there, never omit-
ting an opportunity of doing a kindness, or speaking a
true word, or making a friend. Ruskin

16. He who wastes time in self-pity must tackle ele-
phant by heels and pull out tusks. Eager

17. If everything is done with purpose in mind, it is
not wasting time. Eager

18. Self isthe only prison that can ever bind the soul.
Henry Van Dyke
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19. I venture to suggest that patriotism is not a short
and frenzied outburst of emotion but the tranquil and
steady dedication of a lifetime. Adlai Stevenson

20. Let no onewho loves be called altogether unhappy.
Even love unreturned has its rainbow.
James Matthew Barrie

21. Therefore whenwebuild. .. let it not be for present
delight, nor for present use alone; let it be such work
as our descendants will thankus for and. ..say...""See!
this our fathers did for us." John Ruskin

22. Truthoften suffers more by the heat of its defend-
ers, than from the arguments of its opposers.
William Penn

23. All the ambitions are lawful except those which
climb upward on the miseries or credulities of man-
kind. Joseph Conrad

24. First keep the peace within yourself, then you can
also bring peace to others. Thomas A. Kempis

25. If youride a horse, sit close and tight, If you ride
a man, sit easy and light. Benjamin Franklin

26. Individuality is the salt of common life. You may
have to live in a crowd, but you do not have to live
like it, nor subsist on its food. Henry Van Dyke

27. Hear each man's counsel, but reserve thy judge-
ment. Give every man thine ear, but few thy voice.
Shakespeare

28. If the Father deigns to touch with divine power the
cold and pulseless heart of the buried acorn and to
make it burst forth from its prison walls, will He leave
neglected in the earth the soul of man made in the im-
age of his Creator? William Jennings Bryan

29. The noblest charity is to prevent a man from ac-
cepting charity; and the best alms are to show and to
enable a man to dispense with alms. The Talmud

30. Men grow only in proportion to the service they
render their fellow men and women.
Edward V. Rickenbacker

31. Hewho does most, lives most. He who lives most,
gives most. Edward V. Rickenbacker

32. Nothing that was worthy to the past departs—no
truth or goodness realized by man ever dies, or can
die. Thomas Carlyle

33. A success is one who decided to succeed—and
worked. A failure is one who decided to succeed—and
wished. William Arthur Ward

34. Never say, '"Can't!" Say, '"Not yet—but SOON,
with practice." Eager

35. It isn't what you start that counts, it's what you
finish. Anon

36. Look before you leap if you like, but if you mean
leaping, don't look long. Anon
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Review AND LAYOUT (CALLIGRAPHIC MODE)
JoiN STupies ConTiNuED (CURSIVE MODE)

LESSON 24: QUOTATIONS. (Calligraphic Mode)
Write three quotations or sayings on three half-sheets arrangement of words best brings out the meaning.
of paper, centering each one. Use quotations from
these pages or some favorites of your own. Choose

.o n
quotations of different lengths. Use Guide Sheet 1. EXAMPLE: "Blessed are the peacemakers, for they

shall be called the children of God."

Follow this procedure: Read each of the arrangements below and notice how
1. Choose the quotation (see pages 44 and 54). b and d bring out the meaning of the quotation, and all
2. Jot the quotation on scrap paper to determine what other arrangements break up the meaning.

a, Blessedarethe b. Blessed are the peasemahers
peacemikersfor they for they shall be called
shall be called ¢. Blessed the children of God
the childrenof God Arethe ]Jemnm/(m
For they
A BLESSED Shall be called the e. Blessed are the peacemakers
Are the peatema/(m Children of God forthe
For they shall be called shall be called
The children of God the children of God

3. Next write your quote the size it will be, or just
write the longest line. Center it on your paper (left
and right). The point where the line falls on the left
will be your left margin. If the longest line is cen-
tered, usually the entire quote or even a poem will

appear centered unless some of the lines are much
too short. If you decide on an uneven left margin,
then you must adjust accordingly to make the piece
appear centered.

4. Calculate the space the quote will occupy vertically
and place it at the visual center (slightly above the
actual center). To see how visual center is abovethe
middle, write an s with even-appearing lobes, then
turn the page upside down and look at it!

5. If you can draw concrete or abstract designs, you
may enjoy arranging a quotationon paper in balance
with such a drawing. NEVER do your lettering di-
rectly on a pattern or design, for it will detract
from the design of the letters.

For a quote

iy

For a poem

55



LESSON 25: JOIN STUDIES, CONTINUED (CURSIVE MODE) Guide Sheet 2.
FOURTH & FIFTH CLASS OF JOINS (Horizontal to easiest and intermediate). Joins to:

TOVVLOTe OV DOV

SIXTH CLASS OF JOINS (Horizontal to difficult) Joins to: W

e

NEW

i

S

¥

A

o7 A vy 7 ¥, v{ 4 X1 7 %; o AN V1 ¥ 9% V. V| A1 ¥, 97, V] A

v
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Don't try to make the pen write the letters. Hold it lightly and LET it write. GS2



LESSON 26: COPYING A SHORT POEM (Calligraphic Mode) Guide Sheet 1
Copy this short poem, or another of your choice, utilizing what you have learned about layout
in the writing of a quotation in Lesson 24.
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LESSON 27: JOIN STUDIES, CONTINUED (CURSIVE MODE)
SEVENTH CLASS OF JOINS (Doubles with horizontal joins): , i v
In doubles involving t and f, write the two verticals first, ;
then the horizontal which joins to a following letter.

NEW -
e o y P e 5 A
4 < d o
i Lo A Vad V.4 N A Vol o
ol - .
* . / ;
§ &
| s
¥ fﬁ 'd . / gV
y P F #
~ o £ 7
3 71 anl 2 , 'y b o
szm’
EIGHTH CLASS OF JOINS (Tricky) they may join to all the letters in classes 1 to 6. The r
Joins from: YW r must branch high enough so it will not be confused with
Great care must be used with these joins, With care v. The r-join should dip slightly to aid readability.
b - ¢ % ). A ! / / / ’ /i
’ vf ” s 7 " " -

& # ¥# # # p #

* i , 4 /
/ 774 g
[ p) / % P
e & I d ,
/ A A /
y & L 7 & #~ &

-
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LESSON 28: REVIEW CALLIGRAPHIC AND CURSIVE MODES

Copying a quotation provides interesting practice where Mode (as illustrated), using Guide Sheet 2. Then copy
you can concentrate on the letter-forms, joins and it again in the Calligraphic Mode, using Guide Sheet 1
spacing. (without joins).

Copy this quotation on white paper in the Cursive

59



Copy this quotation on white paper inthe Calligraph-
ic Mode as illustrated, using Guide Sheet 1. Then copy
it again in the Cursive Mode, using Guide Sheet 2.
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UsING THE Mepium PeEN

In this project you will review the alphabet and learn right-handed writers and either left-oblique or left-
to use the medium pen which is the most commonly- handed for left-handed writers.
used size. Remember, the nib should be square for

LESSON 29: THE MEDIUM PEN AND SMALLER WRITING in Calligraphic and Cursive Modes

The following exercise presents nonsense words in- look at the model more frequently than he would when
vented for pleasure and contributed by Carl W. Meyer. copying completely familiar words and passages. Al-
The use of these words and other unusual, unfamiliar ways copy carefully, trying to make your copy look
passages in this book are to encourage the student to exactly like the model as possible.

Notice, as letters are smaller, the width also is narrower proportionally

CALLIGRAPHIC MODE with Medium Pen. Use Guide Sheet 3

|

L wd ' Sl
1 g e LEE % % s ? Vo ws % 2 Vo 7
T ‘? y / y 7 v 7 % o ‘g "y 5 ”f' 5 ¢ " sl 8
4 /
C -
7~ . P -
T METAAUE. D] ATTIE L§/} ) ; 15110
] | # # # y 3 s
C v
-~ e o # ~
i y ; { ) g gj 7 £
/ P - o
J / nd § 7  / p, / £ /] A )
o= Vad e
g G ) 5 7 5 Z 4} /) / ’ ’f
; {7 J
o - ; P G
o | { ais ’ } . 1 -
J i J
CURSIVE MODE with Medium Pen. Use Guide Sheet 5 with the smaller spacing
R B
& @’ ¥ 4 re ; i g _J
C—#
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y 7 e o i [ B #
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62 Is your hold on the pen relaxed ?



LESSON 30: CAREFUL COPYING OF SHAPES—SPACING—JOINS
Copy the first half of the page in the Calligraphic Mode the Cursive Mode with Guide Sheet 5. Trace if you like.
with Guide Sheet 3. Copy the second half of the page in

o Vi . ) [
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WORDS FOR WARM-UP, JOIN PRACTICE AND SPEED WORK

Do not copy at one time all of the words on this page!
Use them in your daily warm-ups or for joining prac-
tice, or later for speed work. As you do this type of
work with these words, write each word more than once
to find the rhythm of the word and build the habit of
rhythm into your hand. Alternate short words with long
words. Place a check above words which you have used
so you can quickly find new words the next time.

an air anon admit animal account anterior me acemain
anvil hammer anemone handsome am mum acme humor
anthem measure admonish in hum done minim cannon
hundred ancestor ha any name angry homing command
maintainas ham anna mouse amount numeral dominion
hi ant mime amuse nation amiable humanity ad man
aunt manner common honour announce my aim hail
adage minute avocado monogram ay mat ahem hence
accent mundane accident at hag dear mummy banana
humming behemoth ho den hair under murmur ancient
monument donot cone honey acacia nominal dominoes
he mud come human adhere meander alphabet ax hid
acid money summer nothing ignoramus he lay hind
haunt among manual include macaroni amphibious em
hut inch harem pamper handful appetite momentary en
mug lead munch accept morning notation automobile us
men idea maple sugar apache macabre neighbor com-
mandment up hat game manna active minimum medieval
or nap lamb motel across morning habitual diminuendo
manufacture lo cat moon annoy napkin archery mechan-
ic necessary is nagliar never avenue machete hesitate
microscope aw mop ugly madly appeal meddle beautiful
millionaire ma day neon male againaltar female la eat
camp amber nickel appoint or met help minus hamlet
mystery moccasin handiwork to nip hump music nuclear
military harlequin manipulate mut home night mirror
heroine nuisance mop hide north museum herself mer-
chant meteorite afar ahoy able arch away axis axle atop
avid avow lawn leap into limb ugly ankle amble aside
astir atlas ditch afire apace acorn apply acute apron
argue after light joins sunny funny gnome attic avast
avoid await awake until unite apathy absent awkward
adamant average mut may mix mob mop maul moan
mean made mail make mare mark meet mast mate
meek melt memo meow mesh mess mica mien mild
mile mill mint miss mist mock mode mold mole mood
more moss most moth move much mule mute myth
major manila march melon merry meter midst might
mirth moral mouth muddy monster minute memory
manage manner mammal middle female mallet mantle
margin mature medley mellow melody mingle misery
modify molten moment monkey motion muscle muting
mutual myself minuet middle message mistake moisten
mortify mystify mathematician mimeograph machinery
melodrama metaphor millionaire mischief mountain
multiply hey hay hit hop hot how hug hack haft half halo
halt harp haul heir hep herb herd here hero high hike
hill hive hoax hold hole holy home hook hood hoop horn
hose hour howl huff huge hull hung hurl hurt habit halve
heavy hello hinge horse hovel hurry hymnal homing
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humane honest homage handle harden heaven heckle
height herald hermit hither hooray huddle hunch hun-
ger hunter hungry however handkerchief net new nod
nary nine none nice nail navy near neat neck need nest
next nosenote noun numb nasty naval nerve night noise
nomad noose notch novel narrow native nature nebula
needle nephew nibble nimble noodle notice notion non-
com neglect neither notable omnipresent contempla-
tion monomania momentum immense commencement
murmur communication enumeration matrimony finis

WORDS FOR SPACING PRACTICE IN EITHER MODE

Inpracticing these words, write each one several times
until you feel it is the best possible spacing that you
can give it.

accent accordance affix ancient alkaloid accomodation
amaryllis amethyst animate annual appetizer approxi-
mate assembly audience audacious authorize axillary
auxiliary axis axle azurite axe blizzard boxcar buffalo
buzzer buzzard cabinet caddy calligraphy candidacy
cardinal carrousel cerfix catalogue citadel citric acid
chaffinch chameleon checker chiffon cheerful chrom-
ium cocoa computation coffee colorful concerto com-
memorative concentric congress corona cocoon cos-
monaut eccentric ecology ego economics corsage cox-
swain cranberry crazy credo cucumber daddy tintype
desert display divided didactic dodge doldrum drum
doodle dollar didactic doughnut drizzle duplex economy
economies eagle eccentric economic effect efficiency
effect elementary elfish emanate emancipate eminence
empyrean ennoble expression enjoy entity enterpreneur
extra extravaganza fledgling flibbertigibbet flocculent
fluorescent fastidious feminine fisticuff fixative fizzle
flourish flour fleecy fulfilled gimcrack giraffe gorge
gourmet griffin grizzly bear guerrilla guest guess ham
hallelujah haphazard harmonize harpsichord hazard
hippopotamus hitchhike hocus-pocus homology huff
homogenize homonym horizontal howitzer humbuggery
humility hullabaloo humoresque hydroxide hyperbole
hummingbird husbandry hydroplane hyperbola lofty
hypothesis individuality integrity intelligence jocundity
jiffy jinx jubilee landlocked lofty legerdemain licorice
lithography limitations philosophy paleography local
locomotive lozenge luxurious luncheonette lummox
lugubrious luxuriant mademoiselle bubble magnilo-
quence magnificent mathematics mazurka memoriza-
tion middlemost maximum millenium monkey ostrich
millipede mimicry mimosa mineralize minuteminder
minuteman minimum maximize miscellaneous nobly
minuscule mnemonic modulate modulation monotonous
monochrome muffled multitude nebulous nobility ocean
obelisk oblique perplexity periwinkle pixy perplex cox
please plexus polarize pomegranate express reflect
recurrent ruffle ruffian remembrance shoefly shuffle
waffle billabong billion quadrillion sextillion shellfish
stabilize stuffed summarized submaxillary sufferable
sextant syllabilization official syntax offensive taffeta
telltale mixable textile taffy texture twixt vexedly oxen
hilarity exhilaration exasperation exchange executrix
wizard magazine zipper exercise exclaim buff affluence



Da@- Wee]ely RoutmeAmgnmmt

As you begin to write more freely and rapidly, you
will encounter certain problems. Letters tend to lose
their ideal shapes and the letters which branch (m,n,
k,r) tend to lose their elliptical shoulders and become

spikey. To counteract these tendencies and build a
beautiful, fluid handwriting, it is wise to set a routine
for daily and weekly work in addition to following the
rest of the assignments in this book.

DAILY WARM-UP PRACTICE (5 days a week minimum)
Practicing a"'weekly-alphabet'in the calligraphic mode
will give the hand review in the ideal letter shapes. A
daily warm-up will give the hand special practice in
arches; will help to build rhythm and fluency; and is
an important step to building a rapid, beautiful, read-
able handwriting. Extra practice on your faults (cer-
tain letters, pen-angle, joins, spacing, or whatever
they may be. See pages 39, 66, and 67) will make your
writing more even.

USE the Special Warm-Up Guide Sheet on page 113.
Later you may dispense with the guide lines.
1. On the first day the weekly alphabet includes the
five letters, a to e. Write each letter three times (in
the Calligraphic Mode) and underline the one letter of
the three which you think you have written the best. To
help you choose, analyze your letters and compare
them with the models on page 62. On the following day
you will use the next five letters of the alphabet.
2, On the next line after the weekly alphabet segment
practice arches.
3. Pairs of m's joined together, thus adding counter-
clockwise movement to the predominantly clockwise.
4. mumu increases the counter-clockwise movement.
5. For each of the following two lines, choose a word
from page 64 (these contain m, n, h, k, or r and i,
a, d, g ¢, or w and write it in the Cursive Mode,
keeping the branching high. Write a check (+/) above

DAILY WARM UP SAMPLE

First Day

the places where you have branched too low. On the
following days you will use different words for lines 5
and 6.
6. For the next several lines give extra practice to
faults which seem to persist inyour writing (See pages
39, 66 and 67).

ALWAYS place the date by your Daily Warm-up to
record your practice.

PUT all five daily Warm-ups on one sheet of paper.

WEEKLY MINIMUM PRACTICE

To make satisfactory progress in Italic Handwriting,
you should plan todo faithfully the following work each
week, spending fifteen to thirty minutes a day:

1. Daily warm-up and extra practice on faults.

2. Lesson Assignments (working in this book).

3. Two poems or excerpts of your own choice from
other sources.

4. School-work or other writing.

. Speed Practice (Daily after reaching page 75)

6. Self-grading of one of your poems each week (See
page 67).

7. Keeptrack of your work onthe Check Listand Writ-
ing Record, page 109. Pick a certain day of the week
totake stock. Every week on that day look over your
work for the week, and mark your self-criticism on
the Check List and Writing Record.

(34}

Second Day

Yo add

AVYUVARA WYIARA AN WYL U VYV’ AVIA AV

-
TTTOAAYYIUYILOYLILITIT T (XTI UATTY

' /
[ T IT T I APV NMIOUA TT T IV T J AL TT T AL LLTT ]

This Daily Warm-up is based on exercises recommended by Alfred Fairbank, Lloyd J. Reynolds and Arnold Bank
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CommonFaults and Remedies IT

3. SLANT: An inconsistent slant produces writing like
this: . Another fault of verticals
which hurts the slanton a page is called ""wind-swept"
or "banana-shaped'" or''hooked'" ascenders like these:

CC , - The same faults may occur in descend-
ers llk?j . Any of these faults hurts the appear-
ance of a page. To check your slant, use a ruler to
draw lines through the verticals. Place your page over
the Slant-detector Guide Sheet (page111)to determine
the degree of your slant. It should be between 5% and
10° for the Calligraphic Mode and between 5° and 15°

for the Cursive Mode. Df#ﬂ’l Mf Ww W MW

REMEDY:

1. Use Guide Sheet 3 or 4 under white paper. Prac-
tice parallel vertical strokes, gradually increas-
ing the size. Make sure that they slant forward:

i
il ol klllb dlﬂ et

2. Write

3. Write mttmt’ltmabndllmﬂbﬂﬁb%lbﬂhlt

on through the alphabet.

4. Write unmonfymmwm‘mal illhammen esc.

using different words containing m and n.
5. If youtend to back-slant or have excessive forward
slant, try slanting your paper at a different angle.
6. Back-slant is usually caused by too much thumb-
pressure. Relax your thumb!

4. ALIGNMENT-SIZE: aMmals water
When tops and bottoms of letters arenot even, the page
acquires a dizzy, uneven look.

REMEDY:
1. Practice the alphabet sentences on page 76. Write
carefully between double lines with a Guide Sheet,

5. JoIns: arumal

6. SPACING: ansmal

concentrating on the two lines, making the letters
slightly overlap them, top and bottom.

2. If you tend to go up (or down) always, adjusting the
slant of the page you write on may help you.

. These rounded joins slow
you down too much. . These joins which are
too sharp tend to crowd the writing and make it hard
to read. Joins should spring up directly in a narrow
curve or speed will never be gained. Joins should be
along the 45° edge of the pen:

REMEDY: Practice LWt/ wi/ G4 thidud td , joins
on pages 46 to 48 and joins in the words on page 64.

Slant, alignment and spac-
ing are the most important factors in giving a page an
even appearance. To cht;;Z you%s acing, draw lines

lfﬁ#ﬁmﬂ ,

, and two equal-

through the verticals of

through the middle of ¢¢ m

ly spaced lines through

and

fohu Jklmnqurstuvmyz abedefzhijkimno
If your spacmg is good the lines should be about an
equal distance apart, but check the rules on page 29
for the variations. Keep the space of o between words.
Too much space between words tends to pull the writ-
ing apart, and the horizontal flow of the reading eye is
interrupted by the vertical white rivers running through
the writing.

REMEDY: With your broad pen and later medium pen,
repeat the progressive spacing exercises on pages 29
to 32. Carefully follow the instructions in the first par-
agraphonpage 29. Then apply them to the words in the
second column on page 64. Practice alphabet chains
with m, n, h between each letter: ambmcmdmem, etc.

Find and list by number the most outstanding faults in these examples of students' work. Check your
criticism with that listed at the bottom of page 67. Several have more than one fault.

1. S0 w5 now 1 om a man,

so e # when I shall grow old,

2. And 30 do tﬁefa/h 1 live under!
3. &wm/mw@

66

How sweet 15 the

5 mhmimjm 6ﬁw’ﬁ%/
7. mm 8. W W ’

. She ([et{few.s ,o.fu[(



S wmman gf S mndardsﬁr TtalicH; andwriahg

The abbreviation symbols listed for each fault will aid the teacher in marking papers.

STANDARD Abbrev. Possible

Symbol Score

1. PEN-ANGLE: \ &+ -15 for incorrect pen angle p.a. 15
NN

N
The thinnest parts of your letters should be in thesie corners: 0,\ QJL\
Horizontal and vertical strokes should be equal:_.ae t.% %

NOT: Oul'fml (flat pen); or 0 ﬂ t mf b Ss(steep pen)
2. BASIC SHAPES: 0 10t O ; AnotQ A ; U not l' (See pages 39 & 53) @ 25

-1 for each incorrect letter of the alphabet: if a's are wrong, -1; g's, -1, etc.

(Circle the miscreants)
3. SLANT: Not too much (no more than 15° for Cursive, 10° for Calligraphic); ml 20

Neverg backslant WAL , but consistent:

m# , not:ﬁ/ #\( ;(C . Use page 111. -1 for each line of

writing with poor slant.
4. ALIGNMENT: Tops and bottoms of letters should be even. The size should be right. = 10

NOT: 127ﬂndzhtmm:

5. JOINS (Cursive only): Diagonal: A1 a4 ; NOT a{n aft t%t ; -5 if Too sharp: ¥V 10
Horizontal: £¥ ﬁ mmwvmmwm -5 if Too round: ¢/
No joins after descenders: 50 g A or before ascenders:ﬂbﬂa -10 if No joins: nj

DESCRIPTTION

-1 for each uneven line of writing.

Exceptions: 174 , or others when writing with speed: t’h W“/

6. SPACING: Space between verticals should be about equal. Betw. verticals: # 10
Space between words should be the width of 'o'. More space than that
leaves white paths running through the page; less space causes illegibility.
Space between lines of writing should be enough so that descenders Betw. words: Hfl
of one line won't conflict with ascenders in the next. Betw. lines:

7. APPEARANCE: A general, artistic, neat appearance and legibility;
a pleasant arrangement on the page; and an appeal to the eye
are the important features in good handwriting.

Appear. 10

RATE YOUR WRITING, one page every week. Write a good spacing inthe Cursive Mode only. Since thereare

column of numbers from 1 to 7 downone side of a page.
Take each standard, one at a time, and look over your
page. See how many points you can award your writing
for each standard. For BASIC SHAPES, check your
weekly alphabet with the model. You may wish to mark
your mistakes with the symbol abbreviations shown.
Give yourself 10 points for good joins and 10 points for

no joins in the Calligraphic Mode, allow 20 points for
spacing when judging your work in that mode. Keep
trackof your faults on the Check List and Writing Re-
cord, page 109, and give them extra practice.

FOR CORRECTION OF FAULTS in pen-angle or basic

shapes, see page 39. For correction of the remaining
faults, see page 66.

dbf defﬂhﬁ/elmnopqrstuvwxyz abcdef‘qhi jklmnopq rStuvwxyz
ABCDEFGHIJKLMNOPQRSTUVWXYZ

Answers to problems on page 66: 1:5,6 2:4,5,6 3:3,4,5,6 4:4,6 5:3 6:3,4,6 7:3,4 8:3,5 9:3,6 10:3
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Id know %55 —1m

mces to God,

5}?5?’5@%@%

Whatsoever things are true, whatsoever things are honest,

i " - . i
whatsoever things are just, whatsoever thing gs arepure,

whatsoever things are lovely, whatsoever things are of govi report;

tf there be anuy virtu
if there be any praise,

think on these thin

St. Paul to the P 5‘%5{}% ians

LESSON 31: Center each of these quotations on its own graphic Mode for the first two and Guide Sheet 5 or 6
piece of paper. Use Guide Sheet 3 or 4 and the Calli- for the third quotation in the Cursive Mode.
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Projez:t VII

SimpPLE RoMAN CAPITALS

LESSON 32: No matter what you do with capitals, now or separate paper. Then the next letter, and so on. Use
later, the essential forms you learned in the Block Guide Sheet 3.
Capitals must be there. These Simple Roman Capitals
appear to be dressed-up versions of Block Capitals. Pen Angle:
They approach the appearance of the Classic Roman
Capitals which have served as a standard for capitals 15°
since the First Century A.D.

The pen-angle for Roman Capitals is usually flat-
ter—about 15°. But watch for the places where it 1. Pen angle begins at 45° and flattens as it
changes to 45° for the diagonals, and still steeper than | 2 curves out at the bottom for the serif.

ZA
3

45°

450 for certain vertical strokes in M and N. Roman 2. Pen angle is 45°, flattens for theserif and
Capitals should be upright. cross-stroke. Simply turn the pen in your

TRACE and COPY one letter, then practice it on hand.
(7 8/ , ) T T g g
BVl / - 2Vl '
I o
~For this little serif on C E F, turn pen onto left corner of nib and lightly draw the ink away
L P4 oy s 2w 3 O o 3 T o | e s . ¢
i\ S " i ¥, '
o
A B udle 2l AT ol B o2 DO ol B B w i n it B s ' T e
, ) e
WARE N . ~ v 4 iy T - - - e s
%E ‘ “ &é T ’ ‘ : 8 i o d
S - "B»
o ¥ o g - — b A e e o o g o e T PR - -
] } N
”fh/ i o e e
Steep
lpap 157 4 17> X7 17 - 7 - O W O Y
1 P V TN .
" Flatten to 15° 3 "Flatten
w ¢ Y g ? ] § y ] . " & = « s @ & 3
4 vy / i y - V’ .
Pl Y e
i 27+ “.Nos 1 & 4& steep, 3-45% 2 & 5 - 15°
PN — s P e e § s g $ )
! 1 1 : "
AN NS ANy ) K N7 g V) s T8 TV T8 s
X % ' VAN '
"B Y \
i r P e 3 T i P ¢ P A
5 o P 5= =
§ ) o | ) | 45, (3 %
> . ) . T
, Diagonals of V, W, X, Y are 45°, Serifs are added later at 15° p.a. or flatter.
L Pen changes here to 15° Z is 45°, but turn pen to 15° for the diagonal.
VRT wr wr s USRS % 7 & % Y 7 7e |G R B B i
IvAY ) i - g g ¢

GS3 69



]abberwoc@

"Twas brillig, and the slithy toves
Did gyre and gimble in the wabe;
Allmimsywere the borogoves,
And the mome raths outgrabe

" Beware the Jabberwock, my son!
The jaws thatbite, the claws that catch!
Beware the Jubjub bird, and shun
Thefrumious Bandersnatch!”

He took his wqml sword inhand.:

Long time themanxome foe he sought-
So rested he by the Tumtum tree,

And stood awhile in thmght

And asin uffish t}w»ght he stood,
The Jabberwock, witheyes of flame,
contd.

LESSON 33: USING ROMAN CAPITALS with the Calligraphic Mode, Use Guide Sheet 4 and copy pages 70 and 71.
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Came whiffling through the tulgey wood,
And b% dasz’tgzme.’ [ﬂﬂ

O, two! One, two! And through and through
Thevorpal blade went snicker-snack!

He leftit dead, andwith its head
Hewent galumphing back

“And hast thou slain the Jabberwock?
Come toms arms, my beamish boy!
O frabjous day! Callooh! Callay /7
He chortled in /zis’joy.

“Twas brillig, and the slithy toves
Did gyre and qufmble in the wabe;
Allmimsywere the borogoves,

Andthemome raths ougmbe
Lewis Carmll



Keeping at it 13. Giving Up

To give up a project becawse it looks as th«mgh youwill
never succeed vn MW;% the goal i3 follﬂ, because it is
smpossible for you to kmow how close to the goul you are until
you have actwally completed the work . It might be the very
next instant when all the work you have put imto the profect
will .mdden@ come it freus and ﬂwcqml will bewon! Or,
with anew point gained m youwr wnderstanding of the work,
youwill suddenly find all mnmm’hg totl much easier.

Onee I climbed a mountninin the High Sierras of
Califonia, whose side was terraced by natwre in gigantic
PLMW Upmrmch/ng a plateau after each grwelling climb,
ot appemred that the next onevivuld be the top. This continued
onandon. 1 could have given up at any stage, not knowing
how close I was to the top. Persevering, 1 finally reached the
sumomit and was rewarded by a grand view of lakes and plains,
shared only by my companion and a wordchuck. The rewnrd
was well worth the persistencein re_fwtr}’ng all emptutions o
gwe up. Fred Eager

LESSON 34: USING ROMAN CAPITALS with the Cursive Mode. Use Guide Sheet 5 to copy this page.
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Prg/’ect
DoOuBLES AND VARIATION

LESSON 35: New variations which will work in both Cur-
siveand Calligraphic Modes canbe used for either slow
or fast writing, except the variations of b and d, which
are used only for speed.

The "tick" serifs shown below would tend to slow
the hand, so certainly would not be used for top speed.
However, it cannot be denied that they are really help-

VIII
s FOR BoTH MoDES

ful in ""dressing up' a hand, and so they could be used
in some compromise between the slowest and fastest
handwriting.

TRACE and COPY the material which presents the
new variations, give them extra practice on your own
paper, using Guide Sheets 3 and 5, then copy page 74
in both modes, using these variations.

E

~~-Short, or taller ;-

 Keep verticals straight until the horizontal push at bottom

£ - Paliad adlad

; »,

. . >
O G S G g Y g
4

e

JJ J

e

¥

@

e

The first 2/3 of the tail of and is

straight. The descender curves for its length

and ends in a hBTrizontal. NOT Q4 Z€ Don't touch!

and ') are for speed only. This form of d used by

some Italic writers at the end of words in fast writ-

ing is not truly Italic, but an Uncial form from the 4th

to 8th centuries. DO NOT use it after ascender letters,

7

i7

4 4
/

G 7

For variety

LAY

— Notice where the

—doubles touch.

an

~1

&

Z

|

Tasteful use of €t and St , not more than two or three on a page, will add a little spice

P

fw“

%@%M . P
Never allow the descenders of one line to tangle with t

<

he ascenders of the next line. Use special care 73

with flourishes. It will help, when flourishing, to space your lines of writing farther apart.



The Arrow and the S ong

1 shotan armow intothe air,
It fellto earth, T knewnotwhere;

For, soswiftly it flew, the 5?1

t
Could notfollow itin z’i‘sf Lght*.

I broathed a song intothe air

It fell to earth, 1 knewnotwhere;
Forwho has 5@%50 keen ami.ft’rmg
Thatitcan foflow the flzghteﬁong?

Long, longa ard | inan oak

I found the% Skl unbroke;

And the song;, from laegthmhg toend,
I faun&l agfzm inthe hmrtcfa ﬁz’énd

Henry Wadsworth Longfellow

LESSON 36: Copy this page in each mode, using the new variations.
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Png[ect IX

BuiLDING SPEED

To lend variety to your practice and to alternate be-
tween the rather formal, necessarily slow, careful
and unjoined Calligraphic Mode and the freer, faster
and joined Cursive Mode, this is a good time to begin
exercises toward the development of speed.

LESSON 37: SPEED, FREEDOM AND CONTROL

The following exercises should be practiced three to

five times a week and added to the Weekly Minimum

Practice outlined on page 65. This practice can be

done on a pad of paper you carry around in your pocket

or purse for doodling in idle moments. ln any case,
find five-minute segments regularly for this practice.

1. TIME YOURSELF: Todetermine your present neat-
writing speed, choose an alphabet sentence on page
76. Write it neatly as many times as you can in two
minutes. Multiply the number of letters in each sen-
tence by the number of times you wrote the complete
sentence; then add the number of letters inyour in-
complete sentence and divide the total by two. That
gives you your present speed in Letters-per-Minute
(L.P.M.).

2. DAILY WARM-UP: Now start increasing the speed
on each line of your warm-up. Gradually build
rhythm and automatic muscular response into your
hand. Start each line very slowly and add speed as
you cross the line. Don't go so fast that your m, n,
and h become spikey and branch too low. You should
gradually work into writing freely and efficiently.

3. SINGLE LETTERS: Choose a letter of the alphabet,
especially one that you notice seems to break down
with speed. Writea full line of the letter, gradually
increasing speed as you cross the page. Don't go
too fast, but find the rhythm of each letter.

4, WORDS: Choose one word from page 45. Write it
slowly, then gradually faster and faster. You might
time yourself for 1. p.m. on this one word.

5. SENTENCES: Write a sentence or saying from pages
44, 54, 76, or 82; slowly at first, then again, slight-
ly faster, and so on, about four or five times.

6. CHECK YOUR PROGRESS: Repeat No. 1 to see how
your speed has increased. If you write 25 l.p.m.
now, and can increase your speed by just 5 1.p.m.
every week, in 15 weeks you will write 100 1. p. m.

WARNING: Never write so fast that the arches of m, n
and h become spikey and branch low. Remember that
we read only the top portion of letters in our rapid

reading, and the eyes require unambiguous m's, n's,

i's and u's in order to call our writing easily readable.

If your rapid writing practice is too fastand is too dif-

ficult to read, then you are wasting time and are UN-

practicing, tearing down when you could be building.

SLOW DOWN!!

SPEED PRACTICE means, first, gradually building
speed while keeping elliptical arches and branching

fastest speed at which you can maintain these read-
able conditions. This kind of practice will keep your
writing readable and help you mature a beautiful, rap-
id, personal handwriting.

You can never expect your rapid handwriting to be
completely satisfying. The hand, even when properly
trained, will tend to take short-cuts, and these result
in deviations from the model. The eye, on the other
hand, wants to behold beauty and perfection, and if it
has its way will discipline or control the hand until it
is satisfied. Thus rapid writing always involves a com-
promise.

You will find that Italic is less apt to collapse with
speed than is the commercial cursive with its loops.
The edged pen exerts control over the hand which helps
the writing to retain legibility at faster speeds than it
would, for example, with a ball point or pencil.

FREEDOM AND CONTROL

Alfred Fairbank, the father of modern Italic Handwrit-
ing, writes:

""Control does not imply the writing of a laboured
hand that smacks of drawing and excessive precision
but rather the attitude of mind that shows determina-
tion to write clearly and with grace as well as pace.
There are those who prefer so much freedom that leg-
ibility is inevitably reduced. They argue that expres-
sion of personality has value even when it involves
some lack of clarity. Against this plea for expression
before function is the more logical one that personal-
ity cannot fail to bc expressed in good writing as well
as in bad if less obtrusively.

"Every mature writer reconciles his freedom and
control and decides, if self-consciously, on eachocca-
sion, as pentouches paper, how muchdiscipline is to be
coupled with how much freedom. Morediscipline, per-
haps, in addressing an envelope, less in the drafting of
a letternot to be seen by a second person. The child at
a junior school will use muchdiscipline, The adolescent
will write with as much speed as he can muster when
taking notes and sooften in the scramble he must sac-
rifice clarity and grace. At this stage, periods of care-
ful practice can offset the effects of urgency and dash,
and they may be used for the making of manuscript
books, with or without decoration and illustration.

"In the Italic hand there is the possibility of writing
slowly and with great precision in letter formation to
gain a most excellent set script or of writing quickly
with rhythmical fluency and free grace."

From page 25 0f A HANDWRITING MANUAL, Faber
and Faber 1932, 1961, 1966.

WARNING: In writing for speed, DO NOT use push serifs

on ascenders which were taught on page 73 because
they wreck a rapid hand and tend to become habitual;
but you MAY join to ascending strokes with speed, and
shorten them somewhat:
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Alphabet Sentences

1. A qm’c/c brown fgc Ju’nyﬁ over the lazy dog (33 lettors)
2. Pz’c/cmg justszﬁc %nw:, 1eW fmn hand Lproves 5tro;%qlmtlaz .
P ) ) P o s
3. William said tﬁategdmg a]oouthzsjacket;wm i
Quite ﬂood condition except for the zz]yfaen (80)
4. For civilization, Mdmfvtthou(ghgwtmmbe qmﬂdy
replmd by Walfs of freedom. (69)
5. The vixenjumped quickly on her foe, barking with zeal. (43
6. As we exp/ored the gu/fin Zanzibar, we qm’c/(/y
moved closer o the jutting rocks. (¢o

7. Joe was pleased with our giftof Qua/d, mink, zebra, and clever oryx. (53)
8.Tmlhhgbenea/tkthe azure 5@ n owfo[@ oX - cart, we oftz’n/

hit bumps quite hard.. (¢8)
9. /flﬁ?do ﬂwt*mmt’bn”rﬁ very excitiig news to the plaza 7m2/¢@,{5'3)
10. If | g yyou cloth with guartz beads : owyx, fasper, amethyst,

heep it (54)
1. Anxiows AL warved back his pa from thez»quwwnyfmtzf@/m'd.(y)
12. Venerahle will ;rla:qd  jazz sax 't 3 o'clork z/;ttkemamfry

befw he quit. (60)
13. Back home aﬂ?rjivz}y s0, he ex pured with 7:%221/2:2&@. (46)
4. Adjusting quiver and bow, Zompyc hilled the fox . (3 9)
15, A ﬁp(y, 7:«2/&, clever cat vn Switzerland was kﬂ'by ﬂ/é/nfy

sports féb with lm/mfy seats and a (71-wmfy driver. (85)

The above sentences are useful for alphabet practice two modes with the Cursive Mode in a variety of speeds.
and speed practice. They also illustrate the use of the
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Proj ect X

SimrLE FLOURISHED CAPITALS

LESSON 38: These capitals, like others you are learn-
ing, are based on the simple block capitals, The pen
angle remains fairly constant, near 45°. ’R‘We)’
particularly show how these flourished letter forms-are
less formal or rigid than the Roman Capitals. Most of

these letters are written with fewer strokes so they
2 2 g

arevery useful ineveryday writing. TRACE and COPY
one letter, then practice it on separate paper. This
will give you more practice on each letter, and save
several models of each letter for future review and
practice. Now use Guide Sheet 6 and copy the names

on your paper.
Zi o4

£ £ > # g b ey g g @ S P
) )
L . ”
2 & gy ?
o . £ . ¢ ¢ 2 i s -
i ). 1 T g
— . ol Py i
T el s - i [ e’ wf oy o’ e
|4 UL g y B § - - s w«« 3 - s - / P . i -
b o d
4 P .
N A @
o o e e A A L p
2 Y
k4 A gy
a 5 Ve W . e i o 4 4 £
i v 7
- . . f
. 5 s 5 £ ; J - , g e s -
1 Ay ) i S =
g i o S »
A .
P ;ﬁw/" - o H P - - & 5 ; - e nd &2
Py
t H ";f }
& £ 5 74 £ F} y & Aud® " A T / & s & ¢ - P
i 74 L A‘g y
i a4 o @’
) o) 5 g % o . L
B < %@:& o ¢
” b B & N f e
%~ g% N
/ § ; AL (Y 4 £
R d PR v’ B 4

Don't let any letters which follow capitals touch

L ' v p
or collide with them‘Ed Re Ca Kl

Keep the size of your capitals between the x-height and ascender height of your minuscules

F

_— N ol - —
¥ A I - -
! . 4
Feeaey N o £ £ £ { - _ % R e & ]
| / | 2

N’ S— - S—

In the Cursive Mode are you letting the rhythm of the joins at 45° set the spacing ?
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The Lovd is smy §§zgg§z§?z§ ;3?' [ notwant.

Hem ﬁg ﬁzwg %@55?

Here %75???” 5

LESSON 39: USING FLOURISHES. Copy page 78 in the
Calligraphic Mode, using the flourishes and variations
taught on pages 73 and 77. Use Guide Sheet 3 or 4.
Copy page 79 in the Cursive Mode with Guide Sheet 6.
Notice that the paragraphs on page 79 are marked by
"setting out" in the margin instead of by indenting.

78

This way of beginning paragraphs went out of practice
as a matter of convenience to printers when movable
type was invented. In modern calligraphic (beautiful
writing) work, setting-out paragraphs is again gain-
ing vogue and gives the page a nice appearance.



?iw%%? Wan z@%d
i%fgéﬁ other. The bott

of our anchor sent

a f’ggw‘?ﬁg gﬁf a mile
e side and. gg{gﬁ@f’%ﬁ gﬁg@?
WHRs ffé@f%@ Sa %ﬁg
clouds $§ bivds whee
but in less than a mu
and all was o

round at a distance in ﬁwwf“’"ﬁf ant @%»5 %5%
here, me there. Two little vivers, or mﬁ%? fur
@?@?‘ﬁé out into this ?ﬁ?%g/ as gm@ U

ér
t f% g%ggggég

VIGTLLA gm &%ﬁg{?& é %ﬁﬁ»@,}g g‘“gg £ s 5@ 4 gﬁ %ﬁ? )

yeaswure Island’

Are you comfortable writing capitals ? Do they look stable ? If not, don't despair. Security
on capitals is last to develop. Patiently give them regular extra practice.
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Pnject X1

FLouRIsHES FOR THE CALLIGRAPHIC MoDE ONLY

LESSON 40: Italic writers often enjoy using these push-
stroke flourishes on ascenders which may help legibil-
ity in a slowly written page. Those who use them in
rapid handwriting find that they degenerate into ragged
verticals ( ) which play havoc with the
appearance of a page. When the slant is even, a page
has a wonderful, neat appearance.

Here are three rules:

1. Use the push-stroke flourishes on the ascenders

ONLY in slow, careful writing.

2. DON'T use them so much that they become a habit
in your fast writing. It is a hard-to-break habit and
ruins a rapid hand.

3. DON'T OVERFLOURISH, it's bad taste!

TRACE and COPY this page, then copy page 81 in the

Calligraphic Mode, using these flourishes and Guide

Sheet 4.

The push stroke must be horizontal as in the beginning of ﬁff

|
/i / g
-> 4 L e - o - P ﬁ” P P o
4 i ¢ e / ;
aw o e -~
e / i/ ﬁ
- £ -
UITTUAC ' [4 A
7 y
e
{ iilidh
4 ; y
iRy ]
J O
v I /
P B
p -
- .
i ' < / ‘
}J;f’
A , -
) 1 /
|
I
re § Y
& | f S / g
4
w
§ ‘fg i "&(' ég ’
; ; / ; 4
%
gf' / ’ J ! g 1)
g
P - e
v f'; «"’ft‘”
I ]
AT L / /i LA
' s

80 Are you including varied speed practice in your daily routine ? GS3



OPPORTUNITY

This 1 beheld, or dreamed it ina dream :
There .gyreac{a cloud g%utﬂﬁngtﬁgy&zz’i@
And underneath the doud, orin it raged
A furious battle, and men yelled, anc{{wmf
Shacked wpon swords and shields. A princes banner
Wavered, then staggered backward, hemmed by foes.
A craven hung along the battle’s edge,

And thought, “Had 1 a.sword of keener Steel —
That blue blade that the king’ son bears, - but this
Blunt thing—!" he snapt and flung it from his hand,
And léwgng crgyti’:fy m{ @ft%:ﬁejjge&[

Then came the kings son, wounded, sore bestead,
And weaponless, and saw the broken.sword,
Hilt-buned inthe c{ry and trodden sand,

And ranand snatched it, andwithbattle- shout
Lifted afresh he hewed his enemy down,

And. mvea[%mtmm that heric d;zﬂ.

Edward Rowland sl

LESSON 41: Copy page 81 inthe Calligraphic Mode with the sages inthe Calligraphic Mode and half in the Cursive.

: Co
new flourishes. Then copy page 82 with half of the pas-



doing so until the e

is said against me wont
&

me out w

r‘%@%éﬁg nod

%

LESSON 42: Find a poem and a prose passage you like.

serif flourishes on ascenders, and the prose passage
Write the poem in the Calligraphic Mode with push

in the Cursive Mode with simple tick flourishes.
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Whats Nextﬁf)/ou ?

A SUMMARY OF REMAINING LESSONS

By now you have built a good foundation in Italic Hand- *LESSON 46: LETTER WRITING

writing. If you keep right on building your hand with
what you have learned thus far, you will have a fine
handwriting. But for the utmost in pleasure and under-
standing, you will be interested in the following sub-
jects.

It has been important for your progress that you
follow the book this far in consecutive order, page by
page. At this point, however, you may select any order
for studying the following subjects. For this reason
they are listed here with the page numbers, and are
briefly summarized so that you may quickly refer to
the subject in which you are most interested.

In cases where the instruction is brief, the full les-
son is included below. These are marked by an *,

A number of these items have previously been pub-
lished in issues of Italimuse Italic News. They are in-
cluded here because they are so important and useful
to students.

While you work with these subjects, it is essential
that you continue with the Daily Weekly Routine as out-
lined on page 65.

Project XII: Developing Your Personal Style, or Deci-
sions! Decisions!: Which choices should be made con-
sciously and which should be left for natural develop~
ment. How to prepare to teach Italic. How to learn.

Page 85

LESSON 43: FANCY FLOURISHED CAPITALS 86

LESSON 44: Copying The Prologue by Chaucer 88
Spring by Thoreau
*LESSON 45: FINE PEN AND SMALLER WRITING

Most of the instruction in this book has been on broad
and medium pens with reasonably large writing. The
purpose of this is to train the eye and hand to recog-
nize and use the correct forms. But as you use Italic
writing every day, you may find that a finer pen and
smaller writing will suit your hand better, and allow
you more speed. This lesson gives you the opportun-
ity to experiment with finer pens.

Some people find that the medium or broad pen is
necessary to maintain control in their writing, while
others are very successful in using finer pens. Look at
samples of writing on pages 96 to 100.

USE THE FINE PEN for your daily warm-up and
other weekly assignments (except while working on
the Flourished Capital pages).

COPY page 90 with Guide Sheet 6 inthe Calligraph-
ic Mode and page 91 with Guide Sheet 8 inthe Cursive
Mode.
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Read page 92.

WRITE TWO LETTERS: 1. A newsy letter: adescrip-
tion, for example, of what you have been doing. 2. An
opinion letter including reasons backing up what you
say supporting or criticizing some action. Alsoaddress
two envelopes. Study these sample arrangements:

il
ll

‘ M

Lm

P Mt

LESSON 47: MORE ON CAPITALS 93
Other uses for capitals to add punch to your writing
1. Letter spacing of capitals
2. Small caps for emphasis
3. Combining Flourished capitals ?

LESSON 48: PEN SCALE AND WIDTH OF LETTERS 93
A variety of sizes and weights for your choice.

LESSON 49: COMPROMISES 95
Possible compromises between the Calligraphic and
cursive Modes illustrated.

EXAMPLES OF HANDWRITING of Children & Adults 96

*LESSON 50: SIGNATURES
Experiment with your signature. Choose capitals which
you like and whichare easyto write quickly. They may
be capitals you don't use in your regular rapid writing.
WARNING! A new signature should be registered with
your bank before it is used on checks.

LESSON 51: MAKING GUIDE SHEETS 103
If you want to make yourselfa guide sheet with spacing
different from the Guide Sheets included in this book,
this lesson will be of interest to you.

LESSON 52: DISPENSING WITH GUIDE LINES
Now learn how to get along without them!

LESSON 53: THE FIELD OF CALLIGRAPHY & YOU 103
If you have enjoyed working in this book and would like
to work more deeply in the field of calligraphy and the
historic alphabets, this is for you.

MORE ON MATERIALS FOR ITALIC HANDWRITING

103

A Calligraphy Student's Library 104
Inks 104
Papers 104
Pens 106
NOTES ON PEN GRINDING by George Miller 105
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DEVELOPING YOUR PERSONAL STYLE - oOR-DEecisions! Decisions!

The remaining lessons containa set of fancy flourished
capitals which you will enjoy learning, and two passag-
es in which to apply those capitals.

The balance of the lessons are concerned with pre-
senting a number of choices which you may conscious-
ly make in developing a personal hand.

Other decisions should properly be unconsciously
made, left to your hand and its muscles and to the
stamp of your character on your handwriting. If you
should make these ''natural' decisions consciously your
handwriting will be affected, a pose, a caricature of
you, forced by will instead of matured by nature.

Whenthe model is sound, deliberate, pre-meditated
changes will spoil some of the soundness. Think of
walking—a simple enough activity. Did you ever try
to develop your own style of walking—so you'd be dif-
ferent ? Of coursenot, yet often you cantell your friends
apart by how they walk and move. Their individuality
shows through their movements which may all be nor-
mal, but because people are different they do things
differently—UNCONSCIOUSLY. If you try to do some-
thing differently ON PURPOSE it becomes stylized,
unnatural.

The same holds true for handwriting. There are
four classes of deviation: 1. A deviation from the model
due to lack of understanding of the model—resulting
from poor study of and attention to the model, or poor
teaching, or carelessness. 2. A stylized, purposeful
deviation by personal choice, which shows lack of un-
derstanding of and respect for the model. 3. A devi-
ation due to lack of proper tools and materials. 4. A
natural variation which evolves whenthe model is well-
learned and a student begins to speed up and write less
self-consciously.

Now how does rapid handwriting with individuality
develop from Italic Models ? Think of how freedom
and individuality develop in any craft or art, be it cook-
ing, piano, golf, chess, or whatever. In each, the stu-
dent finds ateacher whom he respects, or a book which
promises intelligent self-instruction, and assiduously
follows the models to learn the techniques of the craft.
When that model is mastered, the student may seek
another model (teacher or book). When he sees the con-
sistency in the fundamental principles or movements
of a number of excellent models, he may choose from
these the elements he likes best for his own ideal mod-
el, Then as hegrows increasingly in understanding and
oneness with that ideal, he canact in accord with it with

daresay we are always conscious of the alphabet, but
particular attention to it is subdued in our larger focus
on its use in what we are saying.

As speed and skill are achieved in the technique,
our own particular and specific individuality makes its
stamp on what wedo inthe art. . WITHOUT CONSCIOUS
EFFORT.

In other words, your conscious deviations from the
models taught in this book should be limited to those
presented in the following lessons, or else should be
based on scholarly study of many fine models which
you emulate.

Below is a list of sources for such models.

I believe that in order to stay young in spirit one
must always be learning some skill or craft because
it keeps him humble and supple. I have seen older in-
dividuals who have not learned anything new for a long
time, find great delight of accomplishment as they ap-
ply patient perseverance to the study of Italic models.

But three dangers often face the student: Discour-
agement. '"This model is too perfect, I'll never be able
to master it"'; Overconfidence: '"What I am doing looks
so much better than what I used to do''; Impatience:
"Let's see how fast I can go,'" when he's still in the
first steps.

The greatest dangers for you at this stage are satis-
faction because your writing is so much better than
it was, and praise from others for the same reason.
At this point you are liable to stagnate unless you can
keep your perspective, study a number of fine Italic
models, and develop your taste and discrimination.

This is especially a danger if you are planning to
teach others, or even interest others in Italic Hand-
writing. Because until you have a broader understand-
ing of it than that which is presented in this book, you
can't be sure that you understand all of what Italic
Handwriting really is. This is even more true if you
make some arbitrary deviations beyond those conscious
choices presented here.

But DON'T WORRY! There are plenty of legitimate
choices for you to make!

The last pages of this book will show you some of
the many individual styles which Italic writers have
developed. As you gain freedom and speed you will en-
joy comparing your writing with that of others. But re-
member, don't consciously trytodevelop an individual
style, just let it happen.

less and less self-consciousness—being able todevote SOURCES FOR ITALIC MODELS

the focus of his mind tothe broader aspects of the craft
rather than to all of the minute details. He becomes
less technique-conscious. Perhaps he assimilates all
of the aspects of technique into consciousness and gains
sucha dominion over them that he can be conscious of
them all the time, but in their relation to each other
and to the whole. As an example, think of the alphabet
which we use in speaking and writing all the time. I

For a more thorough understanding of Italic Handwrit-
ing, you should work with several of the following
books, and Fairbank's Manual should be one of them.
Fairbank, Alfred: A Handwriting Manual

Reynolds, Lloyd: Italic Calligraphy and Handwriting
Benson, John H.: The First Writing Book—Arrighi's

Operina
Aaron, W.M.: Italic Handwriting—A Concise Guide
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Pcmcy Flourished Cc}pt/mls

LESSON 43: FANCY FLOURISHED CAPITALS

Trace and copy pages 86 and 87 and use a separate
sheet of paper with Guide Sheet 3. Work with ONE form
of ONE letter until you can write it easily. Then anoth-
er form of the same letter. Work a great deal on ALL
of the flourishes for one letter for at least one week. Af-
ter mastering ALL forms, choosethe ones you like best
for your regular writing, and give them extra practice.

When writing’B and”D a greatdeal, as inasig-
nature, you might enjoy learning them in one stroke:

’/\b) ’B{ ? . The best way to learn this is to write a

good D or B in two strokes, or use a model on this page

and trace it with one stroke until you learn the feel.
For flourishes to look strong you must write them

quickly. Begin slowly, then practice with more speed.
Remember to maintain the basic shapes of the let-

ters! NOT: RMTNAD . Keepstraight

strokes straight and curved strokes curved! Flourish-
es are extensions into space of essential elements of
letters. They should not bend abruptly near the basic
shape or they weaken that shape:”’B R« P ,

The overhead flourishes should enter the_basic
shapes_at a horizontal or at a downward slope:”B, or
“BP T "Never “R-B 7P T

You can't do much flourishing with I or J without
confusing them with other letters.

Remember to be judicious and tasteful in your use
of these letters. Don't use TOO MANY flambuoyant
ones all on the same page or you will turn attention
from the written word which is, after all, the main
reason for writing in the first place.
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LESSON 44: Copy page 88 on Guide Sheet 4 in the Calli- sive Mode. Use the new flourished capitals.
graphic Mode and page 89 on Guide Sheet 6 inthe Cur-

%
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Tﬁe?ro[ogue from “The Cantwﬁmy?k&:r”

Whan tﬁatﬂjm’lﬁ with his shoures sote

The cﬁ"ogﬁte of March hath jaercez[ totherte,
And bathed every veyne in swich licour,

Of whichvertw engendred is the flour;

Whan ?ﬁz}w eck with his swete breeth

Inspire hathin every holt and heeth

The tondre croppes, and the yonge sonne
Hath in the Ram his halfe cowrs y-ronne,
And smale fowles maken melodye,

That slepenal thenight withopenyé,

(So j:rz’ﬁetﬁ hemnature z%/z'z’rwméms) :

Than &mgm fo[ﬁ to goon mﬁn@nﬁag&s
([And palmers for to seken straunge strondes)
To ferne habwes, couthe insondry londs,

And sjmizl[ , fromevery shires ende

of Engelond, to Canterﬁuy they wende,

The hol) 15ﬁiffu[ martiy for to seke,

That hem hath holpen, whan that they were scke.

96%9/ Chawcer c. 1340 - 1400
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The ﬁ?:t'spamrw af spring ! The 2 yenr btiqt’mu/rg with younger
hope than ever! The fa/ﬁwsz’hfery warblings heard over
the partially bare and moist fields from the bluebind,
the song sparrow, and the red-wing, as if the last flakes
of winter tinkled as tfuy fell! What at such a times
are histories, chromologies, traditions, and all written
revelations 7 The brovoks 517;% carols and glees tvthespn’ig.

The marsh hawk, sailing low over the meadow, is al -

ready secking the fist slivw k’ﬁ that awakes. The
stnking sownd of Wbtz/rg snow i3 heard vn all dells,
and the ice dissoves apace in the ponds. ‘Thecqmﬁ ﬂrmw.f
up onthe hillsides lcke a spring fire, ~“et primitus oritur
herba imbribus pn’iowr{bw evocatn, — as if the sun
sent forth an inwand heat to greet the returning sun;
notyellow but green 13 the color of its flame; the symlvol
of perpetual youth, the grssbhlade, like along green
ribbon, streams from the sod intv the summer,
checked indeed by the [Wst} but anon ;:mrkp’i% maﬁm :
l(ftz/rg 43 spearof Laat:yewrk hay with the freshlife below.
1t i3 abmost identical with that, for in the growing
days of June, when the rills are dry, the grass-blades
are their channels, and from year to year the herds drink
at this perennial green stream, and the mower dyaws from
it bettmes t‘fm’r‘m’mr.fw@. «J{mrbm’d’l'harem

Try writing letters and words with your eyes closed. You will be surprised to see how well your hand
is learning the sensation of the various letter formations. Give deformed letters extra practice. 89



’gyecroﬁaats

Up g[zmce up skyscrqper
Soars thebody in eyecrobatics
To abump slide down a bell-tower,
Smooth slide down acurve of concrete
“Butter-cream,
A roll downaroof of slate,
Climb up tiled roofs,
Human~fly up brick,
Cat-leap to chimney-pots.
Cartwheels alomg a sky terace,
A slithering down window-glas,
Shoot the chute down chrome,
Trapeze-swingledge toledge,
Flagpole sitter steeple-jack,
“Balancing atop the building blocks,
T gﬁ t-rope wa[ﬁz&z(g the eaves,
Scaffolds a Jungle-gym,
Aerialist of the upward glance,
Scaler of glass mountains,
Al in eyecrobatics
Of the city towers

Emilie 5@}2/
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Columbus

Behind him lay the gray Azoves,
Behind the Gates of Hervules ;
“Before him not the ghost of shores,
“Before him only shoreless seas.
The govd mate said : “Now must we pray,
Forlo! the very stnrs aregone.
“Brave Admrl, speak ; what shall 1 say?”
“Why, say,"Sail on! sail on! and on!”

They sailed. They sailed. Then spake themate:
“This mad sea shows his teeth tonight.
He curls his Lip, helies in wait,
With lifted teeth, as f o bite!
Brave Adml, say but one govdword :
What shall we do when hope is gme?”
The words leapt up like aleaying:wvrd:

“Sail on! sail om! sadon! and on!”

Thenpale andworn, he kopt his deck,
And peered Wﬁ darkness. Ah, that night
of alldark m’gh«hf And then a speck ~
A light! Alght! A light! A light!
It grew, a starlit flag unfurled !
It grew to be Time's burst of dawn.
J{egwﬁmeﬂl awvrld; hegave that world
Its grandest lesson: “On! sailon!”

Jm%n Miller
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Write a Letter

James T. Mangan

It's only a few steps to the nearest mail box—write a
letter! Take a little chunk of your heart and spread it
over some paper: it goes, oh, such a long way!

Write a letter to your mother or father, to your
sister, brother, sweetheart, loved ones. Are theydear
to you? Prove it witha letter! Are they far from you ?
Bring them near to you with a letter! Write a letter
and give them the same thrill you had when you last
received that same kind of letter. Think of the joy of
opening the mailbox and drawing out a warm envelope
enriched with old familiar handwriting! A personal let-
ter—it's good to GET ONE. So SEND ONE—write a
letter!

Write a letter to the aged relative who hasn't many
days to live, the friend of your father, the friend of
your family, the one surviving link between your own
present and past. Don't wait for that dear old soul to
die till you act. Act now with a message of love to
cheer those last fewdays on earth. Sit downand START
WRITING!

Write a letter to the author whose story gave you
that delightful half hour last night. Write a letter to
the cartoonist whose serial strip you avidly devoured
this morning; to the teacher who inspired you twenty
years ago; to the doctor who saved your baby's life;
to your old employerto show him there was something
more between you than a pay check. Be a human be-
ing—write a letter!

There's a man in public life you admire, believe in,
raveabout. Write him a letter of praise, of encourage-
ment. To be "with him in spirit" is not enough—show
him your spirit with a letter. We can't all be pioneers,
crusaders, presidents—BUT we can help those brave
men stay on the track and push through to a grand and
glorious success if all we ever say is ""Attaboy!' Write
an "Attaboy" letter!

Write a letter and—give. Give praise, encourage-
ment, interest, consideration, gratitude. You don't
HAVE to give these things; but the real letter is THE
ONE YOU DON'T HAVE TO WRITE!

The sweetest, gentlest, and most useful of all the
arts—Iletter writing. Great, grand characters like
Washington, Franklin, Lincoln and the greatest men
of all nations, have been regular letter writers. Write
a letter! Write it with pen, pencil, or typewriter. Use
any kind of paper, any kind of spelling or grammar.
It doesn't matter how you say it, and it doesn't even
matter what you say; its beauty, its GOLD lie in the
pure fact that it's a LETTER! Eachmistake is another
hand-clasp; every blot is a tear of joy.
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Do you see a job? Do you smell an order ? Is your
mind on business ? Write a letter. Then write another
letter. No business, no individual built on the "write-
a-letter'" rule ever failed. Because you simply can't
fail if you write a letter. Try it, you'll like it. Great
joy and many surprises are in store for you. You'll
get letters back. You'll get help from unexpected sourc-
es. All that you give in your letters will be returned
to you a thousand-fold. For a letter is a five-cent in-
vestment in bountiful good fortune.

Write a letter! Whether you say: ''Attaboy!",
"Thanks!", "I love you!", always remember:

A LETTER NEEDS NO EXCUSE!

Mr. Mangan's '""Write a Letter" was used by the
United States Government to promote the use of the
mails back in the days of five-cent first class rates—
and is considered one of the four best advertisements
ever written.

From a letter to a student: On Letter Writing:

November 15, 19

Dear Jim,

The weather's been fine. We're going swimming tomorrow. I heard
thatall theducks in Alaska are freezing to death! My aunt is enjoying
the sun in Texas. Did you hear about the latest rocket flight to Mars ?
My stars, it's hot now, there ought to be a law! What do you think of
the new law passed to make safety belts in baby carriages mandatory ?

You see, jumping from topic to topic all in the same paragraph
makes the reader feel funny. If you can stay inside the same general.
subject for several sentences and make a paragraph of it, you will be
writing in a manner that appeals to anyone, and you make it easy for
anyone to follow.

Try to answer all the questions in a letter you receive the best you
can, and see if you can ask a question (not a silly one) that will cause
the person you write to want to answer you. Try to comment on other
things he says in his letter as if you were talking with him and he had
just said them. Show that you are interested in him by the way you
talk to him in your writing.

Don't give adviceto someone or argue with him until you know him
quite well, and when you do, try to be diplomatic, saying it nicely,
or leaving a loophole through which he can escape, or you can admit
that you MIGHT be wrong. It's funny, but people hate to be insulted
or criticized! Because, I suppose, everyone seems to think quite
highly of himself, probably because he is the only one he really knows
so well. Then to offset this serious part of your letter (argument or
advice), have enough chatty, newsy, friendly writing, so he doesn't
think you might be picking on him.

What would your pen-pal like to hear about ? What have you been
doing, or reading, or thinking? Describe something: farm, home,
school, town, vacation, city, store, pets, herds, lakes, weather,
friends; or anything you are really interested in: write on that with
enthusiasm and you are sending a little of yourself in the letter. This
kind of writing makes letters important and very enjoyable for both
writers.

Sincerely yours,

el ager



LESSON 47: MORE ON CAPITALS
Always give capitals and numerals plenty of room.
Don't crowd them. In fact, they look very well and sort
of special when "letter-spaced,' i.e. given additional
space between the letters of a word:

THIS SHOULD NEVER BE DONE
WITH MINUSCULES (smallletters

Simple block capitals may be used the same sizeas
minuscules for emphasis, instead of underlining words,
as in the above all-cap line and in the headings in this
GUIDE.

In rapid writing the simple block capitals or simple
flourished capitals or even some of the simpler of the
fancy flourished capitals on page 86 may be used. But
usually the fancy flourished capitals should be used as
sparingly as the spices in foo

The use of 5 LW‘]{;'S;[E% @’ﬁﬂ'ﬂ&

for entire words is bad, as you can see. Only block or
Roman capitals should be used in this way.

The change to flatter pen angle as youwrite capitals
may easily be done; just as the typist presses the cap
button for capitals, so you turn the pen slightly. The
resulting thicker verticals and thinner horizontals give
the capitals stability and elegance.

WORK ON THESE USES OF CAPITALS:

1. Letter spacing of Roman Capitals

2. Letter spacing of block capitals

3. Write aparagraphusing ""small caps' for emphasis
of several words where you might want to use un-
derlining. Use block capitals the same height as the
x-height of your minuscules.

4. Write a title line with Flourished Capitals on the
first letter of each word, Roman Capitals on the
other letters.

LESSON 48: PEN SCALE AND SPACING

Study the examples of different pen-scales and different
letter widths on the following pages and experiment
with some of them. Stick with one combination until
you become accustomed to it before going on to anoth-
er. Your choice of pen scale and width of letters will
affect the color of your page, possibly the control of
your pen and the readability of your writing.

If you like the Calligraphic Mode, and want a rapid
handwriting that is closer to that than to the Cursive
Mode, then you must be willing to sacrifice evenspac-
ing to some degree, and you must be careful that the
vertical strokes are not so dominant, with spikey

arches on the tops of m, n, h, b, p, or you will make
it difficult for the reader.

You will find that the smaller you write with a broad-
er pen, the more control youwill have. The larger you
write with a fine pen, the less control you will have.
Some people can control a fine pen in rapid writing
more easily than others. You must find exactly what
suits you best in this respect for your own personal
handwriting.

WRITE SEVERAL PAGES experimenting with the
different possibilities illustrated here. Find which one
suits you best.

Pen-scale is the size of writing you do with a given
size of pen, referring specificallyto the ratio between
the two. It is measured in terms of pen widths, which
are determined by the widest stroke possible with your
pen. For example, if your pen-scale is 4 pen widths,
or 4 p.w., that means that the x-height or body height
of your letters is as tall as four penwidths of your pen.

You measure pen widths by turning your pen so that

Pen Scale: 4-1/2 p.w. 4 p.w.
Pen Size

Broad

the edge is perpendicular to the line of writing, and
making short strokes which show the widest stroke of
your pen. Stack these wide strokes to determine your

pen scale: -. or P

Here is a demonstration of pen scale with various
sizes of pens and various pen widths.

NOT
DD

3-1/2 p.w. 3 p.w.

/abcde)fq /abcdefgh tabedefgh rabedefghi
wan 7 Abcdefghif +abedefghij < abedefghij  abedefghiklm
we 7 abedefghikl s abedefghifklm - abcdefghifklm 1 abedefghiklmno

Extra Fine §/3 mbcdeﬁ;hzjklm 4% /ubcdeﬁghzj’klm 4 +abedefghijklmn 31 - abcdefghgkbnm
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SPACING AND THE WIDTH OF LETTERS

The spacing and width of letters is measured by two
numbers which indicate a ratio of the width of the space
between strokes to the x-height of the letters. 1:2 in-
dicates that the distance between strokes is half the
distance of the height of the stroke. This distance is
measured from the left side of one stroke to the left
side of the next.

The author has divided the x-height into five parts
and has worked out all the width to height ratios with
this constant. Therefore in expressing the ratio of
1 : 2, the author states the ratio as 2-1/2 : 5. This is

the spacing set in this book for the Calligraphic Mode.

Arrighi, the author of the first printed handwriting
instruction book (1522), uses spacing frequently as
close as 2 : 5.

The examples of the Cursive Mode in this book are
about as squat (3 pen widths) and as wide (3.7 : 5) as
a modern handwriter will find practical. Any smaller
and the letters will fill in. Any wider and the hand will
have a difficult time making the movements.

Here is an illustration of various spacings at var-
ious pen scales.

Pen scale: 4-1/2 p.w. (pen widths)

2:5 Now s the tine forall good men to come to the aidof their couty.

2/4:5 Now s the time forall good men to come tothe aid = Calligraphic Mode
3:5 Now is the time fom[l ﬂood mento come to the aid of

3%:5 Now is the time forall good men to come to
37:5Now i the time for all good mento come

Pen scale: 4 p.w.

2:5 Now z}dwa?nefomll gzwd men to come tvdzeazdvf thefrwunuy.

24: 5 Now is the time for all (qoodmm to come to the aid of dzez/rwuntrf/.
3:5 Now is the tﬁnefvraﬂgovdmmto come to the aid of
3%:5 Now i3 the time fvr allﬂoodmm to covne to the
4:5s Now s the time fo'rallgavdnwn to conne to

2:5 N;w is the time forallgod men tvmwdwtilofduﬁmﬂ}/.

2% : 5 Now is the time forall good men tocome to the aid of thesr country

3:5 Now is the time for all good men to come to the aid of their country

34:5 Nowis the time for all good men to come to the add of their country

3.7:5 Now i3 thetv’mefwall(qavdmtv come to the aid = Cursive Mode
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LESSON 49: COMPROMISES
Study the examples of handwriting on the following pag-
es, analyze and classify them according to the groups
described below.
Now try working out some of these compromises
with your own handwriting. See if you can discover
what sort of balance in the elements might fit your

fxmtzples gf Conyfrmm’ses in Italic Hands

On the next few pages are shown some Italic hands
of today by children and adults with varying experience
from the young student to the master and professional
calligrapher.

These samples of writing used by individuals are
NOT models to be copied. When a student copies a
personal hand, he tends to exaggerate the elements
that are accidental departures from a model. This is
why a model must be cleansed of all personal idiosyn-
crasies and be carefully executed. Each writer should
have his OWN accidents and not copy those of another.

As a result of your study of Italic Handwriting in
thetwo modes, you will discover that the various hands
fit into one of the following groups:

1. Calligraphic Mode—unjoined. Here the writer de-
cides to sacrifice speed in favor of this most beauti-
ful and evenly spaced hand.

2. Calligraphic Mode—joined. Several different tricks
make it possible to do this and keep even spacing:

a. change the pen angle for the joins (steepen it).

b. force the joins to be steep and thicker. This re-

sults from the desire for close even spacing but a

determination not to change the pen angle because

needs best for a rapid hand. Try using 3-1/2 or 4 pen
widths with a variety of widths for spacing.

Copy pages 101 and 102 in various ways.

Of course, at the same time as you are working on
this lesson, you should continue developing your slow,
careful Italic in a balance of the elements presented
in Lesson 48.

it would mean slowing down.

3. Compromise—keeping Calligraphic Mode shapes,
but joining without changing the pen angle. In this hand
even spacing is sacrificed.

4. Compromise—involving more slant (20° to 300),
which also requires a flattening of the pen angle to
about 35° to keep the vertical strokes from becoming
too thin and scrawny. The pen scale can be the same
as in the Cursive Mode (3 p.w.), and still give the il-
lusion of tall letters as in the Calligraphic Mode.

5. Cursive Mode. Here the writing is at a smaller pen
scale and the spacing is opened up, making possible a
rapid, flowing hand with joins AND even spacing with-
out sacrifice of easy readability.

To judge the readability of any writing, run your
eyes quickly along the top of the lines of writing, and
see how much of the meaning you can pick up. You
will find that your eyes run more comfortably along
the tops of writing in group 5.

Two of the scribes are illustrated by more than one
letter because they write somewhat differently as mood
and time dictate.

Illustration of the various groups:

1 [alfzgrfzfrﬁztj\/twﬁ - the ultimate in Eeamy.

20 With L fovns ata steeper pen mgk the dbwf;fww/t% is kg«t

2b gfjmm L4 Jam/wﬂl upwe oan (qetclmeﬁmér% Wopa. We: v

3 Here thes]wm?ngfvlm t'/ufjm?m at 45° 9.4.

4 Extreme slant and wide spacing here.

S The cumive hand flows very cpenly efreely it even spacing.
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Before

Tweedledom an | waedledee @;%%1 47 %ﬂ“g ‘M:‘Zz)
Aareed +o huowe o batxcle, wb?ﬁwmam
g A0Hrrea '
For Tweed Loduom said TweodLedee o ooy ailire,
Had Spoi,\ﬁol, his rvice new rattle. After
D Mr:Eager,
Juse vhen f\,e«w down a o serous Chow, em"wu /mezi Writing because it has
omproved my writing. My writing used
AS \)l-Q,Ck\. s actox ba,rrely m very n”;:fxy.lv::gt iAZ{)enj b:;gtiﬁd,
It hasalso ¢ avedm,ylbematity.
Which grightened both the heroes so, [ hawe learned tobe patient and keep
m tr .
t e hetr guarrel - It 45 also ing the changesin
Hey th' forpgot t guar rel e megﬁ”’n m ; o
Lt”)Wi/SCO#roL wrz/tvngnow

KOJ»’OL NUP/\ACTL

Second Grader (Age 7)

The Wind
One bmny wi/vw(j/ Aa:/

I went outside bp[aﬁ
And the wind bhwmy sick anay

On that ’omzy, wimd«j d.aﬁ

On the next bmzj wvmi:’dwj
I went outside to ylay

Svncerely yours,
Susam Lorimer

Seventh Grader

Before

Quek bsorm (re | a
@M;km.dﬁdw7 ﬁﬁjﬁ
5%‘%&_{”@0& e a /Zﬂzw

After
The Arrow and the Song

1 shot an arrow snto the air,
Itﬁffoamﬁ,f fnew not where;

or, 50 swiftly o flow, the sy
And the wind almost blew meaway EMJM%famtf%ﬁ,
On that bmzy,wéndﬁ da/j ik s i e,

So now on a brezy,w
3 ﬁ* ywindyday

It fill to earth,, T knew not where;
For who ﬁus’Ufwwkanmu{ﬂmg

n’/t'go out and plaj That it can fllow the flight of somg?
Because I dowt want to be blown away ,
lﬂg,fﬂgaﬁtma(d,mmmk
On a bmz:j’ WW dvﬂ:’, Iwﬁcwrm,;fiﬂm&w&;
An.{tfu%,ﬁmigmmg kgtjd,
8&1 N Gmﬁ}tu Iwwmthﬁmgnﬁud.
Hmj Wadsworth bvafﬂow

Fourth Grader (Age 10)

96

Sandra Warren Twelfth Grader
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After

1497 you guys, your 1dea nfa smgte-
page suwmmary is a really good tdea !

 have been writiig Jtalic for abod §
years wow'. J starled with Guide 1o Stalic
ﬁ%ﬂ/wvmg omd  [aler bauglvl' wmost af the
ofher walertals you ofﬂr. J fee[ Ahat S
fave a real coovdymalisn problevw - even wibh
Matic scropf . You'll see by “old " hamd,

JAalce wrﬂh?tg has 8u/eu we a real
ad\/aulage soual(y omd eVen af wy bank

J om famsus ﬁr easy - o vea§ chacks.

J/t ma me am atﬁ/amd?l@e m
courges a[ The Lecal umiversaty,

 would appreciate Your commenls .

Swmcere

" obm - )41;4(7

3 ”"@%ﬁ%’

[ua(wi

Copy of a page of Arrighi's 1522 Handwriting
Manual, "La Operina' by Jennifer Chapman

‘bw
in n s

nm me rz(:a@’

% 4171:720 dates
jud ;Mf%ﬁk

Wv%«:g‘ %Yt serad gf?il().
5¢8 % U

bu wﬂf 3
130

Cpl

Roberta Hansen

hamiwr

‘f’ur/m'.‘t' ey
S hawe studbied and / practiced iralic for
about 4 years, bur,  frankly, 1 have not
practiced very much in the formal sense.
Jt /s a matter of wot ”’"‘27’; time., Never-
rﬁck.s.s wmy friends gratify me wich
mearwed praise. Samples of my former
Seript are only available on haspinal
charss.
J ht(/fﬁr sy copy of “Guide to Jzalic
Hantwriting” a5 the Frince ton Universiry
Store abow 2 year's 4.

Perer Birk, mb.
2 (rown Terrace®

_Nbony, N.y. 12209

Ttalimmse, Inc. Tallahassee, Flovida
W Islamd, N.Y. g,-yml,u;]:
Dear M. Eager—

Althangh | camt considdor muself a really accomplishad wribor of italic, | have
fthmbthdeMM. | am presevtly taacing a 10-
weck counse 0 adults ar alowl Avt Foumdation, o | hope to give o caurse for chidron
1 sy home thas swmner. | hame beon wstng 1y own example shaets, o o
devastrtions done on prster baasd with a home - made fult pon. | do feka e fr
move prefussional teadving ads, though, spuially for tiacumg Youmgstars. | wand like
0 ovhor a.copy of your tcohent owre, o | would appreciats amy fiur ther imformation, ov
adwice fora budding talic ancher. Planse sond it to:

—Anne L. Thomas
1520 High Red
Tallassee, Flordda, 52504.
Thawk Yeu < .Swa/ny Youns,

« P L. Thiemas

99



30 December 1968
To: Fred E@er)

m e Ve

mation om how
1 Wive stwdie W

It;tyh? I pwrchased youwr Guidd to
Italic Hamdwr vm? mJ\ij of 67 &-:}mamml
Sor o loast 1 hewr

{ I'm natura smwcmt ) w Yowr
3% {ymchm? Howr Wiy Italit 6~ comti
crash proaram of ¢ g hm@wr
n zwwwmho\}l’ f?w? c\)e m@my% t I%ﬂv;@;
I that wWriting with the lefe

com be 30 in December of ‘b7 1 purchased
amt. 5144)6 &ymovmd wih my Tight hawi,

jyrwrmwnmlmude we woha«geﬁwnlgftwrwht
This lester i bemg Written with wy dexrer

hM Friends &~ Reguaimtamans commemt” o how

Wke Italic Wand &~ I'm always Yeing asked
m/c wmc " o b
Mlmm 10 tha%' 1 new ‘efyoy wrv’tf
m\g a TR,
Simcere
ere
Ronald ?e@@ry%
101 DeWolfe Road
ojpet‘;/z;f;l” ( 13224
Nov. 2, 19
Dear My E%er:
ame
I ,-W ""ﬁ W«m
f your SI/MWRY or IraLic NDWRITIN(;

I have written Italic for
about seven years. [ o Longer have
aclice’ seSions (rog ), but I use

Ita/w eve, % zzrt romt/ze
wre

She eres which s
Lthmbeen W:t/w?fultanwz my

gl e B Al o I

with Jmi redulls.

Joe West-
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14 Ap7il 72
Rear 17 érgtr,

Inr Letter WS A kT pleasant Snrprut, Al
the swmore m siapecl to e srrce I
rralize J%f'f how valnable ~yorer torne o5

1 purchastd yror Guins tv ttalic Handwritig,
Wretr Eepbic, ana Lntromnomy tratic
HarAwrst nt n norrby Wt{gr lasE
,«/pymf i have betw fasccnattd by
callygraphyy Wer Since . [inﬂwg has
$et12 A ITIWJ reprieve” frem the”
mundons ks (f the day . L practice
lae) h@ two W tieree honry MA«IWWJ
wsually fror 1 five toner a wetk.

A o Vi #ey friennys recently YEUtWED) materials
thru ftalimunge at wyy ;wlfhm s
countless rihors have bevr enthegiasica
144/17‘14«—4 F yrnr ﬂa?twnu books
ne Falics wyPruction

£ have aniays tmvisioned St a5 an artyt
It Bype, put apter willtge, t begar
1LHEAT f”w'cr ana never froma the—
thns AZ Frrvmat traivisgg | crnsegncnthy
ttalics has teen rr31y by Mistivrsrne
m'rrrfﬂy 14«4//7‘11?% e wWith acTEhetLosn,

John H. McLain Jr.

HenDprRIX COLLEGE

&

§§§ @@f (’jy \ (m/ 9%”7

o™ latveply o MalprnL il

§3§ Tt 20l s

ST e 0 s it M !

gﬁ {Co tsapamaias

W g vt

£ ()\@‘t Your Lo

3 { g Gl ol v

§ g?ef(méﬁrm ’m"f%“’r
}SVM QNWdSWMabW?&Iﬁy

WMSMW WW‘W({S
if U cbicatt gy Wbr;awf%

Don Marr



from “Paul Reveres Ride”

Listen my children, and you shall hear

Of the midnight ride of Faul Revere,

On the n:ght?nvtﬁ of A;rr:’l, n Seventy-five;
]‘{m'd[g a man (s now alive

Who remembers that famens day and yenr.
He said to hés friend, “If the British march
By land or sea from the town tomight,

Hang a lantern aloft in the belfry arch

Of the North Church tower as a signal Light, -
One, if by land, and twy, if by sen ;

And | on the opposite shove will be,

Rendy to ride and sprend the alarm
Through every Middlesex village and farm.,
For the country folk to be up and tv arm.”

So through the night rode Paul Revere;

And so0 through the night went his ory of alarm
To every Middlesex village and farm, —

A ory of defiance and notof fear,

A vvice in the darkness, a knotk at the dovr,
And aword that shall echo forevermore!

For, borne on the night -wind of the Past,
’I'hzrwgh all owr histrry, to the last,

In the howr of darkness and peril and need,
The people will waken and listen to hear
The hurrying hoof -beats of that steed,

And the midnight message of Paul Revere.

He enry Wadsworth Lm«gﬁ’ﬂo’w

101



From The Declaration of Independence ~fuly 4, 1776

When in the Cowrse of human events, ithecomes necessary for one ;:eople to
dissolve the polstical bands which have conmected themwith another, and.
to assume amonyy the powers of the earth, the separate and equal station
to whith the Laws of Nature and of Nature’ God entitle them, a decent
respoct to the opinions of mankind requires that they should declare
the causes which impel them to the separation.

We hold these truths tobe .selfwevzﬁmt; that allmen are created ewl, that
they are endowed. by their Creator with cevtain unalienable Rights,
that amony these are Life, Liberty and the pursuit of Happiness—That
tosecure theserights, Governments are instituted among Men, deriving
theirjust powers from the consent of the governed, ~That whenever any
Form of Government becomes destructive of these ends, it is the Right
of the People tv alter orto abolishit, and to institute new Govern.-
ment, ldyt’rg its foundatzbn on such przhcz})les and mgam@ its
powers in such form., as to them shall seemmost likely to effect their

Safety and H appiness.

YOUR COUNTRY

oungster let that show you what it i to
J be m’théutmﬁmd@, wgthmtmkm,
andwithout a country. . . Stifkﬁyymr

family, boy ; forget ouhave a self while
ywhe Ifmd; ' }wgm) b%f mwgzggsz
as she bids you t'hmogfv service

you tﬁnwggatfhaum hells. Nan%
what happens tv yow, no matterwho flat-
ters you or who abuses you, nevey lovk at

102

another flag, never let anight pass but
youpray God to bless that flag: Remem-
ber, boy, that behind all these men yow
have tv dowith,, behind. officers and Goy-
ermment and people even, there i3 the
C Herself, your Country, and that
y%ta Her asyou betargtp your
own mother: Stand by Her, boy, as
youwould stand by your mother.

“The Man Without a Cimznty”

by Edward Everett Hale



LESSON 51: MAKING GUIDE SHEETS

After working on Lessons 45, 48 and 49 you may want
to make more guide sheets than are in this book.

On unlined paper, write several lines withthe same
size letters and the same spacing between lines that
you want for your guide lines.

Or you may determine the pen scale you want by
placing the edge of the pen perpendicular to the line
of writing and making strokes the full width of the pen
(Fig. 1). Remember that to use these guide lines prop-
erly your letters will overlap them top and bottom.

Now to mark your line spacing, set your dividers
forthedistance between the A lines in Figure 2. ""Walk"
your dividers up the edge of the paper. Then set them
for the distance A-B, the x-height of the letters, and
mark this space above each A line. You may also use
this same space tomark ascender and descender lines.

If you use the minimum space between the lines of
writing (no space between ascenders and descenders),
then you can set dividers at the x-height and mark for
evenly spaced lines up the entire edge of the paper.

For drawing the lines, a T-square and board are
useful, but you may mark off the lines on the edge of
a piece of paper, transfer them to the other side of the
guide sheet you are making, then use a ruler to con-
nect them. (Fig. 3.)

Another tool you may find helpful is a ruling penor
a Rapidograph fountain pen designed especially for
drawing lines. The ruling pen can be adjusted for dif-
ferent thicknesses of line, but when purchasing the
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Rapidograph you must choose what size lines you will
want to draw. Whichever tool you use it must be used
with a T-square or ruler in such a manner that the tip
which feeds inkis not in contact with the straight edge
and the paper where the two meet, or the ink will make
a splotch under the straight edge. Tip your ruling tool
at an angle so that the tip is away from the edge. The
ink used in your ruling tool should be heavier than fount-
ain penink. It maybe waterproof or one part of Higgins
Engrossing mixed with five parts of Artone Fountain
Pen India. But remember to wash your pen after use.

Some calligraphers make different guide lines for
each page or calligraphic job they do, using a hard
pointed pencil for the lines. Then they leave the guide
lines showing. Some adapt standard spacings for cer-
tain projects and use one guide sheet, with a light table,
for each page.

LESSON 52: DISPENSING WITH GUIDE LINES

For handwriting, it is convenient to be able to write
straight lines without the use of Guide Sheets. Profes-
sor Arnold Bank teaches these three steps: Write OVER
single lines first, hhg E’w; ; on another page write
UNDER single lines, ; thenona third page
write THROUGH single lines, — is— . Ina fourth
way, Professor Lloyd Reynolds teaches students to be

conscious of the top edge of the paper as they write
the first line of a page, and then use that as a guide
for the following lines.

With three pages of lined notebook paper and one
page of unlined paper, follow the four steps indispens-
ing with guide lines.

LESSON 53: THE FIELD OF CALLIGRAPHY AND YOU

You have finished this course. You have practiced what
you have learned and have developed excellent calli-
graphic and cursive styles of Italic which are no long-
er a struggle for you, but seem to flow from your pen
almost by habit. You have studied other models of
Italic (listed on page 85) and know their strengths and
weaknesses. What next ?

You mightf teach others. Start with friends who are
surprised and delighted with your new style of writ-
ing, and who would like to learnItalic themselves. Get
them books, and guide their efforts. When you have
achieved some skill in teaching by experience, check
with your local YMCA, YWCA, or Adult Education pro-
gram in the public schools, and set up a course.

You might want to study with a professional calli-
grapher, and go moredeeply into formal Italic, Roman
Capitals and Minuscules, Rustic Capitals, Uncials,

Black Letter (Gothic or Old English), and other his-
toric calligraphic alphabets.

Or you might want to start the study by yourself. If
so, you will find the books listed on the next page helpful.

Most American calligraphers are largely self-
taught. To get started they study books, the work of
others, and occasionally have an opportunity for a few
sessions with a professional calligrapher who guides
their progress.

BUT please remember, when you interview or have
sessions with a calligrapher, expect to pay for the
professional help. It is his livelihood, and time is al-
most his most precious commodity. It would be most
helpful if you would ask him what he charges by the
hour. You will find him very helpful and very generous
with his time, for calligraphers are a happy lot!
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Moreon Materials

A CALLIGRAPHY STUDENT'S LIBRARY
Here is alist of books helpful to students of calligraphy
in approximately progressive order. This does not
mean that you should thoroughly finish onebefore start-
ing the next (You will NEVER '"finish" the Johnston
WIL!). But this is the order in which you might add
them to your library.
Douglass: Calligraphic Lettering
Filby: Calligraphy and Handwriting in America
Johnston: Writing and Illuminating and Lettering
Fairbank: A Book of Scripts
Johnston: Formal Penmanship and Other Papers
Johnston: A Book of Sample Scripts
Anderson: The Art of Written Forms
Two Thousand Years of Calligraphy
Lamb: The Calligrapher's Handbook (often out of print)
Da Boll: Recollections of the Lyceum & Chautauqua
Circuits

INKS
For regular writing I recommend Quink. For begin-
ners, especially children, I use Quink washable black
and washable blue.

For those connoisseurs whowant a really black ink,
or a rich brown, I recommend Artone Fountain Pen
India and Fountain Pen Sepia. Since these inks carrya
solid substance, they will clog the pen unless it is used
daily or cleaned frequently. Clogging after short per-
iods of time may be cleared simply by wiping the nib.
More severe clogging requires either refilling the pen
with fresh ink or soaking the pen nib in water.

Exception: these inks flow freely even after being
left for several weeks in the Pelikan pen.

DO NOT use waterproof india ink in fountain pens!

Most fountain pen inks called 'permanent' are
neither permanent nor waterproof, as you can test by
holding your writing with them under a running water
faucet. Most of the ink will run off, but a small amount
of residue will be left. However, it may be difficult to
wash out of clothing.

For calligraphic jobs, for which you want perma-
nence, Higgins India is the standby. But there are a
number of inks on the market, and you might try dif-
ferent ones. Of course you would use dip pens with
these permanent waterproof inks.

PAPERS
When I test a paper for use with an edged pen, I want
three qualities to be present:
1. Thin strokes: - . On some slick papers these
come out too thick. The paper spreads ink, isn't "'kind
to the thins."
2. Thick strokes: N\N\NN\. Rough papers may cause
thick strokes to appear rough along the edges, giving
a ragged effect.
3. Friction: There should be just enough tug or resis-
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tance so that you can form letters legibly and fast. It
is hard to control the pen on paper which is too slick,
but there should not be so much friction that it slows
down the writing to a marked degree.

Often an inexpensive bond paper can be found that
will meet these qualifications. Local paper supply
houses should be asked for samples of paper which
may be found satisfactory. If writers want paper that
is a special pleasure to write on, they might try one
of the following, which meet these qualifications to a
remarkable degree. These papers are made in U.S. A.
and are available at most stationers for handwriting:

Strathmore Parchment (Substances 13 & 16)

Crane Fine Line (Substance 16)

Hallmark Finelaid 28L

Crane's Crest Laid (from paper supply houses in

large sheets).
For more formal uses, the following papers will be
found of interest, and are available in pads in these
sizes: 9x12, 11x14, 14x17, 19x24. Ask for them at
your local art store:

Strathmore Alexis Layout Paper (16 pound)

Navaho Layout Ledger

Aqua Bee Bristol and Tracing pads

Ermine White Layout and Visualizing Paper
Parchment papers:

Snowflake Parchment (white)

Antique Parchment (golden brown)

Other Strathmore papers available in art stores may
be found of some merit for your use.

Hammermill Duplicator Paper, substance 16 is re-
commended for regular practice and for letters. Some
will enjoy colors in substance 20 for letter-writing.
This paper is available in pads from Italimuse, Inc.

Xerox paper is very close to the above in quality,
but may not be so readily available in 16 pound weight.

One side of most brands of paper is better for writ-
ing than the other. The difference may be easily dis-
tinguished in the less expensive papers.

The "felt" side is made smooth by a roller which
presses the paper down on a screen. This is usually
the better side for writing.

The ""web'' side of the paper is that side which is
toward the screen, and has a criss-cross pattern which
may be seen if you hold the paper at the best focussing
distance from your eyes, then tip one side up toward
the light so that the paper is almost in line with the
light's rays. You will see slight shadows which make
the web pattern visible.

On more expensive papers the difference is not so
evident. On less expensive papers, the difference is
sometimes such that if you write on the web side you
have a blotter effect—ink spreading through the fibers
of the paper. Your pen may catch on these fibers—or
at least your thin lines may not come out as crisp and

clean as on the felt side. Continued on page 106



Notes on Pen Gn/ndmcq

George Miller

First, I'd say, NEVER undertake to grind a nib for
anyone else (except at their risk) unless you are more
skillful than I am myself! and, at any rate, for first
attempts, confine yourself tonibs whichare fairly use-
less—you MAY be successful and produce a nib which
will always be a favourite, but you may easily make it
into scrap metal! Let me make it quite clear that pens
are better left alone when they are writing well, and
even a new pen may ''write itself in" in a week or two.
Pen grinding and sharpening is a last resort—only em-
barked on when you get to the point of being ready to
"try anything''—You have been warned!

The tools needed are: a very fine carborundum stone
(razor-setting type), a sheet of engineer's '"Crocus
paper,' and a jeweler's eyeglass.

Now, here are the three types of pen-points:

Type 1 Type 2

Corners Indamtzf

Type 1. Edged pens, are usually of gold, tipped with

a harder metal.

Type 2. Stub pens, are usually steel, coated with
chrome or brass.

Type 3. Ball-ended pens, may be either gold-tipped
or steel-coated.

In case any eye-brows are raised at my inclusion
of Type 3, I include these because I know, from ex-
perience, they CAN be converted!

Types 1 and 2 are the kinds we usuallybuy for Ital-
ic, so I'll deal with these first, because, more often
than not, they need only minor adjustment. When a nib
hasbeen used for a while, the bottom may wear so that
the edge becomes too sharp and cuts the paper. The
following steps can give new life to such a nib.

STUB PENS are fairly simple to sharpen. They
need grinding from the topto make the edge as a chisel
(like Type 1).

DON'T use oil on the stone—the best lubricant is to
wet the nib on the tongue—take the grinding gently, in-
specting the edge every 5 or 6 rubs with the eyeglass.

All these nibs, being steel, will cut the paper hor-
ribly if made sharp —~——_——— , so when an
'edge' has been ground, one has to round it off very
slightly and I have found that the easiest way is to do
this on the Crocus paper—mainly by writing on it. The
stone always leaves a microscopic 'burr' on the edge—
a very thin 'tang' of metal—which has all got to be re-
moved. First, I use (carefully) a sort of backwards and
forwards, stropping stroke to slightly round off the

edge: -

Result:

—

and then proceed with a circular movement: wtee 72927 ,
and finally, a little rounding off of the two corners:

Suppose your pen is too ;harp—it catches or jags on
the paper, writes roughly and with a brake on speed!
Examine it carefully with the glass! Maybe there's a
slight 'burr'—a wafer-thin sliver on the edge! Maybe
the corners are too sharp—they should be very slight-
ly rounded—to give a 'lead in'—and the edge itself needs
the merest trifle of roundness for smooth, speedy writ-
ing. In either case, try the Crocus paper first! Place
it flat and try writing on it in your normal way, a ser-
ies of o's. Don't overdo it, and use only your normal
pressure, then try it on your paper. Trial and error!
A few more strokes on the Crocus—try again! If you
suspect the corners, turn the pen onto each corner in
turn, and gently rub it on the Crocus. Gently does it—
keep trying it on your writing paper.

For the too blunt pen, the one which doesn't show
much shading, the stone will have to be resorted to.

If a nib is too broad, it can be made finer by grind-
ing equally from both sides:

—+/
—

N\

but if only slight "'fining is needed, the corners being
taken down a little will often be sufficient.

GOLD NIBS. These are rather expensive and are
very easily completely ruined. The point to watch very
carefully is this: they are ALL tipped with a harder
metal, iridium usually (gold would wear too quickly
at the edge and be useless) and so, in grinding, one
has to be super-careful not to grind away TOO much
of this harder material.

If the nib is an 'edged' one, shaped as shown above
(Type 1), minor modifications arebest done on the gen-
tler Crocus paper, in the manner mentioned above.

With the gold chisel edged nibs, grind only on the
bevelled (chamfered) end—turn the pen on its back—
use the magnifier—a few rubs on the stone—try it on
paper—a few more rubs—try again! Grinding the un-
derside of the nib is a last resort since the harder tip
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may be very thin! Finally, the nib will take on a new
edge, which will probably be a trifle too sharp—this
is the time to go over to the Crocus paper. A rub on
each corner, a series of loops, gradually you polish
off the roughness left by the stone, until with patience
and luck you get it writing the way you want it to write.
No one else can really do this for you—it is your pen-
hold and pen-movements on the Crocus paper which
produce the results you need.

Now a word on Type 3 pens! Quite a few of us who
go over to Italic writing will be left with a good pen of
this sort, often lying unused and forgotten ina drawer!
If it has a gold nib—who knows—ground down, it might
become your favorite pen, as mine did—if you ruin it,
don'tblame me!—but if youdon't try, you'll never know!

This ordinary type of nib has a 'blip' on the under-
side of the nib, and this has to be converted to a 'flat’
WITHOUT removing too much of the iridium—giving a

profile: T , and then grinding from the
top, chisel-edged, to give: T

The iridium may only be about 1/64" thick or less.

I took a chance that most of the 'blip' on mine was
of the harder, iridium metal, and ground down theblip
to a flat on a coarse stone, leaving still a wedge of the
extra thickness. Then I ground the end of the nib back
to meet it—forming roughly a 'stub. ' Next, 1 turned the

Continued from page 104

PENS

The Platignum Fountain Pen is a work horse. Very
sturdy, almost always ready to flow, and available in
a number of sizes for handwriting and lettering.

The Osmiroid Fountain Pen has served well for a
number of years, but is more baulky in its flow. For
handwriting, though, it is very satisfactory when used
with Osmiroid fountain pen ink.

The Pelikan Fountain Pen is a beautifully flowing
penwith a more flexible point than the above. It is not
yet available in as many sizes as the above pens, but
it is always ready to flow, and is a special delight to
use.

All of the above pens are equipped with interchange-
able nibs. These do wear in time, but are relatively
inexpensive to replace. But the nib life can be length-
ened if you learn to grind pens. It is a delight to have
apenthatgives you crisp thinstrokes and still a smooth
touch onthe paper. See '"Notes on Pen Grinding!'

DO NOT EVER use waterproof ink in a fountain pen!
If you like a black ink that is not waterproof, but it
still seems to clog your pen, try it in one of the pens
which has a faster flow. Heavy inks cannot be left in
fountain pens without use. If you do not plan to use
your pen regularly, wash it out after each use, or else
keep Quink ink in it. Quink will not clog pens even if
left in them for long periods of time.

Dip pens in a larger variety of widths are available
in the Mitchell Round Hand pen series, and its Italic
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pen onto its back and chamfered it off toa Type 1 shape,
changing in each operation from coarse stone tothe very
fine one finishing with final polishing on Crocus paper.
I've been writing with it daily for the last four years!

Inexpensive cartridge pens of this type are available
and will give you good grinding practice. You may clip
off the blip with tin snips, or take it off with a coarse
ax stone, then proceed to the finer grinding materials.

I have not attempted todeal inthese notes with pens
suffering from feed troubles—points which seem to
write with only half their width and so on. Such faults
are better dealt with at a good pen shop. Have the feed
checked first; taking a nib out of the feed and replac-
ing it can be very tricky for the amateur.

NOTE: Theabovearticleis reprinted from the sec-
ond issue of the Committee for Italic Handwriting News-
letter with permission of CIH and Mr. Miller.

It is never necessaryto grind a pen. However, skill
in grinding which will result from a little practice will:
1. Allow the writer to adjust a pen to his touch.

2. Enable one to convert most pens into Italic pens.

3. Increase the useful life of a pen nib.

If a jeweler's glass is difficult to obtain or use, a
linen tester or other strong magnifying glass will serve.

If Crocus paper is not easily obtained, a very fine
emery polishing paper can be bought at most hardware
stores. A coarser paper will work as a fair substitute
for the stone.

series. Both of these are good edged pens for Italic
work. The speedball pens are good in the larger sizes
(C-2, 1-1/2, 1, 0O). C-2 is equivalent to the B-4 pen
in the above fountain pen lines, and the other numbers
are larger.

For pens larger than C-O, you will enjoy the Coit
Poster Pens or the Dupont Automatic Pens.

If your pen always skips on the paper, especially
at the bottom of pages, usea cardboard or folded piece
of paper under your hand while you write. Oil from
your hand is probably penetrating the paper and mak-
ing it impregnable to your ink. Some papers are more
prone to this problem than others.

In the summer, if you are perspiring freely, you
should also protect the paper from your hand in the
same manner as above.

OTHER WRITING TOOLS

One who has mastered Italic will be able to write bet-
ter with other tools than before that study. Some writ-
ers have better control of their hands than others. For
thesethe wayward ball point pen maybe useful. But the
ball point in no way helps control the hand. A 2B pencil
is better because there is more friction, but the best
tool other than an Italic pen is the nylon-tipped pen. Re-
quiring no pressure and yet a degree of friction, avail-
able in a riot of colors, this tool is plain fun to use.
But nothing can compare with the Italic edged pen.
Children should not use other tools until they have
gained a degree of freedom and speed with an Italic pen.
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Howto Usethe g uide Sheets

Each Guide Sheet is marked to indicate the pen to be
used and the pen-scale for that size pen. B:4-1/2
means that the ruling will give you a pen scale of 4-1/2
pen widths for the x-height of your letters when writ-
ten with a Broad pen.

The "x-height'" is the primary body height of the
lower-case alphabet and is identical to the height of
the letters a, n, x, etc.

Some Guide Sheets maybe used with more than one
choice of distance between the lines of writing. This
distance is called " interlinear spacing."

The number of lines on each guide sheet is given to
help you find which sheet will fit the poem you copy.

41 different combinations of pensize, penscale, and
interlinear spacing are possible onthese Guide Sheets.

For example, on No. la you use the Broad pen at a
pen scale of 4-1/2 with an interlinear spacing of 3
x-heights by writing on the lines marked by the arrows.

which you use the same pen with the same pen scale,
but with an interlinear spacing of 2 x-heights.

On No. 5 you have a choice of three sizes of pens
with two pen scales for each, depending on whether you
use the smaller or larger space for the x-height of
your letters.

No. 8 is ruled so that you may write in two columns
if youchoose, with three choices of interlinear spacing.
REMEMBER:

Make the curves and points of your letters slightly
overlap the guide lines.

A pen scale of 4-1/2 is for the Calligraphic Mode of
Italic Handwriting.

A pen scale of 3 is for the Cursive Mode.

Anything in between is for various compromises
between the two.

LIST OF GUIDE SHEETS No. of Lines

When you turn the sheet around you have No. 1b, on 1  B:4-1/2 pen widths 12 or 15
2 B:3; M:4; FM 4-1/2 18
3 M:4-1/2 17
4 M:4-1/2 20
5 M:3, 3-1/2; F:3-3/4, 4-1/2; FM:3-1/3 or 4 20
_ 6 M:3, 3-1/2; F:3-3/4, 4-1/2; FM:3-1/3 or 4 28
x-height 1 Interlinear spacing 7 F:3-1/3, 4; XF:4-1/2, 5-1/3; FM3, 3-1/2 26
— 8 F:3; XF:4 21, 32, or 41
9 M:3-1/2; F:4-1/2; FM: 4 25
10 F:4; XF:5-1/2; FM:3-1/2 29
11 F:3-1/2; XF:4-1/2; FM:3 32
CLASSIFICATION OF GUIDE SHEETS BY PEN SIZE
Pen Nib Abbreviation Pen Scale Guide Sheet No.| No. of Lines
Broad B 4-1/2 1 12, 15
3 2 18
Medium M 4-1/2 3 17
4-1/2 4 20, 15
4 2 13
3, 3-1/2 5 20
3-1/2 9 25
3, 3-1/2 6 28
*Fine-inter- FM 4-1/2 2 18
Medium 3-1/3, 4 5 20
4 9 25
3-1/3, 4 6 28
3, 3-1/2 7 26
3-1/2 10 29
3 11 32
Fine F 3-3/4, 4-1/2 5 20
4-1/2 9 25
3-3/4, 4-1/2 6 28
3-1/3, 4 7 26
4 10 29
3-1/2 11 32
3 8 21, 32, 41
Extra Fine XF 4-1/2, 5-1/3 7 26
5-1/2 10 29
4-1/2 11 32
4 8 21, 32, 41
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*The Fine-inter-Medium pen is not yet available in the Platignum line
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CHECK LIST+ WRITING RECORD + SELF EVALUATION

]
g
w S
: :
< Q
2 L
WV
ES
(@)
suadpg avaN
w
;"\\ ssaunJaun?
w
N \:\ burwds
w @
‘g 2 sutof
§ S shuag
< - (0215)
2 ;; wruubiyy
£ 3ur]s
=3
38 so3dvD
T8
; - zh'xma
o+
R _
83 s39
EX
w2
P reovy
S SR
X3
S8 2%
]SO
n'bBpv
p—t
—t nbuy uag
=i abvd auo Jo
§ N Burpvib-Jjas
£§.3 [ (b9obvdins)y
5 8 yioM paads
NP 10M 1003
é < o qja sablvd o\
s
’§§ w|  swaed JooN,
S & «Dom poubissy
S8 | Josabbdon
=3P apwiue
© | ampmagvaxg
£ P
RS U N-ULDM,
s 8 . hwa
20 30qoyd)v
P hpyoam,
w
aH
Y <
2 ‘5 ) o L]
giiy °
N
I E
SRS <
(o)




_

.

X \
\
i

-
-
\ -

-

ey
2

‘0ST PUB ;G U99M)aq ‘OPOIN SATSIND Y3 I0] ! 0T PUe ,Z/T-Z U9am3aq st 9po orydeasire
9y} I0jJ JuB[S PoonH °}99YS SIY} U0 3S0Y) YMm dn Sul] S[BOIJISA InoA [Ijun wzo_u wwaa ) hmwﬁ‘ W Nﬁ\:@o :Q n“b NDNQ “:QNW
9AOIN °199Ys SIY} I9A0 Juljlam InoA Jo 98ed ® 9oerd ‘Surjram Inof Jo juers ayj surw

i

O
— E-“EO

00!

\\
W

\\




Dail}/ Warm-up g‘

NAME
First Day Date: Third Day, continued
) 5
2 6
3
4
5
Fourth Day Date:
6 1
2
3
Second Day Date: 4
5
1
9 6
3
4
5
Fifth Day Date:
6 1
2
3
Third Day Date: 4
5
1
2 6
3
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5 M:30r3%; F:3%or4)%; FM:35 or 4 20 Lines



6 M:30r3%; F:3% or 42, FM:3% or 4 28 Lines



7 F:3%or4; XF:4%or5%; FM:30r3% 26 Lines
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9 M:3%2; F:4)2; FM: 4 2.5 Lines



10 F:4; FM3Y2;, XF5'2 29 Lines



11 F:3Y%2;, FM:3, XF:4)2 32 Lines



REFERENCE

A teac : -yourself guide

¢ handwriting

The Italic Way to Beautiful Handwriting is your key to mastering the
Italic hand qujekly and simply—minutes a day will do it. A step-by-step,
trace-and-copygmanual, it shows how to develop the handwriting you would
really prefer—¥legible and beautiful, yet characteristically your own.

What is Italic handwriting? It was developed in the early Renaissance as a
“speedwriting? technique by the Papal seribes who wanted to combine beauty
and legibility fwith speed. Today, it is occasionally used on diplomas and
other special pgpers.

Now, through federn teaching methods developed by Fred Eager, this hand-
writing can be fyours. Mr. Eager’s methods have been widely used throughout
the U.S., and Jtalic classes and clubs have sprung up from coast to coast.
Indeed, numer$us school systems have adopted the Eager system for teaching
writing in the grimary grades.

The foundatio of the Eager system is a dual approach: you learn two basic
hands simultageously—calligraphic and cursive—one handsome, the other
functional, and then find the happy medium between.

THE CALLIGRAPHIC:

wld know thee —my thought looks
well-made choice of friendsand books.

al style is in condensed form for occasions when beauty,
portant factor.

THE CURSIVE:

not time, is the §

[}

Whatseever ghin
whatsoe

s are true, whatsoever things are honest,
1 du’rgs are fust, ivhamb'ewrdufrys arepure,

This simpler, 6fen and flowing style allows easy joining for rapid, everyday
writing. ¥ =
FRED EAGER' has been a teacher of Italic handwriting for over fifteen years,

and is now a nafionally known authority in the field. He also teaches music in
a secondary sclipol in Connecticut. '
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