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decorations, needlessly introduced, are overwhelmed by the
magnificent engraved decorations, unsurpassed of their
kind. The Poyage has a further interest because it helped
on the vogue for classical motifs in decoration, through its
agreeably rendered plates of classical furniture and utensils.
The designs from Greek vases in two colours are admira-
ble pieces of copper-plate printing, and 2 word should be
said about the sumptuous engraved Dedication to Marie
Antoinette, in Volume I. Saint-Non, the most distinguished
amateur of the second half of the century, was himself a
passable engraver as well as an archaeologist and anti-
quary. A convinced idealist, he dedicated his life to produc-
ing this wonderful work, which, begun in 1778, was finished
in 1786. It was printed by Clousier and—incidentally—
ruined Saint-Non.

A book in small format that shows Didot [ainé at his
best as a printer, is the Abbé de Lille’s Géorgigues de Virgile,
en vers Frangois. Delightful old style types are used in this
pretty little 32mo edition, which was printed for the Paris
publisher, Bleuet, in 1782 ( fig. 160). This should be com-
pared with a volume already alluded to (in a way a “speci-
men-book”) that shows some new Didot characters—the
octavo E‘p’itre sur les Progres de I Imprimerie (17 84), writ-
ten by Pierre, eldest son of Frangois Ambroise Didot, and
printed in italic types designed by Firmin Didot, his sec-
ond son. It employs for the poem a very light, monotonous
italic (fig. 161). The notes are set in a smaller size of it,
mingled with a roman letter which is somewhat colourless
in effect. The general conception of its type is still old style,
but pared down to the last degree. This italic was not an
invention “from a clear sky,” but merely “developed” the
type au goit nouveau, of which we have seen examples in
mid-eighteenth century French specimen-books. Firmin

<

ARGUMENT,

L.E Soleil & la chaleur font éclore une
S mulritude d’étres nouveaux qui animent les
émens. Caractere de. grandeur & d opu-
- Ence que PEté donne & la nature. Elle

. off moins vaxiée qu’au Printems ; elle ne

&oir étre vue quen grand. Riche & vafte

. payfage fair pour étre vu pendant PEté;

L fes cffers fur Pame. Eloge de I Agriculture.

Combien il eft facile de rendre heureux

Ls Laboureurs ; leurs maurs. L’ Eté dans

Ja force. Puiffance &G majeft¢ de la Narure
Jous la Zdne Torride ; la chite du Nil;

une forét. Payfages tels qu'on les défire
pendant la chaleur , & leurs effers fur les
Sens & fur Pame. Tondaifon. Fenaifon
& gaité des travaux champétres. Un Gen-
ulhomme que la guerre avoit ruiné prend

une ferme. Maturité des bleds. Corvée &

159. Ralic in Saint Lambert's Saisons, Paris, 1775
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Enfin, malgré cete géne, Pobferva-
tion des regles de notre poéfie produit de
moins geandes beautés que Pobfervation
desregles de la poéfic latine, Danscelle-ci,
le mélange matqué des fyllabes breves &
longuesamenenécefsairementlerhychme::
dans la ndee, les regles ne preferivent rien
fur la durée des fyllabes , mais feulement
fur leur nombre arithmétique; de sorte
que des versfrangois peuvent gure réguliers
{ans &tre nombreux, & fatisfaire aux Joix
de la verfification {ans (atisfaire & celles de
P’harmonpie.

Je n’ai parlé jufqu'd préfent que de cette
harmonie générale qui, par Iheurcux
choix , Penchainement mélodieux des
mots, fatte agréablement Loreille. Tl eft
une autreefpece &’ harmonie nommée imi-
tative , harmonie bien fupérieure d aurre,
g'il eft vzai que Iobjet de la poéfie foit de
prindre. Popeen donne Pexemple & le peé-
cepte 4 la fois dans des vers imicés admi-
rablement par I'abbé Ducelnel , & quejai
efsayé de traduires

PRELIMINAIRE &

Peins-moilégdrement Pamant léger de Fiomes

Quundoux ruifseau murmure envers plosi=
Eatend-on de 12 mer les ondes bonilla====

Le vers, comme un torrent , en roulast e
Qu’Ajax fouleve un roc & le lance avec pemise
Chaque fyllabe eft lourde & chaque mot fz =i
Mais vois &un pied léger Camille efflenrer Femi &
Le vers vole, & la suit auffi prompt que I'cai=. o

Mais, il faut en convenir, Ceft peusdo=
A cet égard que la langue latine Pemposs=
leplus fur lanéere. La quantité desfyliabes,
dont la briéyeté ou la longueur précz==
ou ralentit le vers , éroit dérerminée chee
les Latins : nous avons aufli des breves &
des longues, mais beaucoup moins maz-
quées; notre profodie n'elt point dédds=
comme celle des anciens, & cetre décifioz
laifse tout le jugement & tout le travad
de Pharmonic 3 Poreille & au golr d=
pocte.

Draillenrs, comme je Pai déja dit, noss
avons dans notee langue trop peu de sors
pleins, top d'E mucts, twop de fyllabss

160. Roman Types used by Didot Painé, Paris, 1782
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s imalic types superseded those of Fournier /e jeune,
3 until then had been popular, and allusion to this is

mmac in the Epitre. The E pitre was reprinted in an exquisite
Jiesie volume in 18mo— Pierre Didot’s Essai de Fables nou-

' medles didices au Roi; suivies de Poésies diverses et d’une Epitre
 mwrides prozres de [ Imprimerie. . . . A Paris, imprimé par Frang.
| _Smér Didot diné avec les caracteres de Firmin son 2° fils,
| 2785 The same series of types is used in both books, but not

@ e same sizes. In this small format the delicacy of type

3 _imnted——aﬁd the composition is very tastefully man-

" Tasso’s Gerusalemme Liberata was printed at Paris by
| Frascois Ambroise Didot [ainé, in 1784-88, “by order of
* Blzesieur,” — the Comte de Provence (afterwards Louis
© XWII)—who chose the subjects for Cochin’s illustrations.

E & a beautiful example of Didot’s printing. The type is

= deficate old style, though a little too much influenced by

. Budoni in the contrasting weight of line, an effect increased
& the vellum-like paper employed. The Didots no doubt
* Befieved that the papier-vélin improved their books, by en-
 ahing them to attenuate the thin strokes of the type—re-
~ Swements which these highly finished papers were able to

*“ake” only too successfully.
In 1782, the Paris publishers Molini and Lamy issued a
pwospectus of an edition of a work first brought out in 1757

.5' By the Comte de Caylus and J. B. Mariette—the Peintures

batiques de Bartoli, which reproduced frescoes discovered
at Herculaneum. This new edition of one hundred copies

" was to be all that was most distinguished, and for it some

*Far title-pages of books in small format, printed in light Didot types much
sgared, consult the facsimiles, in Le Petit’s Editions Originales, of Paul et
Firginic of 1789 and La Chaumiere Indienne of 1791, both by Bernardin
de St. Pierre.
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new types of Didot /’ainé were to be used. The portion of
the prospectus which is reproduced (fig. 162) shows this
beautiful transitional font, which retains the charm of old
style letter, but has a touch of grace and delicacy which

makes it very much of its period. It is one of a series of

steps by which the Didots learnedly but foolishly descended

to the types they used about 1800.

In Francois Ambroise Didot’s edition of the (Euvres de
Fénelon in nine quarto volumes, begun in 1787 and com-
pleted by his son, Pierre Didot, in 1792, the shape of letter
used is still old style, but it is so thin and fragile that it 1s
scarcely recognizable as old style at all. This results in
faded-looking pages that are perfectly legible, but give an
insecure feeling to the eye ( fig. 163). This edition should
be compared with Fénelon’s Aventures de Télémague, also
printed in quarto in 1787 by Pierre Francois Didot, brother
to Frangois Ambroise. The preface states that it is set in
“les nouveaux Caractéres de sa Fonderie,” and that the sub-
scribers, allowed to choose between a caractére gras and a
caractére maigre for this edition, had given six hundred
votes for the former against two for the latter. The choice
seems justified, for the grasemployed in 7é/émague( fig. 164)
is maigre enough, in all conscience! However, it is a type
with some colour left in it, and it is beautifully imposed
and printed on a rich papier d’.Annonay, made for the book.

The Kehl editions of Voltaire (with the imprint Sociétz
Littéraire Typographique) were printed from Baskerville’s
type, purchased by Beaumarchais for the purpose. Three
editions were proposed; but the octavo and 12mo seem to
have been the only ones completed. The octavo is the better
of the two, and its pages have distinction and charm.
Their marked lightness of effect is gained by very open
leading and by titles set in spaced capital letters, much

EPITRE
| SUR LES PROGRES

DE WIMPRIMERIE.

A MON PERE

- LCzran qui tous les jours multiplie avec grace

. Erlesvers de Virgile et les lecons d’Horace ;

& Qui, plus sublime encor, plus noble en son emploi,
Donne un texte épuré des livres de la Loi,

- E:, parmi nous de Dieu conservant les oracles,
Pour la religion fit ses premiers miracles;

Des grands événements cet art conservateur,

Trop ingrat seulement envers son inventeur,

Na pas su nous transmettre avec pleine assurance
Le génie étonnant qui lui donna naissance.

Toi qui sus conceyoir tant de plans a la fois,

A Uimmortalité pourquoi perdre tes droits ?

161. Page employing Firmin Didot’s ltalic, printed by F. A. Didot
Paris, 1784
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d'un beau prétexte pour contenter leurambition, et pour
se jouer des hommes crédules: ces hommes, qui avoient
abusé de la vertu méme , quoiquelle soit le plus grand
don des dieux, étoient punis comme les plus scélérats
de tous les hommes. Les enfans qui avoient égorgé leurs
pereset leurs meres, les €pouses qui avoient trempé leurs
mains dans le sang de leurs époux, les traitres qui avoient
livré leur patrie apres avoir violé tous les sermens, souf-
froient des peines moins cruelles que ces hypocrites. Les
trois juges des enfers 'avoient ainsi voulu; et voici leur
raison : c'est que les hypocrites ne se contentent pas
d'étre méchans comme le reste des impies ; ils veulent

164. Caractére Gras used by Pierre Frangois Didot, Paris, 1787
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helped by the small sizes of the types employed, which lend
themselves readily to this kind of treatment. Some of the
tables of contents are particularly interesting in composi-
tion, The 12mo edition, planned on the same lines as the
octavo, scarcely “arrives,” as its type seems rather a misfit
for such a small format. This work—de longue haleine —
was printed in seventy volumes octavo, and in ninety-two
volumes 12mo, being begun in 1784 and finished in 1789.
Artistically a success, it was financially a complete failure.
And it is oné of the sarcasms of destiny that the Revolu-
tion which Voltaire helped bring about, wrecked the “defin-
itive edition” of his works! Pages of La Pucelle of 1789
are reproduced ( fig. 165).

As an indication of changing typography the student
should look at Dorat’s Lettres en Vers, et (Euvres Mélées, pub-
lished by Delalain in 1792. It is much the same kind of a
book as the Fables; but by 1792 types had wholly changed,
becoming feeble in colour and modern in shape. Ephem-
eral volumes like Dorat’s are often more “rewarding” typo-
graphically than better books, because they depended on
luxurious presentation to get themselves read. They are
the equivalent of a nineteenth century “gift book.” To see
the best printing of a century, one must know what books
were in fashion—for many volumes, forgotten now, were
the ones on which the printer spent most labour.

C. M. Saugrain’s octavo edition of the New Testament
in Latin and French (translated by De Saci) was begun
by Didot jeune in 1793. In plan a handsome work, it is
wrecked by its chilly “modern” types, excessive leading,
and a paper too rough for the fonts employed. It is illus-
trated by Moreau /e jeune, who seems very ill at ease in
designing Biblical subjects. The edition is inscribed to the
Assemblée Nationale, which, though pledged to receive no



230 PRINTING TYPES

dedications of books, made an exception in its favour, to
show—in 1791—its attachment and respect for the
Christian Religion.”

A six-volume edition of Euvres de Molizre was printed
in 1791-94 at Parisby P. Didot /’ané,in an edition limited to
two hundred and fifty copies, set from some new types cut
by Firmin Didot. It was part of Pierre Didot’s quarto series
of Auteurs Classiques Frangois et Latine. To understand it
typographically, compare it with the six-volume quarto edi-
tion of Moliére, of 1734, which was intended to be “printed
with magnificence” by Pierre Prault, with illustrations and
decorations by Boucher, Oppenort, and others. Prault’s edi-
tion is from old style types, full of warmth and colour, while
in the Didot Molizre, though the types are not absolutely
modern face, they have lost their suave quality—they are
too regular and lack picturesqueness, and produce very
arid pages.

A folio Latin edition of Lucan’s Pharsalia, published and
edited by Antoine Auguste Renouard and printed from the
types of Didot fils ain¢ in 1795, is an example of the use
of over-modelled late Didot types, and a very hideous piece
of work it is! Each letter of these fonts, perfect enough in
itself, has too much light and shade, and in mass lacks
solidity of effect. The type jumps at you! The arrangement,
too, is without much sense of style. It fails just where Bo-
doni and even the Foulis brothers succeeded; though none
the less it is typographically a very instructive volume for
the student.

In France the typographic event of the close of the cen-
tury was the appearance of Pierre Didot’s éditions du Louvre
of Horace and Virgil. The Opera of Virgil, in folio, was
a limited edition of two hundred and fifty copies, printed
in 1798 from types designed and cast by Firmin Didot.

LA PUCELLE

AVERTISSEMENT

DDORLEANS.

DES EDITEURS,

-

1784

CHANT_,PREMIER,

C E poéme eftun des ouvrages de M.de

Voltaire qui ont excit

¢ en méme tems et

Amours honnétes de Charle VII et d' Agnés Sorel.

le plus d’entoufialme et les déclamations

les plus violentes. Le

e d' Orléans par les Anglais. Aparition de

Juint Denis , &e.

ég

Si

§ . de

jour ou

rA

Voltaire fut couronné au téatre, les fpec-

JE ne fuis né pour célébrer les faints: (2)

tateurs,, qui 'acompagnérent en foule

julqu’a fa maifon , criaient également

autour de lui

Ma voix eft faible, et méme un peu profane.
11 faut pourtant vous chanter cette Jeane
Qui fit, dit-on, des prodiges divins.

Elle afermit, de fes pucelles mains,
Des fleurs de lis la tige gallicane,

Vive la_Henriade , vive

Mahomet , vive la Pucelle. Nous croyons

donc qu'il ne fera pas inutile d’entrer
dans quclques détails hiftoriques fur ce

poéme.

Sauva fon roi de la rage anglicane ,

Et le fit oindre au maitre-autel de Reims,

Jeane montra {ous féminin vifage ,

D’un vrai Roland le vigoureux courage,
Jaimerais mieux, le foir, pour mon ufage
Une beauté douce comme un mouton ;

Sous le corfet ct fous le cotillon,
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Mais Jeane d'Arc eut un cceur de lion

.

et des fociétés ol Thiriot en récitait des

morceaux détachés.

Vous le verrez , fi lifez cet ouvrage.

C 2

A3

165. Baskerville's Types as used in Voltaire’s La Pucelle, Kehl, 1789
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imperiis.

ODE L
AD VENEREM.
Non sum qualis eram bona

INTERMISSA, Venus, diu
Mater seva Cupidinum,
Tam durum

166. Types of folio Horace: Pierre Didot, Paris, 1799

Rursus bella moves. Parce, precor, precor!

Sub regno Cinarz. Desine, dulcium
Circa lustra decem flectere mollibus
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It was decorated with twenty-three engraved plates after
designs by Gérard and Girodet, and was intended to sur-
pass Bodoni’s folio Virgil of 1793. This was followed in
1799 by Pierre Didot’s folio Latin Horace with decorations
by Percier—acompanion limited edition. I have some of the
“trial” pages of the Horace which belonged to Renouard
and were probably given him by Didot. The type is clear
to read, but quite without charm. Variations of light and
shade are extreme, and the serifs of capital letters such as
M anll N are literally hair-lines at right angles to the up-
right strokes ( fig. 166). The pagés as a whole are impos-
ing but lifeless. The décoration to the first ode, designed by
Percier and engraved by Girodet, is splendid enough of its
kind, but is as hard in feeling and execution as the typog-

raphy beneath it ( fig. 167).

From this survey of French books, we see that in the six-
teenth century black-letter was at first used, but was slowly
driven out by the fashions introduced by Tory and the
Italian influence in French art; that during that century,
especially in the first half—the great period of French
printing — French types were a slightly more delicate
form of the best Italian letters of the preceding century. In
the seventeenth century, letter-design became less classi-
cal and monumental in feeling and inclined more toward
what we now know as heavy “old style” types, and of
these (as we shall see later) some of the finest were cut
only through royal subvention. In the eighteenth century,
types, though still rather heavy in the earlier years, became
lighter in form and method of composition as time went
on, until the type-forms developed into “modern face”—
the rigid uniformity of which was then mistaken for classic
severity.



