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i recently had an opportunity to 
make my second visit to Flavio Mantelli 
in Rome, and, of course, to see some of 
his typewriters. The word “extraordi-
nary” is too pallid to describe Flavio’s col-
lection. In many cases, he discovers mod-
els that no one has even heard of before. 
To find a machine that no one knew was 
out there, waiting to be found, is truly a 
special experience. Flavio also generous-
ly shares his knowledge with the world; 
over the years he has published stories 
in venues such as the Virtual Typewriter 
Journal (which he edited with Paul Rob-
ert, 2004-2006), ETCetera, and COMPU 
(the new Italian collectors’ magazine). On 
this visit, I particularly enjoyed seeing 
Flavio’s Michela stenotype (which looks 
like a little piano) and Blickensderfer 
Electric (#82907).

The question of what became of all 
the Blick Electrics is one of those co-
nundrums that torment collectors. The 
machine was well publicized and was 
produced in several variations, but it’s 
nearly impossible to find one today. The 
conventional wisdom is that the public 
distrusted electric appliances, and that 
old Blick Electrics were junked. But it is 
hard for me to imagine that such delicate 
and complex inventions were universally 
despised, and that some of them weren’t 
stored in attics, where they are still 
awaiting discovery.

A similar riddle is presented by a 1904 
or 1905 ad recently discovered by Will 
Davis. The Rockwell-Barnes Co. of Chicago 
advertises “slightly used typewriters at 
less than half price,” and in small print 
mentions “2300 absolutely new Visible 
Sholes machines, built to sell for $100 
— our price while they last, $45.” What 
became of those poor machines? Can it 
be that nearly all of them were scrapped? 
The ad appears in Will’s post of July 20 on 
his new blog, “On the Margin”(rebuilt
typewriters.wordpress.com). The blog’s topic 
is the world of secondhand and rebuilt 
typewriters, which are an understudied 
part of typewriter history. Thank you, 
Will, for continuing to fill in the gaps in 
our knowledge of typewriter history.

This issue marks the 30th anniversary 
of ETCetera. Darryl Rehr published the 
first issue in October, 1987. The magazine 
was an incomparable source of informa-
tion and camaraderie for me when I first 
started collecting. I hope it plays a similar 
role for you today. ■
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the 1920 remington portable is often 
called the “first truly portable typewriter 
with four-bank keyboard.” Other four-
bank typewriters which claimed to be 
portable existed before 1920, but these 
were heavier than the Remington (such 
as the flatbed Royal) or at least not as 
flat (for example, the Gourland). Thus, 
Remington set a new standard for porta-
bility, which was to be followed by most 
other typewriter brands. As Paul Rob-
ert and Peter Weil put it in their book: 
“After 1920, all new attempts to launch 
portables failed […] unless they also had 
four-bank keyboards.”²

Until recently, the earliest known 
four-bank Remington portable was made 
in December 1920. This could be deduced 
from its serial number, NA00190.³ Re-
cently, however, a machine with serial 
number NC00099 was sold to me on Ebay, 
being the 99th Remington portable made 
in October 1920. And because good things 
come in pairs: just a few weeks later, 
Richard Polt added Remington portable 
NC00109 to his collection. The discov-
ery of these early Remington portables 
makes clear that production started before 
December 1920. This justifies another look 
at the earliest history of this machine. I’ll 
start with a short overview of the available 
patents, followed by production and sales 
information based on historical newspa-

by frank notten

The
Beginnings
of the
Remington
Portable

pers, magazines, and the minutes of the 
Remington board of directors’ meetings. 
A detailed comparison between these two 
machines and NA00346 (December 1920) 
follows at the end of this article. 

Patents
in august 1915, john h. barr, chief 
mechanical engineer of Remington, filed 
a patent for a portable typewriter with 
“contraction of the keyboard.” This patent 
(No. 1,267,356), in which the keys could 
slide individually into the machine, was 
granted on May 28, 1918. It seemed to be 
Remington’s answer to the three-bank 
folding Corona, the best-selling portable 
typewriter of that period. 

Several months later, on July 6, 1918, 
Barr filed another patent, No. 1,407,509. In 
this patent application, based on the same 
contraction design, not only the keyboard 
but also the base of the typewriter had to 
be expanded in order to be able to write. 
With this mechanism, the machine looks 
like a distant cousin of the ultraflat Rooy 
portable 32 years later. 1

Remington received the patent for this 
machine on February 21, 1922. Never-
theless, Remington never produced a 
typewriter with contractable keyboard 
or baseboard. Instead, it focused on yet 
another design. On the 21th of May 1918, 
while waiting for the first mentioned pat-

ent to be granted, Barr filed a patent for 
a typewriter on which only the typebars 
had to be expanded to get into typing 
position. There was no contraction system 
for keys or base. This was going to be the 
Remington portable as we now know it. 
On the 28th of October 1919, the patent for 
this machine was granted. 

Production
some of our knowledge about the 
earliest history of the Remington portable 
typewriter stems from The Remport, a 
newsletter for sellers of Remington por-
tables, Vol. I,  No. 1 (August 2, 1926): “The 
Remington Portable was first exhibited at 
the New York Business Show in October, 
1920. Its manufacture began shortly there-
after but for many months only a limited 
number of machines were available for 
delivery.” This information is only partly 
true: manufacture began far earlier than 
October 1920, not “shortly thereafter.”

At some point in 1918 or 1919, Reming-
ton must have decided that the patent 
application for the contraction system was 
not worth waiting for, and concentrated 
on a quick release of the portable type-
writer according to the patent that was to 
be granted on October 28, 1919. According 
to the minutes of the Remington typewrit-
er board of directors, at the board meeting 
of October 14, 1919, it was announced that 

The discovery of two very early Reming-
ton portables and a subsequent dive into 
the minutes of the Remington typewriter 
board of directors’ meetings shed new 
light on the beginnings of this first truly 
portable four-bank typewriter.¹

1
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the Smith Premier Factory was “run-
ning parts for the Portable Machine, and 
expects to start to assemble some of these 
machines in November [1919].” This was 
two weeks before Remington received the 
patent for its portable!

In the same month (October 1919), Rem-
ington Typewriter stock made spectacular 
advance. One of the reasons, as quoted in 
Typewriter Topics of November 1919, was 
“a public announcement of discontinu-
ance of selling by the Remington company 
of a side-line — a well known make of 
portable typewriter [probably the Rem-
ington Junior] — the inference being that 
this either has been unprofitable or that 
more money would be made from the sale 
of an entirely new portable typewriter of 
Remington make.” 

According to the minutes of the next 
board of directors meeting on December 
9, 1919, the new portable was in produc-
tion by then: “The Portable machine is 
now being produced at the rate of about 
five machines per day, and some seventy 
or eighty of these machines have already 
been produced, but certain minor changes 
have to be made on these machines, and 
shortly after the first of the year [1920] the 
production will steadily increase.”

No doubt about it: the Remington por-
table was in production (but not for sale) 
as early as 1919. On December 12, 1919, The 
Wall Street Journal (WSJ) announced some 
details about the new Remington por-
table that would be “soon on the market.” 
It would be a portable with a “standard 
one-shift four-bank keyboard,” weighing 
“scarcely more than portable models at 
present in the market.” 

What happened with the machines that 
were made in late 1919? According to the 
meeting minutes of the board of direc-
tors, “certain minor changes” had to be 
made on the first machines. Would that be 
reason enough to destroy them? 

In case these machines still exist, there 
seem to be two possibilities: (1) the 1919 
machines were put in stock without a se-
rial number and stamped (with NC0 pre-
fix) only in October 1920, when it was clear 
that they would be put on the market. Or 
(2) the 1919 machines were stamped with a 
serial number that corresponded to their 
actual manufacturing date. 

In that latter case, it is possible that 
there are still machines out there with 
earlier serial numbers than October 1920. 
Keep your eyes open. 

High expectations
on december 19, 1919, the wsj wrote,
“if the excellence of the Remington por-
table model that is about to appear can be 
taken as promise of what can be expected 
in the way of standard model improve-
ments, Underwood will not have the easy 
lead that it had in the past.” The same 
newspaper added on February 28, 1920: 
“In regard to the company’s one-shift por-
table model […] profits from its sale will 
form an important item in Remington’s 
total earnings for 1920.” 

In other words: expectations were high. 
According to the WSJ (February 24, 1921) 
“there was talk in the company of an an-
nual output of 250,000 of the new portable 
Remington machines.” Remington seemed 
just in time to compete against the new 
Underwood portable. This machine was 
close to taking over the leading position in 
the field of portable typewriter production 
from Corona (WSJ, August 19, 1920).

But instead of selling thousands of por-
tables in 1920, Remington remained silent 
during  the winter, spring and summer of 
that year. The papers didn’t mention any 
progress; neither was the machine dis-
cussed in the Remington board meetings.

On the market
on september 27, 1920, the wsj
announced that the new Remington 
portable typewriter was “now in quantity 
production.” The machine would “be on 
the market in 60 days.” Less than a month 
later, on October 25, 1920, according to the 
WSJ, the new portable model was “on the 
market at $60, including case.” “A good 
output is already being obtained at the 
company’s Smith Premier Plant at Syra-
cuse, but is expected to be increased con-
siderably in the next few months.” That 
very same day, on October 25, 1920, the 
New York business show opened its doors. 
As The Remport of August 1926 mentioned, 
Remington was present at this business 
show with its new portable model. The 
reporter for Typewriter Topics (November 
1920) was impressed: “Take it from one 
who saw, the Remington Portable was the 
center of mobs at all times.” 

In that same month, October 1920, 
Remington portables NC00099 and 
NC00109 must have been manufactured, 
or at least they must have been stamped 
with their serial numbers. Maybe they 
were even present at the business show in 
New York. 

For ten months, between December 
1919 and October 1920, the minutes of the 
Remington board of directors didn’t men-
tion the new portable typewriter. Only on 
October 13, 1920, did the Remington porta-
ble enter the minutes again. “The Portable 
machine is now being produced at the 
rate of 10 per day. This production will be 
steadily increased; and it is expected that 
by January 1 [1921], this production will 
be about 40 machines per day. In other 
words, the factory expects to produce 
from October 8 [1920], to December 31 
[1920], about 1,100 Portable machines.”

Surprisingly, while in December 1919 the 
machine was already produced at a rate of 
5 per day, 10 months later, the production 
rate was only slightly increased to 10 per 
day. Clearly, this wasn’t the huge produc-
tion that was anticipated earlier on. 

Now, why was production in 1920 so 
much lower than expected?

While it is true that general demand for 
typewriters declined during the latter part 
of 1920, this doesn’t seem to be the cause of 
the slow production rate of the Remington 
portable in 1920. From the minutes of the 
Remington board of directors, it seems 
that demand for the new portable was 
higher than the factory could handle. 

To illustrate this: on November 9, 1920, 
the sales plan for the new portable ma-
chine was being discussed “at much length” 
and approved during the monthly meeting 
of the Remington board of directors. Two 
things stand out: firstly, why did the board 
discuss a sales plan two weeks after pre-
senting the new machine at the New York 
business show? Why not discuss marketing 
before putting the machine on the market? 
It might be possible that actual sales started 
only after the sales plan was approved. Sec-
ondly: the main aim of the sales plan seems 
to have been to restrict sales as much as 
possible. It might have been a tactic to cre-
ate an aura of exclusivity around the new 
machine, but it looks more like the factory 
just wasn’t ready to keep up with demand.

The sales plan discussed by the board of 
directors on November 9, 1920, embraced 
the following features (among others):

“That the machine be sold in the United 
States and Canada exclusively through 
our own Domestic Organization.” 

“That the Portable be at once placed in 
the hands of the Sales Organization for 
regular sale (beginning in New York City) 
and restricting it to N.Y. City as long as the 
Metropolitan Office is able to dispose of 
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the product that is coming through from 
the factory. This is to be extended to other 
cities when it becomes apparent that 
the production of the factory cannot be 
absorbed by New York.”

“That for the present not more than 
25 be delivered to one customer, until the 
production is sufficient so that all Domes-
tic Offices are getting some machines.”

“Until production justifies, none to be 
sold on installment terms.”

At the same meeting, there was an “in-
terchange of views as to the advisability of 
appointing a special man to be at the head 
of a department of sales” for the Reming-
ton portable. Two months later, however, 
it was noted that “in view of the fact that 
the demand for the Portable  thus far has 
exceeded the factory output, no action had 
been taken” (minutes of January 11, 1921).

The first advertisements for the 
Remington portable that are available 
on newspapers.com were published in 
January 1921. So, in line with the sales 
plan approved by the Remington board of 
directors, there was hardly any marketing 
of this machine in 1920. 

The main problem seemed to be that 
the factory was struggling to increase its 
rate of production. Unfortunately, it is 
not clear why it was so hard to increase 
production of the Remington portable. 

Only from April 1921 onwards, produc-
tion of the Remington portable really 
started to increase. Still, the WSJ continu-
ously wrote about how far behind produc-
tion was by actual sales. From September 
1921, the factory worked full-time (six 
days a week) with 850 employees. From 
mid-1922 onwards, according to various 
reports in the WSJ, between 1,400 and 2,350 
portables were manufactured per week. 

Comparison of 1920 machines
a detailed list of 23 changes on 
Remington portable typewriters from 
December 1920 onwards can be found 
online on The Classic Typewriter Page. In 
this article, I limit myself to differences 
between NC00099 (October 1920) and 
NA00346 (December 1920). Where neces-
sary, I include a comparison with Richard 
Polt’s NC00109 (October 1920).

On first glance, there are not many 
differences between NC00099 (left) and 
NA00346 (right). 2  However, the closer 
you look, the more you find. Mentioned 
differences can be seen without taking the 
machines apart. 

› The most interesting difference between 
the 1920 machines is the way they are at-
tached to the case and rest on their feet.

NA00346: as with most other 1920 and 
early 1921 machines, the base of the carry-
ing case has studs that pass through two 
small holes in the front corners of the 
typewriter. The cotter pins that attach 
this machine to the base through holes in 
the studs are missing. When on the desk, 
the typewriter is resting on four “feet,” 
which are an integrated part of the frame 
of the machine. 3

NC00099: The four metal feet are not 
an integrated part of the frame of the ma-
chine, but are welded or glued on it. 4  In 
addition to the two small holes in the front 
corners of the machine, this typewriter 

has two similar holes in the back corners.
The above mentioned differences can 

also be viewed from the top side. 5

NC00109 is missing the small holes in 
the body for the studs to pass through. 
Instead, it has bigger holes in the corners 
and rubber grommets, just like most later 
Remington portables. 6  Screws probably 
passed through those holes to hold the 
typewriter onto the base, but there is no 
base or cover left. It seems that before De-
cember 1920, the factory was still experi-
menting with the best way to secure the 
typewriter onto the base.

Also interesting in above image is that 
this machine has two corresponding serial 
numbers. The other machines in this com-
parison have only one serial number.

2

3 4

5 6
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› The springs that attach the keys to the 
machine are far less secured on NC00099 
7  and NC00109 than on NA00346 8  and 

later machines.
› The paper tables have the same dimen-
sions, but are bent in a different way. 
Compare NC00099 9  with NA00346. 10

› The inner works of NA00346 have 
more nickel-colored parts. NC00099 and 
NC00109 have more blackened parts.
› It’s also worth mentioning the change 
in design in the Remington logo. The very 
early machines have a smaller, simpler 
illustration of the Remington understroke 
typewriter. 11  12

There are also some (minor) changes 
that might have been made after the type-
writers left the factory:

› On NA00346, the red decal is scratched 
out. 
› There is no line gauge on NC00099. It is 
present on NC00109, so it is probably just 
missing on the earlier machine.
› NA00346 and NC00109 have wooden 
space bars. NC00099 has a plastic one. This 
is possibly a later replacement, as later 
machines had plastic space bars as well.
› The platen knobs (and the way they are 
fixed to the platen) are different on all 
three machines.  
› The keys on NC00099 look tired, as if 
the springs can’t handle the weight of 
the keys after almost a century. NC00109 
doesn’t have this problem.
› The cylinder scale of NC00099 has 
smaller, but clearer numbers than 
NC00109 and NA00346. This might have 
been replaced later on.
› The case of NC00099 is totally differ-
ent from any other Remington portable I 
have seen. It is bigger, green, and probably 
never had a handle. It might be a custom-
made case, with some parts of an original 
Remington portable case. 13  14  ■

Endnotes
1. I would like to thank Linda Gross and Clayton 

Ruminski of the Hagley Museum for providing 
me part of the meeting minutes of the Reming-
ton board of directors, 1919-1921. I would also 
like to thank fellow collectors Peter Weil, Jos Le-

grand, Richard Polt, Mike Brown, and John Lewis 
for pointing me to useful sources and giving me 
ideas. I’ve also contacted numerous other collec-
tors in my unsuccessful quest for Paul Lippman’s 
Remington portable #00442. Thanks anyway.

2. Paul Robert and Peter Weil, Typewriter: A Celebra-
tion of the Ultimate Writing Machine (New York: 
Sterling, 2016), p. 202.

3. According to information recorded by former 
Remington employee David P. Sheridan, at the 
time Remington numbered their typewriters 
in the following way: in NA00190, the N stands 
for the Remington Portable model, the A for the 
month of December, the first 0 for the year 1920 
and the remaining 4 digits (0190) for the 190th 
portable made in December that year.

7 8

9 10

12

1413

11

› ›
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by bobby gordon

And of course, right alongside the 
profound moments of connection are the 
vibrantly profane interactions. People 
ask for poems about donuts, or ninja kit-
tens, flash their underwear and request 
poems about wild sex, or throw back a 
beer and request a poem about whiskey 
and the most recently passed marijuana 

The answers to that question are as-
tounding. There is just something about 
typewriter poetry. People open up. People 
want to be seen and heard. Really seen 
and heard. The way people might pose 
with all earnestness and sincerity for a 
tintype photographer, letting go of the 
cheesy travel photo smile to have their 
essence truly captured. Something about 
the old era aesthetic of the black metal and 
clacking keys combined with the offer of 
poetry inspires many people to pour out 
their soul; the stakes are too high to be so 
frivolous.

With various typewriters, I’ve typed 
on-the-spot poems for people around the 
world, and offering the invitation of typed 
poetry has led to a wild array of surpris-
ing and revealing human interactions. I 
type poems as a solo poet, meeting people 
one-on-one and crafting poems on topics 
chosen by the patrons. I also type in larger 
installations with my poetry group, the 
Melrose Poetry Bureau, and perform on 
stage in our improvised poetry cabaret 
where poets “duel” against each other on 
typewriters, creating poems against the 
clock to try and carry the audience’s favor. 

In each setting, people say yes. There 
is too little poetry in our everyday lives, 
perhaps, and the opportunity is too rich to 
not take advantage of…

People celebrate marriages, mourn lost 
children, confess their secret dreams to us, 
complete strangers. In return they get ink 
and paper, an original poem that is at once 
art and evidence of the human interaction 
that they were just a part of. They can hold 
it, feel the slight imprint of the type on the 
paper, the soft weight of the paper in their 
hand. The poem was created specifically 
for the patron, inspired by their words and 
presence; it is as much theirs as ours. 

Words from
the Desk of
a Typewriter 
Poet

With a Remington portable on the back of a dragon in Swaziland,
 riding around on a bicycle in Mpumalanga, South Africa,
 under a tree surrounded by high school students in Botswana.

With a folding Corona 3 at the front table of a drag show in Brazil,
 in front of the Cheeseboard in my native Berkeley, California,
 on an eastbound train somewhere in the New Mexico desert.

With an Underwood Portable on the banks of a river in Frankfurt, Germany,
 onstage for a hollering crowd in a cabaret in Los Angeles, 
 on-air for a radio station in Johannesburg, South Africa.

legislation. Being a poet in public means 
you engage everything and everyone 
under the sun (and moon).

The constant is that a typewriter 
draws attention in 2017. A typewriter 
in public is a curious thing that invites 
conversation. People want to know what 
you’re doing. They want to ask questions. 

“what do you need a poem about today?”



8 • ETCetera No. 118 • Fall 2017

What is the deal with this odd person in 
the bar, or at the farmers’ market, or in 
the lobby of the theater? What is the deal 
with the typewriter?

In many ways, typewriters have out-
lived their original purpose. They were 
created as business machines to write as 
quickly and efficiently as possible, and 
with some exceptions, this is largely a 
purpose they no longer serve. Interest-
ingly, they now serve the exact opposite 
purpose for many in the public sphere, 
offering a means to write that is slower 
and more meditative in comparison with 
the lightspeed technology of comput-
ers. There is an irony and a beauty to 
that. Even objects, what we think of as 
the most fixed of products, these heavy 
conglomerations of metal and/or plastic, 
have a lifespan; they grow and change 
because of our relationship to them. 

Enter artists, who in the afterlife of 
typewriters’ original purpose creatively 
imagine a wealth of new possibilities 
they hold. For artists, typewriters have 
become a way to celebrate the tangible 
and sensory and stubbornly resist the 
digital with the very means of produc-
tion used to discover and create objects 
of beauty that can be shared with others. 
We could write faster on a laptop or even 
on an iPhone, but there is a different tan-
gible quality to the typewriter that offers 
a unique world of creative possibilities. 

Inventors bring new things into the 
world. Perhaps we artists take things in 
the world and make them new again. 

A typewriter is a hustling artist’s way 
to make rent (see Rent Poet), a painter’s 
brush (see Paul Smith’s work), a musi-

cian’s instrument (see Quattro or the Bos-
ton Typewriter Orchestra), a burlesque 
performer’s dance partner (see below).

My typewriter autobiography
i started performing slam poetry at 
14 but it wasn’t until many years later 
that I discovered typewriters and the 
possibilities they would open up. When 
I was in college at UCLA, long before my 
wife and I got together, my future in-laws 
used to watch me perform, almost by 
accident. They used to watch me read 
poetry because my wife (a choreographer 
and a dancer) was performing in some 
of the same shows as I was. They didn’t 
know my name at the time, they just 
knew me as “spoken words guy.” When 
we finally did get together, my father-in-
law offered me his old Royal Standard No. 
5 typewriter that he grew up typing on 
in Fortaleza, Brazil. I fell in love with the 
intricacies of the machine, and the beau-
tiful black metal framing the gold paint 
of the Royal logo. The Spanish symbols 
made me think that the keyboard might 
have originally come from Argentina. I 
got the typewriter repaired a short drive 
from my parents’ house at California 
Typewriter in Berkeley (the amazing 
shop featured in the recent documentary 
by the same name.)

A short while later, at the Hollywood 
Farmer’s Market, my wife and I ran into 
Jacqueline Suskin, perhaps “the god-
mother of typewriter poetry” for us in 
Los Angeles. She wrote a poem for us 
about my wife’s home country of Bra-
zil, where we were preparing to make 
a temporary move. The poem lives on 
our refrigerator to this day. Jacqueline 
is a wildly talented writer and incred-
ibly generous in her interactions with 
patrons. She inspired me with her words 
and her way of being with people, and 
still does to this day.

When I turned to my own typewrit-
er, I remember the writer’s block I felt 
at first, and how it turned quickly to a 
flurry of  flying fingers. And then that 
first typewriter became two, became 
three, and has now swelled to 16 ma-
chines. The favorites in my collection 
are my two folding Corona 3s, an Oliver 
Visible No. 3, and that original Royal 
Standard No. 5 which has since gotten 
its own personalized wardrobe (see 
below)—something I’m sure my father-
in-law never imagined would happen 

when he was a small kid typing school 
assignments on the machine.

As I began working more and more on 
typewriters, a colleague of mine where I 
work at UCLA, Meryl Friedman, invited 
me to participate in an event called Re-
Store LA. She wanted to create a pop-up 
poetry store in Westwood to revitalize 
the deflated neighborhood around the 
university with poetry. Knowing I was 
a poet who also knew other poets, she 
invited me to participate. Alongside me 
was my poetry friend from high school, 
Nayeli Adorador-Knudsen. As we typed 
poems for all of the people walking down 
the street, her parents happened to walk 
by. Her dad, who has his own production 
company, asked us if we wanted to con-
sider creating a group. We looked at each 
other, nodded, and the next day Melrose 
Poetry Bureau was born.

Based in Los Angeles, we create inter-
active poetry experiences on typewriters. 
We blur the boundaries between poetry, 
theatre, and improvisation to create 
connection through ink in a wired-in 
world. We create “bureaus” or live type-
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writer installations and do workshops 
in schools, alongside our cabaret perfor-
mance. With our installations, we artists 
repurpose the typewriter, celebrating its 
historical aesthetic as valuable and beau-
tiful to engage with today. We celebrate 
its tangible nature in defiance of the digi-
tal as a way to bring us closer to the ideas 
and emotions of poems imprinted in ink, 
and ultimately closer to each other as hu-
mans. We celebrate the way typewriters 
can get kids excited about poetry, and in 
touch with their own voices as poets. We 
celebrate the sounds, the smells, the way 
a typewriter stimulates all five senses.

Typewriting on stage
in the quick draw poetry cabaret, 
we blend improvised poetry duels with 
music, theater and burlesque. Audience 
members offer ideas which inspire poets 
to compete against each other in a series 
of herculean tasks to win the audience’s 
favor with on-the-spot poems. In boozy 
fashion, the winner of each duel takes 
a shot of Jameson, and the loser dies a 
dramatic stage death.

Getting ideas from the audience’s ref-
erences and then typing a mile a minute 
to put a new poem on paper harkens back 
to the era of business typists working 
at blazing speeds to recreate the words 
previously dictated by their bosses. In-
stead of trying to get down daily business 
notes, there is a perhaps loftier goal, to 
capture parts of the audience members’ 
imaginations and reflect it back to them. 

For artists, things are often interesting 
on stage, but it is not until you step back 
and analyze them that you understand 
why. We knew from practice that there 
was something captivating about watch-
ing typewriter poets clack away as fast 
as can be, writing poems on the spot. 
It is true in flea markets for individual 
patrons or in front of a packed theater; 
there is something mesmerizing for 
people about poems being typed quickly 
on typewriters. What is it? 

There is an alluring irony to the 
performance practice of speedy poetry 
typing that mixes the previous business 
function and current artistic repurpos-
ing of the typewriter. There is a flexibil-
ity between the past and present. When 
used on stage, typewriters fold time 
over on itself, blending past and current 
purposes together in a magnetic high-
wire improvisational night of theater. 
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There is a music and a visceral quality 
to the efficient and dependable machine 
of a bygone era working at breakneck 
speed to draft new objects of stillness and 
beauty. The audience can see and hear 
the gears of the creative process, listen-
ing to tempo of the banging typebars and 
clacking keys. The result is a surreal, cin-
ema-like experience where the audience 
is transported to an office from the first 
half of the 1900s, but instead of memos 
or ledgers the results are memories and 
dreams enshrined in poems. The past 
and present are so mixed up together in 
the moment the audience is left wonder-
ing in which direction the future lies, and 
in the eye of the hurricane of space and 
time, there is poetry.

Typewriting on the street
there is something to the alchemy 
of poet, typewriter, and patron all togeth-
er. The classic cliché of the poet is the 
tortured genius who scribbles away on 
page after page in private and then comes 
out to share the fruits of their labor, or 
publishes it in a literary journal without 
ever coming outside to greet the light 
of day. It is a solitary exercise. The poet 
writes about what they need to write 
about, whether their public understands 
it or not, and often gets extra points for 
being profound if the reader struggles 
to grasp the meaning. In my opinion it 
is a large part of why poetry feels so ir-
relevant to so many people. There is an 
elitism to the way it pushes people away. 
I grew up in the poetry slam scene in the 
San Francisco Bay Area and so I’ve always 
been inspired to think about poetry as 

a way to connect, galvanize, and com-
municate with people—to bring people 
together instead of push people away to 
wonder about how amazing the poet is in 
their ivory tower.

Typewriting poetry on the street is 
more like a job in the service industry; 
you write the poem that the patron 
requests like a waiter serves food to 
guests in a restaurant. There is a beauty 
and an everyday nature to the work a 
waiter does. It is not precious or exalted, 
but beautiful and certainly worthy of 
gratitude. I like thinking of poetry—and 
more importantly, I like writing poetry 
—in this way. As a poet I listen to the 
person, and do my best to discern what 
kind of poem they want or need on that 
day, in that moment. What kind of poem 
will make them laugh or cry, make their 
pulse quicken or make them inspired to 
write their own poem in response? It is 
truly a matter of responding to what the 
public is asking for and letting them be 
my compass.

People stand nearby listening to music 
of my fingers on the keys and the type-
bars on the paper, reading the poems 
other patrons have yet to come back and 
retrieve, and awaiting their prize: poetry. 
I read them the poem, and then they walk 
away with it looking down at the paper, 
surrounded by people looking down at 
their iPhones.

I have been more prolific as a poet typ-
ing poems for people on note cards than 
I have in all of my years as a poet writing 
alone in my journals. In these moments, 
poetry lives between us. Poetry is for 
them too. Poetry is for you too. Perhaps 

if it is less precious, it can be as visceral 
and messy and sweet as a hand plunged 
into a jelly jar, and reading it is licking it 
clean.

And there are rich lessons for the 
poets too. Writing alongside one of my 
fellow Melrose Poetry Bureau co-direc-
tors Brian Sonia-Wallace (aka Rent Poet) 
at the Melrose Trading Post, we found 
ourselves both poised to start writing a 
poem for different patrons at the same 
moment. Brian had an idea. What if we 
co-wrote both poems, jumping back 
and forth between the typewriters to 
pick up where they left off? The patrons 
were curious. We started typing and 
with improvised theatricality (possible 
because of how well we know each other 
as performers) we jumped back and 
forth between the typewriters, spinning 
around and jumping over each other. We 
drew a large crowd watching the circus-
like act of co-typing poems. By the time 
we pulled the paper out to read, we had a 
large circle of people crowded around to 
hear what had been created.  

The discoveries were twofold. First, 
we found out that there are numerous 
theatrical possibilities to turn the volume 
up on the experience of having a poem 
written for you, especially when you are 
well practiced with your co-performer. 
And perhaps most interestingly, we 
discovered our typewriter handwriting. 
Because we were typing fast and thinking 
mostly about the quality of our perfor-
mance and the content of the words, there 
was less thought going to the spacing of 
the words on the page. Instead, each of 
us fell into our natural habits. As a result, 
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first recorded typist was the blind Italian 
countess whose lover invented a typing 
machine for her to be able to compose 
letters. The necessity that mothered this 
invention was the desire for Turri to 
express his love (and perhaps his lust) 
to the countess. How many love notes 
passed his way as a result? How many 
trysts were made possible because they 
could be planned by typewritten letter? 
The typewriter became a symbol of their 
mutual desire.

And strange as it may sound, the very 
first typewriter I ever got, a Royal Stan-
dard No. 5, is an object of desire itself. It 
is a character in the Melrose Poetry Bu-
reau’s cabaret. Seriously. In a titillating 
burlesque satire, a dancer comes out and 
circles the typewriter, which is draped 
in its own fringe-laced robe. Instead of 
taking off  her own clothes, the dancer 
strips the typewriter (which is wearing 
its own custom nightgown and lingerie) 
as the song 36-22-36 by Bobby Blue Bland 
plays. When she is done, she sits down 
to type on the naked Royal. Playing off  
the objectifying lyrics of the song, we 
play with the idea of objectification by 
sexualizing the typewriter (an actual 
object) and putting the burlesque dancer 
in the surprising and active position of 
taking off  someone (or something) else’s 
clothing. 

And outside of the prying eyes of the 
theater, how many poets have written 
and continue to write poems to woo a 
would-be lover? How many poems have 
I written for my wife? How many poems 
do I still write for her? 

Some uses will be around as long as 
people are. ■

when we looked at the poem on the page 
we realized that we each had a distinct 
“handwriting” style with the typewriter. 
We could tell, by the spacing of the words 
and the quality of how hard the ink had 
been printed on the paper, whose words 
were whose. Even on a machine, presum-
ably such an equalizer, there is handwrit-
ing. The poet in me would say that our 
humanity shone through. (Though the 
skeptic in me might say that’s being a 
little overly romantic.)

Considering the hipster question
i have heard people hate on type-
writer poets, labeling us as hipsters, 
particularly the young typist in New 
York (Christopher Hermelin) who was 
the subject of significant online attacks 
(discussed in Chapter 1 of Richard Polt’s 
The Typewriter Revolution). My thoughts 
in response are this: Yes, there absolutely 
is privilege present in 1) being able to af-
ford a typewriter and 2) having the time 
and space in your life to be able to go out in 
public and type. And certainly some street 
typists have far more privilege and means 
than others. The reality for poets of color 
and female or transgender poets (such as 
Jeremy Brownlowe) is very different from 
my own. Speaking for myself, it feels criti-
cal to me to be aware of my privilege as 
a white cisgendered male artist in public 
space. The problem is not about me (or 
us) being labeled in one way or another, 
but instead the larger structural systems 
that are attacking the communities in the 
public spaces we find ourselves in, and our 
implication in those systems. When com-
munities are fighting for their lives and 
livelihoods in the face of gentrification, 
a bearded white guy on a typewriter is a 
potentially (actually definitely) threaten-
ing symbol. To not be aware of my contex-
tual relationship with those spaces is to 
be like an actor with zero consciousness 
about the play they are in. We communi-
cate a lot whether or not we are aware of 
it. I feel that we are better artists when we 
are more aware, and being more aware 
involves more social engagement. It also 
means questioning our own practices. 
When and where should I be typing? When 
and where I should I stop? And how can I 
use my privilege and resources to support 
writers of color, as well as writers with dif-
ferent gender identities from my own?

I suppose my hope is that we don’t 
personalize attacks on typists, but in-

stead understand why typewriting can 
be seen as a hipster threat and respond 
to that. As a group, Melrose Poetry Bu-
reau tries to do this, sometimes failing 
more and other times succeeding more. 
We have been trying to recruit more 
people of color, female and gender non-
conforming writers, as well exploring 
typewriting poetry as activism, includ-
ing fundraising for Las Lunas Locas (a 
Latina writer’s collective), typing poems 
for voters outside of the polls to encour-
age people to turn out and vote, using 
typewriters to get kids in schools excited 
about poetry, and also supporting poets 
in supporting themselves.

As anyone in the writing world can tell 
you, it can be very hard to make a living. 
A handful of poets who have made a name 
for themselves are in the rarified air where 
they can put out a book and it is enough to 
put food on the table. For everyone not in 
that category, it can be very challenging to 
put together a paycheck with poetry. Every 
time we are hired by a theater, a festival, 
or an organization to set up a bureau with 
poets, we are excited to be able to pay po-
ets the decent wage they deserve for their 
time and creativity. And we are currently 
applying for funds to be able to train youth 
around Los Angeles as typewriter poets. 
The hope is to encourage their artistry, 
share the means of production, and ulti-
mately support young people’s autonomy 
as working artists supporting themselves 
and their communities.

The enduring purpose
on the whole, we have to say thank 
you to the typewriter for the way that it 
captures people’s imaginations and helps 
to make people curious about poetry again. 
While the poetry comes from the minds 
and hearts of the artists, the alluring aes-
thetic of the typewriter helps to “get the 
gig” and get the audience’s attention. So for 
that, we say thank you, to Royal, Reming-
ton, Corona, Underwood, Olympia, Oliver, 
Olivetti, Adler, all of the inventors and all 
of the artists who came before us, and the 
muses for both, perhaps especially inven-
tor Pellegrino Turri and his muse, Count-
ess Carolina Fantoni da Fivizzano.

The last two shout-outs are not ran-
dom. With everything I’ve said about the 
changing purpose of typewriters, it feels 
important to close with the one purpose 
that has remained: sex. As Peter Weil 
noted in the last issue of ETCetera, the 

Contact Bobby Gordon at:
robert.gordon@arts.ucla.edu
www.melrosepoetrybureau.com
Instagram: @bobgsnapshots,
@melrosepoetrybureau

Photos courtesy of Melrose Poetry Bureau 
unless otherwise indicated.
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the birth of the typewriter as a
critical office appliance and the develop-
ment of marketing strategies took place 
in the last third of the 19th century. One 
strategy developed by the typewriter 
firms was to present their products at 
world’s fairs. These events were often well 
attended by businesses that both showed 
their wares to the expanding internation-
al market and examined those displayed 
by others. Other attendees were often 
members of the rising class of skilled 
workers and members of a growing mid-
dle class. Moreover, to encourage firms to 
create their displays, organizers of fairs 
widely advertised them to attract large 
numbers of visitors. Some of the type-
writer companies went beyond exhibiting 
their standard products to include beauti-

ephemera : by peter weil

Writing Machines at Three Major 19th Century World’s Fairs

ful typewriters in their displays, such as 
this stunning Remington No. 2 brought 
by the firm to the Columbian Exposition 
in Chicago in 1893.¹ 1  In addition, world’s 
fairs offered competitions for prizes, 
which could be used in print advertising 
for the typewriters long after the events. 

World’s fairs are rooted in the French 
tradition of regional and national exhi-
bitions going back to the Middle Ages. 
Modern fairs with a central emphasis on 
industrial products and trade began by 
the middle of the 19th century in London. 
The first regularly manufactured and dis-
tributed typewriter, the Malling-Hansen, 
was placed on the market in 1870, and 
manufacture of the second typewriter, 
the Sholes and Glidden, began in late 1873. 
Regular marketing of it was initiated the 

following year. In addition, there were 
other prototypes of writing machines 
being developed, one of which was that of 
Mikhail Alissoff. Thus, the development 
of world’s fairs by early 1870 and the mar-
keting of typewriters first came together 
at about the same point in time. While 
most of us typewriter aficionados usually 
think of the Sholes and Glidden as the first 
typewriter to be displayed at a world’s fair, 
and that the event was the 1876 Centennial 
Exposition in Philadelphia, we are incor-
rect. The three largest and most important 
world’s fair expositions that were so vital 
in the creation of a worldwide market 
for the typewriter are the subjects here. 
They are the Vienna Exposition (1873), 
the Centennial Exposition (1876), and the 
Columbian Exposition (1893).² Other fairs 
were also important for the typewriter’s 
history, but they pale in comparison to 
these three events. 

The first world’s fair presentation 
of typewriters was in 1873 at the World 
Exposition (Weltausstellung) in Vienna. 
It was a fitful start, but its importance 
stems from the fact that it was the first 
and that it stimulated changes in the ap-
proaches of presenters in the later fairs. 
As was to be the case at future exhibi-
tions, there was a competition among the 
typewriter makers for one or more priz-
es. Unfortunately, at this launch of a ma-
jor marketing strategy for typewriters, 
the machines of only one typewriter firm 
were judged in the competition. Among 
the 26,000 exhibits in Vienna that year 
were three exhibits that included writing 
machines: Malling-Hansen, Alissoff, and 
the Sholes Type Writer. 

Malling-Hansen displayed either two 
or three different models (sources dis-
agree). According to some sources, there 
was one manual machine of an earlier, 
more compact form than the later, more 
common Writing Ball, with a curved plat-
en for holding a small piece of paper. Here 
is an example that is probably like the one 
that was shown. 2  There also may have 
been a larger, middle-sized electric model 
with a flat platen that is about the same 
as the prize-winning one. The largest 
Malling-Hansen, the Takygraf, definitely 
electric, with a flat platen, was granted 
the highest award, the Dem Fortschritte 
Medal (Medal for Progress), by the Em-
peror Franz Joseph I himself.³ 3  4

The Alissoff  was represented by its 
inventor, M. Alissoff, but his machine 

TYPEWRITERS
AT THE EXPOSITION

1
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only arrived in August, too late to be 
included in the judging. The typewriter 
he displayed was of a different design 
from the one he presented three years 
later in Philadelphia (see discussion and 
image below). 

At the Sholes exhibit (number 380), the 
machine was to be presented by Emmett 
Densmore (recorded as “ Emmet Dins-
more” in the fair’s records). Christopher 
Latham Sholes had wanted to attend to 
proudly display his invention, but he was 
overruled by James Densmore, Emmett’s 
father and the de facto business manager 
of the Sholes effort. In the official catalog, 
the Sholes Type-Writer is described as “a 
machine for writing by pressing on a bank 
of keys; size and arrangement of lines 
paragraphs, and pages, varied at pleasure, 
and several copies made at once.” The 
actual machine that was supposed to have 
been presented there was likely this 1873 
model,⁴ 5  but sources indicate that it did 
not arrive in time for display, much less 
for judging at the fair. It seems more prob-
able that it was never shipped. 

The experiences of the three type-
writer presenters at the Vienna Fair were 
a relatively tepid beginning for what 
would become a much more elaborate 
effort in future world’s fairs on the part 
of most typewriter makers and those 
seeking capital to begin manufacturing 
their machines. 

In 1876, only three years after the 
Vienna event, the Centennial Exposition 
was held in Philadelphia, Pennsylvania, 
location of the signing of the Declaration 
of Independence a century before. There 
were many exhibitors, and they included 
sponsors of four typewriters: Malling-
Hansen (Denmark), John Pratt (U.S.), M. 
Alissoff  (Russia), John Bain for E. Rem-
ington and Sons (U.S.), and Alexander 
Shiland (U.S.). The number and types of 
Malling-Hansen machines presented is 
not clear, but a single mechanical ver-
sion was used in a reconstruction of the 
exhibit in the 1990s. Alissoff  brought the 
latest version of his “Type-writer,” also 
called “The Mechanical Printer,” which 
he also described in a booklet likely 
distributed as a premium at his booth.⁵ 
6  7  Pratt, who had previously made a 

few examples of his machine in London, 
presented the latest version of his Ptero-
type.⁶ 8  Remington, or more specifically, 
John Bain, acting as Philadelphia-area 
agent and representative at the fair for 

2
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Locke, Yost & Bates, the official distribu-
tor of the Type Writer, presented the 
Sholes and Glidden Type Writer and a 
prototype of the Model 2. 9  10  Only the 
Malling-Hansens and the Sholes and 
Glidden were being manufactured at the 
time of the fair. Shiland presented his 
American Typographical Machine. 11

Remington, through Bain, was creative 
in presenting ten examples of its Type 
Writer and at least one prototype for the 
upper-and-lower-case Model 2. In the 
culture of typewriter collectors, it has 
long been rumored that one or more of 
the Sholes and Glidden machines were 
decorated with inlaid mother of pearl. 
However, no documentary evidence 
was found to support this chestnut, and 
the owner of one of the early mother-
of-pearl-inlaid machines stated he had 
no evidence that it was displayed at this 
exposition. In addition to the machines 
and demonstrations of their capacities, 
Bain and his staff offered to type letters 
home for visitors at a cost of fifty cents to 
be mailed to visitors’ relatives and friends 
in special Centennial-stamped envelopes.⁷ 
12  13  Many of these little typed notes and 
covers have survived, because they were 
kept as family souvenirs of an ancestor’s 
attendance at the fair. 

However, as difficult as it may be today 
to understand it, only Alissoff ’s Mechani-
cal Printer was granted an award by the 
fair’s judges. The machine’s asserted 
characteristics were definitely impres-
sive, especially relative to those of the 
Sholes and Glidden, and even the No. 2 
prototype offered by Remington. It could 
print 240 characters. It produced upper 
and lower case letters in two different 
typefaces. And it also claimed to include 
in those many characters a capacity to 
print any European language. It used 
a special ink that allowed for direct 
transfer to stone for lithography. The 
judges extolled the Mechanical Printer’s 
construction and design, their words 
perhaps further influenced by Alissoff ’s 
statement in his small pamphlet. Ironi-
cally, this recognition at the Centennial 
did not result in the successful commer-
cialization of Alissoff ’s design. 

Shiland brought his invention, the 
American Typographical Machine. Re-
search revealed nothing more than that it 
appears to be a form of index typewriter.⁸

As to the other typewriters at the Cen-
tennial Exposition, the Malling-Hansen 

products continued to be sold, the Rem-
ington 2 was introduced the following 
year and created much of the basis for 
the success of Remington during the next 
forty years, and the Pterotype served as 
a fundamental basis for the creation of 
the Hammond 1 Ideal typewriter that was 
introduced in 1884. The Shiland Typo-
graphical Machine appears to have never 
been manufactured.

While many world’s fairs were held in 
the 17 years after the one in Philadelphia, 
none were as important and vital to the 
future of the typewriter industry and 
the increase in the use of typewriters in 
offices and homes in the United States as 
the Columbian Exposition of 1893. The 
1876 event had seen the offering of a small 
number of typewriters from an even 
smaller number of manufacturers, but 
the number at the Columbian fair had ex-
ploded to at least 14 by the opening of the 
Chicago event in 1893.⁹ The manufacturers 
that exhibited included American Writ-
ing Machine (Caligraph), Blickensderfer, 
Book Typewriter, Columbia (Bar-Lock), 
Crandall, Densmore, Essex, Franklin, 
Hammond, Munson, Remington, Smith 
Premier, Williams (Williams Typewriter 
and Bank Punch), and Yost. And not only 
had the number of makers dramatically 
increased, but also the price range of 
the machines expanded to include less 
expensive keyboard typewriters (for ex-
ample, the No. 5 Blickensderfer at $35) that 
cost less than half the price of the more 
expensive keyboard machines (such as the 
Remington No. 2 at $95. This wider range 
greatly expanded the number of potential 
consumers and users of keyboard type-
writers, even offering the possibility to 
the growing middle class of new machines 
for home use. 

Of all of these typewriter firms, Rem-
ington was the colossus of the fair. It is 
true that Remington had the advantage 
of having been first to manufacture and 
market on a large scale. But much more 
importantly, it had used its experience to 
develop far better machines than it had 
offered in 1876. And the company, now in 
the form of Wyckoff, Seamans & Benedict, 
had, since 1885, used the basic design of 
its Model 2 to literally create and domi-
nate the market for typewriters in offices 
in most of the industrial world. And, 
perhaps in part informed by its experi-
ence of being passed over by the judges 
at the Centennial fair, Remington worked 
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assiduously to position itself for the Co-
lumbian event so that its products could 
not be passed over by anyone, whether 
fair officials, visitors, or other exhibitors. 
Central to this strategy was Remington’s 
determination to be named “Official Writ-
ing Machine of the World’s Columbian 
Exposition.” Most details of the imple-
mentation of the strategy have not been 
identified, but one aspect involves a coin 
and a financial challenge that threatened 
the holding of the fair at all. The fair was 
supposed to open in 1892, the anniver-
sary year of Columbus’ “discovery” of 
America. By mid-1892, it became clear 
that the Exposition Company, organiz-
ers of the event, did not have the funds to 
complete the venue and hold the event. 
They decided to turn to the U.S. govern-
ment for help. After much lobbying and 
other pressure, the U.S. Congress agreed 
to support the event. It was decided to 
give the Company $2.5 million in the form 
of 5 million 50-cent coins that were to be 
sold by the Company for twice their face 
value. 14  It was no coincidence that on the 
day of delivery of the first barrels of coins 
to the Company in Chicago, Remington 
arrived at the same time and publicly, in 
front of the press and other members of 
the Chicago community, gave the orga-
nizers a check for $10,000 to buy the first 
coin struck.¹⁰ The booth that Remington 
opened the next year was massive in 
comparison to all the other typewriter 
exhibits.¹¹ 15  Visitors were welcomed at, 
even dominated by, an entrance made 
up of high mahogany arches in front of 
what one observer called an “immense” 
exhibit. There, they were presented with 
a total of 35 typewriters, including all 
Remington models. Because of the inter-
national character of the event, Reming-
ton demonstrated machines that could 
type the languages of much of Europe 
and other industrializing areas. Included 
in the models was a special Model 2 (see 
Figure 1 above) and at least one example 
of the Remington No. 6, which was to be 
placed on the market the next year. The 
exhibit was presented by Remington as 
the culmination of all its years of techno-
logical leadership. For that and for reasons 
of honoring personnel, Remington sent a 
factory contingent that included one of its 
pioneering engineers, William K. Jenne, 
the current plant manager; B. B. Van 
Deuesen; and Charles Maurice, the man 
charged with bringing the special Rem-

ington No. 2 to the fair.¹² 16  17  However, 
the manager of the booth, J. F. McClain, is 
not in the photograph. While the Reming-
ton exhibit was the largest one presenting 
typewriters, it represented only a small 
portion of the presence of Remington 
typewriters at the event. Recognizing this, 
Remington gave away a map of the fair 
as a premium to visitors at its booth. The 
map shows all the locations and numbers 
of Remington machines throughout the 
fair. Here is a portion of the map, repre-
senting about 15 percent of the fair, that 
might give some idea of what the map 
looks like and the effectiveness of its 
presentation of the Remington typewriter 
population there. 18  Note that the number 
of machines in Remington’s own booth 

is only slightly more than half the figure 
for the Administration facility, as a result 
of the “official writing machine” title that 
Remington had achieved. The map creates 
for the viewer the Columbian Exposition 
as a Remington Universe. Their machines 
are everywhere. One example involves 
the Illinois Institute for the Blind’s exhibit 
in the Illinois State Building. There, a 
19-year-old demonstrated his typing 
skill on Remington, probably a No. 5, and 
handed out souvenir trade cards with his 
photo showing him using the machine. 19

The Caligraph exhibit was on the 
same aisle side as Remington’s, but, while 
smaller, it invited the attention of fair at-
tendees with an entrance of tall red onyx 
columns supporting sculptures of gold 

10

11

12

13

14

15



16 • ETCetera No. 118 • Fall 2017

shields and large palm leaves. As was the 
case with Remington, Caligraph filled its 
booth with typewriters that, in addition to 
English, could type Arabic, Russian, and 
some other languages. The nephew of the 
Russian Czar himself came to the booth 
and bought the one that printed in his 
native tongue. In the midst of this space 
were Caligraph models 2, New Special 3, 
and 3 Extra Wide Carriage. One of the at 
least occasional staff members of the Cali-
graph exhibit was Mrs. R.L. Parker of Cin-
cinnati, Ohio. She had competed in speed 
contests using a Caligraph No. 2 as early 
as 1888, and by 1893 had demonstrated, 
by speed typing a memorized sentence, a 
claimed ability to type 170 words a min-
ute, with only four errors. This portrait 
studio cabinet card, which shows her with 
the machine she used in the competitions, 
was likely handed out at the booth as a 
souvenir for visitors at the exhibit. 20

Just across the aisle from the Calig-
raph booth was a smaller, less dazzling 
one for the Blickensderfer Manufactur-
ing Company. It was regularly staffed by 
two people plus, frequently, by George C. 
Blickensderfer himself. The typewriters 
displayed and demonstrated by the firm 
were all hand-built and not the products 
of a manufacturing line. Even though 
they were hand-made prototypes, their 
demonstrated qualities resulted in many 
orders, and at least some of the machines 
were sold at the fair. There is some strong 
evidence from one of the letters written 
home by a demonstrator, May Munson, 
that she demonstrated not only the $35 No. 
5, but also the $100 No. 1. The No. 1 was the 
only model that had the capacity, through 
inked rollers, to create horizontal and 
vertical lines. In May’s discussion in a let-
ter, she notes that she surprises observers 
with “lines the machine makes in all direc-
tions.” Moreover, a ca. 1894 Blick trade 
catalog includes a photograph that was 
virtually certainly made at the Blick exhib-
it that shows the No. 1 and No. 5 together 
with the Remington No. 2 to demonstrate 
how small and light the Blickensderfer 
machines were relative to others on the 
market.¹³ 21  As small as the booth was, it 
attracted a large number of visitors, often 
far more than the other typewriter booths 
in the area. One observer, Milton Kel-
logg, positively commenting on the strong 
ability of the exhibit to attract visitors, 
still dismissed Blick’s typewriter design as 
only “a curiosity in the line of typewrit-

16
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ers.” However, the judges responsible for 
the awarding of prizes in the typewriter 
category very much disagreed with such a 
perspective and presented Blickensderfer 
the Endorsement Award for “an extraordi-
nary advancement in the art, scope, speed, 
operation, and manufacture of typewrit-
ing machines.”¹⁴ They also gave it an award 
for “small typewriting machines.”

The Smith Premier exhibit was be-
tween the Remington one and the Calig-
raph booth. It avoided being overwhelmed 
by Remington through the dazzling use 
of a bright white and gold paint scheme 
and by covering the main parts of the 
interior walls with large mirrors. In the 
midst of this space were examples of the 
Smith Premier Model 1. One of them had 
a Thai keyboard, a doff of the hat to the 
international character of the fair. In the 
same year as the fair, Smith Premier had 
become part of the Union Typewriter 
Company. It is not at all clear what, if 
any, effect this had on the firm’s display, 
but what is clear is that in more than 20 
years I have found no print media ads or 
ephemera that specifically indicate Smith 
Premier’s participation in the exposition. 
There is a form of chromolithographed 
die cut that, in the previous two years, had 
been distributed by the company either 
as a card or as a booklet. This booklet ex-
ample from 1893, which lacks any indica-
tion of its possible souvenir status, is very 
probably one that was a giveaway memen-
to from the Smith Premier booth. 22  

Among the several other typewriter 
company exhibits, only one writing ma-
chine was the product of a new manufac-
turer, the Book Typewriter Company. Its 
only product was a pioneering form of 
downstrike typewriter, but there appears 
to have been little interest in it from visi-
tors. It was invented by Seward A. Dean, 
but the Rochester company that made it 
was represented at the booth by H. E. Per-
kins. The booth gave away a small trade 
catalog, with this business card, as a gift to 
those who did enter the booth, touting the 
machine as “The Wonder of the World’s 
Fair.” 23  The claim was definitely hyper-
bole, and the machine soon disappeared 
from the market after the fair. Any influ-
ence it had on the design of the Fisher 
Book Typewriter, a machine introduced 
in the year after the exposition, is unclear, 
but the Fisher did have a major impact on 
the market, ultimately embodied in the 

e (continued on page 24)
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portables, etcetera : by robert messenger

for much of the past five months,
I have been dismantling portable type-
writers designated to be spare parts ma-
chines, as I prepare for yet another move. 
In the process I am downsizing consider-
ably, and have decided to keep only the 
parts of the machines that are likely to 
be of some later use: screws and springs, 
ballbearings and their star housings, key-
tops and platen knobs, that sort of thing. 
But as I take the typewriters apart, there’s 
one element I simply can’t bring myself 
to throw out: the slotted segment and 
typebasket. Individual typebars aside, this 
component is not conceivably reuseable 
as a whole. Yet when I release the typebars 
from their key rods and connecting link-
ages, and allow them to spread their wings 
like a large metal butterfly emerging from 
its cocoon, I find the segment and type-
basket to be not just symmetric perfec-
tion, but a beautiful work of art. So much 
so that I often spray the spread segments 
in a bright gold paint and hang them up, 
that others may get an appreciation of 
their equipoised beauty. 

When did the typewriter first gain the 
segment and typebasket arrangement we 
have come to love and admire? And who 
was responsible for its design? My first 
thought was the Wagners, and a quick 

Google search threw up Frank Notten’s 
“schrijfmachine” blog post on the early 
Underwood 5, in which Frank wrote, 
“Franz Xavier [sic] Wagner and his son 
[Herman] invented the linkage between 
the typebar and the key lever and related 
this to the principle of the segment and 
type guide. This way, they devised the 
idea of a segment and bars—an idea 
which has been incorporated in all suc-
cessful standard and portable typewriters 
ever since.” Frank was quoting directly 
from Wilf Beeching’s 1974 Century of the 
Typewriter. Beeching’s preceding words 
were: “Wagner had, for many years, 
been concerned with making the writing 
completely visible. On most machines 
which were claimed to be visible, only 
a part could be seen and most of it was 
concealed. Only a few machines, such as 
the Daugherty, were really visible, but 
they had other defects.” I exchanged notes 
with fellow ETCetera columnist Peter 
Weil on this, and our thoughts coincided. 
Peter pointed out that other typewriters 
with segments, including the Daugherty, 
International, and Burns, failed to achieve 
the alignment that the Wagner segment 
provided. On such machines, the seg-
ments “were treated more as a better way 
to hang typebars,” said Peter.

Like Beeching and other typewriter 
historians, I had long thought that Franz 
Xavier Wagner (1837-1907) had only one 
of his four sons—Herman Lewis Wag-
ner (1870-1908, also known as Henry 
or Harry)—working with him on this 
project. Thus I was most surprised to 
find the earliest Wagner patent clearly 
showing the segment (or, as they initially 
called it, a “segmental fulcrum-support”) 
was U.S. #648,578, jointly applied for by 
Herman and his younger brother, Frank 
Leonard Wagner (1872-1911), on July 9, 
1898, issued on May 1, 1900, and assigned 
to the Wagner Typewriter Company. 
Although Frank died aged 39, he had out-
lived Franz and Herman by a few years, 
yet had been lost to typewriter annals, 
possibly because he met a lonely death by 
cutting his throat in a hotel room in Ohio 
(where he was working as a typewriter 
merchant) after slipping down the spiral 

Symmetric Perfection
The Typewriter Segment and Typebasket

Images, from left to right: Franz Xaver Wagner, 
Frank Leonard Wagner, Herman Lewis Wagner.



ETCetera No. 118 • Fall 2017 • 19

of depression and delirium tremens due 
to bronchial asthma.

Looking again at the Wagner family 
and their major contributions to type-
writer development inevitably leads to 
talk of exactly how and when the Wagner 
Typewriter Company became the Under-
wood Typewriter Company—and how 
John Thomas Underwood came to obtain 
the rights to use the many Wagner patents 
on frontstrike typewriters.

On September 19-20, 1951, Underwood 
celebrated 50 years of production in Hart-
ford, Connecticut. In a full-page feature 
article in the Hartford Courant to mark 
the occasion, published on September 16, 
Frank Cline traced the company’s history 
and wrote that the Wagner Typewriter 
Company was first organized on March 
29, 1895—with directors Charles F. Lantry, 
DeWitt Bergen, and George P. Conrad—
and the first typewriters were manufac-
tured for it by a company called Lambert 
and Edgar of New York. The plant later 
moved to Hudson Street, near 14th Street. 
In 1897-98, the Wagner company was 
embroiled in its patent royalties dispute 
with William E. Watkins, a legal entangle-
ment which dated back to 1894. In May 
1898, another production move was made, 
to Bayonne, New Jersey, and manufactur-
ing remained there until a start was made 
at the factory at Hartford in June 1901. On 
January 29, 1903, the Underwood Type-
writer Company had been incorporated in 
Trenton, New Jersey, as a consolidation of 

the Underwood Typewriter Manufactur-
ing Company and the Wagner Typewriter 
Company, with John T. Underwood, presi-
dent of the Wagner company, president 
of the new joint board, and Bergen, of the 
Underwood Typewriter Manufacturing 
Company, the one surviving director from 
the original Wagner company. Bergen 
later served as treasurer of the Under-
wood company in Hartford. The incorpo-
ration had initial capital of $3.5 million. 
The Wagner Typewriter Company’s name 
was not legally changed to the Underwood 
Typewriter Company until May 22, 1913, 
following a petition filed in New York in 
February 1911. But the Wagner Typewriter 
Company name had not been used since it 
won its litigation against Remington and 
the American Writing Machine Company 
over the Gorin tabulation system in 1907.

In late 1955, Underwood published a 
golden jubilee booklet in which it re-
stated Cline’s claim that the Wagners had 
worked with William F. Helmond on the 
original frontstrike design at Hartford in 
1894—seemingly just before the onset of 
the imbroglio with Watkins—and they 
had jointly “presented” the machine to 
John Underwood. As for exactly why and 
how Underwood gained the right to the 
patents, the details remain murky.

The same sequence of events had 
been outlined in the Courant in February 
1948 in an article on the history of the 
typewriter industry written by Wayne R. 
Dickerson of the Connecticut Chamber 

of Commerce, except that Helmond’s 
name was not mentioned. In the interim, 
perhaps Helmond himself had pointed 
out the discrepancy.

William Ferdinand Helmond was born 
in Hamburg, Germany, on August 26, 
1872, and died in Hartford on July 3, 1958, 
aged 85. Within two years of his death his 
beloved Underwood Typewriter Com-
pany, to which he had devoted 58 years 
of his working life, had been absorbed by 
Olivetti. Helmond arrived in New York 
on the Tormina May 15, 1887, aged 14, and, 
describing himself as an inventor, be-
came a naturalized American on Novem-
ber 11, 1919, exactly one year to the day 
following the signing of the Armistice 
in the First World War. For much of his 
career Helmond, described by Typewriter 
Topics in 1912 as a “factory executive,” 
worked in Underwood’s general research 
laboratory at Hartford and was mostly 
involved in the development of the stan-
dard Underwood.

Starting in 1903 and continuing for the 
next 51 years, Helmond was issued with 
81 typewriter-related patents for Un-
derwood. But whoever added Helmond’s 
name to those responsible for the original 
“visible typewriter,” and however that 
was done, it would seem to have been 
somewhat exaggerating his role in this 
significant breakthrough. The real credit 
belongs to the Wagners, and to Franz 
Wagner in particular. As for two of his 
four sons—Herman and Frank—I shall 
from now on quietly salute them when-
ever I admire an extended, freed segment 
and typebasket. And that will be often. ■

My appreciation to Peter Weil for his
assistance and helpful supply of images
for this column.

Underwood no. 1 #12880-1 (Polt collection)
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almost every typewriter collector
knows the story of the origin of the first 
Austrian typewriter, which was built 
by the simple and poor carpenter Peter 
Mitterhofer of Partschins, South Tyrol, 
in 1866. In order to improve it, he devel-
oped three further machines (as far as 
we know today). The oldest belongs today 
to the Technical Museum in Vienna; the 
second to the Technical Collections in 
Dresden; the third oldest is located in Vi-
enna, too; and the last and most modern 
model we can admire is in Merano, Italy. 

However, for more than 70 years, 
museum personnel have known that 
when the Dresden machine was acquired 
in 1933 by the typewriter museum of 
the Wanderer factory in Chemnitz, it 
came with a wooden case. In this case 
there were various objects that were 
catalogued several times by museum 
staff  — for instance, in 1943, when all of 
Peter Mitterhofer’s effects were put into 
bomb-proof hiding places. The curator 
described them then as “irreplaceable 
historic souvenirs and typewriter parts 
from Mitterhofer’s experiments.”

Typewriter parts? Was there a fifth 
Mitterhofer? No, there weren’t that many 
individual pieces. But we can presume 
that there was an attempt made at the 
Wanderer factory to manufacture a 
model on which one could write, using 
the original individual pieces in combi-
nation with new ones. The Second World 
War prevented this, but at the end of 
the 1950s, the reproduction project was 
taken up again. The genuine “Dresden 
Model” Mitterhofer and the wooden case 
belonged at that time to the Technical 
Institute of Dresden, where in 1960 a 
reproduction was completed, using the 
original Mitterhofer pieces.

More Than a
Reproduction?
Historical Investigations and Restoration 

Work on the Technical University of

Dresden’s Hybrid “Mitterhofer Typewriter”

A summary of the research by Klaus 

Mauersberger first published in Historische 

Bürowelt No. 108 (July 2017) by the 

IFHB (ifhb.de)

Early Underwood
Advertisements

1901August 1901

May 1902 December 1902

courtesy of peter weil
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The course of time and economic and 
political changes led to the disappearance, 
after a few decades, of all precise knowl-
edge about the origin of the reproduction. 
So in 2006, some specialists in Dresden 
and Berlin resolved to investigate this ma-
chine, which still belongs to the Institute 

Images, counterclockwise: Mitterhofer hybrid model, 
Technical University of Dresden. Condition when 
provided for restoration work, without paper car-
rier (2005); Flat paper carrier and pawl advancing 
mechanism; Disassembly during the restoration 
work. Photos by Aicke Hermann

(now a University), using the most modern 
methods. In the end, they discovered with 
a fair degree of certainty which wooden 
pieces had been made in 1865 in South Ty-
rol, and determined that the sheet-metal 
typebasket was manufactured in the 1930s. 
The witnesses from the time have died, 

but the Technical University of Dresden 
can now be sure that it owns a Mitterhofer 
hybrid. A few years ago it went to Partsch-
ins — the little village where Mitterhofer 
spent his whole life. There, the machine 
is on loan to one of the best typewriter 
museums in the world. ■
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mark and christina albrecht found 
this Hammond on Craigslist. It had been 
stored in the damp basement of a house 
near Detroit, Michigan for the past 50 
years or more. Everything on it was 
rusted and frozen solid, and the wooden 
cabinet literally came apart when I 
removed the machine from it. In fact, the 
cabinet was in over two dozen individual 
pieces. I had never been faced with trying 
to restore a Hammond 1 cabinet, and it 
turned out to take probably 90% of the 
total restoration time. I started on the 
machine during the first week of Febru-
ary, and it took the entire month just to 
get all of the pieces of the cabinet back 
together. Another two months were 
spent cleaning every inch of the frame 
and various parts attached to it, includ-
ing all rusted screws and nuts, as well 
as all 33 rusted key levers. The carriage 
was completely disassembled and taken 
to a plating company in Dallas to be re-
nickeled. While the carriage was apart, 
I took the opportunity to re-cover the 
large and small rollers. I completed the 
machine only one hour before Mark and 
his wife arrived from Tulsa, Oklahoma 
to pick it up. Everything works smoothly 
on it, and the split shuttle types every 
letter of the alphabet correctly. It would 
be interesting to know what was the last 
time anybody was able to type on this 
machine. But now it has a new lease on 
life and looks brand new once again. 

Mark and Christina told me this Ham-
mond was going to be the “centerpiece” 
of their typewriter collection. I took 
that as a very nice comment, and I was 
proud of the way it turned out as well. 
Just thought you would like to know that 
there is now one more Hammond 1 out 
there that otherwise might never have 
seen the light of day again, at least not as 
a complete working machine. ■

show & tell : by richard boydstun

A Restored
Hammond 1
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Endnotes
1. Photograph provided by Tom Russo. The Rem-

ington No. 2 is in the collection of the Business 
History and Technology Museum, Wilmington, 
Delaware, an institution created by Tom. The 
Remington was built in 1892, the expected, but not 
achieved, opening year for the fair, and brought 
to the fair by Charles Maurice of the Remington 
Typewriter Works. Unless stated otherwise, all 
images herein are from my own collection.

2. Weltausstellungsführer, Vienna, June 24, 1873; “Eine 
Schreibmaschine,” Die Presse (Vienna), June 24, 
1873; “Schnelldruck- und Lithographie Setzmas-
chine,” Die Presse, October 8, 1873; “Schreibmas-
chinen,” Die Presse, September 12, 1873; Densmore 
Papers (Milwaukee, WI: Milwaukee Public 
Museum, 1867-1873), Box A, Folder 5; Illustrated 
Catalog of the Centennial Exhibition (Philadelphia, 
1876), p. 363; World’s Columbian Exhibition (1893), 
Group 89 Typewriters, Paper, Blank Books and 
Stationery, p. 21; M. Alissoff, Centennial Exhibition, 
Philadelphia – The Mechanical Printer, (Type-Writer) 
(Philadelphia: Press of Hirsch and Larzelere, 
1876), pp. 2 and 4; Samuel J. Burr and S. De Vere 
Burr, Memorial of the International Exposition 
(Hartford, CT: L. Stebbins), 1877; Milton Kellogg, 
“Among the Typewriters at the World’s Fair,” 
Illustrated Phonographic World, September, 1893, p. 
17; Asher and Adam’s Pictorial Album of American In-
dustry (New York: Asher and Adams, 1876), p. 61; B. 
Bliven, The Wonderful Writing Machine (New York: 
Random House, 1954), p. 63; Official Catalog, Part 
VII (Chicago: W.B. Conkey, 1893), ed. M. P. Handy; 

the history of the Type Writer. The original of the 
letter is in the Remington archives of the Hagley 
Museum, Wilmington, Delaware.

8. The machine shown in Figure 11 definitely appears 
to be an index typewriter. The only patent found 
for Alexander Shiland was his 1871 one for an “im-
provement in machines for producing stereotype 
matrices.” However, the patent design is not the 
same as that of the American Typographical ma-
chine. See http://www.google.com/patents/US119537. 

9. There may have been more than the 14 listed here. 
One source, Aubert’s “Summer of ’93,” reports 
from a Blickensderfer demonstrator, May Mun-
son, “twenty-two other typewriter exhibitors.” 
None of the other sources report more than the 14. 

10. In 2017 dollars, the 1893 $10,000 is worth about 
$260,000. The Remington coin was given to 
what became the Field Museum. The Columbian 
half-dollar is the first coin specially minted to 
commemorate a world’s fair and is regarded as 
the springboard for the hobby of coin collecting 
in the U.S.  

11. From the Paul Robert collection.
12. Cabinet card from the Tom Russo collection.
13. This image of the comparison of the Blickens-

derfer No. 1 and No. 5 with the Remington No. 
2 is from Paul Robert’s copy of a trade catalog, 
The Blickensderfer, ca. 1894, pp. 18-19. It was likely 
taken at the Blickensderfer exhibit at the fair and 
published in the first Blickensderfer trade catalog 
of 1894. During that year, a decision was made by 
the Blickensderfer Manufacturing Co. board not 
to produce the No. 1 and No. 3 and to focus on the 
production and introduction of the No. 5. They 
saw that model as more likely to be quickly suc-
cessful on the market with the lowest risk of the 
company’s capital. Thus, the date of the catalog 
is no later than 1894. The image also appears 
in Blickensderfer and Robert, The Five-Pound 
Secretary, p. 16. It should be noted that some years 
ago there was a debate concerning whether the 
No. 1 Blickensderfer had ever been made even as 
a prototype and about whether the image shown 
was a fake engraving or a real photograph. Paul 
Robert, a professional photographer himself, 
states without reservation that this image is of a 
real photograph, not an engraving. 

14. Aubert in “Summer of ’93” indicates that the 
other typewriter manufacturers withdrew their 
products from competition for the Endorsement 
Award, in part because of the success of the Blick-
ensderfer booth in attracting so many visitors. 
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Elliott-Fisher. In addition, for unknown 
reasons, the same booth included the 
Essex typewriter, product of the Essex 
Universal Typewriter Co. of New York 
City. The inventor was John. W. Shuck-
ers. The first version of this machine was 
introduced in 1890 with a type sector, 16 
keys arranged in two banks, roller inking, 
and a Hammond-like hammer. The second 
model had a three-bank keyboard and 
ribbon inking. Here is an example of the 
latter. 24  It is not known whether both or 
only one of these were presented. 

While none of the machines dis-
played by other manufacturers at the 
1893 fair were new designs per se, 
relatively new ones based on existing 

designs were presented. For example, 
Munson appears to have introduced this 
short-lived first attempt at enclosing its 
machine, the first Model 2. 25

Typewriter companies’ participation in 
world’s fairs in the 19th century was one 
of several marketing strategies they used 
at a time when their products were still 
being defined as essential to the creation 
of offices in industrial societies. Because 
so many other kinds of businesses were 
presenting their wares at the same events, 
participation by the writing machine 
firms undoubtedly reached many busi-
nesses with concrete, three-dimensional, 
and functioning demonstrations of their 
technologies. In a larger cultural sense, 

however, the typewriter firms’ presenta-
tion of writing machines to a mass audi-
ence was greatly increased through these 
events. Even for those who would not be 
able to buy the machines themselves, the 
fairs, with their emphasis on the promise 
of a better life for the future — their pro-
gressivism — helped establish the type-
writer as a preferred and normal part of 
the life of industrial cultures. Thus, type-
writers at the exhibitions helped establish 
the context in which typewriters were not 
only acceptable in the office and outside it, 
but even desirable, notwithstanding their 
clatter, need for regular maintenance, and 
the socially perceived problems of gender 
relations they were seen as embodying. ■

P. Robert Aubert, “Summer of ’93,” ETCetera No. 
24, September, 1993, pp. 3-5; Ed Neuert, “Long 
Overdue: Haunting Echoes of the Forgotten ‘Book 
Typewriter,’” ETCetera No. 106/107, p. 16; Three 
Great Expositions: As I Saw Them and They Saw Me 
(New York: Wyckoff, Seamans and Benedict); Mi-
chael Adler, Antique Typewriters (Atglen: Schiffer 
Publishing, Ltd., 1997); The Typewriter and Phono-
graphic World, June, 1892; The Blickensderfer [Nos. 
1, 3, and 5] (New York: The Clukas Publishing Co., 
ca. 1894); Robert Blickensderfer and Paul Robert, 
The Five-Pound Secretary (Laren, The Netherlands: 
The Virtual Typewriter Museum, 2003), pp. 14-18; 
G. C. Mares, The History of the Typewriter (Arcadia: 
Post-Era Books, 1985 [reprint of 1909 original]), 
pp. 269-270; https://en.wikipedia.org/wiki/

 1873_Vienna_World%27s_Fair;
 https://www.officemuseum.com/
 centennial%20exposition.htm;
 http://oztypewriter.blogspot.com/2012/11/on-this-

day-in-typewriter-history_10.html;
 http://www.google.com.na/patents/US119537;
 http://www.malling-hansen.org/the-writing-ball/

all-the-models.html;
 http://www.coinweek.com/coins/commemoratives-

coin-guide/1892-1893-columbian-exposition-
 half-dollar/.
3. The images of both the Takygraf and the medal 

are from the collection of Jos Legrand. The award-
winning Takygraf, and, likely, the other models 
presented in Vienna, were developed by Malling-
Hansen with the help of Prof. Jürgensen. 

4. The photo of this 1873 Sholes and Glidden was 
taken by and provided by Bert Kerschbaumer. 

5. Both Alissoff images are from Dennis Clark’s col-
lection. The booklet made Alissoff ’s argument for 
the writing machine and a related process to use 
his ideas to create printed music.  

6. Photographed by Martin Howard, who provided 
this scan. 

7. It must have been challenging to find personnel 
to demonstrate the Sholes and Glidden at Bain’s 
booth, to judge from a December 22, 1939, letter 
that briefly describes the experience of two of the 
staff members, Mrs. Elizabeth D. York and her 
then-13-year-old sister. They knew how to type 
because their mother had purchased one of the 
very expensive machines in 1875, just the year 
before. She says in her letter that the sisters were 
recruited by “Remington.” Not a large number of 
such trained people of the right age and possess-
ing the right skills were available at this point in 

Exposition (continued from page 17)
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New on
the Shelf

Ping Amranand: Remington port. 2 
#NK86436 (gold-blue) 1

Lynda Beckler: Monarch 1
Uwe Bethmann: Picht #3082 (1907) 2

Lars Borrmann: Blickensderfer 5 with 
short carriage 3

Richard Boydstun: Hammond 1
 Universal (split shuttle) #14609 4

David Brechbiel: Underwood C portable 
#508186 (1930, faux wood), 5  Royal P 
portable #P279110 (1931) with Vogue 
typeface 6

Dennis Clark: Crandall 1 #1125
E. A. Feliu: Rex 4, Voss De Luxe, Erika 

S, Alpina N24 & DT33, Imperial Good 
Companion 7

Guillermo Fernández Boan: Kee Lox 
ribbon tester 8
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Bert Kerschbaumer: Munson #5758 12

Flavio Mantelli: Paragon, Sun index 2, 
Gyrus (Univex), 13  Stoewer 1 14

Eric Meary: sealfoot Odell 15

Rich Mohlman: Rocher-Rooy 40 #H1018 
w/Nazi emblem, 16  Caligraph 2 #6510, 
Bennett, Hammond 2, Noiseless 4 & 5, 
Remington Rand Cadet #CB256000 (1st 
one made)

Nick Fisher: Blick 7 from UK Blick Co. 
collection, Junior 58 #5593, 9  Empire 1 
#1753, Orion (Olympia 6) 10

Susan Fisher: Remington Quiet-Riter (1951)
Thomas Fürtig: Monofix A1
Luis Galiano: Oliver 3, Bing 2, Molle 3, 

Odell 2
David John: Olivetti Ico Simplex #21225, 

German kbd. (1935) 11

Peter Muckermann: Monpti, 17  maroon 
Rheinmetall portable 18

Frank Notten: Boots Nippo P200 
#2924855, Olivetti Scribe #S613484

Marc Pellacoeur: Jewett 10 19

Richard Polt: Kappel VA #325652 
Manfred Rommel: Globe #10721 20

Dale Schellenger: Monarch 1 #43919, 21

 Rofa #4060, Olympia SM2 #436641, 

12

13

14

15

16

17

18

19

20

21



ETCetera No. 118 • Fall 2017 • 27

Remington Quiet-Riter #QT2197152. 
(Dale writes that the #475 stamped on 
his Mignon 2, reported in issue 115, is 
probably not a serial number.)

Tarkan Şenkal: folding Erika (Turkish 
Ottoman kbd.) 22  23

Sirvent brothers: Mercedes 2 #9725 
(decimal tab, Spanish kbd.) 24

Maxim Suravegin: Musicwriter,

 Carissima, 25  Darling, 26  Williams 1 & 
3 & 4, 27  Yost 1, Caligraph, Emerson, 
Gritzner, Pittsburg, Salter 7, Sholes Vis-
ible, Merritt, Keystone 1

Henry Taylor: Remington 7 understroke 
w/base & cover 28

Peter Weil: Olympia SG1#7-6555 (1954), 
Erika 10

Jay Williams: Densmore 1 #3637 (1891)

it was in the early 1970s that paul 
Lippman started to collect serial num-
bers of the Blickensderfer typewriter. 
Soon he got the help of other established 
collectors like Dennis Clark and Bob Au-
bert. In 1990, Mike Brown took custody 
of the List and many other collectors had 
a share in filling it. Rob Blickensderfer 
(yes, family) assisted since the turn of the 
millennium. The responsibility for the 
List was given to me, Jos Legrand from 
the Netherlands, in March this year.

Nowadays the List contains 3,000+ 
serial numbers, of which almost 70% 
came from eBay information. But after 
all these years, the List must be revisited. 
Machines moved from A to B, some were 
sold, owners died. I am thinking about 
a way to make the List more available to 
collectors. For research, it is of the ut-
most importance that the List be updat-
ed. Present owners are searched for. So 
please send in all the numbers that you 
know of, even if you sent them already in 
the past. 

Why the update? For research — the 
List’s only reason for existence. Just in 
case, in the future, the Blickensderfer 
Master List should become more public, 
please tell me whether your name should 
be private.

Pictures of your machine(s) are neces-
sary for research, at least three per ma-
chine: one shot from above, one from the 
right side, and one from left rear. But for 
now, the serial number of your machine 
is the main concern. We might keep in 
touch later.

Please respond to: Jos Legrand,
jjlegrand@hetnet.nl

The Blickensderfer
Serial Number Master List
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Aside from the minor difference in the 
alphabets of both languages, a machine 
with a Yiddish keyboard is much less 
common than one with a Hebrew key-
board (and possibly more valuable).

—Guillermo Fernández Boan
Buenos Aires

Bert Kerschbaumer replies: From most pictures 
and advertisements one could conclude that 
the color of the ribbon spool cover matches the 
color of the machine body. At least on all my 
ICOs, the ribbon spool covers have the same 
color as the machine (or they are missing). The 
Olivetti designation for the keyboard pictured 
on p. 8 is “Ebraica – Idish (72-P).” It was offered 
in Palestine, USA, Brazil, and Argentina. There 
was also a version, “Tel Aviv-Ebraica (86-P),” 
which was only offered in Palestine.

Around the World

Wanted: Carriage return lever for an 
Underwood 3-bank portable. Peter Muck-
ermann, typenkorb@web.de.

Historische Burowelt

I just got the latest issue and it is absolute-
ly stunning! Did you do something differ-
ent? Perhaps it’s the multitude of photos, 
but I am blown away by this issue. 

—Jonathan Posey

I have three ICOs (matte black, red, and 
maroon). I wonder: were the ribbon 
spool covers on the ICO always the same 
color as the machine, on all variants of 
this model? Or, in some cases, were they 
black, regardless of whether the machine 
was green, blue, red, etc.?

Speaking of the ICO, at the bottom of 
page 8 of issue 117, there is a light blue 
ICO (missing its left ribbon spool cover) 
that is described as an “MP1 with Hebrew 
keyboard.” In my modest opinion, this is 
not a Hebrew keyboard but a Yiddish one. 
(See translations.nickblockphd.com/blog/
culture/history-yiddish-typewriter.html.) 

Letters

No. 108, July 2017
• The Saldoquick: Siemag typewriter + 

Precisa calculator
• New documents on Peter Mitterhofer
• The Dresden hybrid Mitterhofer

typewriter

Age Lists Updated: Blickensderfer, 
Brother, Densmore, Hammond, IBM, 
Merritt, Nakajima, Olivetti, Smith Pre-
mier, Underwood.

Vol. 29, No. 3, August 2017
• Jack Knarr obituary
• Images of Olivers
• Musicwriters
• Molle #4827 & #4828

typex1@aol.com
typewriterdatabase.com

ifhb.de

HBw-Aktuell

July-August 2017
• Moya 1
• Erika exhibit in Esche Museum
• New typewriter museum in

Bibern, Switzerland

September 2017
• Mitterhofer Museum catalogue at

schreibmaschinenmuseum.com
• Hermes exhibit at Mitterhofer Museum
• Schlüsselgerät 41 Nazi code

machine discovered

June 2017
• Breker auction results
• Collectors’ meetings

No. 59, April 2017
• Meetings and exhibits around France
• “Open heart surgery” on Chinese

typewriter
• Project: reconstructing a typewriter

assembly line

ancmeca.org

No. 69, April 2017
• Enoch Prouty’s typewriters and 

the Prouty-Hynes
• Mysterious wooden (?) typewriter 

in WWI photo
• Italian collectors’ meetings

segretariacollezionisti@gmail.com

No. 70, August 2017
• Ettore Sottsass
• History of touch typing
• Typing speed contests
• Hermes show at Mitterhofer

typewriter museum

This rare machine designed by Jesse Alexander 
sold on eBay in August and will be joining an-
other Alexander in Flavio Mantelli’s collection. 
According to my records, an Alexander had not 
appeared on eBay since 2003, and that was an 
incomplete specimen; an Alexander named 
“Perfect” was sold by Breker in 2009. The Al-
exander was announced in December 1905 but 
never was produced in quantity. —Ed.

Alexander Typewriter

ifhb.de


