UNTY FREE LIBRARY

TR

1

oy o Sl par)

L s ¥

ACTEFAIMIER.
SCENE PR A




$25.00

. Book

“stration

The Illuminated Manuscript and the
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“Never before has the whole subject of book
illustration been treated so as to give it more
than specialist interest . . . this is the only book
to link the earliest illustrated manuscripts like
an Egyptian papyrus roll of 1980 B.c. with the
latest King Penguin. . . . Few will quarrel with
his judgements and all will admire the sense of
proportion Mr Bland has maintained through-

out his book.” John Betjemen in the Daily
Telegraph

“The author’s sureness of touch never deserts
him as he roams over the map and the centuries,
and the result is a work which is likely to hold
the field for many years as the final authority on

the subject of which it treats.”—Illustrated
London News

“This is the first history of book illustration in
all countries and in all media. . . . There is a
bold originality in the mere attempt to take
stock of such a staggering array of history, and
there is a vast amount of first-hand information
(which would be hard to find elsewhere) in Mr.
Bland’s account of the twentieth century. This
modern period takes up about the last quarter
of the book and is particularly interesting be-
cause the author is writing about people whom
he knows personally.”—Publishers’ Weekly

This new edition brings the history of book
illustration up to date. The earlier part of the
book has been thoroughly revised and new
sections have been added on contemporary
Czechoslovakian and Russian books as well as
on Armenian and Ethiopian miniatures. The
bibliography has also been extended. Four new

color plates and 15 monochrome plates have
been added.
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Author’s Note

originality for it. I have tried to name those from whom I have borrowed and the
titles of their works will be found in my bibliography. In addition I am deeply in-
debted to Dr. Walter Oakeshott, Dr. Otto Picht, Dr. John White, Mr. Basil Gray, Mr.
Charles Mitchell, Mr. Berthold Wolpe, Dr. Maurice Ettinghausen, Mr. Henry Pitz, Mr.
Peter Floud and Mr. J. I. Davis for having read parts of my manuscript and for having
made gnany helpful criticisms and suggestions. I also have to acknowledge with thanks the
help of Dr. G. Hill, Mr. A. Zwemmer and Mr. F. Watson for lending me books to photo-
graph, of Graphis, Urs Graf, The Penrose Annual, The Studio, Messrs. A. M. Rosenthal,
Messrs. Faber and Faber and the Bodleian Library for lending me blocks, Messrs. Purnell
and Sons and Messrs. W. S. Cowell for providing lithographed plates, Mr. R. G. Hawkins
of Fine Art Engravers for taking infinite care over the reproduction of many intractable
illustrations and Messrs. Robert MacLehose and James Burn for their care in printing and
binding this book. Then there are innumerable publishers, libraries and illustrators (their
names are given elsewhere), who have lent me material to reproduce, especially The World
Publishing Company, the American Artist and the Limited Editions Club of America.
I am grateful to the Librarian of the Victoria and Albert Museum for allowing me to
photograph several of his books; but it is from the magnificent collection of printed books
and manuscripts in the British Museum that most of my illustrations have come. Without
that collection my book could never have been written and I acknowledge with pleasure my
debt to the Reading Room staff who with unfailing courtesy have looked out thousands of
books for me.

I am painfully aware of the risks of trying to describe in two short chapters the develop-
ment over a period of nearly one thousand years of the illuminated manuscript in the West,
and a great deal of this introductory section was bound to be second-hand. But I felt that
the history of the illustrated book could not simply begin in the middle of the fifteenth cen-
tury. In dealing with both manuscripts and printed books I have tried to avoid making a
mere catalogue of titles by picking out the salient and typical books (not necessarily the best
ones) which will themselves indicate the development of illustration. Consequently the
omission of a book does not mean that it was unworthy of mention, simply that lack of s pace
banished it.

It has not always been possible for the same reason to show complete pages in the illustra-
tions but I have tried to do so in those cases where it seemed to be important. To obtain a
larger image it has sometimes been necessary to reduce the margins slightly although I have
tried to keep a pleasing proportion. And wherever possible the original page size is given. I

j- history like this is bound to be founded on the work of others and I cannot claim any
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would ask the reader to bear in mind that a poor reproduction may be due to a badly printed
original, especially in the case of early printed books. The illustrations themselves are
numbered consecutively, text figures, monochrome and colour plates, and are referred to
by figures in square brackets. Manuscript locations and reference numbers will be found
in the index at the end of the book.

NOTE TO THE SECOND EDITION

In this new edition I have tried to bring the history of book illustration up to date. Most
of the new material will therefore be found at the end of this book. But I have also taken
the opportunity to correct a number of mistakes and omissions and to add sections on
Armenian and Ethiopian miniatures. Czechoslovakia and Russia were badly treated in
the first edition and I have tried to redress this. But I am aware that contemporary oriental
work, especially Chinese, is scantily represented and can only plead the difficulty of
getting the necessary information.

I should like to thank the following for their help with this new edition. Mr. McRobert
of the Victoria and Albert Museum took great trouble to check the earlier part of the
book and has enabled me to correct many mistakes. Mr. Ruari McLean very kindly
pointed out some faults in Chapter 7; Dr. Bielschowsky gave me much useful information
on German, and Dr. Frantisek Dvorak on Czech illustration; Dr. Walter Amstutz
and Graphis have been helpful in providing new illustrations; and Mr. Edmund Clarke of
Jesse Broad very kindly printed two of the colour plates. I am also indebted to Miss
Camilla Gray for photographs and information about modern Russian illustration and
am especially grateful to Mr. J. S. G. Simmons for his great help in expanding all the
Russian sections.

1969.
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Introduction

membrification, relinquish that idea. For the more minutely you describe the more
you will confine the mind of the reader, and the more you will keep him from the
knowledge of the thing described. And so it is necessary to draw and to describe.’

Could there be a better justification for the illustrated book than this of Leonardo’s? If it
be agreed that he was thinking of scientific, rather than imaginative, illustration, it can easily
be shown that there was no distinction in his day. The textbooks like De Re Militari which
deals with the art of siege were as imaginatively illustrated as the Poliphilo.

Drawing and writing have in fact developed simultaneously from a common origin. Even
today we can use the word ‘illustration’ indiscriminately of a graphic or of a verbal descrip-
tion. Each began as a means of communication and by degrees alphabets were built up of
certain images. The process may be studied in the palaeolithic picture where the artist, wish-
ing to show a herd of reindeer would draw only the first and last animals, indicating the rest
by a few lines. So stylization came and with it the ideogram.

In a sense then all art is illustrative and in that sense illustration preceded literature. The
earliest illustration was simply aimed to reach those who could not read, and this function
continued right down to the fifteenth-century days of the printed block books. But here a
distinction must be made between illustration and decoration, for while illustration came
first it was followed, as soon as literacy developed, by its abstract counterpart, decoration.
Throughout the Middle Ages, when manuscripts were written and illuminated for the
learned or the rich, decoration was paramount. The fact that so many of these works were
philosophical and did not lend themselves to illustration also had its effect. But even in the
Middle Ages there were periods when the classical tradition was strong and when illustra-
tion assumed more importance than decoration—as for instance in the Utrecht Psalter. After
the introduction of printing too there are strongly decorative periods; and so it goes on, first
one stress and then the other.

In the medieval mind however it may be doubted whether there was any distinction be-
tween the two. The symbol, which is of such vast importance in the art of the Middle Ages
and which persisted in the emblem books until quite recently, partakes of both illustration
and decoration. It might be said that in those days they saw everything as an illustration but
the result to us is usually decorative, almost abstract. Later on, in the early printed books the
cuts seem to have been used partly as a sign-post to the contents. It is not until much later
that we begin to find such definitions as Goethe’s “The artist must think out to the end the
poet’s ideas’ which carry us much farther than Leonardo’s into the realm of imaginative
illustration. This type, of course, had long been practised and probably defined in early
China but with the Romantic Revival it became self conscious and articulate in the West. So
we come down to the present day and such dicta as that of Lynton Lamb, himself a book-

£ !-nd you who wish to represent by words the form of man and all the aspects of his
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artist: ‘Illustrations can only be justified if they add to a book something that literature
cannot encompass.’

Most historians of book illustration make a clear-cut distinction between the manuscript
and the printed book. The former is often considered to be the preserve of the art-historian,
its illumination more akin to painting than to graphic art. Yet, apart from the convenience of
dealing separately with two such vast subjects, there are good reasons why they should be
considered together. Printed illustration derived from the miniature, and if manuscripts
were never produced in such large editions as printed books yet it is undeniable that they
were copied with the object of producing replicas. The manuscript relied more on colour for
its decoration but even this difference disappeared in the later history of the printed book.
The important common factor is of course the mise en page. We have continually to consider
how the picture is adapted to the page, how its depth is affected by the flatness of the type
and so on. But the art-historian seldom takes into account the frames of the pictures which
he describes.

Besides all this, the problems of the medieval book-painter were many of them exactly the
same as the problem of the contemporary graphic artist—what passages to illustrate, whether
or not to stick slavishly to the text and so on. Even in late classical times we meet an anomaly
that persisted long after the arrival of printing; the better the illustration the poorer the text.
Carelessness over the detail, even downright misunderstanding, are not modern phenomena.
There is a curious instance in the Utrecht Psalter where the passage ‘We are counted as sheep
for the slaughter’ is simply illustrated by two sheep in the foreground of the picture.

Weitenkampf has pointed out one way in which he thinks manuscripts differ in principle
from printed books. The method of production by hand, he says, gives more unity to the
finished work whereas any unity in the book of today is the result of conscious effort on the
part of the designer. But at a very early stage there was a division between the writer and the
decorator of the manuscript; moreover the early printed book was almost as much a hand-
product as the manuscript.

If it be agreed that the illuminated manuscript® and the illustrated printed book have
almost everything in common it must then be admitted that the illustration of both, espe-
cially the miniatures of the later manuscripts, should be considered within the framework
of the history of painting. Not that painters with a few exceptions have much concerned
themselves with books until fairly recently. They have usually rather looked down on illus-
tration and in certain quarters the word has come to have a slightly contemptuous connota-
tion. It is of course an ‘impure’ art, mixing literature with painting—but no more impure than
opera which mixes literature with music. It has borrowed much from the other arts and
crafts in every period of its history, from architecture® (seventeenth-century title pages),
from flower-culture (late Flemish illumination) and from the art of the goldsmith which
inspired the early copper-engravers. But generally of course it has followed the broad
development of painting, with however a distinct time lag after the introduction of printing.
Eric Gill was using the term too loosely® when he called Giotto the “first great illustrator’;
but it is significant that he should have named a painter who worked just at the time when a

! Morey defines illumination as the art of beauti-
fying the object rather than clarifying the contents.

2 Bradley says that many late classical liturgical
books have decoration which reflects the archi-
tecture of the particular churches where they
were to be used.

? He was also wrong in ignoring all the great
miniaturists who preceded Giotto. The passage

appears in one of Gill’s letters in which he also
compares illustration with programme music. He
goes on to say that Giotto was hailed as the be-
ginning of Christian art because he was the first
great illustrator. ‘And illustration is the only
function of art honoured in an age in which men
are no longer “partners with God in the making

» 3

of beauteous books”’.
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distinction was growing up between book-painting and easel or panel painting. The major
and the minor art have remained closely linked ever since and it must never be forgotten that
it was from the minor that the major sprang.

The designation ‘graphic artist’ to describe one who draws for reproduction as distinct
from a painter is a comparatively recent one, but there were always professional illustrators
who even if they did not produce their own printing surfaces were expert in drawing for
reproduction. These men have often produced magnificent work but the incursion of the
painter, though technically the results may not often be as happy, is always to be welcomed
as a reviving influence. The painter, for instance, has often been responsible for introducing
colour into the book. He has often despised the study of reproductive techniques in the
belief that it is the printer’s responsibility to find a way to reproduce his work. And who
shall say that he is wrong, for in this way technical progress is made. Such a state of affairs
is preferable to what happened in the nineteenth century when the professional engravers
sometimes dictated the method of drawing to the artist. It is easy to say that the artist must
submit to the discipline of reproduction (and there is some truth in it) but the discipline
must not be such that it stifles genius.

Perhaps the solution lies in the employment of intermediaries like August Clot and Roger
de Lacouriére who work for the peintres graveurs of the Ecole de Paris. These men are both
artists and technicians—but it seems that they are to be found only in France.

It must be admitted however that the painter-illustrated book is seldom as well integrated
as the one illustrated by the professional. It is a fair criticism of the books of the Ecole de
Paris for instance that they are portfolios of drawings detachable from their texts—and in
fact they are often so detached. But even this risk is worth running for the sake of the won-
derful books that Bonnard and Picasso have given us.

It is interesting to speculate why the painter’s interest in the printed book is of such com-
paratively recent growth. Rubens, Rembrandt and Fragonard all produced a few illustra-
tions, while Hogarth and Blake produced many. But great names apart from these between
the arrival of printing and the beginning of the nineteenth century are scarce. Joseph
Pennell, writing in 1889, gives as a reason that their work was murdered in reproduction.
This is unfair to, for instance, the brilliant French engravers of the eighteenth century whose
proficiency we can check by many original drawings which survive; but it raises the impor-
tant point that it is impossible to judge a drawing apart from its reproduction since the re-
production 7s the illustration. And yet often we shall have to make allowances for indifferent
press-work (as opposed to poor engraving) in the case especially of early woodcuts whose
quality survives the printer’s lack of skill.

Another reason given by Pennell for the reluctance of painters to engage in book illustra-
tion is that it was simply not worth their while financially. The rewards of the illustrator
have never been great and many have consequently been forced to turn out too much work.
But to Pennell at the end of the nineteenth century things seemed brighter. ‘Publishers
today,” he says, ‘are the greatest art patrons who ever lived.” His optimism however was
hardly justified since most of the best books illustrated by painters in the twentieth century
have been éditions-de-luxe or else published by private presses—just as the great illuminated
manuscripts were executed for ecclesiastical or secular princes.

The chief effect of the publisher on illustration seems to have been to make it subject to
fashion. Book illustration, in spite of its stylistic lag behind painting fashions, has neverthe-
less had fashions of its own which have ruled it quite rigidly. Even when the artist did not

conform, the engraver who translated his drawing often adapted it accordingly.
B B.H.B.I.
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Because the organization of the page and the relation between picture and text are at the
centre of our subject we must omit consideration of the separate print and also of the album
which has no text although it may be bound up like a book and even possess a title-page. This
is a difficult, almost invidious, distinction to make in the case of the Japanese yefon and also
perhaps of the early nineteenth-century English topographical book. But it is one which
has to be made if our terms of reference are not to become too wide. For the same reason we
have not considered it necessary to mention a book on account of a single good illustration
if there is nothing else about it that merits attention.

For the sake of convenience this chronicle has been divided roughly into centuries, and
within each chapter into countries. But distinctive national characteristics were slow in
appearing. Although there were differences in the days of the manuscript there was also
what might be called a changing international style; this persisted long after the introduction
of printing, fostered by the interchange of wood-blocks between countries. Gradually
national distinctions emerged until today it is possible to say in a general way that each
country has its own style. Even in America, where we find an astonishing variety because of
the large number of immigrant artists, national characteristics are beginning to appear which
are quite different from England’s.

England herself has long had a reputation for literary painting. And it has been said, ‘the
literary elements of a picture become illustration when physically associated with literature.’
It is a literal quality, a faithfulness to the text which has generally marked English illustra-
tion, especially in its great period of the nineteenth century. It is a quality that easily de-
generates into sentimentality and sentimentality is often apparent too in the judgement
which Englishmen bring to their books. Charles Lamb for instance said he liked his
Shakespeare with bad plates that did not try to emulate the text. And which of us can judge
dispassionately the children’s books on which we were brought up?

It may be the fondness for literary painting that has induced so many Englishmen to
illustrate their own books. This is not a common enough phenomenon to rank as a national
peculiarity but it is exemplified in at least two writers and artists of genius—William Blake
and Edward Lear—quite apart from numerous authors of children’s books where the dual
function is common practice in other countries as well.

In France the matter has often been tackled the other way round. Rouault provided his own
text for Cirque del’étoile filante,1Léger for Cirque,and Matisse for his Fazz. But these men, great
as they are in their own fields, are primarily painters and would not make any great claims
for their writings. Again, Vollard commissioned texts for illustrations which he already had;
and as recently as 1946 Paul Eluard, writing at the beginning of Le Dur Désir de Durer,said, ‘Je
savais, en écrivant ces poemes qu’ils seraient illustrés par des dessins de Marc Chagall.’

There is less risk of sentimentality in French illustration because it is less literary than
English and because it nearly always takes precedence of the text. Champfleury said that a
later age might smile at the importance the French attach to petit art, and it is a fact that
illustration has always been taken seriously in France, certainly more seriously than typo-
graphy. Italy was fortunate in that printing came to her during one of her greatest periods of
painting and manuscript illumination, and she developed a strongly individual style of
illustration which, alas, did not long survive. In Germany, on the other hand, the country
where European printing originated, the tradition of painting was not so strong and the
individuality of her less painterly style of illustration has survived better. The Netherlands
with an equally strong printing tradition developed an international style in the seventeenth
century which blunted all distinctive features.
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The list could be extended indefinitely without taking in the countries of the Orient which
all present individual traits not always distinctive to Western eyes. But Oriental illustration
of the great periods before the nineteenth century, whether Chinese, Japanese, Islamic,
Hebrew or Indian, is of course completely different from Western. In the Islamic countries
illumination continued long after printing came to the West; and even in China and Japan
where illustrations were printed centuries before Gutenberg or Pfister their design was
always more closely allied to painting than in the West.

One special branch in which the Orientals excelled was the re-illustration of old classics.
Most of the great Indian and Persian manuscripts fall into this class and innumerable
Chinese books as well. In the West such works have great attractions for the publisher be-
cause they are out of copyright. But the danger is that they have all been illustrated before,
often many times before, and this seems to have a more frustrating effect on the Western
artist than on the Oriental. To re-illustrate a book that has already been well illustrated is a
difficult task. Nevertheless certain familiar books always seem to attract the artist and in the
following pages the same titles will be found to recur. In the days of the manuscript it was
the Physiologus or Aratus or the Psychomachia of Prudentius, and of course the Bible or part
of it. After the introduction of printing the Bible was still a favourite; then there were the
Fables of Asop (later of La Fontaine), Daphnis and Chloe (still a favourite with the private
presses), Ovid’s Metamorphoses, Boccaccio and many others. In our own days The Pilgrim’s
Progress still finds new illustrators. And if the book be as timeless as The Pilgrim’s Progress
the modern artist is often able to illuminate it afresh as Kauffer did for The Anatomy of
Melancholy. But if not, he may merely produce a pastiche. Where, on the other hand, the
author and artist are contemporary, as Delacroix was with Goethe and Bonnard with Ver-
laine, there is at least no danger of costumes and manners being unauthentic; and more
important there is greater likelihood of sympathy and understanding between the two.

The book-illustrator, however, depends far more on his author than the author depends on
him. True illustration can never be anything more than a dependent art. But within its limi-
tations what a delightful art it is. The illustrated book, said William Morris, ‘is not perhaps
absolutely necessary to man’s life, but it gives us such endless pleasure and is so intimately
connected with the other absolutely necessary art of imaginative literature that it must re-
main one of the very worthiest things towards the production of which reasonable man should
strive.’
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The Beginnings in Roll and Codex

LATE ANTIQUE AND ORIENTAL ILLUSTRATION

he oldest illustrated book that has come down to us is an Egyptian papyrus roll of

I about 1980 B.c. The fact that it is Egyptian is accidental and is due only to the pre-

servative qualities of Egyptian sand. It is known that there were books (written on

wood) in China about the thirteenth or fourteenth centuries B.C. and some of these were

probably illustrated; but none is left and the historian must rely on what has quite fortui-

tously survived. Survival has been made more precarious by the perishable materials that

have been used for books—wood, leaves, leather, papyrus, parchment and paper. There are

indeed Sumerian books on clay tablets of great antiquity but these are not illustrated; and
nothing remains from the classical periods of Greece or Rome.

So it is to Egypt that one must look for the beginnings of the illustrated book, and in
Egypt writing goes back to about the thirtieth century B.C. Our earliest illustrated roll there-
fore was likely to have had many predecessors which have now been lost. Even thus early it is
possible to see the tension between text and illustration on which we shall often have cause
to comment as this story proceeds. In this particular roll the little illustrations! run in a
narrow strip along the bottom of the text to which they are obviously subordinate. In some
later rolls we find them becoming larger or moving up to the top of the roll. But it would be
rash to assume that therefore the illustration is becoming emancipated from the text, because
we often find examples in one roll of all the three main types—the frieze picture, the column
picture and the full-sized miniature.

The books which were most frequently illustrated at the time were the Book of the Dead,
and because they were buried deliberately they have survived in some numbers. They con-
tained a collection of prayers, hymns and magical formulae which were designed to secure
the eternal happiness of the one in whose tomb they were placed. The length of the roll
depended on the price that was paid for it, and often the portrait of the deceased is found at
the beginning—a precursor of the dedicatory pictures in medieval MSS and of the portrait
frontispieces in printed books. Otherwise the vignettes were usually in simple black outline
without background or frame, and they were fitted into the writing columns with text above
and below. These books were written in large numbers and were kept in stock by the under-
takers, blank spaces being left for the names of the dead. With the eighteenth and nineteenth
Dynasties we reach the most beautifully designed and colourful copies of the Book of the
Dead; the Hunefer Papyrus® in the British Museum is an outstanding example [2]. But

! Called vignettes by Egyptologists, but not to * Manuscript reference numbers will be found
be confused with what was later to be understood in the index at the end of the book.
by that term.



2. Egyptian Book of the Dead. The
Hunefer Papyrus. c. 1300 B.C. Height
151" British Museum. Pap. 9901

3. The Vatican Virgil. Roman, pro-
bably 4th century. 121" x 12", The
Island of Sicily. Vatican Library.
Cod. Vat. Lat. 3225,
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4. The Ku K’ai Chih Scroll. Chinese, sth century. Height 92”. This picture shows how the
Lady Feng protected the Emperor from an attack by a bear. British Museum
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5. The printed frontispiece of the Diamond Sutra. Chinese, dated A.D. 868. Height 91",
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Egyptian art, like Byzantine later, was curiously static and although it seems to have reached
a degree of technical perfection quite early, it developed little and remained strangely life-
less. It is interesting to note in passing that the best illustrated of these books are usually the
least accurate textually; and this is a failing that has continued up to the present in all books
where the artist predominates.

With the ousting of hieroglyphic (vertical) script by hieratic (horizontal) script, which
read from right to left, we sometimes find pictures being placed on the right-hand side of the
column and occupying only a part of the width of that column instead of extending right
across it. Now at last we have some common ground with contemporary Greek illustration
although our first-hand knowledge of this is woefully small. But we know enough to recog-
nize the influence of the so-called ‘papyrus style’ which came from Egypt. We find in Greece
the system of column-width pictures interrupting the text as well as pictures of only half the
width of the column, and pictures too without background or frames. A distinction has been
made between the ‘papyrus style’ of illustration from Egypt, characterized by illustration
without frame or background, and the ‘parchment style’ with its isolated pictures. But it is
more likely that the one grew naturally out of the other.

At all events it seems probable that Egyptian influences came at an early date, and where
could those influences be exercised more naturally than in Alexandria, the book-centre of
the ancient world? Yet, although we know so much about Alexandria with its great library
and although we know much, too, about ancient Greek literature we have no rolls from the
classical period and few illustrated rolls of any significance from any period. Our earliest
example of the latter is a book on astronomy in the Louvre, dating from about 150 B.C.

The Book of the Dead, which has survived so wonderfully, was by no means the only
type of illustrated book which Egypt produced. There were books on astronomy and magic,
there were animal fables and there were erotica® (peculiarly dependent on illustration), and
these profane books were more likely to have influenced Greek illustration than the Book of
the Dead. Weitzmann believes that the Homeric poems and drama generally were frequently
illustrated and on a large scale. His belief is based on pots, bowls or sarcophagi which would
have survived better thanpapyrus rolls and which have a systemof decoration that he thinks is
derived from those rolls. From these he deduces that the Odyssey may have been illustrated
by about five hundred pictures and the Iliad by about seven hundred, and he argues that
only the roll could have contained so many pictures and therefore the roll must be the foun-
tain which craftsmen in other media drew upon. He thinks it unlikely that because of its
perishable nature the greatest artists were engaged on book-illustration. As in the Middle
Ages the derivative works of art were often superior to their models. Greek art was always
representational and the Greek illustrator of mythology may have found it difficult to adjust
himself to an art that could not be based on personal observation.

Now this is an ingenious and attractive theory but it seems strange that not one of these
illustrated rolls has survived. And in the absence of such proof it can only be a theory. Of the
1800 manuscript rolls dating from the first century A.D. which were discovered at Hercu-
laneum not one is illustrated; which seems to prove at least that illustration was not common
at this period. It is just as likely that, as Kurz believes, there was no literary illustration at all
until comparatively late—say about the fourth century A.p. This would make the Milan [liad
(6] one of the first epics to be illustrated. But it was not the first example of classical illustra-

1 A tendency to eroticism has dogged the illus- in the eighteenth century and it continues in the
trated book, particularly the luxury type, through  French édition-de-luxe today.
the ages. It became more pronounced in France
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tion because there must have been scientific illustration long before; in fact Aristotle refers in
his biological books to accompanying illustrations which have now disappeared. So Kurz
distinguishes three stages—first, scientific illustration; then portrait illustration for which he
cites Varro’s Imagines, a collection of portraits of famous men dating from the first century
A.D. and now lost; and lastly literary illustration.

The framework of this last is what is known as the cyclic method which probably came
from the East rather than from Egypt and which was to continue right down to the end of the
Middle Ages. It aimed at a series of consecutive pictures without specific attention to the
suitability or otherwise of the subject for illustration. Static or dynamic situations were now
equally favoured and the result was a cycle which could be ‘read’ almost as easily as the
text—more easily by the illiterate.

Although there may have been prototype cycles which illustrated every part of all the
great epics it was soon found that to illustrate a work like the Odyssey required so many
pictures that some selection was advantageous. So the more important scenes were picked
out or those which could be more easily illustrated. Usually these drawings were arranged in
chronological order but they might also come in order of importance without any reference to
time—a method which would have been obvious enough to one very familiar with the epic
but which is confusing to the modern mind. Later on two or more stories might be com-
bined or one abstract idea might become the thread on which scenes from various mytho-
logical sources were strung.

Weitzmann traces a similar development in the physical relationship of the miniatures
which form the cycle. He distinguishes four stages: first there are the examples where scenes
follow each other with no division. Then we find the picture being fitted into a decorative
pattern; which implies the subordination of the text and often results in confusion for the
reader. In the next step the balance is redressed and the scribe becomes paramount, as-
suming responsibility for the placing of the pictures. He leaves space for them in the text
where there are passages that he thinks will require illustration; which makes the artist’s
task harder but is easier for the reader. The method is used in the few original codex manu-
scripts we possess such as the Milan Iliad and the Vatican Virgil as well as in medieval
manuscripts copied from classical models. Lastly each scene becomes isolated though still
not an entity but rather a unit from a cycle. It is not quite clear whether these stages are
supposed to follow each other chronologically or whether they are alternatives. The latter
seems more likely since the development of art has always refused to conform to a rigid
pattern.

One characteristic these cyclic miniatures share with the Egyptian Book of the Dead
which preceded them, and with almost all the illustrated books which have followed, right
down to our own day. The picture is placed within the width of the column of writing and
though it may be narrower, it hardly ever transgresses it and is often of exactly the same
width. Now it is not extraordinary that this should be the usual practice in the printed book
because there are good technical reasons why the block should be made to the same width
as the type. But the freedom of writing and drawing is subject to no such restraint and,
though long familiarity has made it seem an obvious practice to us, its first introduction
must have been one of the great decisions in the history of the book.

Perhaps because the column itself provided an imaginary boundary these roll miniatures
seldom have backgrounds or frames and in this they differ from the generality of later illus-
tration. A three-dimensional illusion is made easier by a frame to isolate the picture from
the flatness of the text but the illustrators of this time could not or did not want to achieve such
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an effect. It is the more surprising because contemporary frescoes often have rich back-
grounds. This suggests, as indeed is confirmed by the quality of the miniatures themselves,
that book illustration was considered to be of inferior artistic importance.

Some time in the second century A.D. occurred one of the most momentous events in the
whole history of the book, the introduction of the codex, or the paged book as we know it.
The papyrus codex was in use especially among Christians about A.D. 100 and Christians, too,
favoured parchment which supplanted papyrus about the fourth century, at the same time
that the roll virtually disappeared.! One would have expected that the coming of the codex
would have meant a radical alternation in the method of illustration but so conservative
were the scribes that the old system persisted for some time. Early codices were squarish
with several columns of writing on each page and pictures were fitted into the columns just
as before, without frames and without backgrounds. The advent of parchment, however, did
make a change. This material was made from the skins of cattle, sheep or goats, and it
offered a far better surface than anything that had hitherto been available. It would take
gouache whereas papyrus, as far as we know, had only been used for line drawing and water
colouring.

Unfortunately, this fourth century, so crucial in the history of the book, was also the time
of the great barbarian invasions and book production declined very sharply. But it was
nevertheless during this century that a European, as distinct from a classical civilization, was
born. The late antique period, which is the name given to the years between A.D. 300 and
700, played a vital part indeed in the evolution of medieval style. With the triumph of Chris-
tianity the classical tradition was under attack because the early Christians, like the Mos-
lems, were opposed to all imagery. But the virtue of illustration as a factor in teaching was
soon recognized and quite early we find in Gospel manuscripts the pagan custom of inserting
the author’s portrait at the beginning of each book. About A.D. 400 there was a return to
classicism in Roman Christian art which, though temporary, had a permanent effect.
Biblical scenes which hitherto have only a symbolical value develop into narrative cycles
filled with realistic detail. But generally speaking late antique art subordinates all forms of
realistic representation to another value which Kitzinger calls ‘the abstract relationship be-
tween things rather than the things themselves’. This reaction, which recurs throughout our
history, is nearly always beneficial to the book, in which complete realism is neither possible
nor desirable. But during this particular period it is reinforced by a flight from materialism
and by the fact that the Christian artist, unlike the classical one, is seeking to convey a
message in his pictures.

In 1054 the Western and Eastern Churches had finally separated, Latin becoming the
language of the former and Greek of the latter. Monasticism arose in the East before the
West and with it appeared the scriptoria, which later were responsible for the wonderful
Byzantine illuminated MSS of the tenth and eleventh centuries. But long before that, the
Arab conquest of the seventh century had opened the door to the Orient.? It was indeed a
two-way traffic since Christian art had been carried eastwards by such heretics as the
Nestorians who flourished under the Sassanian kings of Persia (226-636). The Sassanids had
no prejudices against the representation of the human face or form, and it is believed that
in their time many richly illustrated Persian books were produced—though none has sur-

! It has survived however to the present day 2 The art of paper-making reached Islam from
for certain Hebrew works such as The Book of China in the middle of the eighth century and
Esther which in the early days was often provided until 1150 when the first European mill was started

with miniatures, or later on with engraved illus- in Spain all the supplies of the West came from
trations. the Arabs.
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vived. It is known too that Nestorian missionaries even penetrated to China; but a firmer
link with the East seems to be provided by another religion, Manichaeism, which was less
kindly treated by the Sassanids. Its adherents fled to Eastern Turkestan where they are
found as late as the thirteenth century. The founder Mani had himself decorated his writings
with pictures and his followers held painting in high honour because of its use in religious
propaganda. There are many references in contemporary literature to their magnificent
manuscripts—but again only a few fragments are left to us.

In spite of our attempt to connect China with the West it must be admitted that the book-
arts of both China and Japan grew up in complete isolation and in many ways far in advance
of the West. Written Chinese is itself a form of illustration, a picture of the thing described,
and the art of calligraphy has always been held in high esteem there. From the use of the
brush in calligraphy to the use of the same brush for painting is a short step and what more
natural than that the painting should accompany the calligraphy? A Chinese historian wrote
of the early painter-poets ‘When they could not express their thoughts [in painting] they
made characters and when they could not express shapes [in writing] they made paintings’.
In other words they had two languages which were interchangeable.

The quality of the brush-work, as well as faithfulness to tradition, were the criteria in
both. Figure 4, which shows part of the fifth-century roll ‘Admonition of the Instructress of
the Palace’ by Ku K’ai Chih, shows also that book illustration held a more honourable place
here than in the West, for Ku K’ai Chih was a famous painter, as well as a civil servant. His
roll is divided into nine groups, in which strips of vertical text appear between pictures of
varying widths, design and illustration being thus nicely balanced.! Under the T’ang
Dynasty which began some two hundred years later, painting was considered one of the
highest intellectual activities and was practised by scholar officials, many of whose names
have come down to us; whereas in Europe the illuminators of manuscripts are anonymous
down to the late Middle Ages.

There is evidence that Chinese books were being written on wood in the thirteenth or
fourteenth centuries B.C. Paper appeared first in China where it was traditionally invented by
Ts’ai Lun about A.D. 105. But it was used in the form of a roll until about the fifth century,
when it was folded into accordion pleats. China’s greatest contribution however was the use
of wood-blocks for text and illustrations (if contribution is the right word for a discovery that
seems to have been made quite independently in Europe at least 600 years later).? The first
use of wood-blocks seems to have been for printing textiles in about the seventh century. It
is true that they were probably being used in Egypt for the same purpose at about the same
time but it seems to have gone no further there. In China and Japan it led to what was vir-
tually the beginning of book printing; and those who argue that printing is a European dis-
covery are forced to equate it with the first use of the press—even movable types are now
known to have been used in Korea, about 1390; earthenware types seem to have been used
in China at least 300 years before that.

Block books in China thus preceded by several centuries illustrated books printed from
movable types; whereas in Europe they were practically contemporaneous. But the Chinese
language is hardly ideal for movable types. The lack of the printing press was more serious

1 Ku K’ai Chih also illustrated in one con- 2 See, however, T, F. Carter, The Invention of
tinuous landscape a fairy tale called Lo Shen  Printing in China and its Spread Westteards (1925),
which exists in a late copy at Washington and for the fascinating possibility that block printing
The Record of Eminent Women which was reissued may have come to Europe from China via Persia.
in the eleventh century with woodcuts and again
in 1825.
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because all the early woodcuts are printed by rubbing (in exactly the same way as the first
European block-books) which accounts for the use of only one side of the paper; and rubbing
can never give as good an impression as the press. In spite of this the famous Diamond Sutra
of A.D. 868, the earliest printed book which can be dated, has a woodcut frontispiece which
is a triumph of design and cutting and which would grace any European book of the fifteenth
century [5]. The cutting is so good in fact that there is no doubt it had many predecessors.
In the Tunhuang caves, from which it came, Stein discovered examples of coloured borders
printed from more than one block, presumably of about the same date,and also another copy
of the Diamond Sutra printed by an early form of lithography. The text was cut in stone
from which rubbings were then taken.

Carter points out that printing has always been brought to new territories by expanding
religion. Its first use in China was for the production of Buddhist pictures and texts, and
Japan had been printing for centuries before any other sort of literature was attempted.
From Japan, in fact, come even earlier examples of block printing than the Diamond Sutra,
though they are not in the form of a book. These are the charms of which the Empress
Shotoku ordered a million copies to be printed in 770 and of which some are still in exis-
tence. As Carter says, they represent in exactly the same way as the early European block
prints ‘the effort of the common man to get into his hands a bit of the sacred word or a
sacred picture which he believed to have supernatural power but which he could not him-
self write or paint and could not afford to buy unless duplicated for him by some less
laborious process’. It might be added that, as the common man could not read either, these
charms would have had little real meaning for him.

The power of tradition in Eastern art to which we have already referred seems to have
prevented any further great advance in the technique of woodcutting for few later cuts show
any improvement on the Diamond Sutra. Perhaps tradition too is responsible for this book
being in the form of a roll, although the Chinese type of codex had been in use for about 400
years. In other respects the Chinese were more adventurous, in the choice of materials for
instance. Albums were often painted on silk [63] and quite often the pictures are found
bleeding off the foredge of the book (i.e. with no outer margin) long before such a practice
is ever seen in the West.

Returning to the West we find that by the fourth century the codex is well established
and is becoming taller and narrower in shape, so that two columns of writing are usual on a
page and sometimes there is only one. Thus the single column picture becomes the full-page
one, or else perhaps two miniatures are placed side by side with an ‘insertion motif” to
divide one scene from the next, e.g. a pillar to represent a house. In a Roman Kalendar of
the fourth century ornament makes its appearance as well as illustration, but generalily speak-
ing late classical manuscripts are illustrated rather than decorated.

Now at last we begin 1o find criginal manuscripts, not just fragments or copies, and some
of them have illustrations of aesthetic not just historical importance. The Vatican Virgil
survives in fifty pictures of unequal merit, the best of them pastoral scenes [3]. Some of the
landscape backgrounds of these have considerable charm. They seem to have been painted
complete, covering the whole picture area, the figures in the foreground being painted over
afterwards. The colours of course, as in all early manuscripts, are opaque. A few of the pic-
tures fill the whole page but most occupy the upper half only. One page which survives is
divided into a number of rectangular frames, no doubt the ancestor of later pages of ‘com-
partment’ pictures; and we find the decorative element in the frames which surround them.
The Milan Iliad [6) contains fifty-eight striking miniatures on parchment but there must
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once have been about 250. These are clearly related to contemporary Roman art because as
illustrations to Homer they are full of anachronisms; for instance horsemen are shown where
none are mentioned in the text; and this hardly suggests that they are based on a cycle
with its roots in Homeric Greece. Another point of interest is that the pictures are framed
with a simple line, which creates space and depth round the figures and adds a third dimen-
sion.

Soon the empty space within the frame begins to be filled with landscape. There is a
famous Genesis in Vienna which was written in Antioch and dates from about the sixth
century. Of this ‘precious document of the junction of two worlds’ Clark says that the artist
known as the Illusionist ‘was capable of true impressions of atmosphere, of the totality of
landscape, even when his figures were formalized’ in the Byzantine manner. It is painted on
purple parchment with silver lettering and it shows a more systematic and unified arrange-
ment of illustrations than has been found hitherto. The lower half of each page has been
reserved for them and the text has been abridged to make it fit. This, together with its
luxurious appearance, suggests that the buyer of the édition-de-luxe was already in existence,
more interested in looking at his book than in reading it. From this manuscript we reproduce
a picture designed for single column width to which a landscape has been added, making it
as wide as the two columns of the text [7].

By the tenth century we find whole pages frequently given up to one picture, or two, one
above the other. Often two pages of pictures face each other which means a big gap in the
text.! But that is nothing compared to what we find much earlier in a sixth-century Gospel
Book at Rossano [9]. Here all the pictures are collected into a cycle placed at the beginning
of the book which can be ‘read’ without the assistance of the text at all. One would perhaps
expect this to be a late development and its early occurrence shows how risky it is to assume
an orderly chronological plan of development. This separation of pictures from text had the
advantage of enabling the illustrator to work quite independently of the scribe, the binder
bringing their respective sections together at the end. A medical MS in Durham Cathedral
goes to the extreme of having no text at all, only pictures—but this is rare.

During the Romanesque period the three-dimensional method was dropped and the
miniature returned to the same plane as the text, often with a patterned background instead
of a landscape. But the full-page miniature begins to assume a different character from those
in the text. The scale is often larger for one thing, and the restraint of the page of writing
is less felt. This paved the way for the later medieval miniatures which are more in the nature
of virtuoso paintings in books than illustrations.

Full page miniatures and column pictures were not the only sort; there were also marginal
illustrations. These appeared after the invention of the codex for there was no place for them
in the roll. They may have started as text illustrations and have been pushed into the mar-
gins, or the wide outer margins of the codex may simply have offered tempting space to the
illuminator. But in many books, theological works especially, those outer margins were
occupied by commentaries on the text and sometimes even these ‘scholia’ were illustrated.

As soon as we start to examine the subject matter and, to a lesser degree, the style of these
various types of illustrations we find that the whole system is built up on copying. That s one
justification for my dealing in one book with both manuscript and printed illustration—
because this copying gave a continuity to versions of the same manuscript work which is
comparable with the uniformity in copies of the same printed book—in spite of one being

! Weitzmann has shown how the illustrator’s  pairs occasionally led him to invent a scene that is
desire to arrange his miniatures in antithetical notin the text to balance one that is.
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done by hand and the other by machine. The average illuminator evidently did not regard
originality as a virtue or more likely felt it was not for him to initiate changes. Often he went
absurdly out of his way to find a model in some other quite alien MS, producing a result
which seems grotesque to us. The evils of this continual copying are most clearly seen in the
herbals, most of which go back to Dioscorides, who, we know, borrowed much of the text
and presumably the illustrations of his first-century Materia Medica from Crateuas. That
is as far back as we can go for Crateuas, Pliny tells us, illustrated his herbal himself. An
illustrated Dzoscorides [8], one of the handsomest Greek codices in existence, was given as a
wedding gift in §12 to Juliana Anicia, daughter of the Emperor of the West. The work was
copied countless times down to the end of the Middle Ages, and each time the pictures are
farther from the originals, for it never seems to have occurred to the illuminators to go
outside and look at the plants they were drawing. By the thirteenth century the drawings,
although elaborately framed in burnished gold, were quite unrecognizable. And yet when
Dioscorides had earlier been translated into Arabic and Persian he was given new illustra-
tions which were far more naturalistic.

In studying these early illuminated manuscripts we meet the same titles over and over
again. It must be remembered that the world’s stock of literature was then vastly smaller
but even so we are sometimes surprised at the books which were chosen for illustration.
Dioscorides of course cried out for pictures but illuminated Gospels and Bibles were fairly
rare before the Carolingian period. The St. Augustine Gospel Book at Cambridge which
dates from about the sixth century and which had a certain influence on Anglo-Saxon
illumination was among the earliest [15]. Then there were Boethius and Aratus (who wrote
an astronomical poem) and also the Psychomachia by Prudentius, an early Christian poem
which was much copied between the ninth and eleventh centuries. The plays of Terence
were very popular and there seems to have been an unbroken chain right back to
Roman origins from which scholars have been able to glean invaluable information about the
classical theatre.

In all types of manuscript mistakes sometimes occurred in the copying of pictures and
when they did they are often perpetuated because the illuminator seldom seems to have
consulted his text. Sometimes a new format called for a new compositional scheme (perhaps
extra space to be filled), another fruitful source of error. An interesting example of this is the
birth of David quoted by Weitzmann. Now there is no account of this in the Scriptures, but
it was often depicted, as if the illuminator was making up his own story. The reason may
have been his desire to arrange his full-page miniatures in antithetical pairs. Or sometimes a
miniature ‘migrated’ or was taken from one text and put into another. This might happen
quite naturally as for instance in the compilation of a Biblical anthology when a miniature
would be borrowed from a Biblical cycle—but it could easily be the wrong illustration.

But the fact that the subject matter of these illustrations was often copied slavishly does
not mean that the style of drawing was always the same. That was dependent on the fashion
of the period. Conventions enter into it too as when in later copies we find nude figures being
clothed. Folds of drapery are one of the first things the experts look at when they are trying
to fix the date of a miniature, for nothing was so much affected by stylistic fashions. In fact
the style of the model and the style of the period in which the copyist works are far more
important than any personal idiosyncracies of the artist. As we might expect, however, the
better and more enterprising artists are less faithful to their models than the more mediocre
ones and consequently the best illustrated manuscripts are no more accurate iconographi-
cally than they are textually. It is obvious that anyone who wishes to find the best reading of
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the text will go back to the archetype, but on the other hand the archetype does not always
or even often provide the best and most imaginative illustration. And before we pass judge-
ment on all this copying we must remember that our concept of plagiarism did not then
exist, any more than it existed for Bach or Handel. As in their music, we find among these
miniatures, side by side with an old worn-out formula, a completely new and exciting work
of art.

By the sixth century very little remained of the feeling for classical form. In any case the
post-classical centuries contributed little that was new to the design and layout of illustra-
tion, though in decoration the story is very different as we shall see in Chapter 2. But the
revival of decoration was to come from the North-west and was Celtic not classical in origin.
Northern art, with its strangely Oriental affinities, had been abstract and ornamental from
the earliest times and quite distinct from the art of the Mediterranean. In the meantime
illumination everywhere was at a low ebb and the miniature of St. Luke that we show from
the St. Augustine Gospels exemplifies this[15]. In the Eastern Empire classicism remained and
gathered strength in preparation for the great period of Byzantine illumination when it was
to return to the West.

BYZANTINE ILLUMINATION

In the year 330 Constantinople became the capital of the Roman Empire and the long
strange history of Byzantine illumination began. Roman art, from the end of the third cen-
tury, was in decline in the West. What took its place in the East was not merely a deca-
dent form of the same thing, but a new blending of Greek, Roman and Oriental elements
which, considering their diversity, made a surprisingly homogeneous whole. This marks the
end of illustration (the object of which is to clarify) and the beginning of illumination (which
seeks to beautify). And as decoration is less liable to development than illustration it is not
surprising that Byzantine illumination lasted from the fourth to the fifteenth century with
little change in composition, drawing or colours. Very few illuminated manuscripts remain
from the fourth or fifth centuries, but from the sixth century we have enough, quite apart
from surviving mosaics, to know that Byzantine art already had its own individuality,
altogether distinct from that of Rome.

Its characteristics are a new use of colour which was probably borrowed from Persia and
the contrast of lights and darks to form a pattern. The darks however are never produced by
cast shadows. These disappear together with the desire for the third dimension. But there
is enough of the Greek sense of proportion remaining to make a rather uneasy synthesis. As
Morey says, Greek design ‘depends for its harmony on the different but proportionate size
of its units. Greek colour is local colour, used to pick out and emphasize form’. Persian art
on the other hand ‘may be naturalistic in detail but it is always ornamental in composition
and its effect on the illumination of the Eastern Empire was to introduce an absolute colour
harmony, by which we mean one to which the forms are subordinated, and a rhythmic
design, whereby the eye, instead of resting on a .table unity is forced to move about the
pattern by the alternation or recurrence of units that do not differ much in size or emphasis’.

Very soon, however, Byzantine illumination crystallized into forms which were pre-
scribed by the Church. Here, even more than in the West, the Church was at the same time
patron and sole producer of the arts; and rules were laid down by the Church which dictated
the pose and colour and drawing of all sacred figure subjects and which were scrupulously
obeyed. Thus early the method of portraying the Evangelists, for instance, was set for the
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whole of the Middle Ages. And Christ, who in classical times was portrayed as young and
clean-shaven is shown by Byzantine artists as a mature, bearded figure in the way that He is
usually portrayed today.

The angularity and elongation of form which is typical of Byzantine figure drawing ap-
pears very early and the Eastern Church’s embargo on the representation of nudity must
have had a great deal to do with this. Eventhe studyofclassical sculpture was frowned on. The
human form does not in fact seem to have been properly studied by medieval artists until
the advent of the Gothic. Byzantine illumination, with its astonishing power of continuity,
twice formed a link with tradition when, in the West, that tradition was in danger of being
lost. It was curious, and fortunate, that the first flowering of Byzantine illumination should
have been in the sixth century when everywhere else the art was in eclipse. The second and
more important renaissance also started when the West was relapsing into chaos after the
dissolution of Charlemagne’s Empire. It was then that the Byzantine Empire entered on its
most prosperous period and between the tenth and twelfth centuries most of her best
illuminated books were produced. The chief centres were Constantinople, Alexandria,
Antioch and Ephesus and, as one would expect, books from the first two cities tend to be
Greek and classical, from the latter two Oriental and decorative. In the interaction of West
and East we find the Greek contribution of naturalism and elegance rather outweighed by
the intensely dramatic art of the East, with its love of colour and pattern, and complete dis-
regard of perspective. This Oriental cast came mainly from Syria but it was later reinforced
by Persia who, although she was not to have her great period of illumination until after the
Middle Ages were over, still made her own contribution of elaborate geometrical forms and
arabesques thus early.

The Cotton Genesis which probably dates from the fifth century, and may have come
from Egypt, is one of the earliest surviving Byzantine manuscripts, but unfortunately it has
been much damaged by fire. Its miniatures, which are framed and are drawn to the width of
the text, are classical in style and show a certain amount of gold. Gold lettering and purple
stained vellum were to become a feature of Byzantine work and in the sixth-century Vienna
Genesis we have an example of the latter [7]. The purple which was obtained from the
murex shell had been used by Roman scribes and continued in manuscripts made for princely
patrons down to Carolingian times. There is still a strong classical flavour in these pictures
which belong rather to the Graeco-Roman decline than to the Byzantine Renaissance. But
they are interesting because they are arranged continuously, i.e. successive scenes are shown
in the same picture without divisions. There is one picture on each page in a rigidly uni-
form layout and the text is often abridged so as to accommodate it.

A very much more beautiful manuscript from about the same date and also now in Vienna
is the famous Dioscorides of the Princess Juliana which has already been mentioned and
which was to be copied countless times throughout the Middle Ages. This is a herbal
written about 500 for the daughter of the Emperor and is one of the earliest preserved
manuscripts with gold backgrounds and also a portrait of the author. Gold lines are used,
as in the Cotton Genesis, to mark the folds of drapery, and colour generally is as brilliant as
in any Byzantine work. Besides many small drawings of plants there are five large miniatures
which in their figure drawing show a curious combination of classical and Byzantine styles.
The border of one of these miniatures is obviously copied from a mosaic pavement of
earlier date, an interesting pointer to one of the channels of Eastern influence in Italy
where mosaics by Byzantine craftsmen still survive. The Rossano Gospel Book was even more
potent in shaping the course of Italian illumination [9]. It dates from this period and it
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must have come quite early to Italy where it still is. It shows the Byzantine style almost
mature, its figures elongated and no naturalism at all. The miniatures are segregated from
the text and grouped together at the beginning. Probably this book once contained one of
the earliest decorated sets of Canon Tables! which are to play an important part in medieval
illumination. Perhaps because these vertical lists of references lent themselves to a special
treatment or because they came at the beginning of the book, they are often among the most
sumptuously decorated of all the pages of medieval manuscripts. Vertical columns topped by
an arch act as framework for the lists, and above the arches doves and peacocks are often
introduced.

Besides their Canon Tables the Gospel Books, which form the most important class of
existing Byzantine books, often contain full-page pictures at the beginning, representing
the four Evangelists, each of them enthroned under an arched canopy and holding or writing
a copy of his Gospel. A fifth picture shows ‘Christ in Majesty’, enthroned on a rainbow with
the earth at His feet; an oval aureole usually serves as a frame for this picture. And this
scheme persists with very little variation in all the Gospel Books of the Middle Ages, not only
in the East but in the West as well.

Another book which had an enormous influence, though chiefly in the East, was the cos-
mography of Cosmas Indicopleustes. It was written in the sixth century and the earliest manu-
script is illustrated in the pure Byzantine style. It was later to be copied many times in
Russia—for Russia and the Balkans came within the orbit of Byzantium of course.

In the eighth century the iconoclast schism brought about a serious decline in the produc-
tion of books, especially those which were illuminated. Late, however, in the tenth century a
revival of classical learning took place under the Emperor Constantine Porphyrogenitus
which was to usher in the Golden Age of Byzantine illumination. Artists went back to
classical sources for their illustration and invention seems to have been farther from their
minds than ever. So many manuscripts have survived from this period that we are fortunate
enough to have some which are probably very faithful copies of much older work; in fact
our knowledge of classical illustration is almost wholly dependent on these medieval copies,
which are far more revealing than the few and fragmentary originals that remain to us.?

The famous Joshua Roll, which dates from the tenth century, is not however a reliable
indication of the antique method of illustration in spite of its archaic form [12]. Between the
sixth century when the Vienna Genesis was written and the tenth century the continuous
frieze was broken up into separate miniatures. And in the Foshua Roll we not only see the
process at work but we have an object lesson in the danger of trying to lay down hard and
fast lines of development; because both styles are here seen side by side. Weitzmann thinks
that the painter for some unexplained reason transferred a series of separate codex pictures to
his frieze which might account for the fact that some of the scenes are self-contained and are
isolated by space on either side. In the Paris Psalter, a Byzantine codex of the same century,
the miniature has separated itself even more completely as it had already done in the West;
and the picture with a single figure has come into its own. But there are other manuscripts
with lively marginal drawings in a realistic style which contrasts strongly with the monu-
mentality of the Paris Psalter [11 and 13].

This period of Byzantine illumination yields many splendid books, particularly Bibles and
Gospel Books. The Vatican has a Bible dating from the first half of the tenth century which

' The Canons of Bishop Eusebius are a set of 2 Such copies were being made for antiquaries
ten tables giving parallel passages in the Gospels  as late as the seventeenth century.
which usually preceded Gospel manuscripts.
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shows the partial synthesis of classic and Oriental styles. And an even more interesting
manuscript of the same period, also in the Vatican, is the Menologion of Basil II [10]. This is
a collection of the lives of the saints and it contains over 400 miniatures painted by eight dif-
ferent artists, who signed their names in the margins. We must assume that the whole of
each miniature was painted by the artist who signed it and yet there is a lack of stylistic
unity within the miniatures themselves. Weitzmann thinks that this is because, the work
being an anthology,several different cycles were drawn on belonging to the various texts which
were put together. He calls it a polycyclic manuscript and believes that most of the illustrated
Bibles fall into this class.

After the fall of Constantinople in 1453 Russia (soon to be freed from Mongol control)
became the artistic and political successor of Byzantium. But long before then she was pro-
ducing magnificent books in the Byzantine tradition like the Ostromirov Gospels (1056-67)
[14], and the Uriev Gospels (1120-8). These all appeared under the Mongol regime which
confined Russia within an iron curtain as exclusive as any she has since devised herself; and
one result of this was that the Byzantine tradition was continued as rigidly as before. The
Manual of Dionysius, which goes back to the twelfth century, laid down what subjects were
to be illustrated from the Bible and how they were to be represented.

From about the sixth century Armenia had been producing magnificent illuminated
manuscripts quite independently of Byzantium and there seems to have been a link
between these and Irish work of the same date. In the Matenadaran Museum at Erevan are
preserved Armenian manuscripts from the sixth to the seventeenth centuries, indicating
an even longer history than that of Byzantium.

Nearly all the manuscripts are Gospels and one of the earliest is the Ezchmiadzin Gospel
of 989 A.D. into which are bound four miniatures of a much earlier period, affording a
glimpse of the art of the sixth century from which they probably date. Two trends can
henceforth be distinguished which persist side by side: there are the simple miniatures
without backgrounds, without gold and with limited colouring; and there are the more
elaborate ones which use gold and a wide range of colour. And it is in their colour that the
glory of both types of manuscript lies. The Gospel of Mugni (eleventh century) is one of the
elaborate sort. Soon after its production the Turkish invasion drove many Armenian monks
into Cilicia whence came in the thirteenth and fourteenth centuries the finest Armenian
manuscripts of all. These artists were far less subservient to rules than those of Byzantium
and used secular ornament in the margins of their pages. T’oros Roslin, who is represented
here by a full page miniature [15a], specialised in minute thumbnail drawings for this pur-
pose in, for instance, his Gospel of 1287, and T’oros Taronatsi’s Gospel of 1323 is decorated
with many fantastic birds. In his Gospel of 1397 Rstakes dispenses with all frames for his
brilliantly coloured miniatures and places them opposite to pages of text. After this there
is a gap of 200 years caused by invasions but a few more manuscripts appear in the seven-
teenth century, e.g. a Gospel of 1610 executed by Jacob Tjughaetsi.

It may be convenient to mention here the primitive manuscripts produced up to the
seventeenth century in Africa. Ethiopia contained one of the first Christian churches in
Africa and for a long time shared this distinction with Egypt where the Coptic church was
also producing primitive illuminated manuscripts. Consequently Ethiopian illustrated
books are mainly Biblical. The earliest of them date from the tenth century and are some-
what crude. Our illustration [15b] shows an Apocalypse of 1620 from the British Museum
which, if not crude, is unsophisticated when compared with European illustration of the

same date. The general effect is a rude imitation of the Byzantine style.
c B.H.B.I.
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Medieval Illumination in the West

y the seventh century the Church, which had been the first to exploit the invention of

the codex, had almost a monopoly of book production, and until the middle of the

thirteenth century books were nearly all written in the religious houses. Whether
they were always decorated there is a different matter and although it seems probable that,
to begin with, they were, it is known for certain that later they were sent away for illumina-
tion, or it was done by visiting freelance artists. In these early days it was Gospel Books that
were most frequently decorated but later we find secular books competing with sacred. In
fact there was no competition, because our distinction between sacred and profane was not
valid then. The use of classical models or styles, which often seems such a strange feature of
Biblical illumination, simply means that for those fortunate beings everything in heaven and
earth was a single order. As Swarzenski says: ‘However great the importance of the book as
the chief vehicle and agent of literary, artistic and iconographical traditions may have been
for the Middle Ages, its evaluation and its unique position lie in its consecrated character.
It elucidates the Christian myth that Christ is represented with a book in His hands; no
other religion has given any of its gods this attribute.’

With this belief it is not surprising that they saw nothing incongruous in putting all their
skill and lavishness into the decoration of sacred texts;anything less must have seemed wrong.
The magnificent books of the Northumbrian School were far different in this respect from
the fifteenth-century Books of Hours. The former were made for the service of God and
their aesthetic appeal was incidental; the latter were made for the eye of some princely patron
to whom the text must have been merely an excuse for the pictures.! For the Middle Ages
the word was of far greater importance than the picture, and this attitude persists after the
introduction of printing. Even though the miniature had by then emancipated itself and the
book painting was almost independent of the text yet the printed illustration, in the block
books for instance, is only there, one feels, to attract the illiterate.

The technical processes of illumination lasted with very little alteration from classical
times down to the time of the Carolingian Renaissance. After the tenth century we notice
the same fault which was apparent in the Vienna Genesis and indeed in the Egyptian Book
of the Dead; the more beautiful the illumination the less accurate the text. In other words
the scribes were becoming mere copyists while the illuminators were becoming painters.
Middleton quotes a few amusing comments written at the ends of later manuscripts by the
scribes which reflect not only the tediousness of the task but also the loss of a sense of divine
duty; e.g. ‘Scribere qui nescit, nullam putat esse laborem’ (He who knows not how to write

! But many of the best Carolingian and Otto-

nian books were also made for princely patrons
and contain portraits of them.
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thinks it no labour) or ‘Vinum scriptori reddatur de meliori’ (Let wine of the best be given
to the writer) or—significantly from a French monk—‘Detur pro pena scriptori pulchra
puella’.

At the beginning of our period there was the chaos and unsettlement that came in the train
of the barbarian invasions of the Graeco-Roman Empire. Books could always be written
and read in the most troublous times but the decoration of books was one of the first luxuries
to be dispensed with when times were unpropitious. In the same way the copying of books
was a mechanical task that did not require much skill or even a high degree of literacy. But
the copying of illustrations was a very different matter and so an illustrated book when
copied often became an unillustrated one. Fortunately however there remained a corner of
the Western world to which neither Roman nor barbarian invaders had penetrated; and it
was in Ireland that the illuminated book revived when everywhere else except in Northum-
bria it was at its worst. And from here it went with the Irish missionaries to Scotland and
Northern England, to France and to Switzerland.

After St. Patrick’s mission in the fifth century Irish missionaries went to Iona and from
there evangelized Scotland, but when they reached Northern England they found in Nor-
thumbria religious communities newly established by missionaries from Europe. The clash
of ideas and styles seems to have been amazingly fruitful, and it was from Northumbria that
the greatest books of the seventh century came. The missionaries from Europe had brought
with them Italian books illustrated with miniatures in the classical style, like that in [15].
But it was some time before the naturalism of this art had effect. The native genius, whether
Irish or Northumbrian, was for pattern. And in the Book of Durrow (c. 670) which is one of
the earliest books to survive from this period there are, for one solitary human figure, and
that not very convincing, many whole pages of pure pattern—a thing unheard of in the
south where ornament was only used to mark the beginning and end of a chapter or to
frame a miniature [17].

This type of pattern is sometimes called Irish and the Book of Durrow itself was for long
thought to have been written in Ireland. It is now believed to have come from England
though probably written and decorated by Irishmen. The discovery of Anglo-Saxon
treasure at Sutton Hoo in 1938 not only revealed the excellence of seventh-century Anglo-
Saxon jewellery design, it also provided many striking points of similarity between that
design and the decoration of the Book of Durrow. In England as well as Ireland the gold-
smiths worked side by side with the illuminators in the same monastery and sometimes in-
deed both arts were practised by the same monk, who thus became the decorator of the
inside and the outside of the book. This reminds us of the unity of the arts in those days.
There was none of our modern division into major and minor arts, and the metal-worker
was as highly esteemed as the painter. And while many of their stock designs were un-
doubtedly Irish in origin, many of them also had a classical ancestry. It has been pointed
out that several of the spiral patterns found in Irish manuscripts are almost identical with
forms in gold ornaments of the Greek Mycenean period ‘showing the remarkable sameness
of invention in the human mind at a certain stage of development, whatever the time or place
may be’. Oriental influences also are seen in some patterns, no doubt derived from Eastern
carpets and textiles which were now being imported for ecclesiastical use. Francoise Henry
has drawn attention to similarities between the ornament in the Book of Durrow and Coptic
and Syrian illumination; and she thinks that the Irish monks may have had Oriental models
before them. But they never followed the rigid symmetry of the Moslem pattern-makers.

The original Celtic contribution was not so much the patterns themselves as the use of
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those patterns, particularly in the decoration of the initial. The importance of the initial in
Western illumination can be traced back to sixth-century Italy; and in some of these early
manuscripts it often dominates the whole page. Occasionally it is subservient to the minia-
ture when the latter is placed above it, but more often the initial has pride of place at the top
of the page; and it retained its importance for about 600 years after which it dwindled in
size; but even then its tail or its branches often formed a border to envelop the text.

St. Aidan came from Iona and founded the Abbey of Lindisfarne in 635 and for the next
hundred years Northumbria was pre-eminent in the art of book illustration as it was to be
again more than a thousand years later in Bewick’s lifetime. The clash of Irish and classical
influences was echoed in the rivalry between the Celtic and Roman churches which was
resolved at the Synod of Whitby (664) in favour of Rome. Thereafter, although Irish script
continued to be used, classicism increased, helped by the many illuminated manuscripts and
paintings that monks like Benedict Biscop brought with them from Rome. The Lindisfarne
Gospels is the monument of this period and fortunately this great book has come down to us
in wonderful condition in spite of falling into the sea during an invasion by Vikings. It dates
from about 710 and was written in a fine black ink, much superior to the brownish ink used
in contemporary Continental manuscripts. We have the names of the three monks who pro-
duced it, Eadfrith the scribe and illuminator,! Aethelwold and Bilfrith the binders. It is
with the work of Eadfrith that we are here concerned and the most striking thing about it is
the combination of the Byzantine figures of the evangelists with the wonderful pages of
Celtic ornament. Irish illuminators seemed to be incapable of drawing the human figure
and even in the later Book of Kells it is subordinated to pattern as if it was metal-work, and is
almost unrecognizable. In the Lindisfarne Gospels classical and Byzantine influences are so
strong that the book has been called one of the earliest links between Oriental and Occidental
art. The use here of gold which is never found in contemporary Irish books must also have
been revolutionary [18].

The Book of Kells is now generally agreed to have been written towards the end of the
eighth century and there is little doubt that it originated in Ireland. It is remarkable for the
intricacy of its decoration [19] which must be seen to be believed. Westwood calculated 158
interlacements in the space of a square inch and pointed out that all can be followed, none
breaking off or leading to an impossible knot. The general effect of all this ingenuity how-
ever is often far from beautiful. The shapes of the letters are hopelessly obscured and some
of the colour combinations are frankly hideous. It seems likely that several artists worked on
the book, some good and some bad. There is nothing of the frozen perfection of Lindisfarne
here but instead an immense vigour, and a demonstration of the somewhat perverse Irish
delight in complication for its own sake which we find also for instance in the work of James
Joyce. It is significant too that the text is far less perfect than in the Lindisfarne Gospels. The
book represents the peak of Irish achievement however and none of the later manuscripts
can come near it. Most of these later books, the ninth-century Gospels of MacDurnan for
instance, were not intended to compete with the large altar books and were smaller and more
portable. In them illustration naturally played a smaller part.

Meanwhile, Bede whose learning had shed so much lustre on Northumbria had died and
his mantle fell on Alcuin who lived in York. But learning was not confined to the north of
England, although the greatest illuminated books were produced there at this time. It was a
West Saxon, Boniface, who became Archbishop of Mainz and founded the Abbey of Fulda

! Frangoise Henry however believes that the already begun and doubts whether Eadfrith was
separation of the scribe from the illuminator had really responsible for the illumination.
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which became the centre of German learning. Already St. Gall in Switzerland and Luxeuil
in Burgundy, founded by Irish missionaries, had produced many manuscripts of the Irish
type, and these three monasteries had a great deal to do with the Carolingian Renaissance. In
768 Charlemagne was elected King of the Franks and soon after he summoned Alcuin from
England to supervise the revision of church books. Perhaps too Alcuin was behind the refor-
mation of handwriting which Charlemagne instituted after he had become Emperor of the
West in 800. So it will be seen how great was Britain’s part in this Renaissance.

Under the Merovingian Dynasty which preceded the Carolingian, Frankish and Lom-
bardic illumination was decorative rather than illustrative, and what remains, e.g. the Orostus
at Laon, is not very impressive in quality. Initials are fantastic, colouring is crude and the
human figure is seldom attempted. The eighth-century Sacramentary of Gellone from the
south of France has however a certain barbaric splendour. And we find the products of this
native school continuing side by side with the more ambitious Carolingian works. Against
this background Charlemagne set out deliberately to revive the spirit of the Roman Empire,
the result being that most Carolingian illumination is imitative. The Ada school owed most
to the late Latin style, the Franco-Saxon to Ireland and that of Tours went back to an earlier
classical period than Ada. Only the later Rheims contribution was wholly original.

To begin with, however, the effect of the Carolingian Renaissance on illustration was
utilitarian. It sought to teach, to clarify a text, and it naturally looked to the south, the home
of illustration, rather than to the north, the home of decoration. As time goes on Carolingian
books became increasingly elaborate and there are Byzantine touches in the gold lettering
and purple vellum of such manuscripts as the Evangeliarum of Charlemagne which was written
(c. 781) for the Emperor by a monk called Godescalc, and the Ada Gospel Book of about
the same date with its elaborate purple-stained pages, produced for Charlemagne’s sister.
The Harley Golden Gospels in the British Museum (c. 800) which is all inscribed in gold,
provides a very early example of an ornamental title-page [20]. Gospel Books were still the
commonest type of manuscript just as they were in Byzantium but the Evangelists are now
shown as youthful idealized types instead of the old men of Byzantine manuscripts. The
general treatment of figures is flat (though there are occasional attempts at modelling) and
the outlines seem to have been drawn first in red paint. Then the spaces were filled in with
washes of colour mixed with a medium which gave a very glossy surface. Drapery was repre-
sented by lines drawn on top of the wash. And in some manuscripts a very splendid effect
was achieved by the use of silver to contrast with gold.

Side by side with these rigid conventional portraits which owe so much to Byzantine art,
there are also occasional miniatures which lean more to the Roman style in their illustrative
tendencies. Although in the best manuscripts like the Aachen Gospels the figure drawing is
light and brilliant, in most it is still clumsy; but generally the backgrounds make some attempt
at naturalism. ‘The old contrast between Greek realistic and Latin abstract art, between art
aiming at a sympathetic representation of the outside world and art based on purely con-
ceptual design presents itself in a new form as a contrast between the exuberant expression
of human emotion and the purely impersonal ornamental display’ says Kitzinger. Towards
the end of the Carolingian period we find a mixture rather than a synthesis of the two.

Carolingian illumination reached its highest point in the ninth century during the reigns
of Lothair and Charles the Bald. Decoration still surpasses figure drawing (the old Irish
patterned figures are still to be found) but subjects for miniatures are becoming more varied.
Now besides portraits of the Evangelists we find frontispieces showing Kings; there is for
instance a Metz Gospel Book in Paris with a portrait of King Lothair. The Benedictine
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monasteries at Paris, St. Denis, Rheims, Tours and Metz are the chief centres of book pro-
duction during this period.

Ascribed to the School of Tours during this century are the two earliest complete illus-
trated Bibles to have survived, the Grandval and Vivian Bibles. Weitzmann thinks that the
miniatures are made up of several cycles, since it is unlikely that so large a book as the Bible
could have had a comprehensively illustrated archetype. But there were cycles for each book
—even for the Prophets—though none of these have survived. The effort of combining these
different cycles, many of them in different styles, must have been considerable and it had its
inevitable effect on the final result. But a book like the Great Bible of Corbie (c. 880) shows
that a wonderfully rich effect could still be obtained in spite of varying styles [23].

These manuscripts, especially the Vivian Bible, show the disintegration of the cyclic sys-
tem and the breaking up of the traditional interconnections between pictures which derived
from the frieze. Miniatures are now becoming separate compositions and the artists begin
(some 700 years after the introduction of the codex) to have a feeling for the page.

Some time during this century appeared the style of drawing which is associated with
Rheims and its famous Utrecht Psalter. It consists of outline drawing, sketchy and vigorous,
and while it is totally unlike the usual Carolingian style both styles are sometimes found
together in the same manuscript. It is seen occasionally in classical manuscripts but its
abrupt appearance now and sudden widespread popularity present one of the great mysteries
of medieval art. With its unadorned impressionistic line, its fluttering draperies and its
figures all in violent motion it must have produced on the contemporary eye an overpowering
contrast to the static, highly coloured illumination of the time, the more so as it was applied
to the same traditional subject matter [24].

Of the Utrecht Psalter, which is the masterpiece in this manner, Hanns Swarzenski says
that its drawings rival those of Leonardo, Rembrandt and Van Gogh and thus have their
place among the few genuinely original productions in the history of art. The fact that it was
itself almost certainly a copy! of a previous manuscript does not alter this fact. The 180
drawings (there is one for every Psalm) are not themselves coloured, but coloured outlines
and washes are often used in copies of this book [25]. Frames are never put round the draw-
ings and where they are implied they are often broken through as it were by the feverish
activity of the figures. Later there is a tendency to elongate and stylize but at its best the
work is wonderfully vigorous and expressive. This style, which embraced not only drawing
but all the decorative arts as well, had enormous influence throughout the whole of North-
west Europe and it helped to form the Romanesque and Gothic styles. When the Utrecht
Psalter came to England at the end of the tenth century it was copied three times in 200
years, and each copy was a new work of art. But before that its influence was seen in the Bury
St. Edmunds Psalter (now in the Vatican Library), which dates from early in the eleventh
century. Here most of the drawings are marginal and how admirably the style is suited to
this sort of thumbnail sketch can be seen in Fig. 21.

So far we have concentrated on book illustration in France and England because there
the most far-reaching developments were taking place. But all this time beautiful manu-
scripts were being produced in Italy, Spain and Southern Germany. These however were
still in the Late Antique tradition and what was happening in the north seems to have had
curiously little effect on them. Of early Italian illumination little remains to enable us to
judge its quality accurately. But we do know that Byzantine influence was very strong and

! E. M. Thompson pointed out that the textis preserve the same relative positions of text and
written in archaic rustic capitals presumably to drawings as in the prototype.




16. The Benedictional of St. Aethelwold. English, 10th century. 113" x 834",
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with it is also found the Hiberno-Saxon type of decoration. This is not so strange when we
remember that there were Irish foundations like Bobbio in Northern Italy; and some autho-
rities believe that this style originated in Italy and migrated to Ireland and Northumbria.
Books like the Bobbio Psalter, now at Munich, however, have an almost undiluted Byzantine
flavour.

By the tenth century we find manuscripts in all countries with whole pages occupied by
pairs of miniatures, placed one above the other. Sometimes as in the St. Gall Book of
Maccabees two pages of pictures face each other and the illustration is thus separated even
more completely from the text. This segregation, which we noticed very early on in the
sixth-century Rossano Gospel Book, had the technical advantage that the scribe and the illus-
trator could work separately and this no doubt was often done, their sections being collated
later. Short inscriptions were then added to the drawings to identify them and so the ex-
planatory caption or legend grew up.

During the second half of the ninth century Alfred was reigning in Wessex and his capital
was Winchester. The northern part of England had repeatedly been devastated by Danish
invaders and, although Alfred was himself a scholar and encouraged book production by
importing instructors from France, the art of illumination had suffered a setback and took
some time to recover. It was given the vital impetus by the monastic reforms which were
started on the Continent by Odo of Cluny and in England by St. Dunstan. In Winchester,
St. Aethelwold (who probably brought the Utrecht Psalter to England) was associated with
St. Dunstan in his reforms, and the Benedictional of St. Aethelwold (c. 970) is one of the
great books of this school [16]. It has 28 full-page miniatures, mostly scenes from the life
of Christ and each framed with an elaborate border. The figure drawing in these shows a
distinct advance on any previous English manuscript, but it owes little to the Utrecht
Psalter except for a lightening of the rather heavy Carolingian style on which it is based.

Canute in the eleventh century did a great deal to encourage literature and art and for the
latter purpose is said to have introduced large numbers of Roman manuscripts, presumably
in the Byzantine style which was then so much favoured in Italy. But although due weight
must be given to the Byzantine element in the Romanesque work of the following century,
its influence in Britain as compared with the Italian and Ottonian Schools was curiously
ephemeral, and by the thirteenth century that influence was quite thrown oft. The Pontifical
of St. Dunstan in Paris is a good example of early eleventh-century work, but it has no gold.
Instead it has the drawings in coloured outline that were so characteristic of English illumi-
nation. Sometimes in manuscripts of this period we find the outlines filled in with colours,
sometimes the outline is in brown ink shaded with colour. But it is essentially linear and it is
in this type of drawing that English artists excelled. Another unfinished manuscript of this
century in the Cottonian Collection gives us a valuable insight into the way the illuminators
worked in stages on their books. This one contains some outline drawings tinted with colour;
but most are painted with body colour in various stages and we can see that the colours of
dresses were often applied without any previous outline. Afterwards the figures were drawn
in outline and last of all the features were added.

The Norman Conquest, which had such a serious effect on our native literature, caused
no break in the continuity of illumination. National boundaries as we know them meant so
much less in those days and the only result was to bring the French and English styles closer
together and to foster the Anglo-Norman school on both sides of the Channel. There were
signs of this rapprochement before 1066 and it seems likely that the Conquest only hastened a



18. The Lindisfarne Gospels. Hiber-
no-Saxon, 8th century. 153 x 12",
St. Luke. British Museum. Cotton
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17. The Book of Durrow. Hiberno-Saxon,
7th century. 93" x61". A decorative folio.
Trinity College, Dublin
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20. The Harley Golden Gospels. Carolingian,
gth century. 141" x 10”. British Museum. Harl.
2788

21. The Bury St. Edmunds Psalter. English,
11th century. 123" x9}”. Marginal drawing for
Psalm Lxv v. 12. Vatican. Reg. Lat. 12
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22. Exulter Roll. Italian,
11th century. Width 117
British Museum. Add.

30337

23. The Great Bible of
S. Paolo fuori le Mura.
Carolingian, 9th century.
18" x 101", St. Jerome cor-
recting the Bible. Rome
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24. The Utrecht Psalter. Carolingian, gth century. 121" x 93", Illustration to Psalm vI.
University Library, Utrecht
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25. Copy of the Utrecht Psalter. English, 11th century. 15" 12}". Ilustration to Psalm vi.
British Museum, Harley 603




26. The Bamberg Apocalypse. German, c. 1020. Reichenau
School. 11}" % 8”. The overthrow of the false prophet.
Note the communication between the upper and lower
registers. Bamberg State Library. Cod. Bib. 140

27. The Maestricht Book of Hours. Netherlands, 13th
century. 33" x 23", British Museum. Stowe 17
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28. The Stavelor Bible. Netherlands, 1097. 223" > 15". Written by Goderamus and Ernestus.
British Museum. Add. MS 28107
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29. The Winchester Bible. English, 12th century. C 4 (
23" x15%". The initial on the left contains Old Testa- ‘ :
ment scenes, that on the right the New Testament -

antitype. Old Minster, Winchester
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30. De Borron: L’Histoire du Graal. French, 13th
century. 191" x 131", Paris. B.N. Fr. 95
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natural process. Nevertheless it was the collapse of the Carolingian Empire that marked the
end of a truly international manner and the beginning of national styles. English illumina-
tion, too, was so far ahead of French at this period that it gave more than it received in the
exchange. Just before the Conquest the Harley version of the Utrecht Psalter had been made
in coloured outline. Far from being a slavish copy it is a completely new work of art which
in its rejection of all naturalistic illusion foreshadowed the Romanesque style [25]. By the
time the next copy was made in the middle of the twelfth century Romanesque had arrived
and the drawings have become solid and stylized, ‘the triumph’, as Clark calls it, ‘of symbol
over sensation’.

After the Carolingian period until almost the end of the tenth century there was a period
of anarchy and disorder in France when few books were produced. Then, however, the
revival of monasticism which had already had such a great effect in England spread from
Cluny. Beatus manuscripts copied from a famous Spanish prototype (see page 81) are
among the most important of this period; and Joan Evans has shown how great an effect they
had on sculpture. She goes so far as to say, ‘To the illuminated manuscripts nine-tenths of
the sculptural innovations of the second half of the eleventh century can be directly traced.’
It was in decorative initials rather than illustration proper that this period excelled and by
the middle of the twelfth century even these had become monochrome in manuscripts, by
the Cistercian Order of 1134.

Italian illumination, which had produced under Carolingian influences several fine books
during the tenth century like the Ambrosian Psalter, was in eclipse during the eleventh cen-
tury. Germany and Northern Italy were politically connected at this time so that it is not
surprising to find echoes of Ottonian illumination in the manuscripts of Lombardy and
Tuscany. In the Romanesque period the best work came from the great Benedictine monastery
at Montecassino. Books like T/e Life of St. Benedict have, as one would expect, a strong Byzan-
tine flavour. From Montecassino also came many fine examples of Exultet rolls on which was
inscribed a liturgy illustrated with pictures. These latter were the opposite way up to the
text so that they could be seen by the congregation while the priest read from the roll [22].

For the true inheritors of the Carolingian tradition we must look to Germany which now
was also the centre of the Holy Roman Empire. Here in 962 Otto I became Emperor and
was succeeded by Otto IT and Otto ITI who gave their name to the Ottonian revival of the arts.
It was a period of political aggrandizement for the Empire too and by the twelfth century it
was the dominant power in Europe. The Emperors ruled from Bamberg which became a
cultural centre, attracting many Greek artists. And to Bamberg from Constantinople, where
Byzantine art was now at its peak, came Otto II’s wife, Theophano.

But Bamberg did not become one of the great centres of Ottonian book illumination until
comparatively late. From the Benedictine Abbey of Reichenau came the best German
manuscripts of the tenth and eleventh centuries and its influence spread as far as Tréves and
Hildesheim! where there were also famous schools. The Heidelberg Sacramentary was one
of the most influential Reichenau books and its decorative work was copied ad nauseam
during the following century. The Egbert Pericope, which is a more interesting work because

1 Hildesheim was famous for its metal-work illumination, and books like the St. Bernard
too, which is much more to our taste than its  Gospel Book show a hard unyielding quality in
illumination. This was a period of integration of  their illustrations as if they were from the hand of

the arts in Germany. Contemporary murals and  a metal-worker.
stained glass were often based on manuscript
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of its miniatures deriving from Roman models, is much less typical of the Ottonian taste for
heavy, isolated figures. This was a decorative period with its strapwork initials, its bird and
serpent patterns, its vine stems and foliage, all of them showing an astonishing persistence.
Monumentality is achieved by strict symmetry in the use of ornament and by reducing back-
ground to a minimum. It is, as Jantzen says, an art of the significant gesture rather than of
naturalistic representation; and this can be seen in the reproduction from the Bamberg
Apocalypse, another Reichenau book [26].

By now the Pericope had appeared, the collection of Gospel texts arranged not in their ori-
ginal sequence but according to their place in the liturgy. This made the insertion of author
portraits impracticable and it forced artists to look for new illustrations. Rather than invent
they usually had recourse to the old cycles.

From Ratisbon early in the eleventh century came the Uta Gospels in which, as Herbert
says, the Gothic miniature of 200 years later is clearly foreshadowed and in which the sym-
bolism is heightened by mysticism. This was perhaps the beginning of the Romanesque
revival which resulted from the impact of Byzantine on Ottonian art. It did not appear in
England until the twelfth century; but the results are curiously similar in both countries—
largeness, severity and dignity together with a subtle beauty of design which often eludes at
the first glance. There is another connexion too in the traces of the Northumbrian style of
decoration which are found in German work of this period; only now the patterns of inter-
laced foliage have taken on a distinctly Teutonic flavour. In Germany particularly there is a
love of symbolism which is seen at its best in the famous Hortus Deliciarum. This was a sort
of philosophical and religious compendium which the Abbess of Hohenburg wrote and
illuminated for her nuns and which is a forerunner of later Emblem Books. But more typical
of the Carolingian tradition are the big Bibles like the Arnstein Bible in the British Museum
with its huge initials and bright rather florid colours. Although it was produced under Cluny
restrictions! it is nevertheless profusely decorated in a style that reflects contemporary
architecture.

By now illuminated books were also being produced in the Netherlands. Later on
Flemish illumination was to lead the world but at this time it followed in the wake of France,
and it is often difficult to distinguish between German and Dutch or French and Flemish
work. Enormous Bibles were also produced and the Stavelot Bible, which actually preceded
the German ones we have just mentioned, shows the influence of the Rheims school as well
as of Byzantium [28]. By the beginning of the thirteenth century Flemish artists had begun
to demonstrate their superiority to those of Holland and Germany, although they were still
behind French and English illuminators; and long before the end of the century they were
producing books like the minute Maestricht Book of Hours in the British Museum that could
hardly be surpassed anywhere [27].

The Romanesque style which came to fruition in Germany, France and England during
the twelfth century is generally supposed to have been the offspring of the Ottonian schools
of the tenth century and the Rheims style, unpromising though such a marriage might seem
to be. Byzantine influences were strong in the German books and this made for solemnity
and rigidity in illumination, for upright poses rather than diagonals which have been com-
mon hitherto. But fortunately the Rheims manner was powerful too, especially in England,
and while it lightened the Ottonian style its own extravagances were in turn curbed. The
synthesis which resulted has a powerful beauty and impressiveness of its own, not so im-

1 See page 58.
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mediately attractive as the Gothic which followed, but not so prone either to descend to mere
prettiness. Its severity, or what seems severity to us, had no spiritual counterpart, for this
was an age of devotional fervour which produced hymns like Fesu dulcis memoria. ‘It seems
to be,’ says Morey, ‘the maturity of centuries of growth, and the universality of the Roman-
esque manner in its larger aspect shows how completely it met the needs of European
thought and feeling in the centuries of the Crusades.’

Byzantium and the West shared one characteristic in the tenth century which helps to
account for the monumentality to be found in Eastern and Western books and which
flowered 200 years later in the Romanesque style. This potent thing was the increasing in-
fluence of the Church, helped forward in the West by the reform of the monasteries. ‘The
need for expressing and propagating transcendental truth,’ says Kitzinger, ‘turns the scales
against the classical tradition in art which came so much into prominence during the Carolin-
gian period.” With the rejection of classical models came a new Biblical iconography in the
typological system which interpreted the scheme of Redemption by means of parallels from
the Old and New Testaments. This applied not only to Biblical illustration but to other
works which we should think of as secular. All of them, even the Bestiaries, were made to
contribute to this central doctrine of the Church.

There is no abrupt break in style between the eleventh and twelfth centuries in any of the
arts except perhaps in architecture. From now on large scale painting and sculpture came
into their own and the influence of their monumentality is seen in the organization of the
book. Even the text page now has a fixed plan and its initials become ‘historiated’ rather than
decorated. In the historiated initial text is intimately combined with illustration and the
fusion of text, illustration and decoration is complete.

The Albani Psalter from St. Albans is one of the very first manuscripts in which we find
the real Romanesque manner, but the Winchester Bible (c. 1160) is the great English monu-
ment of the period; and it is indeed monumental in every sense of the word. Perhaps, as
Oakeshott says, it attempts too much and makes illustrations of what should have been wall-
paintings. Like so many of the great books of the Middle Ages it contains the work of several
hands and as it was many years in the making it shows at least two widely differing styles;
there is the dynamic style reminiscent of the Utrecht Psalter with hot colours and everything
in violent motion; and there is the Byzantine style, classical and static in cooler colours,
using drapery to outline the body [29].

In the Winchester Bible there are initials that stretch the whole length of the page, nearly
twenty inches. These contain actual illustrations and they are called historiated initials to
distinguish them from initials which are merely decorated. Sometimes the illustration is fitted
into the initial without affecting its structure, sometimes it is planned (or distorted) into the
shape of the letter itself. This type of initial appeared first in about the eighth century and it
continued side by side with the more popular decorated initial right down to Victorian
times, when it was relegated to children’s books.

The twelfth century was a period of developing technique. Decoration which, as far as we
know, had always been carried out by the illustrator or miniaturist now began to demand its
own practitioners. But in spite of their accomplishment the work does not seem to have been
done by such skilled artists as the miniatures. Towards the end of the century an even
greater innovation was brought about by the discovery that gold could be put on vellum by
means of gold leaf with far more brilliant effect than fluid gold could ever produce. The
leaf was laid on top of a smooth hard pad or mordant which not only set it in relief but also
allowed it to be burnished.
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As the century wore on the Rheims element seems to lose ground in England, though it
was to reappear later in the work of Matthew Paris. There is little of it in the Lambeth Bible,
which was roughly contemporary with the Winchester Bible; and when at the very end of the
century the Utrecht Psalter is copied at Canterbury for the third time it is quite transformed.
And it is preceded by a series of Bible pictures grouped together in a style that was to
become popular in the following century. But things were different on the other side of the
Channel where the Gothic style was already on the way. As if conserving her energies for
her most glorious period of illumination France produced fewer great books in this century
than England or Germany. No doubt Cistercian discouragement of illumination in the
twelfth century had something to do with it too, but inasmuch as this concentrated attention
on the calligraphic decoration of initials it may have been beneficial rather than otherwise.
However in the middle of the twelfth century the Cistercians forbade even the decoration
of initials, and illumination gradually passed into secular hands. Literature too became more
secular; and a few manuscripts survive with lightly scribbled instructions to the illuminator
on the illustration of unfamiliar subjects for which tradition afforded him no guidance. An
early thirteenth-century Treatise on Surgery by Roger of Parma shows a curious combination
of the sacred and the profane. In it are several pages of small pictures, nine to the page with
backgrounds of alternating colours. The top row of each page shows scenes from the life
of Christ while the lower two rows show surgical cases, delineated with an extraordinary
degree of accuracy [32].

There has often been a remarkable coincidence between the architecture of buildings and
the architecture of books; this is especially noticeable in the Middle Ages when all the arts
were more closely inter-connected than they are now and when architecture and illumina-
tion were both practised by ecclesiastics. Just as the solid heavy Romanesque buildings gave
way to the lighter airier Gothic so the same thing happened in illumination. The whole
scale suddenly decreases and books become smaller and more delicate. The first Gothic
churches that were built in the Ile de France during the second half of the century were not,
it is true, any smaller than Romanesque churches which came before them, but they were
totally different. By the last decade the Gothic style in architecture had been perfected and
pointed arches were already appearing in manuscript decoration. Text and initials, which
were distinct in Romanesque design, both assume a certain spikiness which has a unifying
effect. Nor was it long before the fashion affected clothes for we find in these same minia-
tures the tall headgear of the women and the long pointed shoes of the men together with a
general elongation of the human figure and an insistence on parallel verticals that is the
artist’s own contribution to the pattern. It is still a pattern rather than a picture, flat and
two-dimensional like the stained glass of the time which it often closely resembles.

The leadership which France now begins to assume in the art of illumination and which
was unquestionably hers by the end of the thirteenth century is one of the most striking
things in the history of art. From France too came the idea of romantic love which appeared
at the same time as the Gothic and which was to have a greater effect on literature, and so
indirectly on its illustration. The magnificent L’Histoire du Graal in the Bibliothéque
Nationale is one of the first romances to be illustrated. Other secular books, such as herbals
and bestiaries, become commoner and a change takes place too in the layout of manuscripts.
Hitherto the miniature had usually been fairly independent of the text and we often find a
group of them all together at the beginning of a book. But now the miniature is often com-
bined with an initial, serving the purpose of decoration as well as of illustration. Sometimes
it is combined with the border and grows with it to occupy a whole page; only now the
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border lends it a decorative effect whereas before it was wholly illustrative. The simple
full-page illustration became less common except in luxury manuscripts and the text itself
generally occupies less space on the page [30].

The great French books of this period are those made for the private devotions of noble
patrons; the St. Louis Psalter [33], the Ingeburge Psalter and the Psalter of Blanche of Castile.
Now Bibles begin to appear with miniatures on a minute scale, precursors of the exquisite
Books of Hours. And we find books specially designed for the unlearned and illiterate, books
like the Biblia Pauperum [31], the Golden Legend and the Speculum Humanae Salvationis (in
which each scene from the New Testament was paralleled by an anecdote from the Old
Testament or from ancient secular history), which relied a great deal on their pictures. In
these is seen a popular iconography which was to last on into the block book and the printed
book. The Bibles Moralisées were far more splendid books with their whole text illustrated
and their pictures enclosed in medallions.

At the beginning of the thirteenth century English illumination bore a very close resem-
blance to French. National boundaries had not yet segregated the art of one country from
that of another and with monasteries still the chief centres of book production® and Latin
still the universal language of learning there was continual interchange which helped to
produce not so much uniformity as solidarity. To this may be traced those strange simul-
taneous changes of style which appear all at once in different places. Gothic appeared in
England very soon after France and as in France it produced some fine service books like
the Windmill and Tenison Psalters which are yet quite distinct from French manuscripts. In
the latter there are borders containing some very accurately painted birds; and short lines
in the text are filled out with bands of ornament so that the whole surface of the page is
decorated—a custom that was imitated in some early printed books [34]. Many illuminated
Bibles and psalters were produced during this century; very small ones similar to the French
with tiny lettering and often with shortened text; and big ones with historiated initials which
sometimes occupied a whole page. Backgrounds are formed of solid gold and there are
architectural backgrounds too which copy the prevalent Gothic style. The thirteenth-
century artist seems to have felt no more incongruity in a Gothic setting for a Biblical scene
than the seventeenth-century engraver when he gave it a classical one.

Psalters were often prefaced with a series of Bible pictures in monumental style. Margaret
Rickert has pointed out their connexion not only with contemporary stained glass but also
with the wall-paintings of the time; and she says that this latter relationship is not found in
French illumination. She concludes that both forms of art were probably based on cycles
which were available for copying.

As the century proceeds we find more freedom of drawing and those delightfully informal
marginal sketches or ‘drolleries’ which were never seen in the previous century make their
appearance again and incidentally tell us a great deal about the costumes and everyday life of
the time. With them we find a new feature which was later to become a characteristic of
English work, the introduction of animal grotesques. Some of them, perhaps in imitation of
the Bestiaries, are quite naturalistic; but their purpose is always decorative. St. Albans Abbey
was famous for combining outline drawing with a monumental style, owing more to Byzan-
tine than to Gothic art. This is to be seen in the work of Matthew Paris, who trained a school
of illuminators at St. Albans and who is one of the earliest English illuminators to sign his
work. His best known manuscript is the Historia Anglorum.

t Scriptoria appeared in the monasteries during
this century.
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The middle of the fourteenth century is one of the turning points in the history of illumi-
nation. Hitherto the manuscript had in some respects anticipated the printed book which
was so soon to oust it, and the persistence of the cycle system points the similarity by em-
phasizing the continuity of manuscript illumination. The survival of that system up to this
time is in fact quite astonishing and illustrations in bestiaries for instance were still being
copied (at many removes) from the Latin Physiologus which was itself a translation from the
Greek. Many of the books we have dealt with, like the Utrecht Psalter, were illustrated by
men of genius and were truly original, even when they used the old iconography. But the
great majority were more or less faithful copies of other books. Now however the time of the
virtuoso had arrived and he disdained to copy other men’s work. The Books of Hours painted
for the Duc de Berry were not copies nor were they copied afterwards. This work was book-
painting rather than illumination; and in it the pictures are of far greater importance than
the text.

But with all that gain in technique there was a loss in feeling. Along with these superb
books went a wholly inferior sort which can only be called mass-produced. Cheap Books of
Hours for instance were turned out in large quantities to a set pattern in fifteenth-century
France for the new bourgeois reading public. The production of books was gradually being
secularized and even devotional books (which still comprised the greater part) were made
less for the glory of God than for that of the patron or even the artist—who was fast losing
his anonymity. Often he was known as a panel-painter as well, and for him illumination was
only one way of making a living. That he saw little essential difference between the two arts
is evidenced by the habit of painting frames for miniatures to make them look like panels.
The natural consequence of all this was a general lowering of standards because speed be-
came more essential when a man’s livelihood depended on the amount of work he could
turn out.! Here the monk had the advantage of knowing that his bread was assured besides
the greater satisfaction of more selfless aims.

With illumination falling into secular hands it is not surprising to find Guilds growing up.
These appeared towards the end of the thirteenth century and eventually it became as
obligatory for an illuminator to join his local guild as it is for a printer today to join his trade
union. Weale has given us some fascinating details about the Guild of St. John and St. Luke
in Bruges—how those who wished to join had to submit a specimen of their work and how
they were liable to a fine if they used inferior materials; limits were even set on the number
of apprentices which could be taken.

Jean Pucelle was one of the first of the virtuosi illuminators in France, and in his work we
find 2 wholly new conception of space—new that is to France though we find something
similar in contemporary Italian painting. His Hours of Jeanne d’ Evreux contains miniatures
which begin to have depth and incidentally pose many problems for the illustrator with his
flat page. In his best book, the Belleville Breviary of about 1340, there is a new naturalism
too in the attitude of the Virgin to her Baby [35]. At this time many beautiful manuscripts
of the Apocalypse were being produced both in France and England. But towards the end of
the century English illumination declined, and French and Flemish were left paramount.
This was the time when the great masterpieces of the Paris school were produced, the Books
of Hours for the Duc d’Anjou and the Duc de Berry, the Rohan Book of Hours, the Bedford
Book of Hours and the rest [1 and 39]. However disastrous the reign of Charles VI might be
politically yet it turned out to be a glorious period for the arts in France. The unpopular

1 This did not apply to those who worked for
princely patrons on a salaried basis.
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Duc de Berry took advantage of his relationship to the King to build up his wonderful
library with public money. The names of some of the artists who worked for him are known
to us—Pol de Limbourg who illuminated the Trés Riches Heures, Jacquemart de Hesdin
and André Beauneveu—and we know, too, that most of them were Flemish, and a few
Italian. In the calendar section of the Trés Riches Heures, which dates from about 1415, we
find exquisite landscapes painted for their own sake and foreshadowing the work of the great
Dutch masters in their truth to nature, yet still in the scale of the miniature [36]. Symbolism
is beginning to decay. A new unity of light and tone makes its appearance.

Sir Kenneth Clark has pointed out that this ‘sense of saturating light grew out of a school
of manuscript illumination and first appears in miniatures. For in such small images a unity
of tone is far more easily achieved and the whole scene can be given the concentrated bril-
liance of a reflection in a crystal’. What he calls the first modern landscapes appeared in the
Turtn Hours which was probably painted by Hubert van Eyck in about 1416. A section of
this manuscript was destroyed by fire in 1904, but enough survives to indicate the astonish-
ing leap forward not only in the painting of light but also in the importance of landscape in
the miniature.

This startling change in technique and in subject-matter reflects a new attitude to life
itself which is found also in the poetry of the time. The decay of medieval symbolism indi-
cates a growing secularism, a turning away from things eternal and unchangeable to things
temporal and fleeting. Men were becoming conscious of the beauty of change. They were,
as Joan Evans says, ‘peculiarly sensitive to things that were lovely because they were not
lasting: to flowers that fade and to moments that cannot endure. . . . Itis this poetic natural-
ism expressed first in poetry, then in the manuscript illuminations to poems and then in the
manifold decorations of castles that sets the note for the imagery of ornament in the later
Middle Ages.’

The Bedford Book of Hours (c. 1430) for all its magnificence and its four thousand vignettes
looks slightly old-fashioned in comparison with the Turin Hours. But it is a wonderful
book with its work by three different schools, Parisian, English and Franco-Flemish [39].
National styles begin to be distinct in the fourteenth century and by the fifteenth it is com-
paratively easy to assign illumination to its appropriate school. But it cannot be assumed that
the illuminators themselves were natives because they seldom stayed long in one place.

Besides these devotional books many secular works appeared during the fourteenth and
fifteenth centuries, and histories were especially popular. There were the Grandes Chroniques
de France and of course Froissart who was equally fashionable in England. In these books
we find warriors and others represented not in contemporary dress but in that of fifty years
earlier than the date of the illustrations; and Middleton has suggested that this is because
the artist wished to suggest antiquity and went back as far as his memory would carry him.
Then there were the Arthurian romances, the books on natural science like Glanville’s
Treatise on the Properties of Things, the books on hunting, and the illustrated Fabliaux or
short stories in verse. All these, whatever period they purport to describe, are invaluable to
the historian because of their pictures of contemporary life and customs. This in fact is the
beginning of genre painting.

Two interesting innovations now claim our attention, the first the use of grisaille, the
second the striking development of the background and border. Grisaille is first seen during
the fourteenth century in France and it lasts nearly to the end of the fifteenth century. By
the time it appears the old system of pen outlines filled with flat colours was almost obsolete,
and grisaille marks another step forward in the search for depth. It consists of painting in a



32. Roger of Parma; A Treatise on
Surgery. French, 12th century.
731" x 61", British Museum. Sloane
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33. The Psalter of St. Louts. French,
c. 1260. 81" x 53”. Each miniature
has a framework formed by a Gothic
arch. Paris. B.N. Lat. 10525
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34. The Temison Psalter. English, 13th century.
91" x 61", British Museum. Add. MS 24686

35. The Belleville Breviary. French, 14th century.
1" % 63". Illuminated by Jean Pucelle. Paris. B.N.
Lat. 104834

36. The Trés Riches Heures du Duc de Berry.
French, 14th century. 111" x 81", A page from the
Calendar painted by the Limbourg brothers.
Condé Museum, Chantilly. MS 1284
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blue-grey tone with highlights in white or gold, and in the hands of a master it is strikingly
effective. In Italy it became chiaroscuro and the principle was applied later to printed wood-
cuts under the same name. Picht suggests that it was an expedient to distinguish illumina-
tion from the richer effects of the panel picture and to place it in a category of its own, mid-
way between painting and the graphic arts. That may be so, but it is of course found in
manuscripts long before the introduction of printing.

During the early fourteenth century backgrounds were purely decorative. The typical
background is a sort of chess-board of alternating gold and coloured squares. Towards the
end of the century we find gold patterns on coloured grounds, but with the growth of land-
scape painting and the discovery of the horizon a naturalistic background very gradually
replaces this decoration, especially in Franco-Flemish work. So the miniature becomes just
a smaller version of the panel paintings which the same artist was probably producing: a
development that was not necessarily for the good of the book.

The rectangular border developed in the thirteenth century as a pendant of the initial and
even when it grew to surround the whole page it still retained its connexion with the initial.
From the bud of the pendant grew the ‘ivy-leaf” border which was typical of fourteenth- and
fifteenth-century French work. Usually it covered a very wide margin and sometimes there
were leaves of burnished gold in the pattern which added greatly to its splendour. But it
always formed an integral part of the text and it hardly developed at all. It was left to the
Flemish illuminators to make their borders three-dimensional using the same perspective
for border and miniature. And as naturalism thus increases, so symbolism declines.

In 1419 Philip the Good of Burgundy became ruler of great and wealthy lands which later
included what is now Holland and Belgium. Here the Flemish school of panel painting in
oils which is associated with the van Eycks had already grown up, itself an offspring of book
illumination. Under its influence the third dimension, seldom found in miniatures of the
previous two or three centuries, and never in borders, became common in books, and not
altogether with the happiest results. The problem (which is as much the problem of the
illustrator to-day) is to reconcile the flatness of the text with the depth of the picture; and
Picht has shown how one solution was found by the anonymous painter whose best work
was done between 1475 and 1485 and whom he calls the Master of Mary of Burgundy. The
name comes from the two wonderful Books of Hours which this unknown man painted for
the wife of the Archduke Maximilian, one now in Vienna and the other in Berlin. In them
and in his Oxford Book of Hours [37] is brought to perfecticn the technique of the ‘scatter
border’. This is an adaptation of the naturalistic still-life border which had already been
used in the Trés Riches Heures du Duc de Berry, and it consists of flowers, butterflies, jewels
and so on, surrounding the miniature and, by means of shadows, giving its own-feeling of
depth quite independently of the miniature which it frames. The reader has the illusion that
the border is nearer to him than the text and that the miniature is further away; and always
‘the plane of the page is the central organizing factor’. Fig. 40 shows a famous miniature from
the Book of Hours painted for Charles the Bold. In the foreground are the jewel case, the
cushion and the open prayer book, all belonging to Mary of Burgundy. Framed by architec-
ture is the crucifixion scene which has become almost the background and which is far less
vivid and less real than the foreground. We have here the interpenetration of heaven and
earth that is typical of fifteenth-century Dutch painting. The picture becomes an extension
of the spectator’s own world, the flat surface an open window.

These manuscripts also mark, as Bergstrdm has pointed out, the beginning of still-life

D B M Bls
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MEDIEVAL ILLUMINATION IN THE WEST 67

painting. Religious symbols have been separated from the miniature in the interests of
naturalism and relegated to the border where they assume a disproportionate importance.
To give them an independent existence in a separate painting was only a small step.

The book-painter in the Netherlands at this time was in fact a bold experimentalist and
the easel-painters were content to follow in his path. This development had far-reaching
consequences not only in the Ghent-Bruges school of illumination! which this Master
founded but also in the art of Bourdichon in France and Glockendon in Germany. It seems
to have had an immediate effect on the illuminators of the famous Grimani Breviary, one
of whom was for a long time supposed to have been Gerard David.? That book was painted
at about this time and it contains borders of startling naturalism, besides many fine minia-
tures [41]. And a hundred years later Georg Hoefnagel (who came from Flanders but did
his best work in Bavaria) carried this decorative system to its conclusion in such works as
the Prayer Book of Albert V of Bavaria (1574) and the Missale Romanum (1590). The idea of
a framework has been abandoned completely, and the flowers and insects are the raison
d’étre of the miniatures. We feel that these were his chief interest; and he was in fact one of
the founders of the Dutch school of still-life painting.

One great French illuminator who seems to have been unaffected by the Flemish fashion
was Jean Fouquet. He was working in Tours during the second half of the fifteenth century;
and in his hands the art of Tours becomes quite different from that of Paris which at this
period is often indistinguishable from Flemish work. He uses mostly the ivy-leaf border but
our attention is concentrated on his wonderful miniatures with their backgrounds of Loire
landscape. Already the influence of the Italian classical Renaissance is seen in his architec-
ture, which is emancipating itself from the Gothic, as well as in his handling of perspective.
In his mastery of crowd scenes he is far beyond any of his contemporaries and his use of
colour is always unerring. His chief books are the Hours of Etienne Chevalier and Josephus’s
Fewish Antiquities [42]. In the former we find again the conception of the miniature as some-
thing seen through a window. A strip of lettering at the foot which appears to be at right
angles to the ground above acts as part of the frame. Jean Bourdichon also worked at Tours
but a little later than Fouquet. His great work is the Grandes Heures of Anne of Brittany,
which has more than a flavour of Flanders in its flower painting and in its very early
‘scatter-borders’ with their deep shadows. These incidentally surround the text only; the
miniatures or ‘histories’ have plain frames [43]. But beautiful and accomplished as this book
is we are already reminded that illumination is a dying art and that Bourdichon was a court
painter first and an illustrator second. Under Francis I the Tours school moved to Paris
where the Italian architect Rosso was enjoying great favour and the Italian taste for em-
blems had already taken hold. The Hours of Anne of Austria(c. 1530) was one of the last great
French manuscripts and it shows a significant degree of over-ornamentation. By the turn of
the century printing had established itself as the chief method of producing books and the
illuminated manuscripts must have begun to seem an anachronism. Elsewhere in France
quality had declined badly, and in some late French manuscripts we find transfers being
used for the borders—a form of competition with the printer.

1 This school is famous also for some of the 2 David, a master painter, is known to have
very earliest examples of pure landscapes in its  belonged also to a guild of miniaturists. But this
miniatures, i.e. landscapes which are not just a was probably exceptional and already a distinc-
setting for heaven or for divine activities. These  tion seems 1o have grown up between painters and
are painted with a beautiful and characteristic = miniaturists.
atmospheric quality and with a peculiar softness
of colour.
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During the thirteenth century when English, French and Flemish illumination was at
such a high level, German work, unaffected by the Gothic style, continued with the old
formulae. Consequently its quality inevitably declined. But in the fourteenth century an
important Germanic school sprang up in Prague, which was now the capital of the Holy
Roman Empire. Here under the patronage of the Emperor Charles IV was developed that
distinctive style of decoration called Bohemian. There is Gothic architecture for instance
in Princess Cunigunda’s Passionale (c. 1312) but it is not French Gothic. For Charles was
written the celebrated Golden Bull which contained all the constitutions of the Empire, and
was copied many times in varying degrees of splendour [45]. For his son the Wenzel Bible
was illuminated and though it is unfinished it is still a magnificent work. In the fifteenth cen-
tury there was a steady deterioration such as indeed occurred throughout the whole of Ger-
many. This was accelerated by the introduction of printing which seemed to be the signal
for illumination of ever increasing gaudiness, e.g. the Kuttenberg Gradual at Vienna.
And now the virtuosity enters which we shall find especially in France and Flanders during
this period, when illumination partakes more of the nature of painting than of illustration.
Already there have been many instances where the name of the illuminator is known but
now he loses all anonymity and leaves us in no doubt about his identity. The books painted
for Albert of Brandenburg early in the sixteenth century by Nicolas Glockendon and the
Prayer Book of William of Bavaria by Albert Glockendon differ in nothing but dimensions,
as Bradley says, from the works of the greatest contemporary painters. But as Bradley also
points out, painters and illuminators seldom trespassed on each other’s preserves because of
the strict rules of the guilds.

In England printing seemed to kill illumination much more quickly. During the thirteenth
century the Gothic style came from France and there was a general reduction of scale both
for pictures and for text, together with a more delicate and freer style of drawing. But early
in the fourteenth century the work of the East Anglian School begins to show some inde-
pendence, with its flair for the illustration of exciting narrative and profusion of decoration
which is sometimes carried too far. From it came some of the finest of all English manu-
scripts; and Margaret Rickert says that these manuscripts represent ‘in all respects the most
characteristically English phase of medieval painting’. East Anglia was at this time the centre
of the wool trade and very prosperous, and as many books were now being produced for the
laity as for the Church. Queen Mary’s Psalter (c. 1330) is a magnificent example of this
school, its first sixty-six pages a series of miniatures of Bible scenes with captions but with-
out any other text [46]. These are outline drawings coloured with transparent washes, look-
ing back to the Utrecht Psalter and quite different from the more conventional pictures which
come later in the book. In the lower margins of these later miniatures however is a series of
small tinted drawings of sports, hunting scenes and animals—a form of decoration that was
carried much farther, almost too far in the famous Luttrell Psalter. Now the flowers in the
borders begin to be of recognizable species, reminding us more of Flemish than of French
work. We find too in borders that the conventional leaf pattern is developing into a pattern
of feathery scrolls.

From about 1348 when England was ravaged by the Black Death until the end of the
century there is a dearth of good books. French illumination was now at its peak but we
lacked the princely patronage that fostered it there. At the end of this period however there
was a revival, exemplified by such books as the great Carmelite Missal and the Sherborne
Missal painted by John Siferwas and now in Alnwick Castle Library. A new influence can
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be discerned which seems to have come from Bohemia in exchange as it were for the benefits
of the East Anglian style which had recently spread as far east as this. Bohemian illumination
was now flourishing under Charles IV. Charles’s daughter, Anne, married Richard II of
England and among other things she introduced to the court the fashion of pointed toes
which we find reflected in miniatures of the period. The representation of foliage too seems
to be copied from Bohemian borders. But gradually French and Flemish styles prevailed and
later work, apart from an occasional masterpiece like the Hours of Elizabeth the Queen, tends
to be a reflection of foreign virtuosity, growing ever more florid. The new book-buying pub-
lic seems often to have been content with flashy and inferior work and the more accomplished
artists must have forsaken illumination for other branches of the arts. The death-blow
given by the Wars of the Roses was indeed a coup-de-grdce.

In Italy the thirteenth century, though it was the century of Cimabue and Giotto, was not
productive of many fine books.! Most of the early scribes there seem to have been French,
just as, later on, the early printers there were German. Illustrated choir-books, some of
them with initials more than twelve inches high, are among the most beautiful manuscripts
of this period and production of these continued by hand until long after the introduction of
printing. Fra Angelico is known to have illuminated some at Fiesole in the fifteenth century.
[44] Law books from Bologna were famous all over Italy and beyond for their decoration
and, curiously enough, their drolleries. Oderisi da Gubbio (whom Dante praised) worked
on some of them.

Bologna led the other Italian cities in the art of illumination throughout the Gothic
period. Miniature painting still held its own with large scale painting but in the fourteenth
century Florence began to vie with Bologna and at the same time the miniature began to
take second place. The broader style of the Florentines seems to show that they were panel
painters first and miniaturists after. In Siena on the other hand artists like Tegliacci made
no distinction between the two arts. Tegliacci may have been responsible for a wonderful
Dante now in Perugia, one among many copies of the Inferno which was now being illu-
minated by masters of all schools.

The Gothicstyle as it was known in France did not greatly affect Italy as a whole. Byzantine
tendencies still persisted, especially in Venetian manuscripts and are to be seen in-certain
antiphonals in St. Mark’s Library. And Venetian manuscripts also show a definite
Byzantine feeling throughout the period. In Lombardy however French influences were
stronger, and the Gothic style lingers there. In the work of Giovannino de’ Grassi we find
spiky pinnacles similar to those in French manuscripts of the time. ‘Giotto and his followers
changed the course of art in many things,” says Morey, ‘but they did nothing so extra-
ordinary as their transformation of the form and formulae of the French decadent Gothic
style.” Towards the close of the fourteenth century Italian artists were working in France
on books for the Duke of Berry and so, although her own great period of illumination was not
to come until just before the arrival of printing, Italy made her contribution to France’s
glory.

On the other hand the fifteenth century, particularly the period between 1455 and 1484,
was an age of great achievement, in illumination as in the other arts. It was ironical that
illumination flowered so much later in Italy than elsewhere and that it was at its height just

! It may be worth mentioning that an early Western books written on paper. But after the
thirteenth-century book of Astronomical Trea- introduction of printing, paper was used much
tises in the British Museum is one of the oldest more for manuscripts.
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when printing arrived. It was bound to succumb but it held out for a surprising length of
time. The effects of the Renaissance, which we associate with the revival of classicism in
fifteenth-century Italy, were as potent on the printed book as on the manuscript. After the
sack of Constantinople of course many Byzantine manuscripts reached Italy but they appear
to have been valued more for their literary contents than for their illumination. Perhaps one
reason for their comparative lack of influence was the close relationship between illumination
and painting in Italy at this time. Just as in the north, painting grew out of illumination and
then made itself independent. But in Italy, where the quattrocento was one of the most
glorious periods of painting that the world has ever seen, the arts remained more closely
allied and wherever there was a school of painting we find also a school of miniaturists, the
influence of whose art is often to be seen in the altar-pieces of the time.

But the first generation of great Renaissance painters were more interested in monu-
mental art and it was not until later that their influence began to be felt. There is indeed a
monumental quality about the huge Graduals that were produced between 1463 and 1471
for Florence cathedral. At the other end of the scale were the little Books of Hours with
exquisitely detailed borders by Francesco d’Antonio, notably the one executed in 1485 for
Lorenzo the Magnificent which is known as the Uffiziolo, and Bishop Donato’s Lectionary
of 1436 in the Morgan Library with its host of little miniatures about two inches square [48].
Gherardo and Monte de Giovanni are celebrated for their landscape backgrounds in the
manner of Fouquet, giving the page a dépth more suitable perhaps to the mosaics on which
they worked with Ghirlandaio and Botticelli. They also illuminated, for Matthias Corvinus,
King of Hungary, Didymus’s De Spiritu Sancto which has a text written by Sigismundus de
Sigismundis, the most famous scribe of his day. Attavante, whose workshop produced the
famous Urbino Bible (1476-8) for Federico di Montefelto, was highly esteemed in his own
time but to us his pages seem too ornate even in that decorative age and his compositions
too crowded. For Matthias Corvinus he too produced, among other manuscripts, a fine
breviary in 1487; but it is certain that much of the work that came from his shop was not his.
His followers in the early sixteenth century tried to outdo him and this marks the decline of
Florentine work [53].

Italian manuscripts have always been famous for their calligraphy and there is a calli-
graphic quality about much of their ornament, especially of their initials. By now the roman
hand was replacing the Gothic, anticipating the introduction of roman type by Jenson, the
printer. Italian illuminators were more sensitive than most to the physical matching of
pictures and text and the new style of writing had its effect on miniatures as well as on
initials. The humanist book, which we are apt to associate with roman type and with print-
ing, thus had its origins much earlier. There was an enormous demand for books, especially
in Florence. Vespasiano da Bisticci, a famous Florentine publisher, employed numerous
copyists and illuminators to produce the Greek and Latin classics for wealthy nobles, as
well as liturgical works for the monasteries. We can trace the beginning of an antiquarian
style in the humanistic book with its opening page framed in the Romanesque manner, a
fashion that was even perpetuated in the earliest printed books. This subdued decoration
was probably felt to detract less than true illustration from the literary value of the book
which, for the humanist, was always paramount. It gives us too a curious side-light on what
the Renaissance artist thought classical illustration was like.

If the Renaissance style may be said to have started in Florence it was in Ferrara that it
produced some of its most original manifestations. The Este Court was from 1450-71 a
scene of unparalleled brilliance and from here, between 1455 and 1461, came one of the
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38. The Borso d’Este Bible. Italian, 1455-61. 143" x 10}". School of Ferrara. Illuminated by Taddeo Crivelli
and others. Modena, Estense Library
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great masterpieces of the Renaissance, the Borso d’Este Bible [38]. Crivelli, Franco de’ Russi
and the two or three others who provided the miniatures were all under the spell of Piero
della Francesca who himself was painting at the Court. The little pictures embedded in the
borders have in fact the same characteristics as the big easel pictures of the time.

De’ Russi combined with Guglielmo Giraldi to produce a wonderful Divina Commedia in
about 1480. One of the finest of all the many Dante manuscripts, its 110 large miniatures
stand out even in such a rich period by their originality of conception [51]. There is also a
fine four-volume Bible illuminated by Giraldi a few years before the Dante. The Ercole
d’Este Breviary (1502) on which three artists worked, is the most notable late Ferrarese book,
and here we find an imitation of the Flemish border which is a feature of Italian illumination
in decline. Most Italian books of the time, irrespective of origin, have borders on the first
few pages in which are embedded miniatures in medallion frames with a coat of arms at the
bottom. But Ferrarese borders are even more elaborate, except when they imitate the twelfth
century in antiquarian style with interlaced bands of white or gold which are thrown into
relief by filling the interstices with alternating colours.

Bologna, long displaced from her former primacy, was now producing manuscripts that
imitated those of Ferrara; but in the beautiful Book of Offices of Giovanni 11 Bentivoglio
(1497) and the Ghislieri Book of Hours (which contains a miniature by Perugino) Bologna is
seen to be reasserting her own individuality. In Padua at the end of the fifteenth century we
can identify in Benedetto Bordone a great miniaturist who also produced wood-engravings.
Many artists of this time must have worked for both manuscripts and printed books but it is
difficult to identify them, for they never signed their engravings as they did their miniatures.
In Verona Francesco and Girolamo dai Libri, working like Bordone under the influence of
Mantegna, seemed to carry the art of illumination to a point beyond which it could progress
no further.

In Lombardy the Gothic style lingered on long after everywhere else. The influence of
Leonardo has been discerned in certain manuscripts from Milan such as the Book of Hours
in the Fitzwilliam. But a far more important figure for the book is Belbello da Pavia, one of
the greatest of all Renaissance miniaturists. His work in the second part of the Visconti Book
of Offices, for certain Venetian choir-books and for a fine Plutarch [50] in the British
Museum shows a love of brilliant colour, of minute detail and of exquisite landscape back-
grounds. Salmi comments on the ‘calligraphic bravura of his rapid, agitated and vigorous
line’. His borders are often over-elaborated and when, as in the Plutarch, he dispenses with
them altogether the miniatures benefit considerably. At the end of the century the famous
Sforza Book of Hours came from Milan and to this book, rich as it is, Charles V later added
some beautiful Flemish miniatures. The Libro dell’ Iesus, also executed for the Sforzas right
at the end of the century, has full-page miniatures without any ornamentation save for gold
frames which emphasize their detachment from the book.

By the sixteenth century, with printing now well established, manuscript illumination
was being practised only to please wealthy patrons by artists like the admired Giulio Clovio
whose miniatures, inspired by Michelangelo and stippled with minute points of colour,
have been likened to reduced versions of large-scale paintings. Nevertheless his Book of
Hours of 1546 for Cardinal Alessandro Farnese is a tour de force. The page here reproduced
[52] has been called ‘probably the most original, elaborately conceived and delicately
executed illustration to accompany the Litany ever attempted’. In it we can see reflections of
the mannerist style which was fashionable in Italy at that time.

Illumination at this period was generally confined to religious books but at the same time
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39. The Bedford Book of Hours. French, 1423-30. 10" x 71", British Museum.
Add. MS 18850
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40. Charles the Bold’s Book of Hours. Flemish, 15th
century. 9” x 6”. A miniature by the Master of Mary
of Burgundy. Vienna. Cod. 1857

41. The Grimani Breviary. Flemish, 1490-15I0.
11" x 81". Venice. Marciana Library. Lat. I, 99 (2138)
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42. Josephus: Fewish Antiquities. French, 15th century. 17" x 113", Painted by Fouquet.
Paris. B.N. Fr. 247




43. Hours of Anne of Brittany. French, 15th
century. 113" x 73". Painted by Bourdichon.
Paris. B.N. Lat. 9474

44. Diurno Domenicale. Ttalian, 1409. A
Gradual illuminated by Fra Angelico and
others. 261" x191”. Florence, Laurentian
Library, Cor. 3

45. The Golden Bull of Charles IV. Bohe-
mian, 7400. 161" x 12”. Vienna. Cod. Vindob.
338
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46. Queen Mary’s Psalter. English, 14th
century. 103" x63". A full page tinted
drawing of a scene from the Creation.
British Museum. Royal MS 2 B. VII

47. The Commentary of Beatus on the
Apocalypse of St. Fohn. Spanish, 12th
century. 18" x123}". Manchester, John
Rylands Library, Lat. MS 8

48. Bishop Donato’s Lectionary. Italian,
15th century. 10" x7”. New York. Pier-

pont Morgan Library. M. 180
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49. Petrarch’s Trionfi. Italian,
late 15th century. School of
Florence. 81" x 6". Pen draw-
ings made in preparation for
illumination in colour. Bod-
leian Library. MS Canon.
ital. 83
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50. Plutarch’s Lives. Italian,
15th century. School of Lom-
bardy. 131" x9l”. Illumin-
ated in the school of Belbello
da Pavia. British Museum.
Add. MS 22318
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51. Dante’s Divina Commedia. Italian, c.
1480. School of Ferrara. 191" x 91”. Illumi-
nated by Franco de’ Russi and the Giraldis.
Vatican Library. Urb. Lat. 365
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52. Book of Hours. Italian, 1546. 63" x 41".
Painted for Cardinal Farnese by Clovio. An
illustration to the Litany. New York, Pier-
pont Morgan Library M. 69
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53. Sardi: Anima peregrina. Italian, late 15th
century. 143" x10}". School of Florence.
Illuminated by Attavante. Rome. Corsiniana
Library, MS 612

54. Codex Zouche-Nuttall. Mexican, c. 14th
century. 71" x10”. Mixtec Migration story
and volcanic eruption, painted on deerskin.
British Museum
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there was a curious revival of copying the classics and giving them new illustrations; Vasari
for instance performed this service for the well-worn Dioscorides. At the opposite extreme
from this antiquarianism are the occasional miniatures that seem to imitate the printed
illustration. Could anything indicate more clearly the decline of illumination?

Spain has been left thus late, not because her work is any less interesting than that of
other countries but because it was subject to alien influences and requires separate treat-
ment. From the eighth to the eleventh century Spain was almost the only repository of the
classical tradition which was lost elsewhere in the West. Moslem rule affected chiefly the
south and as in Islamic countries it was tolerant towards Christianity and it encouraged
learning. Cordova in fact became in the tenth century a centre of learning and a place of
pilgrimage for scholars from all parts of the civilized world.

Mozarabic art is the name given to the Christian art which flourished under the Moslems;
Mudejar art that of the Moslems who stayed after the Christian conquest and kept their own
culture. The former was more productive of illumination but it had a great deal in common
with the latter, particularly the richly decorative Oriental element. There are of course many
early Spanish manuscripts which show strong Carolingian influences, particularly those of
the tenth-century Catalan school. Two famous Bibles of this category may be mentioned,
that of St. Peter of Ronda and the Farfa Bible—both of great beauty. But Spain’s most original
examples of illumination are Mozarabic and the most remarkable Mozarabic manuscript
is the famous Commentary of St. Beatus on the Apocalypse. It was written in the eighth
century and frequently copied during the next 400 years. Even in the eleventh century copy
made at Saint-Sever in the south of France and illuminated by Etienne Garcia the Mozarabic
character of the pictures is unchanged, the violent colours, the dreamlike atmosphere of the
apocalyptic vision [47 and 55].

After the defeat of the Moslems the Oriental element in Spanish illumination gradually
decreased, and it became less and less distinctive. It succumbed to the Gothic fashion in the
thirteenth century, and there are one or two delightful books by Alfonso X illustrated in this
style—the Lapidary and the Book of Chess for instance. Alfonso was a great patron of letters
and with his encouragement the Cronica General was written and illustrated. From then
until the introduction of printing Spanish illuminators contented themselves with imita-
tions of Italian or Flemish work, the difference being that colouring is generally subdued
in deference to the Inquisition. So we find, in the fifteenth century, miniatures with black
backgrounds and draperies. But these restrictions were eased in the sixteenth century and
under Philip II some of the finest Spanish manuscripts appeared. The introduction of print-
ing was a very slow affair in Spain and Portugal, and illumination therefore persisted longer
than in most other countries and perhaps influenced printing design more. The magnificent
and enormous choir-books ordered by Philip for San Lorenzo of the Escorial between 1572
and 1589 were partly produced by Italians (Scorza of Genoa, a famous miniaturist of the time,
was one of them) and display an Italian richness. The flowering of Spanish painting
in the next generation must have owed much to these miniaturists—in whose work however
one can hardly expect to see as yet the emergence of a national style.

Calligraphy was always highly esteemed in Spain, even more in Portugal, and many
fifteenth-century manuscripts depend entirely on their writing for their beauty. Portugal
was politically connected with Burgundy and Flemish strains are apparent in Portuguese
manuscripts. Her greatest manuscript was perhaps the Bible of the Hieronymites which was
mostly written by Italians. In Portugal as in Spain good manuscripts continued to appear




55. The Commentary of Beatus on the Apocalypse of St. John. Franco-
Spanish, 11th century. 141" x 111”. A copy of the famous Spanish work,
illuminated at Saint-Sever in Gascony by Etienne Garcia.
Paris. B.N. Lat. 8878
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long after printing arrived. The British Museum has a Missale Romanum dating from about
1557, its title-page reminiscent of contemporary engraved titles with its formula of Roman
soldiers supporting a tablet.

When in 1519 Cortes arrived in Mexico he found a highly developed form of picture
writing which survived long after the Spanish conquest. Many of the wonderful books
which were written by this method were preserved by the Spaniards (though unfortunately
many more were destroyed) so it seems proper to give some account of them here although
they have nothing in common with European illumination at all.

The books themselves were folded rolls of deerskin or of tree-bark paper, and the pic-
tures were painted in the most brilliant colours imaginable. The subject-matter was generally
magic or history, going back in time to the era before the Toltec Empire. The magic books
have been described by C. A. Burland but few of them survive, the best being the Codex
Borgia and the Codex Laud at Oxford. Of the history books the best are the Aztec Codex
Boturini, the Mixtec Vienna Codex, the Codex Zouche Nuttall [54].

These books are unique because they demonstrate the evolution of writing and its origin
in picture. In those which have no writing, like the Vienna Codex, the illustration s the text,
so to say. And there is a barbaric splendour in the colour and pattern as well as a more subtle
skill in their disposition on the page. ‘There is,” says Burland, ‘an insistent rhythm in the
pattern that is almost like music. . .. This is all exciting to the eye and at the same time
regularized by its dependence on a very strictly observed code of proportion’.

Even in Spain and Portugal the illumination and indeed the production of manuscripts
had virtually ended by the seventeenth century. Manuscripts like those which Jarry pro-
duced for Louis X1V are few and far between. It is a commonplace to say that manuscripts
were killed by printing but this does not seem quite to account for the decay of illumination
which relied on colour inaccessible to printers until the nineteenth century. That curious
but often very effective hybrid, the printed book with painted decoration, was only a transi-
tional apparition. The answer seems to be an economic one. Where, as in Spain, the Church
continued her patronage, illumination flourished to a comparatively late date. But elsewhere
lay patronage was not enough to arrest its decay.

In Russia, where printing developed relatively late the production of manuscripts
continued ‘well into the sixteenth century and beyond. Although Byzantine and Balkan
influences were strong important native and some oriental elements appear. The style
of the icon is often seen in the frontispieces depicting the Evangelists that embellish the
Gospel manuscripts. A highly characteristic feature is the oblong headpiece made up
of interlacing ornaments, or flower and plant motifs, all carefully and accurately drawn
[166a). Initials, though often decorated in the earlier manuscripts, were never historiated.

In the fifteenth and sixteenth centuries we find a curious subjectivism in the miniatures
which appear in the manuscript books. They comment on the text rather than illustrate
it, and as in Western marginal drawings of an earlier date, they often reflect the everyday
life of the world around.In other manuscripts, for instance the much copied Cosmography
of Cosmas Indicopleustes, an ancient Byzantine traveller in India, we find strange invented
grotesque animals, similar to those in Western bestiaries.
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Ornental Illumination and Illustration

ISLAM

confined to the period following the downfall of Constantinople when Byzantine art

practically disappeared. And while Islam may perhaps be called an artistic heir of
Byzantium, yet her art derived also from all the other countries where the Moslems ruled—
Syria, Armenia, Persia, Egypt and, much later, India. Syria we have already seen as a con-
tributor to the Byzantine synthesis and her influence on Christian iconography was decisive
for all time; but very few of her manuscripts survive. We have seen that therz was a time
in the sixth century when many beautifully illuminated Armenian books appeared, but
again we have nothing until the tenth century when the Gospel Book of Queen Mligé [58] was
produced. Until the thirteenth century there was a flourishing Armenian school producing
decorative work of an astonishing intricacy but after the fifteenth century it decayed. In
Persia we have already seen how illumination flourished under the Sasanids and how a link
with Central Asia was formed by Manichaean miniaturists who fled eastwards from Persia.
Although nothing remains of this glorious period except hearsay, the Sassanian tradition
reappears after Persia was conquered by the Mongols in the thirteenth century. Egypt’s
offering was Coptic art, a primitive accompaniment of the Coptic Christian literature
which poured forth from the great monasteries that were founded about the fourth century.
It continued even after the Arab conquest in 641 for the Moslems seem to have been
amazingly tolerant in such matters. As for India it was not until the beginning of the six-
teenth century when the Mughal period began that there was any close intercourse, and then
she received from Islamic illumination more than she contributed.

From the eighth to the twelfth centuries we have the extraordinary spectacle of Islam as
one of the leaders of the civilized world in scientific thought and culture. It is said that some
of their libraries contained over 100,000 volumes. Although very few complete illuminated
books survive from this period (those that escaped the Mongolian invasion were destroyed
after the Christian conquest of Spain) it must have been fruitful in that respect too. A
thirteenth-century translation of Dioscorides is interesting, although it is of no great artistic
value, because it shows Islamic care for Greek learning. But generally speaking the develop-
ment of Islamic illumination was governed to an unusual degree by the Islamic religion.
Orthodox Moslems were opposed to any representation of the human figure, or indeed of
any living being whatsoever. Illustrators working under the patronage of the great some-
times transgressed the law however and ‘transcribed the classics of love or of war’. But for
obvious reasons they never signed their work.

The banning of representational art led naturally to decoration rather than illustration and

I tis convenient to discuss Islamic work here because our knowledge of it is almost wholly




56. The Magamat of al-Harir:. Baghdad School, 13th century. 15” x 11”. The Procession.
Paris. B.N. MS 5847
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as the copying of the Koran was an act of merit, such decoration assumed a calligraphic
quality, and took the form of ornamental flourishes and so on. This attitude was also a bar to
the spread of printing which might otherwise have reached Europe much sooner from China.
From fragments which survive it seems that the earliest Islamic books of the ninth to the
twelfth centuries had much in common with those of the Hiberno-Northumbrian school
which preceded them, with their pages of pure decoration reminiscent of the Book of
Durrow. :

The calligraphy itself was of the utmost importance, for the meaning of the text was held
to be dependent to some degree on the script in which it was written. A master in fact could
add overtones to what he wrote and thus make his own addition which was more than a
purely decorative one. It has been suggested that this may have been one of the reasons for
the late arrival of the miniature in Islamic books. -

Like the Bible in the West the best decoration and calligraphy were lavished on the Koran.
Representational illustration is seldom or never found, but there is a wealth of ornament and

" colour, especially the combination of blue and gold. Many motifs seem to have been bor-
rowed from Persian carpets and textiles, or at least the same designs are often found in both,
and endpapers usually received far more attention than they did in the West. The Byzantine
and Islamic genius was for borders made up from repeated units or motifs, a fashion that
was not copied in the West until much later on. Apart from the Koran a few secular works
have come down to us from this early period and they provide rare examples of representa-
tional art. There is for instance T/e Magamat of al-Hariri [§6] now in Paris. It is a picaresque °
story book and came from Baghdad just before the Mongol invasion in the middle of the
thirteenth century. Its illustrations give us an invaluable picture of the daily life of the time,
and they are displayed with an eye for the layout of the page. They show too a great gift of
imagination and humour which is quite lacking in the elegance of later Persian illumination.

In 1258 Baghdad was captured by the Mongols and by the end of the fourteenth century
they had established their rule over Persia and most of the Islamic area as well as China. The
conquest brought with it an unspeakable trail of bloodshed and destruction but when it was
over a more settled period began in which the arts of the book flourished again. It is at this
point, Carter suggests, when the Islamic barrier between East and West was broken, that
block printing came to Europe in the wake of the Mongol invasion of Poland and Hungary.
But the Chinese stylistic influences that one would have expected to come with the Mongols,
although they are discernible, do not really amount to very much; a Bestiary in the Pierpont
Morgan Library, which goes back to the end of the thirteenth century and is the first dated
Persian book, has some miniatures in the colourful Baghdad manner and others in the almost
wholly monochrome style of contemporary Chinese ink-painting. The Demotte Shak-
Namah, produced some fifty years later and now broken up, has richer colouring and heralds
the beginning of the proper Persian style.

But it was not until the end of the fourteenth century that Mongolian influences were
completely digested and curiously enough this happened at about the time of another ter-
rible invasion from the East, that of Timur in 1386. In the manuscript of the Poems of
Khwaju of Kirman, now in the British Museum, the true Persian book at last appears [57]-
The chief Chinese contribution to these beautiful miniatures is the use of landscape but the
handling of the landscape was to be peculiar to Persia for the next two hundred years. All its
elements are conventionalized, the rocky background, the flowery foreground and the stiff
figures. The fact that it is two-dimensional, without shading or perspective, fits it well for
book illustration and it means that we do not feel any incongruity when we see part of the




§7. The Poems of Khwaju. Persian, 14th century. 12" x 8}”. British Museum. Or. 18113
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text actually inscribed on the picture. Our example shows how this was done by means of a
small panel let into the painting and it suggests too that the calligrapher was of greater im-
portance than the miniaturist.

It can be assumed that for a long time the calligrapher and the miniaturist were separate
people; but now the division of labour began to be complete just as it was in contemporary
Europe. Arnold distinguishes at least eight specialists: the painter, the leaf-cutter, the gilder,
the draughtsman, the binder, the preparer of gold-sprinkled paper, the designer of borders
and the master who supervised the whole. This supervision might be done, as in China, by
the calligrapher, the most highly esteemed of them all—even princes are known to have
been engaged in the meritorious act of transcribing the Koran, and to have designed if not
executed the ornamentation of the page. In the Mughal schools which flourished in the
sixteenth and seventeenth centuries further subdivisions of labour appear so that we find,
for instance, specialists in the painting of faces.! Binding is outside the scope of this study
but the splendour of Persian binding must be mentioned and particularly a later custom
which developed in the sixteenth century of painting designs on the covers of books to give
the reader some idea of the contents.

Under Timur, in spite of his warlike propensities, began the most brilliant period of
Persian art and it continued to flourish under his successors. It is an efflorescence compar-
able with that of the Italian Renaissance which was taking place at the same time. But there
seems to have been little artistic interchange between Europe and Asia. When Bellin' was
sent to Constantinople in 1479 to work for the Sultan he seems to have founded no new
school. Turkish illumination then and later was a pale reflection of Persian and few books
of note were produced in the cities which once were the centres of Byzantine illumination.
But in Persia there was much more official encouragement and a great general interest in
painting and literature. One would have expected that Western Europe, whose traders and
explorers were at this moment everywhere penetrating the Orient, would have produced
some effect on its book illumination. But it must be remembered that by now the printed
book has made its appearance in the West and painting had already separated itself for good
from book decoration.? In the East this step was not taken for four or five centuries and
meanwhile, until the time when Western models did make their appearance and were re-
sponsible for some deterioration, illumination continued as it had always done. This, in fact,
is my excuse for pursuing in this chapter the history of the Oriental book far beyond the
chronological limits imposed on the accompanying chapters on Western illustration. There is
little to be gained by treating them side by side.

Bihzad was one of the first Persian artists that we know by name, and was the most
famous of this era. He flourished between 1470 and 1520 when poetry as well as art was at a
very high level. It was poetry that was most frequently illustrated and Bihzad’s illustrations
for the poems of Sa‘di and Nizami are a tribute not only to the artist’s skill, but also to the
literature that inspired it. Poetry, especially of the lyrical sort, is notoriously difficult to
illustrate because it seldom presents a series of clear-cut situations like a novel or a history. It
consists of intangibles and its images, however prolific, are often too nebulous or too sub-
jective to be caught and pinned down by the artist. Bihzad’s art and that of the school he
founded was admirably adapted to the lyricism of Persian poetry. But far from being
amorphous, it is minute work containing details that can be scrutinized under a magnifying
glass. Every element is carefully thought out. For instance as the hero’s love increases so the

_ *The same thing is found in English illumina- 2 For the curious influence of Western en-
tion of the eleventh century. gravings on Mughal illustration, see below.



59. The Khamsa of Nizami. Persian, ¢
195. 7" % 6”. A miniature by Bihzad and
Mirak showing a scene in a Turkish Bath.
yritish Museum. Or. 6810

58. The Gospel Book of Queen Migé.

Armenia, 10th century. Venice. Mekhi-
tharist Library
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60. An illustration to the Chaurapan-
chasika, a poem by Bilhana in loose-
leaf form. Central India, c¢. 1550.
61" x81". N.C. Mehta, Bombay

61. The Corufia Bible. Hebrew-Span-
sh, 1476. 111" x9". Bodleian Library,
{ennicott I
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62. Scroll attributed to Toba Sojo. Japanese, 11th century. Height 113",
Kozanji Temple, Kyoto

63. A drawing by Hsia Kuei on a silk album leaf illustrating a
poem on the facing page by the Emperor Hsiao Tsung. Chinese,
12th century. 91" x 93”. Boston Museum of Fine Arts
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64. Wood-cut from the popular drama Western

from a

romance engraved by Huang Yu-lin, ¢. 1590. 13" x 9",

”

ching. 13" x 9",

65. Surprise encounter between two lovers,

Chamber (1569) engraved by Ho-

66. A wood-cut from a poetic drama engraved by Liu

"

”

Su-Ming, ¢. 1590. 13" x 9",



'——

ISLAM . 93

colours grow warmer, and vice versa. The fleeting moods of the poetry have been translated
by means of a system of symbols and, though later these were to become ossified, now they
share the freshness of poetry. An important point that Arnold makes is that Bihzad had gone
‘beyond the horror vacui of primitive art and knew how to make skilful use of empty spaces’.
Perhaps he was indebted for this to China whose painters and illustrators had solved the
problem centuries before [59].

The sixteenth century was an era of great painting in Persia and most of it went into books.
One of the most splendid is the Khamsa of Nizami in the British Museum. It is a collec-
tion of five metrical romances which formed a favourite vehicle for illustrations during this
period—Bihzad had already illustrated it in a much smaller format. This is a large book
executed at Tabriz in the middle of the century. It has several fine frontispieces which were
a feature of Persian books but what is more unusual is the remarkable marginal decoration
that surrounds the text pages as well as the miniatures. This, like the Flemish borders that
preceded it in Europe, takes the form of animals and flowers but there the resemblance ends.
The Persian borders are two-dimensional in flat gold on a creamy background which gives
the effect of a subdued pattern very different from the brilliance and depth of Flemish
work. But the unity of the book is enhanced because the border does not distract the eye,
and in addition there are other devices to tie the text to the pictures. Both are surrounded by
a combination of ruled lines for instance; and though the panels so formed are not exactly
the same size for text and illustration, as they were in many other contemporary books, still
they help to balance the pages and teach us that it is easier for the calligrapher to achieve
homogeneity in the books he designs than the painter.

The decline in late seventeenth century Persian book illustration is partly due to the habit
of imitating European models, and partly to the decline of patronage. Moslem India, upon
whose artists the Persian mantle fell, was subjected to the same influences in Jehangir’s
reign (1605-27) but seems to have assimilated them better. Mughal book illustration started
by being predominantly Persian in character; and it was under the Emperor Humayun that
book-painting received the official encouragement that seems to have been a sine qua non
almost for its very existence. We know little of early Hindu painting but it was encouraged
by the Hindu religion and its influence is plainly to be seen in work done for the Mughal
emperors, who although they were Moslems, seem to have patronized it. The early Hindu
books were on palm leaves or birch-bark, of which the former was used in parts of India
until the end of the eighteenth century. It is not surprising then that few have survived on
such an impermanent material, but we know that Gujarat had an outstanding school of
illustration influenced by Persia, which flourished from the first half of the twelfth century
until the sixteenth when many of its artists went into the service of the Mughals. Thereafter
Hindu books are strongly influenced by the Persian idea. The characteristic oblong shape
of the palm-leaf manuscript gives way to the upright Persian format; and the use of paper
was copied from the Moslems too. What remains is the more important because it consti-
tutes the essence of Hindu illustration. It is a special conception of the connexion between
painting and literature, in which each play an equal part. The legends of Krishna and Radha
provided a fertile source of poetry but as Gray says the pictures that accompany the verse
no more ‘illustrate’ it (in the usual sense) than the verse describes the picture; ‘both express
the sentiment of the moment chosen’ [60]. In the seventeenth-century Ragmala illustra-
tions, music enters the partnership. Poems were written and pictures were painted on musical
themes, so we have here perhaps the only moment in our history when the three arts com-
bine.

E B.H.B.I,
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To begin with, Mughal illustration shows few of these traits. Humayun, the second
Mughal emperor, imported two Persian artists to supervise the illustration of the ‘Romance
of Amir Hamza’ or the Hamza-Nama. It was planned as a very large work, measuring about
22 x 28 inches, and consisting of twelve volumes with a picture on every page. As many as
fifty painters are said to have worked on it and it was not finished until after Akbar had suc-
ceeded to the throne in 1556. It is not surprising therefore that there are in it stylistic dif-
ferences and that in the course of the work we can perhaps discern the emergence of Mughal
characteristics, the chief of which seems to be a desire for greater naturalism.

This tendency gathered force under Akbar (1556-1605) who was a great patron of the
arts. He could not read himself and delighted to have romances read to him from the 24,000
volumes which his library contained. He kept a staff of book-painters whose work was sub-
mitted to him every week and who were rewarded accordingly [67]. Among them were many
Hindu artists, for Akbar was interested in the older culture and for him the two great
Sanskrit epics, the Mahabharata and the Ramayana, had been translated and illustrated.
Perhaps the Hindu contribution is seen in the illustrated books of animal fables that were
produced during his reign. At this time, too, Western influence began to make itself felt and
some of it can be traced to the presentation by Portuguese Jesuits to Akbar of a Plantin Bible
with Flemish engravings. Later and especially under Akbar’s successor, Jehangir, it is not
uncommon to find in the background of a Mughal illustration a village transported bodily
from a Flemish or German engraving or miniature.

Jehangir employed his artists to paint separate pictures (especially portraits) rather than
to illustrate manuscripts and even though these pictures were often bound up into albums
this step marks the emancipation of Mughal painting from book illustration. After his reign
the prestige of the artist decreased and his work deteriorated correspondingly until the
break-up of the Mughal Empire in the middle of the eighteenth century.

HEBREW ILLUMINATION

During the Middle Ages the Jews were so widely dispersed throughout Europe and Asia
that one might expect the illumination of their books to partake of innumerable foreign
characteristics. But their unique ability to keep their nationalism intact is reflected in the
peculiar qualities of those books and this distinguishes them from those which were pro-
duced by their Gentile compatriots. Nevertheless, there is a distinct difference between
Eastern and Western Jewish books. The former are less representational in their decora-
tion and nearer to the Islamic books which were being produced in neighbouring countries.
But although the ritual copies of the Bible had to be free of illustration and decoration, this
veto did not apply to private Bibles, or to secular books. We know that the historian Josephus
was originally illustrated, and Roth has said of the oldest surviving illustrated Pentateuch
(which dates back to the,tenth century), that its drawings are stylized enough to suggest a
long previous development going back to the classical period.

In these Eastern books there is the same preoccupation with calligraphy that we find
amongst the Moslems, and this often takes the form of enormous initial letters in gold on a
blue background. The large solid areas of gold produce a splendid glitter quite different
from the jewel-like effect of the smaller gold initials in Christian manuscripts. In East and
West alike most of the decoration was lavished on religious books—Bibles, commentaries and,
especially in fourteenth-century Spain and Germany, the Haggadoth, an order of service for
Passover Eve that has shown a curious stylistic traditionalism in its illustration right down




67. The Akbar-nama. Mughal, c. 1602. 143" x 93". A miniature by Kesu and Chatar, depicting
the birth of Salim. London, Victoria and Albert Museum
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to the present day. In Western Jewish books representation is rare but it is commoner than
in Eastern; and where it is found it is often based on local Christian illustration and may
well have been executed by Christian artists. The finest books of this class are the Spanish
fourteenth- and fifteenth-century Bibles, such as the Corusia Bible of 1476 in the Bodleian.
In these the human figure seldom appears but instead we find pictures of ritual objects
which are treated decoratively, and fulfil their function admirably. After the fifteenth cen-
tury with the increasing persecution of the Jews, illumination declined everywhere except
in Italy where it continued to flourish well into the sixteenth century.

CHINA AND JAPAN

The art of the book in the Far East developed in complete isolation in spite of that brief
period in the thirteenth century when most of Asia was united under Mongolian rule. We
have already seen in Chapter 1 how far ahead China was of the West in the use of wood-
cutting, of paper, and of movable types; but the point is that none of these discoveries seems
to have been developed. Until recent times both China and Japan! have lagged far behind
the West in printing techniques and most of their illustrated books have been produced by
hand. Furthermore their scroll-painting is such a large part of their whole artistic output
that any survey of their book-painting is likely to assume much too wide a scope. In other
words there was far less distinction than in the West between the painting designed to
illustrate a text and the painting designed to stand on its own.

The distinction is even more blurred by the tradition of ‘literary painting’ which started
with Wang Wei during the Chinese T’ang Dynasty (618-906) and continued for many cen-
turies. Wang Wei was supposed to have been the first to combine the functions of painter
and poet, a phenomenon that appeared habitually in no other country. Such a combination
would seem to promise something outstanding in the way of illustration, because when a
man attains equal eminence in the two arts (as Blake did) he is often able to fuse them in a
way that would be impossible otherwise. But unfortunately for our subject neither these
‘literary painters’ nor their later successors ever practised illustration as we know it. Some-
times indeed they inscribed poems on their pictures and this was done even more often by
other and later hands. As early as the sixth century we find instances of this subtle inter-
relation between painting and poem, the former expressing pictorially the mood of the
latter, as the Persian miniatures were to do some centuries later. But although in a sense this
is illustration, it is not book illustration and it must not detain us here.

Another element that helped to draw painting closer to writing was calligraphy. As later
in Persia calligraphy was held in greater esteem than painting and the writing of the text
came to be of greater importance than its illustration. But, unlike Persian, Chinese calli-
graphy was practised with the brush which gave it a closer connexion with painting; and
the Chinese ideogram was of course a picture of the thing described rather than an abstract
letter-form, and so itself pariook of the nature of the illustration. Scrolls continued in the
East long after they had been superseded in the West and their capabilities for continuous
strip illustration (often without text) was fully exploited, especially in Japan. Buddhist
scrolls are found as early as the eighth century, but the classic period of the makimono
(the story-telling roll designed to be inspected in the process of unrolling) is from the
eleventh to the fourteenth century. This is a highly developed form of illustrative art, in

1 But see Chapter 6 for Japanese colour-printing.
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which the chief function of the pictures is narrative, and text and decoration play a minor
part. The eleventh century Toba Sojo scroll with its wonderful nature painting and its
satirical pictures of animals behaving like humans [62] was followed by the twelfth century
Takayoshi Genji. There are illustrated sutras of this period inscribed in gold or silver on
blue paper and it is thought that among the pictures in the later rolls some may have a
printed base though properly printed scrolls do not appear until the fifteenth century. In
the thirteenth century several masterpieces appear such as Keion’s Heiji Monogatari and
early in the fourteenth came the most famous of them all, Kasuga Kenki by Takakane.
This consists of 20 rolls painted on silk, one of its features being the exquisite painting of
landscapes, an art which Japan had borrowed from China.

Now it is true that pure landscape as distinct from landscape as a background for figures
does not lend itself to illustration; but it can make an exquisite accompaniment for a poem
in the manner already described, and to illustrate this we reproduce a picture from a fan-
shaped album leaf painted on silk [63]. The painting is by Hsia Kuei who lived at the end
of the twelfth century and the poem (here inscribed by the Emperor Hsiao Tsung on the
facing page) was written long before. The subtle relationship of the calligraphy (quite
apart from the sense of the poem) to the painting is more apparent to Eastern than to
Western eyes. Another example of painting inspired by an Emperor’s calligraphy is that of
Ma Ho-chih who a few years earlier illustrated some ancient ballads inscribed by the Em-
peror Kao-Tsung.

All this time block books were appearing in China though most of them were unillus-
trated. The earliest record goes back to the year §94. The greatest variety of block printing,
both of pictures and texts has been found in Turfan, an oasis in Sinkiang, 400 miles from
Tunhuang, where Buddhists, Christians and Manicheans all seem to have rubbed shoulders.
Nearly all the printing that has survived there, (the best of it dating from the thirteenth
century), is Buddhist, for the Buddhists seem to have been the first to realise the value of
reduplication. But generally the use of wood-blocks for texts seems to have been valued not
so much for the opportunity it gave of including illustrations (as in European block books)
as for the possibility of printing and reprinting texts without the intrusion of errors. It was
this that gained the approval of scholars for a technique which was earlier regarded as a
cheap substitute for the manuscript and fit only for the very poor. The great edition of the
Confucian Classics which appeared in 130 volumes between 932 and 953, or the Tripitaka
(the Buddhist canon) which followed soon after in more than 6,000 volumes, seem to have
been printed in very small numbers which suggests that the authentication of the texts was
of more importance than their availability to the masses—who of course could not read. It
may well be that the rarity of printed illustration! in works of learning reflects the same
scholasgic prejudice as we shall find later in Renaissance Italy. It is certain that under the
Sung Dynasty (960-1280) printing was reserved for works of great dignity produced under
royal patronage, such as Po Ku t’u lu, the catalogue of bronzes in the Imperial collection,
which is illustrated with many woodcuts.

The Yuan Dynasty, which succeeded the T’ang and lasted until 1368 was a time of Mon-
gol domination and of intercourse with Islam. But although Chinese wares (and perhaps
Chinese woodcuts) reached Europe there is little Western influence discernible in China.

At the end of the fourteenth century movable types suddenly appeared in Korea and soon
after in Japan. But although both countries reached a high degree of skill in the production

of printed books, the woodcut seems to have remained essentially a separate thing, and type
' This refers to imaginative not documentary illustration such as diagrams
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68. The Life of Shakyamuni Buddha - Chinese, 1486. 14" x 83"

and cut were seldom united in books of any dignity until the seventeenth century. When
they do appear together they often achieve a striking unity which is due to the fact that the
type itself and its letter-forms derive directly from the woodcut. There are a few early excep-
tions among Japanese religious books, namely the Y#zz Nembutsu Engi (early fifteenth
century) and a biography of Kobo Daishi (late sixteenth century) both painted rolls with very
large cuts, some of the illustrations being several feet long. .

The Ming Dynasty which began in China in 1368 reacted against everything foreign and
looked back to the T’angs. A book of episodes in the life of Shakyamuni Buddha which
dates from 1486 is reminiscent of the eighth-century roll on the same subject which has
already been mentioned. The upper half of each page of this large book contains a cut,! so
that the pictures can be read continuously as an alternative to the text. There is no feeling
here for the double-spread picture which was later to become so common in China and
Japan. The cuts, though crude, are more accomplished than European cuts of the same
date [68].

During the first 200 years of the Ming Dynasty most of the illustrated books were reli-
gious in character. After about 1570 cuts are to be found in all sorts of books, classical,
historical and literary, and a greater degree of delicacy and precision becomes apparent.
There is much more flexibility also in the layout of the page. The double-spread picture
makes its appearance and we also find groups of cuts at the beginning or the end of the book
and suites, several connected pictures following one after the other, often in the middle of
the text. We find cuts of a circular shape and another very curious arrangement that seems to

! This is a characteristic of the Kien-Ngan school of
woodcutting throughout the Ming period
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be peculiar to the Oriental book is the picture divided into two, one half b;‘:ing printed on
a recto and the other half on the verso overleaf; no white margin is left at the outer edge of
the page.

There is much more experiment of this sort going on in China than in contemporary
Europe and in fact for printing the late Ming period is a time of great innovation in spite of
its reputation for conservatism. One development of the utmost importance that now ap-
peared was colour-printing. It was used for lines of the text as well as for illustrations and the
first book in this style was also one of the most important. This was Ch’eng-shih mo-yuan
of 1605 which was printed in five colours by the brothers Ch’eng and which is especially
interesting to us because its appendix consists of cuts of Western pictures taken from Plantin
engravings by the brothers Wiericx.

The last hundred years of the Ming dynasty, from the middle of the sixteenth to the middle
of the seventeenth century have been called the heyday of the Chinese illustrated book.
Quite apart from colour plates many novels and plays are decorated with monochrome cuts
in simple outline but of great beaury [64]. According to Mr. K. T. Wu they were usually
designed and cut by the same craftsmen among whom the Huang family and the Wang
family of An-Hwei province are the best known [65]. These book illustrations are even more
dependent than contemporary painting on the ti-pen system, which involved the use of
models created by famous artists. From these models tracings were made and then cut in
wood after adaptations of position or movement. The painter in fact provided the ti-pen and
the engraver did the rest—but it was the latter rather than the former who was the illustra-
tor. This system lent itself particularly to the depiction of the same person in different situa-
tions such as book illustration frequently calls for. The employment of ¢i-pen has been com-
pared to the use of Chinese characters by the calligrapher; it is not to be regarded as plagiar-
ism. In a famous illustrated book of the Ming period, Lie-Nii-Chuan, we can trace the use
of the same basic models throughout but because of skilful adaptation there is no monotony
here.

Towards the end of the sixteenth century the art of engraving reached its highest level
especially in the illustration of poetic dramas [66]. Nanking now became a cultural centre of
great importance, and the separate colour-print (nearly always the reproduction of a paint-
ing) overshadowed the coloured book illustration. It was from this beginning that the later
and (to us) better known Japanese print was derived. In 1622 a treatise on painting called
Hsiieh-kuan Chu-p‘u appeared with many colour plates and thereafter a steady flow of
such albums followed, some with prints in five or six colours. There is no intrinsic connex-
ion however between the plates which are based on the designs of different artists and they
can hardly therefore be regarded as illustrated books, even though each picture is accom-
panied by a poem. Colour is used in two distinct ways. The usual and more effective method
is in flat contrasting areas; but we also find some prints and illustrations designed as a net-
work of coloured lines. The two categories never mix. There was even a traditional order of
priority for colours, so that the important parts of the picture were in one colour, the less
important in another and so on, irrespective of reality.

Although so much wonderful work was done this was a period of fin de siécle art in China.
The barbarians were invading the northern areas and the Ming Empire was about to fall.
There is an air of decadence about many of these woodcuts comparable with the English
atmosphere at the end of the nineteenth century. It is significant that many of the albums
contain erotic prints and verses, and were privately produced—although they were often
reissued for sale later. With the fall of the Dynasty in 1644 there was a moral change but
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painting traditions were by no means broken. In 1679 appeared a treatise called Chieh-tzu-
yiian Hua-chuan which is a sort of encyclopaedia of Chinese painting and which was produced
with a very high degree of technical skill. It is still being reprinted in China.

Under the Ch’ing Dynasty which lasted right up to the twentieth century the rigid copy-
ing of old masters produced sterility among the literary painters. Brush-work had become
all important and with the insistence on tone rather than line one would expect the link
between painting and calligraphy to be weakened. This did not happen however for the
literary style continued to flourish and in ‘the four Wangs’ it produced the greatest masters
of landscape in this period. One of them, Wang Yuan-Ch’i was appointed to superintend
the compilation of Shu hua P’u, an encyclopaedic history of calligraphy and painting.

In the middle of the eighteenth century the Emperor Ch’ien Lung began an enormous
literary project known as “The Complete Writings in the Four Branches of Literature’. This
involved transcribing all the rare books and manuscripts in the empire for the Imperial
Manuscript Library and, though most of it was done by hand, a small proportion was
printed from movable types under the superintendence of Chin Chien. In 1777 Chin Chien
received permission from the Emperor to include among these books a manual written by
himself on the use of movable types; and this was illustrated by a collection of woodcuts
which combine decoration with their diagrammatic function in a most delightful way.

Returning to Japan we find that the seventeenth century marks the true beginning there
of the printed illustrated book. Koetsu, the famous painter and calligrapher, was still pro-
ducing rolls at this date with poems and pictures, but he was also largely responsible for the
revival of printing. The remarkable series of illustrated books which he printed at Saga and
which are known as the Saga-Bon are some of them inscribed by hand, some printed from
movable types. The best known is the Ise Monogatari of 1608 which for a long time was
thought to be the first Japanese illustrated book. It consists of two volumes on paper of
five different tints and it contains 48 full-page cuts probably by Koetsu himself.

The earliest colour-printing in Japan dates from about 1627 and by the middle of the
seventeenth century we find many illustrated books on all sorts of subjects, some with hand-
coloured cuts. Sometimes as in China we meet that curious convention of printing a double-
spread illustration and placing it so that the fold comes at the foredge of the book. This means
that the first half of the cut is a recto page and the second a verso, so that the whole cannot be
viewed at once.

After the middle of the century the design of woodcuts which hitherto seems to have
fallen to artisans began to be undertaken by painters who evidently employed craftsmen for
the actual cutting. Illustrations began to lose their archaic quality and with Moronobu the
names of the illustrators begin to appear in print. Moronobu is generally taken as the founder
of the Ukiyoye school of illustration and his work will be dealt with in Chapter 6. But there
were many other sorts of illustrated books produced at this time particularly guide-books
and Joruri-Bon, or popular ballad poems not unlike our chap-books. Moronobu himself
illustrated examples of both types.
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From the Introduction of Printing Until About 1520

script book although the latter was already declining in every country except Italy.

For many years the two arts lived side by side in apparent harmony. Indeed the
earliest printers seem at first to have aimed at producing books of the same sort as the manu-
scripts, perhaps even more elaborate and certainly no cheaper. The marvel is that they were
able to compete at all. The new craft seems in fact to have arrived almost immediately at
complete typographical maturity, though it must be remembered that as far as illustration
was concerned it had behind it a considerable period of development. While a fair propor-
tion of incunabula were illustrated, it is rather strange that the typography of the books
printed before 1490 was on the whole so much better than their illustration which had had a
longer start. But even their tightly filled columns of type were obviously modelled on the
manuscripts. Later there was a tendency to cheaper books with a consequent decline in the
quality of illustration.

There is no evidence that the early printers tried to pass off their illustrated books as
manuscripts. A few copies of some editions were printed on vellum but most of them were on
paper, the introduction of which into Europe was one of the great factors in the spread of
printing. But several printers, Schoeffer for instance, started their careers as illuminators,
and right up to the end of the sixteenth century we find books like the Italian Life of Francesco
Sforza (1490) with illuminated borders surrounding printed text [91]; or less successful
French ones like Vérard’s where woodcut borders and pictures are painted over with opaque
colours. The simplicity of the woodcut, which seems to us to fit it so admirably for its part-
nership with type, was evidently considered a defect by most of the early printers, to be
remedied with a lavish application of colour. It is surprising that with the high degree of
skill available from contemporary miniaturists, this colour should usually have been so
crudely laid on. The reason is probably that, while a skilled artist would take enormous pains
over a single initial, only a hack would undertake the task of colouring up the large numbers
required in a printed edition.

While printed books with painted decorations are fairly common, it is rare to find manu-
scripts with printed illustrations. Some of the earliest block books (called chiroxylographic)
have a hand-written text. There is, for example, the unique copy of the Servatius Legend in
Brussels with its beautifully coloured woodcuts which probably dates from the middle of the
fifteenth century [73]. Usually such illustrations were pasted into the manuscript, having
been printed separately, but the British Museum possesses a Dominican Prayer Book where
they are printed on the vellum alongside a pure miniature. This curious mixture of printing
and illumination leads us to inquire whether the woodcut illustration was ever copied in

r I Yhe introduction of printing did not mean the immediate disappearance of the manu-
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manuscripts. One would expect it to be the other way round and in fact we shall meet many
books with cuts based on miniatures. But the miniaturists also copied the engravers, and it is
indeed hard to exaggerate the influence on art generally of the woodcut prints of the four-
teenth and fifteenth centuries. It was as great as that of manuscript illumination in the
Romanesque and Gothic periods. Joan Evans has given some reasons: the cuts were in the
main traditional in subject; they were of little enough value to be easily acquired or bor-
rowed; and being in simple line they provided an easy basis for working drawings in any
craft, not only for illumination but also for tapestries and stained glass.

We have already seen how woodcuts had long been used in China and Japan, and in
Europe too they preceded the introduction of movable type by many years. They were
being used for playing-cards at the end of the fourteenth century and for printing patterns
on textiles long before that. It is from the ranks of the textile printers rather than from the
illuminators that the early woodcutters were recruited. To begin with they seem to have
been their own designers, but it is probable that the division of labour between designer and
cutter took place very soon; for by the end of the fifteenth century they were evidently quite
distinct. The designer, who may well have begun as an illuminator, was considered to be of a
higher social standing and so too was the metal engraver whose craft derived from that of
the goldsmith. This is amusingly shown in Jost Amman’s picture of Der Retsser at work with
his sword hanging up behind him [119].

According to Hind the earliest dated woodcut is a Madonnaof 1418 at Brussels;and it seems
likely that ‘image prints’ began to be produced in Europe at the end of the fourteenth
century. They were all of religious subjects, crudely cut in simple outline, and probably
intended as charms. The famous St. Christopher of 1423 has some lettering cut at its foot
that points the way to the later block books. But neither of these two cuts can compare with
Chinese work of six centuries before and the chief fault of these early prints seems to have
béen in the method of taking the impression. This was done either by placing the inked
block face down on paper and then hammering it; or else by placing it face up with paper
on top which was then rubbed with a pad. The latter method was used in conjunction
with a brownish ink for the earliest block books and it meant incidentally that only one
side of the paper could be used for printing, because of the pressure marks on the other
side.

Block books represent the first step in the use of woodcuts for book illustration—if not
the first in time, then the first in logical order. In them the text as well as the picture is cut on
wood, and it is very tempting to believe that they preceded the introduction of movable type.
But although it is now held that the Haarlem Apocalypse was probably printed about 1420,
Schreiber has pointed out that there are no existing block books which can with certainty
be dated before 1455, so that we shall have to content ourselves with calling them the fore-
runners of printed books with illustrations—the fact that they were not printed in a press
and in the case of the earliest have a text which is written by hand means they cannot pro-
perly be called printed books themselves. Most of them came from the Netherlands or
Germany, and in the subject-matter of their illustrations they are very close to contemporary
manuscripts. Van Eyck is said to have had considerable influence on the style of these cuts
but they must have appeared unbelievably crude by the side of the simplest miniature, in
spite of the addition of transparent colouring by hand.

Although these block books were produced in very large numbers they were confined to
only a few titles, each of which went into many different editions or series differing from
each other widely. The authors of the texts as well as the designers and engravers are nearly
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69. The block-book Biblia Pauperum. Netherlands, mid 15th century. 11} x 81°.
The New Testament scene occupies the centre flanked by the Old Testament parallels

all unknown. The Apocalypse series is one of the earliest and best aesthetically; and then
there was the Ars Moriendi, the Biblia Pauperum, the Canticum canticorum, and the Speculum
Humanae Salvationis. There was also the Mirabilia Romae, which Hind calls the most popular
guide-book of the period. It will be seen that nearly all of them were devotional books and it
seems likely that most of them came from religious foundations whose members realized
the didactic value of the picture. They were in fact issued as tracts. The Ars Moriend: in
which a dialogue of angels and devils is displayed on banderoles or labels issuing from their
mouths shows that the medieval preoccupation with death of which we talk so glibly was not
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only the result of living close to war and plague but was also regarded as a salutary religious
exercise. To the medieval mind it is perhaps our fear of the subject that would appear un-
natural. A different and more macabre attitude appears in another series called The Dance of
Death which was to be better known as a printed book later on. No student of early illustra-
tion can fail to be struck by the astonishing savagery of many of these early cuts. Any col-
lection of reproductions showing them divorced from their context reveals a large propor-
tion of scenes of carnage, men having their heads cut off, martyrs being sawn asunder and
so on. All this was perhaps regarded as a means of enlivening the sacred texts.

The Biblia Pauperum and the Speculum Humanae Salvationis were a sort of harmony of
scripture. In both the pictures are arranged under arches, in threes in the former, and in the
latter in twos [69]. The fourth edition of the Speculum Humanae Salvationis (c. 1470) is of
great interest because in it part of the text is printed from movable type in a press, which at
one time led to the mistaken belief that true printing was introduced while the book was
being produced. Nevertheless block books continued into the sixteenth century, and we also
find their woodcuts, with the text cut off, appearing in later printed books. In the hands of
William Blake their principle was revived some 300 years later but with metal taking the
place of wood.

GERMANY

Thus we find a method of illustration, woodcut, ready to the hand of the very first printers.
Like its modern counterpart, the line-block, it prints in relief, and is therefore an ideal
partner for type. And crude though most of these block books were (and few of the cuts in
contemporary printed books were much better to begin with) yet by the end of the century
books were appearing like the Hypnerotomachia Poliphili which have never been bet-
tered for balance of type and illustration.

Nearly all these early cuts were in simple outline and seem to have been conceived simply
as a basis for colour. Most of them were probably based on miniatures, but towards the end
of the century shading in line made the use of colour unnecessary and the true character of
the woodcut begins to appear. Printing from wood-blocks in two or more colours is very
rarely found but curiously enough it was used in Schoeffer’s Mainz Psalter of 1457, probably
the first printed book to contain woodcut decoration. Whether they were printed from wood
or metal cast from wood, the initials in this book were a triumph for so early a work,
especially in the register of colour. Gutenberg himself used hand drawn initials in his
famous Bible; and after 1457 the Mainz printers seem not to have used woodcuts for some
time.

It fell to a Bamberg printer, Albrecht Pfister, to produce the first illustrated books proper
between 1460 and 14635, all of them now extremely rare. Probably his Edelstein by Ulrich
Boner [1461] was the first’ of them [74]. The fact that the cuts in this book were printed afrer
the text suggests that technical difficulties may have delayed the advent of the illustrated
book in print. The first Italian illustrated book was printed about six years later; the first
Dutch one about 1475, the first French one in 1478 and the first English one about 1481. So
it will be seen that Germany had a good start and it was a start that she maintained until the
turn of the century.

For a few years after Pfister’s books were printed there was a lull which continued until
Gunther Zainer produced several illustrated works in Augsburg. When in 1468 he arrived

' Hind thinks that his Der Ackermann aus none in the only existing copy. It “probably had
Bohmen (1460) contained cuts though therc are the same as the second edition” of c¢. 1463.
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in that town (which significantly had sheltered a famous scriptorium) he was prevented from
using cuts in his books by the local formschneiders.* Later he was granted permission on con-
dition that he used members of these guilds for his work.

The result was a fine series of books that later were greatly admired by William Morris.
Among them were a fine Golden Legend (1471), one of the earliest illustrated Bibles [75]
with a series of historiated initials worthy to rank with manuscript initials, and an edition of
the Speculum Humanae Salvationis which we have already met as a block book. In the latter
the cuts are surrounded by a thick line which makes them exactly the same width as the
type measure [76]. Thus the printer adopted the contvention which we have already met in
the very earliest manuscripts—and with even better reason because technically it is a great
convenience for the printer to have his blocks fitting thus into the type. This would have
mattered little if Zainer, like Pfister before him, had printed his blocks and type separately.
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But although this seems to have been his practice to begin with, by the time this book ap-
peared he was printing both together. In his last and perhaps his best book, Rodericus’s
Spiegel des Menschlichen Lebens (1477) his cuts show a definite advance. They contain, a
rarity for that time, small areas of solid black which add greatly to their interest—as well as
to the difficulty of printing them [70].

Meanwhile at Ulm, where there was a tradition of woodcutting going back to the days
when it was an international centre for the manufacture of playing-cards, Gunther Zainer’s
brother Johann was also printing illustrated books. One of them, an Asop, contained per-
haps the best illustrations that had yet been seen. It was 10 have great influence on subse-
quent editions of the ever-popular Fables and we find its blocks being used later by Gunther

Hind suggests that they were engaged on block books and were jealous on their behalf.
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71. Schedel: The Nuremberg Chronicle, 1493. 18}" x 13"

Zainer at Augsburg, an early example of a habit that soon was to bedevil the illustrated book.
Blocks were valuable property and if a printer could borrow them he would make shift to do
so rather than cut his own, even if he had to get them from another country. The early
English printers, for instance, were much addicted to borrowing blocks from Holland. Soon
they were being used when they were quite worn out or even in books to which they did not
belong. An edition of Seelenwurzgarten, printed at Ulm in 1483, has one cut which is used
37 times, and altogether 19 blocks do duty for 134 illustrations!

Before we condemn this practice out of hand we must remember that for most of these
early printers the purpose of illustration seems to have been rather different from what it was
for the manuscript illuminators, and from what we assume it to be today. Making a virtue
of necessity, the printer treated his cuts almost as if they were stereotypes, and typically
rather than individually. We find this in the famous Nuremberg Chronicle which Wolgemut
helped to illustrate for the great printer Koberger in 1493. Kristeller pointed out the cuts
are really there to help the reader find his way about the text. The picture of a city is that of a
typical city and it does not matter if it appears on various pages where different cities are
mentioned. In fact this is a marvellous book, a landmark in the history of illustration. It
cannot fail to impress by sheer size and by the quality of its cuts. They take up almost as
much space as the text with which they are integrated in a remarkable way. Most of the
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72. The Cologne Bible, 1478. 153" x 104"




108 INTRODUCTION OF PRINTING UNTIL ABOUT 1520

small blocks are let into the type at the inner or outer edge of the page, while sometimes the
branches of the genealogical tables run right in among the type in a way that had probably
never been seen before and is certainly seldom seen today [71]. The usual cut extending
across the page to the same width as the type is in a minority and full-page cuts are very rare.
Altogether there are 645 separate blocks which occur 1809 times, but this repetition does not
jar, indeed it is scarcely noticeable unless it is sought. It cannot therefore have seemed in-
appropriate to the fifteenth-century printer to use such blocks even in different books.

When it was not practicable to borrow blocks most printers had no hesitation in copying
them. So we have a situation similar to that which we encountered in illuminated manu-
scripts, of copies at second and third hand becoming at each stage more unlike their originals.
But, as with the manuscripts, it did not necessarily follow that the later versions were in-
ferior, though they usually were. As the technique of woodcutting improved so the possi-
bility increased of the copies being better than the prototypes—but better only in execution,
seldom in conception.

A famous book which inspired more copying than usual was the Cologne Bible printed
by Quentell in 1478. Its cuts are Netherlandish in feeling, not unlike those found in some
of the block books; and they set the style of Biblical illustration for many years to come. The
Liibeck Bible of 1494, though it contains better designs, was nothing like so influential.
The illustrators of these and other early Bibles had the disarming habit of giving familiar
local backgrounds to the Biblical scenes [72 and 79].

Until 1486 we are ignorant of the names of any of the early book illustrators. In that year
was published in Mainz the Peregrinatio in Terram Sanctam by Breydenbach which was
illustrated by Reuwich. Breydenbach was a Dean of Mainz who made a pilgrimage to the
Holy Land as a sort of penance for the sins of his youth and he took Reuwich with him as a
travelling artist. The result was the first truly topographical book with the first attempt to
illustrate the thing seen at the moment of seeing [78]. It is at the opposite pole from the
Nuremberg Chronicle although it is an earlier book. Also incidentally it is the first book to
contain folding plates—one of them more than five feet long—and one of the earliest in
which cross-hatching appears.

Just before the appearance of this book Schoeffer, working in the same city, printed two
herbals which in their different ways also made history. We have already seen how in the
early manuscript herbals the drawings became more and more stylized through slavish
copying until they bore no resemblance to the real thing. Then at the end of the manuscript
period came the revival of naturalism which flourished so vigorously in Flanders and Italy
and produced the wonderful flower-borders of Bourdichon in France. Yet the printed
herbals of this time are astonishingly like the earlier manuscripts and their cuts are com-
pletely stylized, even diagrammatic. This startling contrast between the miniature at its
highest naturalistic development and the woodcut at almost the outset of its career is of
course inevitable, and most marked even when the woodcuts were those which appeared in
Breydenbach. Although there are examples in many early cuts of attempts at a third dimen-
sion the early cutters worked well within the limitations of their medium. They generally
avoided backgrounds altogether at a period when landscape painting was just beginning to
come into its own. We must not forget that the blocks were often small and little detail was
possible; and also presses were so crude that fine lines had to be avoided.

Schoeffer’s two herbals were the Herbarius Latinus of 1484 and the Gart der Gesundheit
of 148s. In them he did not completely break with tradition for there are many of those
curious diagrammatic illustrations which we find in other herbals of the time. But there is a
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73. The Servatius Legend. c. 1460. 7" x 51". A
chiroxylographic book of which only one copy
exists. Its text was inscribed, its woodcuts printed
and afterwards coloured by hand. Royal Brussels
Library

74. Boner’s Edelstein, 1461. 12" x 8", The first
illustrated book printed from movable types

75. An initial from Zainer’s Bible of 1477.
151" x 10}
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78. Breydenbach’s Peregrinatio
in Terram Sanctam, 1486.
12" x 81"

new feeling in many of the other cuts which pointed the way for Fuchs and Brunfels in the
next century. Another printer who introduced innovations of a more technical kind was
Johann Griininger of Strassburg. His Virgil of 1502 which was superintended by Sebastian
Brant is perhaps his best book and the cuts are interesting because, as Pollard says, they
medievalize Virgil on the very eve of the Renaissance. They also present us with some of the
earliest examples of the woodcut imitating the copper-engraving [77]. The tonal effects of
the latter often seem to have made the woodcutter envious and prompted him to aim at
qualities which are really foreign to the nature of the wood. But they also resulted in greater
refinement and delicacy of cutting so that in the hands of a Bewick the woodcut (or more
accurately wood-engraving) could almost compete with the line-engraving on its own ground.
There was little of this in Griininger’s work of course but he was one of the first to use paral-
lel lines for shading (not cross-hatching which was too laborious for almost all except the
reproductive wood-engravers of the nineteenth century). Sometimes he also joined blocks
together to make a larger printing surface.

We have already seen Michael Wolgemut as one of the illustrators of the Nuremberg
Chronicle. In 1491 he helped to illustrate Stephen’s Schatzbehalter, also printed in Nurem-
berg by Koberget. Here too an attempt at tone begins to appear in the cuts but it is obscured
by the hand-colouring which is the rule in nearly all the surviving copies. There are in fact
printed directions for hand colouring in the book itself.

From Liibeck came two important books, 7%e Dance of Death (1489) and the Liibeck.

Bible of 1494. Although the latter does not seem to have been as successful as the Cologne
F BB,
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Bible, if we may judge from the number of times its blocks were copied, yet its oblong cuts,
extending across two columns of type, were of very remarkable quality and far more ad-
vanced in feeling and technique than in the other book [79].

Basle was a centre of printing that owes its chief interest to the fact that Diirer may have
illustrated some books there between 1493 and 1494. In those years two books appeared
with some illustrations which were far above the average. They were the Ritter vom Turn
(1493) and the Narrenschiff (1494). Landscape backgrounds appear in both and in other
ways they show such a distinct advance on contemporary work that they may well have
come from the young Diirer. If so he must have worked in close conjunction with Sebastian
Brant, who as author of the Narrenschiff, is known to have taken a keen interest in the illus-
tration of his own writings. These are perhaps the first intentionally comic illustrations in
the printed book [80].

Diirer was the most considerable figure in the history of the woodcut. The greater part of
his work, quite apart from his paintings, was not done for books at all but took the form of
separate prints. He was one of the first known painters to turn his hand to reproductive work
although he was soon followed by others; and it must be remembered that during his
life-time his reputation depended far more on his prints which had an enormous circu-
lation, and not only in Germany, than on his altar-pieces which were seen by comparatively
few.

It is generally agreed that Diirer must have left the cutting of his blocks to others, but
Hind thinks that he probably drew his designs on the wood first and then supervised their
cutting. He was certainly interested in the technique, and the tones he could obtain from
wood are far in advance of most contemporary work. But apart from technique he brought
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81. Diirer’s Apocalypse,
1498. 151" x 111"

to these problems the fresh mind and eye which has so often been the painter’s contribution
to the book. His work is always Gothic in its strength and directness, but it was mellowed
by his stay in Italy. As we follow its evolution from the Apocalypse of 1498 to the Little
Passion of 1511 we see the impact of Italian order and composition on the formlessness and
congestion that are typical of Northern woodcuts. The change can almost be watched in one
book, the Great Passion, which was begun about 1499 and completed about 1510. The con-
trast between the earliest and the latest cuts is quite remarkable and it has been suggested
that it was partly a result of Diirer’s conversion to Lutheranism. He stands at the turning
point between the medieval art in which he was nurtured and that of the Renaissance into
which he grew [81].

Diirer’s chief works were the Apocalypse, the Great Passion, the Life of the Virgin and the
Little Passion. These were all published between 1498 and 1511, in which year the first three
were reissued in one volume with new title-pages. In spite of their slender texts they are not
true illustrated books. The verses which Chelidonius supplied seem to be an afterthought;
and the cuts themselves were sold as separate prints. But Diirer must nevertheless have taken
an interest in the typography of these volumes as the use of roman type in the second edition
of the Life of the Virgin and of the Great Passion seems to suggest. Roman had been in use
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in Italy for some time but its introduction into Germany at a time when Gothic was almost
universally favoured must have been quite startling. There are also his title-pages and his
works on measurement, proportion and fortification, subjects which preoccupied his later
years. These are illustrated with cuts which are really in the nature of diagrams.

One of Diirer’s greatest services to the woodcut was to emancipate it from hand-colouring.
It is true that the illustrations of the Theuerdank which Burgkmair and others helped to
produce in 1517 for the Emperor Maximilian’s marriage are often found coloured, but the
fact remains that they are better without, and that from this time the use of colour is on the
decline. Diirer’s interest in copper-engraving must also have had its effect on his woodcuts.
His engravings, which he is supposed to have executed himself, and which were aimed at a
more fastidious public than his woodcuts, were mostly reproductions of his other works,
and as none of them were for books they need not detain us here. But the refinement possible
to the graver must have prompted him to demand more delicacy from his woodcutters. And
complaints of his about their work have survived.

Diirer’s use of engraving and etching on iron belong to the next chapter, but his great
contribution to the dying art of illumination must be mentioned here. This was the Emperor
Maximilian’s Prayer Book of 1514, the text of which was printed and the exquisite borders
drawn by Diirer, Cranach and others in coloured inks. The unique copy is preserved at
Munich, but it has several times been reproduced.

Before we leave Germany we must mention a variation on woodcutting which is of little
more than academic interest. This is the relief metal-cut. It evolved no effects that were not
obtainable with wood, and often it is impossible to distinguish books illustrated by this
method from those with woodcuts. An early example is the German edition of The Medita-
tions of Cardinal Turrecremata (Mainz 1479), a famous book first printed in Rome twelve
years earlier with ordinary woodcuts. The so-called ‘dotted prints’ which mostly came from
Germany during this period were printed from metal blocks but they are seldom found in
books. It seems likely that the plates were not primarily intended for printing but were
themselves used for wall decoration and impressions were only taken by chance. Two im-
portant and very early books were illustrated by this method however, the Mysteries of the
Virgin printed by Pfister between 1460 and 1462 and The Stoeger Passion (? 1461), printed
in Italy, probably by a German. Later the French used the method to provide dotted back-
grounds for their little sixteenth-century Horae.

ITALY

In spite of the close intercourse between Italy and Germany, the Italian book remained
unillustrated long after woodcuts were appearing in its northern counterpart. Sander sug-
gests that one reason was the kinder climate of the south which fostered monumental rather
than graphic art. The contempt of wealthy patrons like Matthias Corvinus and Lorenzo
the Magnificent for the illustrated book as compared with the illuminated manuscript is
well known. A contemporary biographer of Duke Federigo of Urbino wrote ‘Every book
in the ducal library is of faultless beauty, written by hand on parchment and adorned with
miniatures. There is not a single printed book in the collection. The Duke would have been
ashamed to own any such’. And it is significant that the presentation copy of the Landino
Dante of 1481 in the National Library of Florence lacks all its illustrations.

But this does not explain the absence of cheap illustrated books. Perhaps among the
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earliest books with cuts only the block books could really be called cheap; yet they are
almost unknown in Italy, at a time when they were being mass-produced in Germany and
the Netherlands.! The reason may lie deeper and farther back in a different conception of
the function of illustration which is as valid for manuscripts as for printed books. German
miniatures, though often incidentally decorative, aimed primarily at an explanation of the
text. They were coloured simply or not at all. Italian miniatures were first and foremost
decorative and they flourished long after printing had triumphed elsewhere, sometimes even
in combination with printing. With their elaborate colouring the miniaturists strove to
outdo the printer in the one department where he could not compete.

But the printer had his answer even if it was later coming in Italy than in Germany. And
although Italy owed her earliest printed books to German craftsmen the decoration of those
books very soon assumed distinctive qualities, and in the last year of the century she pro-
duced a work that for beauty of illustration and typography surpassed anything from her
northern neighbour. But apart from the Hypnerotomachia Poliphili the individual Italian cut
was often surpassed by the individual German one. The difference was that the best Italian
work all went into books whereas in Germany a large proportion went into separate prints.
Diirer’s output of the latter, for instance, greatly exceeded his book illustration. But the
production of prints was a rarity in Italy. Where the Italians excelled was in the way they
saw the page as a whole, treating the illustration rather as an ornament than as a picture in
its own right; consequently they avoided the crude use of colour that is found in most other
countries. Where their books are hand-coloured we feel that they had been designed for it,
not that it has been added as an afterthought. We even find in some of the early books out-
line borders specially designed for the addition of colour. The Aristotle of 1483 printed by
Andreas de Asola is an outstanding example of hand-colouring.

It is interesting to note that Ratdolt, who was also responsible for the first title-page and
for some of the earliest Italian colour-printing, produced some of the first borders which
stand on their own without hand-colouring. In Venice, where he worked, most of the early
cuts were in simple outline and this style continued there long after hand-colouring had been
abandoned. Generally speaking the Italian cut has a lighter line than the German one and is
less crude and less archaic to our eyes. What it loses in vigour it gains in elegance, though the
standard of cutting in Germany seems to have been a little higher. The super-imposition of
Italian elegance on Gothic design is seen very early in Lorenzo Spirito’s Sorte (1482). This
is a book about fortune telling of which only a single copy of the first edition survives. It has
some wonderful portraits of kings, four to a page, surrounded by architectural borders; and
for its date the cutting of the blocks is extremely skilful.

After the Stoeger Passion the first illustrated book was Turrecremata’s Meditationes (1467)
the woodcuts in which were based on frescoes in Rome, but were almost certainly cut by a
German craftsman. De Re Militari (1472) is usually agreed to be the first book with purely
Italian illustration, and its cuts, though diagrammatic, are far in advance of their time.
Sander says ‘this book is among the most curious things which this fifteenth century, so
rich in an astonishing capacity to create new things, ever produced’. Incidentally the illus-
trations were probably printed separately from the text; and they correspond very closely
with the illustrations in a manuscript of this work which is in the British Museum. Their
influence is seen in the Verona Asop of 1479 which is interesting because of the ‘printer’s

1 But Castaldi, a block printer who worked in  Marco Polo brought back from' China: Margo
Italy at the end of the fourteenth century, is sup- Polo however never himself mentions printing in
posed to have been given the idea by blocks which  China, except of paper money.
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| v 9 )0 82. Tuppo’s Aesop, 1485.9" x 6"

flowers’ that are used in it for borders and also singly throughout the text.! Another far
better AZsop was published in Naples by Tuppo in 1485 and in this the cuts are surrounded
by elaborate passe-partout borders which were designed separately and could be used with
other blocks as well. This is an outstanding book in printing and illustration, the more so
because it was the work of an amateur. Tuppo was persona grata at the court of Ferdinand of
Aragon, a patron who seems to have shown more interest in printing than his princely
neighbours. It was perhaps in deference to him that the cuts in this book have been given a
decidedly hispano-mauresque cast, especially their borders [82].

A similar combination of cut and border, of illustration and decoration, is found in the
second of the two Malermi Bibles where the blocks are slightly smaller than in the first
edition and are rather clumsily made up to column width by strips of border on either side.
These are two famous Venetian products, the first being published by Giunta in 1490 and
the second (pirated) by Tridino in 1493. They are generally taken to exemplify the popular
and classical styles respectively, for it is supposed that Mantegna’s influence can be seen in
the 1493 volume. It is said that many of the earlier cuts are based on the Cologne Bible but
they are wholly Italianized and most of them are infinitely superior, in their plain rule
borders, to the Tridino cuts [83 and 84]. These two styles are found side by side in contem-
porary work, often in books from the same press, which suggests that the woodcutters worked
independently of the printers. More important perhaps is the small size of these cuts of
which there are 386 in the 1490 edition. This was a natural result of the decision to
illustrate the text as fully as possible, so fully that the whole story is told by the pictures.

Monte Sancto di Dio, printed in Florence in 1477, is a landmark because it contains illus-

' Typographic unit ornaments seem to have also from Verona. In this book a whole page is
beenfirstused the previous year in the Ars Moriendi  thus decorated.
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trations engraved on copper. It is also the first book printed in Florence with illustrations of
any kind; and von Rath has pointed out that in most of the nine European cities where cop-
per-engravings were used to illustrate books they were the first illustrations of any sort to be
printed there—in other words, wood replaced copper as soon as the printers realized how
much easier it was to work. But during the seventeenth century copper was to rival wood and
in the eighteenth it was to supplant it altogether. The two methods are of course quite dis-
similar both in technique and in result. Woodcuts are printed in relief, in the same way as
type, but engravings are printed intaglio from an incised line. This means that an engraving
cannot be printed with type in one operation; if it is found on the type page it has been printed
either before or after, but more usually engravings are printed on separate pages which are
pasted into the book when it is bound. Very much finer and more delicate effects are possible
in copper than in wood, and the illusion of tone is more accessible because cross-hatching
is so much easier. On the other hand it has been argued that the relief method forms the
perfect counterpart for type and makes a homogeneous whole; and theoretically this may be
so. But all the same no one can deny a high degree of perfection to the best French books of
the eighteenth century in spite of the separate process.

Engraved illustration is at its best in small books, which is perhaps why eighteenth-
century books progressively diminished in size. Its sharpness and detail make their greatest
effect in a small area and it was here the engraving scored over the woodcut and later stimu-
lated the production of the wood-engraving. Line-engraving (in which the burin is used) is
more formal and is better fitted for illustration than the later developments such as etching,
stipple, mezzotint and aquatint which all aim at producing tone.

Engraving has an older and more honourable history than woodcutting. Before it was
thought of as a method of printing it was a branch of the goldsmith’s art, and right from
the start the engraver has been a more independent artist than the woodcutter, working from
a less detailed drawing where he has not been his own designer. The earliest book with en-
gravings was Boccaccio’s De casibus illustrium Virorum, published in Bruges in 1476, and
engraving was used the next year for maps in a book from Bologna; but the first of any im-
portance was Bettini’s Monte Sancto di Dio (1477) printed by the German Lorenz. Here
Baldini’s illustrations are strongly influenced by Botticelli and were once thought to have
been his work [85].

Another even more interesting book, the illustrations of which can definitely be traced to
Botticelli, is Landino’s Dante of 1481 which came from the same printer. Baldini’s engravings
are based on a wonderful set of drawings which Botticelli did for a manuscript of the Divina
Commedia. This manuscript was probably commissioned by Lorenzo de’Medici and the
drawings were in existence until the last war when most of them were lost. They are per-
haps the only illustrations for Dante that in imaginative force can stand up to the text, for
Botticelli is known to have had a great admiration for him and in this instance the poet and
the painter were perfectly matched. We find a curious reminder of early illumination in the
grouping of several scenes in one drawing so that successive actions are shown as if they
happened simultaneously. A few were wholly or partly coloured. But although this suggests
that these drawings were not specifically designed for engraving there is an interesting re-
mark of Vasari about Botticelli: ‘He illustrated the Inferno and caused it to be printed.” So it
may well be that Baldini engraved the drawings for the first nineteen cantos of the Inferno
with the painter’s sanction and that the printer could not wait for any more. The difficulty
of printing engravings on the text paper is shown by the fact that only the first two or three
are printed in this way, and one of them is printed in the bottom margin because the printer



120 INTRODUCTION OF PRINTING UNTIL ABOUT 1520

failed to leave sufficient space for it at the top of the page. The remainder are pasted in on
blank spaces left for them, and no illustrations at all appear after the nineteenth canto. There
are eleven illustrations for which we have both drawings and engravings. The later are far
from being facsimiles, but they are obviously based on the drawings. They are greatly re-
duced in size and are often reversed; and their function seems to have been not so much to
decorate as to indicate the contents of each canto. The drawing and engraving for Canto X
are reproduced here for purposes of comparison [92 and 93].

Both these books are often dismissed as inferior but they are important because they show
the development of engraving in Italy. As Hind says, its growth there was more indigenous
than the growth of printing which came from Germany. And though the engravers were not
as proficient technically as their northern counterparts they show a keener sense of beauty
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85. Bettini’s Monte Sancto di Dio, 1477. 11" x 8". An early copper engraving




£glic unuiudio cbee
lungbo 1~bracdaz ¢
larghd 1 o bracctaze
v alto lacqua g brac
aa:nclquale cadcuna
palla di pncratonda
cberlfuo diamutroe

braccta vo fapere qua
to alsera lacqua nelde

cto utato pol cadimé

to dclla decta pietra

t~—=fo—3

Efonodua facca duna
medefima alicsa che
luno tienc 5 Naiaz lal
trotienc 1 ¢ ftaia 2o
glioifdrucire rurradua
qftefacea zdel medefi
mopino farnc un fac
codellamedefima alre
38; To fapere quanto
grano taira pot tlfac
© nﬁmo

5 1€

laradice 144

121

A ) ¢

1 ~—

alseraui ;1 dibracio

l Ai‘
&l
S|

86. Calandri’s Arithmetic, 1491. §}" x 4"
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in their designs. Great painters like Mantegna and Pollaiuolo are known to have engraved
(though not for books), and already we find this method being used to reproduce paintings,
a practice that has seldom done justice either to painting or to engraving. It is unfortunate
that so many of these early Italian engravings are badly printed for this makes it difficult to
assess them.!

During the sixteenth century technical proficiency arrived and we find the debt to Ger-
many being repaid by engravers like Marcantonio Raimondi (b. 1480) who had at least as
much influence in Germany towards the end of the century as Diirer had in Italy at the
beginning. He copied Diirer’s Life of Mary on copper and even added Diirer’s initials to the
plates. Later he engraved a licentious set of small illustrations after Romano for Aretino’s
Sonetti which were printed direct on the text paper and these are said to have caused his
banishment from Rome.

The first engraved title-page appeared in Florence in 1512 but although this was to be-
come a commonplace in the next century it remained a rarity for many years. The bulk of
early Italian illustration was printed from woodcuts and the period of its pre-eminence was
from about 1490-1510. Italy was now divided into city-states and from almost every city of
any size came work of wonderful quality, matching the painting of this astonishing era and
identifiable with its place of origin. Venice and Florence particularly excelled. The dif-
ference between their books is broadly indicated by the distinction we make when we call
Venetian painting sensuous and Florentine intellectual. Florentine books were smaller and
cheaper and have not survived so well. They contained fewer illustrations than Venetian
books but those are well disposed on the page. Florentine printers and engravers never lost
sight of the double page spread (formed by the two facing pages of the open book) and we
have the feeling that for them the text was of more importance than it was for the Venetians.
Their cuts often have borders to isolate them from the text. In Venice illustrations generally
took pride of place, the text being treated as subordinate. One good result was that cuts were
less often used apart from the texts to which they belonged; and as the fashion was to employ

paper they seem to have been printed after the
letterpress.

-

1 They were printed by rubbing as were the
block books. Where they are found on the text
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many small ones (of an average size of 3 x 2 inches) the cutters developed a minute technique
akin to copper-engraving. But when Italian illustration began to decline after 1520 this skill
often produced emptier designs than the less elaborate Florentine engraving.

From Florence in 1491 came Calandri’s Arithmetic, one of the very first to be published,
with its delightful little pictures in outline [86]; and in 1495 came Pacini’s Epistole et Evangelii,
one of the great books of the period with over a hundred cuts, many of which appear in
later books [87]. From Venice came Ketham’s Fasciculus Medicine, to the second edition
of which, published in 1493, were added four new cuts sometimes attributed to Bellini
[88]. They are cut in outline in the style which was to be used later in the Poliphilo. This was
a distinct advance on the dotted backgrounds which seem to have been used in so many
early cuts with the object of bringing the figures forward, but which so often have the oppo-
site effect. That this is one of the earliest books with an illustration printed (or stencilled)
in colour may have had something to do with this choice of style because an open outline
lends itself readily to the application of colour. Another work whose illustrations give a fore-
taste of Aldus’s famous book is Giunta’s edition of Ovid’s Metamorphoses (1497). Hind says
that these illustrations may have been designed by Montagna but this is only supposition
and no books of this period except for the Dante of 1481 can be definitely linked with any
famous painters. The great Hypnerotomachia Poliphili of 1499 seems to owe much to
Bellini and its designer obviously had a good knowledge of classical decoration. Kristeller
believed him to have been a sculptor rather than a painter. But it owes still more to its
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printer Aldus, and its presentation is an object-lesson in the enhancement of illustration by
good typography, presswork and muse en page. The actual cutting of the blocks is beyond
criticism and the use of white space in the pictures strikes one forcibly after the cramped
and confused designs that were prevalent at the time. But it is the total effect of the whole
book that is so impressive. It is a pity that apart from a few insignificant works
Aldus produced no more illustrated books;* the Poliphilo which he published on commission
was not a financial success [89].

The text of the book was a strange hotch-potch, an attempt, as Goldschmidt has said, to
bridge the gap between classical and vernacular literature, between the antiquarianism of
the Renaissance and the romance of the Middle Ages. But it had a widespread influence
(French and English editions were published later) and the emblematic element may have
had something to do with Alciati’s Emblemata of 1531, a book which started a craze lasting
for 200 years.

Venice at the beginning of the sixteenth century was at the height of her fame, a city-state
with her own army and navy, colonies and a world-wide trade. Titian was then her greatest
painter and many of the beautiful books that poured from her presses seem to bear something
of the imprint of his genius, e.g. the translation of Voragine’s Golden Legend (1518). They
suggest, t0o, a period of prosperity and peace. So we are surprised to learn of unsettlement
from complaints in Aldus’s prefaces, and we are reminded that the French armies under
Louis XII were then overrunning Italy.

1 But the Chatsworth Library has an exquisite numerous delicate marginal decorations. It is an
copy of Le Cose Volgari which was printed by example of Italian skill in a hybrid form in which

him in 1524 and afterwards illuminated by hand. they excelled the French.
This contains six full-page miniatures besides
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89. Colonna: Hypnerotomachia
Poliphili, 1499. 111" x 73". Com-~
pare with 136

The chief change in the book brought by the new century was a stylistic one which may
have derived from metal-engraving. The outline cut which reached its zenith in the
Poliphilo gave way to the design with parallel shading. Another innovation which is seen in a
few of the cuts in that book was white-line engraving, which originated in Florence. This
consists in cutting the design in white lines against a black ground instead of in black against
white.? It is the usual method today and has been since the days of Thomas Bewick. It has
some affinity with copper-engraving in method though not of course in result. It appears
spasmodically in early cuts of all nationalities but especially in Florence; and it reminds us that
there the first experiments were made with copper-engraved illustrations. Frezzi’s Quatri-
regio of 1508 [90] exemplifies this tendency well and shows how the woodcut was beginning
to anticipate the competition of the copper-engraving and was already striving after tone.
This appears chiefly in the black backgrounds relieved with white dots or lines, against
which the white figures are thrown into strong relief. The combination of white and black
line in one block is often handled most skilfully, considering the date of the book. This is also
one of the first books to show much thought about the placing of the blocks on the page. They

! But the first printed writing manual, Arrighi’s  white line would have been simpler and was in
La Operina which appeared in Rome in 1522, had  fact occasionally used later against a solid black
its calligraphic examples cut in black line though background.
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are mostly arranged in pairs on facing pages, usually at the foot of each page, and this adds
greatly to their effect.

The Prince d’Essling thought that because the introduction of shading and tone coincided
roughly with the beginning of the so-called decline of Italian illustration, therefore the one
was the cause of the other. But perhaps it is wiser to believe that shading was an inevitable
development of the woodcut under stress of competition with copper-engraving and in
imitation too of the effects obtainable from relief metal-cuts. The same thing was happening
in Germany where Diirer of course was working in both media. And the fact that Lucan-
tonio Degli Uberti, a prolific illustrator of Venetian books, is known to have done so too
suggests that such versatility was not uncommon. All this marks a change of direction for
woodcutting but not necessarily a deterioration. We need not follow d’Essling in his dislike
of the engraver’s influence nor lament, as Pollard does, the end of the ‘old-world’ cut. The
epithet, behind its sentimental connotation which gives it away, implies quite truly the
astonishing change from the primitive to the modern which came so suddenly in the early
years of the sixteenth century. Hitherto we have had the feeling that the designers of the
fifteenth century were unsurpassed but that they were ill-served by the cutters. Now the
technique has vastly improved but the designing is often not worthy of it.

In Florence the archaic style persisted in pamphlets like the Savonarola tracts and the
Rappresentazioni (which were sacred and secular plays). They represent real popular art, of
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