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1.  General Information 
Title: Euclid Elements of Geometry. Book 1  
Artist: Bruce Rogers  
Date:  1944 
Nationality:  New York, United States 
Size:  5.25 x 8.75 inches 
Materials: Alverstoke Paper, Cloth, Aluminum   
Acquisition Number:  QA 31 E8753X 1944 CHMRB 
 
 
2. Object Description 
 

Overall, the shape of Euclid’s Elements of Geometry is a rectangle with a cover 

and 112 pages. Euclid’s Elements of Geometry comes in a small, black sleeve, tightly fit 

to the book. The sleeve is modest, with no adornments or markings, but is in rather poor 

condition, missing one of the covers to a short edge. The cover is made out of a dense 

cardboard with thick, black paper adhered to the outside, and white paper on the inside 

The body of the book is small and light. The cover is wrapped in a dark blue cloth 

with aluminum stamping of the title and the cover illustrations. The front reads 

“EUCLID:/ (drawing) / BOOK . ONE”. The drawing is of simple Euclidean Geometry 

with Random House’s logo in the middle. The binder has “EUCLID” written on it, with a 

box around the text. The back cover has an identical drawing to the front cover.  

The pages of the book are made of a heavy paper, Alverstoke, and left uncut on 

the outer edge. The title page is modest with few words and a simple, aluminum stamped 

illustration depicting a silhouette of a man, looking up at a series of linearly positioned 



circles juxtaposed in front of a night sky. The illustration is two toned, a dark blue and 

aluminum. Throughout the book, there is left aligned text, small wood block illustrations 

of geometry, and a chapter-ending notation of an illustrated “QED”. The wood-block 

illustrations are a single color, with thin lines of the geometry and a boxed border, and are 

centered either at the very top, or very bottom of the page. The illustrations vary in 

color— some are brown, orange, blue or green—however, are never displayed twice in a 

row. The page numbers are centered, at the top of the page. There are no markings in the 

book.  

 

3. Essay 

Bruce Rogers was one of the most prolific book and type designers in America in 

the early twentieth century. Working from 1890-1950, Rogers made a name for himself 

with commercially successful fonts (such as Centaur) and designs for the publications of 

Harvard and Yale. Eventually he was hired as a designer at Riverside Press and Random 

House. As a follower of the arts and crafts, he mostly kept to an old fashioned yet highly 

refined style, taking influences from William Morris and Medieval printing aesthetics.  1

All the while, Modernist aesthetics were coming to the forefront of society, both in 

Europe and America. Straight lines, rigid geometrical sensibilities, and the proliferation 

of the unadorned swept through and became the mainstream way to design. The rise of 

modernism was congruent with Roger’s career, and aspects of his work fought against the 

1 Joseph Blumenthal, Bruce Rogers: A Life in Letters, 1870-1957 (Austin, Texas: W. Thomas Taylor, 
1989), 32-85 
 



mechanization and unadorned methods in some Modernist ideals, as he was a follower of 

the Arts and Crafts. However, we see a change in 1940, when Random House 

commissioned Bruce Rogers to design Euclid’s Elements. The finished product reflected 

aspects of modernism unlike any other project he had publicly done before. Through a 

survey of Rogers’s own work, the rise of modernism in the early twentieth century, and 

through historical representations of Euclidean geometry, it is clear that Bruce Rogers 

was deliberately attempting to use and consider modernism in a way he had never before 

in Elements of Euclid (fig 1). 

Early in his career, Bruce Rogers work was compared to William Morris’s 

designs.  In 1896, Rogers designed the cover of the Yale University journal, Modern Art, 2

which bears a striking resemblance to floral and vegetal motifs and arrangements found 

in Morris’s wallpapers and in publications of the Kelmscott Press (fig 2). It was not 

uncommon for designers and printers to follow Morris at the turn of the 20th century, as 

he was hugely influential.  William Morris stated “I began printing books with the hope 3

of producing some which would have the definite claim to beauty…I have always been a 

great admirer of the calligraphy of the middle ages & of the earlier printing which took its 

place.”  Rogers, in his own Paragraphs on Printing, published in 1943, expressed similar 4

sentiments, “The best printing follows traditional lines because printing is a conservative 

as well as a preservative art.”  In fact, Bruce Rogers’s first typeface, Montaigne in 1902, 5

2 Ellen Thompson, The Origins of Graphic Design in America (New Haven: Yale University Press, 
1997), 173 
3 Ibid, 33 
4 William Morris, A note by William Morris on His Aims in Founding the Kelmscott Press Together 
with a Short Description of the Press (Kelmscott Press, 1898) 
5 Bruce Rogers, Paragraphs on Printing (New York: Dover Publications, 1979), 4 



was a strict imitation of Nicholas Jensen’s old roman type from 1440 and his most 

famous font, Centaur, is a self-proclaimed “masterpiece of the roman typeface.”  Bruce 6

Rogers was a designer known for his study and appreciation of antiquity, the exact 

opposite agenda of the Modernist milieu in the early 20th century. However, in Rogers’s 

Euclid, the title pages and ornaments show no aesthetic influence of William Morris, 

completely eliminating a border or elaborate text framing. The text for the title page in 

Euclid is clean, unadorned and centered, as are the chapter titles and pages.  

Another notable link to classicism was the stylistic choice that Rogers often made, 

to end paragraphs in a triangle of text. This style is most common in Renaissance books, 

although revived in Victorian times,  as is shown in Chirstoph Clavius’s Opera 

Mathimatica 1611. Bruce Rogers imitates this in a lot of his books, including the 1924 

publication “The Construction of Roman Letters.” Again however, he has left this 

trademark stylistic choice out of his Euclid. The paragraphs terminate normally, without 

any special treatment, actively editing his own style.  

In 1908, Adolph Loos wrote a highly influential essay titled “Ornament and 

Crime.” In it, Loos claimed “No ornament can any longer be made today by anyone who 

lives on our cultural level…Freedom from ornament is a sign of spiritual strength.”  In 7

the years that followed, architecture and design drastically changed. Furthered by the 

influence of the Bauhaus, the world of typography was changing too, a world Rogers was 

heavily involved in. Sans serifs were on the rise, fully in use by the 1920s, as seen in 

6 Jill Gage, “From Jensen to Rogers: Typographic Connections Across Six Centuries” in Other 
people’s Books: Association Copies and the Stories They Tell (Chicago: Caxton Club, 2011) 21-22 
7 Adolph Loos, Ornament and Crime (California: Ariande Press, 1998), 11 



fonts such as Futura and Erbar, both made in the 1920s. Furthermore, there was a wave of 

European designers traveling to the US from the 1930s onward, because of the Nazi 

take-over of Germany and the tensions that would erupt into WWII. In fact, due to the 

Nazi closure of the Bauhaus in 1933, many of the Bauhaus artists and designers came to 

America in hopes of escaping Nazi Europe.  With this wave of European designers came 8

grid systems, Dadaism, and rejection of anything historical. Works such as the grid art of 

Piet Mondrian, new typologies in the domestic architecture of Le Corbusier and the 

simple and small book publications of the Bauhaus all added to the air of a new aesthetic.

 With the rise and influx of the modernist designers in America, Rogers’s work reflects 9

Modernist ideal seeping into his works. There is quite a simplification of his work, such 

as in The Spring Circular, 1907 and in William Rudge’s: A Brief Account of His Life, in 

1927 (but reprinted with Bruce Rogers’s design as an issue of PM magazine in 1937) (fig 

3). However, there are still notions of Arts and Crafts aesthetics seen in these 

publications, such as the need to fill [?] up white space and filling the whole page with 

content. In Euclid, we see a very refined, and modernist title page, with plenty of white 

space and centered text. Furthermore, on the inside, Rogers has simplified all his usual, 

intricate illustrations to just woodblock cuts of the geometries. The contrast in style is 

striking, a clear departure from his work up until now. Next to the rise of modernism, we 

see the refinement in Bruce Rogers’s works but we see an abrupt change in aesthetics in 

Euclid, embracing modernist aesthetics more-so than any of his previous or following 

publications. 

8 Thompson, The Origins of Graphic Design in America, 35 
9 Ibid, 36 



With all the stylistic changes Rogers took in Euclid, it would seem to signify a 

changed designer, growing with the times he worked in. However, this is not the case 

with Bruce Rogers. Works and publications directly following Euclid revert back to his 

old techniques and styling, such as seen in The Indiana Home, in 1953 (fig 4). The 

elaborate border, the illusionistic illustrations and the overcrowding of space have all 

returned in this publication.  

When Random House commissioned Bruce Rogers for a small run book, they 

often let him chose the subject matter. Here, in the early 1940s, Rogers chose Euclid’s 

Elements, a book defining the simplest of geometries. Modernism and geometry go very 

well together, as seen in such emblematic works of the style as Mies Van Der Rhoe’s 

German Pavilion at the 1929 Barcelona International Exhibition, or Ilonka Karasz’s 1928 

sugar bowl and creamer set. 

Bruce Rogers has been cited as practicing allusive typography, meaning he was 

very conscious of “the type chosen for each work alluded to, or in some way referenced, 

the subject of the work or the time in which it was originally created.”  If we can extend 10

this process and methodology past his decisions on type, Euclid becomes both a bit 

clearer and more intriguing. If Rogers was in fact actively trying to utilize Modernism, 

geometry would certainly be the most ideal subject matter as most new forms in the 

modern movement were embracing geometrical shapes. Or perhaps he chose a 

geometrical subject and then chose to exemplify it using modernist techniques because he 

saw it most fit, for modernism worked within the confines of geometry and strayed away 

10 “Riverside Press Editions Designed By Bruce Rogers,” last modified March 2011, 
http://digitalcommons.kent.edu/brucerogers/ 



from organic forms. However, if Rogers was exemplifying the time or style the Euclid 

was created in, he would have printed it in his most favorite style, a classical style, since 

Euclid was has been in print since the dawn of the printing press. But he chose a 

Modernist style, leading one to believe he was in fact utilizing Modernism a way that he 

had not yet done, a conscious decision to use it over his preferred methods. In Euclid, we 

get a rare glimpse of Rogers deliberately straying off his traditional path, and leaving his 

design sensibilities at the mercy of the modernist aesthetic. 

4. Provenance  

Purchased by Cooper Hewitt in 2013 from Ursus Books & Prints, New York  
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