
The Demand for a new typestyle 
The impact of the Industrial Revolution 
brought profound changes to printing 
and typography in the 19th century. 
Manufacturing and mass production of 
consumer goods had two major effects on 
print communication: the creation of new 
kinds of print media and the emergence 
of more functional type designs for 
commercial purposes. For three and a 
half centuries, typography and printing 
had been concerned exclusively with the 
publishing of books. By the early 1800s, 
the impact of the Industrial Revolution 
propelled the printing industry in a 
new direction. The advent of industrial 
manufacturing created a need to promote 
the sale of ready-made goods and, as 
the technology of industry became more 
complex, manufacturers required a more 
literate workforce. In addressing these 
needs, the commercial, or job, printer 
emerged. New print media, magazines 
and newspapers, proliferated with great 
appeal to the masses. Print advertising 
emerged in these media as an effective 
way to sell products to the masses. 
The impact of technology on printing, 
paper manufacturing, and mechanical 
typesetting created a demand for a new 
style in type design that was compatible 
with mass-production. The advent of print 
journalism and advertising demanded 
types that were not only readable, but 
bold and distinctive enough to catch the 
reader’s attention. This was the era of Slab 
Serif, or Egyptian typefaces. 

William Morris
One by-product of industrialism though 
was a decline in the quality of book 
design and production. Cheap, thin 
paper, shoddy presswork, drab, gray inks, 

and anemic text typefaces were often 
the order of the day. Near the end of 
the century, a book-design renaissance 
began as a direct result of the English 
Arts and Crafts Movement. William 
Morris, the leader of the movement, 
was a major figure in the evolution of 
design. Morris was actively involved in 
designing furniture, stained glass, textiles, 
wallpapers, and tapestries from the 1860s 
through the 1890s. Deeply concerned 
with the problems of industrialization and 
the factory system, Morris believed that a 
return to the craftsmanship and spiritual 
values of the Gothic period could restore 
balance to modern life. He rejected 
tasteless mass-produced goods and poor 
craftsmanship in favour of the beautiful, 
well-crafted objects he designed. Morris 
pioneered the return to classic typography 
by in 1888 deciding to establish a printing 
press to recapture the quality of books 
from the early decades of printing. His 
Kelmscott Press began to print books in 
1891, using an old handpress, rich dense 
inks, and handmade paper. Decorative 
borders and initials designed by Morris 
and woodblocks of commissioned 
illustrations were cut by hand. Morris 
designed three typefaces based on types 
from the 1400s.

The Rise of the Kelmscott Press
The Kelmscott Press recaptured the 
beauty and high standards of incunabula 
(texts produced when books were still 
copied by hand), and the book again 
became an art form. The influence of 
William Morris and the Kelmscott Press 
upon graphic design, particularly book 
design, was remarkable. Morris’s concept 
of the well-designed page, his beautiful 
typefaces, and his sense of design unity—
with the smallest detail relating to the 
total concept—inspired a new generation 
of graphic designers. His typographic 
pages, which formed the overwhelming 
majority of the pages in his books, were 
conceived and executed with readability 
in mind, another lesson heeded by 
younger designers. Morris’s searching 

reexamination of earlier type styles and 
graphic-design history also touched off an 
energetic redesign process that resulted 
in a major improvement in the quality and 
variety of fonts available for design and 
printing; many designers directly imitated 
the style of the Kelmscott borders, initials, 
and type styles. More commercial areas of 
graphic design, such as job printing and 
advertising, were similarly revitalized by 
the success of Morris.

The Private-Press Movement
The Kelmscott Press’s influence became 
immediately apparent in the rise of the 
private-press movement: printers and 
designers established small printing firms 
to design and print carefully crafted, 
limited-edition books of great beauty. 
Architect and designer Charles Robert 
Ashbee founded the Essex House Press in 
London, and bookbinder Thomas James 
Cobden-Sanderson joined printer Sir 
Emery Walker in establishing the Doves 
Press at Hammersmith. Books from the 
Doves Press, including its monumental 
masterpiece, the 1903 Doves Press Bible, 
are remarkably beautiful typographic 
books. They have no illustrations or 
ornaments; the press instead relied 
upon fine paper, perfect presswork, and 
exquisite type and spacing to produce 

inspired page designs. The Ashendene 
Press, directed by Englishman C.H. St. 
John Hornby, was another exceptional 
English private press of the period. 
Following the example of Morris, these 
private presses believed strongly in the 
social value of making attractive and 
functional visual communications that 
were available to citizens of all walks 
of life. In the United States, typeface 
designers, in particular Frederic W. 
Goudy and Morris F. Benton, revived 
traditional typefaces. Also inspired by 
the Arts and Crafts Movement, American 
book designer Bruce Rogers played a 
significant role in upgrading book design. 
By applying the ideals of the beautifully 
designed book to commercial production, 
Rogers set the standard for well-designed 
books in the early 20th century. An 
intuitive classicist, Rogers possessed a 
fine sense of visual proportion. He also 
saw design as a decision-making process, 
feeling that subtle choices about margins, 
paper, type styles and sizes, and spatial 
position combine to create a unity and 
harmony. Type historian Beatrice Warde 
wrote that Rogers “managed to steal the 
Divine Fire which glowed in the Kelmscott 
Press books, and somehow be the first to 
bring it down to earth.”
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