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the destiny of typewriters is bound 
up with a certain material that was once 
taken for granted, but is now becoming a 
second-class citizen. I’m talking about pa-
per. So many tasks that we used to do on 
paper, without giving it a second thought, 
are now accomplished on screens. And 
(with due credit to the USB Typewriter) 
the essential purpose of a typewriter is to 
leave marks on paper.

Paper isn’t the swiftest and most flex-
ible medium, but consider its advantages: 
it’s readable by the unassisted human eye, 
and will remain so for centuries with a bit 
of luck. It resists alteration and stays pri-
vate, while digital documents can easily 
be falsified and snooped upon. They are 
unreadable without the appropriate hard-
ware and software, and no one knows 
whether current digital files will exist at 
all in a decade, much less a century.

That’s why I believe it’s important 
for ETCetera to remain a paper publica-
tion. However, we’ve been posting digital 
copies once two years have passed. They 
can be downloaded from the “Back-
space” section of our website, etconline.
org (which Ted Munk has recently done 
a lot to improve). For now, those back 
issues are free. Those who don’t mind 
being two years behind the cutting edge 
of typewriter research can just read the 
old numbers gratis; and subscribers can 
supplement their paper copies with con-
venient, searchable PDFs.

Books also continue to be published 
on paper, and I’m glad to say that there 
are four new books of interest to type-
writer collectors.

Typewriter: The History, The Machines, 
The Writers, by Tony Allan, is a slim but 
colorful review of typewriter history. I 
helped out with some fact-checking and 
photos. This is a good book to pique the 
interest of a potential collector.

The Art of Typewriting, by Marvin and 
Ruth Sackner, is an extensive record of 
art made with typewriters, based on one 

of the world’s leading collections of  
such pieces.

The Typewriter: A Graphic History of the 
Beloved Machine, by Janine Vangool, is a 
beautiful volume emphasizing ephemera, 
reviewed in this issue of our magazine. 

And then there is my own book, The 
Typewriter Revolution: A Typist’s Companion 
for the 21st Century. I prefer not to publish 
a review in a magazine I edit, but I can 
give you a summary. Its purpose is to 
survey the creative ways people are using 
typewriters today and offer advice on 
choosing, using, and maintaining a ma-
chine. Its unifying idea is that there’s an 
“insurgency” afoot against the dominant 
all-digital mindset. “We’re choosing some-
thing that violates the digital Paradigm—
something durable, intimate, focused, and 
self-sufficient.” Topics include highlights 
of the history of typewriters and type-
writing; using typewriters for poetry, fic-
tion, and nonfiction today; shared typing 
at type-ins, snail mail socials, and digital 
detox parties; street typing; typewriters 
in art, music, film, and fashion; recom-
mended models in various categories; 
common mechanical problems; modify-
ing your machine; typewriter-computer 
intersections; and speculations on the 
future. The Typewriter Revolution is 382 
pages long, with many color illustra-
tions. My publisher, Countryman Press, 
implemented some great design ideas, 
such as stamping the title into the flexi-
bound cover as if it were typewritten, and 
providing a bookmark that looks like a 
red-and-black typewriter ribbon.

Finally, we just got news that Paul Rob-
ert and Peter Weil will be collaborating on 
a book on the history and use of typewrit-
ers to be published by Sterling Books next 
October. This excellent partnership is 
sure to produce a fascinating volume.

Here’s wishing everyone a happy holi-
day season. We look forward to another 
year of discoveries. Please stay with us—
on paper!—for 2016. Q
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not too long ago i was lucky enough 
to be offered this unique experimental 
Williams typewriter 1  patented in 1898 
by Bates Torrey, of Weymouth, Mas-
sachusetts. Although I learned that the 
typewriter was coming from the former 
collection of Prof. Richard Dickerson, 
who has made numerous contributions 
to typewriter history publications with 
his research, I had never previously 
heard of the machine. The only informa-
tion I could remember was something 
I had read on the inventor in an article 
written by former ETCetera editor Darryl 
Rehr where he described “The World 
According to Bates Torrey.” I strongly 
suggest all readers go back to ETCetera 
issue No. 52 (December 2000, pp. 8-9) 
and read this interesting article, in 
which Rehr explained that “more than 
anything else, Torrey was a teacher, a 
teacher of typing (or ‘typewriting’ if you 
prefer).” Going back to read the article 
again, I realized that I had previously 
missed that Rehr did mention that Tor-
rey’s prototype design was “placed on a 
Williams typewriter, a machine that still 
exists today in the collection of Richard 
Dickerson.” Needless to say, I was hooked 
and immediately decided to purchase the 
machine, which I now proudly treasure 
in my collection.

With the Torrey typewriter in my col-
lection, I soon began to perform addition-
al research on the inventor and learned 
that Torrey has definitely not received 
the recognition and fame he deserves 
in the history of the typewriter and its 
use. For example, Torrey deserves credit 
for the first appearance ever of the word 
“touch” as a modifier for “typing,” as can 
found in his 1889 publication A Manual 
of Practical Typing. This publication can 
certainly be considered a milestone of 
typewriter history because, as Bruce 
Bliven observes in his book The Wonderful 
Writing Machine (1954), considering 1874 
as the year of commercialization of the 

Sholes & Glidden typewriter and 1889 
as the date of Torrey’s publication, “by 
today’s standards, no one knew how to 
type for fifteen years after the typewriter 
came onto the market”!¹

An understanding of Torrey’s histori-
cal role begins with a brief discussion of 
the QWERTY keyboard and its use. After 
much experimentation, Sholes produced 
this arrangement of keys that was so in-
convenient, annoying, and troublesome 
that it could slow even an expert typist. 
Interestingly enough, we also know that 
this keyboard, with a few minor changes, 
is still used today almost universally. 
Overall, it seems quite clear that Sholes, 
just as other early typewriter inventors, 
did not give much attention to creating 
“correct” methods for typing or to typing 
instruction. If any owner’s instruction 
manual from Remington for the Sholes & 
Glidden models was ever created, none 
is known to have survived. The closest 
thing to it is a trade catalog with some 
instructional hints that was produced in 
1875, A Work on Typewriting by D. Tarbell 
(general agent, Ilion, NY). This volume 
only generally reflects Sholes’ perspec-
tive on technique, stating that “one can 

write with any fingers on either hand.”² 
Sholes assumed that two, or at a maxi-
mum, four, fingers were sufficient to op-
erate his Type Writer. He, among others, 
firmly believed that the third and fourth 
fingers of each hand were too weak to 
use, “unless the third finger of the hand 
has been previously trained to touch the 
keys of a piano” (see Cosmopolitan Short-
hander, 1887). Sholes, in fact, assigned no 
specific keys to each finger and it was left 
to each typist’s preference how to strike 
the keys. The accepted practice was to 
look down at the keyboard while typing. 

In line with this, no real textbook was 
written for typewriting technique until 
1880—six years after the first typewriter 
was on the market and by the time a few 
more Remington models were sold. That 
first textbook was Edward F. Underhill’s 
Handbook of Instruction for the Type-
Writer, a slim sixteen pages booklet for 
“easier use at the type-writer.”³ Under-
hill went a bit further than Sholes and 
Tarbell in introducing a technique that 
regularly involved a central keyboard 
home row for the index finger of each 
hand, and required the use of the next 
two fingers on each hand anywhere 

Touch-Writing by the
All-Finger Method:
The Bates Torrey
Typewriter
by flavio mantelli

1
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within its home row side. Like Sholes, he 
alluded to the piano as a framework, but 
Underhill did not require prior use of a 
piano keyboard to use his technique. Few 
people opened Underhill’s booklet at all, 
and they also tended to be ignorant of or 
disregard other ideas on typing tech-
nique that were available in the first part 
of the 1880s. There are two fundamental, 
related reasons for irrelevancy of Under-
hill’s tiny tome and these other ideas to 
the early users of the Type Writer. First, 
by 1880, despite all the efforts of multiple 
marketers, only around 4300-5000 Type 
Writers had been made, including the 
new Perfected no. 2 and no. 4. (Two years 
before, only about 3800 Type Writers 
had been produced.) A major portion of 
the Sholes & Glidden machines had not 
been sold or, when sold, many had been 
returned to the factory in exchange for 
other, later machines because of me-
chanical problems. The “installed base,” 
therefore, was relatively small. More-
over, a major portion of those that had 
been sold were placed in settings other 
than business offices. Commercial firms 
had greater concerns about efficiency, 
but had not been the primary market for 
the machine. With the exception of users 
of the Type Writer in telegraph settings, 
typing speed was not a primary concern. 
This was especially so for the authors 
and ministers and other non-commercial 
users who were the primary targets of 
marketing through 1880. 

Other attempts at addressing typing 
technique closer to Torrey’s innovative 
approach seem to have occurred a few 

years earlier than Torrey’s publication 
of his ideas and more or less simultane-
ously to two people who probably never 
heard of each other: Elizabeth Margaret 
Vater Longley, proprietor of Longley’s 
Shorthand and Typewriter Institute, and 
Frank E. McGurrin, official stenogra-
pher for Federal Court in Salt Lake City, 
Utah.⁴ Specifically, Mrs. Longley is the 
author of the first document arguing that 
typists should employ all their fingers in 
the process of typing. By 1881, she was 
already referring to her process as the 
“all finger method,” and in 1882 she pub-
lished a book outlining a curriculum that 
employed it, called Remington Typewriter 
Lessons. Longley’s all-finger method was 
actually not touch typing proper, since it 
did not address whether the typist was 
to gaze at the copy, the keyboard, or the 
source text. Although the other contend-
er for first touch typist, Frank McGurrin, 
did not publish anything on the subject, 
it was reported that he was already using 
a personal all-finger system in 1878 (on a 
Sholes & Glidden)! Since McGurrin had 
gone to the trouble of memorizing the 
keyboard and could type blindfolded as 
proof, his system was actually closer to 
proper touch typing. 

At any rate, in the first half of the 
1880s, the market for a new technique 
that might increase the productivity of 
the typist was quite small. The result was 
the second related reason that Underhill’s 
and Longley’s texts remained unopened 
or unread: like Sholes, the public in gen-
eral didn’t want a universal typewriting 
formula that would increase the efficien-

cy of their typing. The freestyle “hunt 
and peck” technique was considered the 
best way for everyone to create his or 
her own typing method. That didn’t stop 
the ubiquitous hunt-and-peck style from 
being the brunt of several jokes. Soon 
it came to be known as the “Columbus” 
or “Discovery” method. Sometimes it 
was even referred to as the “Biblical” 
approach (seek and ye shall find). And 
though it may seem remarkable today, 
this two-finger method remained nearly 
unchallenged for much of the next two 
decades or so after Underhill was pub-
lished. Although the typing method did 
not concern Sholes, luckily it did concern 
Bates Torrey, and I’m privileged to tell his 
story today.

Bates Torrey 2  was born in Portland, 
Maine, in 1859 and lived in Weymouth, 
Massachusetts for 89 of the 94 years of 
his life. He was a writer, poet, and above 
all a pioneer of the “touch” typewrit-
ing system. One of his key interests was 
Weymouth history, about which he wrote 
several books. He served as president of 
the Weymouth Historical Society for 20 
years (ending in 1947) and wrote poems 
about his hometown that he loved so 
much. Aside from being a writer and his-
torian, Torrey was a court reporter. Being 
so adept at using shorthand typewriters, 
he served in almost every court in Bos-
ton. He maintained his court-reportorial 
practice for more than 44 years.⁵

Torrey was the inventor of touch typ-
ing as both a technique and a teaching 
method, and his 1889 book A Manual of 
Practical Typing on practical typewriting 
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based on this keyboard chart layout and 
are shown in detail. 6  The typebars’ 
arrangement was also modified on this 
typewriter as compared to the regular 
Willams to correspond to the Torrey 
touch keyboard layout and make it a fully 
working typewriter, with the spacebar 
and the two shift keys positioned in a 
front row. 

The typewriter also comes with its 
beautiful Williams bentwood lid and 
base and is in very good original condi-
tion, with nice nickel and black enamel 
finishes, and with all of the keys work-
ing very well. In addition, we are lucky 
to have information proving not only 
that this is the experimental model made 
by Williams for Torrey, but that it was 
owned by Bates Torrey himself.

Dickerson bought the typewriter in 
the early 1980s from a Donald Cormack 
who lived in Weymouth, Mass., where 
Bates Torrey lived. I now know this to 
be the same Donald Cormack who wrote 
the paragraph on Torrey’s biography in 
the book Legendary Locals of Weymouth, 
Massachusetts. Cormack told Dickerson 
that the typewriter had come to him 
directly from Torrey. In addition, with 
the typewriter came the keyboard chart, 
mentioned above, designed by Torrey, 
and a book of sonnets (which I now have 
as well) written by Torrey. As if all this 
wasn’t enough proof, we are also lucky to 
have a picture of this specific typewrit-
er—and of the Torrey touch keyboard 
chart that came with it—in the August 
and December 1897 issues of Illustrated 
Phonographic World, 7  accompanying 
an interesting article written by Torrey 
himself where he reports that “a limited 
share of Mr. Williams’ attention is now 
being directed toward the application of 

by the all-finger method is the first com-
prehensive publication on the subject. 
Timing is important in the success of 
virtually all innovations, and this was 
certainly a factor in Torrey’s. By 1888-89, 
Remington Typewriter, led by Wyckoff, 
Seamans and Benedict, with their focus 
on business offices as their primary 
market, had succeeded in installing a 
very large typewriter base in offices 
throughout the world. With that success, 
the demand for greater efficiency and a 
better return on the often-multiple and 
expensive typewriters that constituted 
their investment, the demand for higher 
speed, i.e., more words per minute per 
typist, was fully underway. 

It was Bates Torrey who was the first 
to approach the matter “scientifically,” 
and this is why, in 1898, he also decided 
to produce, with the help of Williams, 
his experimental typewriter with a 
proper keyboard for touch typing. My 
gut feeling is that Torrey’s intelligence 
and influence in the National Shorthand 
Reporters Association resulted in his in-
terest in perfecting the all-finger method 
after reading the work of Mrs. Longley 
and the negative feedback it received 
in the Cosmopolitan Shorthander in 1887, 
where it was also claimed that “the best 
operators use only the first two fingers 
of each hand, and it is questionable 
whether a higher speed can be attained 
by use of three.” How interesting that 
they did not even consider the idea of 
the all-fingers method! And how nice 
that only two years later Bates Torrey 
proved them wrong!

Torrey’s experimental keyboard 
design moves the shift keys to the center 
front of the keyboard. The square keys 
on the left and the right are the two shift 

keys, while the center square key is the 
space key. He also wanted to create a 
keyboard where the user had to type 
from memory from the home row. It is 
very interesting to see that the height of 
the keytops rises and then comes down 
again either way, as in a wave, through 
the centre of the keyboard. 3  4  This 
short extract from the patent conveys 
Torrey’s intentions: “It is the object of my 
invention to attain maximum efficiency 
in touch-writing by what is known as the 
all-finger method. My invention relates 
to the arrangement of keys hereinafter 
described for promoting convenience of 
attack or touch by the fingers, it being 
suited to the best exertions of the latter 
by conforming to the anatomical struc-
ture of the hand, and also for enabling 
the operator to locate the different keys 
or letters with ease and certainty when 
writing, so that type-writing by touch or 
without the necessity of visual inspec-
tion of the keyboard is made practi-
cable.” Note that the keys have different 
heights to conform to the structure of 
the hand and to help guide the typist to 
do his or her work without looking at 
the keyboard, which would be useless on 
the Torrey keyboard anyway since the 
keytops are blank! 5  The actual type-
writer’s keyboard doesn’t have the typical 
QWERTY design, as expected. In addi-
tion, it also is slightly different from the 
arrangement shown on the 1898 patent, 
for which he applied in 1897. This clearly 
shows that Torrey kept working and 
experimenting on the touch keyboard 
design until he finally produced the 
actual typewriter. In fact, the modifica-
tions made for Torrey in 1897 directly 
at the Williams factory on one of their 
typewriters (serial number 8999) were 

2 3 4
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Endnotes 1. I also learned from Bliven that this was not Bates 
Torrey’s only link to Sholes; Torrey was head of 
the NSRA committee formed to put a monument 
on the grave of Christopher Latham Sholes.

2. The only known surviving copy is in the Martin 
Howard collection.

3. Underhill’s pamphlet was reprinted in 1883.

the Torrey Touch Keyboard to the Wil-
liams machine” and that his “recent visit 
to the [Williams] factory resulted in the 
decision on the part of the Company to fit 
an experimental machine with the new 
keyboard.” In the article, Torrey also ex-
plains how, thanks to Mr. Williams’ help 
in applying it to his typewriter, Torrey 
made a few additional improvements to 
his original design: a “new order of let-
ters [that] will work to better advantage 
than the keyboard now current [and] the 
opportunity for thumb action.” The latter 
was described by Torrey as “the greatest 
improvement I claim for the proposed 
keyboard, and one so favorable to direct 
and unimpeded finger action that Touch 
writing will be the natural consequence.” 
This improvement was so important to 
him that he even declared in the article 
that he decided to change the name of the 
arrangement from “The Torrey Expert” 
to the “Torrey Touch Keyboard.”

An original Bates Torrey letterhead 
came with the typewriter, showing a typ-
ing sample made on this specific typewrit-
er. 8  This machine is a true milestone of 
typewriter history rediscovered! Q

4. See Darren Wershler-Henry, The Iron Whim: A 
Fragmented History of Typewriting (Ithaca: Cor-
nell University Press, 2005).

5. Courtesy of Donald Cormack, from Debbie Sar-
gent Sullivan and Erica Jill Dumont, Legendary 
Locals of Weymouth, Massachusetts (Charleston, 
SC: Legendary Locals, 2013).

I want to thank my friend Martin Howard for providing 
a copy of the August 1897 Illustrated Phonographic 
World issue mentioned in this article and for sharing 
page scans from his copy of Tarbell’s book.
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some of the most entertaining art-
icles to appear in the pages of ETCetera 
in the past 28 years have concerned the 
“lucky strikes” of collectors in finding rare 
and unusual typewriters. In particular, the 
tales of Dennis Clark and Flavio Mantelli 
come immediately to my mind. In issue 
63, September 2003, Dennis talked about 
how he found his Jones typographer, a 
McCool, and a mother of pearl Sholes and 
Glidden on a back porch. Then in issue 76, 
December 2006, Flavio told his astonish-
ing yarn about using the white pages in 
Rome, calling a barber in Alexis, Illinois, 
and snaffling an Alexis typewriter—beat-
ing Carl Dietz in the process! (Dietz was 
49 years dead by the time Flavio scored 
this machine, but the original owner had 
refused to sell it to Dietz.) I have often 
regaled friends with such stories, much to 
their amusement (and my great envy).

Has anyone ever wondered whether 
the “granddaddy” of all typewriter col-
lectors, Carl Praetorius Dietz (1875-1957), 
enjoyed similar experiences? When one 
looks at the image of Dietz on the Mil-
waukee Public Museum’s website, he 
appears a straight-laced old gentleman in 
a bow tie. But it seems he was a  a colour-
ful character. A one-time stage juggler 
and song writer who became a Milwau-
kee alderman and MPM president, Dietz 
began his hunt for typewriters in 1934 
and met with instant success. During the 
next 20 years he donated more than 400 
typewriters to the museum.

Dietz started his collection in San Diego 
by spotting a Columbia Bar-Lock in a shop 
window. He was drawn to it because it was 
the same model as the one he had used in 
1892, as a 17-year-old, testing it for his boss 
in a law office in San Francisco. The find 
gave Dietz an idea: “[I] recollected that 
Milwaukee is the birthplace of the mod-
ern typewriter, and it occurred to me that 
someone ought to make a collection for the 
museum. Then I decided to do it myself … 
in the belief that 10 or 15 machines would 
cover the field. I didn’t know what I was 
getting myself into.”

By Christmas 1935, a little more than 18 
months into his long crusade, Dietz had 
already accumulated 230 typewriters (the 
largest collection in the world at that time), 

"�#ARREL�OF�#EER
FOR�A�#ENNETT

and told a Milwaukee newspaperman of 
some of his amazing finds. Sources had 
ranged from tips and second-hand stores 
to typewriter businesses. Dietz’s stated 
aim was to acquire as many of the 640 dif-
ferent kinds of typewriters that had been 
made between 1874 and 1935 as he could.

After the Bar-Lock came a Pullman, 
spotted in a store beside the Tucson, 
Arizona, railway station. In a Pitts-
burgh shop basement, under a pile of 
discarded machines, Dietz uncovered 
his first Sholes and Glidden. In Texas he 
exchanged a barrel of Milwaukee beer 
for a Bennett, and in Denver he bought 
an Odell. In Grants Pass, Oregon, Dietz 
got his hands on a Yetman transmitting 
typewriter, and in Knoxville, Tennessee, 
he found a Corona 3. Under the stairwell 
of a basement store in Philadelphia he 
unearthed a Peoples.

These may seem like familiar types of 
stories for present-day collectors. They 
may feel reassured that their methods 

of finding rare and unusual typewriters 
are pretty much the same as those used, 
80 years ago, by perhaps the greatest 
typewriter collector of them all. [Leaving 
aside eBay! —Ed.] Q

Source: “Milwaukee Man Has Typewriter Hobby: 
Claims Largest Collection In World; Most In Working 
Order,” Statesville Record and Landmark, Statesville, 
North Carolina, December 24, 1935, p. 4.

portables, etcetera : by robert messenger
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in about 1918, the fox typewriter 
Company distributed the ruler shown 
above to promote its office and portable 
typewriters.¹ 1  This was one of many 
forms of gifts from typewriter makers 
and sellers intended to promote their 
products. These advertising gifts are usu-
ally called “premiums.”² The effective-
ness of premiums as advertising depend-
ed on several factors, but two of the most 
important and related ones are retention 
of the object and repeated visibility of 
the advertising. The extent of retention 
and visibility were further supported 
by another characteristic—utility. That, 
in turn, was strongly dependent on the 
amount of time a premium could be use-
ful. For example, compared to premiums 
such as puzzles, calendars were much 
better at attaining these characteristics. 
However, at the end of the month or 
months covered by a calendar, it was usu-
ally discarded, still limiting its advertis-
ing value. In the period before television 
and social media, typewriter firms best 
met the standards by giving potential 
customers, especially in offices, durably 
useful premiums, such as paperweights 
and the premiums discussed here: desk 
rulers imprinted with the name of the 
company, related catch phrases and, of-
ten, images of the machines being sold.³

The Fox ruler is itself part of a larger 
category, rules, i.e., edged instruments 
originally intended to facilitate the 
drawing of straight lines. “Rulers,” as 
opposed to “rules,” are no longer than 
18 inches (45 cm), and are usually called 
“desk rulers.” Although the first rules 
appeared as early as early as five millen-
nia ago in Ur,⁴ the desk ruler was widely 
introduced in Britain and North America 
only around the end of the 18th century 
and the beginning of the 19th century. All 

desk rulers include a straight edge and 
measure linear distances along a printed 
or incised scale. Some are also intended 
for use in creasing and folding paper and 
in supporting the tearing of a sheet of 
paper into smaller, clean-cut squares or 
rectangles. The latter function often is 
supported by the ruler’s having a metal 
edge. During most of the first century 
after they were introduced, they usu-
ally were made of wood and, sometimes, 
ivory or bone. Starting near the end of 
the 19th century, additional materials 
were used, including celluloid, other 
more durable forms of plastic, and met-
als, such as brass or aluminum. 

In the United States, most wooden rul-
ers were manufactured in New England 
and northern New York, areas where 
those with rule-making skills settled from 
Britain. During that first century, the 
ideal characteristic of the wood used was 
resistance to expansion and contraction 
in response to humidity and temperature, 
making for more accurate measurement 
and straight lines. The ideal wood that 
met these requirements was boxwood, a 
hard, fine-grained material from an ev-
ergreen plant of the genus Boxus. Only a 
few manufacturers of wooden rulers ever 
developed from this original group of 
artisans, and they still remain in the same 
zone of North America. While the use 
of wooden rulers for advertising began 
haphazardly in the early 19th century, the 
imprinted wooden advertising ruler was 
created around 1880 by Henry D. Beach, 
an experienced printer and newspaper 
owner, through his use of a printing press 
to impress a message with a scale on slats. 
Beach’s other contribution was an adver-
tising model that targeted businesses that 
would give away the product that they 
paid him to make. 

One of the earliest and most impor-
tant of the companies that used this 
technology and strategy successfully is 
the American Manufacturing Concern 
of Falconer, New York and, later, James-
town, New York. American, which still 
exists, began to make rules in 1807 and 
desk rulers in 1888. American used its 
company name or its location, Falconer, 
as its brands. The other major produc-
ers include Day and Miller (founded in 
1886 and later called the National Ad-
vertising Co.) in Seneca Falls, New York, 
and Wescott (later, Wescott-Jewel), also 
of Seneca Falls. Because the first two 
of these companies were pioneers in 
manufacturing rulers to advertise type-
writers (as well as making other wooden 
products) and became dominant in the 
field of the making of wooden advertis-
ing rulers, I initially will focus on their 
products. As we have seen, The American 
Manufacturing Concern was not the 
first company to produce advertising 
rulers. However, systematic manufactur-
ing and marketing of desk advertising 
desk rulers did not begin until the late 
1880s, about the time that typewriters 
were becoming an essential component 
of business offices. Note that desk rulers 
used for advertising usually were not ex-
pected to be as precise as retailed rulers, 
and thus the type of wood used in them 
was often cheaper and less moisture-
resistant than boxwood. The companies’ 
innovation, building on Beach’s model, 
was to identify and market desk rulers as 
a regular medium to advertise products 
and services not only locally but also na-
tionally. They made their innovation at a 
time when the number of offices and the 
size of them were rapidly expanding. The 
demand for desk rulers and larger office 
rules increased in relation to these reali-

ephemera : by peter weil

Typewriters Rule
1
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ties. Wescott benefited from this increase 
in demand and emphasized the produc-
tion of rulers and rules as precision retail 
technologies, not as a product to be given 
away by paying businesses. Using a dif-
ferent business model to profit from the 
sale of rulers, American and the National 
Advertising Co. saw themselves as adver-
tising companies using rulers as a sales 
medium. For example, here is a ruler 
that is also a letter opener, produced by 
American to promote its making of rul-
ers as advertising premiums. 2  The same 
firm also used print advertising to attract 
business, as in this 1897 ad.⁵ 3

In this same milieu of expanding 
offices, demand for typewriters was 
growing rapidly—and the typewriter 
makers turned to these and some other 
companies to produce advertising desk 
rulers to tout their machines. The earli-
est surviving example found from the 
American Manufacturing Concern of 
a desk ruler advertising a typewriter is 
this ca. 1915 half-foot one promoting the 
American Writing Machine Co. as a type-
writer servicing company that was still 
selling rebuilt machines and typewriter 
supplies. 5  Three other examples of 
American’s wooden desk ruler premiums 
include one from a dealer in Pittsburgh 
for the Fox model 1 or 2 Portable (ca. 1918) 
4  and the one from the same period 

above for the Fox Typewriter Co.; a 1920 
ruler promoting the Ilion School of Busi-
ness and its training in typewriting;⁶ 6

a ca. 1924 measure for an Atlanta dealer 
for the Royal #10 typewriter; 7  and a 
ca. 1953 one for an Ann Arbor, Michigan, 
agent selling the Smith-Corona Silent 
Secretarial office machine and the Silent-
Super portable.⁷ 8

The two early surviving wooden desk 
rulers presented here were made by the 
National Advertising Co. Both advertise 
Blick writing machines. The first was 
commissioned by the Blickensderfer 
Manufacturing Co. itself in about 1900 
and, while rare, is the most-frequently 
found one that advertises Blicks. 9  The 
second one that includes Blicks also in-
cludes Fox models and was made around 
1907 for an agent in San Francisco.⁸ 10

Many wooden rulers advertising type-
writers have survived that do not have 
the name of the ruler’s maker on them. 
One example is this early (ca. 1905) mea-
sure selling the Royal-Bar-Lock. 11  Even 
though it was used as a premium in Brit-
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ain, it was made in the US. This probably 
is the result of the fact that the Colum-
bia Typewriter Co. of the US still made 
the Royal Bar-Lock-branded products. 
Another example of a wooden ruler with 
no identified manufacturer is this ca. 1912 
one for a printing company in Stamford, 
Connecticut, a local distributor of the 
Wellington #3. 12  In addition, another 
survivor is this beautiful, complex one 
promoting the Hammond Multiplex in 
about 1915. 13

During the last decade of the 19th 
century, the makers of wooden rulers 
advertising typewriters were faced with 
competition from the manufacturers 
of advertising products made from a 
new material: celluloid.⁹ The medium’s 
lower strength and unknown (at the 
time of introduction) durability were for 
many advertisers offset by its perceived 
advantages of greater beauty, especially 
as an emulation of expensive ivory, 
and lower cost. The most successful of 
these companies were Bastian Broth-
ers, located in upstate New York like 
the wood ruler companies (in this case, 
in Rochester), and Whitehead and Hoag 
of Newark, New Jersey. Bastian used its 
rulers to promote its new product, as in 
this folding example from 1905, 14  and a 
manifestation of its success can be seen 
in this example of one for Hammond 
Typewriter Co. and its model 12 made the 
next year. 15  The Hammond piece shows 
that celluloid rulers offered the advan-
tage of using attention-grabbing color 
against a white background, highlighting 
the advertiser’s message. This can also 
be seen in this premium made by White-
head and Hoag, a company best known 
among collectors of celluloid advertising 
for its commercial and political pinbacks. 
It is a combined ruler and erasure shield 
for Jewett in 1900. 16  However, the color 
advantage celluloid offered as a medium 
is seen much more dramatically in this 
polychrome premium 1910 calendar for 
the Smith Premier #10 that also includes 
a small 3-inch ruler for the pocket and 
the desk. 17  After 1920, more durable 
forms of plastic quickly displaced cel-
luloid as a medium. A late version of this 
use for typewriter advertising is this 
ca. 1965 one distributed by IBM. 21  This 
complex ruler folds in half for storage 
and includes several scales to aid in type-
writing, with a special one for use with a 
machine with proportional spacing.

12

13

14
15

16

17
18
19

11



e (Endnotes on page 16)

(7&HWHUD�1R��������:LQWHU��������������

While not as durable as either wood or 
celluloid desk rulers, paper blotters that 
included ruler scales were a common 
advertising medium that offered an even 
less expensive way to create colorful 
premiums. Here, for example, is an early 
one from 1900 promoting the Bar-Lock 
in Britain.¹⁰ 18  This blotter-scale touting 
the Royal Quiet Deluxe portable in 1941 is 
an example more typical of those of the 
remainder of the 20th century.¹¹ 19

Metal was the medium that combined 
a high level of durability for advertising 
on rules and rulers with the advantages 
of low sensitivity to moisture, low wear 
in use as a straight edge, and ease, right 
from its introduction, in the application 
of color imagery through chromolithog-
raphy. The most frequently used metal in 
the manufacturing of advertising office 
rulers and rules was relatively thin and 
light sheet steel. While originally at a 
disadvantage in cost, lithographed metal 
rules and rulers were important pre-
miums right until the end of the major 
marketing of typewriters. The earliest 
of these premiums identified is a rule, 
not a ruler, distributed by the Ameri-
can Writing Machine Co. beginning in 
1886-1888 through its agents to promote 
its Caligraph #2.¹² 20  Beyond its use to 
draw lines, this rule was used in paper 
folding and tearing and as a closed book 
page marker and open book line marker 
in business accounting journal ledgers. 
It was made by Kellogg & Bulkeley, 
Lithographers, of Hartford, Connecticut, 
the same city where the maker of the 
Caligraph was based. An early sheet-
metal metal desk ruler targeting users 
of typewriters is this 1909 one from How 
Co., a manufacturer of typewriter rib-
bons and carbons. 22  The manufacturer 
is not marked. It is a multifunctional 
one, with a rolled back edge to function 
as a gripping point for paper marking 

and tearing and including a calendar 
covering parts of two years. Lastly, there 
is the “venetian blind” form of metal 
advertising ruler that became a frequent 
premium given away by local typewriter 
businesses from the middle of the 20th 
century on.¹³ The form is even thinner 
and lighter than earlier metal rulers. 
Moreover, they are virtually always 
lithographed in one or more colors over 
a white background. A classic example 
is this ca. 1966 one from an Olympia 
typewriter distributor in Minneapolis-
St. Paul, Minnesota. 23

Manufacturers and distributors of 
typewriters and related supplies for their 
machines worked assiduously to profit 
from the development of the business of-

fice from the beginning of the last quarter 
of the 19th century on. A major compo-
nent of their marketing strategies was ad-
vertising aimed at these offices, and one 
of the most direct means to target that 
advertising were desk rulers and rules to 
be given away. Through these premiums, 
the advertisers could place their product 
name and qualities, company name, and 
contact information at the heart of these 
central operations of these burgeoning 
institutions. Because of the relatively 
high utility and durability of advertising 
in this form, desk rulers and rules were 
an effective form of advertising that sig-
nificantly played a role in the success of 
the typewriter. Typewriters Rule! Q
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in the september 1997 issue of etc-
etera (no.40), Peter Weil brought to our 
collective attention a Crandall trade 
catalog that featured both a Universal 
Crandall No. 3 typewriter and a yet-
to-be-found Crandall No. 4 typewriter. 
Prior to September 1997, the community 
was aware of only the Crandall Visible 
No. 4, sold through Sears & Roebuck, 
with its three-bank Universal keyboard. 
Peter’s discovery, however, described an 
altogether different No. 4. It was a “re-
modelled” New Model, which it would 
be fair to refer to as the original Crandall 
No. 4, ca.1898.

Fast forward 18+ years and one of 
these original No. 4s has finally made 
it to the pages of ETCetera. How I came 
across it isn’t a particularly spectacu-
lar story. I simply acquired it from an 
under-the-radar collector (who wants to 
remain anonymous) who bought it from 
an antiques dealer over a decade ago. As 
it turns out, this isn’t the first example 
to have been found, either. There is one 
other that exists, currently in the Breker 
collection. Breker’s is serial no. 40,176 
and mine is 40,490.

It should be mentioned that the 
Milwaukee Public Museum may own a 
third example. Their catalog no.E44478 
is simply tagged as a “Crandall No.4.” We 
cannot say definitively what it is (or isn’t) 

because there is no photo of it, its serial 
number has not been noted, and its loca-
tion is unknown.

The Crandall catalog that Peter has so 
graciously shared reads in part:

 We are constantly studying the needs 
of the market and have found that 
many cannot pay the high prices 
demanded for the leading type-bar ma-
chines. Neither can they satisfactorily 
use any of the low grade machines and 
to meet these conditions we are offering 
a remodelled Crandall No.1 at $30. This 
is the cheapest keyboard machine on 
the market. We are also selling our New 
Model Crandall No.2 at $50, and will 
forward catalog on application. Our 
No.4 Crandall at $65 is our latest prod-
uct. It is practically our No.2 machine 
remodelled and is the simplest machine 
we have yet produced.

Further complicating things is a Brit-
ish blotter from the Kerschbaumer col-
lection advertising a Crandall rebranded 
as the Cosmopolitan. Whether the Cosmo-
politan was more closely related to the 
New Model or the original No.4 is hard 
to say. After all, according to the cata-
log, Crandall was selling both machines 
concurrently. A Cosmopolitan has yet to 
be discovered.

The catalog, the blotter, the two 
known examples and their respective se-
rial numbers answer just a few questions. 
In fact, we now have even more questions 
to ask. For example, first question: What 
of the mother-of-pearl inlay? The catalog 
has an image of the No. 4 with mother-
of-pearl, but both known examples are 
japanned with simple pinstripes and 
embellishments in gold. Second, what 
exactly was “remodelled” other than the 
finish? The search for any other differ-
ences has yielded zero results. Third, just 
what is that “remodelled Crandall No.1” 
that’s being sold for a mere $30? Fourth, 
why did Crandall manufacture these 
remodelled versions? Was it simply to 
use up old tooling or was it to satisfy a 
specific consumer? Or both?

My last question pertains to serial 
numbers. Known No. 1s and New Mod-
els were serial numbered into the mid 
18 thousands. Universal Crandall No. 3s 
were serial numbered in the 20 thou-
sands. The original Crandall No. 4s were 
numbered in the 40 thousands and the 
later Crandall Visible No. 4s were in the 
50 thousands. So what happened to the 
block of serial numbers in 30 thousands? 
Was Crandall reserving those numbers? 
If so, for what?

One can only speculate, but maybe, just 
maybe, the block of serial numbers in the 

5HE�0RIGINAL�
$RANDALL�/O���
"�3EMODELLED
/EW�.ODEL

by greg fudacz

Crandall No. 4 #40176 (Uwe Breker)
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30 thousands was meant for the mythic 
Improved Crandall, a typebar machine 
patented in 1895 (U.S. patent no. 548,157) 
that has yet to be discovered. Peter’s 
catalog does mention that the Crandall 
factory had already produced two typebar 
machines. One of those may have been the 
Daugherty, of which Crandall produced 
the first 1000 accordingly to Michael 
Adler’s The Writing Machine (p. 267). The 
other was cryptically referred to as “a 
type-bar machine of a distinctly different 
class,” which would have been a fitting 
description for the Improved Crandall.

Maybe in the pages of ETCetera in an-
other 18 years someone will have discov-
ered an Improved Crandall (or a remod-
elled No.1, or a Cosmopolitan), and maybe 
some of these questions will have been 
answered because of it. Or maybe we’ll 
just have more questions to ask. Either 
way, what discoveries they will be! Q

The author would like to thank Peter 
Weil, Bert Kerschbaumer and Uwe Breker 
for being so generous with their knowledge 
and collections. Also, a special thank you to 
Albert Muchka, Senior Collections Manager 
at the Milwaukee Public Museum, for being 
so gracious with his assistance.

Questions and comments are welcome
at www.antikeychop.com. Crandall No. 4 #40490 (Greg Fudacz)
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typewriters given to friends create
two gifts in one. The gifted receives both 
a machine and its history. Last year, a 
dear friend who knows my affinity for 
Underwood machines gave me a Deutsche 
Underwood. I had never even heard of 
such a thing until we began to talk about 
the Mercedes-Underwood merger and
its creation. 

In 1906, a company called Mercedes 
began its first foray into machinery with 
a calculator called the Mercedes-Euklid.¹ 
Dr. Gustav Mez moved the factory creat-
ing the Euklid from Berlin to Zella-Meh-
lis in Thuringia and began what we now 
know as Mercedes-Werke, typewriter 
manufacturer. The twenties brought 
economic crisis to Germany and the com-
pany floundered, despite Carl Schlüns’ 
design of the Mercedes Elektra. Toward 
the end of the twenties, Mercedes began 
talks with Underwood Elliot Fisher that 
resulted in a merger with the company 
in 1931. In August 1931, Mercedes released 
its first portable, which was simply a 
rebranded US-made Underwood Junior.²

Carl Schlüns visited Underwood in fall 
1932 and brought some designs back to 
Germany. Soon the Model 33, made in Ger-
many, came on the market in June 1933. 

But Underwood wasn’t going to forget 
they had a hand in it. Later in the thir-
ties Underwood took the Mercedes-built 
machines, which were simply Under-
wood’s altered designs, and sold them 
as the Deutsche Underwood (with a few 
more changes to the design). Essentially 
the designs all began at Underwood, so 
technically it is an Underwood type-
writer, but the machine is almost exactly 
the Mercedes Prima. There are a few 
variations on the design. For example: the 
Deutsche Underwood has less curve than 

The Old Switcheroo

by monica schroeder
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Endnotes

I appreciate the generosity of Greg Fudacz, Bert Kersch-
baumer, Ed Neuert, and Herman Price in contributing 
scans of rulers advertising typewriters and related 
businesses. I also wish to thank Cornelia Weil for her 
editorial assistance.

1. From the Herman Price collection. Unless other-
wise indicated, all other rulers and ephemera are 
from my own collection.

2. For further discussion of premiums that adver-
tise typewriters in ETCetera, see No. 83, Septem-
ber, 2008, pp. 14-15 (typewriter premiums in gen-
eral); No. 85, March, 2009 (paper die cuts) , pp. 
11-13; No. 91, September, 2009, pp. 6-9 (calendars); 
No. 98, June, 2012, pp. 10-13 (blotters); and No. 
104, Spring, 2014, pp. 10-13 (paperweights). Also 
note that before 2006, there often were arrays 
of images of ephemera in ETCetera that included 
some premiums from typewriter companies.

3. For further discussion of the history of rules, 
rulers, and their use as premiums, see Caspar’s 
Directory of the American Book, News, and Statio-
nery Trade: Wholesale and Retail (Milwaukee: C.N. 
Caspar, 1889), p. 376; Seeger and Guernsey’s Cyclo-
pedia of the Manufacturers of Products in the United 
States (New York: The United States Industrial 
Publishing Co., 1889); Walter Mulford, Wood-
Using Industries of New York, Pamphlets on Forestry 
in New York (Syracuse: Syracuse University, New 
York State College of Forestry , 1912), series 14, 
no. 2, p. 171.; and Philip E. Stanley, Sourcebook 
for Rule Collectors (Apple Valley, Minnesota: 
Astragal Press, 2004). Also see http://mysite.
du.edu/~jcalvert/tech/rule.htm#Gunt and http://
mathforum.org/library/drmath/view/69107.html.

4. There is strong evidence that precise incised 
scales appeared on rules at least 4400 years 
ago in South Asia. However, the invention of 
the flat wooden rule (not ruler) with an incised 
scale along its edge is usually attributed to the 
mathematician Edmond Gunter, of the U.K., in 
the early 17th century.

5. American Manufacturing Concern ad published 
in The American Stationer, 1897, p. 671.

6. From the Herman Price collection. At some point 
after 1920, Remington formally took over the 
school and changed the name to the “Remington 
Ilion School of Business.”

7. Note that American had by 1953 moved manufac-
turing from New York to Maine. The reason for 
the move was not discovered, but I suspect the 
relocation was intended to facilitate access to a 
better source of the wood used to produce the 
rulers.

8. From the Ed Neuert collection.
9. For more information on these companies, see 

ETCetera, No. 80, 2007, p. 9.
10. From the Bert Kerschbaumer collection.
11. From the Greg Fudacz collection.
12. From the Herman Price collection.
13. Venetian blinds made with wide metal slats 

in them became quite popular in middle-class 
homes in the U.S. from the middle of the 20th 
century until about 1975. The base material of 
“venetian blind” rulers looks and feels like those 
slats. I could not identify the source of the metal 
slats used to make the advertising rulers.

Endnotes
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the Prima, with no curves on the body 
around the sides of the ribbon spool cups. 

Georg Sommeregger has identified 
two styles of Deutsche Underwood. One 
style has a simple one-line logo on the 
paper table, is painted in wrinkle paint, 
and has glass keys; Sommeregger has 
found serial numbers ranging from 17031 
to 19285 (all would date from 1934 if the 
serial numbering system follows that of 
other Mercedes portables). My own ma-
chine is an example of the second style, 
with a two-line logo, glossy paint, and 
plastic keys; Sommeregger has found se-
rials ranging from 50873 to 107757 (which 
would date from 1934 to 1937).³

The merger of Underwood and Mer-
cedes is very convoluted and in some 
cases it’s hard to differentiate where Un-
derwood began and Mercedes ended. Did 
Underwood label the Deutsche Under-
wood for more name recognition in the 
German market, or did Underwood see a 
higher level in quality from Mercedes and 
choose to capitalize on it? That is some-
thing only a user might be able to tell.

I have used many Underwood ma-
chines over the last two years since I 
began collecting. Underwood machines 
are the core of my collection, but the 
Deutsche Underwood is a different 
beast entirely. They have a similar strike 
when in use, but the keys push down 
more smoothly on the Deutsche Under-
wood than on the original Underwood 
machines (even a Champion), and the 
carriage also has a smoother quality as 
it chugs along. My Deutsche Underwood 
is the pride of my collection and it sits 
proudly next to my Underwood typewrit-
ers. Now it just needs a Mercedes com-
panion to round it out. Q

Monica Schroeder is a writer living in northern Ohio. 
She mainly collects Underwoods but recently has begun 
to stray toward Olympias.

1. Encyclopaedia Britannica, 1952, vol. 4, pp. 548, 551; 
Erhard Anthes, “Die Mercedes Euklid 1910;1970: 
Wandlungen einer Rechenmachine,” http://www.
ph-ludwigsburg.de/fileadmin/subsites/2e-imix-
t-01/user_files/mmm/mmm_online/gruen_mer-
cedes.htm

2. Lutz Rolf, “Prima-Kleinschreibmaschinen von 
Mercedes,” Historische Bürowelt No. 66, Decem-
ber 2003, p. 20.

3. Georg Sommeregger, http://www.typewriters.
ch/collection/underwood_standard_portable_
typewriter_4bank.html
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in the 1960s, my father sold poultry 
insurance out of an office in a historic 
building that had inspired the setting 
for Dashiell Hammett’s novel The Maltese 
Falcon. The building had everything—
hallways and floors lined with black and 
white marble, a forceful elevator that 
made your stomach do loop-de-loops, 
and freshly polished brass mail drops 
that allowed you to post your business 
correspondence from any floor. The 
whole place smelled of stale (and fresh) 
cigarette smoke, and behind the pebble-
glassed windows of the wood-framed 
doors was an office world practically 
throbbing with business machines. Visits 
to the office were rare and exciting. In-
side his office, Pop would use his perfect 
monotone for dictation using a reel-to-
reel dictation machine to capture his cor-
respondence, musings, rants, and any-
thing else he hoped his secretary, Carol, 
would type up for him. It was a world of 
typing, smoking, dictating and meetings, 
whatever those were. And a drink at the 
bar after work. It seemed pretty glam-
orous, and I couldn’t wait to get started 
doing that sort of thing myself.

In the ’70s, Pop traded Room 621 for 
my old bedroom, and all of his office 
machines came home with him. Sud-
denly I could record the audio of “The 
Courtship of Eddie’s Father” with his 
Dictaphone and could get my hands on 
his adding machine and typewriter. Oh 
happy day! I’d sit at his typewriter and 
pretend I knew what I was doing. From 
television I learned that I should type 
“the quick brown fox jumps over the lazy 
dog,” and I knew from my mom (secre-
tary of her garden club) that I could use 
the circular eraser with the unsatisfying 
plastic brush to smudge away some of my 
mistakes. I’d tap tap tap away, and when 
I locked up the keys and had to pop the 

hood to untangle them, I’d get ink and 
machine oil on my fingers. A badge of 
honor, I thought.

This is what drives my passion for 
the typewriter. For me it’s the mystery 
of the 1960s office, the sound of metal 
striking paper, the scent of machine oil, 
of times past, of childhood. Of fonts we 
should resurrect. 

All of this came flooding back when 
I got an early peek at The Typewriter: A 
Graphic History of the Beloved Machine. 
Janine Vangool uses her background in 
graphic design to create a book that gives 
the reader a satisfying, beautiful and 
above all immersive experience. Luxurious 
spreads picturing signature and exotic 
machines of each decade are interspersed 
with Vangool’s collections of ephemera 
and accessories, text and textures.

The breadth of her collections will 
inspire collectors new and old. Jaded 
typewriter collectors like myself will 
enjoy seeing all aspects of collecting in 
one place, gorgeously illustrated. Mid-
career collectors will love the book for 
its ability to show them more avenues 
of typewriter-related collecting to 
pursue. History buffs and students of 
office and gender culture will be drawn 
in by the vintage advertisements, which 
sometimes reveal more about people 
than product. In my opinion, it will be 
considered the essential visual history 
of typewriter culture for years to come. 
Other books will share more history, and 
catalog in more depth, but this book is 
the one that will make you dream.

The Typewriter is a 336-page, 9x11-inch, 
hardbound book, including over 900 im-
ages. It can be ordered for $45 Canadian 
at uppercasetypewriter.com. Q

reviewed by christine freeman

The Typewriter: A Graphic
History of the Beloved Machine

book review

Christine Freeman is a longtime typewriter lover and
an archivist at Pixar Animation Studios.



-ETTERS I just received ETCetera 110 and was first 
of all stunned by the amazing cover 
page, which I rate the very best so far. 
Contents, then, are brilliant as ever, and 
the layout is just fantastic—this goes for 
the overall impression, enhanced by fine 
details like the very clear numbers linked 
to the pictures, as well as for the easily 
readable font used.

—Georg Sommeregger (Basel, Switzerland)

I received my ETCetera today and loved 
opening the crisp pages and seeing the 
beautiful layout throughout. I am most 
impressed but not surprised. The content 
is just fantastic and the story that you 
have written for your Editor’s Notes is 
pithy and compelling. 

—Martin Howard (Toronto)

At a collectors’ meeting in Austria in September, Bert 
Kerschbaumer offers Heidi Frei and Norbert Schwarz a 
chance to type on his Cahill Universal Electric (described 
in ETCetera #100). Photo by Thomas Fürtig.
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Mark & Christina Albrecht: Simplex 
full size 3 w/wood box, Simplex 5 full size, 
Fox 1 folding, Typo B, Chicago 1, Perkeo, 
Franklin 7, Blickensderfer 9, World 1
Richard Amery: Imperial Good
Companion 6 #GAL546 (1962)
François Babillot: Navarre practice 
keyboard 1

Gabe Burbano: Wagner Underwood 1/2 
(before No. 1), Wagner Underwood 2, 
Canadian Oliver 3, Fox 2, Jewett 2
Lars Borrmann: Virotyp  2 3

Terry Cooksley: Imperial B #22763,
Yost 4 #3800
Davis bros.: Merritt Index, Everest K3
Sheila English: Hammond Multiplex 

/EW�ON
THE�4HELF

Folding, Oliver 3, Oliver 5, Oliver 9
Nick Fisher: Noiseless Portable #5745, 
Vasanta #14702, Helios Klimax #15607, 
Adler “Travelling Model” (Klein Adler, 
English version) #100139, Urania Piccola 
(Egyptian Arabic) #72751
Thomas Fürtig: red Continental Por-
table 2, green-marbled Hermes 2000, red 
Mondragon 4  (Remie Scout), blue Smith-
Corona Ghia GT
Adam Golder: Hammond 12 (Universal), 
Hammond Folding, Oliver 3, Reliance 
Visible, Lambert 2, 5  Klein-Adler, Blick 7
Thomas Kramer:  Juventa 2, Senator 
#69, Fin de Siècle (Simplex), 6  red & gold 
Mignon 4 7

Flavio Mantelli: Bates Torrey Williams; 
1878 patent model #206,303 by C. Doten 
for an addressing machine
Eric Meary: Deluxe Virotyp 8
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HBw-Aktuell
October 2015

• Third known DMG typewriter surfaces
• eBay highlights

November 2015
• Meetings in Germany and Austria
• Pin wheel platen for IBM Selectric

November 2015
• What I Did On My Summer Vacation
• Mitterhofer Museum in Partschins, Italy
• Sleuthing the Path to a Rare Blick
• Book Review: Vangool’s The Typewriter 
• Meeting With Georg Sommeregger 
• Getting carried away with your typewriter

#52, July 2015
• contact now published as PDF
• ANCMECA general assembly in Orléans
• Repairmen plan educational workshops

#53, November 2015
• 47th ANCMECA meeting in Nancy
• Typewriter display in Beaupréau
• Typewriter Christmas ornaments
• Breker auction results

May 2015
• Psychological aspects of typewriter design
• History of typewriters
• Models of Elliott-Fisher book typewriters

'OR�4ALE�8ANTED

For sale: Sholes & Glidden top lid, 
restored and repainted. €150 + shipping. 
Peter Muckermann, typenkorb@web.de. 

Wanted: Oliver No. 2, serial no. 17.897. 
Any condition accepted.
IBM 72 or Triumph, electric typebar 
models for completing my Robotyper-
System. Deliveries to NY 11040 only!
Uwe H. Breker, uwe@breker.com,
02236-38 43 420.

Rich Mohlman: Ray Thomas collection, 
including Gourland, New Century, Smith 
Premier 1, gold-plated Royal Quiet Deluxe, 
gold-trim Olympia SM3, Fox 3, Remington 
6, Hammond Multiplex Ideal, Sun 2 
Ed Neuert: Shilling Bros. 22, New Yost, 
Halda Star
Frank Notten: Continental Silenta, gold-
trim Olympia SM3 #1102289 (seeking more 
info on original price—can anyone help?)
Ettore Poccetti: Densmore 1a #553 9

Richard Polt: Adler Standard, Allen, 
Gourland, Roxy
Herman Price: Blick Bar, 10  Dankers 
(Juwel 2), Continental 340 11  (cat’s eye 
finish), MK, Underwood 6 mill (electric 
carriage)
Dale Schellenger: Caligraph 1 with base, 
case, and Caligraph table; American Vis-
ible 1, Lambert 1, Yost 20; Rockwell-Barnes 
“Factory Rebuilt Typewriters” catalogue 
(with note that the company would not 
rent out a Ford because there wasn’t much 
demand for it); Densmore 2 #573 12

Sirvent bros.: Oliver L-10 # 857948
Georg Sommeregger: F.K. Mala #3788, 
Dactyle 3 #116616, Williams Academy 
#14941, Adler 46 #4-734630 (white), 
Hermes 3 #8560, Hermes 3 1931, Ruf 
(Hermes 3) #R-3740, Japy 50 #20525
Piotr Trumpiel: New Yost 13

Peter Weil: Olympia SM9 Deluxe 
#Z826842
Reinmar Wochinz: child’s Liliput 14
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