
hallmark design that has since influenced numerous adapta-
tions, all worth noting carefully. Within a decade all the com-
posing-machine manufacturers had produced copies, varying 
their interpretations according to the models selected.
     In 1920 Frederic W. Goudy became art director of the Lan-
ston Monotype Machine Company, and for the first type under 
his new responsibility he turned to his own conception of the 
Garamond design. He elected to follow the Jannon type, al-
though his interpretation differed in a number of respects from 
that of ATF. It is called Garamont, the spelling that appears 
in several historical accounts of French printing. Goudy later 
wrote that his delineation was ‘not the result of inspiration or 
of genius on my part, but was merely the result of an attempt 
to reproduce as nearly as possible that form and spirit of the 
Garamon letter.’
     The next Garamond to be produced issued from the Stempel 
foundry in Germany in 1924, and it too was made available 
for the Linotype machine. Mergenthaler Linotype Company 
in 1925 produced a Garamond closely allied to the Stempel 
cutting but somewhat heavier and not quite so graceful. A little 
later the firm felt economically obliged to issue a type identi-
cal to ATF’s standard Garamond, calling the copy Garamond 
No. 3. The firm’s business sense proved acute, as this type soon 
became the most widely used of all Garamonds in the United 
States.
     In 1930 R. Hunter Middleton designed for the Ludlow Ty-
pograph Company a Garamond also based on the 1592 speci-
men. Another individualized interpretation, like Goudy’s this is 
the lightest in weight of all the Garamonds. The distinguished 
typographer Bruce Rogers greatly admired Middleton’s design; 
he told this writer that he believe it to be one of the best of the 
modern cuttings of Garamond. Rogers used it in the edition 
of Gulliver’s Travels that he designed for the Limited Editions 
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the Jannon types were not used again until revived by Arthur 
Christian, director of the printing office, for a history of that 
establishment published in 1901.
     The Jannon types were again used with distinction in Ana-
tole Claudin’s four-volume Histoire de L’Imprimerie en France 
au XV et au XVI Siecle, of 1900 to 1920. This work–called by 
D.B. Updike ‘probably the finest book on printing that has ever 
been published’–brought international renown to the caracters 
de L’Universite, as the type was known.
     The use of ‘Garamond’ in these books called attention once 
again to French typography of the sixteenth century. Here in the 
United States in the early 1900s, the American Type Founders 
Company, looking to continue the success it had enjoyed with 
the revivals Bodoni and Cloister Old Style, turned its attention 
to that period.
     The foundry was of course fortunate to have as its librarian 
the typographic historian Henry Lewis Bullen, and the ATF 
library was the best of its kind in the United States. With Bul-
len’s encouragement, Morris Benton commenced a redrawing 
of Garamond. The foundry was also fortunate to retain as ad-
viser the typographic designer T.M.Cleland, who lent invalu-
able assistance to the project.
     The model selected was the caracteres de L’Universite group 
of types. But it was not for several years, after the Garamond 
revival was well under way, that Beatrice Warde ( a former as-
sistant to Bullenat the ATF Library) began her researches into 
the history of the Garamond types. She discovered in the Bib-
liotheque Nationale in Paris an unknown copy of the Jannon 
specimen book of 1621, and published her surprising findings 
in 1927, under the pseudonym Paul Beaujon. Jannon thus fi-
nally received credit for his designs.
     When ATF Garamond was completed, in 1917, it set the 
standard for an international Garamond revival, becoming the 
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