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FOUR SCORE AND SEVEN YEARS AGO 
our fathers brought forth on thiS cmtfnent a new natfon, cmcefveti 

inLibert.J! and delrcated to the proposftitm that all men are creat:Pd 
et,_ual. «1 ~wwe are engaged {nagreatcivil WR1J testing whether 
thatnatfon, uran!f nationsoconcefvedandsodedfcated, canwng en/ 
dure. We are met on a greatbattlepeldof thatwar. We have come to 
dedtcate a portion of thatf!eld as apnal resting place for those who 
here gave iheirlfves thatikatnatfonmtght live. ltfsaltugetherpt/ 
tfng and proper that we should do this. .f. Bu~ {n a !Jlrgersense, we 
cannottfedfcate -we cannotconsecmte -we cannot nallow thts 
ground. Tht' brave men, living and de~ who strugried here have 
consecratedftj far above ourpoorpowertoaddordetract. The 
world willlittlt note, nor long rememberwhatwe say here, but(t 
can neverfrrgetwhatthey dtd here. I tts for us the lfvfng 1 rathe1J to 
be here dedicated here to the unflntshed work whlch they who fought 
here have thus far so nob~ advanced. Itfsratherforusto be here ded-­
{cated to the great task remain{ng before us - thattyom these hon-­
oreddead we take increased devotion to that cause frrwhrch thnt 
gave the lastJi!llmeasure of devotion- thatwe here hrghlyresofve 
thatthese dead shalt not have dted {nva(n- thatthtsnatfo~, umler 
god, shall have anew brrth uf[reedom -andthatguvernmentoftlw 
people, b_ythepeople, [urthepeople, shallnotpensh from the earlk. 

The getfJsburg Address Abraham L{ncol~ 
November'' 1 1863 

The Calligraphic Mode of Italic Handwriting 



FOUR SCORE AND SEVEN YEARS AGO 

O'IIW {Mk /,~~ern tlus ctmtrrunt a-tUW ~, ~wJ 
Cn Liberty, _,1 JJ:'.-~trJ tiu f"'f'~>ntm-tk a/111W'na-re ~ 
'\.,uaL. f/ '\.,ow 'W't a1'T ~ m a~ oWil wrw1 te-sti~ 
wk-therthac~, '"~~so otn1a-tve-t:lMUiso deJivateJ, 
c-Qtn ~ ~. We MT1'n#'t'trn a ~htWtkfelJo[thMWJW. 

We luwe ~ tt1UC1Ur arcrrt(~"ft~ftUM af~re.,-t(~ 
f~ [rn:tlune wlw grw_e tlutrUve1 tW-that-natrtmm£ght-Uvr. ltu 

~~ftt(tzt~f"'fertkwrsfumU tLtfus . .f~ut; {n~ 
T se?Ue, 'W'r ~ u~ -Wl c;atnn.rt' W'YUe'C~ _ »"¥ 

~halluw-tluJ ~· TluLrewt~,lrvrntantl~, 
,.Jw sT herr lu,;;, cnu~ itj F_ abt1Vt ~t"""fMWrhl aJJ 
trr~. The wvr/J,wrU Ltt~ mrtr1 mTY lo-ng-1TJ'nnnberwW~ sRJ 
hne, bu-tw~ nevrrfrgetwfuu.t~ kJhere. Itu{"u.1 tlulrvt~ 
m-thw, t11 be Jdivahtl here tu the tVnfw/u.J wurk whkh tfu:J wlw fuu!ht­
kr, fuu, tluu [rw so tu~b/g ~. It u m-tkr JUrm t"D be here deJ4, 
~tv tk r tRJk remaimng-Le[vre U4- tJuu.jYum~e Jwmn.eJ 
Je.rul we mfu ~e-el Jwr,tre1n tD tha¥C1Ut1Je [ur wluch, ~gave tk 
k,t[uff metv.Ju-re of dwvtrrn-- tfuu.wr lzn.e lugh':J n:~Dlvr tha.t-tlu-Je 

deruJ slvalln~t 1uwr dre-J (n V'Tlffl, -that tit# ruU:ft?n1 ~ gtnl, .shall 

fuwr a 1U-W bwtk "{ ~- anti tfua. !~~~of the fNJfle, 
b!f tlu tnfk, r the tevtk, slu.lt nd' fmJh r the ~th 

Tht .9 ett:Js btw$ A tltlress Abmluun £ {JU11ln, 

'N crwm-bn- 1 J J 1 8 6 3 

The Cursive Mode of Italic Handwriting 5 
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FOUR SCORE AND SEVEN YEARS AGO 

t1Urfothm bnrughtfurth rm tluJ amtirumt a 1U'W nditm1 con, 
cetVrd m.Ltbtrt:y, tvrUI der141/ahd tu tlu propu:J11(m tluu all men Me 

~~et. 4Xtm~ m anmgagedmagre-at'avrlW7Uj tt1t­

mg wlwtlurtluu-natrm, "IN'nJ ruvtr:Onso cgn..ce/vtrJRI1141su deriiutt­
ttl, OAA lmg ~- We Me met-m a gre-tU ba.ttlefreUof tlud'wwr. 
We have emu to tUditiak apmlmofthat[itk.l aJ aftnalmb"tJ 
p ltue for tlwe wlw here 9 twe thm- liWJ tW tluu-natim might uve. 
Itu altvgnlurpttrng MUifwperthatwe slurulJdotlu4. ~But-, 
m a l-arger Sen-.1t1 Wt I/MIInOt Jedicaa - Wt ca-wnot" CO'nl.letirtde -

we ~t hallow th.U g1'f1Ut1Ui. Tk bnwe men, living tMU1 derul, 
wlw strngglnl lure luwe etrmetmU?t:l itJ1w abe1Vr ourptnrr t~ tu 

aJd(ffdetrtUJt. The wvrlJ will little note, nor~ rememberwh« 
M Satj here, but Ct 1/a/n 1UVerfurB~ wh« ~did here. Itu frru.J 
the livfng, mtlutj to be rkdicaJted hwe tu the U!nfloo~wurk which 
tkJwlufrutJhthmluwet~[rwsunob~ ~- ItCJm-tlur 
forw to be det:l/cabtl tu tlu gr~M't~uk mnafnfng be[ure u.1- tlwK 
[rum the-se lurnored tUtul we mlu mere-aJeri Jm,tfm to tluvt au#t 

frrwhich tkJgtWt the lt:utfull nwruwre ofdwvtttm-tluu-wr 
here highiJ molvr that thete Mad shall notluwe dferl m VTU'n­
tha-t this natltrn1 tmder g utl, shallluwe a new bfrth of [rmlcm­
MUJ Wgo~of ~ptrJflk, b!f tlwf~ple, frrtlwptt~ple, 
s#afl not rmsft [rum the eMth. 

The yeit!Jsburg At:Ure11 ALraluun L(m;olrv 
Nwnnher1~ 1 1863 

A Compromise between the Calligraphic and Cursive Modes 



Foreword 
T HE yre.vious edition #'9uide w1taUcJ-Iand.writinS' 

has ~eenamoshcsifUCteachi~aid.wflicfr.1 havere-­
commmded to rna~ gf ~ SludentSJinc.e 1 stttltti yerm-
anent{y in tfte U.S.A. two years~· 

'It did not seek. to reyCace.A§red. 'Fairfank's ./<l.Jia~~riti~ 
..Manua[' (tfu ear{.;eJl; and Sl:iatJJe d.assic zoth em~ 

manual), 6ut it has add.ed a very pratlica.[dimmsWn 

tc tfle ilut9' if1ta6·c ~ 6reaki~it down i.nto v~ detai[­

td&fs, witfi ernyfuuis Caid on tracit·!J·andthen "'}'Ji~ 
t:he modeCs in me manu a[ itse!f. rrred E4~rs 6ooks are 

5greatservict to iludents in -9"eadi"J'sound tucfli~if 
ttie 1~Uc ~(£ 1writi~throUjhout..America. and, 1 flo}'eJ 
wia be as usifuC abroad. 

1JarticuCa.riy weU.ome this com!Cttefr '9'·daud edition !!f 
the ',9uide' 6ecause it is in tune witfl ~own Cints1t.hink· 

ing'in reuntyear.s injacingtile contraditb'on !"sed in 

sucas1Ut]y joining-a comyressed a!fna6etjoifaJtwritir~J-
.?UatJ ttacfler.s, indudif]fn;y.se§, have atumyttd tv otftr­

come th1s contradid:ion ~ ttadii~anaver'W-widthsiyfe, 
w~tft a+5'yen a.nJfl, ~rdin% a com1romise 6etwun tfze 

weift if each downlh-ck.e ands1flcienttflinness !!f di~ 
onaCJ oins. '111e_tvl£,wi~ di~ams will bettlr iUuhare 
tfte ma#rematica.C yro6Cems involved wfttn joins are used in 

a namw drancery Jlyle-? 
30"1en angle products strong downm-olw and 
fflinner florizo.ntals (~tn ideal,naruml !royortion), 
6ut diagonaLjoins an thick. and too obtrusive. 

45"yen a.ngkfroduc.es hDng ~Jus 6ut 
aLso keavy horizgnmJ.s #t(Y«Lthickness. 

'Di4gonaLjoins have some thickness. 

6o" penangu J"'lltWces thin, wea.k.downstrolw 
and very thick., ug~ horizontals. 'Yet diagonaL 
joins a~ thin and unobtrusive. 

!'!erimmtf ~~u the ahOVt, ~ma 1/MiQu,s romhin­
ati.o'rn td ym-IM18kJ wUUk f,etwm~, Jbrokes, f.ater 
~ht MUl ~sCa-nt U6ing two!~ jMt4 
womur qr a, twP'J"'l'"at4i pm n.W s~ thM t+tt ~ 
nurf fH Sml ~' 'tMt widl~t ""J En-n.J, ~ .u. . 

~ere we a-re .s h.own a new sof.uuon btUed, n-o-t on 

~strong 

~OWJ'Irtr111te 
with a 
tit ide. j11in 

~,f,u,c on afi'nh Coo~ at; 16~ ~ ~=:!,kt 
~ ~tla.e awru-enns !ftwu nuyor an"ot~cfa.es!TtU wiMI 11 

wnclenserl 1-mCu: U&eri. in ~ss_forma.{ mss. tUUI. Urinjoin 

do~, whUh ~ f1een~ in')imfinl !ftfJemiJ-

ern revivAl, wrre ~_forma.(f:!J MUljomd onfy 
r«refy. J-111~ whMft tmJ'f.oJetl ~ j ui.n.s wert m.on' 

jre~ ba.-setl on mu.di wit.ler l.euer~, Mul 
somet.Unes aH ~ _jrmm.rd. sfA..nt:. 0~ #~ 

»'U'fl ~U-~u-unvn # tli.ese ~a,.,ees, jrrnn ~ P. 

'Viehn-U ~~t, ~ ~ tiu fM::e JIU'tUs 
'W.v~'J'• beUnrerl ~ him iMUl ~ AJ{red/F~~ 
a-nd now-m ~V. dr'..A.~usewm.,~,gr~ 
·~serl. -m-e tU a~- 1t u reyrotl.ued.. m 

"FwbMiic. 5 m.a.n-u.a l, yl4a +. ~ wr~ u s-o 

r~~ Mul e»~f{q_ys »Wrt joini-ng~ Cetars than 

~~~ ~ tfU other~ fuuuU ~ reyrotlu«s, n-ws1 ~ 

wf..K-k skow "'"!} CuJ:.e j~. 
<..?Wr .E.a:Jer r=c~ ~ 1~ ca.t1- bet;n.ugM m twl7 ~a 

W11!:JS· .J-fe ahG1Wes tJ..e eCegaM-t, c~eJ jrmn_for ~ 

fo~ uu, MUla. very 7en Sflr_j~ wVtk wiJ.e leturs wnJ. 

~l{J wide s_ra.dng. where ti.M..joit14 a.re eas~ ~vrtl, 

yr":JMb, every~ uwsi.vr scr~t whKh is ~jihk tt._ b~. 

1t CAf1. ~ &e co~~ t&. Jree' U:::a.Uc (M ~t 

jrom.ii4e.formJ-5et'UJi9r1'sol'H.4~J'nftnwmtt.lu,114frAf{,.,n 

if oyen a.nri j~ r«f4w -llh~~-n J'loMTow a,rn;l syik!J. ~ j11rmal 

'1 ~ .,-t H?H ~ ~ wC..U~ "f!T~ tk }'Yflbfem ~ ~::~l 
~~~~MUll~~~- iH~": 
~~d, wCuC:t, C.tU W t;, OUrLyen .1ofuti.on a.nJ. ~ eui- fast 

~ ~~ IMi:J ~~ ma.+Uf.d, weu·c.h, iffotlii-ViJ ;;ivt 
~ wi.t4out menfAJ Jippi.ng 4H:d s~Urr~,s~~JUblt nfnr}•r 
~ $1;uJtm.t 1iD ~~ 1Rdf(; k/Utd m ·~~;r m~~ Hr A.. Ult-' 

swrpm~sW~. ~ifAWaAn1'A~CA 

Calligraphed by Sheila Waters, Craft Member of the Society of Scribes and Illuminators, Bethesda, Maryland, December 1973 7 
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AN ote to Teachers 
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. The students really teach or train 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 calligraphyto inspire the work of the stu­
dents, and to dictation for controlled speed practice. 

Dictation can be 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 
from40 letters perminute on up, and slowerbycount­
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. 



Purpose 
The purpose of this book is to enable a student to demand of the eye for readability. 

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. 

Wh.!J Lhy 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 

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
pression of a composition. Slow: Detailed practice for 
performance or for pleasure. 

!I 
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The Two Prima'!} Modes of Jtalfc Handwriting 

This is a mode ofwritingbased 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 are not 
used. When diagonal joins are used, eitherthey are at 
a steeper pen angle than that used 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 ~rokes: a 

Curszve 

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 writil}g in modern days 
by Edward Johnston, James Wardrop, Alfred Fairbank,. 
Paul Standard, and others, but tothisdate, 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. 

Inthismodeofwritingthespacingis set bythe angle 
of the pen used 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 to be 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. 

11 



Jfow to Use 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 ofANY STUDENT WHO DOES NOT make 
progress can be 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 tb.e 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 theworkpages, T means 
TRACE and C means COPY. 

4. Before you start, 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 a great en­
couragement for those who haven't studied Italic and 
think it is difficult. 

5. If you are teac bing yours elf, be critical enough to 
see what you need to improve, but not so critical that 
you become 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 you lose the 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 you are 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 in the 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 student should try to finish the first 
section on basic letter shapes and spacing in one week. 

Materials Needed 
Lessons 
1- 11 

12- 28 

29- 43 

44 

Materials 
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 so that the r;uide lines may 
easily be seen when placed underneath. 
Paper clips. 
Fountain pen with Italic medium nib. 
Paper and paper clips as above. 
Fountain pen with Italic fine nib. 

ItalicModtls and Free J{andwntint 
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 go on. 

Below are samples ofwritingof students before and 
after Italic study, including the writing of a 9th grad­
er, acollegestudent and three adults, including a sen­
ior citizen. 

On page 96 you will find the handwriting of children 
in 2nd, 4th, 7th and 12th grades. It is interesting to 
see how much 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 maythen decide howto 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. 



your fusent;{andwnting 
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. Ifyouareused towriting slowly you won't 
expect Italic to double yours peed, 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 
sentenceanddivide bytwo. This givesyouyourpresent 
writing speed in 1. p.m. (letters per minute). 

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

fXAMPLf.S OF WRITI NO BEFORf AND AFTER ITALIC STUDY 

A College Student 

1/, fi~ I'M 

A Senior Citizen 

~ Jkt,. t'r~' 
~-~~1'"1 

~ ~ i J.wr ~ -6ut; li...t __,. 7• el 

..-. oa~e-~-~ 
;-r ~ j-_ t:t6 ~told,..,., 

~-~~-
" 

ltalimu-lt, ke. October Zi) '9"& 
·gi?U1tfJs{p,~K.~ 54 Mlij'J)r{vt 

])ta-t· A{f. Y"'9t'~ Cha-t!.a-~ K. J. 
] aennowftt11e rece'f { tlit SIIJtlmllr'f 1 

It 4lit Ht.ntlwr{t{n1 and i'n re;~ atlviit !I()U tliat f aHt~ 
eeftlie .MMft~Dn-~"',Kf Aauft Kqlit Sc/r.ol in H.t 
fol£ aj116•. (fa-ss kac{w, Atrs. grrtcliln ~rrt 1 
Sh,rt JiiU~ lr.} At tlirs tiMe l;Mt _rs!td ""f Seventy­
fo-rth. 6trtlilay, con~ntfy 1 fltlvt 6ten wn'tinj lta/e( 
two 'jtaYs. J wn'tt af( my ~rres;olllf6~~et in ]t~Jit:t includ ~ 

Jnj "'! }'"''"'' duefu. ftriJ to ;radrw tll.e a!JiiAkt 
twkt a Wteli,f"fiftem mfnute J'YOial. All my ref a:: 
tim tfu1-t 1 com9""-el with Mt ama-ytl wftA my writ,:; 

in$ 4(( frart advitetl me tlrtr sliD wit to Hut;, fie"tll. At 
tfui tiatt Jam atftf,sst-, 7ourly-tw" ca,.ds h 6r 1ult/ 
~t ta.{,ft. setti"jf at our fpuf!'Cf c/N6, $r Cft.rist~g 

• ''7, J write mr I1Hin Oinlt,., (ptll a-nti ?/He 
~ SA-111~ IUtt#H !DY 191>8. 

l;t~rt'hastef tl.t tjllide f1 ]fa,/{e J/4111~ 
Wr{t{n9 w/.,en 1 fi.Hentfu{ c/MIII m 1 '66. 

S Cncerety lJ~~r$1 
Jtowar,{ ~-~~n 
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1/t~<!fJ ~ ~· ~~j J'An ~~ 
C(4_, ~ CaA- ~ ~) -&:1- _;jc, ~ (U_.-

fJ £W ~~ ~ A~-4~-~ 
/illf~ Mk ~~~~df 
xk~M-,:xJu/~ J~ ~fu-N·~ 
1-~~A-Wxk (~) ~ ~ 
AM~ ~ /}fJ-W I 

'Pea-r Mr. tatJer. 

JU~ 2Z, /973 
1906 Gail CotUt 
,Lcve!Mul, Colo. 60537 

1 purr~ed the Guide 1P ltalk Titut.d,writbttf 
from 1mlimtue m pbfUMij 1973. I 5pend sume 
~ every Ja,q, sumetimus a;n Jwur (!t' mare. Un~" 
ly the Su-tn11Ur se~on luu ~d me tlJ -mUs pnutia 
mere than 1 like, but Jluwe alwtujs pnutked at 
least time times a week. 

The new hMui luu been rew~; it luz& 
attracted the attmticn of (MrU':tJ and (iientls. I've 
s~ u,m8 imlu in 1mj worli; Us~· but 
I mutt to be able w writr fruttr withput lOs~ 
le8~hilitlj. 1 mn see the ~ a6 I pR&tiu 
ana 1 ~ to keep at U; 

5Wtrtl-tj ~OUf'S, 

1<liJJ e IJ-'..ili!Jt 

Ninth Grade 

io.ffn(JJ~ 
()e:t<}-0-W 3<J1 tq 7 :~, 

what:sotVtY thitntJs on true, whatwevtr-rhintJsare hmu5t, 
whan(TtVer ~are jwt, whatsoever ~s are pun) 

w~ tlwngs art &ve"J, whatsuever t-Jwnos are or 
guud ~·if tlvre ~ MUj virnu 

if then lxrmy pm.Ue, 
t/Wnk em thne t/Wngs 

St. Paul tlJ tlze Plz.iUppU:vm 

After 2-1/2 Weeks 
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·""/ ,.....ti ~,l"lo, ~-~ ~ 

r ~ ;tv Jti:,_cp.,~J ''. -

A, -~· tu<Zti ~£_ 7 _,c~4/ 
'l._j__,.,;,~ -

Dear Mr. Eager, 
We've been a't this since 5Jtz. 

The capitals are falud., we-ve on~ ftn­
Lshed lesson 12. 

This is written with a broad ntb 
di.p pen, using home-made septa ink (sp-ts. 
reel 'to zpts.green ink.) We are a.t a 
point where one becomes impatient 
wlth and critical of one'S progress. 

Very truly !JOUTS 1 

[harles )· Ofender 

As W1ept; M 1tlj luutd i6 at prl!6ew;, lm ~ 
f.lea.sd ~ 1k t-rnrtNement over ":ffi'rmer lwMwr~· · 
I've ~sd a- .stUt!f/8. 

. Fo';:~~.}~/~"f~/J':J"~.""J s~ U:~__ 1 . 
""'f"'~ I __,_.J ,-~~ '-r"ZJ -lnt6 f6 ~ / __ r; ~. 

Mil"'!} t1uuJu T4' !!""'fur IMI!ro~ me&~ ~s. 

5~ 

cw 0~ 





wn~ P"sttion 
POSITIONS FOR RIGHT-HANDED WRITERS 

AT THE DESK 

The slant of the paper on the desk depends on the re­
lation in the height of the desk to the height of the chair 

PEN - HOLD 

and on the writer's habits. It is preferable to have the 
paper as straight as possible. · 

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

1. 2. 

The pen-hold for left-handed writers is the mirror im­
age of that for the right-handed, but the hand may be 
turned flatter, depending on which writing position is 
used. 
1. In the first position shown, the student mayuse the 

straight (square-cut) pens which right-handed writ-

3 . 

ers use. These are available in all widths. 
2. Inthe second position thestudentneeds the 'left ob­

lique' pens, available in Broad, Medium and Fine. 
3. In the third position the 'left-hand' pens are need­

ed. The nib has a straight edge on a 30° turn and 
is available in Medium and Fine widths only. 

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

"Pushed finger" "Middle finger up" 

NOTE : If your hand tightens or you feel tension in your 
band and wrist as you are practicing, DON'T WORRY. 
It is a result of your concentrated effort to do well at 
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"Thumb advanced" "Hooked hand" 

something new. Give your band frequent rests, shake 
it. In time you will learn to relax more AS you write. 



Pr1ect 1 
THE CALLIGRAPHIC Mooe- 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 like 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 for review at the end 
of this section or for extra practice; or you may use 

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-
ing between your lines. 

plain white paper with Guide Sheet Lon 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. 

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 
blankspace at the end of the line when you are onyour 
own. Make your copy look exactly like the model. 

ALWAYS begin at the dot and follow the direction of the arrows. 

ALWAYS use very light pressure 
--,----~,--,__ ---,-------

Do not miss the guide lines! :III 

CONTINUE the groups of letters to the end of the line 

.. .. " ...... 

...... .. .... .. " .. 

At first, draw the letters very slowly to establish the feeling and thinking of the ideal shapes and their spacing . 

" " .. .. .. .. 
T&C 

This finishing stroke for the j should be a flat, horizontal push stroke 
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T&C 

TRACE 

COPY-? 

LESSON 2: THE ELLIPSE: o, and e 
Notice in spacing the elliptical letters, that the curve 
of the ellipse is actually placed closer to a straight 
line (as in i, h, l, u) than another straight line would 

T&C 

T&C 

T&C 

Trace a word, copy it below, then next word 

TRACE 

COPY: 

"' .. 
T&C 

be. But the optical appearance is even spacing. Sim­
ilarly, a curved line is placed even closer to another 
curved line for even-appearing optical spacing. See 
the rules for spacing on page 29. 

"' .. 

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, 
rWaist line then sharply down. The cross stroke starts where the serif begins 
~ 14 z_ . . • • • . 
T&C 

TRACE 

COPY+ 

Notice that! does not reach up all the way to the ascender line. 
Notice that very little of the cross stroke of! 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 lineY 

T&C 

Descender line_! 

T 

Hereafter instructions to trace a line will be shown by T and to copy a line by..£ or by an arrow. 
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STOP for SomeTheolJ f7' Princfpks 
LESSON 3: RELATIONSHIPS OF THE LETTERS TO EACH OTHER 

PLEASE payverycareful attention tothe followingde­
scriptions. Go over them again and again, tracing the 
models lightly with a 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 

2) adgijlquy 3)coe 

All of the letters of the alphabet can also be related 
to the 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, 

2) adgijlquy 3) coe 

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, c, a, d, g, q, b, 
and p overlap the vertical sides of the parallelogram. 

4) stf 5) vw 6) xz 

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. 

4) stf 5) vw 6) xz 

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

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 

white paper with Guide Sheet Lon page 112. Use the 
portion of the Guide Sheet which has the slanted verti­
cal guide lines • 



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 
have the principle of "branching." The first stroke goes 
down to the base-line, then springs up, retracing the 
same path to a point HALF-WAY up to the waist line, 

Curved serif _.::,. 

BRANCH half way up 

00 NOT lift pen on the base line ~ 

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

Cut across the ellipse 

Build these letters on ellipses and parallelograms. Begin at the dots.- NOT n.'~ ~ 4dni 

For letter~ remember the same points as for n, but branch twice. 

T&C 

T&C 

.!. branches high and ends with a short horizontal stroke NOT I r 

T&C 

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

T 

c~ 

Check slant & spacing by drawing light lines through verticals (use a ruler) fi/Htf 
21 



LESSON 5: band p. These letters contain the a-shape inverted and reversed ( 17 ). 

Forb 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 
2. Sharply down to the descender line 
3. LIFT PEN 
4. Replace pen on the BASE-LINE, NOT above it 
5. Retrace up to a point half way to the waist-line 
6. Branch up to the waist-line on the right side of 

the ellipse 
7. Make a narrow curve 
8. Follow the ellipse parallel to the first down-stroke 
9. Shoulder in rather squarely with a push 

flat along the bottom. 

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

Do NOT lift pen 

Descender line 

Ascender line 

Note portion of 
ellipse missed! 

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 _e's on ellipses and parallelograms 

T&C 

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 

T&C 

22 

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

NOT p PPP1' 



T&C 

T 

C-?-

T 

C-* 

LESSON 6: s, f, and t 
These letters are related because of their horizontal 
strokes.! begins like p with a serif that goes just above 

just under the line and touching it. t is a SMALL letter 
without an ascender. NOT t r t f t C 

the waist-line. The top of the cross stroke must be --------------------.,-----
" . 

.. .. 
T&C 

f isn't as tall as l, h, k. It starts with a push-stroke 
~d has a cross-stroke like!· NOTM __ ....._ ___ _.... _ _...__ ___ 3--______ _._ ___ _ 

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

T&C 

.. 

lower curve. Turn the page upside down and you -will 
see that it is actually smaller. NOT S 8 S J S S 

Are you holding the pen lightly? 23 



LESSON 7: c, o, e, 1, t. 
Notice that these letters have an elliptical lower curve 
while a, d, g, q, u, andy have narrow lower curves. 
(For closerspacing these curves may sometimes have 
to be narrower. ) 

Both~ and~ begin with a DOWN stroke:O C not ve 

ALWAYS write ~ in two strokes. It will keep the eye of 
~ open so that when writing rapidly it will never be con­
fused with l's. Later you will learn the nice ~joins: 
lffff"t 

... .. .. 

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

T 

C-?-

T 

c~ 

.. 

.. .. 
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LESSON 8: a-shapes (a, d, g, q); u andy 
This shape has the same inside counter (white space) 
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: 

1 5 

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

C--7>-

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) 
It 

T 

c-?-

1. Push flat across the top 
2. 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. 

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

ALL OF THE a-shapes start with this one-stroke 
pocket shape: 0 . For EACH letterthe penshould 
return to the starting point. Only the letter !!, has a 
pen lift which is at this starting point. For letters 
!!_, g_, and g,, the pen should stay on the paper for 
one continuous stroke. 

6. Straight down to the base line. This causes the 
strokes to look like inverted branching at No. 4. 

7. 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!!, 

NOT "'t~a.~}t~fl,CH-i ... ~ ,rr 'I' t 

When this is comfortable, go over the same letters 
again, but this time NOT stopping, just slowing down 
at the corners. Perfect a's will result. 
Another help is, after making the top, think "u~' 

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. 

Use as light pressure as possible on the paper. 25 



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

6. Straight down with NO arch to the baseline, NOT 11 
7. Light sharp up-stroke serif, lifting the pen. L 
DO NOT LIFT YOUR PEN while writing 9..· 

For 2_, 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 L -' 'L J,H .J. 
7. End with a narrow curve matching the curve at 3, and lifting NOT " /" 1S &-1- a. fl. .. 

the pen in a light up-stroke which parallels the stroke from 3- 4. t 
DO NOT lift the pen here, or the 2_ looks shapeless ~L 

-----""-lffl'--------- v II'. ,r 
For !!• begin with a light up-stroke serif, then straight down. Now follow points 3 - 7 for drawing.!!:. NOT ufl.(;Uf 

.. .. .. .. 

,r begins like !! and ends like l NOT j..J ~ .!j J 

T 

c_,.. 
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LESSON 9: v, w, x, z 
Both !. and ~ start with a curving serif which goes 
steeply down to an angle, overlaps the base-line, then 
rising, turns in (to avoid confusion with!). The slant 
of these letters is determined by a line drawn from the 
angle to a point midway in the opening above. YW NOT VYVVVV 

NOT 

T 

l 

T 

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

Thetopandbottomof!. 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 

.. 

Z!l 
' 

.. .. .. 
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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 

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

Two-stroke 

2. REVIEW OF ENTRANCES AND EXITS 
The following letters start with a sharp-angled serif; as do v, w, x when they are preceded by a join: 

• • 

Sharp entrances 

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

Curved entrances 

The following letters end with a narrow lower curve: 

Narrow 
Lower curve 

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

Elliptical 
Lower curve 

3. IMPORTANT: Review by writing the entire alphabet 
on your own paper, each letter three times: aaa, bbb, 
ccc, 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 seewe have done on theprecedingpages. 
These spaces areforthe x-height of each letter. When 
you are finished, check your work with the model and 
notice especially adgq, bp, mn, s. 

Alphabet 
Review 

28 

l ancelot 
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 bythe 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. 



LESSON 11: THEORY AND PRACTICE OF SPACING IN THE CALLIGRAPHIC MODE 
IMPORTANT: Carefully study these rules for spacing important study. 
and the examples given. TRACE and COPY these pages You will be able to look at your spacing more ob-
on spacing, then take words from the list which follows, jectively if you turn your paper upside down. When it 
one at a time. Alternating between the vertical guide is right-side up, you see your old friends, the alpha-
line portion and the lower portion of Guide Sheet "L", bet and recognizable words, and are distracted from 
write each word three times, improving the spacing looking at the spacing. Upside down, the shapes are 
each time. Continue practicing spacing in this way on not familiar--the appearance is more like that of an 
a regular basis while you progress into the following abstract design, so you can be more conscious of spac-
lessons. More than anything else, consistent slant and ing patterns. You will notice lighter color where you 
even spacing give a page of writing a patterned beauty have left too much space and dark patches where you 
that makes it the envy of those who have neglected this 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 ~ chosen. The eye sees 
the patterns of white space made by the 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 ~ 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 
IS RECOMMENDED 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 to the 
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. II 

T 

6. When a curve is adjacent to a straight stroke they 
are separated by approximately 2/3 of a space. /( )/ 
7. When two curves are adjacent, they are separated 
by approximately 1/3 of a space. X 
8. Spacing of c, s, v, w, x, andtherightsideof !_fol­
lows the rules 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!:. varies betweenone space and 1-1/3 
spaces. Usually you will have to watch that you don't 
leave too much space after !:.· 
10. If two ff's, two tt's, !! or!!_ 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 pen is 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. 
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T 

c 

T 

c~ 

T 

C-+ 

.. .. 
T&C 

30 Is your spacing even? 



T 

c_,.. 

T&C 

T 

c_,. 

T 

C-l» 

T 

Turn your writing upside down and check spacing and branching 31 



T 

---!-----------------------------------------------+---
C--11-

T 

C-+-

T 

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 
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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. 



Pr1ectii 
fDGfD PEN- PEN ANGLE -ALPHABET WITH PEN 

WARNING! DANGER! If you miss 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 ifyou 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 
enoughthattheguide lines maybe seenthrough the pa­
per, 8-1/2" x 11" (the size of these pages), and paper 
clips. 

LESSON 12: GETTING TO KNOW THE EDGED PEN AND PEN ANGLE 
After filling your pen, touch it to the paper many times 
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 asortofbreakinginprocess that some­
times is necessary. 

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

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 
you will noticethatwhenyou move it along its thin edge 
you make thin strokes, if you move it along its breadth 
you make thick strokes, if you move 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. 

:::-,::<<:~' ~if/f''' 'M¥~~ 
, :;v~ VVV\1' ~~~~ 

, 
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 

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

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: 

~- - - - -· -~- - - - - - - -~- - - - ---~- -- - - - - - -~ 
~ ~ r'-. ~ ~ 

Left oblique nibs by left-handed writers like. this: ___ --t\\- _ _ _ _ f\\ _ _ _ _ ___ ~ _____ f\\ 
The full edge of the pen must be kept on the paper D \) ,- ~ 

without pressure. A right-handed writer will have his \) NW N N f \\\ 
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 W f 
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 diagonallySW toNE /(or 
lower left to upper right) you will draw the thinnest lines 
possible with your pen. Notice that you must move the 

sw s SE 
paper or move your arm as you cross the page in order 
to keep the pen in the 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 with the EDGE of the pen in the drawings 
below.) 



When you move the pen downward from NW to SE 
~ (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 

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 or book) long before your hand reach­
es the right margin. In fact, if you are holding the pen 

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 

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 
Wand boxes with your pen in too steep a position (as in 

Too steep: 

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. ) 

at the correct angle, your elbowwUl already be~!'-.., 
right edge of the pad when you start writing the top line. Y 
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 ofthewritingpositiononpage16, noting especial­
ly the angle of the arm and the position of the elbow. 

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

First, make pluses and boxes with your pen in a~ 
too-flat position (as in the drawings). Notice whichY 
lines are thick and which lines are thin and see why. 

the drawings). Notice which lines are thick and which 
are thin and understand why. 

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

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 

34 
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next to the model. Can you keep the arms of equal ~ 
thickness at all three places on the page? It means "/ 
moving your arm and hand, or the paper, without turn- "r 
ing the pen. 



LESSON 13: LEARNING THE ALPHABET WITH CORRECT PEN ANGLE 
KEEPING your pen slanted at the 45° angle shown in scious part of your writing until the habit of keeping 
the drawings, TRACE AND COPY the following lines. the pen in the right position is firmly established. 
Be sure to check your pen angle at the beginning and Until that happens, there are key letters, described in 
endofeach line bydrawingpluses and boxes with equal numbers 1, 2, and 3 below, which you can continually 
sides. use to check your pen angle. 

This matter of pen angle will have to be a very con-

1. The following letters all have horizontal and vertical strokes which should be of equal thickness 

2. These letters should not appear thick or thin, and the 45° angle should be very apparent at the 
bottom of each stroke: J J J- Not I J......., or I,_ 

3. The following letters have ascenders starting on the ascender line. At the top of each ascender you 
you should be able to clearly see a 45° angle:,..., f Not....... I or..,.j I 

Keep your hold on the pen relaxed, don't be tense 35 



Nowtrythese key letters with the WRONG penangle 
so you will see how they look when the pen angle is in­
correct. 

First make pluses and boxes with TOO FLAT a pen, 

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 bow thin and scrawny the vertical 

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

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

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

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

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 
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~ ~D+D+D+O+D+D+O+D+D+O+C+D+~ 
established habit, practice pluses and boxes at the be­
ginning and end of each line for the next several pages. 
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: (J • band p For this lesson and all of the following ones, trace 
contain this a-shape inverted and reversed: tJ the model and copy next to it while you are learning 

Remember the important points you learned about the new element presented in each lesson. When your 
these letters. Make yours exactly like the model. copy looks very much like the model, STOP tracing and 

For all of your work from now on, write the date copying, and COPY ONLY on your own paperusing the 
completed at the bottom of each page. Do the same thing guide sheet numbered at the bottom of each page. Save 
when you copy a page on your own paper: Write the the models and spaces for later review. An * indicates 
page number on your paper together with the date. where you might stop tracing and begin copying. 

GSl = 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, c, e, l, t have elliptical lower curves in common 

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

NEW 

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



MODELS 

1. PEN ANGLE (p. a.) 

atofm~ 

2. BASIC SHAPES 

adg q 

coe 

_. 

tU 

mnhkr 

bp 

ft 

5 

' vwy; 
xz 

Common Faults and Remedies I 
FAULTS REMEDY 

Too steep Study and practice pages 33 to 36 Too flat a_ tofrr 

~ 
a t 0 F m €: If you need to work more OB pen angle 

Watch the verticals and horizontals in f t a ad g q b p . 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: a (too long) a (not horizontal) ~(too short 

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

Parallel sides: t\, (Not parllel); R,t (Back-slanting) 

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

Ending strokes: t\ (1 tL r 9~ g (ugly, clumsy) thick) 

Begin in the correct place: C' e (o & e should begin with down strokes) 

Keep the elliptical shapes: f Pf (Too skinny); oc e (Too fat) 

Lower curve: (/ e (Too sharp); C, t (Too round) 

Loop of e: (t e t (Too small); a ~ e (Too large) 

/ 

l.. U (Serifs are wrong); U, U (Narrow curve is missing); U. (Sides aren't parallel) 

Branching: m n (Too high); m Y (Too low) 

Elliptical arches: m n (Too round); m nn (Too spikey) /_ /_ 

Verticals; 11\,1\. n (not parallel); Careless endings: m m m rr Y /t/( 

b (Pen should NOT be lifter;R p(Pen SHOULD be lifted & replaced at the base line) 

b r (Branching too low); lJ b ~ r (Sides not parallel) 

Narrow curve: E p (Too round); b p (Too spikey); b P p pBottom should be flat) 

Cross stroke:{ f t (Too low);( t (Too high); [[ C (Not horizontal) 

{f t r (Length) 

5 S (Two curves should appear the same size); S (Middle should be diagonal) 

V V (End must turn in gently); V W 
/ 

(Too much slant); !J J (No fishhooks). 

XXZl7XZ (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! 

NEW 

Watch the horizontals: 

* 

These letters have v-shapes. Be careful of the slant and the endings of these letters . .. ~~-----------,~~/~ / 

NEW 

40 How is your pen angle? GSl 



* 

Remember these letters begin with sharp serifs: ijptuy 
Remember these letters begin with narrow curves: m n rv w X 

Remember these letters are the only ones written in two strokes: Pl =d' e = e, f' /". p, t-= tJ.x 
All the others are in one stroke. DO NOT lift your pen in the middle of one-stroke letters. 

Remember, these letters end in narrow lower curves: adhimnu 

These words review all family likenesses. Try tore­
member every relationship between letters that you 

These letters end in elliptical lower curves: 

have been studying in the last pages. 

GSl Is your slant consistent? 

celot 

41 



42 Is your spacing even? GSl 



LESSON 17: REVERSIBLES, COMPLETE ALPHABET, WEEKLY ALPHABET, QUOTATIONS 
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 each group of three: your best !• best 
!!, etc. Now place a check ( ..1') over each underlined 

PERMANENT ASSIGNMENT: 
Weekly Alphabet, From now on, every daywritecare­
fully five letters of the alphabet, each letter three times 
as above. On the first day write!!:. to£, on thenext day 
.!. to 1. etc. Keep this work together on one sheet of pa­
per, with the heading: "Weekly Alphabet." From now 
on this 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 to write an alphabet chain, using that letter be­
tween each letter of the alphabet: papbpcpdpepfpg, etc. 

WEEKLY ALPHABET practice is by far the sim-

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 in the "Weekly Alphabet," that is, move your 
pen above the model without touching it. That will save 
the model for future study. 

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 
a perfect ..!. 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 youworkdailyand faith­
fully on this Weekly Alphabet practice, consistent pro­
gress is assured. 
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QUOTATIONS: sheet of paper this size, using Guide Sheet No. la or 
Copy two of the following quotations, each on half a lb. Use simple block capitals. 

Anythtrw is possible - w(th pra® 

They fad, and tluy a~ wlw have rwt strfven 
Thomas Bailey Aldrrch 

Anyone can ma excuses. Butthe success­
ful are those who ov ome aLl temptatitmsnot 
wwork hard; they laborwirlwut complaintj 

tlwy get ults 

Work faithfully for etg ht hours a day and 
dontworry.lntime!JOUmaJ become the soss 

and work twelve hours a day 
and have all the wony 

Exatlenaispruducedby hardwurk, not by excuses 
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Project n1 
THf CURSIVE MODE OF ITALIC HANDWRITING 

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

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. Learning the joins 
2. Becoming familiar with them in rhythmic movement 
3. Gradually increasing speed (later on) 

/ / 

mtntmum 
As you can see, it is not possible to join the letters 

in this word, keep the pen angle constant and keep the 
same spacing. The first~ would join to the ~. skip­
ping the J., the~ would joint to the second~. 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 le~te~s is changed: 

1tWntnJM.111,t 

Instead of the close spacing governed by the eye, 

GENERAL RULES FOR THE JOINING OF LETTERS: 
1. 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. 

2. The average number of connected letters that can 
easily be joined is three. 

3. 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. 

TABLE OF JOINS 

1. Diagonal joins may be made FROM these letters: 

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. 

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

You will 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, andre­
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. 

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

Here is a list of possible joins which will be useful for 
reference after you have learned and practiced all of 
the joins. 

az o d/ 11'e: EV iz IV b mz 111 w 
2. Diagonal joins may be made TO these letters: 

>1J;a; ·$;;be~ g;mznto Jp lj?i:d JtAMzAv2x 1!l 
3. Horizontal joins may be made FROM these letters: 

4. Horizontal joins may be made TO any of these letters: 

d // 

5. Joins are NOT made FROM descenders <9) qy ); 
from push strokes (bps); nor from X ana Z. 

(0 t 
and with special care from: 

6. Joins are NOT made TO ascenders ( a-11 f h lr. ~) 
nor to z. 
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First, trace and copy the alphabet in the new width for the Cursive Mode: 

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

Notice the peculiarities of joining to_£, ~ • .!, and both to and from~· 
_£, ~· and!. all begin with down-strokes after a join. Thus~ loses its upper horizontal 

stroke, and _£ and ~must have the tops added AFTER the first down stroke. 
In the case of_!, the join itself becomes the lead-in serif that begins.!· 

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. 

46 As you write in the Cursive Mode, do you feel the horizontal thrust? GS2 



SECOND CLASS OF JOINS (Intermediate): 
Joins to curved entrances to: 

NEW 

* 

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

Don't lift your pen when joining over the top and back on these letters 

GS2 Hold the pen lightly and let it write rhythmically and beautifully for you. 47 



48 Check your pen angle with a + GS2 



Project IV 
CAPITALS- PROPORTIONS -5 IMPLf BLOCK. CAPITALS 

GENERAL RULES FOR CAPITALS: 
1. The height of capitals is between the x-height and 

the ascender height. 
2. Capitals look best upright, although with speed they 

may begin to slope a little. 

LESSON 19: ROUND CAPITALS BASED ON A CIRCLE 
0 and Q are full circles. C, G, and D follow the cir­
cle on one 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 Q. each corner of your pen 
forms a circle and the result is two interlocking cir-

NEW 

It is easier to make these round letters with TWO strokes 

3. Whencapitals 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. 

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

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

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

* 

GS1 = Guide Sheet 1 49 



* 

LESSON 20: RECTANGULAR CAPITALS 7/10 OF A SQUARE WIDE 
These capitals fit into a rectangle 7/10 as wide as it is high. 

The cross-stroke of A is just below center. 

I 

NOT: A AA A", H f.l H H, "'-" K, N tJ, "t1' r, " v, x )( ~) r v" ~z 7 z 
50 



LESSON 21: NARROW CAPITALS 1/2 OF A SQUARE WIDE 
These capitals fit into a rectangle 1/2 as wide as it is high. 



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. 

Really a double V, W does have parallel diagonals. 

* 

Numbers must be easily distinguished 

NEW 

* 

I 

NOT: M M (Spaces at bottom should be equal) M (parallel sides) M 1 W W 1 1 1(} 1,4 5' 1 0' 
52 



LESSON 23: SPACING OF CAPITALS & NUMERALS 
Spacing of capitals and numerals is by eye. The ideal 
is to 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 inourformerdiscussionof spacing, 
two curved letters require less space between their 

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

2. The least space is required between two curves:)( 

closest points than two verticals as shown here: 

DOH I 
If we fill in these letters to make solid shapes, then we 
can more easily see the white space: •:•. I 
Notice that although D & 0 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. 

I HIS IF HE 
~All of this area counts as space 

BQPM 
3. Between angles and verticals, angles \I 

and curves, curves and verticals, the \C 
spacing is between these extremes 1 C ABE LJ NCOLN 

Give numerals plenty of room: 1776 vs. 1776 
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Quo tatUms 
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 wouldpermitnoman 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. Mirth is like a flash of lightning that breaks through 
a gloom of clouds and glitters fora 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 men and 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 risk of 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. When love and 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 is the only prison that can ever bind the soul. 
Henry Van Dyke 

54 

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 calledaltogetherunhappy. 
Even love unreturned has its rainbow. 
James Matthew Barrie 

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

22. Truth often 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 peacewithin yourself, then you can 
also bring peace to others. Thomas A. Kemp is 

25. If you ride 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
ag.e 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. Hewho 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. A non 

36. Look before you leap if you like, but if you mean 
leaping, don't look long. Anon 



PrPjectv 
REVIfW AND lAYoUT (CALLIGRAPHIC Moo E) 
JOIN STUOIESCONTINUEO {CURSIVfMOOf) 

LESSON 24: QUOTATIONS. (Calligraphic Mode) 
arrangement of words best brings out the meaning. Write three quotations or sayings on three half-sheets 

of paper, centering each one. Use quotations from 
these pages or some favorites of your own. Choose 
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: 
1. Choose the quotation (see pages 44 and 54). 
2. Jot the quotation on scrap paper to determine what 

Read each of the arrangements below and notice how 
~ and 2_ bring out the meaning of the quotation, and all 
other arrangements break up the meaning. 

a. 8 lessedan the 
peaamakm(urtktJ 
shallbeadltd 
the chstdrmuf God 

d. S l f SSE 0 

Are thepeacemakm 
ForthtJ. sludlbe called 

The chadren of God 

c. Blessed 
Are the peacemakers 
Fortht!f 
5 halt be called the 
ChddrenofGod 

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 above the 
middle, write an! 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 quotation on paper in balance 
with such a drawing. NEVER do your lettering di­
rectly 2!!_ a pattern or design, for it will detract 
from the design of the letters. 

b. BlesJed are the peacemakers 
for~ shalL be cnlbd 
the children of God 

e. Blessed are tht peacemakers 
forthty 
shall be calftd 
the children of God 

For a quote 

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

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

NEW 

* 

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



The Swans 

Slow~ seven swans 
float wn fivm the skJ 
and ltghtfng on the :ze 
su ce of the~ they 
saiL (n lcmn vcessWn, 
seven whf half no lf 

on rippledsta{f 
of the Jaik bay. 

Milton aplan 

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): 

In doubles involving t and f, write the two verticals first, 
then the horizontal which joins to a following letter. 

EIGHTH CLASS OF JOINS (Tricky) 
Joins from: V"' W r 

Great care must be used with these joins. With care 

theymayjoin to all the letters in classes 1 to 6. The!. 
must branch high enough so it will not be confused with 
v. The r-join should dip slightly to aid readability. 

58 Keep a gay heart and a light touch! GS2 



N c 1nan iJ an iltmJ fndrr 1 it:ulfe 

f very man& a fJff« cf the CtrrPtfnewt 

A pM'tcfthe Maine, 
, fa c&d bee Wftjw ~by 

E urupe h tlu ksse, 
As well M tf a Pnrrmrntl!r{e1¥trt; 

A1 well ~ rf a M MmCT. t~ pitnde; 
Or of thfne MVn 1Vtrt: 

Atf!j 1ntmS dHlth dimfnlshesrneJ 
B~e I a;m hwulved inmttnkind 

And there 1WVtr send tv /uurw 
Ftrrwlurm 

lttof~ 

bell tol/6 

J c lvn D crnne 

LESSON 28: REVIEW CALLIGRAPHIC AND CURSIVE MODES 
Copying a quotation provides interesting practice where 
you can concentrate on the letter-forms, joins and 
spacing. 

Mode (as illustrated), using Guide Sheet 2. Then copy 
it again in the Calligraphic Mode, using Guide Sheet 1 
(without joins). 

Copy this quotation on white paper in the Cursive 
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Butitwasmtitssize atnowimp ifed 
mJ companions; it was the uwledge that 
seven hundred tlwusand pmtnds ingold lay 
swewhere buried below its spreading shicWws. 
The thought oftlu mtmiJ as the!f drew mam; 
swallowed up theirprev{oUJ~ors. Theire!les 
bumedin their wi therr ~speedier 
and lWhtu; theirwlwk soul was btJundup in 
thatfrrturw, twlwle l/ time or nv-- . 
ag ance and pleasure, that Lay waittng there 
frr eachoftlmn. 

fr~m 'Treasure Island " 
b:t Robert Louis Stevenson 

Copy this quotation on white paper in the 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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Project VI 
USING THE MEDIUM PEN 

In this project you will review the alphabet and learn 
to use the medium pen which is the most commonly­
used size. Remember, the nib should be square for 

right-handed writers and either left-oblique or left­
handed for left-handed writers. 

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 forpleasureandcontributed 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 

c+-

c ..... 

CURSIVE MODE with Medium Pen. Use Guide Sheet 5 with the smaller spacing 

C-+-

62 Is your hold on the pen relaxed ? 



LESSON 30: CAREFUL COPYING OF SHAPE8--SPACING-JOINS 
Copy the first half of the page in the Calligraphic Mode 
with Guide Sheet 3. Copy the second half of the page in 

-

the Cursive Mode with Guide Sheet 5. Trace if you like. 
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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! humane honest homage handle harden heaven heckle 
Use them in your daily warm-ups or for joining prac- height herald hermit hither hooray huddle hunch hun-
tice, or later for speed work. As you do this type of ger hunter hungry however handkerchief net new nod 
workwitb thesewords, writeeachwordmoretban once nary nine none nice nail navynearneat neck need nest 
to find the rhythm of the word and build the habit of next nosenote noun numbnastynaval nervenigbt noise 
rhythm into your hand. Alternate short words with long nomad noose notch novel narrow native nature nebula 
words. Placeacbeckabove words whicbyou have used needle nepbewnibble nimble noodle notice notion non-
so you can quickly find new words the next time. com neglect neither notable omnipresent contempla­

tion monomania momentum immense commencement 
an air anon admit animal account anterior me ace main murmur communication enumeration matrimony finis 
anvil hammeranemonehandsomeammumacmebumor WORDS FOR SPACING PRACTICE IN EITHER MODE 
anthem measure admonish in hum done minim cannon 
hundred ancestor ba any name angry homing command 
maintain as 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 
bumming behemoth bo den hair under murmur ancient 
monument do not cone honey acacia nominal dominoes 
he mud come human adhere meander alphabet ax hid 
acid money summer nothing ignoramus be 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 nag liar never avenue machete hesitate 
microscope aw mop ugly madly appeal meddle beautiful 
millionaire rna day neon male again altar 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 
heroinenuisancemopbide 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 mockmode mold molemood 
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 bey bay 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 
bose hour howl huff huge hull hung hurl hurt habit halve 
heavy hello hinge horse hovel hurry hymnal homing 
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In practicing 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 grizzlybearguerrillaguestguess 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 



Dai~-WeeklyR.cutfneAsswunent 
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 

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 theSpecial 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, !. to!:.· Write each letter three times (in 
the Calligraphic Mode) and underline the one letter of 
the threewhichyou thinkyou 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. ~increases the counter-clockwise movement. 
5. For each of the following two lines, choose a word 
from page 64 (these contain .!!!,. !!_, !!, ~. or !. and.!. 
!!:_, ~. g.. 9,, or !!) and write it in the Cursive Mode, 
keeping the branching high. Write a check ( ./) above 

DAILY WARM UP SAMPLE 

First Day 

1 aaabbhccidi1fkee - - -
2 11111 111111 ff'J1ff11'1'6m 1ttJ'l11 'ttffttfl 

o/ . 7W{; a mzmzmzmzYYI2ffl( 1'ftiH121tl mzm 
~ ,/ ./ 

I Ill/~ I I l/17fl411Um- I I I lme:tfU1lJ 

11/lbaJzmirntvul••'''' fl/19-fL{IWJ 

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. 

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 in your 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 PRACTIGE 
To make satisfactory progress in Italic Handwriting, 
you should plan to do faithfully the followingworkeach 
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. 
5. Speed Practice (Daily after reaching page 75) 
6. Self-grading of one of your poems each week (See 

page 67). 
7. Keep track of your work on the Check List and Writ­

ing Record, page 109. Pick a certain day of the week 
totakestock. Everyweekon that day look over your 
work forthe week, and markyourself-criticism on 
the Check List and Writing Record. 

Second Day 

1 fffggghhhttgjj 
,/ / / 

2 mm TfYYYl ?tttttt7ttttt nrn ttttn 

3 1f1/mttllttl/fJ71ttC ttlltn flvtn lt1ZtYL2 

4 WiWfTliU tllM/Itul/ illA&tfUl/'tTUllltuV 
/ / / / / 

5 1J'UZJ1£ nwne fYU/'nt »utW uune 
il]uzmim fllrwn£ru z1lwm£ne 

This Daily Warm-up is based on exercises recommended by Alfred Fairbank, Lloyd J. Reynolds and Arnold Bank 
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Common Faults and Remedies II 
3. SLANT:LA_n inc~nsistent slant produces writing like 

this: PAU,~Q,h, . Another fault of verticals 
which hurts the slant on a page is called "wind-swept" 
or "banana-shaped" or"hooked" ascenders like these: 
C C C ( . The same faults may occur in descend­
ers like J1}JI . Any of these faults hurts the appear­
ance ofa· page. To check your slant, use a ruler to 
draw lines through the verticals. Place your page over 
the Slant-detector Guide Sheet (page 111) to determine 
the degree of your slant. It should be between 5° and 
10° for the Calligraphic Mode and between 5J::'"~:!:J.JJJ 

for the Cursive Mode. Df#jf ##IJ#If'#jHfMYfff~ 
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: 

"' ~ 1111/11111 Ill 11/ldL' at, I,_ "'bldlra t, ILl L[ 
2. Wr1te b /u""IUU /":,""";!':' etc. 

3. Write mailmbilmcflmdilmeflmfdmgfbnhfl 
on through the alphabet. 

4. Write 111111U1MJII1111Mtt1nai 111//hammen etc., 

using different words containing !!!_ and !!· 
5. If you tend 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-8IZE: ~~ WJI'trr 
When tops and bottoms of letters are not 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, 

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. 

5. JOINS: ~ • 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 VIIUUIU4VtU t#UtU4-Uit , joins 
on pages 46 to 48 and joins in the words on page 64. 

6. SPACING:~~ Slant, alignment and spac-
ing are the most important factors in giving a page an 
even appearance. To che.~1 •• Y,U

1
/, s acing, draw lines 

through the verticals of /f#H U ~fflffh~JffH-JI , 
through the middle of ¢;1Jt.t. , and two equal­

ly spaced lines through N and t/ . 
ahcdlfuhyklmnopqrstuvwxyz abcde~hijklmno 

If your spacing 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 ~ 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
agraph on page 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. Su it i6 now 1 am " 1n4n, 

s~ '' it wlwn I ,htlf 11r~w "{J, 
s.mhmimjm 

to.ju[( 
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Summary if Smndards for rm/ic;{arulwriting 
The abbreviation symbols listed for each fault will aid the teacher in marking papers. 

STANDARD DESCRIPTION 

1. PEN-ANGLE: V., + -15 for incorrect pen angle 
&:' ... .... '1, 

The thinnest parts of your letters should be in these corners: 0, ~n'\ 
Horizontal and vertical strokes should be equal: -J.- tJ:. (i '\ 
NQT, 0 a~ L frflal pen); or 0 at m f tiS~··;.., poo) 

2. BASIC SHAPES: 0 not 0 ; a not a a ; t not t (See pages 39 & 53) 

Abbrev. 
Symbol 

p.a. 

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

Possible 
Score 

15 

25 

3. SLANT: Not too much (no more than 15° for Cursive, 10° for Calligraphic); 1/1/ 20 

Nev~1.B~ckslant '"""" , but consistent: 

t##Jfn , not:A- ff\ vc . 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 

-1 for each uneven line of writing. 

. . . 
5. JOINS (Cursive only): Diagonal: afl, at,. ; NOT .:lin tu at 'fi' t t t-Horizontal: tf. m m yn lVJn. 

; -5 if Too sharp: V 

-5 if Too round: V 

No joins after descenders :.!f 0 8/l/ or before ascenders: ab aiL -10 if No joins: nj 

Exceptions: tt , or others when writing with speed: th a4,l 

6. SPACING: Space between verticals should be about equal. Betw. verticals: 
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: 

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 

10 

10 

10 

RATE YOUR WRITING, one page every week. Write a 
column of numbers from 1 to 7 down one side of a page. 
Take each standard, one at a time, and look overyour 
page. See how manypoints you can award yourwriting 
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 

good spacing in the Cursive Mode only. Since there are 
no joins in the Calligraphic Mode, allow 20 points for 
spacing when judging your work in that mode. Keep 
track of 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. 

abcdefghijklmnopqr.stuVWX!fZ abcJefohijkfmnopqrstUVWXIjZ 

ABCDEFGH IJ KLM N OPQRSTUVWXYZ 
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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When I would know thee -my thought ks 
Upon thy well-made clwice frimdsandbo . 
Then dol love thee1 and behold thtne ends 

In maki11tJ thy frienrls books, a thy b{1()ks friends 
E p(gram 8 6 - Ben Jonson 

Dv whatyoufreLtobe 'ht; 
say what you thlnk to be true 

arulltavewtthfaithandpatfence 
the consequences w God 

f W. Robert5un 

WhtwwvrrtJWnos are true1 wlu-dJ~TtVtrtiUngs Me ~t, 

wlumnvrrtiUngs tUY J~t1 whoocrevertkmgs M'upwre1 

wlumwverthfnas ewe lwr'J J whacnvert:hings twe "f gwd repurtj 

(fthm be RrnJ v(rtue, 

£fthere be P1nJ prai6t1 

think un;, time thlnos. 

St. Paul tv the P Ju/ippfMu 
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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Pr~ectvrr 
S IMPLf ROMAN CAPITALS 

LESSON 32: No matter what you do with capitals, now or 
later, the essential forms you learned in the Block 
Capitals must be there. These Simple Roman Capitals 
appear to be dressed-up versions of Block Capitals. 
They approach the appearance of the Classic Roman 
Capitals which have served as a standard for capitals 
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 
changes to 45° for the diagonals, and still steeper than 
45° for certain vertical strokes in M and ~· Roman 
Capitals should be upright. 

TRACE and COPY one letter, then practice it on 

GS3 

separate paper. Then the next letter, and so on. Use 
Guide Sheet 3. 

Pen Angle: 

.2. 
1. Pen angle begins at 45° and flattens as it 

curves out at the bottom for the serif. 
Pen angle is 45°, flattens fortheserif and 
cross-stroke. Simply turn the pen in your 

jf-;~2. 
hand. 
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Jabberwocky 

'Twas bnllfg, and the sltthy toves 
Did gyre and gtmble in the wabej 

ALL mimsy were the borogove.s, 
And tlie mcme raths ou rabe 

{{Beware the Jabberwock, my son! 
T ht jaws that bite, the claws that catch! 

Beware tht J ubjub btrt4 and shun 
The fmmious Bandersnatch!" 

He tvokhtsvorpalsworrltnlumd: 
Long time themanxume he so'¥/ht­

So rested ht by the Tumtum tree, 
Andstvod awhdc in thought 

And as in u 'h thought he stood, 
Tlu JabbetWock, wftheyeHf ~ 

ccrntd. 
LESSON 33: USING ROMAN CAPITALS with the Calligraphic Mode, Use Guide Sheet 4 and copy pages 70 and 71. 
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Camewhi n throughthetulgeywood, 
And burb dasitcame! 

01lt; two! One, two! And through and throl!_gh 
Thevo lbladewentsnfcker-snack! 

He le it dead, and wf {ts head 
e went galumphi'!ij 

"And hast thou slatn the J berwock? 
Com£ Wm!:f arms, m!l beamishbuy! 

0 -abjousday! Callooh! cailay!" 
He cho inhtSjoy. 

'Twas bnllig, andtheslithy toves 
Did gyre andgtmbk in thewabej 

AlL mimsy were the borpgoves, 
Andthemome raths ou rabe 

Lewis Carroll 
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To gin up a pnifm bec~e itlnlu tu tlurugh !ftrUwilL 

tU'VW S~ m Mhf:wfttg the gml U foll!f, b~e (t U 

{mptnsible fvr !fOU- to k-rurw lurw ckse f:r1 tlu gtn:tl J(f'U M-e wntrl 

!JtrU Juw-e utuall_y u-mplehni ~ U117'Yke Jtm?ght bet~ m:J 
no:t Cnit:RtM wlum all the~ !fD"U have put~ tlu projttt 

suddenly Cnb ~ ~ the gml will bt UtVn! 0~ 
with a new puirvt gafruni m !ftnW wru:tm~no uf tluwurk, 

!ft!U will sudden0 frnd aU rrrn4tln/ng tuilnuuh etUier. 

Onu I cli:rnbtnla ~m the Hi[JhSiernu uf 

Ca-lifumCa'~ wlune sUk ~ trrnued by mUwre mgft!~ 

p~. U p41'Yl-~Ju:ng a p~ aftrr e-~Uh gruelung climb, 

Vt RffJt'ti!red thutlu ney.t D"''U!1Vt.mlJ be tlu tDfr. T/tt.s CiJnt{nutt[ 

"""'Mui m. I C11Uld ~ g iV?n up wt Mlt!1 smg e, turt ~ng 

lu.nv t:U,e I~ tD the tvpq Pmewrfng, 1 pnalfJ 11!1Uhttitlu 

.sunvmiJt a-rui ~ nwt:WJerl by 4 arwwd new "f talus tm4 pla-t m) 
shantl trn':J bJ tn;!l urmptmi'trn ~a ~Juuk. Tlu re-wwnf 

~ M~Tll ~ tlu pmumue m ref~ all temft:rd;i4,m tu 

giVF up. Fred Eager 
LESSON 34: USING ROMAN CAPITALS with the Cursive Mode. Use Guide Sheet 5 to copy this page. 
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Project VIII 
DoUBLES AND VARIATIONS FOR BoTH MoDES 

LESSON 35: New variations which will work in both Cur­
sive and Calligraphic Modes can be used for either slow 
or fast writing, except the variations of~ and !!_, 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-

The first 2/3 of the tail of ~ and z....._.., is 
straight. The Y descender curves for its length 
and ends in a hts'fizontal. NOT QJip ~ Don't touch! 

b and 0 are for speed only. This form of!!_ 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. 00 NOT use it after ascender letter 

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. 

. Tasteful use of {t and .ft' , not more than two or three on a page, will add a little spice 

Never allow the descenders of one line to tangle with the ascenders of the next line. Use special care 
with flourishes. It will help, when flourishing, to space your lines of writing farther apart. 
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I s tan arrow into the air, 
Itjellw earth; I knewnotwhere; 
For, so swiftly it~ s( t 
Could notjollow {t{n {ts Lght 

I breatlwd a song into the ab; 
It jell tv earth1 1 knewnotwherej 
Forwlw has s~tsolwenandstrong 
ThatitcanjPilowthejlt tofsont? 

Lotg, long ard, in an oak 
I .found the a~ l unb ; 
Andtheso , begtnntng-tvend1 

I found ntn e htart ajrtmd 

H m'!f Wadsworth Longfellow 

LESSON 36: Copy this page in each mode, using the new variations. 
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Project IX 
BUILOI NG SPffO 

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: Todetermineyourpresentneat­

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 in your in­
complete sentence and divide the total bytwo. 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, !!• 
and~ becomespikeyand 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 breakdown 
with speed. Write a 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 l. 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 l. p.m. 
every week, in 15 weeks you will write 100 l. p.m. 

WARNING: Never write so fast that the arches of m n _,-
and~ 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 ordertocall ourwriting easily readable. 
If your rapid writing practice is too fast and 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 
high in !!!_, !!• ~. !s !_; and second, practicing AT the 

fastest speed at which you can maintain these read­
able conditions. This kind of practice will keep your 
writing readable and helpyou 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: 

11 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 be 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 each occa­
sion, aspentouchespaper, howmuchdisciplineisto be 
coupled with how much freedom. More discipline, per­
haps, in addressing an envelope, less in the drafting of 
a letter not to be seen by a second person. The child at 
a junior school will use much discipline, The adolescent 
will write with as much speed as he can muster when 
taking notes and so often 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 possibilityofwriting 
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. 11 

From page25ofA 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: hfUtt/4y~ ' 

75 



habet S entence.s 

1. A quick brown jumJs wertlu laz3 cbg. (JJ ltftrl1) 

2. Pickingjustslx~ru:es,newjannhandjrweJstwngbut y. 
41) /1 th / b h / / t- {sJ) 

3· W£uiamsata tevC[Y rng a out t5)acR£twas in 
~ goodconditionCXf!Ptftwthe upper. rso) 

-f. fur civilization, arxfst ughtjustmustbe qutckly 
replacedb!fwa!P"ffn m. r~,J 

s. The vixen Jumped qui y un her e, barkfng with zeal. (++) 

"· As we explured the gulf in Zanzibar, we quickly 
moved doser j uft(ng rocks. r~~J 

7~]n UI1U pletutti Wl1:huwrsrft"f~l, mink, ubra, IU14ickveri»J~· (s;) 
8. Trawlli11f b~tlu az~We sk:!J m trurjull:f t!f-~ uuTj U~r c~ 

Ju'tbU1nfJ ~trluwrl. {68) 

J.Al~ jlf4t-'J11#Jt'brfngvn;J !fUh'r!f 1U!w.1 tD tlw plaza 'l~k':J.(s;) 
1 o. If I (JiVe !ftrU cltJth wfth '{UrMtz btnttiJ : m:!J~, j tU/'t1i fi#Uthy.stj 

lutpit-. {S4) 
11. A~iPu.I.Al ~ bavkh/., pafnnn the:z~'l~fUJrsf!Jhi-rd.(st) 
IZ. Venemhk Wt1lpla:Jtti jazz.s~ 'til J /dak mthemtJmlng 

be_frre lu '{uif;». {6o) 

IJ. ?4ack lurrne aftrr j wi1zg .Jo, ht !fpi#t?d udth 'ftUi.zuah?!J. ( 4 6) 

14 . ..A d:J lutt'itg qufwr and bPW, Ztrmf!fc hilled the fi!y. (3 !J) 
'5· A ~J, rutck I clever &at Wt Swftutrlam:l UlttJ hit-b!f a ftuuJ 

spfffJ fob Wt1h bumpy smts MUll agrt#nf!f dn~. ( Ss) 
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 

76 



Projectx 
SIMPLf 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°. J{1\W!)' 
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 

.% ~ 

areveryuseful ineverydaywriting. 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 . 

Don't let any letters which follow capitals touch or collide with them 'fd 'Rl £4 Kt 
Keep the size of your capitals between the x-height and ascender height of your minuscules 

In the Cursive Mode are you letting the rhythm of the joins at 45° set the spacing? 77 



ThcTwenty-Thfrd 1'salm 

Theiord ism!f slupherdj I shallnotwant. 
Jfe ma th me tv lie down in green pastures: 

he leadeth me besidt tlw stiU waters . 
.J-{e restoreth my st1ul: he leadeth me in the 

pa ofrighteDusness fur htiname's sake. 
yea, thD~ I walk thrvugh the vallq t1{ the 

shadOw of , I will rwevil: furtlwuart 
wtth mt; th!f rQd and thg s tJ0t comfort me. 
u prepan a table before me in the presence "f 
m{ne enemies: tlwu ano{ntestm!f head witlioilj 
m!J cup runneth over. 

S ur1Jgoodness and merC!f shall follow me 
aJl tht ~s t1{my lifo: and I will dwell 
in the IWUfe t1{ the Lurd [err ever. 

LESSON 39: USING FLOURISHES. Copy page 78 in the This way of beginning paragraphs went out of practice 
Calligraphic Mode, using the flourishes and variations as a matter of convenience to printers when movable 
taught on pages 73 and 77. Use Guide Sheet 3 or 4. type was invented. In modern calligraphic (beautiful 
Copy page 79 in the Cursive Mode with Guide Sheet 6. writing) work, setting-out paragraphs is again gain-
Notice that the paragraphs on page 79 are marked by ing vogue and gives the page a nice appearance. 
"setting out" in the margin instead of by indenting. 
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Arrival 

Web~ up wlu!re tlu wru;lurr~ m the c~, ab~ 
a tiUrd of a 11U1e [nn-n ezu;k slurrt, tlu wuu:n~Mut un..­

une st:de ~Siulrlun ].$la4uJ m the o-ther. The b~ 
~ clet:vrt sMUt. Jlu p~ of t:1Ur' MUiun-.sent-up 
&~of b~ wlu-etfng-~ ayvng 11VT!rthe~, 
but m leJs tluvn~ mfnutr they W"trt ~ again, 
MUi all UITlJ ~ mn-e silen~ .. 

T1u pltue Wlt6 t:nt(relJ landLTcW, bwrfed -Vn~, tJu 
f:retj wmtns nght-~to tlu high, W1lbr mMk, 
the slurrt-J nunt!J [la1: MUi the lUlL stzwuling-
~at' a- d,i;,ttuu;e ~ astrrt-of Mnfluthetvmj trne 

here, une there .. Two little nWf.l, "rrahn twv summps, 
emptted 0UJt mtlJ ~ plf1Ul1 tU !fUU rnfght ca// it; an<£ 
tlu fol/ate ~ tha:tp~of the shure Juulak/ndof 
pm~ brightness. 1' nrwt tk shif wr ~see notlu:~ 
of tlu ~e trrstn:ka.MJ {DYt/uyU!m'~ 'bwrfd 
~ t:ree-J j MU1 rt it had mJt' been fur the cluwt-~ 
tlu ~~~ wr-rnt~ luwt beentlu [Cnt~Juul 
eyrr~tJunst/nve theuL.vnM Mr»etrtdoftheseru .. 

Jnrrn- "T~ure lshuu;f' 

~ 1\£!~ £~ St:evlrn4~ 

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. 79 



Pr1ectxr 
fLOURISHES FOR THf 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 handwriti~ find t!!P-t they degenerate into ragged 
verticals ( [ [ C L (., ) 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 af .f 

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



OPPORTUNITY 

Tlifs I belie{l, orlreameiitina lam: 
Tlicre !J'reala douiiflust nfunttfie Jfafnj 
Anlumfmua cfoud; orinitraged 
A furious ba~ and men ye , an£swtml 
s/Wckei tgJtmswmiS andsfiielifs. A JrfnteS banrw 
Wavem{, tlim~ -elbncfwanf)Icmmed. '.foes. 
A craven huJ:% aUmgthe ba S e~, 
Anltfwugfit; ")(iii asworltjfemerJUef-
Tiiat b[ue btmie tfiattlie king's son bea~ - buttliis 
'Biimttfzing -!"lit snnjtand J!untrtfwmlitslia~ 
And &werfng, . aw:ranllifttfwjefl. 
Tlien came tlie kings son1 wouncfed; sore hemad, 
Ani wetlj.onfess, and saw t1ie brofmswor" 
J{rft-bum£ fntfie :y and trodlmsa~ 
And ranands i0 amfw{tfiba -s!Wut 
Lifted njreli lie !icwerf fus erzm1J down, 
A1uf savedagreat cause tfiac !Ur(J{c 'RJ. 

Eiwarl wfand 5{fC 

LESSON 41: Copy page 81 in the Calligraphic Mode with the sages in the Calligraphic Mode and half in the Cursive. 
new flourishes. Then copy page 82 with half of the pas-
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Say/ if A[,raliamLinaln 

It is d!f{rcult txnna a man misembk whdt he feels he is worth!/ 
of himself anddatms kirubFdw tJz: r-eatJod who made him . 

.Utushavefaiththat 'ht m(gh~ a {nthatfatth 
fetus w the enddare to do our dutg as we u nd it. 

I am rwt bound to wi~ but I am boUnd tv be truet I am not 
bound W succeed, but I am bound [{ve up wwhatltght' I 
luwe. I muststandwtthanyonethatstaridsr[qh;standwrth 
htm while Itt {s tigh~ and partwttlz,hrm when he goes wrP1¥! 

I do tluVWJ be1t I kmrwlurw- theVtr!j best I ,;wn; tm4i I ~tv keep 
Wng'sttwrvttt the em£. lf tlumd brfng.' nu ~allr{~ whd 
ti sa£d " tnve 'HJfmr~ tv M1Jthfng: If the end bnngs 
tne i1Ut' ten ~MUl an.geli SHI1!tlnftg'I W1U nglwwuuU 
malu m1 di ce .. 

If!f~udlat:rULa ~ nuvny ~a~? lint Ncj 
callfng-a ttu:l a- ~dn-:fn*t MAKE it' ~t"'f 

.Jrn c-an fin'lsmu "f the petrple atltJf the tfme ~ atl cftlwt1!1?fle 
smu IJf the t{ tne; bu-t!:!"""' c-an't fin'l all the p"f'le atl the tfme. 

OtW re ~nu ii m the l01I't liberty which 9"'- luu pituvtnl m U4 . 

Ourdefnue u £n the spwttwlu:ch pr(U!1libn1J a; flu ken~ 
1 aJt ~ m afl ~ evtr_JWJurre. 

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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What's 'Nextjoryou? 
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 Read page 92. 
what you have learned thus far, you will have a fine WRITE TWO LETTERS: 1. A newsy letter: adescrip-
handwriting. But for the utmost in pleasure and under- tion, for example, of what you have been doing. 2. An 
standing, you will be interested in the following sub- opinion letter including reasons backing up what you 
jects. say supporting or criticizing some action. Also address 

It has been important for your progress that you two envelopes. study these sample arrangements: 
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 *. 

I 
I Dt4•-

,, 

A number of these items have previously been pub­
lished in issues of Italimuse Italic News. They are in- LESSON 47: MORE ON CAPITALS 
eluded here because they are so important and useful Other uses for capitals to add punch to your writing 

93 

to students. 1. Letter spacing of capitals 
While you work with these subjects, it is essential 2. Small caps for emphasis 

that you continue with the Daily Weekly Routine as out- 3. Combining Flourished capitals? 
lined on page 65. LESSON 48: PEN SCALE AND WIDTH OF LETTERS 93 

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. 

LESSON 43: FANCY FLOURISHED CAPITALS 

LESSON 44: Copying The Prologue by Chaucer 
~by Thoreau 

Page 85 
86 

88 

*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 in the Calligraph­
ic Mode and page 91 with Guide Sheet 8 in the Cursive 
Mode. 
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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 which are easy to 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 yourself a 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 103 
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 
A Calligraphy Student's Library 104 
Inks 104 
P~&s 1M 
Pens 106 

NOTES ON PEN GRINDING by George Miller 105 



Project XII 
DEVELOPING YouR PERSONAL STYLE -oR-DEciSIONs! DECISioNs! 

The remaining lessons contain a 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 whichyou mayconscious­
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. 

When the 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 course not, yet often you can tell 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 when the 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 a teacher 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 (teacherorbook). Whenheseesthe 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 he grows increasingly in understanding and 
oneness with that ideal, he can act in accord with it with 

less and leas self-consciousness-being able to devote 
the focus of his mind to the 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 
such a 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 

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 we do in the 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 modelis too perfect, I'll never be able 
to master it"; Overconfidence: "What I amdoinglooks 
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 areplentyof 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
joycomparingyourwritingwith that of others. But re­
member, don't consciously try to develop an individual 
style, just let it happen. 

SOURCES FOR ITALIC MODELS 
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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Fancy Flourished CtgJitals 
LESSON 43: FANCY FLOURISHED CAPITALS 

Trace and copy pages 86 and 87 and use a separate 
sheet of paperwithGuideSheet 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, choose the ones you like best 
for your regular writing, and give them extra practice. 

When writing""B and""D a great deal, as inasig­
nature, J.OU might enjoy learning them in one stroke: 
'71J) 1Ji3 . The best way to learn this is to write a 
gooa 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-

86 

ters! NOT: 1{ 'JW"'I'N A b . Keep straight 
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 ~ f Jr1 . 

The overhead flourishes should enter thej>asic 
shap~at a hori~tal....2£. at a downward slope:~ or 
~ ~ ~,' ,. l' NEVER ~'1J ~tj" 

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. 



LESSON 44: Copy page 88 on Guide Sheet 4 in the Calli­
graphic Mode and page 89 on Guide Sheet 6 in the Cur-

sive Mode. Use the new flourished capitals. 
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ThtPro{pgue jom "The CantcrVurgTafi.s" 

W han tfiatJtjriffe wttfi fits slioures sote 
Tfu lrogfiu of ::Marcfi liatfiycrcel to tlie rote, 
:Arui batliertevezy V!Jni tn swicli /irourj 
Of wliidi vertu ~nJrer£ {s tliejfourj 
wlian Zepliirus eek w{ / swet£ breetli 
I~{redlim:litnevC!J fwftandfitetli 
T fie tmtfre crry)ts; ami tfit yonge sonne 
.J{atlitntfiebmlits coun -ronne1 

Jt nd srnafej es rnakn me ~e, 
Thats{e_pena[ tfiengfttwttlio_pen y~ 
(So Jrf fitm re {n/i{rcurages): 

Than fongen jo!I to goon on Jifirrmases 
{cAnriyafmers Jor to se n stmunge strorufes) 
'To jernt fia&ves, coutfit {nsondjy&rufes, 
:?4 n£ -1~ Jrom eYt[Y s/i{res emf£ 
Oj Engefo~ to Cantubu'!l thgtwendt, 

Tfie IW.§ bGSjuf martfrjur W sek£, 
That liem liatli Fw[pen, wlian tfiattlig were seke. 

ge1Jr!Y Cliaucer c. 1310- t-too · 



spnng 
The pnt spM111w of spnno! 'Tiuynw begtrnung wrth JMHt!fer 

lurpe ~ever! The frd nt' silvrr!f wrwbllnt~s /unwdQ'JilW 
the parl;{al'J ban MUt~tfieldJ jWm the bluebirJ, . 
the smg sp~ aru:l tlu red~ur!ng, aJ if tk ttutflalw 
of wi ntrr trnklett tU they fell I at swch a tfnurJ 

twf histvrfes, clwrrn41ltJ!fie1, tnui{t((}"YY4J Mtd all wn~ 
rewlatrtm4 ? The b11'fllu sfflg CtVrt'IJ MUi glee:s to the spn'!!l. 

7'k nuwsh ~k, satung ltnv uver the_nuaduw1 u at/ 
retUiJ se:ek/11ff the p1:1t stl"'!f life tluvt awa/uJ. 'The 
smlu:ng s~ ofnuWng SturW i& ~m alldelb, 
tmd the U-t d.iJsotveJ apau Cn the ptJrUiJ. The grad~{~ 
up unthe httlsik u1u aspnng[f~ -detpnrmtuJ mtwr 
htrba itnbribU1 prfff'U'r{bw ewc:atft,/'- M if the s~ 
smtfrrthMt t:nwwni ~tv greer thenturmng swn; 
~!felltfW bwt green u ~culorof ib fltun.e; the S!fmhol 
of ptrj~ttualytrtdh, the grr#J--blade1 tdu: a hmg grem 
rt:bbm1 s~ fum tht so-d Cntv ~ s~ 
~~mw ~ b!f tht t, hut-MUn't pUJwng trtl/agatn, 
lt[ttng i/bs ofltutyeaiS kaJwiththe~hllfebe~. 
J t tJ ahmrJti4entfMl M'th tW, for m the gruw{ng 
daJs ofJU4U, when tlu n1ls ll#td1:J, thegra.Js-blades 
Mr thMc:luvnneh, MUi [rum !fitwtD !feth"ttu ~drink 
at tlu:J pmnnii:tlgmn st:rPMn1 tmd the rrurwrr MI14V.1 ~ 
it betrme:s theirwfnter suj!!IJ· -Jf~W~JL>twid T~ 

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 
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yecrobatia 

UJ gfance UJ slig_scrayer 
5 oars the body in e.gecru6atfcs 

To a bu"!f_ sKie down abeil- tower; 
Smooths{(tfe tiuwnacurve uj cPncrete 

7>utter-cream, 
~ ro/[ dOwn a rouj if sfate, 

C {(mf tg; trfitf rotf!, 
Jfuman -jtj up brick, 
Cat-!eap to ch{nme_y -yots. 
C artwheefs a~ a skJ tnrace, 
A sfitliering dDWn witubw -gfa.rs, 
Shoot tlie chute dbwn chrome, 

TrtjJeze -swfng fi: to feigeJ 
'rlagjofe s{tter ste~ff jack, 
13alandng at'!£ ilie budfftng Efocks, 
T[rfit, rOje watki the eaves, 

Scajo aj -ggm, 
:Jter(a{(st uj tfie ~an ce, 

Sca&r ifgCassmountains, 
:Avlf {n gecrobatics 

Of the c(t:; towers 

'Emf{(e jkFV 
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'"Bthtntl htm lay the tlm:f Azort1, 
--.aehlnJ tlur G a.re of Jf erutU!:s j 
"7J tfrre him rur't'tlu glunt of s~ 1 

7Jtfrrt h4m tmlJ .slwnless snu. 
The gCTrtl nuti;'e saUL : "N u-w nuut'we Jn"Rr!j1 

'P" 141! the V1l'r!f stru':J M't gcrn-e. 
'l.Jnwe Admr!, spea1t j wha-t shall I .SRJ?'' 
"W"AL 'S 'l I 'l I - ~ J I PI '"':J' S4!j1 at m. StU un, ~ un. 

~sailed. 'TheJ s&UkJ. Thenspal<e t/unu-U;e: 
"ThU nuulsea.slurw:J ~ mth trm£ght. 
Jfe c-u-rlJ lu:llfp, he lf11 m ~~ 
With li[tPtl tm:h, IU f{ trJ bih! 
'1h~ Adm'r'L, .sa-y bed t:r'I'U otni"'L~: 

WhM shall we ciAJ wlun hope t4 grnu ?'' 

'The~ ~t' up u1u a ~Cn% s~: 
''StUt m! sail n~! seu1mf a-nd ;:rn/'' 

Tlunpa-le MUtwvrn, 1u lupt-hU kit, 
AnJpnreritluvutrh·da.r~s. Ah, thMmghe 
Of atlda.rk nl~! AnJ t/una,speck-
A light! A ltgM! A tfght-! A lfght-! 
It grew, a, sttu-lit: flat~ U~n{urttn:l! 
It' grew tit be Tt1rus bu-rst' of~ .. 
Jfe ~~~ a 'W"Tkl j he 81U"e that U/V'Yld 
Tis g~t tesJcrn: "On! salton!'' 
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Wntt aLetttr 
James T. 

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 they dear 
to you? Prove it with a 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 few days on earth. Sit down and 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 showhim 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, 
rave about. Write him a letter of praise, of encourage­
ment. To be "with him in spirit" is not enough--show 
himyourspirit 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-letter 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! Each mistake is another 
hand-clasp; every blot is a tear of joy. 
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Mangan 

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 Governm~nt 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'regoingswimmingtomorrow. I heard 

that all the ducks 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. U 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 advice to 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 andyou are sending a little of yourself in the letter. This 
kind of writing makes letters important and very enjoyable for both 
writers. 

Sincerely yours, 



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 NfVfR Sf DONE 

WITH M I NUS C U f. f S {smaUlettn:r) 
Simple blockcapitals maybe used the same sizeas 

minuscules for emphasis, insteadofunderliningwords, 
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 

spa;:g::::hffLc;d¥J~t/) @t'ffT~ 

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, thenyou 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 

Pen-scale is the size of writing you do with a given 
size of pen, referring specifically to 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 pen widths of your pen. 

You measure pen widths by turning your pen so that 

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

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 you write 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 a paragraph using "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. 

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 you will 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. 

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: ... ~CJ NOT 0 o0 or r:;fi:l 

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

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

Pen Size 

Broad 

Medium 

Fine 

I abcdefg tabcdefgh tabcdefgh tabcdefghij 
I abcdefghij 1 abcdefghij 1 abcdefghij 'abceletg/Ujklm 

/ abcdefghijkl / abcdefahifklm .r abcdefo hijklm ' ah ukftUjklmno 

Extra Fine 
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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 

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

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. Anywiderand the hand will 
have a difficult time making the movements. 

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

2: s }.J ow iJ tk time foral{fPPd men w come w tht aidofthdr cDU1111J. 
2}i: 5 }J PW iJ the time {Prall gpod men tv (Pm£ tiJ the aid= calltgr'!J'hfc Mode 
3 : s }.J ow {5 the time frr aU good men tv cPnu tiJ the aid of 
3~:5 'Now {s the time for aU good men to come to 

3·tSN ow C.S the tlme for all good men to come 
Pen scale: 4 p. w. 

2: s Now fs thetimtfrrall gPPd men W cumt tD tk afliP( their CPUnfrJ· 

2~: sNow fs thetimefi!TallgPod mm to cPmttothe atdP(therrcount7J. 
3: 5 Now fs tlu timefor allgovd men to ccme tiJ the aUlof 
J~:sNow CJ the time for alLgoodmm to c;om,e to the 
t : s Now & the tWne fur all g uvd men to conu to 
Pen scale: 3 p. w. 

2 : s N 1w 6 tltt tfme [walfg,d mm til fl111l til the Jliil(thtrr f11t11f1J. 
2~: s Nuw i1 tht time frraUguudmm toamu w the ard uf dtefrcuuntfJ 
3 : s 'Now u tht trme frr aU guud men to cume tu the aid uf tMr CQUntry 

3~: 5 N"'"' u the time fur allgt10drnen tD ~tnt to the aid uf therr wut~~trJ 
J· 7 :s 'N""' u the tmu fur all g £1"l1Ti nun tD wme tD the aid =Cursive M~ 
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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 

'Exa11J'fts ifCorr:f'rom(ses {n Jtaltc;{ands 
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 
whya 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 
thetwomodes, you will discover that thevarious 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 

Illustration of the various groups: 

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 joiningwithoutchanging the pen angle. In this hand 
even spacing is sacrificed. 
4. Compromise-involving more slant (20° to 30°), 
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 spacingwith­
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. 

1 [ a[(rgr'!f'htc ::Mutk - tfie uWmntt fn Peautlj. 

z~ wah jl!th6 atas111'tr Jtn angfe the cfuJe ~adng iJ ~ 

zb ifjmm atrjU6hed'!J'wramgetclme-!P~w/up.a.~e: v 

3 J{m the S)Mt/ngjollcwJ thejLTinJ wt 4-5" y.a. 
+ !Jct17m4 J hvnt- tMUi 'Wi M -:t avVng fun. 
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Tw~rllerkm. CMt. T w~ct~ 

A8..,..eeJ. w ~e Q b tUtle.) 

Far T-weed.leJM.Ir\. saML T-weerlledee 
H d. sp en. \.eeL hM -nice -~ "ro:tt-Le. 

jtv..t the?t. "flew clo-w-n. !A. "YY\.O'Y\..St'Y'ow. Ck'ow. 

As 'oku:k cv.. a.tox bC\A"-re~ 

Wh.<-c\vr-r-telu-en.e-ri both. t-he her~ so) 

t ~ 9, 1.u:te torBot- thetr q ~~ re.l· 

Le-w~ Ca..rroL 
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Second Grader (Age 7) 

Tlu Wimti 
One b1m:J w~ ~ 
.I went owt-sik tz, plaj 
And the wind buw ~ suk ~ 

On tluJ;t ~mzy,w~ ~ 

On tl-w n-e;rt bmZJ w~ ~ 
.1. wen-t outside to 1'~ 
And tht wVrui al;m,st ~Ltw n-u aw~ 
On that bmzy,w~ ~ 

So fi'r 1WW on a bmz!f,w~~ 
~ dent [jO out wnd p~ 
Beca-use I ~ w111nt tP be fa~wn e~,wa:f 
On a ~ mz J, wi-ndJ c~.aj, 

B3 N~ GmnfULd 

Fourth Grader (Age 10) 

Before 

After 

De-ar Mr. Eager, 
I LiJu /tu.Uc WritVntJ hK-«U4t it-~ 

-Vrnprovni 1nj writVntj· My wrieimg ~ 
trJ he wrlj JM~Y· Nt1W t-t u wrtj beautifUL. 

I 't ~ ~o hnyrwed 7tUJ p~. 
I have~ tD be pammt wnd knp 
tmtNj~· 
It~ a~o fWn ~ tm chamtJ~m 

mtJ wrUt!nfj. I am VWij pruud of 1YUj 
writitn[J new. 

S~Uj ljMUS_, 
s~L"im~B 

Before 

After 

Seventh Grader 

I ,li#t a-n arrow rMt# 1h, air, 

It jil ~Cilrlh,I ~w Mt whe.-e; 

for,.t~ s"'ft!y it JUw, tl.e ~ht 
c6U!J "'* jPI1M it m ~ fit1tt. 

r ~" ~...., tl.e air. 
Itpd t6111rl4, 1 ~Wfl#tWn; 

For,.(, hM ~lit 16 fcun Mill~ 

That it um Jrd-~ ~f.t tf ~{ 

~ ,~ ".{U._.tt,.:... .... m4 
f !'-' tfu Mri1W,stil! unb-; 

Atu{ u.. .ll1tlJ I Jr- f,tg.:...U.1J 1H,.(, I'"'"' r-,;,. tfu fwtut if a. _fNJ. 

HenryWokwmf.~ 

Sandra Warren Twelfth Grader 



~ 
-::J 

y!rthur !.CJ'aviu ~JOt (Jidton'R.{, (gforalo ~Jrin!JS, (!fo. 
xUJrif. ~CMLXXlll 

(DearrTreL 

~Y tS it rliat wt'rlaf{tifsudi: rusfi < Ju« making rfit-' 
whmwitha(ro kuj uj with the monrMy hilTs tafus a 
rather 6~ sHceoutPjeach xx1v hours v...now that ~ring 
is ere~ ins~ m us one can cuflra~ing jmifr{ir:g,muwing 
ancfothernecmary home maimmance c6ores to the things 
which Kelj us from our na(jfeasures,jms, inks,ya_ttrs 
an I CALLI c; ~v \._;.tff tht abuve is reaffj ju« a wry 
(ong winltl 
you sooner. 

]t wa5 certain(~ ,;1 

you're a6out fl 
time go .. goo~ 
knowa6out ( 

)eoy_fe writinJ 
vA.Cfvertising, 

that tEe Co/eO 
~Yorker 

.2~1 (htltmr-JttJ 
Olm-aA.!fr~,(P., SOJ o~ 

' \ Atyil;, IJ?j 
ft!Jrtd: 

rrltan/cs _jr'j~ U/JfrY !f C'r{M. ~. J think jtru are 
rfjht wlttn !ftruSCfj rmrn:!jftopk mtlu (c. }frittfs a.ri'J 

rf-l'm'tr' arm ;rm,dd tilu ~ luwt /;ftf;uc /Nm5. lrjtf qtf;lft a 
numbr f r:a1# Jmn fJtO!JU who JWuiJ lJu tufflJ an 
ifatic ttadttr.pwmr, J'mjvutttrO inm't1tiJ in~ 
imUc f1il ctr ntjsd{ w smrt a dMf anJ ut!ftrtunattjj itS 
tnlJ !11 mtk' ffld5 tluu j htwt tlu tUnc u ,··d,p ~ tJWrt 

th»;j'." /d Wet tv Uarnc~§JJ;rsetret!J tmU ma~tmmt-
J tu 5 ffl11 t'P tjtf Sd darnfi ;n;ucJt atmnp UsftiJ! . 

J IUwt ht aiJ tltat s CJmttmt C:U tlu, ~:!f rt1(j5 
g~~~~amdm~~m~~~~ 
ttmt t11 tirru but J dhi!t kmw IUf namt. 1 'tf try to JttW 
(jU;f 11WYt ~it. z:uta~, Umf1ht rwt it a hJ 
t.dta tv 5mJ thtm a uttrr erne tn-hafs...stmt ~· on . 
..swfJ!J~. 7lu .Art (mftr ntw /vas a ruw dirt em .. Ius 
YU1mt t5 V1 {i,U'N aM. 

'/J.OJ. J ~ Lik tftM ntw?Jan:fnum nJ! val fflt 
~Jus_frcrm ccLJ, Vdfd {ff4r~-· as mr:ytr~ 

(/)ear rred, 

4.51n.k:lra '7"/w 73rtJdz.flil/.e; 0/uo · </ 6309 

-=1'1!ltuf 'Ilk 

----rJ;;: vud to 1? q!JS wus f[uife. fl41. cYper!tHCt. J amtleJ fl1 tke v'fiJ htd of Dmv 

MafgtJ5. 1ad: Wuc}z's J. tit e.- Jttfyers rkfartlif?. 'I)(fl{ f.fllZ5 tlun .9 dogs. 7tie 
cfhf./5 abatf t/; at! al tltt same fz#tv Jrent W/15 mtf& izmi 111 um Puj. Str .:J 
fUnded »!!! sJy .frmtt Tui5df!!j Wl»f.. trJ WedHMdf:j ajtenttT[TI{; lJtd of (pl{(f#t for 
thM _geM era! well~ Lm!e/5 peDplt -~ attd Jreae J't!e 1U?1/er beat t# fltv 

4~Anl.nra.Avetm£ Brvokvdu,oh.455o9 
• ' 1 . }ttl!:f !8 titrrrJ - J 'm ltavmg NW1U1ft![ foF Rtu!s. OJU ckwur. +iafllflf wrvtl amJ ~1:­

ea me tc 5tfp m ano pia up tJU cumpldiJ C!'fJY vfoo HVmt With RFD" ani} de­
w a- tc 1lay for hh obmv~. SoJ'n ditfo:geJ 1J1:Y wlwtc t'1Jl.tft w acconwdair 
tum. J cal«:~ tff!,rvty -he ww.. tm the gdf ~ - a4W conftnntJ 111:!f anWal therr 
Mcndtw . .7\IW then:! catltiJ Ray. llit .Mfug_o ~.still thete but Ltaw5 Sumfa!J. 
J chaffe"wU:h Don and.Jmti kaw~Ufe,. Rtik CM~Kk f.Jlt.u twv otfzer5 anuut 
there ttJV .but ma nwtel {n 1in1ni. 'Rag satii theif11! tn./UJ!lfo f'11-t hh btJlft,j m t!W­
er. So, J fwpt w gtt ti1tn ~~ nwnuitg-.J·U1cave then (!J1. ~4n9. 
)'m at1¥WU:S tv get there -tOOt. huk. C)mn bea#.s an nuur ltl.oo per budld-~ 
_11car yolk CDiflO get as 111il4'f# bMhe/6 ~ !ft!U WlUtfed ji1r 112. oo per /JU5/tel.1f:iafj 
what :J caJ.l mfla.turn .. 'Pwr fn'ezm an .sild tJUf. Beef u au but gtme fitTm. ~ t!f 
du l«al ~-51 eggs an 89Ctf/b perduzat w1tiie cJudleH· t:s_ 19( per pound. 
We've fruzm au of (TUr wgital>lt6 ami ntKt IVPt'lt Pat iUW jimtilg uriU p«.k. dnd can. 
grrm be~ -jre-.ftv»y.. jiWuts urlw luwe ffWYl' than theg wfmt. J tlt#t!c ~ gumg 
rc get muck wrme a6 food bearmeto 6U1fr£ ami ~ cJuhiute tWatft!g WTllt J1l)"'"' 

eviii Ut. sf9ht, J've e.'?ha.uMid my jiuJJr. tit pdt./W at1iJ N~ . .J dm't bcitM we 
wUI Sf£ ang df,ve.Wp~ tft. a. 5tabk ~ >£~ t#tlil he is I1Ut.! oJJift:. 
~ J VlJ1rii for hi#v. l)epffl~- Jaob -Rc,yvt#flim. Wifl be titf tJrlltr of tJuJiq5 fir w, 

U-1. the fi«un' t~ 5{1J11t h~ghe-r ft.ru --' ht1t!f_- takes Mr. J hail to ~ay tl, but 
what J've a1Wlllf.5 said h uvw rrvcidutg (t,e{j. -otrlr! buWtes;. weAl- umff. No­
brdtj eke frw., e"tfJwr ekupt ~. ~ eVPr~ _.4-be-

Abraham Lincoln of Brookville, Ohio 



co 
(YJ 

Detu"Jfr.E{Jer; . 
yes, I~ b«11m""tJ ?1'U«h mtrre a-t tnue ~ 

1nJ wrd~, f~~s ~t'J f'"" kwnyJ ?_und IV 

Cnnj7rfRf,'{e '7/k 1 sf-d tf1 WITTi wttft:' OfmJ J Mn 

M"YJ d nwre u. ;n-stmaf fetters. 

rwlhtfrd fll )/~ amrk 1f fD ym bcjWe lea:7J '"'-' 
va.caftm- ~f'wui. Jl.'tt/ fft b lJhU/er-J'«i ':/ "'J. 
fvenh, ~ trz.ie tlum~m a(ly(t try h t& mike-st. 
Wdk a .t,atrtner, 1 have a Ph"J ~~ rt,and well 
e'tt.UJ:ed f:JI.ue a#-.f.~· so tki u 'kbe.rur nwa'e o[ 
trtWe~, a-nd i! i! ~- s.,, ,.,dl,. Jtrzk. 1 k_ J ,r'a.t 
~/,/,~. wrd'7J, f!J-:7!, ad rk )Jfl4ne 1_;r~e. 

It tA Wff~n..n.!l "'~"' ffu.IJ-- tea&h 11UUU -ti-t 
WIU "'j '"iJ1-na.t c.a.ren- jUtd -Q J .Jean kwanl it; 
tf.en cf.a71H'f h bMffl.ess arret" WJV 0: tMn- etUkd ':f 
trn tk 'HU#utrJ. 1(.,._/ct/e f'ffUUuluu 6ee"' 
wa~Jk h me. f:.tyt Sd:.da:~ JMV me IU "Janifl I 

J\ukd Willa., 

~J;r[NJ~ 
, ]n writ~ [o .uJ;.. ?~~ 
J;u.....-J 1 !owe ~n~ • 

] .siWt frr ~ ~ vhJ ~r-~M... 
Jt!:l"' ~- J ~ mn... Ar~fr ~ r ~ a-( W1U ~~ Mer 
~err- ~. (IV~~ I itAA. fo-. .r 
!J_ ,_uc ~ fr' y~ ~~ as 1 r~). 
Jic {adcl 1 dU'Y~ st.- 'f ~ r., ~ J fry ~e ari.auf ~ 
-~ tacA "0J tvti4 c-e, J ~ -t 

.it ~ ~ ftir·~ ~ n..e-~ 
J ~ a..d. N1'rlv ~ · t4i el~~ 

1 ate mary ~. o.u ~ tiN very 
~ ~~ Ck ~- hl allf<flC 

/) ;fnj 
_,(~-

l>e.z.rfr'M . 
~ t~luf-#-'/nvY lriln-1. fa:" 2 ~-.:is fy].~vrc:J•-

. ~~nt ~...,r-ft»n r""" .dJ,_,t-. 
flu . fa (...C .Ac '::!'1 .:.. 'U s It . .........,(.. t Crnvt-.>c. llw 'Ea{u- ·~..:t-um -1-o 

, 'r<'Zff 14.n-Uttf--.~ c.m.sr.vt,.._.~ 
f.o tf~ !Jrlh. 
_ lju. Ji-uJ.. -the l)tmuz.n ~'f'S. 

14 ·m.rJf .> .uu..~l a...a. i> .r#.U ~'-"'f 
tlHd h- -llu ~1/..rn· -trtvr. ),. ~ ;,;;..­
cluliren n-eW. lk adtirc~ ~ f/aJ. 

.-vt tj"": "" ~di..ji•.d/eA JU4 t1W4..~ 
~s ..... s -to~-:1 :- ~a.~ u,...t;, ••. ,:..h-d., 
llk.ta.. fa.. 'f..e.t.4.~· ~ .,...,.. .. ILL~~ .MY. 
'f.,1f-rtft. 73"".64-.At' Wk. 41,, Nu.t ~ 
- b, '/ _uc;.~ j) 'C,~y- ·(, o--

t'-jho at>d C. Ort-m.. 

~lFL&c~ 
(New Zealand) 

-n.ar Mr. f4Jf'-
ltWik! tCjlia6Mit ~to hearjnn J""­

t!U6 wrtk. Tt!s hm~ a !Nu!f HMMntr awl. 1 /uwr.'t 
h4d Um.e {., tUU_.IjiiUT kttn-Pj MaJ .!7 r~-

1:5 the ,fUa .for the NtM felln- aiwJ.t w !jot 
~tArtN. mltai"- --i~- r.n IU1t sure t},J-i[ fWidd 

be vi~ inter~ 14 'j'l¥ readlr~, bui- mitt 

JUt' J""' a. brief ~~~.Hilu h .ue #1' 116/; tU <JN see 

jif. 
IsrnttN 1v£ ~«~ks.DjtSW~ultiii(J 

4-'CWII m l.ettK'2J at the Un.W -bjJ4MCD~~SU1 -
/Hi~ -l!'z ~~.a.dAj, IIJ,r..ilvu.Jri., lit 

dius tUiti.IUI4th4r Jhrs.atia:f CriiUS~WIIIIIJ, 

readmJ, tit·~ I /cr,/l. baa now, I C4fi..I"!J 

-witW ~trat.6n tlrat thU luu hem "* 
Dj the bt.t-Jyt"lj nwt wtlrl.h whJ, ~ 

Dj ~ lij. After~ 1144Ji~jfr""'- h~ a CD(­

~ ~f.uiUnf fo' I411W Jo-Dtfd J~Mj 1~ bac/L 
~ s~{. WIU a.£i1tfe fritfk~ '*~I': 

June~ 

'De<V Tr<J &8"'· 
..4 bnif .,,ft ..t rep~ .,., .!!"""' larer "{.Nw-b<r -4 rt. : 

"Ttrc Jii , S4 lar6' • sit«t Is a.ve· .:.sp•r.;.e to~' ..- J 
a.t.l"tt 1 """- s• s .... oll .' Ar lwr, ~,.. c ... use A. b,..U p... 
wh<c~ I f.'d hdps 13 """"'' bt....rop ltCf<(J . 

I r-t ~ "".!! ruc~.,.,...r ~ B ... J e. 0 . beer { a.if -
sfc.,;, .MSS .-dl_,) """' rf.~ gw< "'' P'-Pf Ml~ o/Uii"<I­

,..O$l,.,;(t 1 h_y W ...... ~ if MCCISS"!!f, a.ufoA6" rf,., .~ 'f' 

fh!S~: '"' ..Atc..J J•ri.. rf.t A.ws .... /1/iJtl>t, wk.i-.~....1 
Pa.ru- c;,,.,p~. 7 r-.f.r Sr., c,uois si!ups~ l<lk.<i. ,, ,.,.,.. 
1'1~ Sl 8''~ n ..,.,( , . I J. ..,,. i<ww if 111et k4<K ~ 

.Mit rt/1""' as I ~- ,w,;~_, 11tW' sl.s/' f..' .J'4-", 111~ J,­

ilm< :..r<oCtr ,;, ~ rtr.j "''~"' ot.oJ iv< "'' ...,. •rf'Yr~ 
td S</e« '111< s!(.oOs fUrs"'~ 41 ~et ~~ ti.J .,I;,., ;,. wltU 

'ff,c s,....,s. .A!.Js,., c .... i""'tJ 1 """'_,~ Mt J.{<oii!C. 
I ~cl"< a ldtle ..,,.,,f'< ...,i{. .....,, s_,:, f"""o<t, -n;.,.,. 

Tf.w .,-.t:.,;, - a.lor.J3 ~b wul P"f""J s• 1 le!J,.. """' n 

"" ;r. 'TI.t l""ils I wit ( ciu/P, frr ~''"8' I b"'+r "' 

f'"J'" .Y<4<1 ""'. I ~ ~If Slmt "'" ...- Tt.t (;~"':! .;, 

Enid Edtr-Prrkins 

J,6t, 19r::. 
:Dtar..Mr fagr: 

.J.I-4~1 a.U., ut me .1aj (q~~ 
l'tt-,~w .uw j.u,m~, I~ !1"u are ~~.,!1~ 
~"iW ..uw u~""" 

1 tt.- m:t Clthr f4o g~u a.-ytar ~" 1 Mid- L 
w~ ~ fU(p !!""' .P~fld, ""-~ L-f:alic, 
a.dW~- 5U&te the~ L Juu.e J'ruduL~t~traL 
J'iuu I kMe ~~.f,-u,.~ w~ itw~ 
~ birt.W atU1Pu.HCtrnt~ am! churck­
maluiaL for -tht eluu-eh, we attend-. L have 
M.s~nd, an. LWit. di.h 1 am. g"~ ~ 
~~w M- the ..u1t ar~ ami erq{U bazaar 
~bt luU hire £n. tw~~,-thr~ mcnt:Ju" I 
kD._pt ~ w«<- attract. ~vtral J'¥ II rtqutst 
»tt tD yru.t »Udlrial}t~r dUrn- ~ u ltt nu 
kt!f tlum U, liarn-~ wrilt 1~. I ~w 
I ~» .-ut t&erit~ tM~h. to be a-~uJM 
Ua.du~ d r~ but 1 ~at Lwt gwe 
tJum. ~rma~Uwiitut~~ en-Where 

Farell J. Nokes 



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

Roberta Hansen 

-bt.r .Mr. 'E"'fter: 

J nwt smlklf IHII .tntlicd inlfic .for 
llbDHt 1 !flM:S, Pta, _frllfiN~, I htJ/.11 f/Ot 

.!"'utiul! my lnHc6 ;, r6e _fonHII[ Jtlfse. 

Jt ~ ~ lnRftrr 1n~t "'"IIJh lime. /(eper­
tlief"w, ln!f fitHICJ .JrA-1(/!t HU ft,/Hn 
HlftVMif JP7lise'. Ja"'fJfes 1 "'f f"'""'w 
J«!ft M"t ~nlj aJJai!ilil& 011 Ha(Ji-ra( 
cfiU"tJ. 

J h'!flit "'5 c?!lo/ ''.ft~it:U tu J uuc 
..!UHk#illf" tH flit Pri,cetun IIHivtr.si(J 

Jltlre 116#11t 1 .!fi!U'"S ":fD· 

'Pttrr :J"*, 'M:h. 
J (:P~Pn'Tirntw 

fi1H1!f, ll!J· m.~ 

.1~,.1m. 

~ lsla..J, N.Y. 

T~,.~ 

15-"!rJ'97' 

/)tM .Mr. E~w-

-A~I..Jcamk....wJ....~!A!fAr~'""'"'1'CIA{,.~wrrtwrfrwu, tk­
bem~"'""'1 ~U(; IIJ ~&t, ~gw....J. f....,._,.....~ tflu~A ID-

W<d ~ Ill ak.l.tsM: a.IAtAl..Art ~. tr I C.,.. til~ a --_jr•~ 

m ~~ r;I;M ~ I h-.~,,..~~"""'-~lt skctb, erc~tr 
~ dc>nc m-"" ttK '-./. 1!/r.CkA h......- nw/c jr.kyffl. I IlL. jul. A. ....iJ _jr 

_. ~~a.a..~(.·~ftt'~ 1:1~- I.......M IA'­
ftm!.Y"~!'f~ki~~.rri.......O~~jwlkw~IIY 

~}'-"~ ltali.~. n-ts..Jitto: 

1510 H~C. /{..J 

r...u...-. F/#tiA,J~J•'~· 
ni-t y ..... <r s.."""', y ...... 

. -t ....... L. n._,._. 
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11Apit 72. 

(J"mr tffttrHIIl.f R Hwrl' !Jthl-.fll+t-t" J-HrJ.rl"'t-f~", Rtt 

t;hlf" mur"': m~.fo-.-1 w mt" J-i#-tc..- t 
rt-~thZ.,... _;nlf Jww thttut~-/Jir yrur ~il-nl'-' u . 

t J7"ff"&haJht .!1nn- !jm"-r w ffati& .7/~~+t-llwr#~, 
J6r~,- ft/tJic 1 lf#A ffU-rplf+l~ b/f.tic 

:J/Ilnl'lhJr~ M""' nhlr"!J ~uyr t~t.f1-
.Avy1411- Mut h;Ut/1' ~ffh._hJ~ "!J 
C~II/J~ hl6r fht-cr:'Fnu:.-ti~ ltt~-.f 
~nu A n-tijffl<1 r~r _frnu vur' 
11U#ei4Mt.l- nlf1UJ (f #w- tt""7 . t prt~aiu-­

r'""'cjh':J tJt/P W ~ ~ M" A- 11#~ ... 
#/Uif/"':!J /fflrr ~for~ It Wff/e . 

•. ...1./rw 1 '""""J /rintltf rn~ r ... uWH ffl.l#n"·i'MF 

#1.-ru ft-~Ufr M' ~ ~ffliPn .11-HI'I 

cvuu.#rl.f ~ hiW,. /JffH ..-n#u-t{Ul.tHc~t.tt:J 

injrrmM t(J :Jfll-r !f~t!HttU. lnlu 
nt ftlliic; in}~. 

f htW~ iUW~s lntJiJ~ ~s ... !f M Mt ~ f1 
Jnnl- ~~, Jn.t-~ &Vtt'(!t'-, f 6~JII4of. 
tnitii:"IH':J s~rt!icr Mr-Pl khllr jnm111 t4u-· 
tU-HI- fn- frr.,_.,u trll#t~; tn4./~Ufflt-~' 
ttliiM.c.f hM I!HU ~ ~ Ut.HtiH+n 
vtirl'"u-~ iuvrwnr; _,.- w#h. MTt-.k#iasm.. 

John H. McLain Jr. 

~~~~ ... 

\~;1' HENDRIX CoLLEGE 

Don Marr 
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fromThe'Declaratfonifindependence -JuJy 11 1776 

When fn the Course if human events, itbecomesnecessa'!f forme people to 
dissolve the polt bandswhfch have connectedthemwithanuthn; and 
t:P assume among thepowerJ of the earth, the separate and equal station 
to whrch the Laws of Nature and of }Jature 5 God entitk them, a decent 
respecttu the opin(ons ofmankfndre11.Yfres thattitey should declare 
tlie causes which impel them ttJ the separatfon. 

We hold these truthstobeself-evrdmt1 thatallmenare creatcde~l,that 
th5 are endowed b!J thdr Cnatur with certain unalfe Rlghts1 
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thatammg -care Life, Liber~:Jandthe u{tof Happiness-That 
w secure these rtghtJ, Governments are {nmtuted among Men1 deriving 
theirjustpowers[rum the consent of guverned1 -That whenever any 
Frmn of Government becomes destructive of these ends, it is Right 
of the Teuple to alter urto abolfsh i~ and to Institute new Govern/ 
mentJ la!ftng its foundatron on such pnnctples and vrgantzf.!}t rts 
powers in such form) as to thtms. seemcmust llfe.!r to e!frctthe{r 
Safrtg and H a {ness. 



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 with the 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 
for the distance 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 to mark 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 markfor 
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 pen or 
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 

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, tiluj}'-h ; on another page write 
UNDER single lines, U tktr ; thenonathirdpage 
write THROUGH single lines, U/H tJ.u . In a fourth 
way, Professor Lloyd Reynolds teaches students to be 

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 mighf teach others. Start with friends who are 
surprised and delighted with your new style of writ­
ing, and who would like to learn Italic themselves. Get 
them books, and guide their efforts. When you have 
achieved some skill in teaching by experience, check 
withyourlocal YMCA, YWCA, orAdultEducation pro­
gram in the public schools, and set up a course. 

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

··.a·······~ ; =:~ hr U?J¥ 

DD D 
Rapidograph you must choose what size lines you will 
want to draw. Whichever tool you use it must be used 
with aT-square or ruler in such a manner that the tip 
which feeds ink is 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 pen ink. It may be 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 forcer­
tain projects and use one guide sheet, with a light table, 
for each page. 

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 in dispens­
ing with guide lines. 

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 fora 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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More onMatenals 
A CALLIGRAPHY STUDENT'S LIBRARY 

Here is a list of books helpful to students of calligraphy 
in approximately progressive order. This does not 
mean that you should thoroughly finish one before 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. 

INKS 

Douglass: Calligraphic Lettering 
Filby: Calligraphy and Handwriting in America 
Johnston: Writing and Illuminating and Lettering 
Fairbank: A Book of Scripts 
Johnston: Formal PenmaMhip 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 

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

For those connoisseurs who want a really black ink, 
or a rich brown, I recommend Artone Fountain Pen 
India and Fountain Pen Sepia. Since these inks carry a 
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:''''. Rough papers may cause 
thick strokes to appear rough along the edges, giving 
a ragged effect. 
3. Friction: There should be just enough tug orresis-
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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, llx14, 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 
maybe 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 blottereffect-inkspreading through the fibers 
of the paper. Your pen may catch on these fibers----<>r 
at least your thin lines may not come out as crisp and 
clean as on the felt side. Continued on page 106 



NotesonPenGrindmg 
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 to nibs which are 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. 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 usually buy for Ital­
ic, so I'll deal with these first, because, more often 
than not, they need only minor adjustment. When a nib 
has been used fora while, the bottom maywearso 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 top to 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--mainlybywriting 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: JdtU.l T1I7J, 

and finally, a little rounding off of the two corners: 

-=3:-
Suppose your pen is too shari}-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 sharl}-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 inyournormal 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: 

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 are best 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 luckyou get it writingthe 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 1 ype 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't blame me! -but if you don't try, you' 11 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: ~ , and then grinding from the 

top, chisel-edged, to give: 

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 the blip 
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, I 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 
pen with 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 
a pen that gives you crisp thin strokes and still a smooth 
touchonthepaper. See "NotesonPen 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 to a Type 1 shape, 
changing in each operation from coarse stone to the 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 giveyou 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 to deal in these 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: The above article is reprinted from the sec­
ond issue of the Committee for Italic Handwriting News­
letter with permission of CIH and Mr. Miller. 

It is never necessary to 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, 0). 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-0, 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, use a 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 
these the 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 andyeta 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. 





Jfow tD Use the §uide 5 heets 
Each Guide Sheet is marked to indicate the pen to be 
used and the pen-scale for that size pen. B:4-1/2 
meansthattherulingwill giveyou 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 pen size, pen scale, and 
interlinear spacing are possible on these 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. 
When you turn the sheet around you have No. 1b, on 

x-be!ght ~1 Interlinear spac~ 

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 thatyou may write in two columns 
if you choose, with three choices of inter linear 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 
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 
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 r- 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 

108 *The Fine-inter-Medium pen is not yet available in the Platignum line 
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'Vertic a 2YJ.." 

slant Detection Guide Sheet 
12~" 

~-.,- j 

to" 

To determine the slant of your writing, place a page of your writing over this sheet. Move 
the page along until your verticals line up with those on this sheet. Good slant for the 
Calligraphic Mode is between 2-1/2° and 10°; for the Cursive Mode, between 5° and 15°. 
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REFERENCE 

A teae. -y:ourself guide 
to It...--______ c handwriting 

The Italic wt,. to Beautiful Handwriting is your key to mastering the 
Italic hand q 'ckly and simply-minutes a day will do it. A step-by-step, 
trace-and-cop manual, it shows how to develop the handwriting you would 
really prefer legible and beautiful, yet characteristically your own. 

What is Italic andwriting? It was developed in the early Renaissance as a 
"speedwriting technique by the Papal sJribes who wanted to combine beauty 
and legibility ith speed. Today, it is occasionally used on diplomas and 
other special pers. 

Now, through odern teaching methods developed by Fred Eager, this hand­
writing can be ours. Mr. Eager's methods have been widely used throughout 
the U.S., and talic Classes and clubs have sprung up from coast to coast. 
Indeed, nume us school systems have adopted the Eager system for teaching 
writing in the timary grades. 

The foundatio of the Eager system is a dual approach: you learn two basic 
hands simulta ously--calligraphic and cursive-one handsome, the other 

then find the happy medium between. 

THE CALLIGRAPHIC: 

Whm I uldknowthee-mythought/Duks 
Upon th well-made choice of friends and bofJks. 

This elegant, f rmal style is in condensed form for occasions when beauty, 
not time, is the portant factor. 

THE CURSIVE: 

lCnA/I'LD'J twt true, wluvbnvtrtiUngs are ~t, 

~,_.tJunas MY jwt1 ~habnwrthmgs Mtpun1 

This simpler, 
writing. 

n and flowing style allows easy joining for rapid, everyday 

FRED EAGER~as been a teacher of Italic handwriting for over fifteen years, 
and is now a n · onally known authority in the field. He also teaches music in 
a secondary sc ol in Connecticut. · 

• CObliER BOOKS 866 THIRD AVENUE, NEW YORK, N.Y. 10022 
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