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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 Xews

"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

(\vhich Avould 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

A history like this is bound to be founded on the work of others and I cannot claim any

l\ originality for it. I have tried to name those from whom I have borrowed and the

J- ^titles of their works will be found in my bibliography. In addition I am deeply in-

debted to Dr. Walter Oakeshott, Dr. Otto Pacht, 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 j?iany 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. Pumell

and Sons and Messrs. W. S. Cowell for providing hthographed 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, hbraries and illustrators (their

names are given elsewhere), who have lent me material to reproduce, especially The World

PubUshing 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 ofthe 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 ofmention, simply that lack of space

banished it. y

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



8 AUTHOR'S NOTE
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 ofthe 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. Waiter 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

A nd you who wish to represent by words the fonn of man and all the aspects of his

/A membrification, relinquish that idea. For the more minutely you describe the more
J- jLyou will confine the mind of the reader, and the more you will keep him from the

knowledge ofthe 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 styUzation came and with it the ideogram.

In a sense then all art is illustrative and in that sense illustration preceded Uterature. 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 Hteracy 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 recendy, 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-
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artist: 'Illustrations can only be justified if they add to a book something that hterature

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 bo ok.

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 ofthe 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 modem 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 imtil 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 hterature 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- appears in one of Gill's letters in which he also

fying the object rather than clarifying the contents, compares illustration with programme music. He
* Bradley says that many late classical Uturgical goes on to say that Giotto was hailed as the be-

books have decoration which reflects the archi- ginning of Christian art because he was the first

tecture of the particular churches where they great illustrator. 'And illustration is the only
were to be used. function of art honoured in an age in which men

' He was also wrong in ignoring all the great are no longer "partners with God in the making
miniaturists who preceded Giotto. The passage of beauteous books".'
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distinction was growing up between book-painting and easel or panel painting. The major

and tiie 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

behef that it is the printer's responsibihty 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 Lacouriere 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 portfoUos 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 ofthe 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 is 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

quahty 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 consequentiy been forced to turn out too much work.

But to Pennell at the end of the nineteenth century things seemed brighter. Tublishers

today,' he says, 'are the greatest art patrons who ever Hved.' His optimism however was

hardly justified since most of the best books illustrated by painters in the twentieth century

have been editiom-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 pubhsher on illustration seems to have been to make it subject to

fashion. Book illustration, in spite of its st>'listic lag behind painting fashions, has neverthe-

less had fashions of its own which have ruJed 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 boimd 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 jye/jon 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

ifthere 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

coimtry has its own style. Even in America, where we find an astonishing variety because of

the large number ofimmigrant artists, national characteristics are beginning to appear which

are quite different from England's.

England herself has long had a reputation for Hterary painting. And it has been said, 'the

Hterary elements of a picture become illustration when physically associated with hterature.'

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 quahty that easily de-

generates into sentimentaUty 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 hterary painting that has induced so many EngUshmen to

illustrate their own books. This is not a common enough phenomenon to rank as a national

pecuharity but it is exemplified in at least two writers and artists of genius—WilUam 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 deVetoilefilante, Leger for Cirque, and Matisse for hisJazz. 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, WTiting at the beginning ofLe Dur Desir de Durer, said, 'Je

savais, en ecrivant ces poemes qu'ils seraient illustres par des dessins de Marc Chagall.'

There is less risk of sentimentality in French illustration because it is less hterary 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 coimtries

illimiination 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 farmhar 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 stiU a favourite; then there were the

Fables of iSsop (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 modem 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 costimies and manners being unauthentic; and more

important there is greater likelihood ofsympathy 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 Hfe, 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 ofthe very worthiest things towards the production ofwhich reasonable man should

strive.'
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The Beginnings in Roll and Codex

LATE ANTIQUE AND ORIENTAL ILLUSTRATION

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

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 earhest 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 httle 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

15 1". British Maseum. Pap. 9901

3. The Vatican Virgil. Roman, pro-

bably 4th century. 12V' x 12". The
Island of Sicily. Vatican Library.

Cod. Vat. Lat. 3225,

^ a\jcc ^^
'"

:n:. V \ \\\ii iicc^'xA

' sr <^ c 5.\ [^K luoCtVM a Av^ host 1 \^\\v

1



22

4- The Ku K'ai Chih Scroll. Chinese, 5th century. Height 9I". 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 9j".

British Museum
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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 httle 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 aU 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 Ubrary

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 ofthe 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 beUeves 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 andwhich have a systemofdecoration 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 Ihad 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 alwaj^

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 ofsuch 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 Ukely that, as Kurz beheves, there was no literary illustration at all

until comparatively late—say about the fourth century a.d. This would make the Milan Iliad

[6] one of the first epics to be illustrated. But it was not the first example of classical illustra-

' 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 edition-de-luxe today,

the ages. It became more pronounced in France
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LATE ANTIQUE AND ORIENTAL ILLUSTRATION 25

tion because there must have been scientific illustration long before; in faa 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 ofthe

Middle Ages. It aimed at a series of consecutive pictures without specific attention to the

suitabihty 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 iUiterate.

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 ofimportance 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 modem 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.

Weitzmaim 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 exacdy 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

rnust 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 generalit>' of later illus-

tration. A three-dimensional illusion is made easier by a frame to isolate the picture from

the flatness ofthe text but the illustrators ofthis 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. ioo 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.

BibUcal scenes which hitherto have only a symbolical value develop into narrative cycles

filled with reahstic detail. But generally speaking late antique art subordinates all forms of

reahstic 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, unhke 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 ' 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 1 150 when the first European mill was started

with miniatures, or later on with engraved illus- in Spain all the supphes 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 rehgion, 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 rehgious

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 calUgraphy to the use of the same brush for painting is a short step and what more

natural than that the painting should accompany the caUigraphy? 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 ^^Titing] they made paintings'.

In other words they had two languages which were interchangeable.

The quaUty 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

ofwood-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 begiiming 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 t>'pes 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- * See, however, T. F. Carter, The Invention of

tinuous landscape a fairy tale called Lo Shen Printing in China and its Spread Wesrwards (1923),

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 ofonly 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 earUest 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 Uterature 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 miUion 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 dupHcated 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 lirtle 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 tj'pe 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 generally speak-

ing late classical manuscripts are illustrated rather than decorated.

Now at last we begin to find original 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 setm 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 edition-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 ofhaving 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

ofvirtuoso paintings in books than illustrations.

Full page miniatures and colunm 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 st\'le of these

various t^^pes of illustrations we find that the whole system is built up on copying. That is 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 not in 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 ahen 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, PUny tells us, illustrated his herbal himself. An
illustrated Dioscorides [8], one of the handsomest Greek codices in existence, was given as a

wedding gift in 512 to Juhana 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 iUuminators 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 Uterature 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 CaroUngian 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 styUstic 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-

caUy 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 Uttle remained of the feeling for classical form. In any case the

post-classical centuries contributed Utde that was new to the design and layout of illustra-

tion, though in decoration the story is very diiferent 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 exempHfies this [15]. In the Eastern Empire classicism remained and

gathered strength in preparation for the great period of Byzantine illimiination 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 ofwhich is to clarify) and the beginning of illumination (which

seeks to beautify). And as decoration is less Uable 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 individuahty,

altogether distinct from that ofRome.

Its characteristics are a new use of colour which was probably borrowed from Persia and

the contrast of Ughts 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 crystaUized 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 fonn 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 sculpturewas 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 naturahsm 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 m ainly from S>Tia 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 earhest surviving Byzantine manuscripts, but unfortimately 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 CaroUngian times. There is stiU 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

^^Titten 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 st}'les.

The border of one of these miniatures is obviously copied from a mosaic pavement of

earher 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 ofmedieval manuscripts. Vertical columns topped by

an arch act as framework for the hsts, 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 ofthe 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 xhe Joshua 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. Weitzmaim thinks

that the painter for some unexplained reason transferred a series ofseparate codex pictures to

his frieze which might account for the fact that some of the scenes are self-contained and are

isolated by space dn 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 * 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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12. TheJoshua Roll. Byzantine, lOLh century. Height 12"
. Vatican Library. Palat. Gr. 431

13. The Paris Psalter. Byzantine, loth century. 14] "
x 10 {

". David with his harp.

Paris B.N. Cod. Gr. 139
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14- The Ostromirov Gospels. Byzantine, a.d. 1056.

St. Luke. Saltykov-Shchedrin Library, Leningrad

15. The St. Augustine Gospel Book. Roman, pro-

bably 6th century. 10" x jV. St. Luke.

Cambridge, Corpus Christi College. Cod. 286
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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 // [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 styUstic

unity within the miniatures themselves. Weitzmann thinks that this is because, the work

being an anthology, several different cycles were drawn on belonging to thevarious textswhich

were put together. He calls it a polycyclic manuscript and believes that most ofthe 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 (i 120-8). 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 Etchmiadzin Gospel

of 989 A.D. into which are bound four miniatures of a much earlier period, affording a

gUmpse 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.
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Medieval Illumination in the West

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

the codex, had ahnost 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 ofsacred texts; anything less must have seemedwrong.

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 ofsome 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 itselfand 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-
man books were also made for princely patrons
and contain portraits of them.



15a. Gospel of the second half of the 13th century.

Armenian. 10] " x jV. Attributed to T'oros Roslin.

Matenadaran Library Xo. 9422
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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 comer 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 lona and from

there evangehzed Scotland, but when they reached Northern England they found in Nor-

thumbria rehgious 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 Itahan 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 discover^' 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 betw'een 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 unit>' 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. Fran(;oise 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 lona 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 brovmish 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 effiect 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 compUcation for its owti 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

* Fran^oise 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. Ahready 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 ofchurch 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, Prankish and Lom-
bardic illumination was decorative rather than illustrative, and what remains, e.g. the Orosius

at Laon, is not very impressive in quaUty. 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 deUberately 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 ofTours went back to an earher

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

utiHtarian. 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 t}'pe of manuscript just as they were in Byzantium but the Evangehsts are now

shown as youthful idealized t}'pes 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 fines 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 st}le 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 naturahsm. '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 Evangehsts 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. Weitzmaim 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 ofcombining these

different cycles, many ofthem 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 ofvarying 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 foimd

together in the same manuscript. It is seen occasionally in classical manuscripts but its

abrupt appearance now and sudden widespread popularity present one ofthe great mysteries

of medieval art. With its imadomed 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 apphed

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 ofthumbnail 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 text is preserve the same relative positions of text and
written in archaic rustic capitals presumably to drawings as in the prototype.
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with it is also found the Hibemo-Saxon type of decoration. This is not so strange when we
remember that there were Irish foundations hke Bobbio in Northern Italy; and some autho-

rities beheve that this st>'le 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 ofRoman 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 off". 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 EngUsh 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
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1

1 7- The Book of Durrow. Hiberno-Saxon,

7th century. 9|"x6i". A decorative folio.

Trinity College, Dublin

1 8. The Lindisfarne Gospels. Hibcr-

no-Saxon, 8th century. 15!" x 12".

St. Luke. British Museum. Cotton

Nero D VI
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19- The Book of Kells. Hiberno-Saxon, 8th century. 13" x 10". Trinity College, Dublin
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20. The Harley Golden Gospels. Carolingian,

9th century. 14^" x 10". British Museum. Had.

2788

21. The Bury St. Edmunds Psalter. EngHsh,

nth century. I2|" x9|". Marginal drawing for

Psalm LXV V. 12. Vatican. Reg. Lat. 12
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22. Exultet Roll. Italian,

nth century. Width ii".

British Museum. Add.

30337

23. The Great Bible of

S. Paolo fuori le Mura.

CaroUngian, 9th century.

18" X 10 i". St. Jerome cor-

recting the Bible. Rome
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University Library, Utrecht
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Illustration to Psalm vi.



26. The Bamberg Apocalypse. German, c. 1020. Reichenau
School. ii|" x8". 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. 3^" x 2\". British Museum. Stowe 17
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28. The Stavelot Bible. Netherlands, 1097. 22|" x 15". Written by Goderamus and Ernestus.

British Museum. Add. MS 28107
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29. The Winchester Bible. English, 12th century.

23" X 15I". The initial on the left contains Old Testa-

ment scenes, that on the right the New Testament
antitype. Old Minster, Winchester

30. De Borron: L'Histoire du Graal. French, 13th
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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 naturaHstic 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 sohd and st>'Hzed, '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 iimovations 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 1 134.

Italian illumination, which had produced under Carolingian influences several fine books

during the tenth century like the Amhrosian 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 Ottoman illumination in the manuscripts of Lombardy and

Tuscany. In the Romanesque period the best work came from the great Benedictine monastery

at Alontecassino. Books like The Life of St. Benedict have, as one would expect, a strong Byzan-

tine flavour. From Alontecassino also came many fine examples oi 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 II and Otto III 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 H'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 Treves 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

* 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 Ottoman 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 ofornament 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 hturgy . 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 Ottoman 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 Climy

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 diflicult 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 begirming 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 Hke 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 Ottoman 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-

' 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 J^^w 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 monumentahty 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 Enghsh monu-

ment of the period; and it is indeed monumental in every sense of the word. Perhaps, as

Oakeshott says, it anempts 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 stymies;

there is the dynamic st>'le reminiscent of the Utrecht Psalter with hot colours and ever>thing

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 initialswhich 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 t\-pe 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 discover}' 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 rehef but also

allowed it to be burnished.



58 MEDIEVAL ILLUMINATION IN THE WEST
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 httle 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 aheady 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 caUigraphic 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 lighdy 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 Ufe

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 hghter airier Gothic so the same thing happened in illumination. The whole

scale suddenly decreases and books become smaller and more dehcate. The first Gothic

churches that were built in the He 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 ^ 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 hke the stained glass ofthe 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 Hterature, and so

indirectly on its illustration. The magnificent UHistoire du Graal in the Bibhotheque

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 ±e
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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 imlearned 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 Moralisees 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 boimdaries 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 sohdarity. 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 hfe 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 ofMatthew 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.

* 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 Physiologns 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 ofHours painted

for the Due 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 pubhc. 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 httle 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 hvelihood 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 ofmore 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

obhgatory 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 hable 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 a wholly new conception of space—new that is to France though we find something

similar in contemporary ItaUan painting. His Hours of Jeanne d'Evreux contains miniatures

which begin to have depth and incidentally pose many problems for the illustrator with his

fiat 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 Due d'Anjou and the Due de Berry, the Rohan Book of Hours, the Bedford

Book of Hours and the rest [i 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 impopular

* This did not apply to those who worked for

princely patrons on a salaried basis.



62 MEDIEVAL ILLUMINATION IN THE WEST
Due 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 Tres Riches Hemes, Jacquemart de Hesdin

and Andre Beauneveu—and we know, too, that most of them were Flemish, and a few

Italian. In the calendar section of the Tres 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

Turin 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 fight but also in the importance of landscape in

the miniature.

This startling change in technique and in subject-matter reflects a new attitude to fife

itself which is found also in the poetry of the time. The decay of medieval symbofism 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, *pecufiarly sensitive to things that were lovely because they were not

lasting: to flowers that fade and to moments that cannot endure. ... It is 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 ofHours {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 backgroimd 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 ofpen 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
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32. Roger of Parma; A Treatise on

Surgery. French, I2th century,

yi" x6^". British Museum. Sloane

1977

33. The Psalter of St. Louis. French,

c. 1260. 8^' X 5f ". Each miniature

has a framework formed by a Gothic

arch. Paris. B.N. Lat. 10525
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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. Pacht 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 naturahstic 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 sjTnbohsm declines.

In 1419 PhiUp 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

Pacht 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 Maximihan, one now in Vienna and the other in BerUn. In them

and in his Oxford Book of Hours [37] is brought to perfection the technique of the 'scatter

border'. This is an adaptation of the naturalistic still-life border which had already been

used in the Tres Riches Heures du Due 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 Bergstrom has pointed out, the beginning of still-life
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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 experimentahst 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

ofwhom 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'etre of the miniatures. We feel that these were his chief interest; and he was in fact one of

the founders ofthe Dutch school of still-Ufe painting.

One great French illimiinator who seems to have been unaffected by the Flemish fashion

was Jean Fouquet. He was working in Tours during the second halfof 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 mosdy 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

Jewish 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 Httle 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 ofAnne ofAustria (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 estabhshed itself as the chief method of producing books and the

illimiinated 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.

* This school is famous also for some of the * David, a master painter, is known to have

very earhest 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 to 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 Enghsh, French and Flemish illumination was at

such a high level, German work, unaffected by the Gothic style, continued with the old

formulae. Consequently its quaHty 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. 13 12) 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 Anghan 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 imtil 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 Gothic st}'le 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 ofinfluence 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 ofwhose art is often to be seen in the altar-pieces ofthe time.

But the first generation of great Renaissance painters were more interested in monu-

mental art and it was not imtil 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 httle 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 httle 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 depth more suitable perhaps to the mosaics on which

they worked with Ghirlandaio and BotticeUi. They also illuminated, for Matthias Corvinus,

King of Hungary, Didymus's De Spiritu Sancto which has a text written by Sigismimdus de

Sigismundis, the most famous scribe of his day. Attavante, whose workshop produced the

famous Urhino 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].

Itahan manuscripts have always been famous for their calligraphy and there is a calh-

graphic quaHty about much of their ornament, especially of their initials. By now the roman

hand was replacing the Gothic, anticipating the introduction ofroman type by Jenson, the

printer. Itahan 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 earUer. There was an enormous demand for books, especially

in Florence. Vespasiano da Bisticci, a famous Florentine pubhsher, employed numerous

copyists and illuminators to produce the Greek and Latin classics for wealthy nobles, as

well as hturgical 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 earhest printed books. This subdued decoration

was probably felt to detract less than true illustration from the hterary value of the book

which, for the humanist, was always paramount. It gives us too a curious side-hght on what

the Renaissance artist thought classical illustration was Hke.

If the Renaissance style may be said to have started in Florence it was in Ferrara that 11

produced some of its most original manifestations. The Este Court was from 1450-71 a

scene of unparalleled brilhance and from here, between 1455 and 1461, came one of the
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38. The Borso d'Este Bible. Italian, 1455-61. 14I' x loT. 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]. CriveUi, 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 no 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 decUne. Most Itahan 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

reliefby 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 II 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 Hke 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 'caUigraphic 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 ofHours came from Milan and to this book, rich as it is, Charles V later added

some beautiful Flemish miniatures. The Lihro dell' lesus, 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 estabhshed, 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 Famese is a tour deforce. 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. io{" x yj". British Museum.
Add. MS 188SO
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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
ofBurgundy. Vienna. Cod. 1857

41. The Grimani Breviary. Flemish, 1490-1510.
11" X 85". Venice. Marciana Library. Lat. 1, 99 (2138)
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42. Josephus : Jezw>/i Antiquities. French, 15th century'. 17" x 11 2'. Painted by Fouq
Paris. B.N. Fr. 247
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43- Hours of Anne of Brittany. French, 15th

century. ii|" x yf". Painted by Bourdichon.

Paris. B.N. Lat. 9474
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44. Diurno Domenicale. Italian, 1409. A
Gradual illuminated by Fra Angelico and
others. 26J" x 19I". Florence, Laurentian

Library, Cor. 3

45. The Golden Bull of Charles IV. Bohe-
mian, 1400. 16^" X 12". Vienna. Cod. Vindob.
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46. Queen Mary's Psalter. English, 14th

century. io|" x 6|". 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. John. Spanish, 12th

century. 18" x i2f ". Manchester, John
Rylands Library, Lat. MS 8

48. Bishop Donato's Lectionary. Italian,

15th century. 10" xy". New York. Pier-

pont Morgan Library. M. 180
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49. Petrarch's Trionfi. Italian,

late 15th century. School of

Florence. SJ" x 6". Pen draw-

ings made in preparation for

illumination in colour. Bod-

leian Library. MS Canon,

ital. 83

50. Plutarch's Lives. Itahan,

15th century. School ofLom-
bardy. 131" X9J", 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. 19J" X9J". Illumi-

nated by Franco de' Russi and the Giraldis.

Vatican Library. Urb. Lat. 365

52. Book of Hours. Itahan, 1546. 6|''x4i'.

Painted for Cardinal Famese 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. 14I" x lOj". School of Florence.

Illuminated by Attavante. Rome. Corsiniana

Library, MS 612

54. Codex Zouche-Nuttall. Mexican, c. 14th

century, yi" x 10". 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 ofillumination?

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 ahen 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 ofthe 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 ofRonda and the Farfa Bible—both ofgreat 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 ItaUan or Flemish work, the difference being that colouring is generally subdued

in deference to the Inquisition. So we find, in the fifteenth centur}', miniatures with black

backgrounds and draperies. But these restrictions were eased in the sixteenth century and

under Phihp 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 Phihp for San Lorenzo of the Escorial between 1572

and 1589 were partly produced by Itahans (Scorza ofGenoa, a famous miniaturist ofthe time,

was one of them) and display an Itahan 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 Itahans. In Portugal as in Spain good manuscripts continued to appear



55- The Commentary of Beatus on the Apocalypse of St. John. Franco-
Spanish, nth century. 140" x 1 1 i". 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 15 19 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

Boturinii 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, Hke the Vienna Codex, the illustration is 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 XIV 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 Evangehsts 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

[i66a]. 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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Oriental Illumination and Illustration

ISLAM

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

confined to the period following the do\\Tifall 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 there 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 Mlqe [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 baiming ofrepresentational art led naturally to decoration rather than illustration and



56. The Maqamat of al-Hariri. Baghdad School, 13th century. I5"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

quahty, and took the form ofornamental flourishes and so on. This attitude was also a bar to

the spread ofprinting which might otherwise have reached Europe much sooner from China.

From fragments which survive it seems that the earUest Islamic books of the ninth to the

twelfth centuries had much in common with those of the Hibemo-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 ofornament 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 The Maqamat of al-Hariri [56] now in Paris. It is a picaresqjie

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 styUstic 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 st}'le of contemporary Chinese ink-painting. The Demotte Shah-

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

Khzvaju 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
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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 caUigrapher 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 speciaUsts: 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 caUigrapher, 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 ofthe 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 Hterature. 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.lt

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- * For the curious influence of Western en-
tion of the eleventh century. gravings on Mughal illustration, see below.
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58. The Gospel Book of Queen Mlqe.

Armenia, loth century. Venice. Mekhi-

tharist Library

59. The Khamsa of Nizami. Persian, c.

1495. 7" 6". A miniature by Bihzad and

Mirak showing a scene in a Turkish Bath.

British Museum. Or. 6810
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60. An illustration to the Chaurapan-

chasika, a poem by Bilhana in loose-

leaf form. Central India, c. 1550.

6\" X %\". N.C. Mehta, Bombay

61. The Coruna Bible. Hebrew-Span-

I

ish, 1476. Hi
Kennicott i

X 9
". Bodleian Library,
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62. Scroll attributed to Toba Sojo. Japanese, nth century. Height iif".

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,

I2thcentury. 94 " x 9^ ". Boston Museumof Fine Arts
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64. Wood-cut from the popular drama Western

Chamber (1569) engraved by Ho-ching. 13" x 9".

65. Surprise encounter between two lovers, from a

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

66. A wood-cut from a poetic drama engraved by Liu
Su-Ming, c. 1590. 13" X 9".
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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 ofpoetry. 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 caUigrapher 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.

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

ofAmir 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 styUstic dif-

ferences and that in the course of the work we can perhaps discern the emergence ofMughal

characteristics, the chief ofwhich seems to be a desire for greater naturaHsm.

This tendency gathered force under Akbar (i 556-1605) 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 Hbrary 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 abihty to keep their nationaUsm 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 styUzed 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 diffierent

from the jewel-like effect of the smaller gold initials in Christian manuscripts. In East and

West alike most ofthe 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
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67. The Akbar-nama. Mughal, c. 1602. 14^" x 9I". 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 Corufia 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 MongoUan rule. We
have already seen in Chapter i how far ahead China was of the West in the use of wood-

cutting, of paper, and ofmovable 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 caUigraphy. 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 caUi-

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 partook of the nature of the illustration. Scrolls continued in the

East long after they had been superseded in the West and their capabihties 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

' 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 Jjy 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 hved 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 ±e 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 594. The greatest variety of block printing,

both of pictures and texts has been found in Turfan, an oasis in Sinkiang, 400 miles from

Tunhuang, w'here 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 reaUse the value of

redupUcation. 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 possibilit}- 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 availabiht>' to the masses—who of course could not read. It

may well be that the rarit>' of printed illustration^ in works of learning reflects the same

scholas^c 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 Uttle Western influence discernible in China.

At the end of the fourteenth century movable t\'pes 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 t>'pe

' This refers to imaginative not documentary illustration such as diagrams
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68. r^^ Lz/e of Shakyamuni Buddha: Chinese, i486. 14" x Sh"

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 itselfand its letter-forms derive direcdy from the woodcut. There are a few early excep-

tions among Japanese religious books, namely the Yuzu 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 Ufe of Shakyamuni Buddha which

dates from i486 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 accompHshed than European cuts of the same

date [68].

During the first 200 years of the Ming Dynasty most of the illustrated books were reU-

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 dehcacy and precision becomes apparent.

There is much more flexibiUty 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 being 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 st}le 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 ofthe 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 beauty [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 ofAn-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 ti-pen has been com-

pared to the use of Chinese characters by the caUigrapherj it is not to be regarded as plagiar-

ism. In a famous illustrated book of the Ming period, Lieh-NU-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

HsUeh-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 offin de siecle 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 Enghsh

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-

yuan Hua-chuan which is a sort ofencyclopaedia of Chinese painting and which was produced

with a very high degree oftechnical 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 sterihty among the Uterary 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 kno\^Ti 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 earHest 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 ofthe book. This means

that the first half ofthe 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 evidentiy employed craftsmen for

the actual cutting. Illustrations began to lose their archaic quality and with Moronobu the

names ofthe illustrators begin to appear in print. Moronobu is generally taken as the founder

ofthe 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 imlike our chap-books. Moronobu himself

illustrated examples ofboth types.



4

From the Introduction of Printing Until About 1520

The introduction of printing did not mean the immediate disappearance of the manu-
script book although the latter was already declining in every country except Italy.

For many years the two arts Hved 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 t>'pographical maturit}', 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 colurmis 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 ofsome editions were printed on vellum but most ofthem 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 ofthe 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 Verard's where woodcut borders and pictures are painted over with opaque

colours. The simpUcity 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 apphcation 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
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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 Uttle 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 ofDer Reisser at work with

his sword hanging up behind him [119].

According to Hind the earhest dated woodcut is a Madonnaof 14 1 8 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 reUgious 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

been 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 beUeve 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 earhest 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 unbeUevably crude by the side of the simplest miniature, in

spite of the addition oftransparent colouring by hand.

Although these block books were produced in very large nimibers 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 centun'. ii.\'x8i'.

The New Testament scene occupies the centre flanked by the Old Testament parallels

all unknowTi. 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 rehgious foundations whose members reaUzed

the didactic value of the picture. They were in faa issued as tracts. The Ars Moriendi 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 ofwhich 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 ofenlivening 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 beUef 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 ofwood.

GERMANY

Thus we find a method of illustration, woodcut, ready to the hand of the very first printers.

Like its modem 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 Hke the Hypnerotomachia Poliphili which have never been bet-

tered for balance oftype 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 hne 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 1465, all of them now extremely rare. Probably his Edelstein by Ulrich

Boner [1461] was the first^ ofthem [74]. The fact that the cuts in this book were printed after

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 148 1. 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 there 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 localformschneiders.'^ 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 WiUiam 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 contention which we have already met in

the very earhest manuscripts—and with even better reason because technically it is a great

convenience for the printer to have his blocks fitting thus into the t}'pe. This would have

mattered Uttle if Zainer, like Pfister before him, had printed his blocks and t^'pe separately.

CDasrtrapifd.Von tf KunfV ctB birttnllabs- vn

_f Kunll BEE hitttntpftllmt rtri»dj-

perm am acKcrbatt? trgnffm fan-

'tfnlicft rnoft BtriSgnri. Vt'icorm
ifntro id tt)th in funmbj^t Ctanion
' ;firtm NX'ann fji i(V ubcnur; fnno
.jiooutfng en mangd err niBirdxn

[ijunfuUentOifc CBCnungstlrbniP- 70. Rodericus: Spiegel des Menschlichen

Lebens, 1477. 12I' x 8'

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

rarit\- for that time, small areas of sohd black which add gready to their interest—as well as

to the difficulty ofprinting 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

bro±er Johann was also printing illustrated books. One of them, an iEsop, contained per-

haps the best illustrations that had yet been seen. It was to 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: TAe Nuremberg Chronicle, 1493. iSf 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 Seelenzuurzgarten, 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 assimie 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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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
Luheck 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 BibUcal scenes [72 and 79].

Until i486 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 ofpenance 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 styhzed 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 Uttle 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 1485. 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 5]". A
chiroxylographic book of which only one copy

exists. Its text was inscribed, its woodcuts printed

and afterwards coloured by hand. Royal Brussels

Library

)^ ^4H- A4»*i-J^iU^ Qt>i^ 5*' |»HW <*i Qu*r f»>^ ^ 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.
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76. Spiegel menschlicher Behahniss, 1476.

15" X 11". A Swiss version of the Speculum

Humanae Salvationis. Hand-coloured wood-
cuts in a double-column arrangement.

Bodleian. Douce 277

77. Griininger's Virgil, 1502. 12" x 8"
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78. Breydenbach's Peregrinatio

in Terram Sanctam, i486.
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new feeling in many of the other cuts which pointed the way for Fuchs and Bninfels 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

medievahze 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

quaUties which are reaUy 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 o\\ti ground.

There was little of this in Griininger's work of course but he was one of the first to use paral-

lel Unes 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.

>X'e 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 Kobergef . 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, The Dance of Death (1489) and the Liibeck

Bible of 1494. Although the latter does not seem to have been as successful as the Cologne

U. H.B.I.
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79. r^e Lttiec^ Bible, 1494. 14" x 10"
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Bibky ifwe 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 yoimg 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

«^fi antvcoxt gcPfit in gcfc^ttfjt

X>ni> jDyCC* butdy icjc^wcper 2lrtit

Sic wctcm ^tyb on ftcmbc mami
Wet butd) Wc ft-ngct fc^criim
Vnl> left (^iu [taw <ym Anbetnman
iDo Ucbt ^u^ i)»c nirtu)* fu(]5 an

|[ X?onc«Prucl^

iEe^ec^en wtgtman alt ger^^g

aieogmanfc^nellteynfycfcltng. .

&t9iuci)*ba& gefcQ V<*3 g<wiO xxwc^t

80. Brant's Narrenschiffy 1494. si" x Si'
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8i. Diirer's Apocalypse

y

1498. 151" X III"

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 direcmess, but it was mellowed

by his stay in Italy. As we follow its evolution from the Apocalypse of 1498 to the Little

Passion of 15 11 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 15 10. 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 151 1, 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 CheUdonius 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 ofroman 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 ahnost

imiversally 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 ofdiagrams.

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 15 17 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 pubUc than his woodcuts, were mostly reproductions of his other works,

and as none ofthem were for books they need not detain us here. But the refinement possible

to the graver must have prompted him to demand more deUcacy 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 15 14, 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 httle

more than academic interest. This is the reHef 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 Ukely 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 httle sixteenth-century Horae.

ITALY

In spite of the close intercourse between Italy and Germany, the Itahan book remained

uliillustrated 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 Corv'inus 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 uTote '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 He deeper and farther back in a different conception of

the function of illustration which is as vahd 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. ItaUan 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 quaUties, 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 Itahan cut

was often surpassed by the individual German one. The difference was that the best ItaUan

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 Itahans 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 ofhand-colouring.

It is interesting to note that Ratdolt, who was also responsible for the first title-page and

for some of the earhest ItaUan 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 outUne and this style continued there long after hand-colouring had been

abandoned. GeneraUy speaking the ItaUan cut has a Ughter 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 Uttle higher. The super-imposition of

ItaUan elegance on Gothic design is seen very early in Lorenzo Spirito's Sorte (1482). This

is a book about fortune telling ofwhich 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 iUustrated book was Turrecremata's Meditationes (1467)

the woodoits in which were based on frescoes in Rome, but were almost certainly cut by a

German craftsman. De Re Militari (1472) is usuaUy agreed to be the first book with purely

ItaUan iUustration, 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'. IncidentaUy the iUus-

trations were probably printed separately from the text; and they correspond very closely

with the iUustrations in a manuscript of this work which is in the British Museum. Their

influence is seen in the Verona iEsop of 1479 which is interesting because of the 'printer's

^ But Castaldi, a block printer who worked in Marco Polo brought back from China. Marco
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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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 iEsop 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 ofan amateur. Tuppo was persona grata at the court of Ferdinand of

Aragon, a patron who seems to have sho^^^l 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 t^\'0 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 sty'les respectively, for it is supposed that Mantegna's influence can be seen in

the 1493 volume. It is said that many of the earher cuts are based on the Cologne Bible but

they are wholly Itahanized 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 Die, 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

been firstused the previous year in xheArsMoriendi 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 reahzed 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 reUef, 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 deUcate 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 reUef 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 casihus illustrium Virorum, pubhshed 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

BotticeUi, is Landino's Dante of 148 1 which came from the same printer. Baldini's engravings

are based on a wonderful set of drawings which BotticeUi 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

BotticeUi is known to have had a great admiration for him and in this instance the poet and

the painter were perfecdy matched. We find a curious reminder of early iUumination in the

grouping of several scenes in one drawing so that successive actions are shown as if they

happened simultaneously. A few were whoUy or partly coloured. But although this suggests

that these drawings were not specificaUy designed for engraving there is an interesting re-

mark of Vasari about BotticeUi: 'He iUustrated the Inferno and caused it to be printed.' So it

may weU 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
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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 ofcomparison [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 beaut)'

85. Bettitii's Monte Sancto di Dio, 1477. 11" x 8". An early copper engraving
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86, Calandri's Arithmetic, 1491, 5 J' X4"

in their designs. Great painters like Mantegna and Pollaiuolo are known to have engraved

(though not for books), and aheady 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 Itahan 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 hcentious 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 15 12 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 1490-15 10. Italy was now divided into city-states and from almost every city of

any size came work of wonderful quahty, 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

* They were printed by rubbing as were the

block books. Where they are found on the text

paper they seem to have been printed after the

letterpress.
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many small ones (ofan average size of 3 x 2 inches) the cutters developed a minute technique

akin to copper-engraving. But when ItaHan illustration began to decUne after 1520 this skill

often produced emptier designs than the less elaborate Florentine engraving.

From Florence in 149 1 came Calandri's Arithmetic^ one of the very first to be pubUshed,

with its deUghtful Uttle pictures in outline [86]; and in 1495 came Pacini's Epistole et Evangeliiy

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, pubUshed 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 148 1 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

beheved him to have been a sculptor rather than a painter. But it owes still more to its
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88. Ketham's Fasciculus Medicine, second
edition 1493. 12Y x 8^"

printer Aldus, and its presentation is an object-lesson in the enhancement of illustration by
good typography, presswork and mise 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 booksj^ the Poliphilo which he pubhshed 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 hterature, 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 153 1, 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 (15 18). They

suggest, too, 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.

* But the Chatsworth Library has an exquisite

copy of Le Cose Volgari which was printed by
him in 1524 and afterwards illuminated by hand.

This contains six full-page miniatures besides

numerous delicate marginal decorations. It is an
example of Italian skill in a hybrid form in which
they excelled the French.
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89. Colonna: Hypnerotomachia

Poliphilt, 1499. ii^'xyl". Com-
pare with 136

iuCT(ilocrappcdeua.Gli4l«nnii&inqna&ilaalfijri,difiipflir6e(miati

finaal futuro anniucrfanolUuano.EtritomatDlo anno niteqlle arca-

de fronfie racogliedolegli (acrarii (impuluori.il (acrificio iccndeuano*

FinalmetcdappotucoqltofdbuiOimamctepado&fumacuobrcruaii'

dacclebratogli fcriliofficucii pec fuppljcc ciunrcligtonc& caunonie

(Icglidii.qualuqueinalogciiiofl^atoJlfumofaccFdoteCunoncptuno

&pofciaaicedolecxticmcpaiolc^at .Ognuno liccntanetc & fcAi-

noricomare poceuaalpprioicolato&Utircinearcad bdomuinonC.

Cu queflo ulc ordine lamia magniloqua Polia &condaincK haufdo,

&cubundicclle parole canaob^cTuantiadignadi laudatiflima cotnme

datioucinKgramentcexpotiendonarrato.fc mecompcndiofanicte in-

lUtuto al fpadofo& harenulaco Lcoredi piaceuoli plcmyruli irrucnQ re

tixo.oueeraildcftrudo&dcfCTtotcmpiojJcrucnifrmo.

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 afiinity with copper-engraving in method though not of course in result. It appears

spasmodically in early cuts ofall nationahties 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] exempUfies 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 reUeved with white dots or lines, against

which the white figures are thrown into strong reHef. The combination of white and black

line in one block is often handled most skilfully, considering the date ofthe book. This is also

one ofthe first books to show much thought about the placing ofthe blocks on the page. They

^ But the first printed writing manual, Arrighi's
La Operina which appeared in Rome in 1522, had
its calligraphic examples cut in black line though

white Une would have been simpler and was in

fact occasionally used later against a solid black

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 effea.

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 reHef metal-cuts. The same thing was happening

in Germany where Diirer of course was working in both media. And the fact that Lucan-

tonio DegU Uberti, a prohfic illustrator of Venetian books, is known to have done so too

suggests that such versatihty 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 modem 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

Comps^ gi'ua anCanio come Ea La cagna

racioae. aicuiucJcnruoifigluoU boicghi

E'Unb cuvTIc H Col me per comptagoa

Ceco menoe H. [al£e canco adeno

cheUa pcnienne m una gran moncagna

yVlquanco andamo li pei un diCerto

at fine ucnlmo in un praco fiorico

oue cUa ce di fion hauca coperto

EUa giclofli doueeri dorraico

£^ comincio aj dir con pianco amaro

O dolcc fpoCo mio oue fc ico

Douc fehoraO dolce amico caro

hor ti ucdefL mnanri chio mi parra

da che concra el partir non ho riparo

Da chcbbc pianco li bene una quarta

di una grofla hora fu in un faxo fcripfe

col darjo fuo come chi Ccn'ue in carta

Ec li lo pofe a pofda indi prtille

&: per ucdera 10 credo mi lie uolce

giu per la piaggia mirando faLflc

lunon Ic nymphe Cue hauca raccolce

& pcrchc Lippca CoUa uera mancho

madaco haucj a crouarla nywiphe molce

La piaegia cucia non hiuea fceCa ancho

che fu pigliaca Si mcnata ad lunone

coltinimo anGoCo X moico ftancho

Non ualCe ad dir che fdrgno fu cagionf

del fuo abrentarC:dtf citfo en piue

ad iuidia el falCo che allri rl uer Ccnzxxic

Che noo la fcffc dalle nymphe Cue

baclerc pn'ma fl£ poCcia la mandaca

(Irrcla SC legacaai roonir olympo in fue

Ncl Cuo pamr mi impoCc cfla ambaCdaca

la qual cho ie0.i tC dixi digli quanco

da lui mi pattn afHic)a SC CcoriColan

Tanco ne gliocchi mi abondaua cI pianco

quando la DriaJa queflo ai me proficiCc

che non riCpofi per lo piagncr anro

Ma per Icuie canco aCpcrc H. pcrucrCe

con Id andai in fine alia pianun

oue Lippca di fior mi copcrCe

E c racio corG ad Icger la CcriDCun

la qual hauea Ccolpica Cu ud faxo

quando ella fcce La parccxua dura

Ella dicea perducoe-il bdlo CpafTo

chauea di ueder ceO dolce Drudo
paror couiemi fic il mio chor d lallb

1 roppaCupido ad me c<^bco crudo

eglj chio non n u::ggia cha naCcoCo

Si di ce mha ferico ad pccio oudo

Facli con dioO mio pnmaio CpoCo

H ulcimo andvo O me chio no bo fpene

di nuederd mai nhaucr ripoCo

Che qud rtame che I unon Cu dene

90. Frezzi's Quatriregio,

1508. lof X 71"
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the same sort that was later to be seen in the chap-books. Popular art is essentially conserva-

tive in form and the style of these cuts is found in certain illustrations of every country for

the next 300 years. The printing and typography were poor but the cuts were often ex-

tremely lively. They usually had a border which was part of the block itself and additional

borders might be added to bring its width to the same as that of the accompanying type.

There were as a rule only two of these cuts, one at the beginning and one at the end and

they picked unerringly on the best scenes to illustrate. Both these series continued well into

the sixteenth century, and their illustrations are often found with texts other than those for

which they were originally intended.

Another class of small popular book, in the production of which Italy owed more to

France than to Germany, was the Horae. As we shall see these appeared in huge quantities

in France at the end of the century and they began to be published in Venice from 1489

onwards. Many of them had borders of a French type but the best were those produced by

Hamman which were decorated with something of Italy's native genius. Finally there were

the little guide-books to Rome known as the Mirabilia Romae, descendants of manuscript

guides for pilgrims dating from the seventh or eighth centuries, which we have

already met as block books. These were very small but they often contain cuts of delightful

quality.

THE NETHERLANDS

Although it was in the Netherlands that most of the early block books originated, that

country seems strangely to have lagged behind her neighbours in the production of ordinary

illustrated books. It must be remembered that block books were being produced long after

the introduction of movable type and cuts from them sometimes appeared in the ordinary

illustrated books of the time. In the earHest books the reflection of their style is often seen

for instance in the Dialogus creaturarum, an attractive book of fables printed at Gouda in

1480. The delightfully humorous cuts display a hghtness and fantasy that were quite foreign

to German work of the time [94].

As we have already seen the second half of the fifteenth century was a great period for the

book painter, both in the Netherlands and in France. In both countries there was a closer

similarity than elsewhere between the design of miniatures and the design of contemporary

woodcuts. But this seems to have been due to the woodcutters copying existing miniatures

rather than to the miniaturists designing for the printers, and it therefore perhaps implies

some lack of imagination. Flemish painters in fact seem to have been even less interested in

printing than their German or Italian counterparts. Woodcutting must have appeared de-

plorably crude to artists like the Master ofMary of Burgundy.

It would have been strange however if the printers of the Netherlands, who were so early

in the field, had made no contribution to the history ofthe illustrated book. In fact Veldener's

Fasciculus Temporum is one of the very first books in which printed ornaments and borders

occur. A French translation of Boccaccio's De Casihus Virorum, published in Bruges in 1476

by Caxton's master Mansion, is probably the very first book to be illustrated with copper-

engravings, which in this case were pasted in. And Le Chevalier Delibere (Gouda i486) is

one of the important early books from any country. This is an allegorical romance in verse

and it also exists in several manuscripts. In one ofthem the author Olivier de la Marche gave

detailed instructions to the artist both on design and on colouring. But this does not seem
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91, A painted border surrounding a printed page. Simonetta's Hisioria dallo

Duca Francesco Sforza. Milan, 1490. 14" x 9.1,'
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92. Dante's Divina Commedia. Italian 1480-90. Size ofMS 9" x 13". Botticelli's drawing for

Canto X of the Inferno. Vatican Library. Reg. Lat. 1896 A
Of these drawings Sir Kenneth Clark says 'They are the most oriental works of western art.

They achieve their purpose by pure outline.'

93. Landino's Dante, 1481. Original width 6f ". An engraving by Baldini based on Botticelli's

drawing above
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94. Dialogus creaturaruniy 1480.
12^x81"

to have cramped the latter's style in the least because the big cuts with their almost pre-

cocious feeling for tone are full of vitaUty and observation. There were many editions of this

book printed during the following century too.

FRANCE

As in Italy the earliest books were printed by expatriate Germans and the very first

French illustrated book, the Miroir de la Redemption (Lyons 1478), actually used cuts im-

ported from Basle. But fortunately this was a time when the French miniature was flourishing

and its influence soon made itself felt on the native cut. In Italy it was the classical spirit of

the Renaissance that asserted itself against the German Gothic and produced such books as

the 1493 Malermi Bible. In France the Gothic style still persisted and in fact flourished in

the manuscripts as in building, but it was a very diffierent thing from the German product.

And the relationship between the woodcut and the miniature was even closer than in the

Netherlands. We find many printed books with spaces left for miniatures and even cuts

over which a completely diffierent design has been painted. This last was a favourite

expedient of Verard, bookseller to King Charles VIII, and the t>'pical first of a long line of

publishers of editions-de-luxe. He was a fifteenth-century Vollard without the latter's

artistic conscience. He published manuscripts and printed books at the same time, and so

it was an easy matter for him to mix them.^ It is instructive to compare the sumptuous-

^ He had himselfbeen trained as an illuminator.

B. H.B.I.
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ness of the vellum copies of books printed for Charles or for our own King Henry VII
with the mediocrity of the same books when they were intended for the ordinary

buyer.

During this period two famous miniaturists were working—Fouquet and Bourdichon.
It is tempting to see their hand in some of the best printed books of the time as Bouchot does
for instance in La Mer des Htstoires; but Sander's warning against making this assumption
for Itahan books must apply here too. Hind is more cautious and says that the illustrations

of La Mer des Htstoires and Augustine's Cite de Dieu are 'directly dependent on known
illumination'. Apart from the Books of Hours and Marchant's Danse Macabre these two
works are the most distinguished productions of the century. La Cite de Dieu was printed at

Abbeville in i486 by Jean Dupre, the Parisian printer, a magnificent set of four volumes
though with comparatively few illustrations [95]. Dupre is known to have employed Vene-
tian craftsmen and the finish of his cuts speaks well for their workmanship. He was an enter-

prising pubhsher and in 1490 he actually printed a Book of Hours in colours, though he did

not venture beyond one colour for each picture. La Mer des Histoires which was printed in

Paris in 1488-9 by Pierre le Rouge is a sort of universal history compounded with legend

and going back to the Creation. Its two large volumes are famous for their magnificent

initials and borders, obviously based on manuscript decoration which is not surprising since

Le Rouge himself came of a family of illuminators. It is one of those books in which the

trimmings and the mise en page are more important than the individual cuts (which are

mostly small ones of column width and are often repeated) and the sum total is very

impressive [96].

Guy Marchant was another great Parisian printer whose best books were the Danse

Macabre des Hommes (1485) and Danse Macabre des Femmes (1486).^ Hind describes them as

'perhaps the finest achievement of French woodcut in the fifteenth century' and in subject

matter they are of course closely related to the block book series called The Dance of Death.

These are poor men's books. To the under-privileged they must have brought some satis-

faction, in a century marked by frequent outbreaks of plague, at the sight of Death's hand

laid upon the great and the wealthy. Pope and Emperor, knight and lady alike are shown in

this predicament. And it is one of the cases where a picture is far more effective than words

even if all those for whom these books were intended had been able to read. How much
more dramatic are these vigorous cuts than the verses that accompany them. Nothing could

be farther from Verard's books in intention and no cuts could be less imitative of illumina-

tion. With that influence shaken off the woodcut was free to develop in its own way and the

Danse Macabre showed the way it was to go [97].

Its development is best seen in the great series of Horae which between 1485 and 1505

poured frqm the French presses and penetrated into every part of Western Europe. In these

little books (they were nearly all about 6x4 inches in size) French art produced something

quite pecuUar to itself. We have seen how popular this type of devotional book was in manu-

script; now, with printing, it reached an even wider public. It still indicated its origin how-

ever by means of its borders in which vignettes are embedded [99 and 100], a feature that is

seldom found outside France, and which gives a rather congested appearance to the page.

The vignettes in the Calendar section have lively Httle scenes of everyday life reflecting

the occupations of each month—a convention borrowed from the manuscript Horae.

Most of these books came from Paris and the best were printed by Pigouchet and

' Marchant also printed the deUghtful Compost in 149 1. Fig. 98 is taken from the best edition of

et Calendrier des bergiers which had its first edition 1499-
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99. Pigouchet's Hours, 1492. 5 J" X4" 100. Dupre's Hours, 1488-9. 51" ^4"

Vostre. Kerver was rather less prolific and often copied Pigouchet. Verard himself pro-

duced a group for the King in 1490; they were called the Grandes Heures because, as one

would expect ofhim, they were of a larger size than the average.

In these little books certain principles of design were consistendy followed which are

important because they set a style for many years to come. The double page spread becomes

the basic unit, rather than the single page.^ This is an axiom that was later to be reaffirmed by

WiUiam Morris and it is generally endorsed by designers today. But at the end ofthe fifteenth

century, which was the heyday of the miniature, it cannot have been at all self-evident and

indeed must have been quite revolutionary. The miniature, as we have seen, had become a

painting in a book and as such its surroundings were of minor importance. But now the

woodcut has to take its place in a planned page with margins in much the same proportions

as ours today. A curious survival from the manuscript, however, is seen in the treatment of

borders where they occur. They are invariably regarded as margins themselves and the page

is cut almost flush with their outer edges. In other words they imitate the illuminated borders

which were added to fill up the white spaces of the manuscripts.

In technique as in conception many of these cuts are excellent and often surpass the ones

which are found in far more expensive books. In the earUest Horae they are usually in

black-line and then a little later we find white-line designs on a dotted ground. This was the

maniere criblee and it lent itself to the use of metal instead of wood. It is often difficult to tell

which material is being used but Hind points out how metal-cuts can be distinguished from

wood by the fact that the straight lines of metal-cuts are liable to bend or curve shghdy with

* Pigouchet also printed for Vostre a charming
little popular book which traces the life of a young
married couple. It is called Le Chasteau de Labeur.

- The wider outer margins of manuscripts and
printed books foreshadow this development, of
course.
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loi. Terence's Comedies, 1493. 9I" x6f"
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use whereas wood will rather break. Metal-cuts too seem often to print more faintly than wood.

The next chapter will describe how in the sixteenth century the ItaHan fashion of black-

line cutting returned to France and reached its highest point in the Horae of Geoffrey Tory.

Besides Paris there was only one other French centre of importance for illustration and

that was Lyons, from which the very first French illustrated book had come. Lyons occupied

a key position in the south which made it readily accessible from Germany and Italy. The
result was a distinctive school ofwood-engraving which combined German force and direct-

ness with ItaHan poUsh. Guillaume Leroy printed several books such as the Quatre Fils

Aymon in which the cuts show great originality and depend far less on illumination than

most contemporary Paris productions. Even before printing the city had gained a reputation

for the production of romantic hterature and here the first of innumerable illustrated

editions of the Roman de la Rose was printed in about 1480. But the best illustrated book to

come from Lyons in the fifteenth century was Terence's Comedies printed by the German

Johaim Trechsel in 1493 [loi]. These cuts have a deUghtfully humorous air that is more often

foimd in German than in French work. They remind us faintly of the wonderful Holbein

cuts which were to win immortality for Trechsel's sons when they used them to illustrate

two books some forty-five years later. Another book with some technical interest was the

first French edition of Breydenbach (1488) in which the maps are beautifully engraved on

copper, and inserted as folding plates.

Mention must be made finally of another famous book that came neither from Paris nor

Lyons. The Roi Modus is a treatise on venery, printed in i486 by Antoine Neyret at Cham-

bery, with remarkable hand-coloured cuts. Brun has pointed out their similarity to work

done in Geneva but they are unusual for France.
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SPAIN AND PORTUGAL

Long before the introduction of printing the Oriental element had died out of Spanish

illumination and manuscripts had become imitative ofWestern work. The wonderful Beatus

manuscripts, though frequently copied, seem to have been unique of their kind. It is not

really surprising then to discover that the earhest book illustration is imitative too, chiefly of

Italy, Germany or France. Spain's great period in art as in politics was not to come until the

next century when illustration in other countries was generally deteriorating; and it was not

until the very end of the fifteenth century that the Spanish style, which has been charac-

terized as a combination of the decorative and the bizarre, began to appear. It is in the bor-

ders that we first notice an Islamic flavour—they are often designed in white line and cut in

metal. But there is nothing bizarre about the printing of the texts. On the contrary these

display a magnificent austerity which in a different way is just as typical of the Spanish book,

and which was to set the style for the successes of the sixteenth and seventeenth centuries.

This feeling for the printed page helps to make up for a certain poverty of illustrative

invention.

The first book of any importance is Villena's Los Trabajos de Hercules printed at Zamora

in 1483 by Centenera [102]. It contains crudely vigorous metal-cuts by a Spanish artist which

have apparently been printed after the text. A similar overprinting of the text by a border

occurs in some of Pfister's and Ratdolt's work and suggests that this may have been common
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103. Ludolphus de Saxonia: Vita Christi, 1495. 14" x 9I". The first illustrated book
printed in Portugal. A woodcut after a copper engraving by Master E.S.
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practice at the time. Another interesting book produced in 1495 by Rosembach, a famous
Barcelona printer, is worth mentioning for its title-page alone. This is Ximenes' Libre de les

Dones the cuts ofwhich exhibit a Greco-like elongation.

The Vida de Santa Magdalena printed by Joflfre in 1505 only survives in one copy. It is

one of the most remarkable books of the time with its fine borders which rather overshadow
the cuts which they surround. It was followed, during the first 30 years of the sixteenth

century by an impressive succession ofbooks which will be described in the next chapter.

The earhest printers in Portugal were all Jews and they produced many Hebrew books.

After them came German printers and it was one of these, Nicolas of Saxony, who was re-

sponsible for the best and first non-Hebrew book of the period, the Vita Christi of

1495 with its fine cuts [103].

ENGLAND
It must be admitted without quahfication that England's early contribution to the history

of the illustrated book was negUgible. This was one of the very few countries of Western
Europe where printing was not pioneered by Germans and possibly as a consequence both

typography and illustration were retarded. It was perhaps a httle unfortunate that Caxton
(after starting in Cologne) learnt his trade in the Netherlands, where the general level of

illustration was not as high as, say, in France or Italy; and he continued to borrow his blocks

from the Netherlands for some years. Many Books of Hours were printed in France for

English consumption, mostly before 1491, but they seem not to have made much difference

to the design ofthe local product.

The truth is that the earhest printers had httle interest in illustration as such. We have

seen how the tradition of fine illumination had already died out in England, perhaps killed

as is often said by the Wars of the Roses, but more likely by the rise of a new moneyed class

ofmerchants who seem to have been content with the inferior work their increasing demand

produced. A period of peace and prosperity paved the way for a revival of scholarship which

as in Italy mihtated against the illustration of books, Caxton himself was primarily a man of

letters, concerned more with his texts than with their presentation. The result was

that Enghsh illustration began with a handicap that lasted almost until the nineteenth cen-

tury.

The earhest illustrated book is generally supposed to be Caxton's The Mirrour of the

World (c, 148 1), with crude diagrammatic cuts. The captions for these cuts are written in by

hand, a reminder of the chronic shortage of plant among the early Enghsh printers, which

explains though it does not excuse their perpetual borrowing of blocks, Caxton's i?Esop of

1484 is derived as usual from Zainer's Ulm edition but it is a very poor and distant relation.

His second edition of the Canterbury Tales (1484) has cuts whereas the first edition was

unillustrated; and though they are just as crude as those of the ^sop their inclusion may

indicate the growth of a school of native engravers. He printed several Horae but most seem

to have been without cuts. His best illustrated book was the Speculum Vitae Christi of about

i486 [104] which contains some small cuts of a dehcacy hitherto unknown in Enghsh books

(they may well have been importations of course). They are superior to the well-known

Calvary in his Book of Prayers of 149 1, which is marred by ill-fitting borders.

Machlima's Primer of c, 1485 is a sort oi Horae which shows in its borders some vestiges

of French influence. And Pynson's best work is contained in a similar book some fifteen

years later, the Morton Missal. Pynson has an importance in this history quite dispropor-
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tionate to the quality of his work, because he purchased some Holbein blocks from abroad

which influenced later EngUsh book design profoundly.

Wynkyn de Worde was Caxton's apprentice and successor. He was apparently more en-

thusiastic about illustration than his master and produced several editions of Caxton's books
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104. Caxton's Speculum Vitae Christie c. i486. 9!" x 7"

illustrated with blocks borrowed from abroad. His best book was All the Proprytees of

Thinges (1495) in which the cuts, though adapted from foreign ones, have some originality.

Lastly we have a curiosity, the Book of St. Albans (i486) on field sports. This work con-

tains the earliest English examples of colour-printing from two or three blocks, produced

within five years ofthe first EngUsh illustrated books, but it is not otherwise remarkable.
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From about 1520 to the

End of the Seventeenth Century

ITALY

In
1530 Charles V was crowned Emperor of Italy at Bologna and most of the cit>'-states

lost their independence. We have already seen how each of the major centres set its

distinctive stamp upon the illustration of the books printed there. But with this loss of

independence the books themselves begin to look more alike. Added to this is the slow

deterioration in the quahty not only of illustration but also of printing which sank to a low

ebb at the end of the sixteenth century and affected the whole of the next century as well. In

painting too the freshness of the quattrocento was giving way to maimerism, which in turn

made its mark on illustration. Yet in spite of this the seventeenth century was noted for

many magnificent festival books and for innumerable beautifully engraved title-pages which

amply redeem it from the disrepute in which it is usually held.

During the first half of the sixteenth centur>' there was an enormous increase in the num-
ber of books published but surprisingly Httle falling off in quality. A large output however

called into being a large organization concerned wholly with book production, and one result

was a certain facihty in these books which makes them seem a long way from those which

preceded them by a few decades. In order to meet the increased demand for woodcuts groups

of reproductive engravers seem to have been fully organized by about 1520; and the natural

tendency of such groups is to follow slavishly whatever designs are given them. So we find

for instance a steady deterioration in the illustrations of the successive editions of Dante's

Divina Commedia, none of which imfortimately seem to have been based on the Botticelli

drawings.

The Giunta family, one member in Venice and two in Florence, was tj-pical of the pub-

lishers of the day with their prolific output of hturgical works containing cuts in which out-

line design has completely given way to shading. These were generally large books, but the

tendency, as the century wore on, was to a smaller page. Although Aldus had published only

one or two illustrated books, the small unillustrated volumes which he introduced in 150

1

had their inevitable effect on woodcutting style. Besides the limitation of the smaller area,

the growing popularity- of itahc t>'pe demanded a thinner and more hghdy printed line to

match it.

The new st>'le can be seen at its best in such books as Giolito's Petrarch of 1544 [109].

Giohto of Venice was the most influential Itahan printer in the middle years of the century

and he set a new fashion with his initials, borders and illustrations. These employed cross-

hatching much more freely than hitherto and were copied by nearly all his Itahan contem-
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105. Scandianese: Iquattro lihridella Caccia^ 1556. 7|" x 6". The woodcut here approaches the

fineness of the wood engraving

poraries. His initials, of which he had several sets cut, each contained a complete scene

rather like the historiated initials of medieval manuscripts, and they seem to have been

immensely popular. One of his best books was Scandianese's Lihri delta Caccia (1556), a

collection of poems on field sports with cuts that are wood-engravings in all but name [105].

The distinction between the two terms, which rests on the use of the graver on the end grain

of the wood, and is discussed more fully imder Bewick, is proved somewhat meaningless by

work like this.

Giolito also seems to have set a fashion for small figures in his illustrations. The finer the

work the smaller the compass in which it can be contained, as Bewick showed. But Giolito's

solution was to combine several episodes in one picture. He issued twenty-eight editions of

Orlando Furioso in the illustrations for which we can trace the development of this curious

habit. It was carried to an almost ludicrous extremity in Valgrisi's edition of 1556 which has

only one cut for each canto, each showing a series of scenes arranged in receding planes; for

the sake of clarity names are attached to the characters [106].

Another innovation which was popularized during the early years of this century was the

portrait frontispiece. Manuscripts of course had often been prefaced by a miniature of the

author presenting his book to a patron and the printed book soon followed suit. The earliest

example is said to be the portrait of Attavante in a Milan book of 1479 and it is difficult to

say whether it is cut m metal or wood. This is significant because the portrait frontispiece



io6. Valgrisi's edition of Orlando Furioso, 1556. 9' x 6*
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was soon to become a prominent feature of copper-engraved illustration, and there was a

period when wood and copper were evenly balanced as it were, and the rehef method aped

the effects of the intagUo. The effects may be seen in some later books also from Milan in

which Leonardo's influence is apparent. The 1532 edition of Orlando Furioso has a portrait

107. Verdizotti's Cento Favole,

1570. 8" X 5I"

of the author attributed to Titian, but this is still a woodcut and was to be copied as such in

many subsequent editions. A remarkable chiaroscuro woodcut^ also attributed to Titian on

the title-page of Aretino's Stanze in Lode di Madonna Angela Sirena (1537) shows the author

dressed as a pUgrim and singing his own poem. Although not strictly a frontispiece it has the

same function; but such a use of the title-page is rare. It was not until the next century that

the engraved frontispiece came into its own.

The engraved title-page however is found quite early in the sixteenth century. A. F.

Johnson says the first came from Italy and belonged to Aquinas's Purifica della conscientia

printed in Florence in 15 12. By mid-century it was fairly common, one of the most magni-

ficent examples being Blado's title-page for Labacco's Libro Appartenente a VArchitettura

(Rome, 1552). As befitted its subject-matter this title-page had an architectural motif, a very

early specimen ofwhat was later to become almost a chche.

This book also contained other engraved illustrations and by the end of the century these

too had become common in spite of the inconvenience and expense of printing them

separately. One result of this separation was to make it easy to include in a book engravings

which covered two pages. 'Double-spread' woodcut illustrations are rare for technical

reasons. But engravings of this sort are frequently to be found in the big commemorative

books of the seventeenth century in all countries; sometimes they are so big that they have

to be folded. It is almost impossible that such illustrations, their margins bearing no rela-

tionship to those of the text pages, should be assimilated into the book. Sometimes however

* See p. 151 for a description of this technique.

Bd



ITALY 143

the early engravings were based in design on early woodcuts;^ for instance Francheschi's

1584 edition of Orlando Furioso has engravings by Porro^ copied from the cuts in Valgrisi's

1556 edition previously described. A comparison will show how much clearer in detail the

copper is than the wood. Another book Verdizotti's Cento Favole (1570) shows signs of a

new technique being apphed to wood for some of its delightful cuts seem to have been based

on pen drawings [107].

The most successful Italian illustrations to appear in the second half of the sixteenth and

the first half of the seventeenth century were the representational ones which belonged to

books on architecture, anatomy or costume. There were many editions ofVesahus's Anatomy

M£!^^l

108. Botero's Quarta Parte delVIndie (supplement), 1618. 8^" x 5^'. Woodcuts after Burgkmair (1508)

as there were in the north. The Speculum Romance Magnificentiae (1548-68) which deals

with the monuments of Rome is perhaps the earliest of the engraved topographical books.

And Vecellio's Costume Book of 1590 was a monument of the period. While mannerism had

prevailed in painting technique was taking the place of imagination in printing, and we find

this even in the Emblem Books which began with Alciati's Augsburg edition of 153 1 and

* There were also books like the 1568 edition of

Boccaccio's Ninfale Fiesolano with woodcuts

based on earlier ones which have since disap-

peared. It is impossible to say whether in this

case the original blocks were used or merely

copied. But it is interesting to note that a fine new
edition of this work was produced by the Officina

Bodoni in 1940 with all these illustrations and
some others from sixteenth-century works recut

by Fritz Kredel.
* Porro's name is given on the title-page

—

one

of the very earliest references to an illustrator

there.
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continued in full spate all through this century. Here where one would expect if any-

where to find imaginative treatment one is often struck by the extreme reahsm just as

one often is in the twentieth-century work of the Surrealists. When the symbol has so

much weight of meaning to carry, it must be made plain beyond a doubt; and the process

was hastened by the triumph of copper-engraving with its superior definition and clarity.

A fine early Emblem Book with engravings was that of Bocchius published at Bologna in

1574.

Hofer in his Baroque Book Illustration has pointed out the injustice of the neglect which

has been accorded to ItaUan work of the seventeenth century; for only recently has the

baroque style become so sympathetic to us. It is true that it was a period oflow standards in

the books printed for the common man, but it was also a period when books ofunprecedented

magnificence were commissioned by princely patrons. This was happening everywhere of

course, but Italian commemorative books are especially distinguished.^ They are mostly

volumes of large format dealing with opera, architecture or with some festival, the celebra-

tion of which would reflect glory on the patron. Or there were funeral books like that pub-

lished in Florence in 1612 for the Queen of Spain in which Callot's first illustrations ap-

peared. (An interesting book because the engravings are arranged in a sequence showing

events in the hfe ofthe Queen.)

Architecture which has always had an affinity with typography was never more closely

linked with it than now. We have already noted the cult of the engraved architectural title-

page by which the reader was led as it were into the text through a triumphal arch. This

formula was soon to be used for aU sorts of books however unsuitable, and by degrees other

architectural ornaments found their way into the pages. It was a period of building on a

grand scale and, just as Gothic architecture was reflected in the thirteenth-century miniature,

so baroque architecture is never far from the seventeenth-century Itahan book. Hofer says

that the illustrators gave free rein to their exuberance in a way that was not possible to the

builders themselves in their handling of real materials. The structure of these title-pages,

like Piranesi's echoing and receding halls which were to be etched in the following century,

have often the most tenuous hold on reality, but they are not the less wonderful or evocative

for that. It was thus rather than in Uterature that the poetry of the baroque age expressed

itself.

It was in Italy too that the style first attained its full stature in all the arts. Monteverdi's

operas were produced from the very beginning ofthe century and from that impetus baroque

music lasted well into the middle of the eighteenth century, long after the style had given

way to something different in illustration. The same characteristics are apparent in all the

arts which it affected—a deUberate excess, almost violence, and a use of ornament that was

unrelated to structure.

Quite often the title-pages are the most interesting things in these volumes and more care

seems to have gone into them than into other illustrations. To us they seem to be a more

integral part of the book because, as the lettering of the title was always engraved on them,

they form as it were a common meeting place for text and illustration. Like the other en-

gravings they were printed separately from the text but whereas the illustrations proper

bear little relationship to the typography and might be (in fact often were) produced for

separate sale, the title-pages by virtue of their lettering, could not wholly ignore typographi-

^ Woodcuts still persisted into the seventeenth
century and Fig. 108 shows an illustration from an
outstanding Venetian travel book of 1618.
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109. Giolito's Petrarch, 1544. 8" x 6"

no. Iconographia Region Francorum, 1576.

7.1 " X 6". Illustrated by Amman and Solis

III. Bochius: Descriptio publicae gratulaticmis,

1595. 15
" X 10"
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112. Natalis: Evangelicae Historiae Imagines, 1593. 13" x8J". The Parable of the Wheat
and the Tares. Successive events are portrayed simuhaneously and reference numbers

are used. Engraving by the Wiericx brothers
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cal considerations. Occasionally books were engraved throughout, text and illustrations,

and then their homogeneity benefits enormously. This must have involved great labour

and it was commoner in eighteenth-century France. But there are nevertheless such

books as Fialetti's Scherzi (TAmove (1617) which are as charming as anything France had to

show.

Tide-pages were not by any means always architectural. A favourite variant was the ban-

ner which bore the tide and was supported by mythological figures. A good example is to be

found in the Statuti delV Ordine de* Cavalieri de Sto. Stefano (1620) which was designed by

Callot during his stay in Italy. Other tide-pages might combine an illustration of the text

with the lettering, as a sort of foretaste of the book's contents; or the lettering might be

shown in a panel surrounded by a subordinate design; but though that design fulfils the

fimction of a border it is never formalized and indeed it often takes on a life and activity of

its own so that it finishes by overpowering the wording. An example is the tide-page of

Casserio's medical work De Vocis auditusque organis (1600) with its grisly surround of skele-

tons whose varied postures immediately steal our attention from the centre panel—a re-

minder too that the seventeenth century for all its magnificence was the century ofthe Thirty

Years War and was no less concerned with death than the Middle Ages; and a book like

Cavalcanti's Esequie del Serenissimo Principe Francesco (1634) with engravings by Stefano

della Bella shows how characteristically it often concealed that concern imder splendid

trappings [113]. Della Bella, a pupil of Callot whom he later followed to France, was perhaps

the most outstanding Italian engraver ofthe century; and in his work, as one would expect of

a pupil of Callot, there is a great deal of etching. Le Nozze degli Dei (1637), made to com-

memorate a play performed for the wedding of Ferdinand II de Medici, shows him at his

best.

113. Cavalcanti's fsc^iV, 1634.

-jV X 5'. An engraving by della

BeUa

B. H.B.I.
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A description of Diirer's engraved work has been left until now because, although much of

it falls within the limits of the last chapter, it seems to belong more truly to a later date, and

foreshadows the work of the seventeenth and eighteenth centuries. Diirer, himself the son of

a goldsmith, was an innovator in more than one craft and this certainly applies to his en-

gravings. The series known as the Copperplate Passion (1507-12), though it does not exactly

constitute a book, should be mentioned because it contains some of the earliest engravings

by a known master. In addition to line-engravings he also produced a few dry-points and

some etchings on iron, though none seems to have foimd its way into books. Perhaps the

only work we can honestly claim is a plate of St. George, designed as a frontispiece for a

history of that worthy.

But if his engraving was not done for books it had almost as much influence as his wood-

cutting on later book illustration. Unlike the woodcuts his engravings were not only designed

but executed by himself and he seems to have regarded them as of equal importance with

his paintings. He opened the door to the reproductive engraving of the eighteenth and early

nineteenth centuries but apart from some copies of Wolgemut he generally worked only

from his own designs; and he must have regarded his engravings as of greater value than

his woodcuts, since he did not delegate their execution to others.

Engraving however did not establish its hold on the illustration of German books until the

latter part of the century, later than in Italy or the Netherlands. During the early years the

woodcut, and Diirer's use of it, were paramount. And just as we have noted the effect of the

ItaUan Renaissance on Diirer's own work, so we may expect to find its increasing effect on

P4irtoniii(nin(h'tiiit^

To^<jrt.4.C(rmtrwil tMd)»olgcn/&an(in ftyo Otug »ff
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1 14. Luther's Passional Christi und Antichristi, 1521 . yf" x 5!". A wood-cut after Cranach
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his followers. A. F. Johnson has pointed out the enormous variety of woodcut illustration,

borders and initials employed by German printers during this period; he estimates that there

were about a thousand title borders, not necessarily designed for any specific books, but

used indiscriminately. Many of these are found in tracts, for this was the time of the Refor-

mation in Germany and of great reUgious controversy. Just as we find unexpectedly fine

illustrations in the Savonarola tracts in Italy, so here inmiense care seems to have been ex-

pended on the decoration of the Lutheran ones. Luther himself evidently knew the power

of illustration to reach his unlettered public. His Passional Christi und Antichristi of 1521

for instance is illustrated by Hans Cranach who, though a painter, evidently did not think it

a prostitution of his art to illustrate something that we might regard as ephemeral [114].

Incidentally the popularity of these Httle pamphlets may also have been one cause of the

diminished size ofthe average book-page.

Cranach also illustrated the earUer editions of the Luther Bible of 1534, or rather the

earher part of the Old Testament and the Book of Revelation—for some reason the other

parts of the German Bible of that date were usually left unillustrated. Cranach's cuts are

excellent especially when they are not spoiled by crude hand-colouring. Later editions of this

Bible were illustrated by Lemberger in whose work we can discern the approach of the

baroque [115].

We now begin to recognize the emergence of a class of professional illustrators, men like

Beham, Burgkmair, Baldung and Weiditz. Hans Sebald Beham illustrated the Biblische

Historien (1533) with a series of small cuts which influenced Biblical illustration in many

coimtries for many years to come [116]. Burgkmair collaborated in the Theuerdank and in

another of the Emperor MaximiHan's books called the Weisskunig which was not actually

published until 1775. Baldung produced a remarkable white-line cut for Kaisersperg's

Granatapfel (15 10) which is a foretaste of later wood-engraving. And Weiditz illustrated

Bnmfels' famous herbal of 1530, one of the first printed books in which the artist is duly

credited, and the first printed herbal to make a real attempt at naturaUsm. Burgkmair and

116. Biblische Historien, 1533,
illustrated by Beham. 7^" x 5I"
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117. Holbein's Historiarum Veteris

Testamenti Icones, 1538. 6" x 4^"

Baldung also produced several chiaroscuro cuts though not many of these were used to

illustrate books. ^ Chiaroscuro was a technique, fairly common in sixteenth-century Germany

^

(and also in Italy), which seems to have derived from the chiaroscuro painting in Itahan

manuscripts and the grisaille of French and Flemish. It consisted of printing various tones

of the same colour, or else very nearly related colours, from different blocks so that they

combine to form one picture. It differs from ordinary colour-printing in that it avoids con-

trasting colours and the result is almost a monotone. The German practice was to cut a key

block which would stand on its own and add the tones afterwards; Itahan chiaroscuro

prints, however, depend on the tones for their complete effect. But although colour-

printing was used successfully in the Mainz Psalter of 1457 no form of it appears on any

scale in books imtil the nineteenth century.

After Diirer Holbein is the most considerable figure in sixteenth-century illustration and

in some ways he is more of a true illustrator because his cuts belong more intimately to the

books in which they appear than do Diirer's. Although nearly all his illustration was done in

Switzerland, he is of course technically German; but in his case national distinctions seem

to matter even less than usual because his best books were printed in France from blocks

cut in Basle. Basle itself was a signally cosmopolitan city at that time, on the direct route

' But see Fig. 108 for Italian woodcuts after

Burgkmair.

' Jost de Negker of Antwerp is credited with
the production of the first chiaroscuro prints in

Augsburg about 1508.
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between Italy and Germany and the great Erasmus^ lived there. Thus classical influences

are first felt here before they reach Germany or even France and they are fully apparent in

the illustrations, borders and other decorations designed by Holbein between 15 15 and 1526

.

Many of these were cut in metal and so preserved a characteristic sharpness, even after

considerable use, which compares well with wooden blocks. Holbein's drawings for the

Encomium Moriae, now preserved in Basle (but not reproduced until long after his death) are

118. Holbein's Dance of Death, 1538. 6" x 4I"

said to have brought him to the notice of Erasmus. His Biblical illustrations were collected in

Froschauer's great folio Bible published in Zurich in 1 538, and many ofthem reappeared in the

Historiarum Veteris Testamenti Icones, printed by the Trechsel brothers ofLyons in 1538. In

the same year the same printers issued in similar octavo format Holbein's famous Dance of

Death which was to be such a phenomenal success [117 and 118].

In their typography, their size and the placing of the cuts on the page these two little

books are so harmonious that it is hard to believe that the illustrations were designed and

cut so far from the place where they were printed and probably without any thought of the

books' format. The printer of course deserves every credit for this but with such wonderful

material he could hardly go wrong. In any book of reproductions these cuts stand out from

contemporary illustrations as if they belonged to a different age. Even their small size is

more sympathetic to us than the large and elaborate blocks which were more usual at that

time. But it is their simpHcity and clarity, achieved by the omission of all superfluous detail,

that is most attractive to the modem eye. In the Dance of Death the backgrounds are skil-

fully varied between indoor and outdoor. There is httle attempt at tone in either book and

cross-hatching is not used. The page though small has ample margins, and the text consists

of only a few lines so that the cut is able to make its fuU effect. And above all Holbein was

well served by Liitzelburger, his cutter in Basle, who must have translated his drawings

superlatively well.^

* For his Adagia (15 13) Urs Graf cut some of
the very earliest architectural borders.

* It appears that the Trechsels received the

blocks as part-payment for a debt from Liitzel-

burger's heirs after his death in 1526.

oi
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In Basle at that time there seems to have been a school of formschnetder who worked

principally for export; and while some of their work found its way to Lyons before it was

printed it was sometimes re-exported to Germany in its printed state; for in Lyons were

printed many books for the Kobergers, the great Nuremberg publishers. And in further

demonstration of the extraordinary freedom ofcommerce between the printers of those days

we may note that many of Holbein's cuts found their way to England where they had a con-

siderable effect on the course of English printing. From Basle in 1542 came the first of the

grcatflorilegia, the ornamental flower books as opposed to the herbals which dealt with useful

plants. This was Fuchs's De Historia Stirpium with its hundreds of large illustrations in the

new naturahstic style ofWeiditz.

The most proUfic German illustrators in the middle of the sixteenth century were Virgil

Sohs and Jost Amman. Sohs is chiefly remembered for his two editions of the Bible, one in

1560 and the other in 1563 with cuts that are notable for their decorative quahty. Amman
worked chiefly for the Frankfurt pubhsher Feyerabend. His woodcuts are a whole age away

from Holbein's and in them we see a striving after the effects of copper engraving. This in

itself might not have been harmful for it brought a deUcacy and minuteness of technique

that could have been, and in the case of contemporary Itahan cuts often was, beneficial.

But combined with it was an accumulation of ornament for its own sake that usually

accompanies a period of deteriorating taste. This is most noticeable in the tide-pages that

Amman designed for Feyerabend, but in his best-known work, Eygentliche Beschreibung

aller Stande auf Erden (1568) he is comparatively restrained. We owe to this book those

fascinating pictures of the printer and his associates that have so often been reproduced

[119].

Amman also claims our attention as one of the earliest craftsmen to produce etchings on

any scale. We have already noted that Diirer did some etching on iron and Urs Graf is

known to have etched on copper in 1513. This process, in which the needle is drawn through

the ground against very sUght resistance, has always been popular with painters because of

119. Sachs: Eygentliche Beschreibung aller Stande auf Erden^ 1568. 7' x 5^'

The printer and the engraver. Illustrated by Amman,
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the spontaneity which it commands. Italian etching which started with MazzuoU in 1520

showed a much clearer grasp of the potentialities than German; but it is questionable how
far this free sketchy quaUty is suitable for illustration. Until the present century few notable

books have been produced with pure etchings and it is at least arguable that the formahty

of line-engraving is a far better consort for the formality of type. As Hind says, 'the genius

of etching is the very antithesis of the formahty of line-engraving'. In the next century

Rembrandt was to raise it to the status of great art, but as yet it was hardly distinct from

line-engraving because the earhest etchers only used acid to reinforce lines which they had

already cut. Not many of Amman's etchings were done for books but he joined with Virgil

SoUs in 1576 to produce a volume of portraits called Iconographia Regum Francorum. Such

collections were becoming fashionable at this time and this one has more right than most

to be called an illustrated book because picture and text are printed on the same page. The
portrait of each king is joined with a scene from his life in a way that reminds us ofthe econo-

mical combinations ofcontemporary Itahan illustration [no].

By the end of the sixteenth century line-engraving had taken a firm hold on German book

illustration. It had been slower coming than in Italy but in the end its sway was undisputed.

Unfortunately it arrived when illustration was at a low ebb. Germany was divided into many
small states and torn by^ dissension. The hberty of the press was curtailed as a result of the

Catholic reaction and in many books we find careless workmanship, worn blocks, and poor

paper. The slovenly way in which stock woodcut borders were fitted round tide-pages is a

fair indication of this. In every country tide-pages were appearing surrounded by a most

incongruous collection of cuts which neither fitted together nor even remotely resembled each

other. The advent of engraving at least meant an end of the worn and ill-fitting blocks but it

brought its own dangers, as we shall see when we trace its career in the Netherlands. Mean-

while it produced some very successful plates in the series of travel books, such as the

Collectiones Peregrinationum, sometimes called the Grands et petits voyages which appeared

in Frankfurt between 1590 and 1634. These were edited and illustrated by the three De
Brys who themselves came from the Netherlands.

The Thirty Years War lasted from r6i8 to 1648 and it brought to Germany grinding

poverty, famine and plague as well as the other more immediate miseries of war. It is not

surprising that there are fewer books of note—we may well be surprised at the number

there are. Somehow there always seemed to be enough wealthy people to make a demand

for the large volumes with engravings. These are mostly concerned with technical

subjects—astronomy, mechanics, mihtary science—and there are fewer books on the

arts than in Italy or France. Most of these books are large and elaborate but occasionally

we fiind less assuming ones like the Volckamer herbals, in some of which there is a curious

combination of florid woodcuts for the head-pieces and simple engravings for the illus-

trations.

Woodcuts were also used to illustrate what must have been the most influential and in its

way the most famous German book of the century. This was the Orbis sensualium pictus

by J. A. Comenius which was published in Nuremberg in 1658 [120]. It was to all intents and

purposes the first illustrated children's book and certainly represents the first systematic

attempt to teach the young by means of pictures. Our reproduction shows how nimibers in

each picture refer to explanations in the text, and there are more than 150 of these illustra-

tions altogether. Many of them remind us of the Emblem Books and in just the same way

the objects shown somehow assume a Hfe of their own when they are isolated from the usual

background and shown in all their simpUcity.

a
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120. Comenius: Orbis sensualium pictus, 1658. 6" x ^V

The cuts in the first edition which were by Michael Endter were not very good. But it

very soon became the most popular school book in Europe and editions are found in all

countries, even Russia, appearing even in the nineteenth century. An English translation

appeared within a year under the title of Visible World and this was provided with excellent

engravings which are a great advance on Endter's cuts; but in spite of a more expert tech-

nique they preserve the delightful simpHcity oftheir originals.

Simplicity however was not a virtue of seventeenth-century baroque illustration either in

Germany or anywhere else. There is a family likeness between the engravings of Italy,

Germany, France and the Netherlands but it must be admitted that the German ones are

the most prone to over-elaboration and they are therefore the least sympathetic to us.

Typical are the illustrations to Ovid by J. W. Baur (1640) which have been called a travesty

of the classical spirit. Baur also produced in his Iconographia of 1670 a collection ofmiscel-

laneous engravings, many ofthem illustrations, of a sort that was often to appear later. Some
of them, in particular the Bibhcal illustrations, have a few verses engraved on them, but

otherwise there is no text and not much connexion between the pictures.

Baroque art, whether in music, painting or illustration, was primarily intended for the

rich. And all this time humbler books were being produced, many of them with good en-

gravings; but because of the troubled times they were seldom well printed and for the same

reason not many have survived. The ubiquitous and very topical Dance of Death appeared

in numerous editions throughout the century, and Emblem Books were as popular in

Germany as elsewhere. Sometimes we find exquisite engravings in what are httle more than

pamphlets, for instance Puteanus's poem Bruma of 1619, where many of the pictures are

about two inches square. They give a foretaste of the rococo age and its use of small en-

gravings as vignettes. But the seventeenth century was not a time of innovation in Germany

either in design or in technique. It comes as something of a surprise to find a mezzotint
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frontispiece in Hevenesius's Fasciculus variorum exercitiorum which was published in 1689,

only a few years after the technique was first used in Holland.^

THE NETHERLANDS

At the beginning of the sixteenth century printed illustration in the Netherlands was over-

shadowed by manuscript illumination which was then at its height there. As in England the

woodcutters lagged behind those of France, Germany and Italy. There was indeed a literal

time-lag and fashions like mannerism which came at third hand from Italy via Germany,

lasted longer in the Netherlands than elsewhere. Yet before the century is over we find a

complete reversal and we might almost say that the Netherlands have taken the lead. This

was due to the astonishing enterprise of the Antwerp print-sellers, men like Cock and Galle

and the Passes, whose engravings found their way all over Western Europe and (almost

incidentally) into contemporary books. It was from the Netherlands too that during the

next century there came the first major technical innovation for about 150 years in the shape

ofmezzotint.

The supplanting of Bruges by Antwerp early in the sixteenth century as the book-pro-

ducing centre of the country is indicative of the decline of manuscript-painting for which

Bruges had long been famous. During the first half of the century we can recognize the

gradual evolution in the iconography of illustration from the simple religious subjects, little

changed from those which adorned the block books, to the worldly and sophisticated which

contained profane elements even when they belonged to devotional books. This change has

of course already been noted in Germany and Italy but it is especially apparent here. Its full

extent may be seen if one compares the simple but moving cuts of a book like Leven ons

Liefs Heren (1500) with the etchings in Plantin's Images et Figures de la Bible (1581); its early

progress may be studied in the growing number of secular books Uke Die Reyse van Lissehone

(1508) with its exotic cuts of foreign lands and Loeflicken Sanck (15 15), a fine big book pro-

duced in honour ofthe Emperor Maximihan.

Biblical illustration resisted the new tendencies longest. In the two well-known Bibles

with cuts by Jan Swart (1526 and 1528) it is noteworthy that the illustrator has gone back

to early German sources for many of his subjects. As Beets has said these early illustrators

would as soon have thought of altering the sacred text as the iconography. But the style of

cutting has greatly changed of course and there is much greater simplicity and less over-

crowding in Swart's work than in his models. One can even discern a development in the

two years that separate his two Bibles. The second shows that Holbein's work was becoming

known in the north.

Associated with Swart in the 1528 Bible was the Dutch painter Lucas van Leyden. These

two, with Jacob Cornells and van Alst were the important illustrators during the first half

of the century. Most of van Leyden's work went into separate prints and he seems not to

have attached much importance to the cuts he did for illustration, or to have cared when they

were used in books other than those for which they were designed. The Missale Trajectense

(1514-15) contains his best work which is made more colourful than Swart's by the use of

crossed rather than parallel lines for shading. Comelis, in whose work the Middle Ages

seem to have no part at aU, illustrated Alardus's Passio Domini Nostri in 1523. Unfortunately

in many copies of this book his work has been spoiled by injudicious hand-colouring.

^ See pages 220-221 for a description of this

technique, and see also page 191 for an even
earlier English book with a mezzotint plate.
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121. A design and engraved title page

by Rubens, 1635. Drawing 61" xsl"-

Title page 8 " x 5]". Victoria and Albert

Museum
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122. Missale Romanum, 1613. I2|" x 8i". An engraving after Rubens

?.P Fuitm hutnf AVSTRIA. IVNXISTl. BVRG\'NDA ET BELGIC.-L IVRA
^_^^__^ ^^ ^^ ,^^ fruk*

MAXIME, PF.R THALAMOS vEMILLANK.TVOs..
^^_^^^_^

123. Gevartius: Pompa introitus Ferdinandi, 1 641. 22" x 16"

Engraved by van Thulden after Rubens
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124. Thibault: Academic de I'Espee, 1628. 2O4 " x 15 ". Illustrated by Passe

I "•*..,A/'V»t

125. Menasseh Ben Israel : La Piedra . . . de Nebuchadnesar, 1655. Actual size. Three etchings by Rembrandt
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126. De Wicquefort: Advis Fidele, 1673. 9" x 7 ". Illus-

trated by de Hooghe

LE PETIT CHIEN
Q»!i fccouc de I'argent & des picrrerics.

LA cicfdu coftre fort &• dcs ccrursc'cfl b mtmf

Qiie fi ce n'cft cdle dcs cccurs,

Cell du inoins ccllc dcs favciirs.

Amour doit a cc llratagtmc

La plus j^rand' part dc fcs exploits

:

A-t-il epuife Ton carquois,

II mci tout Ion lalut cncecliarme luprcmc.

Jctienscju'ilaraifon j cartjuihait lesptelcns?

127. La Fontaine's Comes, 1685. 6|'

by de Hooghe
X3I". Illustrated



THE NETHERLANDS i6i

Peter Coecke van Alst, the master and father-in-law of the elder Bruegel, was responsible
for one of the really important books of the century. This was La Tresadmirable, Tresmagni-
fique & Triumphante Entree du Treshaut & Trespuissant Prince Philipes, Prince d'Espaigne
to give it its full title. ModeUed on a French book, the Entree d'Henri II, which appeared
the year before iUustrated by Goujon, it was pubhshed in 1550 in French, Flemish and Latin
simultaneously. It is not luxurious by the standards which were set by later commemorative
volumes but with its representations of archways designed for the occasion by the architect

Floris it marks the beginning ofthe baroque book in the Netherlands.

The fostering ofthe baroque style during the second halfof the century was pre-eminently
in the hands of one man whose books circulated all over Western Europe and affected design
everywhere. This was Christopher Plantin who, although he was a Frenchman by birth,

worked in Antwerp from 1555 until his death in 1589. The numerous documents so wonder-
fully preserved in the Plantin Museum give us the first detailed inside information we have
since the introduction of printing about book illustration. Complete accounts are preserved

there, giving among other things the names of the woodcutters and engravers who worked
for Plantin and the sums paid to them. We have too a fascinating description of that remark-
able book Evangelicae Historiae Imagines by Jerome NataUs which was finally published in

1593 after Plantin's death, and of Plantin's extraordinary efforts to get it illustrated for the

Jesuits—which suggest that the famous illustrators were even more temperamental in the

sixteenth century than they are now [112].

With Plantin the Renaissance spirit flowers for the first time in the Netherlands. As he

came from France he naturally brought French styles with him but eventually he evolved a

manner that was peculiar to himself. His earhest books contained woodcuts and his best

illustrator in this medium was Arnold Nicolai, who, although he generally worked from the

designs of others, nevertheless has a recognizable personal quality. Between 1564 and 1565

he helped to illustrate three Emblem Books for Plantin, the best known being that of Sam-
bucus (1564) for which he and three others cut designs made by many hands. The
cuts are surrounded by elaborate borders, moulded like picture frames, and these

help to give a unity to what could have been a heterogeneous collection.

One of the designers for this book, whose work Nicolai cut in wood, was Peter van der

Borcht, Plantin's chief designer of copper-engravings. It is for his engraved rather than his

woodcut illustrations that Plantin is chiefly remembered and 1570 is the date generally given

when he began to use copper. But in 1559 there appeared under his imprint a famous com-

memorative book called La Magnifique et somptueuse Pompe funebre . . , de Charles F for

which he only printed the text. Jerome Cock designed and probably printed the engravings

which go to make this one of the most magnificent books of a magnificent century. Thus

encouraged, Plantin went on to use this type of illustration frequently. Copper-engravings

as well as woodcuts appear in his great eight-volume Polyglot Bible of 1568 which is Plantin's

greatest work. A few of the engravings are designed by van der Borcht but most are by

Peter Hiiys. Some of van der Borcht's best designs appeared in the missals and breviaries

for which Plantin is justly famed and with which he continued the tradition of the previous

century; in the Hours of the Virgin Mary of 1570 for instance and the Missale of 1572. These,

with the Breviarium Romanum of 1575 set the style for such books right up to the end of the

century. In Barrafelt's Images et Figures de la Bible (1581) there are etchings by the same

artist. In 1595 he did some more etchings for a fine memorial volume published by Moretus,

Plantin's successor, to commemorate the entry ofthe Archduke of Austria into Antwerp [ 1 1 1 ]

.

We have now reached the time when we begin to distinguish between designers and en-
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gravers by name. This is often difficult in the sixteenth and seventeenth centuries, but in the

case of Plantin's books we are helped by his records. We know for instance that much ofvan

der Borcht's work was engraved by the three brothers Wiericx who were among Plantin's

most highly paid employees. (They were also very dissipated and time after time he helped

them out of trouble, even out ofthe hands ofthe pohce.) It is clear that they designed as well

as engraved, but they brought such virtuosity and skill to the translation of other artists*

work that it is impossible to say where they are original and where they are not. It was they

who in the end engraved the illustrations for Natalis which we have already mentioned, and

how brilUant they are [i 12]. They did many engravings which were used in books other than

those for which they were designed and it is interesting to note that they, Uke Plantin's

other engravers, were paid more than the designers.

The engravers of the Netherlands were distinguished at this time for their splendid maps

and atlases. The famous Theatrum orhis terrarum of Ortehus which Plantin printed is only

one ofmany in which the engravings are enlivened by bright colours.

Plantin was not of course the only printer to produce illustrated books during this period

though he overshadows all his neighbours. In Bruges in 1567 appeared a dehghtful little

book of animal fables, Edward de Dene's De Warachtighe Fahulen der Dteren illustrated by

Gheeraerts, one of the earUest Flemish etchers [128]. In this book Gheeraerts manages to

128. De Dene: De Warachtighe

Fahulen der Dteren, 1567.

iV >< si"- Illustrated by
Gheeraerts
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catch with extreme economy the characters of the various animals in a way that is only

rivalled in Barlow's j^sop a hundred years later. Plantin paid him the compliment of imita-

ting his etchings in the engravings oiXXV Fables des Animaux (1578), Another book,which

came from Antwerp though not from Plantin's office, is Goltzius's Imagines (1557), a book
about antique medals. It is interesting because of its unusual technique. The black outline

of the medal is engraved or etched in copper but the backgrounds are printed from wood,
in a brown ink.

This conjimction of wood and copper in one picture is very rare but the combination of

woodcuts and copper-engravings in one book became increasingly common towards the end

of the century, especially after Plantin's death, when his widow and J. Moretus continued

to run his press. We find too a tendency to smaller engravings—those in the Ovid Metamor-

phoses of 1 591 are obviously modelled on Salomon's woodcuts in the French edition of 1557,

with the addition ofa Flemish flavour which does not improve them.

Perhaps the finest of the post-Plantin books is the Graduate Romanum which Moretus

published in 1599. One of the illustrators of this was probably Philippe Galle who is better

known as a print-seller. He and Crispin van der Passe (who illustrated many French books)

and Jerome Cock were the leading figures in the great print-selling industry which had

grown up in the Netherlands during the second half of the century. From its centre, Ant-

werp, engravings were circulated throughout the whole ofWestern Europe. Book illustration

was affected not only by the fact that prints designed for separate sale were often so used but

also by the large number of highly skilled engravers available. Much of their work however

was devoted to the reproduction of paintings—many of Breugel's were popularized in this

way—and this did not necessarily fit them to be good illustrators. Of course the great en-

gravers like the Wiericxes were not content to imitate slavishly and we can discern a sort of

reciprocal influence which they had on the contemporary painters whose work they repro-

duced and who like them were attached to the print-sellers. But the effect on ordinary en-

gravers was harmful because working from a finished drawing or painting was much more

likely to lead to slavishness than working as hitherto from a rough sketch.

Often too their plates were reworked by a hack after they had begun to wear and so any

individuality their work may have possessed was lost. This can be seen in the work of the

school of engravers whom Rubens trained to reproduce his work. Rubens was the great

figure in Netherlandish painting at the outset ofthe new century as Rembrandt was later, and

both of them illustrated books. There the resemblance ends because there is a world of dif-

ference between the line-engraved title-pages designed by Rubens and the few etchings

which Rembrandt did for books. Rubens was the greatest baroque painter in the north and

his attitude to the tide-page is that of the painter, rather than the illustrator [121]. He was

friendly with Balthasar Moretus, the grandson of Christopher Plantin, and there is a reveal-

ing letter written by Moretus to a customer about Rubens's methods of work. 'I must inform

him six months ahead that he may think over the title and design it with complete leisure

on Sundays; on weekdays he does not busy himself with work of that kind. Also he would

ask 100 florins for a single design.' After 1637 we find him passing over all his tide-pages to

Quellinus who often signed them with Rubens's name.

Rubens's best work for Moretus however was done much earlier. His first commission was

to illustrate the Breviarium Romanum which appeared in 1614. A year before it appeared

however Moretus used Rubens's engravings together with some others in the Missale

Romanum of 1613 [122]. And in 1615 he illustrated Seneca's Opera, edited by Lipsius.

ComeUs Galle who worked on this book was his most skilful interpreter and it was probably
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he who engraved the plates in the Missale Romanuniy which is the most interesting book of

the three. It represents the Roman Church at its most magnificent and its most worldly.

Beautiful as it is and perhaps more apparently reverent than the crude cuts of the previous

century, it is hard to comprehend how it could have come from the country which little

more than a hundred years before was producing block books in the same genre. Sincerity

and crudity do not necessarily go together of course, but the elaboration ofthe baroque gives

to such subjects a shghtly theatrical air from which the earher cutters were saved by the

129. Hortus Floridus, 1614. lo" x 6|". Illustrated by Crispin de Passe

simpUcity which technical difficulties forced on them. A commemorative book like Pompa
introitus Ferdinandi^ published after Rubens's death in 1641, provides the ideal subject

matter for this style and Rubens exploited it to the full in engravings of the archways which

he himself designed for the procession. Hofer acclaims this great foUo as 'perhaps the most

splendidly illustrated book ofthe whole seventeenth century [123].^

But the baroque book could achieve simpHcity when the subject demanded it, and this is

shown in a herbal like Hortus Floridus which Crispin de Passe produced in 1614 [129].

These plates impress us with the excellence of engraving for any work which involves

meticulous attention to detail, a virtue that can be seen too in the maps and atlases of the

period. Here, be it noted, the detail is factual and quite distinct from the over-elaboration

which marks baroque ornamentation. And the deUcacy of these flower pictures is something

that would have been quite unattainable by any other process then in use.

There could hardly be a greater contrast than between this book and Thibault's Academie

de FEspee, which is dated 1628 and also contained work by Passe [124]. It is an enormous

book measuring about 20 x 15 inches and many other engravers also contributed. Every-

thing about it is on a grand scale. It starts off with eight pages of dedicatory engravings and

' It is interesting to note that this is another of tually the anonymity of the artist began to dis-

the earliest books in which the illustrator's name appear with the coming of engraving because it

is given on the title-page (but see page i43«). very soon became customary to add at the foot of
Rubens was of course very famous in his lifetime each plate the names of both designer and en-

and it was many years before the ordinary illus- graver. In this book the author's name Gevartius

trator received this acknowledgement. But ac- is also sometimes conjoined.
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all the other illustrations are double-spreads. We reproduce one by Passe which shows how
an engraver of genius could transform a diagrammatic picture by imaginative touches, parti-

cularly in the backgrounds. Such touches distinguish the work ofthe greater engravers in this

volume from the lesser men. It must be admitted however that in a book like this where the

engravings are printed separately and then pasted in there is nothing to show that they were

planned with the type page in mind. The text in faa is embeUished with woodcuts which

seem clumsy in comparison with the engravings.

Rubens trained many engravers and one or two of them oddly enough took up wood-

cutting also. Sallaert designed illustrations for popular works of devotion and Emblem
Books, and Jegher cut many such in wood. Necessaria ad Salutem Scientia (1654) is one of

the most interesting. At first sight it has the look of a Uttle devotional book of the previous

century, a Book of Hours, say. But on examination the cuts curiously reveal the influence of

engraving not only on the technique of the woodcut but also on its style and very icono-

graphy. This book could not belong to any other period but that of the baroque and the

counter-Reformation. Jegher also cut in 165 1 some good designs by Rubens's understudy,

Quellinus, for Reynard the Fox, a popular Dutch epic at this time. But Van Dyck was

Rubens's most famous pupil and he like Rembrandt forsook Line-engraving for etching.

Only one etching by Rubens is known and Van Dyck's enthusiasm for the new medium is

beUeved to have been aroused by Callot who visited the Netherlands in 1627 and may have

taught him the use of his hard etching varnish. It is certain that Callot's influence is plainly

to be seen in the work of all this generation, especially in Rembrandt's. About 1650 Van

Dyck published his Iconography, a collection of portraits of famous men of the time which

are more often found loose than in book form. To this he contributed eighteen etched plates

(including one of Peter Bruegel the Younger) which according to Hind were so far ahead of

contemporary work that thereafter Van Dyck contented himself with supplying drawings

for line-engravings only.

Meanwhile an even greater etcher was at work in Holland, perhaps the greatest there has

ever been. And although neither Rembrandt nor Van Dyck did much work for books yet by

their demonstration of the true character of etching they paved the way for later illustration.

Rembrandt was perhaps the first to make a habit of leaving some ink on the surface of the

plate and as he generally printed his own work he could control it from begiiming to end;

even so there are great differences between the various states of his plates, and his compara-

tive failure as an illustrator is due to the delicacy of his etchings which could not stand up to

the quantity required. His most successful illustrations were those for La Piedra Gloriosa de

la Estatua de Nebuchadnesar (1655) written in Spanish by Rembrandt's friend Samuel

Menasseh Ben Israel, a book which helped to persuade Cromwell to readmit the Jews to

England [125]. Only two copies are known with Rembrandt's etchings; the rest have en-

graved imitations by Salom Italia. There are also single etchings in Medea Treurspel {164S)

and in Der Zee-Vaert Lof (1634), but as the first book is more often found without the plate

and in the second the plate is overshadowed by 17 etchings by W. Basse, it is obvious that

Rembrandt, who has recently been called 'the most subtle of all illustrators', was not con-

sidered a great one by his contemporaries. That he could have been is proved by his

innimierable BibUcal etchings which are only excluded from our consideration by the mere

accident that they were never made into a book.^ With their freedom and their depth of

characterization they show his incomparable skill in this art.

* They have of course often been collected Sweden in 1954, wholly illustrated with Rcm-

since. A magnificent Bible was produced in brandt reproductions.



i66 ABOUT 1520 TO END OF SEVENTEENTH CENTURY
Flemish painting had been on the decline since about 1600 and when in 1648 the Dutch

broke away and formed their own republic the northern Protestants took the ascendance

over the southern Cathohcs, in art as in many other things. There was however no printer

in the north to take the place of the great Plantin. The Elzevir books, once so eagerly col-

lected, were very seldom illustrated, and in any case could hardly compare with Plantin'

s

editions. If the north had possessed a printer of Plantin's caUbre we might now have had

many more books illustrated by Rembrandt and perhaps some by the great Dutch painters

who were his contemporaries. As it was, the latter part of the century was dominated by a

most versatile artist who was at once painter, sculptor, scholar and doctor of law. This was

Romeyn de Hooghe whose illustrations for de Wicquefort's Advis Fidele of iSj'^ are almost

in the same class as Callot's Miseries ofWar [126]. An indictment of the French invasion of

Holland, they show all the baroque tendency to spoil its case by overstatement. It is impos-

sible to believe that soldiers behaved with quite this degree of ferocity and wanton cruelty.

His etchings for de la Vigne's Miroir de la Bonne Mort (1673) make that book, as Benesch

says, a kind of baroque Ars Moriendi. But more important was the fact that he was the first

to illustrate La Fontaine's Contes in 1685 [127]. These little pictures with their contemporary

costimies and their prurience which is more typical of the eighteenth century are a foretaste

of the miniature art of that period and are in fact at least as good as anything that was done

later for this much illustrated book.

During the seventeenth century there was more technical experimenting in the Nether-

lands than at any time before since printing was invented. 1642 is the date generally given

for the invention by von Siegen of mezzotint, a process by which tone was introduced into

copper-engraving.^ As Hind says it was *no mere coincidence that it was invented at a time

when Rembrandt was beginning to turn to problems of chiaroscuro in etching'—an interest-

ing example of a new process produced, as it nearly always is, by a new artistic need. It was

to become very popular in the eighteenth and early nineteenth centuries particularly in

England for portraiture and the reproduction of paintings, but until then it was only used

spasmodically in books. We have already noted an early instance of its use for a frontispiece

in Germany, and Prince Rupert also experimented with it in England, where a plate by him

was used in an even earlier book. But, being a tonal process, it seems less suitable for illus-

tration than line-engraving or even etching, though it was often combined with etching or

stipple in one plate.

There was also a certain amount of experimenting in the printing of colour, which was

still in its infancy. It must be remembered that the chiaroscuro woodcuts ofthe fifteenth and

sixteenth centuries (see page 151) were not examples of true colour-printing because they

really used subdued shades to produce the effects of tone. Hercules Seghers was one of the

first to print engravings in colour, though he seldom seems to have used more than one

colour, the rest being supplied by hand.

FRANCE

The sixteenth and seventeenth centuries were glorious years for France and brought with

them a steadily increasing political power which rose to a climax in the reign of Louis XIV.

And although they were also times of unrest and of almost continuous warfare yet the arts

of the book flourished as never before. Under Louis XIV it was chiefly the grand book that

excelled, just as it was in Italy and Germany where conditions were even more adverse. We
^ See page 220 for technical details.
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130. Ronsard's Oeuvres, 1609. 13" x 8',".

A title page by Gaultier

131. Pluvinel's Maneige Royal, 1623.

I2|" X 8
". Illustrated by Crispin de Passe
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132. De GoTs\h3M\d: UEndimion, 1624. 7" x 4I".

Illustrated by Crispin de Passe

133. Leonardo da Vinci : Treatiseon Painting, 1651.

16" X III". j\ji engraving after Poussin

Oitr.c- Je'^Mj ,ue;c»eur- le^Trwce
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134. Humbert's Combat a la Barriere, 1627. 8" x 5I". Illustrated by Callot
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135. Book of Hours with engravings

byTory, 1525. 8''x5i''

have already noted how extraordinarily independent the fine book is of mundane affairs.

Even in the Middle Ages the monasteries continued to produce them when all outside was

chaotic; in France during the Second World War the edition-de-luxe flourished in the same
way.

At the beginning of this period the armies of Louis XII and Francois I invaded and con-

quered Italy but Italy took a peaceful revenge. The change that came over the face of the

book about 1520 is even more marked in France than elsewhere and it was due almost en-

tirely to Italy. Before that date illustration was still medieval, and illuminated manuscripts

were still being produced. In that year appeared a French edition of In Praise of Folly with

little vignettes filling up the blank spaces at the ends of short lines in the style of some early

manuscripts. Only five years later appeared Tory's first Book of Hours and the Gothic spell

was broken. The French Renaissance style had arrived and with it the pre-eminence of

Paris among the publishing centres of Europe. Of the three great men who were chiefly re-

sponsible—Geoffrey Tory, Robert Estienne, and Claude Garamond—the one who had the

greatest influence on illustration was the first, Garamond was of course a type designer.

Estienne, scholar as he was, concerned himself especially with the purity of his texts and

although his books are always well designed and ornamented they are almost never illus-

trated.^ One always feels that he had something of the distrust of the Italian scholar of the

previous generation for pictures in his books.

* In 1547 he produced The Lives of the Twelve author Jovius, in which the paintings of the ori-

Dukes of Milan, a printed version of an illustrated ginal are reproduced by woodcuts,
manuscript presented to King Henry II by the

B. H.B.I.
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Tory too has been called a reactionary. He modelled his woodcuts in style on the Poli-

philoy in pure outline without any form of shading. As a draughtsman, says Johnson, he was

very much inferior to contemporary German artists. As a theorizer—and his Champfleury

of 1529 was one of the first theories of t}'pography—he goes right back to the schoolmen of

the middle ages, for instance in the way he makes the letters of the alphabet stand for moral

qualities. Yet he revolutionized the design of the French book and set it on the path that it

was to follow for many years; what is more, his work had its effect on the books of every

country in VC'estern Europe.

It cannot be denied that this effect was happier for decoration than for illustration. In a

classical era decoration usually flourishes because it profits by order and regularity. To
appreciate this one has only to compare the borders used in Tory's Hours with those in

similar books by contemporary printers [135]. The border is a formal thing and stiffness

does not matter. Type too, being by its nature formal, requires impersonal handling in a

book; and Tory's substitution of roman for gothic was all to the good. But illustration is a

different matter and it is apt to wilt if it is forced into a t}^pographical pattern. Tory's illus-

trations for Petrarch, the Roman de la Rose or for Marot's Poems appeal to us at first glance

by their regularity and clarit\' which contrast very favourably with the somewhat chaotic

pages of contemporary books. But when we examine the cuts themselves they often seem

cold and empty. This is no indictment of the Poliphilo illustrations on which Tory modelled

his st>ie; Aldus's unknown draughtsman simply had the touch of genius which Tory lacked,

for all his skill in organizing the page.

It would be hard to exaggerate the influence of the Poliphilo at this juncture. In 1546

Kerver produced a French edition called the Discours du Songe de Poliphile in which the

cuts are very closely modelled on the originals, but yet with a difference that makes this

book a work of art in its own right. If Figs. 89 and 136 are compared the differences may

be seen. The French cuts are sUghtly blacker and thicker (perhaps they are a Httle better

printed); they are also technically more accomplished with their increased use of shading.

But although they stick closer to the text they have lost some of the mystery of the earlier

work. The typographical self-consciousness of the French Renaissance is seen in the ela-

boration of the geometrical shapes in which the text of the original edition was set, in the

better designed initials and also in the elaborate title page with a highly ornate border which

takes the place of Aldus's very modest opening. Only three years later, in 1549, appeared

one of the very earliest commemorative volumes of the sort that was to become so popular

in the next century. This was the Entree d'Henri H which celebrated the triumphal entry

of the King into Paris and it was illustrated by the famous sculptor Jean Goujon. It was

the beginning of a steady flow of similar books and of others on architecture, travel, science,

anatomy, etc., nearly all with interesting illustrations. Indeed one of the features of this

period is the imaginative treatment of what today would be merely a diagram or a photo-

graph. Jean Cousin's famous Livre de perspective (1560) and Goujon's own Vitruvius of 1574

are himibHng examples.

Paris was not the only centre of book production in France. We have already seen how

the Trechsels printed Holbein's two books at Lyons in 1538, and later on some of the finest

illustrated books of the century were produced there by de Tournes. Before him Sebastien

Gryphius had the distinction of being the first printer of Rabelais. His Pantagruel of 1532

is still in the old Gothic style with cuts that have never heard of Tory but are all the more

vigorous for that. Curiously, though, the title-page has colonnades on either side and fore-

shadows the architectural title-page of later date. Gryphius anticipated later development
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138. Metamorphose d*Ovide figuree,

1557. 6^" X 4I". Illustrated by Salomon

too in his production at this time ofmany small books, though here he was merely following

the Aldine classics.

Jean de Tournes who was trained by Gryphius was the greatest of all the Lyonese printers

though his fame rests more on his typography than on his use of illustration. For him the

famous Bernard Salomon worked as a woodcut designer and was responsible for illustrating

several fine books of which the best known are the Alciati Emblems of 1547 and the Meta-

morphose d'Ovide figuree of 1557 [138]. Here the verses, itahc set within very wide borders

together with the vignettes, contribute to the florid effect and set us wondering why de

Tournes, whose typography was so very chaste, should have produced such highly decorated

books.

Salomon himself belonged to the Franco-Italian School of Fontainebleau, which owed its

inspiration to the King. Although his work for de Tournes was cut in wood he shows in the

smallness and the detail of his designs a talent that would perhaps have been better served by

copper-engraving. That technique was in fact coming to the fore in Lyons at this time. It had

already been used in Epitome des rois, printed there in 1546 byArnouUet and beheved to be the

first French book with engraved vignettes. A much finer book followed in 1561 from the

office of Jean de Tournes himself, UApocalypse figuree with engravings by Jean Duvet, the

king's jeweller. It is a reminder of the original connexion between the goldsmith's art and

the engraver's, and the illustrations are indeed jewel-like in their quality and brilliance [137]

.

Their rich pattern covers the whole page, leaving hardly any white space showing and en-

hancing the beauty and simplicity of the facing pages of text. Duvet has been called one of
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139. Horace: Opera, 1642. 15' lo'. A title page by Poussin
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140. Marolles: Tableaux du Temple des Musesy 1655. 14^" x 9I". An engraving after Brebiette
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143- Heures Nouvelles, c. 1670. io|" x 7

Illustrated by Senault

144. Perrault's Labyrinthe de Versailles, 1677.

7I" X 5". Illustrated by Leclerc
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the first of modern illustrators because he interpreted his text and was not content only to

translate it into images.

The History of Jason (1563) is another well-printed book with interesting engravings by
Boyvin, in which the pictures aheady show die path that engraved illustration is going to

take for the next hundred years. They are quite dwarfed by the elaborate borders in which all

sorts of things are going on to steal our attention. We are reminded of the drolleries of the

early manuscripts.

Le Ballet Comique de la Reynefait aux Noces de Monsieur le Due dejoyeuse (1582) with its

curious etchings was another book made for a royal occasion. The text was written by Beau-
joyeux, valet de chambre to Henri III, and it was a forerunner ofmany similar volumes which
were to be produced at the court of Louis XIV. But this is a comparatively modest volume,

not very well printed and showing httle promise of the glories to come.

As we leave the century we cannot help feeling that it was an age of decoration rather than

of illustration and this is especially noticeable as engraving begins to oust wood. The title-

page borders, in which flamboyant elaboration is permissible are often more pleasing than

the illustrations proper, where it is not. Occasionally the wording of the tide-page itself was

engraved and this gave a unity that would otherwise have been lacking. For typographical

title-pages Robert Granjon, who was Salomon's son-in-law and a celebrated type designer,

showed how printer's flowers could be combined with borders and head-pieces. Delaune

and Ducerceau, the former a line-engraver and the latter an etcher (as well as an architect)

were both masters of engraved ornament, although they were not strictly speaking illustra-

tors ofbooks.

The reUgious wars at the end of the century drove many Protestant printers to Geneva

whither Robert Estienne had led the way long before. Their place was taken by craftsmen

from the Netherlands where engraving was now enjoying an immense vogue and these had

their effect on the work of the seventeenth century. For the next 200 years many French

books were to be issued from the Dutch and Flemish publishing houses and this was due

not only to the prestige of such men as Plantin, nor to religious intolerance and the censor-

ship that went with it; it was at least as much the result of printing monopolies and self im-

posed restrictions. The former gave privileges to a few printers and fostered incompetence;

the latter forbad printers to produce engravings and engravers to produce anything more

than books of plates with a short explanatory text. All this made the production of the illus-

trated book very difficult in France and the wonder is that so many good ones appeared.

During the first few years of the new century there was little of note and most of the engrav-

ing was done by two foreigners, Thomas de Leu and Leonard Gaultier, who continued the

Plantin tradition. Their most famous work was Les Images ou Tableaux de Platte Peintre des

Deux Philostrates (1617) which they engraved after drawings by Caron. Gaultier, the more

skilful of ihe two, had a passion for architectural tide-pages. His best known is that for

Ronsard's Oeuvres (1609) in which the soldier and the unclad lady are so tactfully unaware

of each other's proximity [130].

Another famous book that owes its illustrations to a Flemish engraver is Pluvinel's

Maneige Royal (1623), a treatise on horsemanship that contains pictures of Louis XIII

being instructed in the art, many ofthem with delightful backgrounds of contemporary Paris

[131]. Here the engravings are by Crispin de Passe who had already made his reputation in his

own country. This is a ceremonial volume in the same tradition as the Ballet Comique of 1582

but very much more accompUshed. With its many double-spread plates (among which the

text though lengthy plays a minor part) it is at the opposite pole from the books with only an
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engraved title-page. These two extremes are in fact the rule at this time, and the averagely il-

lustrated book of the previous century is the exception. But exceptions are found, particularly

among the novels which are now beginning to appear and which demand this type of illustra-

tion. One ofthe most popular was de Gombauld'sUEndimion (1624) which Passe also illustra-

ted and which Hofer calls one of the finest illustrated books of the period. It is no disparage-

ment of its period to say that it might easily be an eighteenth-century book in its delicacy and

elegance, no less than in its subject [132].

All this while woodcuts were gradually losing favour. But they still persisted even into the

eighteenth century for decorative head- and tail-pieces which are often found in the same

books as engraved plates. The conjunction is not always happy but it is not necessary to

condemn it outright as Delen does on theoretic grounds. Where the engravings are small

and assimilated with the text in the same way as the cuts, the result is sometimes delightful.

But while woodcutting decreased another technique was coming into favour which

threatened to oust line-engraving. This was etching and it was later coming to France than

to Germany or Italy. When it did come it owed its popularity to Jacques Callot who learnt

it in Italy. He started the practice of a 'second bite', which helped to give a varied tone, and

this survives even the graver work with which the early etchers always finished offtheir plates

.

Most of Callot's energies were expended on separate prints and he produced several 'carnets'

or series of pictures, with explanatory verses, e.g. Les Miseres et les Malheurs de la Guerre.

But he also illustrated a few delightful books, the best known Combat a la harriere (1627).

This is a commemorative volume which proves that such books do not need to be of enor-

mous size to achieve a splendid effect [134]. Callot's engravings all spread across the pages

but his use of white space is such that there is no impression of heaviness. But of more im-

portance to the history of illustration are his two Emblem Books, Vie de la Mere de Dieu

(1646) and Lux Claustri (1646). Here at last etching begins to display its peculiar quaUties

and the freedom of these httle pictures, precursors of the eighteenth-century vignette, is like

fresh air after the elaboration and ornamentation of the big contemporary line-engravings.

They are all of outdoor subjects too; and the impression of emptiness and space is almost

miraculous in so small a compass. We have seen how in the last century wood-cutting

imitated engraving; now curiously enough we have engravings with some of the qualities of a

woodcut. There is hardly any attempt at tone and it has been possible to reproduce two of

them here from line blocks [145 and 146].

Abraham Bosse also combined etching with graver work but in his case the result was

usually indistinguishable from line-engraving.^ Like Callot he specialized in separate prints

many of which are noted for their realistic description of the daily Ufe of the time, and he

sometimes carried this quaHty into his illustration. He is not so happy in his more ambitious

work sucfi as the engravings (from the designs of others) for Chapelain's La Pucelle (1656).

This is a sumptuous book which contains a magnificent portrait engraved by Nanteuil; but

the big illustrations are disappointing. Far more effective are the engraved head-pieces (not

woodcuts this time) and particularly the initials which are altogether delightful. The division

between the designer and the engraver which marks the work of the eighteenth century had

not yet become absolute and such books as the Virgil ^neid which Bosse illustrated in 1648

show how much is to be gained when one man does all the work. Benesch says he treats the

^neid like a fairy tale, and his approach is quite different from that of the ultra classical

title-pages which Mellan had recently engraved for Virgil and Horace after Poussin.

' Bosse wrote a treatise on engraving which was
afterwards revised by C. N. Cochin, the younger.
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ns SECRETIOR rRGET.

Cccte vnion prouicnt d'vnevertu (ecrettc.

mm

Dulrui cognate funt Virgimi ofcuLt : nempe,

lUa (juod impenfe qufrit , id ijli nrit.

LaMerc dc S. lean, & la Vierge embraffces,

Zt Iesvs carcflantfon [ain£t Ambafladeur;
Sont figurez icy, par la puifTante ardeur.

Qui tient cfi^roitcraent ccs Palmes enlacees.

PRINCIPIIS OBSTA.

Rcfiftc au mal a (bncommcnccmcnt.

u

Dirige dum tenerls curuefcit frondihus arbor.

ParuuU quod f>atitur^ nejcu adultabtui.

Le prudent lardinier en c'mondant (on Ente,

Ses dcDiles rameaux , drefle d'vnArtfccret;

Du ieunc inferieur recien I'humeur ardentc,
Dcpcurqu'ilnc s'efchappe, &teporreau regret

G ij

145. Vie de la Mere de Dieu, 1646. 7]' x 51' 146. Lux Claustri, 1646. 7J' x 5^
Two emblem books \¥ith etchings by Callot

In 1 64 1 Poussin was visiting Paris and he was persuaded to design two title-pages for the

Imprimerie Royale. Both were engraved by Claude Mellan who with Nanteuil was the most

prominent portrait engraver of the day, each of them producing mosdy separate prints but

also some incidental work for books. Mellan is famous for having discarded cross-hatching

in favour of shading by parallel lines of varying thicknesses and for doing without outline

altogether. The cHmax of this method was reached, as Hind says, when he shaded a whole

face with one continuous spiral Une, ending at the tip of the nose for centre. Unlike Callot

he was happiest in big books and these Poussin tide-pages represent his best work [139].

And although Poussin must have been on unfamihar ground as an illustrator he produced

here two notable designs in the best classical tradition. But perhaps his most interesting works

are the illustrations, which are almost certainly his, to Leonardo's Treatise on Painting (1651).

This is a unique case ofone great painter illustrating another [133].

The Imprimerie Royale had been established in the Louvre by Richelieu a year before

Poussin's visit to Paris. Its first head was Gabriel Cramoisy, a well-known bookseller, whose

elevation shows the beginning of the glorification of the pubhsher (for that was what he

really was) at the expense of the printer. The old days when one man like Tory could design.

Illustrate, print and sell his own books were gone. We have already seen that the guild regu-

lations separated book printers from illustration printers. The same sort of thing was hap-

pening inside the big printing offices which were beginning to wear a familiar departmen-

talized look. This marks the beginning of a retrograde movement which has ended in the

design of books being taken out of the printer's hands altogether; but unfortunately the
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illustrator seems to have been unable to stake his claim at this early stage and even in the

eighteenth century he was seldom, if ever, consulted about the design of his books.

Booksellers increased in numbers as well as in power in the middle of the century be-

cause it was a time of great Hterary activity. It was unfortunate that it was not the great books

of the period which got the best illustration. The early editions of Mohere, Corneille,

Racine and La Fontaine were neglected while the best work was going into the great folios

of the Cabinet du Roy, produced at the expense of Louis XIV himself. For the King was a

great patron of printing and engraving. Not only was he largely responsible for the develop-

ment of the Imprimerie Royale but he also laid the foundation of the present Cabinet des

Estampes in the Bibliotheque Nationale when he bought the collection of Michel de

Marolles^ in 1660. Soon after this he decided to launch the series known as the Cabinet du

Roy to commemorate the monuments, art treasures, gardens and palaces of France; and

although it was never completed it seems to have had the first claim on the work of all the

best engravers of the time. These volumes are collections of plates rather than books and

they show a predilection for the large engraving (many of them actually fold) which perhaps,

by a natural reaction, paved the way for the vignette of the eighteenth century. Louis XIV's

patronage of engraving did not stop at commissioning these plates. He also made an edict,

at the request of Nanteuil, raising engraving from the status of an 'industrial art' to that of a

'liberal art*.

For Louis were also produced many sumptuous manuscripts. In fact it was due to him

that illumination lasted so much longer in France than elsewhere. The splendid manuscripts

written for him by Jarry and others are preserved in the Bibliotheque Municipale at Ver-

sailles. The Guirlande de Julie, a manuscript of flower paintings and madrigals, was the

work of a famous calligrapher and painter, Nicolas Robert. Robert's only printed illustration

appeared in 1675 in Dodart's Recueil des Plantes which was not issued complete until the

next century.

Francois Chauveau and Sebastien Leclerc are the key figures in the second half of the

century and in the work of both of them is seen a leaning towards decoration. Chauveau's

best book, Desmarets' Les Delices de Vesprit (1658) must have been starthng when it ap-

peared because of the amazingly elaborate ornamentation above and below the pictures and

on the title-pages [141]. This ornamentation is intaglio and contrasts favourably with the

rather clumsy woodcut headpieces which were still incongruously appearing in other books

with engravings. But Chauveau apparently had no objection to this combination because the

woodcut initials which appear in Les Delices de Vesprit were probably his also. He was less

successful in the first edition of La Fontaine's Fables (1668), a book for which perhaps more

and better illustrations have since been done than for any other in France. His vignettes

here are small without being deUcate—but they are not as bad as Hofer would have us

believe. They must be compared with the vignettes in Ovid's Metamorphoses (trans-

lated in 1676 by Benserade) which had also the advantage of being impeccably printed at

the Imprimerie Royale. It is probable that Chauveau collaborated with Leclerc in this book

—he may have designed while Leclerc engraved—but if so the vignettes show a delicacy and

lightness of touch which he never achieved elsewhere and which clearly presages the work

of the n^xt century [142].

Leclerc was evidently capable of the large elaborate style as well because he did some

^ MaroUes was the author of a very fine book most of them based on the designs of the

called Tableaux du Temple des Muses which ap- Dutchman Diepenbeeck [140].

peared in 1655. The very large engravings are
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work for the Cabinet du Roy. He was perhaps hampered by having to engrave so often from

the stilted designs of the painter Le Bnm. But his true genius comes out in a book Uke his

own Pratique de la geometrie (1669) where the engravings are a reproach to our modern

geometrical diagrams, and in their economy recall the work of Callot. Leclerc is too often

thought of as a precursor of the golden age, a link between the seventeenth and eighteenth

centuries, and the inventor of the vignette. But as we have seen, Callot was using the vig-

nette long before, though this does not behttle Leclerc's importance. And as we shall see the

eighteenth century was by no means as superior to the seventeenth as it is generally sup-

posed to be. Perrault's Labyrinthe de Versailles (1677) shows Leclerc as a great illustrator in

his own right, and it contains engravings as exquisite as can be seen in any century in any

country [144]. The Books of Hours with pictures and text engraved about this time by Louis

Senault also demonstrate that in calligraphic decoration the earlier period can compete with

the later. The Heures Nouvelles of about 1670, though perhaps over-ornate, shows a rare

combination of calligraphy, decoration and illustration and 'gives, if not the illusion at least

the idea of the manuscript' [143].

ENGLAND

Printing in England began by owing much to the Netherlands and so it continued into

the sixteenth century. But unfortunately the connexion became progressively weaker as

W. rommaantrmmtc. S^ol.XfUt.

«.1BI8J«

l^glallfctmcnpc
tDctetdUQl)t,i)oti]

toefhoulD bt^aue

ourftlfes (otoacDe

cure ncpgbboute
that tte i;^II t)pni

iiot,neptlKr m toil ,too;to no? DeDe,

r.tvt[)iz fiutfc bPm in 1)VB gooDc^
ojtbotpf./^otoa manC^'fbcbca
man in ceDc anD no monftcr^tifict

aftct Ins otone boOrc Dcci^ mood
Denrtlr Ici'e hrs to^fe , tofjercfoze

ncjcte folotcci^ i\)i Q'f tc ccnimnu-

Fol.50.' THE FIRST BOOKE OFTHE

147. Cranmer's Catechism, 1548. 5^' x 3J" 148. Cuningham's Cosmographicall Glasse, 1559. loj" x 7}'
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illustration in the Netherlands improved. A ruling was made in 1523 that apprentices were

to be of EngUsh birth and though many foreign woodcutters and engravers continued to

work here few of them seem to have been of the caUbre of those Flemish engravers who
offered their services to France.

To begin with, illustration was all of course by woodcut and Pynson's use of Holbein cuts

set a fashion. But these cuts were only ready-made decoration as it were and although Hol-

bein himselfworked here from 1532 to 1543 it does not appear that he specifically illustrated

any English books except for the title-pages of Coverdale's 1535 Bible (which was printed on

the Continent), and possibly a cut of Henry VHI in the 1576 edition of Foxe's Book of

Martyrs. There are also two small Biblical pictures signed by him in Cranmer's Catechism of

1548. And it is possible that the other cuts in this delightful little book, which are far ahead

of contemporary work, may have been his [147]. It is sad to reflect how great an oppor-

tunity was thus missed by English printers of obtaining the services of the man who was

potentially the greatest illustrator of his day. Incidentally the very first English Bible was

also printed abroad and contained cuts by Beham. The number of service books produced

abroad for English consumption suggests that the wealthy and discriminating distrusted the

ability ofthe native printer to satisfy their requirements.

Wynkyn de Worde and Pynson (both of foreign birth) carried on Caxton's work and

produced no illustrated books of any great merit. The first book of real distinction was not

illustrated with woodcuts at all but with copper-engravings and this was Vesahus's anatomi-

cal work De Humani Corporis Fabrica (1545). The engravings were made at the command of

Henry VIII and were the work of Geminus, a Flemish surgeon. Even though they are based

on the woodcuts by Jan Calcar in the Basle edition of 1543 they are still remarkable as a

translation from one medium into another and are especially impressive when seen against

the uninspiring background of English woodcut illustrations of the time. They are beauti-

fully printed with excellent engraved lettering and matched with a well-set text in roman

type [149].

John Day printed the best illustrated books of the century during the second halfofwhich

he was at work. His most distinguished productions were, Cuningham's Cosmographicall

Glasse (1559), Foxe's Book of Martyrs (1576) and the Book of Christian Prayers (1578),

which Pollard calls a sort of Protestant Horae [148 and 150]. They all owe much to good

typography and presswork. Foxe's great book provided the favourite hght reading of our

forebears of all ages and the cuts are often reminiscent of those which accompanied the lurid

chap-books and broadsheets of the time. But the horror ofthe proceedings which they picture

is somewhat mitigated by the complete unconcern on the faces of the martyrs.

Day used woodcuts for his illustrations, but during this time Une-engraving was gathering

momentum though comparatively few engraved title-pages are found before the end of the

century. But, as Gray says, Holbein's most fruitful influence is found here, especially in

portrait engraving which had its vogue in England as elsewhere. And although the earliest

engravers like Geminus and the Hogenbergs were foreign, they very soon found ready pupils

among the native goldsmiths. One of these, Coxon, illustrated in 1598 the first English

edition of Orlando Furioso translated by Harington. But he merely imitated Porro's engrav-

ings of the Italian edition of 1584 which, as we have seen, imitated in turn Valgrisi's of 1 556.

The famous portrait of Shakespeare in the first folio of 1623 is by another foreigner, Martin

Droeshout, but by then an English style of engraving had begun to emerge. This can be seen

in the engravings which Francis Delaram (himself a foreigner) did for Sandys's Relation of a

Journey, 1615 [151].
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The first half of the seventeenth century was as troubled a time in England as on the

Continent, and such popular illustrated books as Quarles's Emblems (1635) are not distin-

guished by good engraving. Even when peace and prosperity came after the Restoration it

151. Sandys: Relation of a
Journey, 1615. I2i" x 8".

Illustrated by Delaram

p6 J^tliu. L,\ B.Z.

Tliisyeare atC«>r»itrife three and twcntie. About two miles abouc thcCitic,at

the end of old Cjrr«, in the beginningofAuguA dicycut thcbanks; tlieiiwhcit

afcended vnto his principall height ;bcfore kept in, left that tlie too timely deluge

(houlddefttoytheftuitesof the earth ere fit to be reaped . At which the ix^j is

himfeirc in perlbn (who giiicth the fitft ftrokc) accompanied with a world of peo-

ple, rowed in gallics andbarges oftriumph, and for diuetsdafycs fcafting:thc Bdfft

iiitheCaftleof/lW«^, an lland rurroiinded with 7y(_//<',(fo called in that there

chcpiUar doth (land by which they obfeiue the incrcafe of the Riucr)othcrs vndcr

pauiKons pitched by the (hore.with barbarous folemnities.and general reioycmgj.

Of their night-triumphs this following pidlure rcprefenicth the forme:

1 / /

%M-'^

/I. 7l» fV"' •- •l«i-'J »'••< ''- » 'f' " ''' """.; •Z^'*' * '"V' </''' C^'X. ( '.r/.. 1*41 Mn.Ui.i.iil'tl

mrH)Mt*m^i»*fJ W4il,ilt fnarif^l Ttrf^m tflU ls»J.

•L Jit Pitjr, /l^jj,mf.m ^>^I ^ll^mil.t Cjnit I'lriJ ij llit Ti,l, . ly wIm': tin mnfmr, /,« ,.,»</;.

imhrrnf Iny w*ttiyS»mli-:> m*i*mlhtir ItM^tntJwtmt ll'itili^mi J^ilj, andft limi MWv, tttti9i •'/>! cf

dmni.

y9iM '/ jJ >'' t.r«.ir; l««rri, nl;thtjl<wrj m jl.t..,,^ r. 1^,1,. V-j ttftl l-r, ik,i i. ik, i,a, ,f Pj"i«.

m»fm< lit ^f'jpt'^mi sitm'l^mid lfff"l''t ' m^Jr,miU 4y^ m*^t» ir„4iJ0/tr., 4t tint Mdrtly I'ti^m-

mm... ».l.i^.l.J»~«../I.-..*.;/'.i,f/Jll'.</.(.-..'».•..J5".il.<'»^<.,..„..t/•r..f««,:.4/„.

D. 7l.>i;.<.««'j.»J»«I»""'<'^C«.r.4«il'»?(.iV; ^lHr,{llt4imutMl ft, tw^ifim/.m^willflt, ».>»()

,lH,fl.JM Ci«/»A (*•«. /'»».»; «'"' .««'<./.. .i.l.»/.t«^.^.J.«,r/w.*.J ih, 1,1., w,ll, i;^,yi,„.
HI.Mi^vm Uli tit firf»Mt(f Mfjl I' I if*l -•/'f f trmmrhis rt^ntu,^. f.mnj Sm.u k;s»>d TmtAf »/V-
l„ul,Ml:t^slti^li4slr,lmr4jliJwilhCl^mUri4M4:illiiP»l. 4in»J xlh .1.' >ar.B> </ p„mni .-U

f^Mmi. /j.biul/ ./;••'>-</''»£>•;<•'.'/'< a<vr;>"^j''"i}^'}.<*' •''"••:'•'/:• >''• f.n'-

9,il,l4mfff4it9Umii,^l>'il'^<mtll'4br4mt4d4>l,tnliiU»iUr: ti^ t,»J.t ^an^f»imfnuim\flMlJ/k4t
,ltjfiif€miilmfnmiitl^4liyll-[i,Utiii;li-f.;C4il'l.''^''''l''v.

Ai their rctiirne they are met by tliofc of the Cine , who bcftrew their ticidt

with flow cts, as the "tlcoiiKforc-tunnctsofthat they longwifhcd.TI:e turned in

water

did not bring with it the same output of ceremonial books that we find in other countries,^

Perhaps the triumph of the middle classes in' the Civil Wars had something to do with this.

However the century did produce a great illustrator in Francis Barlow; one of the greatest

of all times, Benesch calls him. It also produced in WiUiam Faithome a fine portrait en-

graver worthy to rank with Mellan from whom he derived his style. By now the print-sellers

were as active here as in the Netherlands and it was they who supplied the booksellers with

illustrations (which had often been published separately already). This sort of thing did not

lend itself to good workmanship, and much contemporary illustration was poor and ephe-

meral as it must be when it is designed for some other purpose and added quite fortuitously

to a book. The small-sized portrait engravings which were popularized about this time by

the two sons of Crispin de Passe (who came to London in 1616) demonstrate on the other

hand that the requirements ofthe smaller book sometimes dictated the size of the print.

^ One interesting and excellent early example
is worth mention however. This is Stephen
Harrison's The Archs of Triumph (1603), a very

rare book which has a text by Ben Jonson and
Thomas Dekker [154]. The designs are by Kip
whose name is given on the tide-page.
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Barlow was usuaUy associated with other designers in his book illustration and though he

sometimes etched himself, much of his best work was engraved by Wenzel HoUar His
rhymes and illustrations for Severall Wayes of Hunting (1671) for instance were entrusted

The Angler and Little Fijh.
^•il

.1 r...„ .„.,^.,, iU.I»J li.nl,

. ..,:., L;»^.., „„£,
k. >r. -M. ..II Li ir l.r'J pUi'<

IFH/i-m lii. /.A' li.' i/Jl f^^y JnJi,

FtU» riv.,,* ri^lil or<4vJck I *

ifl^- 1 poyy%» '^fttun .

> foUcA

Fab. LXXVIII. Pifcator&- PifciculM.

QMaridem PifeuulHiti ctftibtt Tifcdior , Qucm , h/ /t Iwrr t/rwil-

*^ttrtldoiMcgTtiidefcerit (Httde iHcu/taliiit , et Uutiiu bojpiliim faucet
txfltrtt ) impCTttuiisprtcihHtfatiginiil. Cui Fifcalor,me fane mfnlfum
€rtderci, fi tam fniilibiu (f^ lubhcu pTomiffii fidem adbibercm, df- ctrlnm
Ccmmtdmii pro fpe iaeeria Commmarc.

Morale.
QVMM Polidi fimi Q»i fPeMaSialiMtgaxf<>rli«i.t, augMtm tnniiK ,

Cf- IcinfHi in irivialibut cmfMmunl.

Y V f Al,

152. jEsop, 1666, 12" X jV
Illustrated by Barlow

to Hollar who etched the book throughout, text and pictures, with great success. But

Barlow's best known book was his polyglot ^sop which appeared 'illustrated with no
sculptures' in 1666, one of the very few English productions worthy to stand beside its best

foreign contemporaries [152]. There is something typically English in the vigour of his

compositions to which however his technique was hardly equal. In Ogilby's ^sopy a much

bigger book which appeared soon after, some of his illustrations are etched by the inde-

fatigable Hollar and appear in a more polished, though perhaps less vigorous hght. Barlow

also illustrated one or two lesser known works such as Benlowe's Theophila (1652) in which

he combined with other artists and which contained also some deUcately engraved plates by

Hollar [155]. As for Hollar himself there are few books of this period which do not contain

some of his work. According to Hind he was responsible for over 2,500 plates, most of them

etched, but showing all the qualities of graver work. He is best remembered for his costimie

book, Ornatus Muliebris Anglicanis (1640) which has however no text.

Most of Faithome's portraits were engraved as separate prints but he did some work for

books just as his opposite number Nanteuil did in France. For instance he did a very fine

portrait of Thomas Killigrew as a frontispiece for an edition of Killigrew's plays published
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153. The London Bible of 1663, part of

the Creation Series. 6V x 5"

Gen e s i Sj^cap^i.Joi.cj^

KJ5 «i<T'C' -w'prn •cai'':^

_,,,, ^ !3.T?*4f l^'S'l 'T."'? '"^v

'
iiitr i>^TrtyMi rr)pianr ij^i / itcfU inJtuAtuif.tni lujuUain

./£ju.T«/ Cjueu.AfteijftuUt-r,

in 1664. But one always feels, as with Nanteuil, that there is no essential difference even in

scale between the portrait he engraved for a book and the one he intended for some other

use.

The massive Cambridge Bible produced in 1660 to celebrate the Restoration was one of the

few English books that will compare with the elaborate commemorative volumes coming

from the Netherlands or France or Italy. Even so it owes its plates to two of these countries,

for some copies are provided with a suite by Visscher, and others with Itahan engravings.

The engravings nearly all extend over two pages and as the page measures about 17 x 11

inches, they must have involved a prodigious amount of work. It is no wonder that several

different artists were employed; but the result is the usual lack of homogeneity which even

extends to such elementary inconsistencies as a bearded Adam in one plate followed by a

cleanshaven one in the next. This of course does not happen where there is a sequence en-

tirely by one artist such as the wonderfully imaginative series showing the seven days of

Creation engraved by Visscher after De Vos, from which we reproduce the first [156]. But

the book is found with so many different combinations of plates (sometimes with no plates

at all) that it is difficult to estabUsh a standard. The British Museum edition of 1674 has
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154. Harrison's Archs of Triumph, 1603.
I4i" X 10", A title-page by Kip

155. Benlowe's Theophila, 1652.

lof" X 7I". Illustrated by Barlow, Hollar
and others

zi8 The Segregation.

THE SWEETNESSE

RETIREMENT.
O R

The HappincflTc of a Private Life.

C^^^KJO XII.

The Segregation.

ARGUMENT.
TV. mihi Thsnid, Quiet Jnim^, fanSufj^ %eceJjH4

;
Tipres dnm latHrant me, T>(ki Jme, im.

Vtra QHTf
, Tamos nosli, tiotifima Tami

;

Vum fngio J'lurts, tt peto, veraQuics.
Carmina Sccedum ? Totius Vexotio tju^rit

:

Sic auadrtnt Modnlu TeHora fanFfa Jms.
Turhat /ipollmetu cUmofa Moleiha Mufu

Chnjlicolte Modulos /eJ magis ilLgralat.

Sit froeulVrhi, piope f^ota mi hi milji reJJjr, (y intiis

TIena hidcpcrUet Mem mta.plcna 'Deo !

Hoc :>(j.miii eilTtmplum, patHli I a.juetria %imi-
hit (aert Truncm (fuif<fue Colnmni Domui

:

'

Tervia S)hj patnis rJlTortj, CacuiinnjTinna
,

"Bjptifnii Pignks '^c u/u! omni , kibct

:

Vat Men!am (^ollis /acrjm mihi Ce/J)iie talus
;

Teilons /Ira hides, Zelus yfmor^/orus.'
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DIES ^

1^ Tnn> ^

^Lux^Deus m tenehris.Luccm tn/^sog ttialr^^ DIES. Sqfiwat,atq9 vnmo noctenub creamt.
* f' Otv.ijf.i lirjj. f

156. The Cambridge Bible of 1660.

185" X 12I". The first day of Creation,

engraved by Visscher after De Vos

157. Milton's Paradise Lost, 1688.

14J" X 9". Design by Medina, engraving

by Burgess
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158. De la Torre's Fiestas . . . de Sevilla, 1671. 12'

A large folding plate engraved by Arteaga
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159. Yciar's Libro de letras, 1555. 7" x 5"

160. De Gongora's El Polifemo, 1629.

7I xSl

161. Sadeler's Theatrum Morum, 1609.

7" X 6". Engravings designed by the author

ff'\n <^riff(( ficffiin ^^in«rfa(( /

^Olact) fttiur -Olanma in ten ^il^oltf.

(?in 9J?*wo-fal)tn.'Vnt)m fM<)»/

C>b tr jhin Moun redt a jagt

;

•^a /nwn id) niir ^niwfam fan /

^n) Cirmcm ivocf vn^ O^anin^ ^an.

S>iuaiiff m OlfunlMlt viiv<rJiro|Tn /

'^^m (in 9vin.? Mircb X^naun 6<flofn.

2)<j^ (Tarfc "^Khr alio Kcbroan^/
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many additional plates, some of which, hke one superb Rubens, can never have been in-

tended for it. Strictly speaking, this puts it into the category ofan extra-illustrated book.

In 1663 the King's Printers published a most interesting illustrated Bible which seems to

be modelled on the Cambridge Bible though it is much smaller. Many engravings are original,

others are copied from the Cambridge Bible, reduced to about a quarter of their original size.

The result is some incredibly fine and dehcate work [153]. Many of the original engravings,

notably those for the Apocalypse, show a high order ofimagination.

Enghsh engravers of this period show no great aptitude for technical experiment and the

appearance here of what is perhaps the first book with a mezzotint plate is the more remark-

able. This is John Evelyn's Sculptura of 1662 to which Prince Rupert contributed a large

portrait in this medium. The book itself is interesting too because it is a description of en-

graving and of its history. The technique of mezzotint was communicated to the author by

Prince Rupert but Evelyn excuses himself from describing it in his book thus: 'I did not

think it necessary that an art so curious and (as yet) so httle vulgar . . . was to be prostituted.'

The last important book of the century was the first illustrated edition of its greatest

classic. This was Paradise Lost for which in 1688 John Baptist Medina designed and Burgess

engraved the plates. There is nothing else in it quite so impressive as the illustration to Book

I which is reproduced here [157]. This has something of the magnificent melodrama of

John Martin's mezzotints made for the same poem nearly 200 years later. But the other

plates are all somewhat spoiled by the intrusion of that archaic habit of showing successive

actions in one picture.

SPAIN AND PORTUGAL

The sixteenth century was a golden age for Spain, both poUtically and artistically.

Throughout the century there were close relations with Italy which were bound to be bene-

ficial to Spanish book design. And there was always the native dignity of the indigenous book

on which we have already remarked and which persisted well into the century, even in books

printed in Spain by foreigners. Almost until 1550 these books with their gothic type keep

their fifteenth-century character and most of the best ones appeared well before that date.

These are nearly all religious books. It is indeed strange that Spain and Portugal with their

vested interests in voyaging and discovery should have produced so few illustrated books of

travel but the fact remains that they cannot compare in this department with the Nether-

lands.

The best printers of this period were all foreigners—Brocar (who was French), and Coci

and the Crombergers (who were German). Brocar printed the magnificent Complutensian

Polyglot Bible of 1514-17 which though not illustrated was adorned with fine borders. In

1 5 17 he printed La Cronica del Rey DonJuan II by Guzman which has some good cuts.

George Coci of Saragossa shows more foreign characteristics than the others and often

borrowed or copied blocks from Germany. His Flos Sanctorum (c. 1521) by Vega is a re-

markable as well as a rare book because it has a titie-page printed in five colours and black,

a tour deforce for those days. The use of a second colour is fairly frequent in Spanish books

of that period, red being a favourite addition to the title-page. But five workings is rare

indeed and we have to go back to the Mainz Psalter of 1457 and to Ratdolt's work at Venice

to find anything like it. Besides its titie-page Flos Sanctorum has several fine cuts imitated

from Koberger ofNuremberg and arranged as oblongs across the page [162].

The two Crombergers, father and son, worked at Seville. In 15 18 the father produced
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Retahlo de la Vida de Crista in which there is a curious page of twenty 'compartment' cuts,

small framed pictures of different subjects which fit closely together [163]. The son pro-

duced in 1546 the Libra Llamado Exemplarioy a version of the Fables of Bidpai which were

almost as popular at this time as those of j?Esop. The Cromberger edition has many delight-

fully humorous cuts of animals; but perhaps the best feature of the work of both father and

son is the design of their woodcut initials, white letters on a black background patterned

with exquisite effect. It is true of all the Spanish books of this century that the decorative

element is stronger and more successful than the illustrative.

The same decorative effect is seen in the text-books on calligraphy and arithmetic which

Juan de Yciar produced about the middle of the century. One fascinating book of his called

Libra en el qual hay muchas suertes de letras historiadas canfiguras del viejo Testamenta (1555)

contains several complete alphabets made up out of initials ornamented with Biblical scenes

[159]. A fine example of calligraphic white-line cutting in wood is also to be foimd in Fran-

cisco Lucas's Arte de escrivir of 1577; black-line cutting till now had been the usual method

of illustrating writing books but although there are a few examples of this in Lucas, it is the

white-line cuts that strike us most forcibly by their decorative quality.They quite overshadow

the stock woodcuts which are scattered here and there in the text with the express object of

decoration.

The reproduction ofmedals was the occasion in 1587 for a technical advance just as it was

in the Netherlands with Goltzius's Imagines of 1557. Dialogas de Medallas, printed by Mey,

has 26 pages ofengravings at the end which are far in advance ofthe average of that time.

Engraving was in fact very late in making its appearance in Spain, and it never seems to

have affected book production there in the way it did elsewhere in Western Europe. The
making of separate prints was never popular nor did it become so until Goya's time at the

end of the eighteenth century. This was bound to handicap the illustrated book, especially

the elaborate commemorative one. And as Hofer says there seems to be no particular reason

for it. Spain although her political power was on the wane was still wealthy with the riches

of the New World, and moreover the seventeenth century was as rich in literature and art

CiDccomo cl bicnattcnttiradofyntoibom^e 3r{obiTpo:fwc

ni3rtY2»5ado poz Defaidcrlas libertadcs i>eU Ipglcfia*

162. Vega: Flos Sanctorum, c. 1521. 12^" x SJ". The murder of Becket
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163. Retablo de la Vida de Crista, I5i8.ii"x7i'. A page of compartment woodcuts

as the preceding one. But somehow books were neglected by the aristocracy while in every

other country it was the aristocracy who fostered the baroque book.

Spain missed a great opportunity with Don Quixote. The first properly illustrated edition

came in 1657 from Holland, which had also produced for France the first illustrated Contes

of La Fontaine. It was not in fact until the end of the eighteenth century that a worthy ver-

sion appeared in the country of its genesis. A similar opportunity had been missed the pre-

vious century with the Amadis de Gaula which Coci first printed without illustrations in

1508. The Spanish genius does not seem to have lent itself to the illustration of romance.

Instead it excelled, as Benesch says, in representations of ecclesiastical ceremonies which it

invested with a feeling of mystic jubilation. Such is Leal's wonderful engraving of the in-

B. H.B.I.



194 ABOUT 1520 TO END OF SEVENTEENTH CENTURY
terior of Seville Cathedral which is contained in the most noteworthy Spanish book of the

century, de la Torre's Fiestas de la S. Inglesia de Sevilla (1671). Here, in the engravings of

Arteaga, de Herrera, Murillo and others, we have the dying baroque combined with the

Gothic, a mixture which is peculiarly Spanish [158]. But apart from this example there is a

decided scarcity of interesting books. Luis de Gongora's El Polifemo (1629) has a handsome

engraved title-page and an extraordinary frontispiece engraved by de Courbes [160]. And
Morante's Nueva Arte de Escrivir (1636) is a beautiful caUigraphic book in the true Spanish

tradition. As in earher books the lettering is shown in white on a black background and wood-

cut is used rather than copper-engraving. Such a thing would indeed be almost impossible

for the intaglio method and from now on the engraved writing books are generally lettered

in black on white.

From 1580 to 1640 Portugal was united to Spain and her books display no national char-

acteristics. Even after she broke away her books have little to distinguish them either rela-

tively or absolutely. Spanish printers in Mexico produced some fine service books during the

sixteenth and seventeenth centuries and one or two other presses were started in the cities

of Latin America. But no illustrated books of importance were produced and there was no

assimilation of the very individual style of the native Mexican book which has already

been described.

OTHER EUROPEAN COUNTRIES

Scandinavia and the countries of Eastern Europe do not have much to show in the period

under review. During the sixteenth century printing was in its infancy in Sweden and Den-

mark and the general style is Germanic. The first Swedish Bible, printed at Upsala in 1541,

has many good initials and some excellent cuts [164]. The first Danish Bible, printed by

Dietz nine years later, was also well illustrated by Jacob Binck. In the second half of the

century several distinguished books were printed at Copenhagen by Lorentz Benedicht,

himself a woodcutter ofsome skill.

During the greater part of the seventeenth century Sweden was at war with Germany, and

we find her forsaking the German tradition and seeking inspiration from her ally France.

Queen Christina was a great patron of books but her encouragement bore more fruit in

France than in Sweden. Certamen equestre . . . Carolus XI (1672) is a fine festival book with

engravings that might have come from any country in Western Europe; and Dahlberg's

Suecia Antigua et Hodierna (1698) is a great volume of views by various hands that presages

the topographical books of the early nineteenth century. But like so many of the latter it is

less a book than a collection of plates which have not even the homogeneity of uniform size.

Many ofthem fold and some are even printed on paper smaller than the text page. No better

example could be found ofthe disruptive effect ofthe hors texte engraving.

Denmark still remained linked to Germany artistically and it was unfortunate for her that

this was such a dull period for German illustration. However, towards the end ofthe century

she produced several fine books. One of the most interesting in Jacobaeus's Museum

Regium (1696), a description ofthe contents of King Christian V's collection.

Eastern Europe was an even less fertile field for the arts of the book, although Prague had

once been a famous centre for the production of illuminated manuscripts, and although in

Matthias Corvinus Hungary had had a king who was a great collector—but chiefly of Italian

manuscripts. His attitude to printers was much less friendly however, and Hungary's

troubled history was the chiefreason why so few books were printed there. Poland in the early
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days had produced many fine manuscripts of her own and her early books were much in-

fluenced by this. Her first printers came from Germany and her st>1e of illustration re-

mained Germanic for a long time. Opec's translation of La Vie du Christ, which was printed

at Cracow by Victor in 1522, has full-page cuts by Hans Schaufelin ofAugsburg, for instance.

It also has exceptionally fine decorated initials and an astonishing tide-page decorated with

pen flourishes. Lam says that more care was taken in Poland over the decoration of the book,

especially of the title-page, than over its illustration. But there are some good cuts to be

found, for instance, in Szarffenberger's Bible of 1 561 and in the Kronika Polska of 1597.

In Prague many Hebrew books were printed, and the 1526 Prague edition ofthe Haggadah

set the style for the illustrations of this work that was to be followed for a long time through-

out Northern Europe [165]. Sadeler's Theatrum Morum (Prague 1609) was a collection of

versified fables illustrated by the author, which had a great vogue in Bohemia [161]. Its

extremely skilful engravings have a strong resemblance to those by Gheeraerts for Edward

de Dene's book pubhshed in Bruges in 1 567; and Barlow must have had some of them in

mind when he illustrated his iEsop of 1666. There is in fact a strong family likeness between

all the books of fables which were appearing so plentifully at this time, irrespective of their

place of origin; and we find a kind of international cycle of iEsop illustrations reminiscent of

the old manuscript cycles. This can be traced via Leclerc and Croxall right down to

Bewick's iEsop of 1818, and later in the numerous illustrated editions of La Fontaine's

Fables.

^m^ I ^ tXMt MM!
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1 66a. The Acts of the Apostles,

1564, iiY X ]{". Designed

and printed in Moscow by Ivan

Fedorov and Peter Mstislavets

The earliest Cyrillic printed

books appeared at Cracow in Poland

from the press of Schweipolt Fiol

in or before 1491. They are small

folio liturgical works, printed in red

and black, and are notable for their

interlace headpieces and initials,

which in style and design recall

Balkan manuscript originals. How-
ever, in the Balkans themselves

printing was relatively slow to start

owing to the Turkish invasions. A
Glagolitic Missal was printed at

Venice (or, according to some

scholars, in Dalmatia) in 1483, and

at Cetinje in Montenegro the monk
Makarius printed the first part of a

fine Octoechos in Cyrillic types in

1494. The second part appeared in

the same or the following year [166].

By a curious irony, the illustration

in these earliest Balkan editions is

quite unconnected with the local

manuscript decorative tradition,

the headpieces and initials being in

white-line and in the Venetian
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manner. During the sixteenth century the printing of liturgical works took place in a

few monastic centres in the Balkans, and the Psalter of 1544, printed at the Milesevo

Monastery in Herzegovina shows how Balkan and Venetian influences could combine
to produce a fine book. Such productions may well have helped to inspire the great

Moscow 'first-printer', Ivan Fedorov.

When the printed book first appeared in Russia, during the early 1550s, her manuscript

art was at its height. The early printed book in Russia took little in its broad design either

from Western manuscripts or from Western printed books, the latter of which had by
then a history of nearly a hundred years behind them. For a far longer period than in the

West the printers imitated the book painters, copying their foliage decorations and
producing many extraordinary initials and headpieces and sometimes even passing off

printed books as manuscripts. Although Western woodcuts and engravings were copied or

brilliantly metamorphosed in Russian books it is remarkable how long this manuscript

tradition lasted. A. A, Sidorov claims that the Russian books of this period were unique

in being a synthesis of Russian manuscripts and South Slavonic printed books—a synthesis

which raised the art of printing to a new height. But it is difficult to see how such a claim

can be substantiated when the natural development of the printed book has always been

away from the manuscript.

It is undeniable, however, that some of the earliest books printed in Moscow were tech-

nically well-produced. As liturgical works they were commonly printed in red and

black, at one or two impressions. Their white-hne woodcut headpieces are outstanding,

the finest of them being creative adaptions incorporating motives which derive ultimately

from the flower and fohage backgrounds in an alphabet of large capital letters engraved by

the German artist Israhel van Meckenem in the 1480s. This had passed into the Russian

manuscript illumination tradition as early as the second decade of the sixteenth century.

The most notable figure of this period was Ivan Fedorov, who with Peter Mstislavets

signed three books printed at Moscow in 1564 and 1565. Assuming that he was personally

responsible for their woodcut frontispiece, headpieces, types, and layout, he was a great

artist and book-designer. His folio Acts of the Apostles, published in 1564, is the first

Moscow-printed book to bear a date [i66a]; he followed it with two editions of an octavo

Book of Hours, both 1565. These books had been preceded by several similar but not so

fine Psalters, Gospels, and other liturgical books, anonymously printed, but possibly

associated with his activities.

During the seventeenth century manuscripts were still being produced and printed

books still imitated them, and sometimes even contained pen drawings. They are still

almost entirely for ecclesiastical use, and frontispieces and headpieces remain a great

feature. It was not until the eighteenth century that woodcuts began to give way to metal

engravings. Radischevsky's folio Gospels of 1606 is one of the most impressive books

from the early years of the century; and the large Bible of 1663 has a fine woodcut title-

page by the monk Zosima, incorporating a plan of Moscow, the Russian coat of arms, and

Old and New Testament scenes. Between 1680 and 1683 Simeon Polotsky pubhshed

four books with good engravings, drawn by Simon Ushakov and engraved on copper by

A. Trukhmensky.

An outstanding engraver of the period was Leonty Bunin who designed and engraved

on copper a unique Bukvar, or ABC book, by Karion Istomin (1692-4). Bunin also

contributed to the Sinodik of 1702 which is really an album of engravings. The frames

are important however because of their extraordinary elaboration.
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The Eighteenth Century

FRANCE

A ny account of illustration in the eighteenth century must begin with France because

/\ during this period she easily led the rest of Europe. That is not to say that her work

j_ ^was at a higher level than in the two previous centuries—though it was certainly

more prolific. It was simply that there seems to have been a kind of lacuna in other countries

which allowed the French style more influence than it would otherwise have had.

The break between the prevailing styles of the two centuries—the seventeenth-century

baroque and the eighteenth-century rococo—was sharper than such breaks usually are.

Louis XIV died in 1 715 and Gillot's vignettes for Houdart de la Motte's Fables Nouvelles

appeared in 171 9. There had of course been vignettes and small delicate engravings in the

previous century, notably those by Leclerc; but nevertheless the generalization is as vahd as

any generalization can be. The difference between the baroque and the rococo book is the

difference between the music of Bach and Mozart. The former is not without its hghtness

nor the latter without solemnity; but they retain their essentially different character which is

not merely a matter of style but rather of outiook.

When the rococo arrived (and it came of course in art long before music) it affected almost

ever}' aspect of the illustrated book. The size of the page dwindled to suit the style of en-

graving and it became more intimate. Its subject-matter altered so that now reUgious, scien-

tific and commemorative books are in the minorit}-; poetry and romance are most favoured

by the illustrator. Its st}'le changed to mirror fashions and morals as never before. There is a

high degree of reaUsm, for instance in the portrayal of costume, and real people appear in

illustration with only a thin disguise. It is easy to regret that so much exquisite workmanship

was spent on so much worthless Uterature (the poetry of Dorat is usually cited) but this is a

phenomenon common to all ages. The two forms of inspiration do not always coincide. A
glance at the tides of the finest books of the century reveals a high proportion of great litera-

ture—MoUere, La Fontaine, Racine, not to mention Ovid and Boccaccio. But we have the

feeling as with so many Hmited editions of the present day that the texts have become a

vehicle for the illustrations.

It was indeed Daphnis et Chloe, so beloved by our modem private presses, that started

the ball rolling in 171 8. The illustrations were designed by the Regent himself and were not

distinguished [167]. But they are a sign of the times and mark the entry of the amateur into

our field. Later the Pompadour was to engrave illustrations to Comeille from drawings by

Boucher and her book, printed from silver t>'pe, was published at Versailles in an edition of

twenty copies. Thus illustration became a fashion and a finely printed unillustrated book

was almost condemned to failure before it appeared. Sometimes the wealthy bibliophiles
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themselves took a hand in publishing. One of the great books of the century is the 1762

edition of La Fontaine's Contes et nouvellesy paid for by a group of financiers called the

Fermiers Generaux, who could hardly have hoped to see their money back on such a sump-
tuous production.

All this activity was concentrated in Paris which became the sole centre for the production

of fine books as never before. Printing was hedged about with innumerable regulations and

restrictions, but these also had the effect of maintaining a high standard of craftsmanship.

The engravings themselves were printed with great skill and care, but the typography of

these volumes is sometimes unworthy of their illustrations. It improved wonderfully under

the Didots towards the end of the century but at the beginning it compared unfavourably

with the typography of the previous century. In the middle years the typefounder Fournier

produced much elegant decorative material, some of which is still in use today. It took its

cue from the ornamental lettering and flourishes with which engravers were enhvening their

title-pages, a symptom this of the illustrator's ascendency. Never before had the printer

commanded such a wealth of fleurons and borders. It is all the more strange to see the per-

sistence of the woodcut ornament which still appears in uncomfortable conjunction with the

engraving, for instance in Moreau's Moliere of 1773. By the side of the meticulous engraving

which went into the vignettes and cub de lampe of this period it appears clumsy indeed.

The eighteenth century in France has often been called the age of the vignette. The
Goncourts compared it thus with the preceding century which they called the age of the

frontispiece, and there is a good deal of justice in the two labels. But it must not be thought

that the vignette was a new invention. The term is a vague one but the engraved vignette

of our period did nothing that had not already been done by the woodcuts of the fifteenth

and sixteenth centuries and in many books of the seventeenth. It was of Houdart de la

Motte's Fables Nouvelles (1719) that Bouchot said 'the whole French school ofthe eighteenth

century may have had its origin in this forgotten book', but technically there is little to dis-

tinguish it from Benserade's Ovid which Leclerc illustrated in 1676. And there is no doubt

that the roots of the rococo book go back long before 171 9 even if superficially it can be seen

as a reaction against the baroque.

Nevertheless Claude Gillot who illustrated the Fables Nouvelles is an important figure. He
was the master of Watteau^ and has been called the last pagan of the Renaissance. His

vignettes are unusual in that they are pure etchings and Gillot himself executed them. The

typical illustration of this period was an etching touched up by the burin and it was executed

by a professional from the draughtsman's design. But the employment of several illustrators

in the Fables Nouvelles is not unusual. Besides Gillot's there are engravings by Coypel and

Masse. Coypel's mythologies combine poorly with Gillot's vigorous work and this sort of

thing often mars later books as well. In many ways Gillot's delightful animal pictures look

back to a book like Barlow's /Esop rather than forward [168]. There is nothing about them

of the artificiality of the rococo age, little except for their small size and dehcacy which can

be said to herald it. But if this book is compared with that magnificent swan song of the

seventeenth century, the Medailles sur les principaux evenements du regne de Louis le grand

(1702) the difference will be felt.

Perhaps the chief cause of this change of atmosphere is the rapprochement of painting

and illustration. There is no difference in kind between the paintings ofWatteau or Boucher,

' Ir is possible, as Desmond Flower suggests in plates in the Fables Nouvelles were Watteau's

A Thousand Years of French Books (National Book work.
League Catalogue) that some of the anonymous
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FABLE T R O I S I E S M E.

Cliioc s.iiivc Dapiiiiis pur lo son de Sdriiitc

Le Knuri Prtdicjtenr.

LA morale fins doute eft Tame dc U Fable

;

C'eft une fleur qui doit donner (on fruit

:

Vous voulezfeulemcnt Urcun conro agreable i

Sans le vouloir , vous allcz ctre inftruit.

On badine, il paroit qu'on nc (bngc qua pbirc;

Et le jeu fc tourac en Iccon.

LhoiTime neiltfioint voulu d"un prcceptc fevcre.

Pour le prendre , il talloit trouvcr cet hamecon.
AioC

167. Longus : Daphnis et Chloe, I''i8. 6j" > 4"

With engravings by the Regent

168. Motte: Fables Nouvelles, 1719.

10" X 6V. An etching by Gillot
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169. Boileau's Oeuvres, 1718. 142" -^gV

Illustrated by Picart

170. Boccaccio's Decameron^ 1757.

7i" ^ si- A design by Gravelot
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lyi. La Fontaine's Fables, 1733.

18 J" X 13". With designs by Oudry

172. Moliere's Oeuvres, 1734.

11" X 8|". With designs by Boucher
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A cell pris. On donna telle fominr,

Qu'avct les traits dc la jeune Alibcch,

II prit pour boil iin Enfer irci-rufpe^,

Ufant des biens tjue I'hymen noui oiTOie.

A tout cpoux Dieu doiot punlle joic!

173. La Fontaine's Comes, 1762. 7I" x 5'

A plate by Eisen

r

1 74. A tailpiece by Choffard from the same

book

PUBLII OVIDII
N A S O N I S

METAMORPHOSEON,
HP.IR PR/ .11 V S.

IMROtJlCTIO.

LES

METAMORPHOSES
lyoviDE,

LIVRE PRFAflER.

A lA NT-P R PO S.

J A I fotnck Jeffein Je chjniM rom lei char gemcix imrii

dini It Nilvc >ui corr< H"' "<« «' revtiul i)c nou<cllct

figures Otcux I jotevir* Je coui c<* charitcnwnt . fixMncl

mon encrcpnfc , Ac c.HiJ«»frf cci Ou* rage Jqnin U conmico-

cemcni ia Uou^ )ai«)u 4 pfdcoc

175. Ovid's Metamorphoses, 1767. 10" x 7I". With designs by Eisen, Boucher, Choffard and

others
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176. Marmontel: Contes moraux, 1765. 6h" x 3!". Illustrated by Gravelot
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177. Montesquieu: Le Temple de Gnide, 1772. 8f " x 5f". An illustration by Eisen
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178. Laborde's Chansons, ijj^. 9j" x 5I".

Engraved throughout by Moreau and others, this

is one of the most exquisite books of the period

LE CHEMIN PERDU
E T RETROVFE.
S' E N rerournant dans son hameau

,

Pcrrctte s'ctoit ^-garet

;

Ruse d'amour ! la fillcttc ^plor^c
,

Au coin d'un petit bois oij ga7uuille un nn'sseau

Bord^ de mousse & dc son cau
,

Bjignant la verdure alt^r^e

,

179. Dorat: Fables Nouvelles, 1773. ll" ^^V-
Illustrated by Marillier

180. Restif de la Bretonne:

Les Contemporaines, 1780-5. 6\"^A"'
A curious compendium of trades, crafts

and professions in 42 volumes illustrated

by Binet or his disciples

181. Vade: Oeuvrcs Poissardes, 1796. ill ^ 8V.

Illustrated by Monsiau with stipple engravings

printed in colour



2b6

182. La Fontaine's Contes, 1795. 1I5" x8|".

An illustration by Fragonard

183. Saint-Non: Voyage piitoresque, 1781-6.

20" X 13". A tail-piece by Fragonard
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184. "Rowt's Shakespeare oi i'jo<).

i¥ ^42'

185. Select Fables of Esop, 1761. 6\" x 4^'

Printed by Baskerville
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186. Pine's Horace, 1733. 9 ^ 5
x" 187. Ariosto: Orlando Furioso, 1773. 9I" x 5!".

Illustrated for Baskerville by Moreau, Eisen,

Cochin and others
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1 88. Gray's Poems. 1753. 14I" x 10". A design by Bentley, engraved by Grignion
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and the engravings of innumerable lesser known artists; and the connexion is made closer

by the new fashion of issuing volumes of reproductions of paintings, such as was done by

Watteau in 1734, and Claude in 1777.^ For the first thirty years or so of the century illustra-

tions were more often than not a set of plates bound up with the text, their style reminiscent

of paintings, their relevance not immediately apparent. Later many painters of the time,

among them Boucher and Fragonard, dabbled in etching in imitation of the Pompadour,

and even illustrated some books. On the other hand the professional illustrator need no

longer be a craftsman for by now the division between draughtsman and engraver is com-

plete—the former supphed the design and then apparently washed his hands of it, taking

httle interest in what the latter did with it. (Gillot, Cochin and one or two others who en-

graved their own designs are exceptions.) It may seem strange that this should be so when

etching, which is essentially an autographic technique, was used for so many illustrations

of the period. But the retouching with the burin which took place after etching changed the

whole character of the plate and gave it the precision which we associate with the line-

engraving. The result of etching is a general greyness which affected typography as well.

It cannot be denied that the best French etcher-engravers did their work supremely well.

Men like Le Mire, Delaunay and de Longueil though their names are overshadowed by

those of the great draughtsmen from whose designs they worked made their contribution to

the glories of the century. It is to be hoped that the designers themselves reahzed how much
they owed to them. Several ofthem usually combined their work in one book but more often

than not there was only one draughtsman to give a unit}' to the whole. (Several exceptions

to this will be mentioned later.) Standing slightly apart from both draughtsmen and en-

gravers were the decorators hke Cochin and Choffard who designed the borders, title-pages

and head-pieces that add their characteristic flavour to the eighteenth-century book. These

people usually did their own engraving because their decoration, unlike the main illustra-

tions, was conceived in terms of the graver. All this work, whether etched, engraved or both,

was essentially in line. The tonal techniques like mezzotint, stipple or crayon that were so

widely used in England during the century for reproductive work, never became popular in

France. Woodcutting however persisted as we have said for ornament, its chief practitioner

and apologist being Papillon whose Traite . . . de la gravure sur hois (1766) is in spite of its

inaccuracies a book of great interest. His cuts however show Httle appreciation ofthe peculiar

qualities ofwood.

The year 1719, though convenient as a starting point, was no deadline. Bernard Picart

was a contemporary of Gillot and went on illustrating books all through the first half of the

century, but most of his work is reminiscent of Chauveau. He is important too because he

trained a whole school of good engravers. Ovid's Metamorphoses which he illustrated in

1732 is a large folio and might have been published a hundred years earlier. His Boileau's

Works of 1 71 8 on the other hand contains vignettes that compete with Gillot's of the follow-

ing year as the first in the new st}1e [169]. The book is interesting too as containing one of

the earliest hsts of illustration—in this case with elaborate explanations of the engravings and

of the artist's intentions.

With Oudry and Boucher we reach the first famous illustrators of our period, both of

them painters. La Fontaine's Fables which Oudry illustrated in 1733 was not published

imtil 1755-9, but its large size dates it as belonging to the earlier part of the century [171].

' Both these volumes were of course posthu- points out Claude's idea was to safeguard himself

mous. Claude's Liber Veritatis inspired Turner's against copyists by making a record of his pic-

Liber Studiorum in the next centtiry. As Hind txires whereas Turner produced an original work.
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It is a magnificent work in four volumes, beautifully printed and far from being, as Pollard

calls it, a collection of plates. The pictures are linked too closely to the text for that. Their

large size does not demand such meticulous work as a smaller picture would, and conse-

quently they retain more of an etched than an engraved quality. Their chief fault is a certain

ponderousness and lack of the humour which the text demands. Several engravers worked

on the book, the best known being Nicolas Cochin; and sometimes we are given the names

on the plate itself of the etcher and of the engraver who worked over the etching with his

burin. Between them they altered Oudry's work almost out of recognition.

Boucher's pencil sketches were treated more respectfully by his engraver, Laurent Cars,

and his MoUere of 1734, in six quarto volumes, is a tour deforce with its fine head and tail-

pieces [172]. It is difficult to say how much such a book as this owes to the artist and how
much to the engraver, although the former usually gets the credit. But there is no doubt that

the fame of the French eighteenth-century book is due largely to the skill of the professional

engravers who were able to subdue their personahties and attain homogeneity, yet keep the

originality ofeach artist. A few illustrators like Cochin and Moreau often engraved their own
designs and in spite of that achieved a remarkably large output. Cochin, as we have seen,

often engraved the designs of others as well and Cohen credits him with 143 books, more

than any contemporary of his. He was a courtier and a protege of the Pompadour yet he was

always ready to undertake the most ephemeral work such as menus and invitations. His

title-pages for the publisher Prault set a fashion for the whole century with their ornamental

border, their vignette and their open lettering in two colours. His best illustration proper is

to Boileau's Le Lutrin of 1740, in which may clearly be seen the neo-classicism which in-

forms nearly aU his work and which competed with the rococo aU through the century, only

to triumph at the end. Bouchot distinguishes two separate strains which persisted throughout

the century. One he associates with Boucher and his large mythological subjects; the other

with Watteau, smaller in scale, more contemporary, more feminine. The first makes us

think of the baroque, the second of the rococo, but they both exist side by side throughout

the period and sometimes co-exist in the same book.

Choffard, though he did not himself engrave, was even more of a decorator; in fact he

seems to have illustrated very few books by himself, but in spite of this he enjoyed an enor-

mous reputation. To him, more than to any other, the prevalence of the vignette in the

second half of the century is due. He carried the elaboration of borders and foliage to ex-

treme lengths yet without loss of elegance or lightness. He seems to delight in making diffi-

culties for himself in order to show his skill in solving them, and much of his work is so

minute that it is hard to believe it was done before the days of mechanical reduction. It is all

of a piece with the jewellery and interior decoration in which the century excelled.

Choffard was called in to decorate one of the most sumptuous and costly books of the

period, the Fermiers Generaux edition of La Fontaine's Contes (1762) in collaboration with

Eisen who undertook the plates [173]. It is significant that such a book should be issued in

octavo size, and if we compare it with the larger books such as Oudry's La Fontaine we
notice how Eisen's engravings are adapted to make their effect in a smaller space. He no

longer aims at a complete picture but contents himself with indicating the background

rather sketchily. To Choffard of course the limitation was no hardship and he surpasses

himself (and often Eisen too) in the microscopic figures which make up his tail-pieces.

Eisen who seems to have had a keener sense of typographic harmony than most of his con-

temporaries, also triumphed over the difficulties and between them they produced one ofthe

monuments of the period. The indelicacy of which Eisen is often accused is not so much
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lubricity as grossness—the grossness that is so strange an accompaniment of eighteenth-

century elegance in every country. There is less scope for it in a book of poems like Dorat's

Baisers which he illustrated in 1770. Here the sham rusticity of the indifferent verse has

evoked some wholly delightful m}T:hological head- and tail-pieces, which, as they are decora-

tive rather than illustrative, no one could call objectionable. This book is a lesson in the

avoidance of the sterile classicism that was soon to overtake the arts and is already

visible in the Ovid of 1767. In some copies the text is printed in two colours but the

engravings which are printed on the same pages as the t}pe are in black, not in red as they

are in Vizetelly's egregious 'facsimile' of 1890. In fact, though engravings could easily have

been printed in a different colour from the accompanying type they very seldom are in the

eighteenth century;^ and it is difficult to believe that black could have been improved on.

The last book of Eisen that we must notice is Montesquieu's Le Temple de Gnide (1772)

which had already been illustrated by Cochin pere et fils in 1742, Eisen's version is parti-

cularly interesting because it is engraved throughout, text and illustrations; and it is signifi-

cant of the importance attached to the illustrations that the author's name is not mentioned

at all on the title-page—only Eisen and Le Mire [177].

Gravelot's early work we shall meet when we come to deal with English books. Bouchot

has pointed out how thoroughly French were his illustrations of English books and yet how,

when he returned to France, his work showed English traits which seem to have been bor-

rowed from Hogarth. These may be characterized as a certain straightforwardness of ap-

proach and a liking for the domestic scene—both of them unusual for the time in France.

He was not as good a draughtsman as Eisen though he was more discreet in his choice of

subjects which his authors generally seem to have been content to leave to him. He illus-

trated a Racine in 1768 and a Voltaire in 1769, but his best book was his Contes moraux of

Marmontel of 1765 in which he instituted a formula which Moreau carried to a conclusion

[176]. He also contributed many plates to an even more famous work, the Decameron of

1757-61, which contained engravings by Boucher, Cochin and Eisen as well. This book is a

landmark because it is the first important octavo and henceforth the small book dominates

the illustration of the century. Typographically too it is delightful; its vignettes are printed

on the same pages as the type and the plates are on the text paper, framed uniformly, irre-

spective of their designer. Thus, in spite of so many different contributors the book has a

homogeneity which marks it as one of the very best in a wonderful period [170].

Another composite book containing the work of an even more briUiant galaxy of artists is

Ovid's Metamorphoses (1767-71) to which Eisen, Boucher, Moreau, Le Prince, Monnet and

Choflfard aU contributed. ^ This however lacks the extraordinary unity of the Decameron and

also its typographical fencit\\ The paper used for the plates is too thick and there are wood-

cut fleurons which look clumsy beside Choffard's exquisite head-pieces [175]. But perhaps

the chief stumbling-block was the subject-matter which enforced a neo-classical approach

whereas the Decameron lent itself to contemporary treatment.

It was in fact neo-classicism that killed French rococo illustration at the end of the century

and Moreau le Jeune is the Unk between the uvo styles as well as the representative figure

of the second half of the century. He is a type of the specialist in illustration who first

appeared during this period. A friend of the painter, David, he worked on well into the

» One or two Italian books provide a not very Mire and Basan which seems to set a higher value

successful exception. on the engraver's work than one would have ex-

^ The title-page however has 'gravees sur les pected.

dessins des meUIeurs peintres fran?ais' by Le
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mneteentJi century and his work falls into two distinct halves. In his later neo-classical style

he repeated with deplorable effect books which he had illustrated earlier, e.g. the Ovid of

1804, the Mohere of 1806 and the Rousseau of 1808. In these books and in the complete

La Fontaine of 18 14 nothing survives of his earlier grace and it is almost impossible to

believe that they are illustrated by the same man. It is sad to record that his adaptability did

him Httle good for he died in want.

He will always be remembered however for his earlier work and for one magnificent book
in particular to which he contributed, Laborde's Choix de Chansons of 1773 [178]. Song-

books are a fruitful source of illustration in the eighteenth century and not only in France.

They lent themselves to decorative treatment and their title-pages are often of great beauty.

Laborde which has one of the most exquisite tide-pages of them all is engraved throughout,

text and music and illustrations, and it contains decorated lettering of a high order. It also

possesses a unity which for a book with music could not have been attained by any other

method in those days. It is a unity emphasised by the relevance of the ornament to the text

which it often subtly echoes. There are four volumes, and all Moreau's work appears in the

first. The other three are illustrated by Le Barbier and St. Quentin; and it is typical of the

period that two of its lesser lights were able to match their style so cleverly to Moreau's.

Moreau's chief deHght was in the contemporary scene and he turned this talent to good

effect in his Monument du costume of 1777, a sort of social history of Louis XVI's reign in

pictures. The use of such large engravings is contrary to contemporary practice and the

result is a portfolio rather than a book. The same plates however appear on a small scale in

Restif de la Bretonne's Tableaux de la Bonne Compagnie (1787) engraved with incredible

minuteness, and losing much of their effect in the process. Moreau's MoUere of 1773 and his

Rousseau contain much dehghtful work. The latter appeared in three different editions and

sizes between 1774 and 1801, each with a newly engraved set of illustrations. But none can

compare with Imbert's Le Jugement de Paris (1772) for which Moreau did the full page

engravings and Choffard the vignettes.

MariUier who collaborated with Eisen in Dorat's Baisers is less well known but some of

his books are worthy to be ranked with Moreau's. His Fables Nouvelles of Dorat (1773) is

altogether charming with its head and tail-pieces that seem to hark back to the previous

century [179]. There is a strongly decorative element here in the varying frames^ which are

provided for the vignettes; and the unusual sympathy we find in his book between typo-

graphy and illustration is undoubtedly helped by the fact that he usually engraved his own

designs. Like Gravelot he was less at his ease in serious subjects and his illustrated

Bible was not a success. The Age of Reason was not a period of great Biblical illustration.

So we come to Fragonard, perhaps the greatest of them all, although he was no profes-

sional illustrator. It may well be that his work is all the fresher for being subordinated to his

painting and all the better for being so scarce. The output ofmen like Moreau is so immense

that we cannot wonder they grew stale sometimes. But Fragonard only illustrated two or three

books that were published, though he made drawings for others which never appeared. It

was unfortunate that his work appeared at the very end of the century when the standard of

engravings had fallen off and when the Revolution had temporarily killed the demand for

fine books and destroyed the art by which he had lived. Nevertheless there is no concession

to neo-classicism in his chief book. La Fontaine's Contes, pubHshed by Didot in 1795 [182].

^ Oddly enough illustrations during this cen- as time went on these frames became more and
tury were distinguished from prints by imitation more linear,

picture-frames; and Singer has pointed out how
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It is true that his drawings were made over a period of about twenty years, the earliest in

Italy in 1773. But the last which were completed in 1790 show little difference from the

first. These superb ink and wash drawings are now in the Louvre, bound up with a calli-

graphic manuscript of the text. 'In these illustrations', says Benesch, 'everything is dissolved

into movement, blinding hght, a play of reflections, an almost unsubstantial spiritedness.'

But the printed version which was to have had eighty plates was a failure, partly because of

the inauspicious moment and partly because Fragonard was poorly served by his engravers.

Only two parts were issued, the second without plates. In the first volume, sixteen engravings

are by Fragonard, the other four by hacks working in the neo-classical style. The failure of

this book seems to have confirmed Didot in his preference for the latter. ,

The Voyage pittoresque de Naples et de Sicile (1781-6) in which Fragonard collaborated is

an early example of the topographical book which was soon to be so popular in England. It

was written and sponsored by Fragonard's friend, the Abbe Saint-Non, and appeared in four

enormous volumes. Fragonard's part was confined to reproductions of pictures and a few

decorations, of which, as this is a rare form of his art, v;e reproduce one here [183]. Another

work produced in collaboration with Saint-Non was the Fragments choisis dans les peintures

. . . des Eglises de Vltalie (1770-3), but as this has no text it hardly ranks as a book. It is espe-

cially interesting however because of the wonderful freedom of the engravings which are

done a la maniere du lavis (wash), and make a sort of free transcription of the pictures which

they reproduce. But Fragonard's best illustrations were done for books which never ap-

peared. The manuscript of La Fontaine's Contes we have already mentioned and his won-

derful drawings for Ariosto's Orlando Furioso have been made the subject of a special study

by Elizabeth Mongan and others.^ There are nearly 150 of them in crayon and wash, and

they show clearly how difficult Fragonard's work must have been for the engraver to trans-

late. Then he made also some drawings for La Fontaine's Fables and for Don Quixote which

were never used. It is one of the minor tragedies of the eighteenth century that this artist

with all the gifts that make a great illustrator never found the right pubHsher, nor except in

the Fragments choisis the right technique for the reproduction of his dynamic style.

The influence on the book of the painter David and what he represented is generally sup-

posed to have been bad. The effect on Moreau was indeed deplorable but the Didots, whose

typography was shaped in the prevailing classical atmosphere, performed an inestimable ser-

vice to French printing, comparable to Baskerville in England and Bodoni in Italy. Apart

from their typography they were great iimovators and the printing-press, the stereot>'pe and

paper were all brought one stage nearer perfection by their efforts. Their Virgil (1798),

Horace (1799) and Racine (i 801) are magnificent books and show a return to the larger page

which suited the neo-classical illustrators, Gerard, Girodet, Chaudet, etc., just as the duo-

decimos suited their predecessors. It is a pity that the illustration of these Didot volumes is

never up to their typography.

Until the arrival of the Didots the eighteenth century in France had seen very few techni-

cal innovations. Nearly all the engravings which illustrated books were etched and finished

with the burin. The tone processess Hke mezzotint, stipple and aquatint, which were so

popular at this time in England were seldom used in France. The one exception was what

is called the 'crayon manner' which seems to have been the invention of a Frenchman,

J. C. Francois. He used it for the portraits which illustrate Saverien's Histaire des Philosophes

modernes (1760-9) and obtained with it an aknost Hthographic effect [189]. Incidentally

Francois wrote a note which appears at the end of Volume I about his method. Other

> Fragonard Drawings for Ariosto (New York, I945)-
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189. Saverien: Histoire des Philosophes

modernes, 1760-9. 6^" x 3I". An illustra-

tion in the crayon manner

jillMonedl/ibbadic

interesting experiments had already been made earlier in printing colour from wood-blocks in

combination with an engraved plate. The Cabinet Crozat was produced in this way in 1729,

a collection of engravings by various hands which reproduced paintings. But woodcutting

proper was of course of little importance during the period as compared with copper en-

graving in spite of Papillon's jealousy for his craft. Curiously enough, Papillon in his book

mentions disapprovingly the use of the graver on wood, a technique which in the hands of

Bewick was to exalt wood over copper during the next century.

About the time of the Revolution a few remarkable and little-known books appeared with

coloured illustrations produced by stipple-engravings.^ Monsiau and Schall were the de-

signers of most of them. The colour and the register are a tour deforce for their date but the

designs are not remarkable. The best of these books are Vade's Oeuvres Poissardes (1796),

illustrated by Monsiau [181], and Paradise Lost which Schall illustrated in 1792. It was a

pity that this delightful technique with its pure and clean colours was never used by a really

first-class artist.

This account of the eighteenth century in France would not be complete without a men-

tion of two widely contrasting types of book—the learned productions and the almanacs.

The latter with their microscopic format and their frivolous engravings are typical enough

but one hardly associates the former with this era. Nevertheless books like Buffon's Histoire

naturelle (which was published in 44 well-illustrated volumes between 1749 and 1804) and

Prevost's Histoire Generale des Voyages (1745-70) continued to appear all the time. Two
botanical books used unusual processes for their illustrations. Gautier d'Agoty's Collection

des Plantes (1767) has plates printed by the Le Blond method, forerunner ofour trichromatic

* See page 221 for a description of this technique.
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process; and Fleurs dessinees d'apres Nature (1801) by G. von Spaendonck (who was Redoute's

teacher) has stipple-engravings printed in colour. Here the technique is applied to far finer

pictures than Monsiau's or Schall's. The ahnanacs are of more interest to us however be-

cause they depended entirely on their appearance for their effect. Measuring about 4x2
inches, they comprise not only a calendar but also verses and engravings, the last sometimes

by famous artists like Gravelot or Eisen but more often by lesser lights like Binet or Queverdo

[180].

ENGLAND

Hitherto the great majority of prints had been produced for book illustration but quite

early in the new century they began to be used for reproducing paintings. We have already

seen examples of this in France and the Netherlands but it was done on a much larger scale

in England and Hogarth was the man chiefly responsible. It is said that the engravings of the

Harlot's Progress brought him in much more money than the paintings upon which they

were based and it is easy to see how such a use was bound to degrade the medium. Illustra-

tion necessarily suffered although reproductions of paintings were seldom used in books; for

it was difficult for engravers to alter techniques which were adapted to simulate tone. When
Choffard superciliously said of his English contemporaries, 'Supported by some foreign

talent, they are trying to create it among themselves; but they are not able to kindle the

flame that illuminates all art in France', he was partly right. Most of the best engravers and

etchers of the sixteenth century and of the first halfofthe seventeenth were indeed foreigners.

Choffard's colleague Gravelot, whom perhaps he had in mind, worked over here for many
years with some effect on the native style. But Choffard was wrong in assuming that the

French and English genius must necessarily be of the same sort. He was not the man to

appreciate the vigour of Barlow or the satire of Hogarth, for both of whom engraving

technique was of secondary importance.

This period in England then has nothing to show like the spate of luxury books which

appeared in France. There was to all intents and purposes no native baroque art in England.

Social conditions here were very different from France and money was not concentrated

to the same degree in the pockets of the few. Nevertheless we find some of the same t}'pes

of illustrated book recurring in both countries, in particular topographical works, poems and

novels. As in France the first type was represented to begin with by series of large unin-

spired volumes such as Britannia lUustrata which appeared between 1707 and 1726 with

its rather dull engravings by Kip; but by the end of the century the English coloured topo-

graphical book is something peculiar to this country and superior to anything France can

show. Then there were the classical texts, ofwhich Tonson published a fine folio and quarto

series beginning with Dryden's translation of Virgil in 1697 illustrated by Hollar, Faithome

and Lombart down to Ovid's Metamorphoses of 1717 on which M. van der Gucht worked.

For some reason or other drama has never been illustrated as successfully in England as

in France. All through this century when magnificent editions of MoUere and Racine were

coming from France we were producing illustrations for our greatest dramatist from Rowe's

Shakespeare of 1709 to Boydell's extravagant venture in the 1790s [184 and 190]. Very few

were worthy of their subject.^ Gravelot in fact was responsible for two sets, those which he

1 Perhaps the best were those by E. Edwards for

Bell's Shakespeare of 1773-5- Typographically

this is a delightful edition too.
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designed for Theobald's Shakespeare in 1740 and a later set which he engraved afterHayman
for an Oxford edition in 1744; but they are not as good as the plates for Racine which he did

in France in 1768. In Croxall's iEsop of 1722 and Pine's Horace of 1733 however we have

two books which challenge comparison with any ofthe numerous illustrated versions ofthese

works preceding them from whatever country. The ^sop is especially interesting because its

vignettes are not engraved at all, they are cut in relief [195]. It is not certain whether they

are metal or woodcuts and they are not well printed but their quality still asserts itself. They

are the precursors of Bewick's wood-engravings but they also look back to Barlow in their

vigour which overcomes the limitations of their small size and of their uniform system of

oval framing.

Pine's Horace is an even more important book. Pine, a pupil of Picart, was our best

native engraver during the first half of the century and he had already provided a frontis-

piece for the first edition of Robinson Crusoe in 1719. His Horace is engraved throughout,

text and illustrations, and possesses the delightful unity that such books always have. Its

lettering with its strong contrasts between thick and thin strokes may well have influenced

Baskerville and Bodoni in their type design.^ Its vignettes make it one of the few English

books that can be compared with French work of the time for delicacy and finish [186].

Another book that was engraved throughout was Sturt's Prayer Book of 171 7 but this comes

nowhere near Pine's work. About this time Sturt also produced a Bible with hundreds of

engravings from 'designs of the greatest masters' but he managed to make them all look like

his own work. Robert Furber's Twelve Months of Flowers (1730) is really a catalogue of that

nurseryman's stock but it contains engravings after flower-paintings by Casteels. It is

not very important but it represents. Blunt says, the first attempt to convert the Dutch

flower-piece into illustration.

Hogarth is the most considerable figure of this period, less by virtue of his actual books

than of his famous series of prints. These were later issued with texts, so that even techni-

cally they are illustrations; and of course artistically they could be nothing else. Their im-

portance for us hes in the new social attitude which they embody and in their genius for

characterization. In the next century this came to fruition in the work of the great Enghsh

and French caricaturists which usually appeared in an ephemeral form; but to begin with the

talent of Hogarth and of Rowlandson after him was partly directed into book illustration.

Lamb's comment gives a hint of what he could have done if he had expended more of his

energies on books. 'His graphic representations are indeed books; they have the teeming

fruitful suggestive meaning of words. Other pictures we look at—his prints we read.'And

Hogarth himself said: 'I have endeavoured to treat my subject as a dramatic writer.'

He was trained as a silversmith's engraver but he was never an expert one. Etching gave

him more of the freedom he needed but he practised it comparatively seldom; and never for

books. In the Analysis of Beauty which he wrote in 1753 however the reader may discover

in spite of its naive aesthetic a real appreciation of line unusual in a painter. His earUest

illustration appears in such works as Aubry de la Mottraye's Travels of 1723 and Briscoe's

Apuleius of 1724 but his first characteristic work is for Butler's Hudihras of 1726 [194].

Although these designs are based on an anonymous set from the 1709 edition they are yet

recognizably Hogarthian. They have little finesse; they might almost as well have been cut

in wood. The fact that most ofthem are folding plates divorces them even more completely

* Caslon's first specimen sheet which put Eng-
land typographically upon the map appeared the

year after Pine's Horace in 1734.
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193. Goldsmith's and Pamell's Poems, 1795. 9?" x6J". Illustrated by the Bewick brothers and the

Johnson brothers. The frontispiece shows how much tone can be extracted from the wood-engraving
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194. Butler's Hudibras, 1726. 6" x 3!". One of the folding plates

from the text than engravings need be. Yet they are a landmark in English illustration and

emphasize its divergence from an international style. Of them Horace Walpole said that

they were the first of Hogarth's works that 'marked him as a man above the common'. The
native manner which we have already noticed in Barlow is growing to maturity, and nothing

could be more different from French work of the time, with its appeal to the connoisseur.

Hogarth aims at the cormnon man; where the French illustrator is salacious, he is coarse;

where the French illustrator chooses a classical or aristocratic subject he prefers a contem-

porary plebeian one; and he is moralwhen the Frenchman is amoral. It is ironical that Grave-

lot should have illustrated (not very successfully) some of our great eighteenth-century

novels including Tom Jones which leaps to the mind as the perfect subject for Hogarth. As it

was Hogarth did a few lively designs for Tristram Shandy, which is in its way as t>^ically

English as Fielding's novel; but there are only enough plates to whet our appetite for more.

Besides his Shakespeare illustrations Gravelot's best EngUsh books are Gay's Fables of

1738 and Richardson's Pamela of 1742. His engravers, who were seldom English, gave to his

designs more of an etched quality than we find in his later French work. Its chief impor-

tance hes in its beneficial effect on English engraving, for it demanded a new standard of

delicacy and Gravelot himself trained craftsmen for this work. One of them was Charles

Grignion who engraved Bentley's designs for his famous edition of Gray's Poems (1753).

This exciting book is quite different from any of its contemporaries and it contains perhaps

the first hint in book illustration of the Gothic revival [188]. Its title too gives remarkable

prominence to the name of the illustrator, for it is called Designs by Mr. R. Bentley for Six

Poems by Mr. T. Gray. One can imagine the eflfect on readers used to the pedestrian and
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stereotyped work of Hayman or Wale of the big engravings surrounded by curious borders

reminiscent of the 'scatter-borders' in fifteenth-century manuscripts. The curious use of

mjrthological figures must have seemed extremely piquant too. It is not surprising to learn

that Rex Whistler found some of his inspiration in these plates.

The Gothic revival which was about to revolutionize architecture had less effect on book

illustration at this time than one would expect. The average book is still illustrated in the

eighteenth-century style but the neo-classical infusion that was so pronounced in France

affects the typography rather than the pictures; and to see how uninspired that style can be

in the hands of a mediocre designer served by an indifferent engraver one has only to look

at Stothard's Vicar of Wakefield (1792) or Wale's work for the Complete Angler of 1760

esteemed one of the best books of its day. It is pleasant and competent but no more.^

Hayman who in 1755 illustrated Smollett's Don Quixote is in the same category though his

work for the Baskerville edition of Congreve in 176 1 seems to have been improved by his

engraver Grignion. But Baskerville's edition of Orlando Furioso (1773), the illustrations for

which were designed by Moreau, Eisen, Cochin and others and engraved by de Launay

and de Longeuil displays a refreshing degree of GaUic lightness and pohsh [187], enhanced

by the impeccable typography of the best English printer of the century. This is a book that

compares with anything France can show and perhaps its only fault is that it might easily

be French. Baskerville's Select Fables of Esop (1761) is peculiarly his own, however. One of

the many articles of belief in which the famous printer differed from his times was the possi-

bility of achieving a fine book by typography alone. Illustration for him took a secondary

place. In his Esop he surmounts the difficulties of printing one engraving for each fable

(which would mean one on nearly every page) by grouping twelve little pictures in one plate

which was then pasted in [185]. Each picture is only about one inch square and each is a

miracle of compression.

There is no economy about the egregious Boydell Shakespeare which was launched in

1786. In that year Alderman Boydell approached most of the well-known painters of the

day—Reynolds, West, Fuseli, Romney, etc.—and invited them to paint scenes from the

plays which could be first exhibited in his gallery and afterwards engraved to illustrate a

monumental edition of Shakespeare. Even a Vollard could not have carried through a scheme

like this and Boydell had none of VoUard's integrity. The result was that neither the pictures

themselves nor the engravings were successful and the former were in fact sold eventually by

means of a lottery. The nine volumes, in spite of fine typography and superb printing by

Buhner, are an object lesson in the unsuitability of reproductions of large paintings for book

illustration [190]. The processes include almost every known engraving technique ofthe day,

and the styles range from the neo-classicism of Fuseli to the foretaste of Victorian senti-

mentality which we can savour in the work of W. Peters. Even Boydell's contemporaries,

whose artistic consciences were not as tender as ours in such matters, threw scorn on this

project. Gillray's famous cartoon of 1791, Alderman Boydell or a Peep into the Shakespeare

Gallery^ testifies to this.

Many of the paintings in this edition were reproduced by mezzotint which was a favourite

method of reproducing this type of original because of its range of tone. We have already

noted its invention in Holland and its appearance in a book in 1662. It was however used

* Perhaps one of the reasons for this low stan- torical and other Prints which led to the dating of

dard was the poor repute in which the engraver prints and was known as Hogarth's Act. But

was held. His status was slightly improved by when the Royal Academy was founded in 1768

the Act of 1734 for the Encouragement of the membership was denied to engravers or etchers.

Arts of Designing, Engraving and Etching His-
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very seldom in books thereafter but it became popular in England during the eighteenth
century and was known abroad as the maniere anglaise. Some of the plates made after Rey-
nold's paintings are masterpieces, however perverse, in their translation ofcolour into mono-
chrome. The process differs from other forms of metal engraving in that its user works from
black to white. He roughens the plate all over to begin with and by smoothing it where
necessary can produce tones of varying depth. The rich quahty of the print depends on the

'burr' raised by the rocker but this burr is worn away after a very few impressions. Later
prints are therefore much inferior to the first to be taken from the plate and this made the

process unsuitable for books though it was not such an obstacle to its employment for the

reproduction of paintings. During the nineteenth century steel was used instead of copper
for mezzotinting and this resulted in a larger number of impressions.

Stipple was another engraving technique very popular in England during this century,

though its practitioners were generally foreigners like Bartolozzi and Schiavonetti. Engraved
lines were replaced by dots and the result is something like a coarse half-tone print of today.

Apart from its use in France, which has already been noted, for colour plates by Alonsiau

and Schall, it was seldom used for illustration since collections like Bartolozzi's Imitations

of Original Drawings by Hans Holbein can hardly be called books. It appeared however in one

splendid book, Bensley's 1797 edition of Thomson's Seasons which has stipples by Barto-

lozzi after pictures painted by W. Hamilton R.A. [191]. Six copies were printed in colour.

The work is remarkable for its printing rather than for its indifferent neo-classical pictures

—

which yet manage to impress by reason of their presentation.

Aquatint was the latest of the engraving techniques to be discovered and it was not until

the turn of the century that it came into vogue. It was then used most extensively for books,

especially for the topographical works which became so popular. Along with etching it is the

engraving technique most favoured by painters from Goya onwards and to it we owe many
handsome books. It rehes on a grained ground produced by powdered resin and the result is

a faintly dotted texture much less insistent than stipple and much more successful in pro-

ducing tone. Aquatint plates were often touched up or coloured by hand, and the cold clear

washes used by Rowlandson will always be associated with this process. Although he pro-

duced many separate prints and caricatures before 1800 most ofRowlandson's book illustra-

tion falls in the nineteenth century and will be dealt with in the next chapter. Gillray was

another great caricaturist who used aquatint, stipple and etching but he did no work for books.

It is noteworthy that few EngUsh illustrators confined themselves wholly to a single

method of engraving. It was quite usual to mix several techniques in one plate whereas the

French procedure of completing an etching with the burin was much more rigid. Pure line-

engraving was mostly reserved for scientific illustration and the monument in this class was

Stubbs's Anatomy of the Horse (1766), a magnificent book in the direct line of descent from

Geminus's Vesalius of 1545. In spite of their large size these engravings are of incredible

fineness and dehcacy [192].

Coloured engravings occasionally appear in Enghsh books though there is nothing apart

from The Seasons like the coloured stipples which France produced at the end of the century.

EHsha Kirkall illustrated Martyn's Historia Plantarum Rariorum (1728) with large plates

after Jacob van Huysum which are printed in several colours and touched up by hand after-

wards. The few engravings that are printed only in green make one wonder why, since the

printing of engravings had to be done separately from the text in any case, we find so few

books of this period with the illustrations in a second colour. Then there was Plantce et

Papiliones Rariores (1748-59) written and engraved by the famous flower-painter, Ehret.
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Here the colour is applied by hand and the result is exquisite. There were two methods of

applying colour. In the first there was only one plate and this was painted selectively with a

dabber. In the second, the only true printing method, a separate plate was made for each

colour. In 1723 a remarkable book was pubUshed in London foreshadowing the trichromatic

process which is the most used method of colour-printing today. This was Coloritto by Le
Blon and it contained what are probably the first progressive prints ever to be seen. The
book was however intended more for painters than for engravers or printers.

The woodcut has been left to the end of this brief survey of processes, because it was so

little used throughout the greater part of the eighteenth century. Apart from the occasional

decoration which assorted so awkwardly with engraved illustration it was reserved for the

chap-books which had been appearing ever since the middle of the seventeenth century.

These, the equivalent of the illustrated magazines of today, often contained pictures of a

vigour and crudity that carry us back to the incunabula. It was on such work that Thomas
Bewick started his career and despite his skill and his great reputation it is to this class that

his work really belongs. He was a craftsman rather than an artist and it was never his ambi-

tion to produce fine books, but rather 'to administer instruction to youth'. And several of the

innovations with which he is generally credited were not his at all, nor were they claimed

by him. There are white-line woodcuts (from now on properly called wood-engravings) in

certain eighteenth-century Armenian books for which the graver has evidently been used

and they are probably cut on the end grain of boxwood. But to Bewick belongs the far

greater credit of having rescued the woodcut from obUvion and made it a suitable method of

illustrating the mass-produced book, just when the Industrial Revolution was making

mass production possible.

Bewick was apprenticed to an engraver in Newcastle so he knew from first-hand experi-

ence how unsuitable the copper plate was for illustrating books in quantity. His own pic-

tures, though they partake of the delicacy of the fine-engraving do not imitate it. But they

show possibihties in wood that were hitherto unsuspected; for instance the production of a

grey by lowering the block. Yet they never exploit the wood as the reproductive engravers

of the later nineteenth century were to do. Bewick was unusual too in the immense care he

took not only in engraving his designs but in proving and printing them. The great French

draughtsmen of this period, once they had passed their designs over to the engravers seem

195. Croxall's ^sop of 1722. 7!" x 41". Illustrated

with metal cuts

196. Gay's FaW«, 1779. 6^x4"
by Bewick

Illustrated
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(as far as we can tell) not to have troubled themselves with them any more. And the en-

gravers once they had passed their plates over to the printer probably dissociated themselves

from the final printing. But Bewick initiated and supervised the whole process himself for

he had a great distrust of 'ignorant rude pressmen', a distrust which was justified in the case

ofhis ifEsop.

Bewick's earhest work is httle different from that of the chap-books which were issued in

such quantities from his own town of Newcastle. Some of his first cuts appeared in the New
Lottery Book of birds and beastsfor children (1771), an illustrated alphabet in which the cuts,

in spite of poor printing, already give a hint of his later skill in the representation of the

more famiUar animals. This is the first real children's book we have noticed since Comenius
in the previous chapter but that is not to say that there were none produced in the inter-

vening years. Comenius was imitated all over Europe but these books were all educational

and didactic, none was produced simply to deUght the child. Even Newbery and his pre-

decessor Boreman, both pioneers in England of juvenile publishing, made the outsides of

their httle books attractive merely in order to gild the pill of moral instruction. It was not

until 1807 when The Butterfly's Ball by Roscoe appeared that we find a book whose aim is

pure entertainment. And it is worth noting in passing that whereas the illustrations in the

earher books are crude cuts by anonymous hacks, in The Butterfly's Ball they are engravings

after Mulready.

There is no doubt that children often regaled themselves on the ballads and chap-books

which were not really intended for them and which usually contained material that we should

consider most unsuitable. Bewick was a man of his age in this matter and in his tail-pieces

he shows his affinities not only with the chap-book illustrators but also with the artists

responsible for the drolleries of the Luttrell Psalter. Yet he considered his work moral too.

'As instruction is of httle avail without constant cheerfulness and occasional amusement,' he

says, 'I interspersed the more serious studies with tale-pieces (sic) of gaiety and humour; yet

even in these seldom without an endeavour to illustrate some truth or point some moral.'

And if some of the scenes are not what we would call improving they probably dehghted the

young reader all the more.

No one who reads Bewick's fascinating Memoir can doubt that his work was aimed as

much ad majorem gloriam Dei as that of the medieval illuminators. Of his Quadrupeds and

Birds he said: 'My writings were chiefly intendea for youth; and the more readily to allure

their pUable though discursive attention to the great Truths of Creation, I illustrated them

by figures delineated with all the fidehty and animation I was able to impart to mere wood-

cuts without colour.' He had much admiration for Croxall's ^sop which he thought had

'led hundreds of young men into the paths of wisdom and rectitude', and he imitated

Croxall's cuts in Gay's Fables of 1779 [196] and the Select Fables of 1784. The first book is

rather better printed and the head-pieces are dehghtful in their oval frames borrowed from

Croxall but decorated with agricultural implements in the comers. As early as this there are

instances where parts of the blocks have been lowered to make the backgrounds recede. The

tail-pieces are 'vignetted' in the true Bewick st>'le but these are roughly oval in shape too.

The horizontal oval is a shape Bewick made peculiarly his own and it fits particularly well into

the printed page. It is especially suitable for the head-piece, the constricted shape of which

always poses such a problem for the illustrator.

Bewick is generally said to have had httle feeling for t>'pography^ and only one of the

' Walter Crane went so far as to say that he had 'no re-

gard whatever to the design of the page as a whole'.
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197. Bewick's History of
British Birds, 1797. 9" x 5^".

One of the main illustra-

tions. The tailpiece on page

227 is from the same book

books he illustrated is exceptional in this respect, yet his engravings always fit well into the

page and the general design of the two books with which he was most closely concerned, the

History of Quadrupeds (1790) and British Birds (1797) is reasonably good. But unfortunately

many of his books, with these exceptions, suffer from bad printing. Perhaps he was partly to

blame for producing work that required presswork beyond the capacity of the average prin-

ter of the day. The cuts in Robin Hood (1795) and the Holy Bible in Miniature (1810) are

almost impossible to judge because of this. Later printings from the original blocks, made

for collectors when his work was more appreciated, show it to better advantage.

The one exceptional book is Buhner's edition of Goldsmith's and Parnell's Poems (1795)

which is beautifully designed and printed [193]. Bewick here joined forces with his brother

John and with Robert and John Johnson. The superb presswork shows up the detail and

virtuosity of the engravings in a way that is seldom to be seen elsewhere; but Bewick's

efforts to match the elegance of the ensemble robbed his work of its accustomed vigour and

charm. His /Esop pubUshed in 1818 when his powers were flagging suffers from a different

disabiUty. Here there were of necessity many subjects which could not be observed at first

hand; and, as in the Select Fables, many of the engravings are modelled on Croxall; further-

more there is a certain amount of work by pupils and it is doubtful how much of it is exclu-

sively Bewick's. When imperfect presswork is added it will be seen that this book in spite of

many good cuts and perhaps too great a virtuosity is something of a disappointment for us as

it was for Bewick.

The Quadrupeds and Birds remain the books upon which his reputation will rest [197].

Bewick's engravings for both volumes of British Birds show more use of tone, or 'colour' as

he called it, than those for the Quadrupeds. As Reynolds Stone says of this work The black

parts of the block begin to have no more, indeed rather less importance than the white

incisions of his graver upon them'. The plumage of the birds themselves was of course an

admirable subject for the employment of varying textures and it was this quahty that caught

the pubhc's eye and helped to build up Bewick's immense reputation. It was this quality also

that anticipated photography and in the end led to the downfall of wood-engraving. But

nothing had been seen quite hke it before, and it is easy to understand why Bewick's name

always occupied a prominent position on the title-pages of the books he illustrated and why
the engravings of these two books were issued separately in 1800. It is not surprising either
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200. Fenelon's Telemachus, 1727.

I2|" X 8.j". An engraving by Sperling

after Leclerc
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novi Testamenti, 1748. SJ" x 13"
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that so many books on natural history that appeared during the first half of the nineteenth

century were modelled on the Quadrupeds and Birds of Bewick.

It may seem that an inordinate amount of space has been devoted to Bewick when the

admission has already been made that he was not a great original artist. But he was a fore-

runner of the Romantic movement and as John Piper says 'he had that rarest of quaUties—
normal, unhampered, unclouded vision'; vision which expressed itself naturally in the wood-
engraving rather than in his drawing for the wood-engraving. And the change that his influ-

ence brought to book illustration in the nineteenth century, not only in England but all over

Western Europe, draws all our attention to its originator. That influence was technical rather

than artistic, it was rather his way of engraving wood than of seeing things. Yet wood-
engraving had to come back and would have done so had Bewick never lived. A method had

to be rediscovered ofprinting pictures with text and of printing them in quantity. It is signi-

ficant that Bewick once computed that one of his blocks had given 900,000 impressions

without wearing out.

His work was often copied quite flagrantly. Alexander Anderson copied the Quadrupeds

in America and so introduced his methods there. But it was his pupils, Clennell, Harvey and

Landells, who were his true successors and the next chapter will attempt to show how from

them sprang the great reproductive engravers ofthe Victorian age.

^k<<:
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GERMANY, SWITZERLAND AND THE NETHERLANDS

The change from a feudal to a bourgeois society that came so suddenly to France with the

Revolution took place more gradually in Central Europe where bourgeois society had

long existed. It was in such a society that the German arts—poetry, philosophy and

music in particular—flourished. Consequently illustration was a less aristocratic affair than

in France although it took its cue from that country. Towards the end of the century we

find the cult of ±e Gothic just as we do in England but it affected hterature more than

illustration. Goethe had to wait until 1823 for his ideal illustrator and then he was a French-

man, Delacroix.

Although Germany has httle to show during this period comparable with France or even

England she produced several noteworthy books on architecture. One of the first was Paul

Decker's Fiirstlicher Baumeister (1711-16) an oblong book packed with magnificent en-

gravings which had a great effect on the course of eighteenth-century architecture. Other

books by Decker on Chinese and Gothic architecture (both published in England in 1759)

had an even wider significance than the purely architectural one. Decker's delineation of

the Gothic must have helped to start the ball of the Gothic revival rolling in England [198].
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Fischer von Erlach's Entwurjf einer historischen Architecture published in Vienna in 1721, is

ano±er wonderfully illustrated book, of interest because it is the first pictorial history of

world architecture. It is well printed with a text in German and French and with calligraphic

half-titles [199]. Although intended as an architectural text-book it ranks as a finely illus-

trated volume by any standards, its pictures far more than diagrams in their imaginative

and decorative treatment. It is a lesson for the modern makers oftext-books.

Paul Decker's book was pubUshed in Augsburg and it was from Augsburg that the most

outstanding and original productions of the first half of the century came. The small page

sizes which, as in France, were later to gain favour had not yet curbed the exuberance of the

baroque. Der spanische Successionskrieg (1714) is a magnificent collection of plates by Decker

and others. J. B. Klauber's engravings for Historiae biblicae veteris et novi Testamenti (1748)

have the old system ofnumbered references to the details of the picture; the convolutions of

its baroque ornament accommodate delectably the subsidiary scenes [201].

Neukirch's translation of Fenelon's TelemachuSy pubUshed in Ansbach in 1727, is illus-

trated in the French style and is much more ordinary. It is a handsome foUo set in black-

letter which contains several engravings after Leclerc and some (one ofwhich is reproduced

here) by Sperling [200]. G. F. Schmidt decorated Oeuvres du philosphe de Sans-Souci by

Frederick the Great with excellent vignettes in the French style (1750-2). French influence

is also apparent in the work of the brothers Meil of Berlin, and J. H. Meil's work in Gellert's

Faheln of 1768 is quite outstanding. Kniphof's Botanica in Originali (1747) is probably the

first book to employ nature printing, which had earher been described by Leonardo and

which we shall meet again from time to time in herbals. In this process the impression is

taken from the actual plant by means of a sort of stereotype; but the result is interesting

rather than beautiful.

The most famous illustrator of the century and perhaps the only one who was widely

known outside his own country was Daniel Chodowiecki, the Berlin apothecary's son, who

began by decorating his father's boxes of pills. He did more than anyone to popularize the

French style in Germany and yet his plates are distinctly un-French. They have the bour-

geois air which we have already mentioned and succeed only where they show the people and

scenes that Chodowiecki was familiar with. Add to this that like all of his work they are

wholly etched without the touch of the graver that gave French engravings their charac-

teristic precision.

Chodowiecki's best work appeared in the little almanacs that abounded in Berlin as in

Paris and in which much new literature appeared. Hind compares him with Hollar as having

an eye for small things and his best work is in small volumes. Among his books are Goethe's

Werther, Gessner's Idylls (1773) and Gellert's Fables (iJJS). His best known book is Les-

sing's Minna von Barnhelm (1770). That he was much in demand is evidenced by the fact

that he was commissioned by a Swiss publisher to illustrate a French translation of the

English novel Clarissa in 1785. He also illustrated Tristram Shandy in 1764 [202] and did

suites ofplates for Hamlet and Macbeth.

Das romische Carneval by Goethe (1789) is a rare and interesting book with handsome

typography in the Didot manner and a collection of amusing hand-coloured plates by J. G.

Schiitz and G. M. Kraus after Goethe's own drawings [204]. Here at last is something quite

different from French illustration though perhaps it is none the better for that.

Switzerland had produced no distinctive illustration since the days of Holbein. The

baroque book never flourished there and her art seemed to pass straight to the rococo stage.

Rousseau's ideas of nature, says Benesch, which were so explosive in France, produced in
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VcOus pcnfcz done , Monficur , que jc pourrais intc-

rc(Tcr , pcut-etrc mdme devcnir utile, en indiquaiu la
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avec le$ cvcncmcns de leur vie le rccit dcs progr^s dc

Icurs talcns ? nous y verrions Ics difTcrcntes routes qui

X pcuvent

202. Sterne's Tristam Shandy, 1764.

6\" X 4". Illustrated by Chodowiecki

203. Gessner's Contes moraux, 1773.

10" X j\ ". Illustrated by the author

204. Goethe: Das romische Carneval,

1789. 9I" X %\". With hand-coloured

plates by Schiitz
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171 D. Q.UIXOTE DE LA MaSCHA,

qiial Don Quixote, dixo cntrcCi: bicn put.
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Tom ni /y i7\

205. Cervantes : Don Quixote^ "^IMt-

6j" X 3f ". Engravings by Fokke

Coypel

after

206. Cervantes: Don Quixote.^ 1780.

I2"x85". Ibarra's edition illustrated by

Castillo, Carnicero, Selma and others
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^^>VOK HOs^^.^

Candidior iiivn folio Dorolliea litrultri,

I.ucidior g;lacir, nialura dulcior uva .

CHid . Nalo tVcii .

207. Holberg's Peder Paars, 1772. 9]" x6\". The frontis-

piece

208. Fables, 1744. 11" x 8". The engravings by Fossati are

printed in different colours



232

209- Tasso: La Gerusalemme Liberata,

1745. 17I" X 12". A tail-piece engraving

after Piazzetta

210. Componimenti poetici per Vingresso

. . . di Ludovico Manin, 1764. 14 J" x 10"
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Switzerland the mildly pastoral Contes Moraux of Gessner (1773) which the poet himself

illustrated with etchings of landscapes [203]. The pleasant designs were handled better by

Sparrow in the EngUsh edition than by the artist himself. But still they show that landscape

per se was becoming a subject ofillustration in Switzerland as in England. Right at the end of

the century Freudenberg illustrated Les Nouvelles de Marguerite {ij<^2) in the French style.

The Netherlands which under Plantin had led the rest of Europe in the book arts were

sadly eclipsed during this period. It is true that many of the best French books appeared

imder an Amsterdam imprint but this was only a matter of convenience and was no indica-

tion of their origin. However two editions of Don Quixote appeared in The Hague which,

although they were illustrated by Frenchmen it may be legitimate to regard as Dutch, The
first with engravings by the Dutchman Fokke after Coypel's paintings was pubhshed in

1744 and it contains engravings of great delicacy [205]. The second, dated two years later,

is a grander book on the French scale of elaboration with plates after Boucher, Cochin,

Coypel and others. One of the earliest French editions of Robinson Crusoe was published in

Amsterdam in 1720 and was well illustrated by Bernard Picart.

It was not in competition with France that the Dutch printers distinguished themselves

during this period, but rather in the production ofserious works and in technical innovations.

Right at the outset for instance we have Commelin's great herbal (i 697-1 701) with its

engraved, hand-coloured plates; and there is that curious and deUghtful work. Metamorphosis

Insectorum Surirmmensiuniy written and illustrated by Maria Merian (1705) with magnificent

pictures of tropical insects and flowers. At the end we have Ploos van Amstel's wonderful

colour reproductions ofpaintings made in Haarlem from 1770 onwards by various processes.

These were not however collected in book form until Josi did it in his Imitation de Dessins

(1821-8) which is one ofthe most important English colour-plate books ofthe next century.

SPAIN

We had httle to record of Spain in the seventeenth century and in the eighteenth there is

not much more. The best books were pubhshed by Ibarra during the last thirty years and

nothing ofmuch note preceded them. An illustrated Don Quixote appeared in 1738 with en-

gravings after Vanderbank and Hogarth, but although it was printed in Spanish it was pub-

lished in England and hardly counts as a Spanish book. Ibarra produced in 1780 the best

edition that had yet appeared [206]. This is a large beautifully printed book with plates by

various draughtsmen—Castillo, Camicero, etc.—and various engravers—Selma, Fabregat,

etc. Selma did some good vignettes for this work and also for Ibarra's Sallust, another fine

book which appeared eight years earlier and which Updike has called the most perfect

Spanish book. But it has very few illustrations.

Right at the end of this period Goya produced his wonderful series ofplates, using etching

combined with aquatint. But although his Caprichos for instance were bound up together

they had no text and cannot therefore quahfy as a book. It was ironical that the interest thus

aroused in the Spanish print, so lacking up to now, should have come just when wood was

about to oust copper.

SCANDINAVIA

The Scandinavian countries with the exception of Derunark do not seem to have pro-

duced any interesting work during this period. In all ofthem illustration followed the French

model, generally without the skill of the French designer and engraver. In Denmark how-
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ever we find some vigorous genre work notably in Holberg's Peder Paars (1772) from which

we reproduce the frontispiece [207]. This work reminds us more of Hogarth than of the

French illustrators and there is also a similar technical crudity about it. An earher book how-

ever, F. L. Norden's Voyage d'Egypte et de Nubie (1755) is wholly French in its poUsh and

competence.

ITALY

Itahan illustrated books of this period are not very well known and yet from Venice came

some of the most beautifully decorated books of the century. They are decorated rather than

illustrated, Italy's special discovery being the engraved border made up of vignettes.

This development owed nothing to France and in fact it needed a larger page to show it off

properly than French books generally employed. There are many Itahan books of course

which follow the French fashions but ItaUan painting was still too vigorous not to imprint its

own character on illustration. Canaletto, Tiepolo and Guardi were all working in Venice

and it is significant that the first two both issued series of etchings though only Tiepolo is

known to have illustrated any books. ^ In this cUmate it would have been surprising if Italy

had not produced something noteworthy.

Many of these books were ephemeral productions, made for some special occasion, like

the very handsome Componimenti poetici per VIngresso di . . . Ludovico Manin (1764) with its

vignetted border [210], but there were also works of a more lasting nature. Albrizzi's 1745

edition of Gerusalemme Liherata exemplifies a decorative treatment ofthe full-page plate that

was typical of Venice. Each plate was surrounded by a floral border, producing an effect of

over-elaboration. But the big tail-pieces are delightful with their cut-out edges and their

characteristic scrolls at the bottom [209], and so are the head-pieces which are modelled

round the engraved words of the argument for each canto. Goldoni's Comedies (1761) are

illustrated in the French style by NoveUi, a prohfic designer of the day. And the illustrations

for the Fables of 1744 which were designed and engraved by the architect Fossati are a

curiosity because they are in different colours thus making a virtue ofthe necessity ofseparate

printing. They are not very striking designs but the effect of the grey, green, sanguine and

purple pictures is delightful [208]. Zatta's edition of Orlando Furioso (1772) is a fine book,

beautifully printed, though it gives the impression here and there of over-ornamentation.

We have already noted how Ariosto's earher illustrators combined several episodes in one

picture. The process is here carried a step further by combining them in the border where,

as they become separate vignettes, the effect is happier [211]. There is, however, an embarras

de richesse when the border is put round one of Novelh's large engravings. Each border is

repeated from time to time but not too often. It takes up more of the margins than is usual

with engraved work and reminds us of the medieval manuscript border, the intention of

which was to fill the margins. This conception was later revived by WiUiam Morris, but

nothing is further from the average eighteenth-century book with its insistence on plenty

ofwhite paper.

Wide margins were also a characteristic of Bodoni's work, which appeared towards the

end of the century. Bodoni was a typographer of genius, worthy to rank with Baskerville in

England and Didot in France, all of whose books have a family likeness. Bodoni's unfor-

^ Piranesi also produced many series of archi- books although they were bound up with title-

tectural etchings in Rome, for instance his pagesand tables of contents.
Roman Antiquities of 1784-7; but these are hardly
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211. Ariosto: Orlando Furioso, 1772. 14.1" x gV. The large engravings are by Novelli
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212. Bunrei Gasen, 1779. 10" x6i"

213. Utamaro: Insea Book, 1788. io|" x 7"
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214- De Rossi: Scherzi poetici e pittorid,

1795. 51" X SV- A Bodoni book

tunately were sometimes of small literary value and their texts were often inaccurate. He
worked for the Dukes of Parma and his attitude to books was essentially aristocratic: 'Je ne
veux que du magnifique et je ne travaille pas pour le vulgaire.' None of them had anything

exceptional in the way of illustration but they atoned for this by the elegance of their t}'po-

graphy. The 1775 edition of Epithalamia with engravings by Cagnoni and Volpato is a fine

book. De Rossi's Scherzi poetici e pittorid of 1795 is unusual for the extreme simplicity of

its engravings. They are interesting designs by Francesco Rosaspina in thin outline, rather

reminiscent of the Poliphilo cuts [214].

JAPAN

Early in the seventeenth century Japan entered upon a period of peace, and as in the

Netherlands, a wealthy middle class appeared with its own bourgeois art. This was known as

Ukiyoye, a school of genre painting which found its most characteristic expression in the

colour woodcut. And although most of this work took the form of separate prints, designed

as wall decoratiops, yet much also found its way into books. Unlike Europe, there seems to

have been no interchange between the two uses; the book illustrations were generally in-

ferior to the prints and made use of poorer paper. But unlike Europe again they often made

generous and brilliant use of colour.

Moronobu, the first Ukiyoye artist to use the woodcut extensively, illustrated more than

150 books, and the Yehon or picture book began wi± him. Most of his work is black and

white but sometimes his cuts are hand-coloured with delightful effect and they are often

designed for this treatment. The figures in his illustrations are generally large, the back-

grounds are rudimentary or non-existent and everything is flat with no tone at all. The text

usually occupies the top quarter of the page which has very small margins, and a double rule

border surrounds text and picture. Yet working within these limitations and using his white
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215. Onna Shorei Shu, 1660. 12" x 10". Illustrated by Moronobu

space as an asset he produced many wonderful designs. His Onna Shorei Shu (1660), a book

of etiquette for women, has several pages of beautifully patterned dresses which no colours

could make more exquisite [215]. Shunboku was one of the first artists to use colour-printing

and his Mincho Seido Gwayen (1746) contains many exquisitely printed colour plates of

flowers imitated from Chinese work. It was left to Harunobu, however, to exploit the colour-

print some twenty years later.

We saw in Chapter 3 how colour-printing flourished in China about a hundred years

before. There is little doubt that Japan owed her excellence to her neighbour, and we know

that early Japanese prints used flat colours which later, in imitation of China, became

gradated. This was achieved partly by brush-work, partly by wiping the block after the

colour had been laid on. Japanese work differed however in being generally printed on

thicker paper and in using black outlines inside which the colours registered with unerring

accuracy. But beyond that is the basic distinction which Binyon makes between the methods

of Chinese and Japanese designing. He points out that no Chinese artist of note designed

expi-essly for the wood. But in Japan the best of the designers were 'masters of the first rank.

They did not merely reproduce their drawings by means of the colour-print, they conceived

their designs in terms ofwoodcut line and colour block'.

Both Chinese and Japanese used cherry-wood for their blocks, since this is specially

suitable for water-colours which they apphed by brush. But the Japanese used the colour-

print more for book illustration proper although they produced many imsewn albums of

prints as well. In order to obtain the maximum size of picture they nearly always spread it

across two pages; and their margins were the opposite to what we expect in the West, wider

at the top and inside of the page than at the bottom and outside. The paper is printed on one

side only but is folded so that no blank pages appear.
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Harunobu's work was all done between 1762 and 1770 and it includes several books

which are httle known in comparison with his prints. Because his genius tended naturally

towards smallness and dehcacy it found no constraint in the book page. He often used six

or more blocks and the result is astonishingly rich without being in the slightest degree
laboured. His books are more like albums of pictures and the text is often little more than
captions. White space plays a less important part than with Moronobu but backgrounds are

still unimportant. Yehon Seiro Bijin Awase (1770) is a beautiful book, its cuts being printed
in a limited range of browTi, green, grey and red with the effect of a far richer colour scheme.
Like all the great artists of this school Harunobu did not cut his designs himself but left

them to be prepared for printing by an intermediary which accounts for his enormous out-

put. All the Ukiyoye artists in fact owed a great deal to their engravers and especially their

printers who, as so often in the history of the graphic arts, rose nobly to the unprecedented
demands of this new movement. The soft colours and dehcate tones which in the West per-

haps only modern lithography can produce were obtained with the crudest of tools.

In 1776 appeared the Mirror of Fair Women of the Yoshiwara illustrated by Shunsho and
Shigemasa, one of the most gorgeous of all the Ukiyoye books with coloured illustrations

[216]. Here the colour work is of extraordinary intricacy and gradation of tone is fully

exploited. Like so many of these books it contains many double-spread pictures with a break

in the middle caused by the gutter. This break however did not seem to disconcert the illus-

trators nor did they try to disguise it in any way. In the same way they did not hesitate to

incorporate captions or text into the framework of their pictures. It is this combination of

text and illustration on the same page that distinguishes the kibyoshi or yellow-covered

novelette from the yehon or picture-book. The former which were appearing in enormous
numbers at this time were written and designed for the middle and lower classes; ih^ yehon

for the rich. Kibyoshi were the especial preserve of the Ukiyoye artists most ofwhom started

as illustrators of these little books. Th^ yehon^ which is much older in its origins, was the

favourite format of the impressionists.

Two other beautiful coloured books similar to The Mirror of Fair Women appeared about

this time, both illustrated by Kitao Masanobu, the Seiro Meikun Jihitsu Shu (? 1782) and

Yoshiwara shin Bijin Awase (1784). Both these books, as well as The Mirror of Fair Women

^

deal with the Yoshiwara or courtesans' quarter, a favourite place ofUkiyoye inspiration.

The Mirror ofFair Women was sponsored by Jusaburo, perhaps the greatest ofthe Ukiyoye

pubhshers and the discoverer and protector of Utamaro. Between 1788 and 1791 Utamaro

designed for him besides numerous separate prints an exquisite series of colour-books of

which the best known are the Insect Book of 1788, the book about shells and seaweed of 1790

and the Bird Book of 179 1 [213]. These are sometimes called natural history books but their

texts are not at all scientific. The Bird Book consists of humorous songs; but its pictures

which invite comparison with Bewick (he was working exacdy at this time) are scientific in

their observation of detail. Perhaps they score over Bewick's in the matter of texture since

they are aided by colour. The Insect Book which is the earliest, makes good use of white

space in its backgrounds. In all of them, especially the second, there is an abundance of

metallic printing, gold, silver and mica, which adds greatly to their splendour. Besides

these three books Utamaro illustrated several erotic works and some volumes of verses by

Kyoka poets, in monochrome and in colour; in many of them the landscapes are at least

as important as the figures. In the Kyogetsubo of 1789 there are several pure landscapes in

varying tones of grey. The result is again reminiscent of lithography and it is difficult to

realize that the medium is the wood-cut.
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216. The Mirror of Fair Women of the Yoshiwara, 1776. ii" x 7".

Illustrated by Shunsho and Shigemasa
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Although the Ukiyoye books today enjoy a greater reputation than any others, it was the

work of the impressionist schools of Shijo and Maruyama which had the greater contempor-

ary fame. These books, most of them albums (yehon) or sketchbooks (gafu) were aimed at a

more aristocratic market and were generally better printed on paper superior to that used

in Ukiyoye books. Their makers reacted against the finished technique of the academic

painters in exactly the same way as the French Impressionists about a century later. It has

been suggested in fact that the French owed something to these books.

The style itself owed much to Toba Sojo whose eleventh-century rolls we have already

noted. One would expect that drawings of such freedom would defy the woodcutters but the

skill with which they are translated makes it hard to believe that this is the same medium
that Bewick was just then reviving in the West. It is illuminating to compare a cut from

Bunrei Gasen (1779) with a Bewick engraving [212].

Maruyama Okyo, the most famous artist working in this style, established his school at

Kyoto which thenceforward became the centre of the movement just as Yedo was the centre

of Ukiyoye. Okyo and his followers were primarily painters and caricaturists who worked

for reproduction, and they did not produce many true illustrated books. Haikai Sansorok-

kasen (1799) is an anthology by different poets, each ofwhom is portrayed in a very free cut

next to his contribution; and Shunkyo (c. 1804), poems illustrated by Bumpo and others,

represents a cooperative effort.

Landscape was a favourite subject of the impressionists, but it was Hokusai, a Ukiyoye

artist most of whose work falls into the nineteenth century and the next chapter, that really

exploited the landscape; and it was Hokusai whose illustrations startled the West in 1862

and caused a revolution in artistic fashion. But he and his successor Hiroshige came at the

very end of the Ukiyoye period and their work shows signs of decadence and of contamina-

tion by the West.

RUSSIA

During the reign of Peter the Great, early in the eighteenth century, there was an influx

into Russia of foreign books and craftsmen, particularly from Holland. Many of the books

published during this period were translations, and their illustrations were often copies

of Western originals. As the century wore on French tastes began to predominate and

in 1747 there appeared a particularly fine illustrated edition of Fenelon's Telemaque.

More important during this century is the spread of the lubok which was to have a great

influence later on [289]. This took two forms: the broadsheet; or the equivalent of the

Western chapbook but with both text and illustrations printed from blocks or, later,

from engraved plates or the Hthographic stone. A few seventeenth-century broadsheets

are known which are religious in content. The chapbooks became numerous during the

next two centuries, when they also deal with secular and often satirical topics. They show

the same characteristics as their counterparts in the West—vitality, simplicity, primitive-

ness and crudity of execution. They were often hand-coloured, which added to their

effectiveness. The best examples of works illustrated with regularly engraved plates are

the botanical publications of P. S. Pallas (1786) and P. M. Hofman (i797)-
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The Nineteenth Century

ENGLAND
lake's output was divided between the eighteenth and nineteenth centuries but he

cannot be fitted into any category. Although he was a technical innovator his books

look back to the illuminated manuscript, and the printing of text and illustrations

together in relief which he practised was a principle of the block book. As an illustrator he

left no disciples. As a craftsman who engraved his own designs he was unique in his time. As

a writer and an artist he could hardly have had a smaller public.

He began as an apprentice to an engraver and in his early days he engraved many illustra-

tions after the prolific Stothard. In 1789 appeared his Songs of Innocencey the first of his

books in which is found that unique combination of a text composed, inscribed and illus-

trated all by himself. The technique of relief-etching is peculiar too. Blake claimed that it

was revealed to him in a vision by his dead brother Robert and 'he immediately followed his

advice, by writing his poetry and drawing his marginal subjects of embeUishments in out-

Hne upon the copper plate with an impervious hquid, and then eating the plain parts or

hghts away with aqua fortis considerably below them so that the oudines were left as a

stereotype. The plates in this state were then printed in any tint that we wished, to enable

him or Mrs. Blake to colour the marginal figures up by hand in imitation of drawings.' This

book and its successors are sometimes found with their colour printed instead of applied by

hand, the method being to paint the pigments on a card which was then pressed on to the

page. The result as may be imagined is often crude and the hand-coloured versions are

nearly always preferable.

There could be no closer unity than that of text and illustration in these books. There were

of course many eighteenth-century books which were engraved throughout, pictures and

text together; but in these the engraver always imitated printer's type. Blake's calligraphy

embraces the whole page—borders, figures and words without distinction. The verse flows

into the borders and the figures encroach on the verse. In this Blake goes back to the very

earUest manuscripts of the Middle Ages before there was a division between scribe and

illuminator and before the attempt was made to add a third dimension to the page. Conse-

quently his figures are linear and incorporeal. It is useless to criticize Blake's anatomy; his

children, his angels, his prophets, God Himself, must conform to the design and any distor-

tion is permissible. This is not the subordination of illustration to text, still less of text to

illustration; it is the subordination of both to the page.

Songs of Innocence was followed within six years by a whole series of illimiinated books in

relief etching, ofwhich only Ahania and The Book of Los were intagUo etched in the conven-

tional way. But Blake did not altogether forsake the technique to which he had been trained.
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The Uanck

217. Goldsmith: The Vicar of

Wakefield, 1817. 9.l"v6". A
coloured aquatint after Rowland-

son

218. Boys: Picturesque Architec-

ture in Paris, Ghent, Antwerp,

Rouen, 1839. 21
" x 14.1", A litho-

graph by Boys
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I LOVE to sail aloiii; till- Lskhn Lake

Under llic shore—llimifrh nut to vi-ii I'i.in^ .

To eateli him imisiiif^ in hi-- plane-tree walk.

Or aniilinj; fmni his wimKiw : * and. in irulli.

Conld I rceall the ajres jkisI. and i>lav

The fool with Time. I %iiuuld |HTha|» r<~ervi
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219. Ayton: A Voyage round Great Britain,

1814-25. 10" X 142". With hand-coloured

aquatints by Daniell

220. Rogers : Italy, 1830. -jl" x 5". With steel

engravings after Turner and Stothard
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221. Thornton's Virgil, 1821. 7" X4}". Two wood-engravings by Blake (actual size) from a book which
also contains work by Thurston, Cruikshank and others

In 1793 appeared his first original book in line-engraving, a collection of emblems for chil-

dren called The Gates ofParadise in which his characteristic style makes no concession to the

young reader. Soon after he executed a large number ofwater-colour illustrations for Young's

Night Thoughts some of which were engraved and pubhshed in 1797. He did not return to

line-engraving for illustration until the end of his hfe apart from minor works. His middle

years were taken up with the production of his two major works in relief etching, Milton

(1808) and Jerusalem (iSiS). Jerusalem is his masterpiece in this medium [222]. Only one

coloured copy survives which suggests that Blake himself did not consider colour essential.

Also he evidently put in a fair amount ofgraver work on the plates which has benefited them.

Gray calls this Blake's 'grandest effort for imaginative art in England and in every way the

biggest ofthe beautiful books'.

In 1 82 1 Blake made a sudden and magic excursion into wood-engraving which was just

then on the way to becoming the most popular mode of illustrating books. He cut seventeen

blocks for a school-book, Thornton's Virgil, all of them minor masterpieces and quite

different from the sharp detailed engravings that Bewick had popularized. They are dark

and evocative, showing an unsuspected possibiUty of mystery in wood which was not ex-

ploited until the present century. But their delightful pastoral quality had an immediate and

potent influence on Calvert and Palmer, the latter calling them 'visions of little cells, and

nooks and corners ofParadise; models ofthe exquisitest pitch ofintense poetry'.

There remain two series of line-engravings which never became books. The Illustrations

of the Book ofJob consists of 22 plates published in 1825; and for Dante's Inferno he was only

able to complete seven plates before he died. The Job illustrations are distinguished from

his other work by the use ofwide regular borders, in some ofwhich he engraved lines of text.

The Dante plates have no text at all.

Blake has been called the first Englishman to make the print the vehicle of universal

themes. This is true but the question is whether the page of a book with all its limitations of

size and technique is able to take the enormous force of his imaginative genius. As we turn

over the leaves of a book like Jerusalem the mind reels before the energy of the posturing

figures and in the end they fail to make their impact. It was well that Blake was bom to

show what could happen to the book in the hands of a genius. But he is right outside the

main stream ofdevelopment and it is difficult to see how even he could have travelled farther

along that road. It is significant that he had no followers in book illustration.

Apart from his wood-engravings for Thornton's Virgil Blake showed litde interest in

landscape. Yet the first forty years of the new century were the greatest years in the whole

history of English landscape painting and they were also the heyday of the topographical

books. These are associated particularly with the publisher Ackermann, but before that the

M B. H.B.I.
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222. Blake's >rM5a/«w, 1818. A relief etching (actual size)
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Rev. William Gilpin had already been at work on his guide-books with their aquatint illus-

trations, which exploited the picturesque and purported to show all the right views to

admire. He was easy game for Combe and Rowlandson with their Tours of Dr. Syntax but
nevertheless his books are important because they exemplify a new attitude to nature which
is also to be found in Bewick's work—an attitude which for want of a better word we call

Romantic.

Romantic painting was chiefly concerned with the landscape but in spite of Gilpin's

guide-books and Ackermann's great topographical works the landscape has never been a

suitable subject for illustration. It made the books in which it found itself— r/z^ History of
the Thames for instance which Farington illustrated in 1794—into hybrids where the text is

merely an excuse for the plates and was generally written after them. One of their drawbacks

is that landscape plates always have to be inserted sideways which means turning the book
to look at them. The alternative is an oblong format which smacks rather ofan album than a

book. When the plates were hand-coloured, as most of the topographical engravings were,

we begin to see the ancestry of the coloured wall-print that Baxter exploited later and made
an essential for every Victorian home.

The romantic landscape, however, was not confined to the topographical book. Some-
times it formed the background for botany^ as in Thornton's Temple of Flora (i 797-1 807) in

which it often contrives to steal the foothghts from the subject of the picture. The plates

here are a mixture of mezzotint and aquatint printed in basic colours and worked over by
hand; but the typical landscape illustration of the period is a pure aquatint, hand-coloured

in imitation of the water-colour painting from which it was usually reproduced, ^'eiten-

kampf points out that it suggested distance by a series of flat planes painted in colours which

had little gradation and the effect is rather hke old-fashioned stage scener}'. But this had the

advantage of preventing too great a disparity between the illustration and the two-dimen-

sional type page [223].

It was not by accident that the aquatint became associated with the landscape and the

water-colour. Mezzotint, we have already seen, was the process par excellence for the repro-

duction of oil-paintings. But Paul Sandby, the water-colourist, who popularized aquatint in

England in about 1775 with his Views in South Wales must have realized its suitabilit}- not

only for reproducing water-colours but also as a basis for hand-colouring in water-colour.

Line played an important part in the landscape painting of that date, for painters were still

draughtsmen too, and they added colour to their drawings in the form of flat tints. Aquatint

was the perfect process to reproduce this sort of picture. Illustration in its turn made its

mark on contemporary water-colour painting, for it must not be forgotten that both Turner

and Girtin worked at colouring prints in their youth.

Ackermann's Repository of Arts in the Strand was, in effect, a factory for the production

of coloured illustrations and prints. Much of the colouring was done by children and a very

high degree of skill was attained. The engravers—Stadler, Bluck, Havell, and others

—

printed two or three neutral tones by selective inking from the one plate before it was hand-

coloured. Rowlandson usually etched his design on the plate, leaving the aquatinting to be

done by another but he set the style for the colouring himself. Apart from the Syntax series

already mentioned he illustrated many books when, in the early years of the century, he

» Several important botanical works date from noteworthy. The Beauties of Flora (1820) by
this period, the best including some illustrated S. Curtis is less well known than the Temple of

by the brothers Bauer. Of these the first volume Flora but it is in many ways superior,

of Lambert's Genus Pinus (1803-24) is especially
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223. J. E. Smith: A Tour to Hafod, 1810. iSJ" x 26|". With hand-coloured aquatints by the

author, engraved by Stadler

224. Potter: The Tale of Benjamin Bunny, 1904; The Tale of Ttmmy Tiptoes, 191 1. ^V X4".

With water-colours by the author. Frederick Warne
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turned his attention away from caricature. But the faces in his illustrations still remain
caricatures and he goes a step further in the method of characterization which was initiated

by Hogarth and consummated by Cruikshank. The Microcosm of London (i 808-10), in

which he collaborated with Pugin, was his most famous work but his Vicar of Wakefield

(18 1 7) with its fine crowd scenes is in many ways more endearing [217].

In William Daniell's books we meet the best of the topographical aquatints. His Voyage
Round Great Britain (1814-25) contains in its eight volumes many superb examples of this

dehcate art. The aquatinting is so good that it depends very litde on colour although this

was always skilfully applied [219].

In 1819 Boydell pubhshed under the title oiEnglish Scenery a book ofGainsborough land-

scapes reproduced by soft ground etchings. Turner, Constable, Cotman and Cox also pub-
hshed books containing reproductions of their work, some by etching, some by mezzotint

and some by steel engraving. Amstel and Josi's Imitations de Dessins (1821) contained a col-

lection of coloured reproductions of paintings by various hands. ^ The painter was becoming

very much aware of the value of the print in bringing his work before a wide pubhc. It was a

pubhc too that was better informed than ever before since so many of them were amateur

painters themselves; and it was to these that the drawing books such as David Cox's Treatise

on Landscape Painting (1814) were addressed. Turner's incomplete Liber Studiorum (1807-

18 19) with its mezzotint reproductions was in this class. The 71 plates were etched in out-

line by Turner and finished in mezzotint by others.

Turner also did a good deal of proper book illustration. He was keenly interested in the

reproduction of his work and supervised closely the processes which he did not undertake

himself. As Gray says he obviously considered engraving not so much a reproductive as a

multiplying process. And when steel-engraving arrived in about 1823 he welcomed it and

used it to the full. He used steel for the mezzotints in his Rivers of England (1824-30) and

for the line-engravings in the Rivers of France (1833-5), both superb examples of the topo-

graphical book of this period. But it is the small line-engravings and vignettes for such books

as Rogers's Italy'^ (1830) and his Poems (1834) that claim our attention here because in this

work the illustration is assimilated so perfecdy with the text [220]. The fact that a method

was now being used of printing engravings on over-sized paper and then trimming off the

plate marks meant that these vignettes belong more to the page and their backgrounds often

melt into it imperceptibly. Thus an astonishing amount of tone is achieved by what is really

a line technique. The same applies to the vignettes Turner did later for the poems of Byron,

Scott, Milton and Campbell. Here the crispness of the steel (which kept its pristine quality

much longer than copper) proved that the intaglio could still score over the rehef method in

this respect despite the astonishing technical skill of Bewick's pupils who just now were

extracting all that was possible from the wood-engraving. These books are a world away from

the great volumes of topographical plates with a text that no one was expected to read. And it

is unlikely that any book illustrated by steel-engravings was issued coloured, though we often

find colour has been added later.

The attitude ofTurner and many of his contemporaries to what we should call graphic art

marks a division between the eighteenth and the nineteenth centuries and presages the

advent of the machine age. Later in the century the distrust of the machine reappears with

WiUiam Morris, and of reproductive engraving with Haden and his Society of Painter-

* See page 233.
* Italy also contains figure designs by Stothard,

sometimes superimposed on Turner's landscapes.
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Etchers, but for the moment we have the rare spectacle of a painter hke Turner, then at the

height of his fame, producing designs for ahnanacks and keepsakes. Cotman, though by no

means as famous, produced innumerable etchings for the antiquarian books ofDawson Tur-

ner, which, as Piper says, have ever since had a strong influence on guide-book illustrators.

Turner's steel-engravings were usually small because steel is an intractable metal to work.

The mechanical output of later engravers that was soon to discredit this medium may have

been partly the result of this intractabihty but it cannot be denied that in a small plate steel

can give an atmosphere that is quite different from copper. Another new process that was

just the opposite in its requirements was at this moment making its appearance. Lithography

gives broad effects and it is at its best on a large page. It is as alien from letterpress printing

as intaglio engraving but like engraving it can be used for printing the text as well as the

illustrations of a book. Unlike engraving it lends itself to freedom of line and it may there-

fore have contributed to the formlessness ofmid-Victorian typography. But autolithography

is one of the few processes by which the illustrator's work can be presented direct to the

reader without any intermediary save the printing machine, and its peculiar properties

therefore presented a welcome alternative to wood and copper-engraving—which interposed

a special technique between the artist and the printed result of his work and which were in

any case being used generally in a reproductive way at that time.

The story of how Senefelder's discovery was based on the simple fact that oil and water

do not mix needs no repetition. It is the only major process to which we can confidently

assign a date and an inventor. And its autographic possibilities were first exploited in Eng-

land. Specimens of Poly-autography was a collection of lithographs by various hands pub-

lished in 1803 by Senefelder's partner, Andre. It was a portfolio rather than a book but it

served to bring the new process to the attention of the painters of the day. Even Blake con-

tributed his only known lithograph.

The first lithograph to be used as a book illustration was probably in J. T. Smith's Anti-

quities of Westminster (1807); and in 1813 appeared Rustic Figures by Thomas Barker which

was more of an album than a book. Thereafter lithography was taken up very quickly and in

the twenties and thirties we find innumerable topographical and drawing books being

printed by this method, some ofthem very charmingly. Gould's famous bird books in which

the lithographs are hand-coloured are among the best-known examples. With the advent of

the railways many books appeared describing a railway journey and the scenery along the

route; for the pictures lithography was a favourite process. Bourne and Britten's London-

Birmingham Railway (1839) for instance has magnificent hand-coloured Hthographs. Be-

cause of the ease of execution the process was a great favourite with amateurs especially later

in the century when the introduction of transfer paper made it unnecessary to draw directly

on the stone. Unfortunately this ease led very early to a facile manner which partly explains

the greater popularity of wood-engraving for illustration throughout the century. It was un-

fortunate too that very few first-rate artists took it up as they did in France where they found

in it a method by which their originals could reach a wide public. In England there seems to

have been a prejudice against it, 'Let no hthographic work come into the house' Ruskin

wrote in 1857 (although he had had his own designs for The Stones of Venice hthographed

six years before). It was not until the seventies that Thomas Way tried to revive auto-

hthography and persuaded Whistler to turn his hand to it. But book illustration profited

only indirectly.

In the early books colour was often applied by hand; it was seldom printed until about

1840. The forerunner of the chromo-lithograph was the lithotint which was popularized by

masmm
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Hullmandel, though Senefelder himself in printing from two stones had shown the way.

One of the stones was simply used for printing a flat tint on which the high lights were

scraped out; and Hullmandel in addition used a resin solution which produced an effect

akin to the aquatint. One of the best lithotinted books is Original Views of London as it is

(1842), Uthographed by Thomas Shotter Boys and printed by Hullmandel. Here the full

beauty of the process is displayed in a great range of tone but the general effect is decidedly

monochrome in spite of the striving after the effect of water-colour washes. However in an

earlier book, Picturesque Architecture in Paris, Ghent, Antwerp, Rouen (1839) Boys and Hull-

mandel had produced colour plates that were wholly printed [218]. This magnificent collec-

tion of pictures (for it has hardly any text) is dedicated to Hullmandel by Boys. 'Every

touch', says the preamble, 'is the work of the Artist, and every impression the product of the

press.' That the true nature of hthography was still not reahzed in England as it was in

France is shown by the frank avowal that some of the pictures are meant to imitate crayon

sketches, some water-colours and some oil-paintings.

Chromo-hthography did not come into its own however until 1851 with Digby Wyatt's

Industrial Arts of the Nineteenth Century, 'a series of illustrations of the choicest specimens

produced by every nation' for the Great Exhibition. Here is a technique quite distinct from

the lithotint and much nearer to the trichromatic process, though the colours are separated

by eye. As Gray says 'the attempt to imitate water-colours—which still subsists in Boys'

s

work and is the bane of the whole English colour-print in the nineteenth century—is here

entirely absent'. The charm of the earlier topographical work has evaporated but in its place

is something new and vigorous, though perhaps less sympathetic to us. The title-page which

is here reproduced [231] demonstrates the astonishing change that so abruptly led in the

Victorian era. Nothing farther from Bulmer's chaste openings can be imagined. Yet if one

looks at these great richly coloured pictures of objects from the Great Exhibition of 185

1

one forgets the hideousness of much that is displayed in admiration of the craftsmanship

that went to reproduce it so splendidly. So much gold had not been seen on the page since

the days of the medieval manuscript.

It was Noel Humphreys and Owen Jones who made chromo-lithography an integral part

of the book. They were both of them more concerned with the relationship of illustration

to text than any of their contemporaries and their work foreshadows that of William Morris,

though they had none of Morris's distrust of the machine. Like Morris they looked,

especially Humphreys, to medieval illumination for inspiration. It was Humphreys whose

Illuminated Books of the Middle Ages (1844) contains some of the earliest reproductions of

pictures in colour yet attempted. But looking through this book, brilliant as it is, one is

struck by the emphasis on ornament. It is a study of illuminated borders and decoration;

miniatures are practically ignored and this is significant because Humphreys' own work like

Morris's later is so much stronger in ornament than in illustration. And while his illuminated

books, such as The Parables of Our Lord (1847) and The Book of Ruth (1850) show a care for

the decoration of the page that had not been seen since Blake it is all second hand decoration,

borrowed mostly from Flemish manuscripts. There are broad bands of decoration running

down the outer edge of each page and the type is Gothic. The result is of course pastiches

produced by a man who seems to feel that mechanical methods can outdo illumination by

hand. It is of course absurd to compare these books with Blake's works of art. They came

at the nadir of Victorian art and Humphreys was by no means an outstanding designer of

even his day. But they give us a brief glimpse of illustration by hthography before wood-

engraving swept all before it.

^
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Owen Jones was more restrained in his use of colour than Humphreys and more sensitive

in his handling of type. He is chiefly remembered for his Victoria Psalter (1861) where litho-

graphy is used for the printing of decoration and initials. But his Grammar of Ornament

(1856) is also a remarkable book though in it he shows the same preoccupation as Humphreys

not only with ornament (which is his subject) but also with technique. And his technique

with its rich colour and impeccable register is indeed wonderful.

In none of these books however is lithography used as an autographic process. Redrawing

by the Hthographer was always interposed between the artist and the printed result. This

did not matter much when the purpose of the illustration was merely to reproduce an exist-

ing work of art, as it was in most of the books with which Humphreys and Jones were con-

cerned. But in 1846 appeared a landmark in the history of the lithographic book, Edward

Lear's Book of Nonsense. Here the process was used for text as well as illustration, and the

drawings are admirably reproduced although they were conceived as wood-engravings and

had in fact already been cut in wood. It is not so strange that later editions were all printed

by letterpress as that this first edition was lithographed.

Lithography was much used at this time for botanical works to which it is ideally suited.

James Bateman's Orchidaceae ofMexico and Guatemala (1837-41) has good lithographs after

various artists and also some vignettes by Cruikshank. W. H. Fitch illustrated several similar

works in this way, the best of which is H. J. Elwes's Monograph of the Genus Lilium (1877-

1880) called by SiDvell 'one of the culminating monuments of the Victorian age'. Another

botanical book, though it is more of a curiosity, is Thomas Moore's The Ferns of Great

Britain and Ireland (1855) in which nature printing reappears. The book contains acknow-

ledgements to the experiments in Vienna on the process but the results are not really much

better than Kniphof 's book of 1747.

The famous German children's book, Struwwelpeter, which was pubHshed in English in

1 848, was the beginning of a spate of cheap chromo-hthographed toy-books which brought

the process into disrepute. Kate Greenaway's first efforts in the medium later on did nothing

to retrieve its reputation. After 1850 monochrome lithography, like steel and copper-

225. Chamisso: Peter Schlemihl, 1824.

7I" X 4J". With etchings by
Cruikshank
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engraving, was used less and less for books. Both processes are however occasionally found

together in the keepsakes and almanacs that were produced in such quantities between 1830

and 1850. These of course depended more on their pictures than on their very trivial text

which was generally written after and round the plates. The best known was The Keepsake

which appeared regularly between 1829 and 1857 and was occasionally honoured by a con-

tribution from Turner. Many of Cruikshank's etchings appeared in the Comic Almanack
which gave him more scope than his books for fantasy and horseplay. But most of these

ephemera favoured steel-engraving, which continued to be used here long after it had been

replaced by wood in ordinary books. The other intagUo techniques like mezzotint and etch-

ing were also gradually disappearing, though etching had a brief revival later in the century.

Mezzotint in the hands of John Martin who designed direct on the steel became an auto-

graphic process and his starthng illustrations for Paradise Lost (1824) and for the Bible

(1831-5) anticipate surreahsm in their lurid melodrama and vast perspectives. Etching

during this period is indissolubly linked with the name of George Cruikshank who was at

work for more than half a century. Yet he started with aquatint and most of his later work

was cut in wood. But it is his etchings for Dickens, for Peter Schlemihl, and for Grimm's

Tales {German Popular Stories) in 1824 that represent his best work [225], There is some-

thing ofthe liveliness and movement that we have last seen in Rowlandson and which needed

a spontaneous process like etching to transfer them to paper. The grotesque element that is

never far absent from his work is admirably suited to all three authors and there is a Gothic

flavour about the Grimm illustrations that is dehghtfully in keeping with their origin.

Dickens was never as well served by his regular illustrators Uke Phiz (Hablot K. Browne) who

perhaps were readier than Cruikshank to take instructions from their author.

Browne was one of a group who illustrated sporting books at this time mainly by etching.

He himself undertook some of the Jorrocks series by Surtees, and Aiken and Leech did the

same though separate prints represent the greater part of their output. Leech's illustrations

for Handley Cross (1843) and Mr. Sponge's Sporting Tour (1853), both by Surtees, are per-

haps the best in this genre; and it is interesting to note that Surtees was not popular until

Leech illustrated his books. Etching survived well into the sixties for this type of work and

for caricature. Its more serious use was kept alive by bodies of amateurs like the Etching

Club which produced The Deserted Village in 1841, Gray's Elegy in 1847 and L'Allegro in

1849; or the Junior Etching Club whose Passagesfrom Modem English Poets (1862) contained

two etchings by Whistler. Most of them are very dull books as one would perhaps expect of

amateur co-operative efforts, though they contain occasional good plates. Their example

helped to inspire the 'painter-etcher' movement which, under Whistler, came some twenty

years later. And it was Whistler who divorced etching from the book and at the same time

raised its financial status so that it became associated almost exclusively with the single print. ^

But almost at the end of the century appeared two books with etchings which seem like

ghosts from the past. They are Virgil's Eclogues (1883) and Milton's Minor Poems (1888),

both illustrated by Samuel Palmer, the friend of Blake. Pahner hved until 1881 and both

books were produced posthumously by his son who supplemented Palmer's own etchings

with others made after his drawings. In many of them, except for those in which the photo-

mechanical process intervenes too obviously, there is still a touch of the old enchantment

[233]-

* There were however a few books with etched

illustrations by Legros and Strang but they have

no great merit.
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Cniikshank and Dickens were both thorough townsmen and children of the Industrial

Revolution. Cruikshank's art like that of John Leech, 'Dicky' Doyle and Keene was the

art of social satire, though it was more bitter, less kindly than theirs. It resembled rather

thatofDaumier and Gavami in France yet it was less witty. All of them did much more

work for the new magazines than for books, and from now on books become more and more

dependent on the magazine illustrators. The decade between 1832 and 1842 saw the be-

ginning of Knight's Penny Magazine, Punch, and the Illustrated London News which catered

for the tastes of the new middle class. The type of illustration required and the speed at

which it had to be produced led to a general lowering of quality but an even more important

feature was the reinstatement of wood-engraving, now to remain the most used process of

reproduction almost until the end of the century. Its great advantage was that unlike en-

graving and Uthography it enabled text and illustration to be printed together, which was

even more important for a magazine than for a book.

But it would be wrong to give the impression that wood-engraving had ever been eclipsed

by these other processes. Since the days of Thomas Bewick it had been developing steadily

on the lines laid down by that master. The direction of that development is clearly indicated

by a revealing remark about WiUiam Harvey, one of Bewick's most promising pupils. Of

him it was said that *he declined engraving, having determined to step into the upper walks

of art'. Thus Bewick's technique, without the freshness of his imaginative handling, was

soon pressed into the service of reproduction (under the title of facsimile engraving) and

became lifeless. It was not so regarded however by contemporaries, even by so gifted a con-

noisseur as Ackermann. In his preface to Somerville's Hobbinol (18 13) he puts Nesbit, the

engraver, on a par with Thurston, the designer, and compares their work with that of Bewick

in The Chase. 'Mr. Bewick in his manner of engraving the blocks studiously endeavoured to

introduce that determined breadth of hght and shade which wood so eminently possesses

over copper-plate engraving. That ingenious man completely effected what he undertook

to produce; and his merit is fully acknowledged: but at the same time, it is presumed, that

226. Somerville: Hobbinol,

1 83 1 . 1 1
1" X 9". Wood-engrav-

ings by Nesbit- after Thurston

HOBBINOL

Those to relieve ilicir faint expiring friend,

Willi gratulations these : hands, tongues and caps

Outrageous joy proclaim, shrill fiddles squeal:,

Hoarse bag-pipes roar, and Gandcretia smiles.

t^SSwKK
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he never could have equalled by his mode of engraving what Nesbit and Thurston have

done in this volume' [226].

Nevertheless Harvey and his associates produced a fine book in Northcote's Fables (1828)

even if the result is something quite unUke Bewick. Here the designs generally are by
Northcote, but Harvey prepared them for the various engravers whose names are indexed

at the end of the book—an interesting example of a practice that was to become common
during the nineteenth century of interposing a 'translator' between designer and engraver.

The work throughout is extremely fine and delicate, more like copper than wood, and in the

initials which were wholly designed by Harvey we can discern the begiiming of Victorian

baroque which was such a world away from Bewick's romanticism.

But if wood-engraving was to compete with Hthography it must find a method of pro-

ducing colour-prints. Savage's Hints on Decorative Printing (1822-3) which has some ela-

borate examples of these demonstrated the importance of the author's discovery of how to

make printing inks without oil; and George Baxter exploited Savage's methods commercially.

Baxter's prints however were based on an aquatint or mezzotint foundation, over which he

printed colours from as many as ten or twenty wood blocks. His original aim was to repro-

duce oil-paintings and to bring 'taste of a refined and intellectual nature to the working

people'. Book illustration therefore took a second place to the production of separate prints

and was soon abandoned altogether.^ Baxter's relevance to our subject is therefore chiefly

technical but his process was used under Hcence for books in the fifties by such cheap pub-

lishers as Kronheim, Baxter also undoubtedly had an influence on the work of Edmund
Evans who later became a famous printer of children's coloured books.

Another printer who had a great technical influence at this time was Whittingham who
with his pubUsher Pickering started the revival of 'period printing'. This had nothing in

common with the medievahsm of Noel Humphreys for it was merely a reaction against the

neo-classicism of Bodoni. But Whittingham was an innovator too because he was interested

in the technique of printing from wood-engravings; and he is said to have been the first to

develop overlay, a method of varying the weight of impression obtained from the block by

varying the thickness of the packing behind the sheets to be printed. Queen Elizabeth's

Prayer Book (1853) contained many woodcuts after Holbein, Diirer and others, all cut by

Mary Byfield, who worked for Whittingham at the Chiswick Press. In 1842 he printed

The Encyclopaedia of Ornament, one of the earliest books to be illustrated by colour

wood-engravings but it was his Home Treasury books for children that really exploited this

process in books for the first time. This was a series of fairy-tales printed in gay colours,^

written and designed, under the pseudonym of Felix Summerly, by Heiu-y Cole, who was

later to be concerned with the organization of the Great Exhibition and the foundation ofthe

Victoria and Albert Museum. Cole took great pride in the appearance of these little books

and had them illustrated by the best academic artists of the day—Mulready, Cope, Webster

and others—who were however referred to in the books by their initials rather than their

full names. If the result is disappointing to us the fault is that of the period which was not

productive of great illustrators. But another ten years was to usher in the sixties when the

deficiency was amply redressed. That famous decade however was a period of monochrome

illustration and it was not until it was over that colour wood-engravings came into their own

in the children's books of Caldecott, Crane and Kate Greenaway.

* But not until he had produced some interest- Missionary (1833) which shows an astonishing

ing wood-engravings to illustrate missionary controlof tone [232].

books. We reproduce one from W. Ellis's The » They were sold plain as well as coloured.
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227. Lear: More Nonsense, Pictures, Rhymes, Botany, etc., 1872. 7I" x 61".

Wood-engravings after Lear

One neglected illustrator of children's books however must be mentioned here because he

anticipated their use of colour and often handled it in a more original way than they did.

Charles Bennett's The Fables of^sop Translated in Human Nature, which appeared in 1857,

is a good book which shows Grandville's influence in the way the animals are made to be-

have like humans. Bennett illustrated many other children's books. In his Quarks Emblems

of 1 86 1 it is fascinating to see how a Victorian treated themes which we always associate

with the seventeenth century.

Edward Lear's work was all black-and-white from the Book of Nonsense which as already

mentioned was printed by hthography in 1846 to Laughable Lyrics in 1877. His work must

have been revolutionary when it first appeared, for nothing like it had ever been seen before,

and it was just as revolutionary at the end although it had not developed at all. It provides an

almost unique example ofthe perfectly matched text and picture, by no means the inevitable

result of an author illustrating his own writings. But then Lear's verse was as new as his

drawings and the one is unthinkable without the other. And if his style ofdrawing had little

influence on contemporary illustration, his attitude to children had an effect which can hardly

be exaggerated. Though his fantasy was inimitable it was due to him that entertainment

bulked larger than instruction in the late Victorian children's book [227].

His drawings, however artless at first sight, betray a practised hand on closer acquain-

tance and remind us that Lear was a professional illustrator, and produced over a period of

twenty-nine years a steady flow of travel books, besides illustrating many ornithological

works such as Gould's. The books hkc Journal of a Landscape Painter in Southern Calabria

(1852) which he illustrated in the hthotint style are far more successful than the later Jour-

nals Uke the Corsican one (1870) which have wood-engravings, most of them cut by French

craftsmen.

The reproductive wood-engravers of the sixties however were most of them English or

Scottish: E.J. Sullivan, writing at the end of the century says 'The art of the sixties has

been the most British—even the most EngUsh—expression yet found since Hogarth'. It is

hard to exaggerate the influence of the Dalziels during this period and nearly every illus-

trated book of any merit seems to bear their imprint; and there were plenty of meritorious

books between 1855 and 1875 which are the limits usually imposed on the period. The

la
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Dalziels not only engraved, they printed and they pubhshed as well; also they acted as art-

editors for other pubhshers and commissioned illustrations for their books and magazines.

We almost seem to be back in the days of the great printer-publishers of the sixteenth cen-

tury but with one difference—the Dalziels and their contemporaries had no feeling for the

printed page.

It is at first difficult to understand how such a high level of craftsmanship could go with

such a low level of typography. But it must always be remembered that many of the great

illustrated books of the sixties were a by-product of the magazines, and the engravings were

made to stand on their o\mi. If they are accompanied by any text it was often \\Titten after-

wards. That is why so many of them are squared up and so few are vignettes; and why it is

possible to say that they generally appear to advantage away from the books they were de-

signed to illustrate and in the collections that were sometimes made ofthem afterwards.

Forrest Reid in his exhaustive Illustrators of the Sixties calls this sudden flowering of

graphic art 'a movement'. But it is hard to see where it led. True there is a lowest common
denominator of st>'le (partly imposed by the engravers) which gives a superficial unifor-

mity; but on closer examination a gulf appears ber\\'een the Pre-RaphaeUtes like JMillais,

Rossetti and Hughes and the traditionahsts like Gilbert and Birket Foster. Gray however

sees it as a movement (which failed) to bring art to the masses. The pictures in Once a Week,

Good Words and the other illustrated magazines were folk-art and they remained so when

they appeared also in books. The failure in his view occurred when the Pre-Raphaehtes,

bored by the technical difficulties or tempted by the greater freedom of paint, ceased to

illustrate.

The truth perhaps is that the failure began when illustrators began to lose sight of the

unity of the page. Bewick's vignettes which contributed so wonderfully to that unity were

forgotten but his briUiant technique, first exploited by his pupils, was imitated for the pur-

pose of reproducing drawings that were not only unworthy of it but were also basically

imsuitable for cutting in wood. Sir John Gilbert was one of the illustrators most responsible.

He was an historical painter and he evidendy saw no real difference between painting in oils

and designing for wood. He certainly never tried to make things easier for his engravers. He

is remembered chiefly for his Shakespeare (1856-8) but he did besides innumerable draw-

ings on wood for the Illustrated London Nezos and Punch. Similarly the illustrations of his

contemporary, Birket Foster, charming as they often are, do not differ basically from his

landscape paintings.

There is a sharp distinction between these men and the illustrators of the sixties, not only

in st>'le but also in technique. There were many professional painters also among the latter

but their illustrations are quite different from their paintings. Their custom ofdrawing their

designs direct on to the wood was one of the chief causes. This had occasionally been done

before but with the coming of the illustrated newspaper and magazine it became a common

time-saving practice. The result was not so much interpretative as facsimile engraving in the

style ofMenzel whose work seems to have made a great impression on the Dalziels. When the

engraver had an actual drawing on the block to cut (even though Rossetti for instance used

wash in his drawing) he had to follow it more accurately than when he was given a painting

to translate.

The first important book of the sixties appeared actually in 1855. It was Allingham's small

book of verse The Music Master, and it contained eight engravings by Arthur Hughes, one

by Rossetti and one by Millais, all engraved by the Dalziels. Hughes, whose designs are less

impressive than those by the other two, nevertheless shows more care for the look of the
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page, and several of his engravings are vignetted. Allingham who speaks in the preface of
'those excellent painters who on my behalf have submitted their genius to the risks ofwood
engraving' thus stands revealed as one of the architects of the sixties for it is unlikely that

Routledge, Moxon and the other pubHshers of the time would ever have dreamed of com-

THE LADY OF SHALOTT.

Died t)ie sound of royal cheer
;

And the_v cross'd themselves for fear,

All the knights at Camelot

:

But Lancelot mused a little space

;

He said, " She has a lovely face

;

God in his mercy lend her grace,

Tlie Lady of Shalott."

228. Moxon's Tennyson, 1857.
81" X 6". A wood-engraving after

Rossetti for The Lady of Shalott

missioning illustrations from the Pre-Raphaelites otherwise, or the Pre-Raphaehtes of

offering them.

As it was these pubhshers showed httle imagination in their use of illustration. The next

important book, Moxon's Tennyson of 1857, shows an extraordinary mixture of new and

old. Rossetti, Millais and Hunt are represented there but also Mulready, Maclise and Cres-

wick. Sometimes a poem has a head-piece by one and a tail-piece by the other. It is signifi-

cant that, generally speaking, the work of the old school sits better on the page; this is parti-

cularly true of Creswick whose rural vignettes in the Bewick manner are pleasant enough.

In fact the whole volume, although it is often condemned as an inept piece of book-making,

is in its unpretentious way at least as good typographically as anything else of the period and

much better than most—better by far than Millais's famous Parables.^

^ Moxon's Tennyson was reissued in 1901 with
an introduction by Holman Hunt and a preface
by Joseph Pennell. It contained only the Pre-
Raphaelite illustrations and some of them were
faced by photographs of the original drawings.

Apart from the technical interest of this compari-
son the new edition is important because it shows
that the illustration of the sixties had already be-

come a legend by the end of the century.
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229. Parables of Our Lord, 1863. 9I" x yf". A wood-engraving after Millais

for the Parable of the Lost Coin

Of course it is Rossetti's designs that make it memorable [228]. There are only four of

them and they gave a great deal of trouble to the Dalziels as well as causing some ill-feeling

between them and the artist. But they show a wholly new conception of illustration which

emerges too from a remark of Rossetti's in a letter to Allingham: 'I . . . fancy I shall try the

Vision of Sin and Palace of Art, etc.—those where one can allegorize on one's own hook on

the subject of the poem, without killing for oneselfand everyone a distinct idea of the poet's.

This, I fancy, is always the upshot of illustrated editions . . . unless where the poetry is so

absolutely narrative as in the old ballads for instance.' Blake is perhaps the only artist till

now in whom we have met this idea of a personal interpretation and his designs are after all

an integral and inseparable part of his poetry since he was his own illustrator. But Rossetti

was illustrating another man's poetry (it is interesting that in the quotation above he is

thinking only ofpoetry) and the result in this case seems to be something far from Teimyson's

intention.
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Millais and Holman Hunt followed their texts more closely. Millais although a successful

Victorian painter (perhaps because of that) was also a born illustrator and the most promi-

nent figure of the sixties. He was much more at home with his medium than Rossetti and

was not above working for the magazines or illustrating TroUope's novels when they ap-

peared in monthly parts. But his best book was The Parables of Our Lord (1863) where his

magnificent engravings sparkle against a background of pretentious typography and an un-

fortunate framework of red rules [229]. The illustrations for TroUope's Orley Farm,

Framley Parsonage and other novels are good too and pleased the author immensely. 'As a

good artist,' says Trollope in his Autobiography, 'it was open to him simply to make a pretty

picture or to study the work of the authors from whose writing he was bound to take his

subject. I have too often found that the former alternative has been thought to be the better,

as it certainly is the easier method. An artist will frequendy dislike to subordinate his ideas to

those of an author and will sometimes be too idle to find out what those ideas are. But this

artist was neither pioud nor idle. In every figure he drew it was his object to promote the

views of the writer whose work he had undertaken to illustrate, and he never spared him-

self any pains in studying that work, so as to enable himself to do so.' High praise indeed

from an author!

Arthur Hughes lived on well into the present century and much of his best work was done

after the sixties. Forrest Reid compares his vision of childhood with Blake's in the Songs of

Innocence and it is his work for children's books by which he is chiefly remembered. But the

difference between his vision and Blake's is the difference between two centuries. And how

narrowly Hughes avoids sentimentahty in his treatment of children. He illustrated Tom

Brown's Schooldays in 1869 but more typical are the engravings for George MacDonald's

stories which first appeared as serials in the sixties

—

At the Back of the North Wind (1871)

230. Christina Rossetd: Sing-Song,

1872. 7J-" X 5I". A wood-engraving

after Arthur Hughes

Fly away, fly away over the sea,

Sun-loving swallow, for summer is done ;

Come again, come again, come back to mc.

Bringing the summer and bringing the sun
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231. Wyatt's Industrial Arts of the

Nineteenth Century, i85i.i9rxi2.r

232. Ellis: The Missionary, 1833.

6" > 3i". With wood-engravings by

Baxter

m
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233- Virgil's Eclogues, 1883. io|" x 14I". An etching by Samuel Palmer

234. Allingham: In Fairyland, 1870. io|" x 15". Coloured illustrations by Doyle
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and others. He liked working in small spaces and sometimes his figures seem too large for

the picture, giving a slightly uncomfortable cramped feeling. But the technical short-

comings are more than compensated by the remarkable sympathy between author and illus-

trator. Christina Rossetti's book of nursery rhymes Sing-Song (1872) was another delightful

book [230], and as late as 1904 he illustrated an anthology called Babies' Classics with numer-
ous head-pieces, tail-pieces and decorated initials.

With Houghton, Pinwell and Fred Walker, all ofwhom died prematurely in 1875, we leave

the Pre-RaphaeHte group for men who although they all painted in oil and water-colour

were really professional illustrators. Arthur Boyd Houghton was perhaps better equipped

technically than any we have yet mentioned and his engravings for Dalziel's Illustrated

Arabian Nights (1863) compare favourably with those of Millais, Tenniel and Pinwell which

are also included [235]. It will be seen that the fashion of combining several illustrators in

one book which was set at the beginning of the period by The Music Master and Moxon's

Tennyson persisted in spite of its drawbacks. The reason in the case of such books as the

Arabian Nights, which appeared in parts, was presumably the impossibility of one man's

doing all the necessary work in the given time. Unfortunately the Arabian Nights is marred

by poor paper and printing (not to mention a poor translation) as well as unnecessary bor-

ders round the blocks. But it is still a better book than Houghton's Don Quixote of 1866

although the latter did not suffer from the same handicaps.

Another volume to which Houghton, Walker and Pinwell all contributed but which was

more carefully presented was A Round of Days (1866), a verse anthology. Here a yellowish

tint was printed imder the engravings (a variation that was very seldom practised at this

time) and paper and presswork were good. In the illustrations we even escape here and there

from the everlasting rectangle. Pinwell and Walker's engravings here are mostiy of country

scenes and their work is classified by Reid as 'idyUic'. The epithet applies less to Walker

than to Pinwell 'who was endowed with one of the most deUcate and poetic talents of his

generation'. Unfortunately his technique was not equal to it. His best work is Dalziel's

Illustrated Goldsmith (1865) in which The Vicar of Wakefield, which always seems to lend

itself so remarkably to illustration, comes off best. Pinwell also contributed to Jean Ingelow's

Poems of 1865 with Houghton, North and others and here his work is more mannered. Fred

Walker is remembered chiefly as a protege of Thackeray. He was engaged to translate

Thackeray's own drawings for Philip into designs for engraving and finished by making his

own designs for this book and also for Denis Duval when they appeared in serial form. He

also contributed with Pinwell, who surpassed himself, and North to Wayside Posies (1867),

an anthology similar to A Round ofDays [236].

So many magnificent engravings were made for the ephemeral magazines at this time that

it would have been strange if the Dalziels had not sometimes collected them in book form.

They were usually so tenuously attached to the accompanying verses that no great violence

was done. And we are given the opportunity of seeing these designs properly printed on

good paper.i Thombury's Legendary Ballads (1876) also gives an opportunity of mentioning

Frederick Sandys, who is here represented by nine engravings, nearly half his total output.

Sandys never did any book illustration proper and the fact that these engravings are married,

often unhappily, to Thornbury's doggerel hardly puts them into that category. But he is

important because he was probably the only artist of this period who gave the engraver a

perfectly translatable drawing—he drew straight on the wood with a brush and Indian ink

—

> Dalziel's Bible Gallery of i88i was a luxurious of which were executed in the sixties. But it has

portfoho ofhitherto unpublished engravings, many no text.

N, B. H.B.I.



235- Dalziel's Illustrated Arabian Nights, 1863. io|" x 7". A wood-engraving after Houghton
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236. Buchanan: Wayside Posies, 1867. 9^" x 7^', A wood-engraving after Pinwell
Nicholson reproduced by lithography

and he also seems to be the only one who acknowledged a debt to the first great wood-
engraver Diirer. A sense of continuity with the past (as distinct from pastiche) is a rarity in

Victorian illustration and Sandys's signature, which was modelled on Diirer's monogram,
is as graceful a compliment as his superb technique.

Another artist who was represented in Legendary Ballads and yet can hardly be counted

as an illustrator was Whistler. The two etchings that he contributed to a book in 1 862 have

already been noted^ and in the same year he also designed four wood-engravings for maga-

zines. 'The Morning Before the Massacre of St. Bartholomew' which we reproduce here

besides being a work of art shows how skilfully the engraver translated his impressionistic

etched style so different from anything else that was being done in wood at that time [237].

Keene was another superb draughtsman who also etched and whose name is usually con-

nected with Punch and other magazines. Yet he produced much illustration, some of it for

novels in serial form like Meredith's Evan Harrington (i860) and some for books like Mrs.

Caudle's Curtain Lectures (1866) which is printed on pale green paper [238]. Here we find

initials embedded in small vignettes (quite distinct from decorated initials) a fashion that

seems to have spread from France.

Tenniel is treated by Forrest Reid as a precursor ofthe sixties, yet the two books for which

he is most famous, Alice in Wonderland (1865) and Through the Looking Glass (1871) both

fall within this period. He illustrated many books besides, the best being The Gordian Knot

by Brooks (i860, steel etchings) and Thomas Moore's Lalla Rookh (1861). The etchings in

the first are hardly any different from his wood-engravings in technique. And the second

book showed what depths of sentimentality he could descend to when his text gave him no

scope for humour. In the Ingoldsby Legends of 1864 he collaborated with Cruikshank and

Leech to produce a fine book. The three illustrators combine well and the result is a volume

that might have appeared thirty years earlier. But Reid says that apart from this last and the

two Alice books he 'never got a text that suited him'. There is something Teutonic about his

* He also illustrated a Catalogue of Blue and
White Nankin Porcelain (1878).
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237. Thornbury: Historical and Legendary Ballads, 1876. 9I" x 7I". This
wood-engraving by Whistler first appeared in the magazine Once a Week
under the title The Morning before the Massacre of St. Bartholomew. It

here appears (without explanation) to illustrate a poem by Thornbury
called Lady Mabel's Lovers.

style and he was happiest in farce, as no one can doubt who examines his Punch drawings

.

It was this that fitted him so admirably as an illustrator for Carroll; and so spontaneous does

his work appear that it is difficult to beheve how detailed were Carroll's instructions and

criticisms—criticisms that Tenniel sometimes coimtered with suggestions of his own con-

cerning the text.

The illustrations by F, J. Shields for Defoe's History of the Plague of London (1863) dis-

play quite a different aspect of the work of this period but one that was almost as much in

evidence. No one who looks through the magazines of the sixties can fail to be struck by the
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THE TfVEyTY-SECOND LECTURE. Ill

enjoy n walk
; and, as I say, do a little bit of shopping. Oh yes,

Mr. Candle, 1 do think of the people that are kept in the shops just

as ranch as you ; but that's nothing at all to do wiili it. I know
what you'd iinve. You'd have all those young raen let away early

from the counter to improve what yon please to call their minds.

Pretty notions yon pick up among a set of frcc-thinkci-s, and I don't

know what ! When I was a girl, people never talked of minds

—

238. Jerrold: Mrs Caudle's

Curtain Lectures, 1866. 8" x6i".
Illustrated by Keene

number of deathbed scenes, nearly always of young girls. But there is a grimmer, more
realistic coimterpart to this sentimental morbidity which is to be seen in Sandys's famous

Amor Mundi and many other engravings, more akin to the Dance of Death in the incunabula.

Shields's designs are almost worthy to be compared with Daumier's in the same medium and

on the same subject for Nemesis Medicale in 1840. In our assessment of Victorian art we are

apt to overlook this curious streak.

With William Small we reach the decadence of the sixties. He and others hke him began

to use wash on the block, leaving the wretched engraver to make an attempt at tone as best

he could. The example had been set by Dore who was just then enjoying immense popu-

larity in France and who was to come to England very soon.^ Rossetti ofcourse had done the

same thing earlier but with Small we find a new attitude as well. Reid says 'the old ideal has

disappeared: art is turning to journalism, beauty to prettiness, sentiment to sentimentality,

the work is planned from the beginning to appeal to a larger and less cultured public'. For

it must be remembered that nearly all the great books of the sixties were expensive, many

of them in the edition-de-luxe class and few, with the exception of the magazine serials,

could be called popular. Nevertheless popular illustrated books were appearing all this time

and some of them were illustrated by the new class of commercial designer which was now

growing up. Most of those whose work has been described were painters first and illustrators

afterwards, but a man like John Leighton designed bank-notes, playing-cards, book-bindings

* His Lx>ndon was published in 1872.
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and magazine covers as well as engravings. George Leighton, cousin of John, popularized

colour wood-engraving in the fifties with such books as Barnard's Theory and Practice of

Landscape Painting (1855). His Lyra Germanica of 1861 seems to have been designed

throughout by him; and the result is as consistent a piece of Victorian ecclesiastical-Gothic

as can be seen anywhere. Some of the initials are as intricate and as hideous as those in the

Book of Kells; the Oxford borders add the final touch of over-elaboration. Nevertheless

Leighton shows a real understanding of wood and Gray goes so far as to call him the only

artist between Bewick and Blair Hughes-Stanton who really explored its technical possi-

bihties. It is a pity that he had nothing better to say with his technique.

Colour wood-engraving did not really come into its own until after the sixties were over.

Until then, as we have seen, chromo-hthography was the most favoured process and Kate

Greenaway's earhest illustrations were lithographed. With the triumph of wood for mono-

chrome work however its use for colour could not long be delayed and the two men most

responsible, Benjamin Fawcett and Edmund Evans were both ofthem printers. It is a symp-

tom of the growing complexity ofprinting that during the nineteenth century innovations of

this sort were generally to come from printers rather than artists, and it is hard to exaggerate

the influence ofEdmund Evans for instance on children's illustration at the end ofour period.

Benjamin Fawcett was a little known printer who worked at Driffield in Yorkshire and

speciahzed in books on natural history. A. F. Lydon is the illustrator whose name is most

closely associated with him but pleasant as Lydon's designs usually are no one can doubt that

most of the credit for these books should go to the printer for his perceptive use of colour.

Picturesque Views of Seats of Noblemen and Gentlemen (1866-80) contains many delightful

pictures printed in numerous colours perfecdy registered and touched up afterwards by

hand. Contemporary chromo-lithography can show nothing like them and Fawcett was able

too to avoid the unpleasant gloss that is caused in so much Victorian work by overprinting

colours.

Edmund Evans was a more influential figure though by no means a better craftsman. He
had been apprenticed to Landells, one of Bewick's pupils, and he began with colour-

printing in the Baxter tradition. His 1 859 edition ofGoldsmith's Poems with coloured wood-

engravings by Birket Foster is a superb example of colour-printing even though the pic-

tures are paintings rather than illustrations. But his first Walter Crane toy-book Sing a Song

of Sixpence (1866) marks a new departure with its use of flat colours. Crane's decorative

technique was well suited to flat colours and like Leighton he used to design the whole of

his book, outside and inside. His concern for the double-page spread anticipated Morris and

was unique at that date. The result is something completely different from any predecessor

and at its best quite charming. The Yellow Dwarf and The Three Bears for instance have all

the exuberant dehght in colour that we associate with the Victorians together with a strong

feeling for the large page. The Baby's Opera and The Baby's Bouquet show great ingenuity

in the assimilation ofmusic, borders and pictures, always a difficult combination. Crane was

not so happy with black-and-white work. His illustrations for Mrs. Molesworth's stories

are ordinary and so is his Grimm of 1882.^ But he must be given the credit for the redis-

covery of the border—not the ubiquitous Oxford border that the Victorian designer so

readily clapped round an engraving irrespective of its suitability, but a border which was

designed /or the engraving. Crane was fond of dividing his borders up into compartments,

each of which contained something for the eye, lettering or perhaps a symbol. He often

^ His Kelmscott book, The Story of the Glittering Plain (1894),

will be discussed later.



wice FIVE are TEN Steam Boats,

Aiicliored in Plymoutli Sound.

239. The Song of Sixpence Toybook, 1876. gV x f- A toy-book il ustrated with coloured wo^

eneravings by Crane This one originally came from A MultiphcaUon Table in Verse (1867)

where^e sea was painted in a much brighter blue. The changed colounng is probably

the result of printing blocks together that were not mtended for it.
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incorporated a legend for instance at the foot of the picture using archaic lettering. But he is

at his best with colour on a large page and it is there that we can discern the effect on his

work ofthe Japanese print that was beginning to be popular at this time [239].

Edmund Evans is always recognized as the link between the three great children's illus-

trators of this period because he was able to start Crane and Caldecott and Kate Greenaway

on their careers. But he printed toy-books by the old school as well and one of these, Doyle's

In Fairyland (with a poem by WiUiam Allingham, 1870) contains illustrations more exquisite

in colour and design than anything the others could do [234]. Doyle of course had made his

name in black-and-white work, but Crane, Caldecott and Kate Greenaway all stand or fall

by their coloured illustration. They designed plenty of monochrome engravings (most of

them not very good), but their work suffers from the lack of discipline that Doyle's long

apprenticeship to the magazines brought.

Randolph Caldecott whom Evans chose to succeed Walter Crane in 1878, is the most

virile of the three as his work for the Graphic testifies. But unfortunately he found it neces-

sary to cast all his pictures for children in an archaic setting. Kate Greenaway followed the

same convention, if it was a convention, but whereas her children seem to belong to no

period at all, Caldecott's may be vaguely assigned to the late eighteenth century. His colour

too is reminiscent of the aquatint washes that one associated with Rowlandson, more sub-

dued than Crane's and reacting perhaps against the garishness of the mid-Victorian chromo-

lithograph. John Gilpin, The House that Jack Built and The Farmer^s Boy are among his

most successful toy-books.

Kate Greenaway was even more of a protegee of Edmund Evans than the other two. Her

earhest work had been reproduced by hthography but when Evans took her in hand in 1877

he soon had her designing in a way to suit his methods (which involved the photographing

of the design on to the wood). The first book he printed for her, Under the Window (1878),

was no different from the last, for no development is discernible in her work. And indeed all

her books were so enormously successful that there was little incentive to change. She must

have been one ofthe very few illustrators to have made a fortune purely from illustration.

It is difficult for us to understand the fascination of these books in their day and one sus-

pects that it was exercised over the parents rather than the children. Kate Greenaway, like

Caldecott, used subdued colours, but not so much in flat areas as for shading. She had a

certain feeling for the page and like Crane designed the whole book herself. She had however

none of Crane's horror vacui but on the contrary liked plenty of white space round her pic-

tures and verses. The vignettes which she often placed in the margins or at the foot of the

page were so small that they never detracted from the emptiness of the page. Of the verses,

which she herself wrote to go with her pictures, the less said the better. But her illustrations

for the writings of others, her ambitious Pied Piper of 1889 for instance, are never as suc-

cessful as for her own.

In about 1 851 an engraver named Langton discovered how to photograph drawings on to

wood and although this did not become general practice for some twenty years, the dis-

covery marks an epoch. Not only did it foreshadow the advent ofphoto-engraving, it also led

more immediately to a mechanical manner of engraving. Drawings need no longer be made

the exact size in which they were to be cut on the wood, but they could first be enlarged or

reduced photographically. Mechanical ruling which was now widely used helped to dis-

courage the artist from designing specially for wood and to make the professional engraver

into a hack. Other devices, like Graphotj^pe, though not photographic, were designed to

replace wood. In Graphotype the artist drew on a block of compressed chalk with a special



240. Beardsley: Under the Hill, 1904. 10^" x 8J". An illustration for his own romance designed

in terms of the photo-engraved line block
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ink which held the block together, allowing the chalk to be brushed out in the parts which

were not drawn on. H. Fitzcook produced some good graphotype borders for Watt's Divine

and Moral Songs (1867), a book which was wholly illustrated by this method. By the

time photo-engraving had taken hold in the eighties, wood-engraving was in a sorry state.

The earliest photographers made exalted claims for their craft. Fox Talbot wrote a book

called The Pencil of Nature (1844) which was illustrated with pasted-in photographs, glori-

fied under the title of 'photogenic drawing'—but unfortunately the prints faded. In 1875

Mrs. Cameron produced a famous series of photographs to illustrate Tennyson's Idylls of

the King [241a] and about 350 books of this sort were published. In 1857 appeared John

Pouncy's Dorsetshire Photographically Illustratedy the first English book in which photo-

graphy was applied to lithography. The Woodburytype process (producing carbon prints

which were pasted down on the page) was patented in 1864 and was often used for book

illustration from 1875 onwards. The principle of collotype was discovered in 1855, of the

line block at about the same time, of photogravure in 1879, and the half-tone was perfected

in the eighties. All these new processes became available to the book printer during the last

twenty years ofthe century and the effect on illustration was bound to be far reaching.

In actual fact the immediate effect on style was surprisingly small. English pen-drawing

now lagged far behind French and American. And photo-engraving in England, according

to Pennell, was bad to begin with and was only used for cheapness. 'Bad cheap process',^

says this admittedly prejudiced writer, 'has been responsible in this coimtry for more vile

work than in all the rest ofthe world put together.' For a long time before this artists had not

needed to modify their drawings for the wood-engraver but had relied on his skill (and his

mechanical devices) to translate them. As we have seen, large drawings could be photo-

graphically reduced before being cut in wood and process engraving did the same—though

the line block was not limited by the craftsman's ability to engrave fine lines. Most of the

early users of the line block, like Hugh Thomson, drew for considerable reduction which

gave their pictures a somewhat meretricious fineness; but there was nothing else about them

to distinguish them from the work of the preceding decade. Not imtil Aubrey Beardsley's

arrival on the scene in the nineties do we find a really original artist using the Hne block, with

some comprehension of its capabilities and of its essential difference from the wood-

engraving. This skill came to him gradually. His designs for the Morte d'Arthur done in

1893 i^ his Pre-Raphaelite period seem to ape the woodcut to which indeed the line block

is more closely allied than to the wood-engraving. The heavy borders and the generally

archaic atmosphere challenge an immediate comparison with the contemporary Kelmscott

books. The little vignettes at the beginning of each chapter by the side of the initials are

more original. But what is most significant about a not very convincing book is the develop-

ment in machining that made it possible to print these very heavy blocks along with the type

not in the Morris style by a hand-press on damped paper, but as an ordinary commercial

product. In fact the production of these heavy blocks was soon to raise its own problems of

design as we shall later see; but in the meantime they had the fascination of novelty.

Beardsley soon relinquished this style however and his illustrations for Wilde's Salome

(1894), produced under the influence of the Japanese print, show an appreciation of the

value of space. There is still no attempt at tone and the black solids are still there but they

are better balanced by white and by the spidery line. Yet when due allowance has been

made for their technical skill these pictures are as repellent as most of Beardsley's work.

* 'Process' is another term for photo-engraving.
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Oscar Wilde felt this when he said 'They are cruel and evil and so Uke dear Aubrey who has a

face like a silver hatchet with grass-green hair'; and again, 'They are too Japanese while my
play is Byzantine.'

In his last phase Beardsley looked back to the eighteenth century and his best illustrations

in this manner are for Pope's Rape of the Lock (1896) and his own romance Under the Hill

(1904). Here is the perfection of his line block method. The blacks are more subdued and a

grey is achieved as well. But it is the dotted patterns which are the original feature [240]

.

This sort of thing was almost impossible for the wood-engraving but is a triumphant possi-

bihty for the line block and is of course the basis of the 'mechanical tints' which are used so

much today. But Beardsley was using them for pattern rather than tone, and the result is

something quite unhke the eighteenth century but no less deUghtful.

No greater contrast to Beardsley could be imagined than William Morris. His book pro-

duction was all done in theyzw de siecle period but shows no trace of Beardsley's decadence.

Beardsley played with the eighteenth-century manner but Morris when he was designing

his books hved in the fifteenth century. Just when photo -engraving had triumphed he

brought back wood-engraving in a primitive woodcut manner. Yet in spite of his salutary

insistence on good materials and proportions few of the Kelmscott books are notable

for their illustrations. The Chaucer of 1896 with Bume-Jones's designs is a remarkable book

[241], but in too many of the others he employed mediocre artists. Crane was an exception,

but The Story of the Glittering Plain which he illustrated in 1894 with congested engravings

is not one of his best efforts. Bruce Rogers, the distinguished American typographer, was

241a. Tennyson: Idylls of the King,

1875, i6i
1" 121'

242. Morris: The Story of the Glittering Plain, 1894,

Wood-engraving after Crane.iir x8

Illustrated with photographs by Mrs. Cameron
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right when he said that Morris's books 'are some of them very beautiful but they are rather

curiosities ofbook-making than real books' [242].

How is it then that his influence even in his own day was so great that it spread to Ger-

many and America and so much greater immediately after his death? Perhaps the answer is

that Morris was only one apostle of an idea that was very much in the air and that we have

already met in Owen Jones and Noel Humphreys. Joseph Pennell, writing in 1889 says

'Here [in England] within the last thirty years people have been continuously taught to

beheve that book decoration, like all other art work, to be artistic must have a spiritual,

moral, social, pohtical, literary or sixteenth century value, while beauty of line and perfec-

tion of execution have been subordinated to these quaUties'. It is hard to beheve that these

words were written before the appearance ofany Kelmscott books.

What was pecuUar to Morris and helps also to explain his influence was a refusal to com-

promise, not so much with the machine as with the shoddiness of the machine product of his

day. Everything in his books had to be good—paper, ink, printing and binding. That was a

startling lesson for the printers of his day to begin with. And it was the workmanship rather

than the design of the Kelmscott books that had the most salutary effect.

Good materials do not necessarily involve good design however. Morris labelled himself

a decorator rather than an illustrator when he went back to the fifteenth century for his

inspiration. He himself defines illustration as decoration first of all and then story-telling;

and his choice of the woodcut technique with its lack of realism and of depth makes his

sympathies sufficiently obvious. His own cuts for borders, initials or title-pages are unsur-

passed because ornament in the flat shows httle development through the centuries. But

when the technique is apphed to book illustration the result is nearly always a failure be-

cause as Bume-Jones himself said 'we cannot paint with the same iimocency that once was

possible'; and with the best intentions the modem eye is disconcerted by this limitation.

Even if we accept the lack of depth the crowded appearance of the Kelmscott page, heavy

type, heavy border and heavy cut all in the same plane run counter to our notion of what

the book page should be.

Archaism was in the air. For some years Tuer had been issuing his chap-books with cuts

by Joseph Crawhall which were coloured by hand. And right at the end of the century, all

in one year, 1898, came WiUiam Nicholson's illustrations for Henley's London Types^

Kiphng's The Almanac of Twelve Sports and An Alphabet [243] which owe something to

Crawhall but more to Toulouse-Lautrec. And there was something French too in his sub-

mission to the discipline of cutting his own designs in wood, and colouring them by hand.

This is a rarity in nineteenth-century EngUsh books. We seldom find it before William

Morris and even Morris's illustrators often used reproductive engravers. But in France the

painter had long been used to the task of preparing his own printing surfaces and did not

feel that it was below his dignity.

Nicholson's are picture-books and are advertised as his, the contributors of the text, even

when they were as distinguished as Kipling, taking a second place. The hand-coloured copies

are Umited; the ordinary editions were printed by lithography. Nicholson liked a big square

page and with his heavy black he aimed at broad effects. He used subdued colours rather

in the lithotint style with an occasional flash of bright red or yellow. The result often re-

sembles a hnocut but it has little in common with the Japanese print, although it was often

so compared at the time.

In 1889, before the appearance of any Kelmscott books, Ricketts and Shannon started

The Dial; and soon after the Vale and Eragny Presses were established. Their work, which
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243. Henley's London Types^ 1898. 13" x iii". With hand-coloured woodcuts by
Nicholson, reproduced by lithography

will be discussed more fully in the next chapter, has often been lumped together with Morris's

as that of private presses, but it was in reality quite different. For one thing it looked back to

Italian originals rather than German; for another it led to a revival of original lithography

(though not unfortunately in books) whereas Morris pinned all his faith on the woodcut.

FRANCE

After the uniformity of the eighteenth century in France the nineteenth presents a picture

of the utmost variety. There is variety of style and variety of the processes that went to form

that style. There is variety too of typography though typography does not always echo the

manner of the accompanying illustration. The sudden appearance of Romanticism in art

and literature towards the end of the second decade is not enough to account for all the

changes that took place, for besides the obvious classifications of classical or romantic it is

possible also to divide later French books into such categories as realist and impressionist.

The cause of all this variety lies in the break with tradition and the resulting instability, of
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which the Revolution and the Romantic movement ahke were symptoms, and which affected

the whole ofWestern Europe in a greater or lesser degree.

It was curious that the immediate effect of the Revolution was to enforce a tradition much
more rigid than anything that had preceded it. If we trace the general evolution of illustra-

tion between 1800 and 1870 in the successive editions of a key book like La Fontaine's

Fables we see how abruptly that rigidity was replaced by the opposite extreme. The Didot

edition of 1802 is a large book with woodcuts after Percier in the Davidesque style, com-
bining several subjects within the same framework. Percier was the Emperor's architect

and the decorative quaUty of these cuts enhances the fine structure of the Didot page. Then
in 1 8 14 Moreau, a ghost from the eighteenth century, showed not very convincingly what

he could do in the same vein but using copper. Moreau may also have been the designer of

an interesting edition which had appeared three years earlier embodying an experiment by

Duplat. The very small designs were cut in stone (a method already tried by Senefelder) and

moulds were then made from which rehef blocks were cast. The result is rather coarse and

not very impressive.

Engelmann's edition of 18 18 broke new ground by using hthography to reproduce the

designs of the brothers Vemet and a growing freedom makes itself apparent. The edition of

1826 which Deveria illustrated was one of the very first to employ wood-engraving just

then reviving under English influence. With Goujet's engravings for the edition of 1833,

however, true Romanticism appears together with all its worst faults. Grandville's La Fon-

taine of 1839 is the first of the century in which the touch of true genius makes itself felt

[244]. Here is a complete break with the past, not only with the classical typography of the

Didots (the initials, shadow t>pes and incredibly elaborate t>'pographical ornaments have

to be seen to be beUeved) but also with the old *iS,sop cycle' which goes back at least as far as

Gheeraerts's engravings of 1567, if not farther. Like Bewick, Grandville had really observed

244. La Fontaine's Fables

y

1839. 8f ' X 5I". Illustrated

by Grandville, actual size
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animals but unlike Bewick he was fascinated by their similarities to human beings—whom
he had observed just as closely. He lacks the occasional cruelty of Bewick and his predeces-

sors but there is something of Bewick in his sudden intensities of vision; Bewick's intensities

however were caused by looking simply at the object itself, Grandville's by seeing something

behind the object; hence his curious resemblance to the artists ofthe Emblem Books.

The La Fontaine of 1839, illustrated with wood-engravings by Johaimot, Adam and others,

is a more typical book of the period. The typography is similar to Grandville, and the illus-

trations are perhaps more skilfully executed; but they are on the old lines and though the

humans are cleverly satirised the animals are stock figures.

In Dore's handsome quarto of 1 868 we find a more restrained typography which is behed

by the baroque exaggeration of the large engravings. There is no feeHng for animals at all,

only a determination to extract the last drop of melodrama from every situation. Neverthe-

less the pictures are unforgettable as so often with Dore. The small vignettes have a freer

etched quahty which is denied to the large engravings with their mechanical ruling; and they

seem to presage the coming ofthe line block which was so soon to supplant wood.

We see then a clear break between the classical and romantic styles which occurs about

1825 and coincides almost exactly with the reintroduction of wood-engraving (the 1802 La
Fontaine was an exception and its illustrations were cuts, not engravings). The classical style

of the Didots suited typography better than illustration but they used illustration more than

their opposite numbers in England and Italy, Baskerville and Bodoni. They produced many
notable books besides the three-volume Racine of 1801 for which they are chiefly famous.

In this book the engravings of Gerard and Girodet give an air of hfelessness. P. J. Bernard's

Oeuvres (1797) and Daphnis et Chloe (1800), both illustrated by Prud'hon, are perhaps more

friendly.^ But the book of theirs which undoubtedly had more influence than any other both

on literature and illustration was Bemardin de Saint-Pierre's Paul et Virginie. It had first

been illustrated by Moreau in 1789 and it was to be issued again by Curmer in 1838 with

remarkable wood-engravings in the Romantic style. But Didot's edition of 1806 was typo-

graphically the most perfect and that remarkable etching oiLes Tombeaux after Isabey with

its premonition not so much of Romanticism as of Impressionism is an eye-opener for all

who would divide art into water-tight compartments [245].

The vignettes of Alexandre Desenne are another confutation of this attitude. The early

nineteenth century is supposed to be a period of full-page engraved illustration; but all the

time Desenne was designing woodcut vignettes as well for his books which if he had been

better served by his cutters would have been almost worthy to rank with Bewick. His best

work appears in the Hermite series by de louy between 1813 and 1825 [248]. It is curious to

see how the illustrations become less mythological as the series progresses and how awkwardly

the woodcuts lend themselves to neo-classical designs. Wood is used mainly for tail-pieces

and among them are a few which were engraved by Charles Thompson, a pupil of Bewick.

Bouchot belittles Bewick's influence in France at this jimcture and claims on doubtful

grounds that Breviere forestalled many of his innovations. But there is no doubt that EngHsh

engravers played a large part in reintroducing wood into France.

In the Hermite books there are line engravings (in circular medaUions) as well as woodcuts.

This mixture ofwood and copper was often found, of course, in books of the previous cen-

tury, though Desenne's woodcuts are usually more illustrative than the decorations by

^ Prud'hon was less infected by neo-classicism chose most of the Didot illustrators from among
than most of his contemporaries but as a result his own followers.

he seems to have been disliked by David who
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245- Saint-Pierre: Paul et Virginie, 1806. i2r'x9.V'.

An etching after Isabey in the Didot edition

246. Thory: Les Roses, octavo edition, 1828-9. Illus-

trated by Redoute
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247. Goethe's Faust, 1828. i6|" x n". A lithograph by Delacroix
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, Je pars demain pour ronlinuer mon voyage

dans le doparlemenl des Bnsses-Pyrenees; mais

.•ivani de quitlcr cc doiix pavs , jc dirai quelqucs

inoU d'l'starilz , vcrilable capilale dii pa\s

basque , oh lout voyaf^eur qui n'a pas dc palrio

doil eirc Icnlii de s'cu clioisir une.

248. De Jouy: L'Hermite en Provence, 1818.
6|" X 4". A vignette by Desenne

Papillon and o±ers. Desenne is therefore a link between the eighteenth century and the

revival ofwood-engraving in the 1830's. Redoute, however, is simply a rehc of a bygone age,

delightful though his books are. Without aristocratic patronage they could not have been

produced and fortunately for him that patronage was supplied before the Revolution by

Marie Antoinette and after it by the Empress Josephine. His most famous work Les Roses

(1817-24) was produced for the latter. It consists of three volumes of stipple-engravings in

colour after his ovm paintings with a text by C. A. Thory [246]. Redoute had studied stipple-

engraving in England where he learnt to print several colours from one plate and to retouch

by hand. After 1835 he used hthography for reproducing his paintings but was never happy

with it.

Lithography had 'arrived' in France with Delacroix's Faust in 1828, one of the very great-

est of all illustrated books [247]. The process seems to have made a slower start in France

than in England and was less used for book illustration than for separate prints. In this

department, however, because of its freedom and spontaneity which so obviously suited the

Romantic temperament, it enjoyed much greater popularity than in England. From the

beginning the French saw its possibilities as a means ofmultiplying (rather than reproducing)

original drawings. Besides the Faust and the La Fontaine of 1 818 already mentioned, there

are one or two interesting books which contain lithographic plates. Voyages pittoresques et

romantiques dans Vancienne France (1820-78) by Taylor and Nodier is in the same tradition

as the Enghsh topographical books, and the lithographs (by Fragonard, Bonington and Boys

among others) have the same tenuous connexion with the text. But it is a landmark in the

development of lithography. Its pubhcation covered some 58 years and Nodier predicted in

his preface to the first volume that the journeys recorded were also to be a record of the

progress of lithography. 'And he was so far right', says Pennell, 'that in the series you can

trace the development of the art from the first pale colourless drawings ... to the elaborate

designs, the difficult hthotints, the perfectly managed colour of the succeeding volumes;

from the timid separate print to the amazingly bad and elaborate page decoration, flam-

boyant borders with pictures set in them, that filled the sections on Languedoc and Picardy

beginning in the year 1833 when medievalism was the order of the day.' But the introduction
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of photo-lithography in 1863 killed the originality of the work though good draughtsmen

still contributed to it.

Lami's and Monnier's Voyage eriAngkterre (i 829-30) in which the hthographs are cleverly

planned for hand-colouring suggests even more forcibly the comparison with the Enghsh

topographical book because of its subject matter. Beranger's Chansons of 1828 has hand-

coloured hthographs (some of the very earhest examples to be found in a book) by Henri

Monnier accompanied by wood-engravings by Deveria, And in the same year Monnier

collaborated with Bonington to produce Les Contes du Gay Sgavoir in which hthography is

set the unusual task of reproducing vignettes in what must surely have been one of the first

pieces of nineteenth-century medievahsm. But all these pale beside Delacroix's Faust which

made history not only as one of the earhest books in France to be illustrated hthographically

but also as the true beginning ofRomantic illustration.

It marks too the beginning of the great French tradition of the painter-Hthographer, soon

to be matched by that of the painter-etcher. True, many great painters illustrated books in

the eighteenth century but they never prepared their own printing surfaces. Ever since

Delacroix, but more particularly in the present century, France has never lacked great

painters who were ready to turn their hand to hthography, engraving, etching, aquatinting

or wood-engraving in order to illustrate books. There is no contempt for the processes of

reproduction nor even an attitude of condescension such as we often find among the painters

of other nations. On the contrary, there is often a surprising virtuosity and an ability to

extract more from those processes than the professionals were able to do. Delacroix was no

exception. He instinctively understood the peculiar quahties of lithography and many of his

effects, his dense velvety blacks for instance, could have been obtained by no other medium.

It is these that give such an exciting quahty to the night scenes in which Faust abounds. And
considered as documents of the Romantic movement these pictures with their excitement

and intensity are unsurpassed. 'I admit', said Goethe himself rather ambiguously, 'that M.
Delacroix has surpassed my o\vn idea of scenes I made myself.' By 1834 when Delacroix

started a set of hthographs for Hamlet (which were never issued as a book) the effervescence

had partly subsided.

The Faust lithographs were of course printed separately and were therefore hors-texte.

They had no influence on the typography of the book nor were they influenced by it. W. J.

Strachan has suggested that in this way lithography helped to break the dominance of the

vignette and gave the painter-lithographer the freedom he needed. Whether this has bene-

fited the book is a different matter. No illustrations could be more completely divorced from

their text than those of the contemporary French edition-de-luxe; and physical separation

inevitably leads to spiritual separation of course. It is not surprising that in spite of Dela-

croix's success lithography was used much more for caricatures and separate prints than for

book illustration during the remainder of the century. In the hands of an artist hke Daumier

it was'the perfect process for such work. We can only regret that Daumier has left us but one

book from which to judge his mastery of the process, Les Cent et un Robert-Macaire (1839-

40) and even this is more a collection of caricatures than a book, in spite of a substantial text

by Alhoy and Huart [249]. Daumier, unlike Gavarni, seems to have been interested more

in the freedom that lithography gives than in its tones. He uses chalk textures but ±ese are

obscured in the coloured versions of the plates which are found in some (less successful)

copies. This is a good example of what we may call 'caricaturist's illustration', a type that

was very cormnon in France at this period and whose other great exponent was Gavarni. Its

characteristic is that each picture is self-contained and almost self-explanatory. In Robert-
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249. Alhoy and Huart: Les Cent el un Robert-

Macatre, 1839-40. io|"x8f. Lithographs by
Daumier

250. Lesage's Gil Bias, 1835. 10
" x 6". Wood-

engravings after Gigoux
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251. Chants et Chansons populaires de la France, 1843. i^l " ^ 6|", Steel engravings after

Daubigny, Meissonier and others
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Macaire a long and elaborate legend is built into the picture, but the attitude and above all

the face of the chief actor carry so much weight of meaning that the legend is ahnost super-
fluous. A much later book of Gavarni's carries the method even farther. This is Dumas's La
Dame aux Camelias (1858) which is illustrated with full-page wood-engravings, one for each
character in the story. The sohtary figure is shown without background, ahnost without
gesture, again expressing everything in the pose and the facial expression. It is a technical
triumph but the effect is curiously static.

After about 1840 lithography was used seldom in books until the end of the century,
though it was often used for collections of prints in book form.^ Phihp James has said that

its history in France as distinct from other countries *is remarkable for the fact that at no
time did it become submerged in commercial vulgarity'; and it is a fact that France escaped
the oily horrors of the chromo-lithograph in which England and Germany were revelling at

the mid-century. We find it used reproductively in occasional works like Limitation de

Jesus-Christ (1858) published by Curmer who also produced many of the best wood-
engraved books. UImitation, like the Contes du Gay Sgavoir and the similarly lithographed

work of Noel Humphreys and Owen Jones in England, goes back for inspiration to the illu-

minated manuscripts. Unfortunately, it is a mixture of many manuscripts, Xes plus belles

pages de toutes les epoques' says the pubUsher; and this includes oriental work! The result

is violent indigestion for the reader, though taken singly there are many fine pages. Curmer's

little Livre de Manage which Meissonier illustrated also has something of the medieval

quahty but price imposed restraint here.

It was not until the very end of the century with Lautrec, Fantin-Latour and Redon that

lithographic illustration revived. Its chief competitor was wood-engraving which came back

triumphantly in the thirties. Far from divorcing illustration from the text, as lithography

tended to do, wood-engraving married them ever more closely. Blocks are embedded in the

type and one is overwhelmed by the sheer quantity ofthem, so that itsometimes seems as ifeach

word is being illustrated. (This is literally the case in some parts of La Chaumiere indienne.)

It was from England that the impetus came. Charles Thompson, Bewick's pupil, was invited

to Paris in 181 7 by Didot and he soon trained a school of native craftsmen, chief among
whom were Porret and Best. He was followed too by other English engravers so that by 1830

there were almost enough highly skilled engravers to satisfy the enormous demand—a demand
which as in England came from the newly founded magazines as well as from book publishers.

The coincidence of this revival with the Romantic revolution in Hterature was not wholly

a matter of chance. The reaction against classicism seems to have been particularly violent

and it extended to the classical methods of illustration such as line-engraving. Medievalism

was the rage and woodcuts were of course used during the Middle Ages—or as near to the

Middle Ages as made no matter. We find this same 'Gothic' setting in the horrific novels of

Mrs. Radchffe and others which were now appearing in England; but there is a world of

difference between Enghsh and French Romantic illustration. In England there was more

pre-occupation with landscape and less with medievalism. True, men like Noel Hum-
phreys made a serious study of the Middle Ages but that was a very different thing from the

somewhat bogus use of medieval motifs for decoration, just as absurd in its way as David's

neo-classicism which it reacted against.

Another effect of the Romantic movement was to democratize books.- One would have

' Pans el ses Environs reproduits par le Daguerro- -Ten thousand copies of Curmer's Paul et

type (1840) is the first book illustrated by photo- Virginie were printed, a very large edition for

graphs, here redrawn for litho. those days.
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252. Nodier: Histoire du roi de Boheme, 1830.
9" X 5". Wood engravings after

Tony Johannot
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expected this to happen in the political revolutions which occurred some forty years earlier

but it did not. The harbinger of this change, as in England, was the illustrated magazine.

The Magasin pittoresque was founded in 1833, three years after the appearance of Nodier's

Histoire du roi de Boheme in which were some of the earliest wood-engravings of Tony

Johannot. This is probably the first book of the period in which the vignettes were set

within the text; previously they had always been head or tail-pieces [248]. The new fashion,

which henceforth became the rule, permitted an intimate contact between text and illustra-

tion, and prompted the excesses which we have already noted. We even find in this book a

few cases of type running round the block on all sides [252] a development that was later to

be used in the picture initial. But it was not until 1835 that the typical Romantic illustrated

book appeared. This was Lesage's Gil Bias which Gigoux adorned with nearly 600 wood-

engravings [250]. Their profusion is as typical as their style. The book appeared in parts and

as it progressed more and more engravings were included by public demand.

Contemporary witnesses say that books at this time were bought for their vignettes rather

than their text, and these were criticized in detail by reviewers. Books began to have a snob

value among the bourgeoisie to whom their literary worth was of minor importance. Thus

the feebler works were often the best served, even though the period was prolific in novels

like those of Hugo, Balzac or Dumas which lend themselves notably to illustration. The

comparatively small band of illustrators must have been greatly overworked and we find

new engravings being eked out with stock blocks from a recueil d'illustrations typographiques.

Keepsakes are as popular as elsewhere until about 1842 and we often find the same steel-

engravings in French and English volumes. A new kind of literature peculiar to France is

the physiologie, a facetious little book, usually in a yellow cover, devoted to the description
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of one particular human type. Bouchot has said that it did for the nineteenth century what
the Emblem Book did for the sixteenth. Daumier illustrated one or two, such as the Physio-
logie du Rentier (1840) but the classic in this field (which may in fact have started the craze
off) was a larger book, the very successful Les Franfais peints par eux-memes (1840), the chief
illustrator ofwhich was Gavami.

The period between 1835 and 1845 in France is comparable with the sixties in England
and is in fact more fruitful in books because not so much illustration went into magazines.
In France too the Romantic idea gave a stronger impetus and a sense of unity which was
lacking in England. Typographically there was little to choose between the two periods.

Gil Bias has the double-rule borders beloved of English printers and, especially towards the

end of the period, we meet in books many ofthose monstrously decorated types which French
founders were copying so avidly from their English neighbours.

Victor Hugo's first illustrated edition of Notre Dame de Paris which appeared a year after

Gil Bias was an equally influential book but not because of its illustrations. These were the

work of Tony Johannot and his brother, the former one of the most prolific illustrators of
our period. He had already illustrated a Moliere and a Don Quixote, both of them books
which exemplify the Romantic virtues—liveUness, evocation and fun—and the Romantic
vices—slovenliness, facility and inaccuracy. Notre Dame was reactionary in the technique of

its illustrations, which were steel-engraved. Steel had followed wood from England but it

did not find much favour in France though it was used for a few notable books, like Balzac's

Peau de Chagrin of 1838, the first and only volume of a projected series of illustrated Balzacs.

Unlike Notre Dame which has only full-page plates, Peau de Chagrin has vignettes in the

text. Les Contes de Perrault (1843) goes one step farther for it is steel-engraved throughout,

both text and illustrations. Another book with steel-engravings. Chants et Chansons Popu-

laires de la France (1842-3), in which a large number of artists were represented, is one of the

very finest books of the whole period [251]. The illustrations of Daubigny, Meissonier and

many others have here a distinct air of the eighteenth century and the way the pictures form

a border to the verses remind one of the best Venetian books of that period. Exuberant

though the engravings are, the fact that they are engraved seems to impose a discipline that

would have benefited many other Romantic books.

Steel-engraving was not the only intaglio method to survive. Etching was used by Celestin

Nanteuil for many frontispieces to Victor Hugo's works, each with its pseudo-Gothic

border in the true Romantic manner, and crude childlike letters which may have been a

reaction against the precision of line-engraved words. Thus, as Michel says, Tor a conven-

tional antiquity was substituted a no less imaginary Middle Ages, which had however the

redeeming merit of being more Uvely and entertaining. For while the antique of 18 10 had

been chill to the point of being depressing, the Middle Ages of 1830 were staggering and

exciting and ala§! boisterously hilarious even on the bloodiest occasions.' Apart from a few

books like Le paysagiste aux champs (1866) with etchings by Corot and Daubigny, etching

thereafter disappeared from the book until its revival in Sonnets et Eaux-fortes in 1869.

The edition of Robinson Crusoe published in 1836 is a real document of Romanticism

which yet manages to exude a sHghtly eighteenth-century air. Translated by Petrus Borel,

one of the leading litterateurs of the charnel-house school, it contains about 250 wood-

engravings designed by Deveria, Boulanger and Nanteuil. The same elaborate border is used

for the full-page pictures throughout the first volume and another throughout the second

[253]-

There is nothing of the eighteenth century except the text about Curmer's famous 1838
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253. Defoe, translated Borel:

Robinscn Crusoe, 1836.

8 J" X 5". A wood-engraving
after Deveria

edition oi Paul et Virginie, probably the finest book of the whole period. A host of different

designers and engravers were employed, their names conveniently displayed in an index.

Many of the engravers were English' and they worked from designs by Meissonier, Isabey,

Franfais, and of course Johaimot. Although the book has been so greatly praised for its

typography it is less successful in design than as a piece of printing. The presswork is

superb, but the text is too much broken up by engravings, especially in La Chaumiere

indienne [254]. The gradual eclipse of the fiill-page picture, so typical of this period, can

almost be seen in progress and it is balanced by the emergence of the initial-picture. We are

reminded of the historiated initial of medieval manuscripts; but the difference is this: the

illuminated initial was designed round the shape of the letter whereas these printed initials

have no influence at all on the design and are in fact quite insignificant—an excuse only for a

picture, by which they are quite overpowered.

The most exciting and unexpected illustrator of this period is Grandville, a sort of nine-

teenth-century Bosch, whose work is often quite unlike any of his contemporaries'. In the

^ There seems to have been a shortage of good
French wood-engravers until quite a late date.

Curmer wrote in the preface of a book published
just before Paul et Virginie 'We were compelled
to have recourse to England to complete our
work. . .

.' And in Janin's U^te d Paris (1843)
Lami's wood-engraved vignettes and also the

steel-engravings were produced in England [255].

Facsimile wood-engraving is generally held to

have started in England with Bewick's pupils, to

have been developed in France first, then Ger-
many (by Menzel) and finally to have been rein-

troduced to England by the Dalziels.
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present century we find echoes of it in surrealism, and the surreaHsts have done his reputa-

tion a disservice by claiming him as a forbear; but in Grandville the shock is tempered by
humour and sometimes by sentimentality. He was much more successful with animals than
with humans, and in black-and-white than in colour. His edition of La Fontaine's Fables

(1839) has already been mentioned [244]. His Robinson Crusoe of 1840 and his Scenes de la vie

privee et publique des animaux (1842) are delightful and so is the strange Un Autre Monde
(1844) with its exotic typography [256]. Les Fleurs animees (1847) is a little too pretty for it

gives less scope to his curious humour. His Don Quixote of 1848 with steel as well as wood-
engravings is rather ordinary.

The typical book of this period contains work by several illustrators and Grandville him-
self sometimes collaborated with others in this way. Often, too, its text was by different

authors who combined to produce a sort of miscellany such as Les Frangais peints par eux-

memes, already mentioned. Although this particular book was widely imitated abroad the

type remains peculiarly French. Le Diable a Paris (1845) which also contains much work by
Gavarni is even more of a hotch-potch for it lacks the unifying idea of the former book. But

Journal de VExpedition des Fortes de Fer (1844) is more homogeneous [257]. Raffet who
had already illustrated Paul de Kock's Oeuvres (1830-5) with small copper-engravings was

the chief illustrator and he was helped by the excellent printing of the Imprimerie Royale

and the toned paper (imitative of rice paper) on which the cuts are printed. The full-page

illustrations of that grisly book, Janin's UAne Mort (1842), are also printed on a yellowish

background which distinguished them from the vignettes. This latter is a well-printed book

with many excellent wood-engravings by Johannot.

Wood-engravings printed in colour were never as popular in France as in England. But

there is one interesting experiment by Gavarni, though this was itself printed in England.

Gavarni in London (1849) has wood-engravings printed in two colours giving an effect

reminiscent of the sixteenth-century chiaroscuro woodcuts or of the lithotint [258]. But

unfortunately this experiment was not followed up.

Dore is often called the last of the Romantics and his work, dominating the empt}^ years

between 1850 and 1880, does in fact link the disparate beginning and end of the century.

His output was enormous and, like his opposite numbers in England, he worked also for the

magazines, particularly Le Monde illustre. He used reproductive engravers of course but he

knew how to enable them to get the utmost from the wood-block on which his designs were

directly drawn. Later however he tended to treat the wood almost as if it were copper and

gave his engravers wash drawings to work from. Thus there is a steady progression in his

work from line to tone but it is hardly a progression in quahty. In his own day his fame rested

upon the great folios but we find the earlier books more to our taste.

The Rabelais of 1854 is not very successful but in the same year he produced the Histoire

pittoresque, dramatique et caricaturale de la Sainte Russie, a brilliant comic strip sequence

based on the Swiss Topffer's 'Album de Caricatures'. Then in 1855 came the Contes drola-

tiques of Balzac [260], which is one of his very best books with its numerous small engravings

embedded in the text. Beuveen 1861 and 1866 appeared his Dante. 'My idea', he says, 'was

... to produce in a uniform style an edition of all the masterpieces in literature of the best

authors, epic, comic and tragic' But to begin with no publisher would back this project and

he brought out the Inferno at his own expense in 1861. Here and in his Don Quixote of 1863

there is as much tone as line and the illustrations begin to assume the appearance of paint-

ings. In spite of his enormous success—at this period he was illustrating several books simul-

taneously—Dore longed to be a painter. But Paris had no use for his huge canvases. His
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Bible^ of 1866 made him so famous in England however that his rehgious paintings found a

ready sale there at the Dore Gallery in Bond Street, His stay in England resulted in two

other famous books, Idylls of the King (1868-9) and Jerrold's London (1872). The former is

illustrated not by wood but by steel-engravings based on separate wash drawings, and this

departure from his usual methods is not very successful.

Dore worked generally from black to white and in these great folios (which are always

well printed) the illustrations take on the quality of mezzotints with their rich blacks so

suitable for the dark and menacing scenes in which he delighted so much. He has a certain

affinity with John Martin in the gloom and horror ofmany of his scenes, also in the impres-

sion of size which he managed to produce in quite a small picture. There is a strongly vertical

feeling about many of his illustrations which gives them on occasion an almost vertiginous

quality. But this abihty to extract so much from a small space is unfortunately counter-

balanced by his habit of accumulating too much detail whenever he had more space at his

disposal. Nevertheless he is unsurpassed in what Lehmann-Haupt calls his 'agreeable terror'

which probably had a formative influence on the Surrealists just as it undoubtedly de-

rived partly from Grandville.

Dore's effect on French illustration was far from being an unmixed blessing. He has been

accused of killing the vignette and it is a fact that although we still find vignettes in for in-

stance Les Contes Remois which Meissonier illustrated in 1858 (a book which Pennell calls

the finest ever produced in France) they are painter's rather than wood-engraver's designs.

Paris in the Second Empire was the most exciting place in Europe and it had in Constantin

Guys and others of his contemporaries a band of artists who were unsurpassed in their

presentation of the social scene. It is a mystery why books should have profited so little by

their activity, and it seems likely that Dore's inflated reputation had something to do with it.

After Dore the use of tone in wood-engraving fell into disfavour (perhaps the advent of

photo-engraving, in which the line block was perfected before the half-tone, had something

to do with this), and the best wood-engravings of the nineties such as those of Lepere were

linear. But in the meantime countless children's books and adventure stories, those of Jules

Verne for instance, were being competently illustrated with drawings that could equally

well be reproduced on wood or by line block. The most original book illustration of the

sixties and seventies came from the etchers. We last saw etched illustration in the frontis-

pieces of Nanteuil in the thirties. After this it disappeared from the book, just when it was

being taken up by the painters of the Barbizon school. It soon became a craze not only in the

form of 'painter-etching' but also for reproductive work, and in 1868 Henriquel-Dupont

originated the Societe frangaise de Gravure to save line-engraving from a similar fate.^

Etching in fact was taking the place of lithography in the affections of the amateur just as it

had already done in England. In 1862 Baudelaire pointed out the affinity of etching to the

art of the poet; and in the same year appeared Delvau's Histoire anecdotique des cafes with

etchings by Rops and Courbet. These designs though unsuccessful because they show little

regard for the requirements of the book are important because they mark the transition from

romantic to contemporary etching. In 1869 Sonnets et Eaux-fortes was published. The forty-

two etchers and poets who co-operated to produce this book belonged to the Parnassian

» In this great Bible with its pictures which ^ He supervised the 1865 edition of Musset's

occur at regular intervals of four or eight pages Poems with steel engravings by Bida. This work
Dore solves the difficulty of illustrating the pro- although indifferent in quality helped to break

phets and the epistles by simply producing extra down the barrier between the reproductive en-

engravings for the more readily illustrated books gravers and the vignettists whom they considered

and letting them appear out of their context. their inferiors.
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Wood-engravings after Grandville
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1844. 10 J" \ 7 ".Wood-engravings after Raffet and others



292

258. Ed. Albert Smith: Gavarni in

London, 1849. 10" x 7I". Wood-
engraving aJfter Gavarni in two
colours

259. Sonnets et Eaux-fortes, 1869.

14" X lOj". Etching by Manet to

illustrate Fleur exotique
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260. Balzac: Comes drola-

tiques, 1855. 8"

engravings after Dore
4I'. Wood-

261. Clemenceau:

du Sinai, 1898.

With lithographs

louse-Lautrec

Au pied
10" xyi".

by Tou-
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263. Prevost: Manon Lescaut, 1889.

91" ^ 6j". Illustrated by Leloir
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264. Huysmans: Croquis

parisiens, 1880. 8i" x 6".

The frontispiece etched

by Forain

school whose object was to protest against the excesses of Romanticism. Among them was

Dore who contributed one of his earhest etchings, and Manet who is represented by the re-

markable Goya-like Tleur exotique' [259].

During the last twenty-five years of the century there were few good books with etched

illustrations, probably as a result of the coming of the photo-processes which drove etching

from the book publisher to the print-seller. There are two books of Huysmans, however,

for which Forain did some outstanding etchings. Marthe (1879) has only a frontispiece and

in the Croquis Parisiens (1880) he shared the illustrations with Raffaelli; but we can see

enough to regret that he was not invited to produce many more designs for this strange

author [264].

It was at about the time ofthe publication of Sonnets et Eaux-fortes that Manet threw in his

lot with the Impressionists and we are reminded of the excitement of this moment in French

painting. But Impressionism seems to have had little immediate effect on illustration. It

relied on colour to represent light and colour was virtually denied to the illustrator of the

mid-nineteenth century. Of all the Impressionists however Manet was the one most able to

adapt himself to black-and-white' and his lithographs for Poe's The Raven (1875) show an

• A colour lithograph of his dating from 1874 were enjoying a vogue in the 70's, are likely to

is said to have led to the renewal of original colour have had more effect than a single print by
lithography as practised by Lautrec at the end of Manet,
the century. Bui the posters of Jules Cheret, which
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instinctive grasp not only of the capabilities of lithography but also of imaginative illustra-

tion [265]. It is interesting to compare them with Dore's sentimental wood-engravings for

the same poem pubHshed eight years later in the year of his death. By means of transfer

paper which was just coming into wider use Manet was able to draw with the brush and the

resulting lithographs have a distinctly painterly quality, which Dore for all his efforts at

tone never achieved. As Fehx Man says, Manet was the first painter of standing since Dela-

croix to concern himself with the stone, but it is going too far to add that 'he must be re-

garded as the father of modern hthography and book illustration'. His work in books is

woefully small. Apart from the two contributions already mentioned he also illustrated with

etchings a poem by Charles Cros called Le Fleuve in 1874 and provided a wood-engraving

for Mallarme's Apres midi d'un faune in 1876. He is however the first of the modem
French painter-illustrators and of his graphic work Roger-Marx says *An ally of the impres-

sionists, Manet in his etchings ... is the first to give a foretaste of that complete dis-

organization of form by light which ends in suppressing the contour'. It was however

to lithography that his successors naturally turned as the printing process most nearly

related to painting and the most diverse from the time-honoured technique of engraving.

The fact that his work was commissioned at all shows that the traditionalist French pub-

lisher was beginning to change his attitude to the unpopular Impressionists; and in the

closing years of the century the avant-garde painters were actually being sought after as

illustrators.

The illustrations of Fantin-Latour are a warning of the dangers that lithography holds for

a painter. The freedom conferred by it seems to have been an invitation to the type of 'imagi-

native illustration' that even now sometimes bedevils our books. He illustrated works by

Jullien on Wagner (1886) and Berlioz (1888) with lithographs bearing such titles as 'Wagner

and his muse'. It is not until we reach the few books illustrated by Redon and Toulouse-

Lautrec that we find again the work of a master. Odilon Redon produced true 'imaginative

illustrations' (which foreshadow surreahsm) in Picard's Lejure (1887) and for Lytton's La

Maison Hantee in 1896, though the latter were never made into a book. He also produced

several frontispieces for Belgian publishers. Lautrec's posters had already shown his skill in

lithography. His illustrations for Clemenceau's Aupieddu Sinai {i%^%) and Jules Renard's

Histoires naturelles (1899) are enchanting [261]. The freedom of lithography which Fantin

abused is here exploited to the full and with triumphant effect.'

Lautrec's debt to Japan is obvious; but it was on the French Impressionists that the

Japanese colour-print made its first European impact in the sixties. The influence on these

painters of its colour simphfication is well known, but its effect on the development of the

colour hthograph at the end ofthe century was even more potent. To begin with, this develop-

ment was confined to posters and to the various series of prints which VoUard launched in

the nineties. Then there are albums like Henri Riviere's Les Trente-six Vues de la Tour Eiffel

(1888-1902) which is obviously inspired by Hokusai's Thirty-six Views of Fujiyama and

which helped to revive printing in water-colours from the wood-block. But it is not until the

next century that at the hands of Bonnard and others the book begins to benefit, and then

the results are truly spectacular. There was however one book which appeared in 1893 and

which gave promise of new developments in colour lithography. This was Andre Gide's

Voyage d'Urien, probably the first book illustrated by Maurice Denis. Denis, most of whose

' In 1931, long after Lautrec's death, appeared E. dc Goncourt's La Fille Elisa, a {acsimile of a.

copy of this book which Lautrec had illustrated very freely in water-colour.
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With lithographs by Manet
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work falls in the next chapter, was already famous enough to have his name hyphened to the

author's on the title-page and had recently issued a manifesto calling for a revival of ornate

pages like those of the medieval manuscript. It is the more surprising to find these exciting

lithographs printed in two colours one ofwhich is a background tint which changes through-

out the book and is sometimes scraped away to make a high light [262]. Nothing could be

less like an illuminated manuscript or indeed less like Denis's later work.

The photo-mechanical processes, when they arrived, resulted in the same lowering of

standards as in England. Between 1873 ^^^ 1897 fo^r new bibliophile societies came into

being where there had only been one before; and these were ostensibly founded to enable

fine books to be produced. But many of their members became obsessed with the fetish of

the limited edition and the result of their efforts was a fiow of pretentious books like Les

Quatre Fils Aymon which Eugene Grasset illustrated in 1883. This is one of the earliest

books in which colour was printed by Gillot's new process but the result, though excellent

technically, is hardly reassuring. The illustrations are nearly all marginal but they often take

up the greater part of the page and sometimes they exude splashes of colour which run across

the page under the type. The colours are dingy and generally flat but here and there a certain

amount of tone is introduced. Where the borders are plain they generally follow Celtic

patterns but these are unmercifully distorted to suit the artist's whim. Altogether it is a

ghastly example of what can happen when the decoration assumes more importance than

the book itself.

It is however important because it is the first book in what the French call 'modern style'

and the English (perversely) 'art nouveau'. Its colour scheme as well as its decoration set a

new fashion and we shall find both in many books which come after. Two of the most popu-

lar illustrators in this style were, hke Grasset, foreigners, Carloz Schwabe and Alphonse

Mucha. Lucien Pissarro was French but he worked mostly in England. In Schwabe's illus-

trations for Zola's Le Rive (1892) we can discern Japanese influences [266]. Whatever we

may think about the overcrowded pages of this school (caused by a horror vaciii such as we

find in Walter Crane and the Kelmscott products), most of these books at least had the merit

of being designed all of a piece. This certainly applies to Mucha's lithographs in yellow and

green for Ilsee^ Princesse de Tripoli by Robert de Flers (1897).

One particular fetish of the bibliophile societies was the eighteenth-century pastiche for

which the enthusiasm of the Goncourts was partly responsible. This extended to the texts

chosen for illustration and it is indeed strange that this period, which was so rich in great

poetry, should not have provided illustrations to match. The professionals of the time simply

were not interested and it was not until the twentieth century that the symbolist poets found

worthy collaborators in the peintres-graveiirs and a new st>'le of illustration in keeping with

their own originality. In the meantime we find the engravings of Eisen, Fragonard and their

fellows served up again and again, particularly by Jouaust, the publisher for the Bibliophiles.

He had a penchant for the eighteenth century but oddly enough he often reproduced this

work by photo-engraving, a habit which caused some protest among the more purist of his

members.

One illustrator however showed some skill and imagination in handling one of the new

processes. Daniel Vierge's drawings for Pablo de Segovia (1882) are reproduced by means of

gillotypes, the forerunners of the modern line blocks. These had already appeared three

years earlier in one of Dore's last books, his Ariosto, but their use had not altered Dore's

accustomed style. Vierge however relied on the photo-mechanical method to reduce the

size of his drawings and so to tighten them up considerably. The result is some very fine
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line-work that must often have been difficult to print, but which was also quite different

from anything that had hitherto been produced by wood [267]. Pennell who wrote an intro-

duction to the English edition of 1892, and in it compares Vierge with Diirer and Holbein,

says rather ambiguously that Vierge reckoned on this reduction though the appearance of

his work was changed by it. The illustrations in the English edition are more impressive

than the French just because they are not reduced so much.

Vierge also illustrated Victor Hugo and Poe (who was enjoying a vogue at this time among

French artists). But he did nothing better than Pablo de Segovia nor did any of his contem-

poraries. One of them, de Neuville, who had worked under Meissonier, illustrated A Coups

de fusil (1876) by Quatrelles with drawings that were among the first illustrations to be

reproduced by gravure. But they are not otherwise remarkable. Then there is a curious

series of Uttle books in the eighties with their illustrations reproduced by the Guillaume

half-tone process. Tartarin de Tarascon with its curiously photographic illustrations by

Myrbach and Rossi is one of the better examples. Maurice Leloir illustrated a few books

in colour by the new processes, both in France and England. His Manon Lescaut of 1889

is one of the best of these, the colour plates curiously reminiscent of stipple-engravings.

There are small black-and-white wood-engravings at the top of each page [263]. Louis

Morin, himself a writer and illustrator of decorative children's books, compiled in 1 893

a pretentious volume called French Illustrators, which gives a deplorable picture of illus-

tration at this time. The demand seems to have been for books illustrated with reproduc-

tions of paintings; and by the side of these pictures Victorian academism has nothing to be

ashamed of.

266. Zola: Le Revr, 1892.

io|" X i\". Illustrated by
Schwabe
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267. QueverdoyVillegas:

Pablo de Segovia, 1882.
8" X 5}". Pen drawings

by Vierge reproduced by
gillotype, an early form
of line block

Fortunately however there were still a few wood-engravers^ like Auguste Lepere and at

least one publisher, Pelletan, with some notion ofhow a book should be designed. Although

in his early work he imitated Dore's tonal effects, Lepere understood wood far better than

Dore, and usually engraved his ovra designs. He also understood the menace to it of photo-

graphy which he castigated in the following words: 'Formerly when an engraver had a work

to reproduce it was absolutely necessary for him to see it. . . . His art was that of trans-

position. . . . Photography has come to change all that. It has facilitated the task of the en-

graver who for the most part has not even seen the work he reproduces ... a photograph forms

a perfect gamut in which nothing can be changed without losing everything Photography

is a reproduction; it becomes a betrayal.' Most of Lepere's best work, his remarkable illus-

trations to Huysmans, for instance, falls in the next chapter, but his career as an illustrator

began in the nineties with a series ofbooks which he illustrated and supervised for the famous

bibliophile, Henri Beraldi.

In the nineties, too, occurred a revival of interest in woodcutting (as distinct from wood-

engraving). Gauguin- claimed to have started this but it seems to have begun quite spon-

taneously. It was promoted by the magazine L' Ymagier which was founded at this time by

Remy de Gourmont and Alfred Jarry and which was itself illustrated in this fashion.

V Ymagier also sponsored a few curious books like Gourmont's Phocas which are quite

unlike anything else produced at this time. Jarry's Ubu Rot (1896) containing two primitive

cuts by the author, was published by another magazine, Mercure de France, which was run

by Gourmont.

* They had their apologist in Felix Bracque- illustrated manuscript Noa Noa was only pub-

mond whose Etude sur la Gravure sur Bois was lished in part as magazine articles in 1897. It was

pubHshed in 1897. not until 1926 that a facsimile edition appeared in

* Gauguin did no work for books and his own Germany.
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Edouard Pelletan, the publisher, was also devoted to the use ofwood at the beginning of

his career though he recanted later. It was unfortunate that his entry into pubhshing in 1899

came too late to save the end of the century from being perhaps the poorest period in the

whole history of French illustration. His precepts were better than his practice for few of

his books are distinguished. ^ He beheved in suiting the type-face to the spirit of the text and

he thought that illustration should be as closely integrated too. This led him to favour the

wood-engraving and later on he came to think the line-engraving preferable to etching for

the same reason. 'To illustrate a book', he said, 'is to interpret a text and to decorate a

page.' Such dicta, banal though they may sound to us, were among the first formularies

of the aesthetic ofbook illustration and they had a considerable effect on Pelletan's contem-

poraries. Just as important was his conception of the beau livre democratique in opposition

to the limited edition of the bibhophile, though this idea has never really found favour in

France.

Nothing has yet been said about the technical works of this century though it was of

course a period rich in books with documentary illustrations. But the coming of photo-

engraving while it perhaps added to accuracy deprived these illustrations of all their aesthetic

importance. There are a few works however like G. Thuret's Etudes Phycologiques (1878)

which still use the old methods. This book has exquisite engravings of algae after the designs

ofA. Riocreux.

AMERICA

American illustration of the nineteenth century derived wholly from Europe. It shows no

Mexican or Spanish influences and not until comparatively recently has it struck out in its

own direction. It has often been distinguished however by brilhant or novel techniques,

from the days of the early steel-engravers of bank-notes down to the amazing reproductive

wood-engravings of Timothy Cole after the paintings of the Old Masters. And right at the

end of the century we have a last example of nature printing in Denton's wonderful book of

1900 on moths and butterflies.

There is little to record before the nineteenth century. Several books appeared in the

previous century with engraved illustrations but none ofmuch distinction. Crude woodcuts

adorned the broadsides which appeared frequently throughout the eighteenth century and

also the almanacs which began with Benjamin Franklin's Poor Richard's Almanac in 1733

and culminated in the Davy Crockett series of 1830-50. Philip Astley's Modern Riding

Master (1776) is one of the earliest books with illustrations ofany promise. In the 1790's two

illustrated Bibles appeared but they are of httle interest. In the early years of the new century

however there was a great deal of line-engraving after English originals for reprints, such as

Hayley's Triumphs of Temper (?i8o9) which has plates by Joseph Seymour.

The Birds of America by J. J. Audubon was published in London between 1827 and 1838.

It is not therefore strictly an American book but it may be convenient to mention it here

because Audubon was an American painter. Sacheverell Sitwell says of this work that it is

'all in all one of the American achievements in the world of art'. The illustrations were

aquatinted by the Havells in the best tradition of the English colour-plate book and then

hand-coloured, but the American edition which was pubhshed in a smaller size in i860 was

^ Some account of them, particularly of those

illustrated by Steinlen will be found in the next

chapter.
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and shall serve theni;

and 'ihey shall afllirt them four hundred

years:

14 And also that nation whom they shall

serve, 'will I judt;e: and afterward 'shall they

come out with eTP>' substanre.

1.5 And thou shalt go to ihy fathers in

peace; Hhou shalt l>e buried in a gocnl old age.

16 But 'in the fourth generation they shall

come hither again: for the iniquity 'of the

Amorites 'is not yet full.

17 And it rame to pass, thar when the sun

went down, and it nas dark, behold a smo-
king fumare. and fa burning lamp that 'pass-

ed between those pier«»s.

18 In that same day tlie I.oru 'made a

covenant with Abram. saving. 'I'nto thy seed

have I given this land, from the river of Egypt
unto the great river, the river Euphrates:
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21 And the Amorites, and the Canaanites,

and the Girgashiies, and the Jebusites.

CHArTER XVI.
I Stnl, bant hvrtn. gnMh Hafmr 10 Alwmjn A HlfW. htBlf tJlllcl-

•d far (te^Mnf Imv njanvm. njniwih tway 7 Aa aiMvl aaodaUi
bat harklo aubaut brraflf. 1 1 an) idWUi bar (i< kai cklld It I*

OW Sarai, Abram's wife,

Miare him no children: and
she had a handmaid, 'an

Egyptian, whose name iron

'Hagar.

2 .\nd Sarai said unto
Abram. Behold now. the Loan 'hath restrain-

ed me from bearing: I pra\ thee 'go in unto
my maid: it may be thai I mav fobtain chil-

dren l>y her .\nd Abram 'hearkened to the

voice of Sarai.

3 And Sarai. .-Miram's wife, look Hagar her

maid the Egyptian, after .Alirani 'bad dwelt

ten years in the land of Canaan, and gave her

to her husband Abram to be bis wife.

4 1 And be went in unto Hagar. and she

conceived: and when she saw that she had
conceived, her mislre.s.s was 'despised in her

eyes.

6 And Sarai said unto Abram, Mv wrong
hf upon thee: I have given mv maid into thy

liosom: and when she saw that she had con-

ceived. I was despised in her eves: 'the Lobd
judge betv^een me anil thee.

6 'But Abram said unio Sarai, 'Behold, thy

maid i* in th\ hand: do to her fas it pleatetn

268. The Harper Illuminated Bible, 1846. 13' x 9 "• Wood-engravings by Adams after Chapman
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Had bei-n to us companionship,

And, in our lonely lift, had grown

To have an almost human tone.

As night drew on. and, from the crest

Of wooded knolls that ridged the west.

The sun, a snow-blown traveller, sank

From sight beneath the smothering bank.

We piled, with care, our nightly stack

Of wood against the chimnev-back.

—

269. Irving: Knickerbocker's History of

New York, 1850. Si" x 6". Wood-engrav-

ings, after Darley

Whittier's Snow-hound, 1868

x5|'

after Fenn
Wood-engravings by Linton

271. Bryant's edition of Shakespeare,

1888. 12" X 9". An illustration to Hamlet

after a painting by Darley
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lithographed. As in Thornton's Temple of Flora the backgrounds of these paintings make
them into something much more than mere documentary illustration.

It was however in steel-engraving that America made her most original contribution during
the early years of the century. In 1810 Jacob Perkins substituted steel for copper in the
engraving of bank-notes and the use of the new material soon spread to Europe. The various
devices used by the early engravers of bank-notes were bound to lead to a mechanical man-
ner unlikely to benefit book illustration but nevertheless there were a few interesting books
by men like A. B. Durand who were active in both fields. W. C. Bryant's The American
Landscape (1830) has steel-engravings by Durand, sometimes after his own designs, some-
times after others. It paved the way for a later more famous book by the same author.
Picturesque America (1872-4), which contains steel and wood-engravings, many of them by
English craftsmen. This is a much more accomplished affair and it exemplifies too the delight

of the American in his own landscape, just as the earher topographical works do in England.
Steel-engraving seemed to persist later in America than in Europe and the keepsakes with

which it is always associated persisted too. As in England we find the m.ixed methods of
intaglio engraving (scraper, burin, roulette, ruling machine and stipple) which always seem
to be associated with a decadent style. But it was in wood-engraving that the real future of

American illustration lay and it was a wood-engraver, Alexander Anderson, who can most
properly be called its father. W'e have already met Anderson as an imitator of Bewick. His

copy of Bewick's Quadrupeds was pubhshed in 1802 and it was followed by many imitations

of contemporary English work. He also engraved occasionally on type-metal, a practice not

uncommon in America at that time. Though there was little that was original in Anderson's

enormous output he opened up the way for the facsimile engravings of Felix Darley that

enlivened the middle years of the century. But before Darley came the first really ambitious

American book, the Harper Illuminated Bible of 1846 with 1,600 engravings most of them

from designs by J. G. Chapman [268]. This would have been a considerable undertaking

anywhere but for a country where book production had not long been in progress it is quite

remarkable. The influence of steel-engraving can be discerned in the sharpness of the en-

graving, all of it in the facsimile style, most of it undertaken by J. A. Adams. Adams also

supervised and took part in the printing of his own cuts, and his work marks the beginning

of a great improvement in wood-engraving generally. This is one of the few Bibles that is

generously and consistently illustrated throughout. Literally every opening has a half-page

block, a tiny vignette or a decorated initial, often all three; and the illustration of the Psalms

or the Epistles, usually left severely alone, presents no obstacles. The result is however a

technical rather than an aesthetic tour deforce^ remarkable in its time and place and expertly

printed but with all the limitations of the age. The same applies to the American Drawing

Book of 1847 which contains wood-engravings by various hands after J. G. Chapman. 'The

very perfection of mechanism' says W. J. Linton of this book, but he adds, 'I know no other

book like this, so good so perfect in all it undertakes.'

Although his best work was done in wood Darley worked for several other processes. He

used lithography for Scenes in Indian Life (1843) and steel-engraving in the Household

edition of Dickens' works (1861-76); his illustrations for Rip Van Winkle (1848) are etchings.

But his main fame rests on the Irving books, Knickerbocker's History of New York (1850)

and the Irving Sketch Book of 1848 in which he collaborated with others. Both books contain

wood-engravings of incredible fineness and they suggest a mixture of Dore and Cruikshank

in their vigour and atmosphere [269]. It was a pity that so much of his work was wasted on

ephemeral literature even though his talent was so well suited to the adventure stories in
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which he speciaHzed. Often he collaborated with others as for instance in Tennyson's Enoch
Arden (1865), a book in which some of LaFarge's designs appear [272a]. The mixture of

styles in this book cannot disguise the fact that American illustration has already acquired a

flavour of its own, quite distinct from that of England in the sixties. Darley's last important

work was in steel-engraving for the Stratford edition of Shakespeare (1886), which he

shared with Chappell.

In a few books of this time we find pictures printed from wood-blocks in two colours.

Along with the black design a tint was printed from which the high lights had been cut out

to give an effect rather Uke the lithotint. We have already seen this method used in Gavarni

in London and now we find Darley using it in A Selection of War Lyrics (1866). But full

colour such as the Baxter process was producing from wood is not to be found at this period

in the United States—and perhaps it was no great loss when we reflect on the Victorian

taste in colour.

The fifties saw the starting ofmany illustrated magazines like Harper's, which both helped

and hindered book illustration. They increased the demand for wood-engraving and this led

to the training of new craftsmen; but they also claimed much good work that would other-

wise have gone into books. Ever since then the American illustrated magazine, so far ahead

of magazines in most other parts of the world, has usurped some of the functions of the

American illustrated book.

The arrival ofphoto-engraving in the late seventies coincided just as it did in England with

a craze for tone among wood-engravers, especially those working for the magazines and

newspapers. Perhaps they felt they had to compete with the new processes on their own
ground—and in fact engravers like Timothy Cole with his astonishing technique did just

this. These men introduced a method of redrawing photographs in hne for translation into

wood (quite distinct from photographing a specially made design on to wood) which cer-

tainly made the best of both worlds. W. J. Linton, a wood-engraver of the old school and

the author ofA History of Wood-Engraving in America protested strongly against the new

fashion. He condemned photography on wood because it made the engraver 'forget form

and attend only to colour'. And in another interesting passage he says: 'The continual repro-

duction and imitation of current English books . . . could not but affect the character of

American art. . . . When the emasculated style of engraving became popular in England, its

popularity was repeated here. I can find no fitter word to characterize a style whose users

forgetting that the graver is a tool with which to draw, lose all their vigour as artists, content

with effects to be obtained by smooth and delicate tones and multiplication of weak because

meaningless lines.'

But Linton exempted from his strictures a book called Insects injurious to Vegetation

(1862) which contained detailed engravings by Henry Marsh. In such work, he thought,

fineness was justified. His own work upheld his theories, good honest illustration designed

and engraved by himself, undistinguished perhaps and a little sentimental. Some of it may

be seen in a book ofpoems by W. C. Bryant called The Flood of Years (1878). Another crafts-

man approved by Linton was Anthony who himself supervised the production of many of

the books in which his work appeared. His and Linton's little engravings after drawings

by Fenn for Whittier's Snow-bound (1S6S) are charming [270].

Linton's protests seem to have been quite unavailing, for Cole and his fellows were greatly

admired not only in America but also in Europe. In 1876 was held the Centennial, the first

international exhibition, and this marks a turning point in American illustration. American

artists could here see what was being done abroad and the results during the last quarter of
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the century were most noticeable. The influence of Vierge is obvious for instance in the work
of Blum and Brennan. But in spite of a more international outlook a national style of en-

graving now emerged; and it is interesting to compare the American engravings for Dore's
last book, The Raven (1884), with the illustrations for his previous works cut by French
craftsmen. The use of photo-engraving in books could not long be delayed however, and we
find illustrators like Howard Pyle who started with line work reproduced by wood (e.g.

The Merry Adventures of Robin Hood, 1883) going over to painted illustration which had to

be reproduced by half-tone or photogravure in such books as The Autocrat of the Breakfast

Table (1893). This last book has an odd mi.xture of vignettes which hover between line and
tone, and full-page illustrations from paintings to which the gravure process has given a

curiously photographic and documentary air [274]. Pyle exerted great influence through his

schools for American illustrators, and like so many of his contemporaries in America and
Europe he had a penchant for eighteenth-century subjects—in his case eighteenth-century

America. He was more unusual in being the author of so many of the books which he illus-

trated, of which the Book of Pirates is well known. Bu: The Wonder Clock (1888) with its

wood-engravings from his earlier period modelled on Diirer is more distinguished and its

use of black lener for the legends gives it a pleasant decorative flavour [272]. His colour

work falls into the next chapter.

Pyle's later habit of painting his illustrations was not uncommon during the last decade

of the century when many painters turned illustrators [273]. Elihu Vedder in his Omar
Khayyam of 1884 made an attempt at integration by inscribing the text in panels surrounded

by his Pre-Raphaelitish drawings. But unfortunately he had no gift for calligraphy. Bryant's

edition of Shakespeare (1888) has gravures after the veteran Darley but he seems to have

lost his touch in his old age [271]. It may have been this sort of thing that Linton foresaw

when he wrote in 1882 of his contemporaries: T find not only an appearance of too great

desire to be yet finer than the last scratchiness but the continually increasing subservience

of the engraver to, not the knowledge but the ignorance or the capriciousness ofthe draughts-

man.' However he concludes that all this was forced on the engravers by evil reviewers,

photographers and painters.

Linton would not have approved of Edwin Abbey either, because of the fineness of his

line. Yet Pennell called Abbey 'the greatest living illustrator' while in the same breath he says

that his drawings 'have become so refined that no engraving can reproduce every line in

them'. Abbey is the chief figure in the American discovery of pen-drawing. Pennell goes so

far as to say that 'until 1880 pen-drawing did not begin to flourish as an art in itself. But

when he assigns its beginnings to Menzel in Germany and Fortuny in Spain he is really

equating it with the use of facsimile wood-engraving which allowed the pen line to be seen.

Hence its success in America where facsimile engraving had reached such a pitch of perfec-

tion and where process engraving was shordy to give even more perfect reproduction.

Abbey was bom in the same year as Pyle and like him worked mainly for Harpers. In fact

he was employed by them for the greater part of his working life and it was they who sent

him to England to collect material for an illustrated Selections from the Poetry of Robert

Herrick which they published in 1882 [275]. This is an elegant book with plent>' of white

space round the illustrations. The drawings themselves are worthy of their subject-matter

but it is a pity that on many of them the poem or part of it is poorly inscribed. In Old Songs

(1888) Abbey joined forces with Alfred Parsons who provided the small decorations. Like

Pyle Abbey had a flair for the seventeenth and eighteenth centuries, but he lacked the force

to illustrate Shakespeare effectively. His Comedies of William Shakespeare (1896) is pleasant

B.H.B.t.
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Ift Pool man toelcomc^

9| x?272. Pyle: The Wonder Clock, i!

With wood-engravings by the author

272a. Tennyson: Enoch Arden, 1865, 7^" x 5I'

Wood engravings after LaFarge and others

but undistinguished and his pen-drawings are here mixed up with a few paintings. His

talent is better suited by She Stoops to Conquer (1901), but here the effect of his drawing is

spoilt by the use of squared up half-tones surrounded by a thin line. In this series of books

produced betw-een 1882 and 1901 we can trace the steady advance of the photo-processes

and their effect on the artist's work. The Herrick is wood-engraved most expertly; the illus-

trations of Old Songs are printed from line blocks, well made but lacking something of the

the quaUty of the wood; in the Shakespeare the drawings are reproduced by photogravure,^

and here paintings begin to intrude; lastly we have the Goldsmith, all printed on coated

paper because of its half-tones, with little left to suggest pen-drawing. The speed of this

evolution is one of the most remarkable things in the history of printing and it is not sur-

prising that it left its indelible mark on the style of illustration.

America seems to have taken to the photo-mechanical processes much more quickly than

any European country and with much less constraint. American illustrators exploited more

fully the freedom thus offered, not only in magazines where their advantages are obvious but

also in book-art which is notoriously conservative. The comic artist Fougasse has suggested

one reason which he applies particularly to pictorial humour, but which holds good for all

illustration. Wood-engraving demands a static treatment, and in England this style had taken

so firm a hold that it persisted for a long time after the arrival of the new processes. In

' At this time photogravure seems to have been
much preferred to lithography as a means of

reproduction.
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America however the wood-engraving tradition had never established itself to the same
extent (Linton, it must be remembered, was an Englishman) and the freedom offered by

photography was more readily welcomed. Pennell was able to say in 1895 that illustration

was more advanced in the United States than elsewhere—but he was not referring specifi-

cally to book illustration and the advance ofwhich he spoke was technical rather than artistic.

In the work of Joseph Pennell we find yet another process used, the almost forgotten one

of lithography. Although he was an American, Pennell lived and worked for a long time in

England and it is by his hthographs for the Highways and Byways series of English guide-

books that he is chiefly remembered. Yet these were reproduced in reduced size by photo-

process in the ordinary editions and only in the limited editions were they printed litho-

graphically. Pennell was very versatile but his favourite illustrative medium was pen and

ink. He was also one of the few illustrators to write at length about his craft. Pen-Drawing

and Pen-Draughtsmen, Lithographers and Lithography, Etchers and Etchings are all books of

his which in spite of a certain argumentative and dogmatic strain are filled with sound sense.

He had none of Linton's distrust ofnew methods. In fact he said, 'The development of pro-

cess has made pen-drawing into a distinct art, equal in importance to etching,' and again,

'The draughtsman of today who is most in sympathy with Diirer is he who adapts his work

to the methods of Theodore de Vinne in New York or the Guillaume Freres in Paris.' Yet he

could see the value of wood-engraving and foretold its survival. 'It has survived the backing

of Mr. Linton which at one time threatened to kill it entirely.' (Pennell, it will be seen, was a

great admirer of Timothy Cole.) He had too a European outlook (commoner among Ameri-

cans of that date than amongst Englishmen, oddly enough) which enabled him to discern

the influence of Menzel on the wood-engravers of the sixties. On the other hand he was

inclined to rate his contemporaries, especially Abbey, too high, and to attach too much

importance to technique.

His own technique was beyond reproach and yet most of his work is raportage. Van

Rensselaer's English Cathedrals (1892) contains good examples of his architectural draw-

ing, some of it in line some in tone. Irving's The Alhambra (1896) offers another example

of hthographs reproduced by process blocks. And Henry James's Italian Hours (1909) con-

tains colour plates printed by the trichromatic process, the first we have met so far. Here

there is an attempt to link the colour plates to the monochromes by the use of a dark brown

background. But nothing can make the trichromatic plate at home in a book when it is used

for original illustration.

Like Pennell Charles Dana Gibson worked on well into the present century but it may be

as well to mention him here because the Gibson Girl whom he invented was a vogue of the

nineties. He also found his natural expression with pen and ink but he was more of a maga-

zine artist than a book illustrator. The illustrations he produced for the novels of R. H.

Davis and Anthony Hope are more like fashion plates than anything we have encountered

hitherto, with their impossibly handsome young men and women. The art paper on which

they are printed (for they are usually and unnecessarily reproduced by half-tone) completes

the illusion. Nevertheless Gibson enjoyed a great reputation and his influence is one of the

most potent of the nineties. Another less potent was that of William Morris which worked

against the photo-processes and all that Gibson stood for. But Morris revolutionized print-

ing rather than illustration, and his opposite numbers in America were printers like Updike

and De Vinne. We find a few books like De Vinne's Book of Common Prayer of 1893 and

Updike's Altar Book of 1896 in the design of which Goodhue played an important part; but

the average American publisher with all the new reproductive methods at his disposal saw
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no need to turn back to the distant past for his inspiration. Another EngUsh influence which

may be detected at this time was that of Beardsley, a distinct reflection of which may be

seen in the early work of W. H. Bradley. But Bradley was more truly a poster-artist than a

book illustrator.

One scientific book must be mentioned here on account of its wonderful illustrations.

This is S. F. Denton's Moths and Butterflies of the United States (1898-1900) in which

nature printing makes one of its last appearances. The process gives a curious actuality to

the colour plates so that the scales of the insects may almost be felt. The amount of work

involved must have been prodigious, for the author mentions that over 50,000 transfers

were used; and in addition colour has been appHed by hand.

Latin America produced few good illustrated books during this century but a good Don
Quixote came from Mexico in 1842. This has Hthographs by Heredia in the authentic

Spanish style—which Spain herself had so strangely failed to bring to the illustration of her

greatest book.

GERMANY
The nineteenth century was hardly a great period of German illustration, though it

seems to have enjoyed an immense prestige abroad. Illustrators whose names are hardly

remembered today Uke Retzsch, Hoffmann, Schnorr von Carolsfeld and Overbeck (not to

mention Menzel) were household names in France and England, their works appearing often

in polyglot editions. At the very outset a German invented lithography, but apart from chil-

dren's books it was hardly exploited at all in Germany for book illustration. There was one

illustrator of genius however, and it is especially in the work of Menzel that one can discern

what was to vie with sentimentality as a characteristic feature of German nineteenth-century

illustration—a growing nationahsm and even mihtarism. Menzel was born in the same year as

Bismarck and it was no accident that he was called upon to illustrate the works of Frederick

the Great. However keen his eye for the foibles of the Prussian officer, the Prussian officer

still remains the central figure in his major works.

Diirer's Prayer Book of Maximilian was Uthographed by Strixner in 1808 and was printed

in Munich under the supervision of Senefelder himself. It was probably the first use of litho-

graphy for reproduction in a book and it 'may be said to have fi[xed the general character of

lithography in Germany, that is as a reproductive not an original art'. Senefelder 's own book,

A Complete Course in Lithography, which was first pubhshed in Mimich and Vienna in 1818

makes it clear that to begin with the author thought of his invention only as a cheap method

of multiplication. German Hthographers thereafter seem to have been obsessed with the

reproduction of their national works of art. Senefelder's brothers reproduced in 1817 a

fourteenth-century manuscript from the Royal Library in Munich which they coloured by

hand. A httle later Senefelder's successors von Maimhch and Zeller produced a book of

Cranach's drawings with printed colour. From then on wherever there was a famous collec-

tion of pictures a portfoho of reproductions was almost sure to appear, very finished and

elaborate most of them, by expert craftsmen like Piloty, Strixner and Hanfstangl. But none

of this skill seems to have gone into original illustration, and very Httle went into books at

all. In Randzeichnungen zu Goethes Balladen und Romanzen (1829) we find marginal draw-

ings by Eugen Neureuther reproduced by lithography very much in the style oiMaximilian^

s

Prayer Book [276]. They are printed in different colours and exhibit a strong calligraphic

quality in the flourishes which connect drawing to type. Many of them are charming and
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they met with Goethe's approval, but they show little appreciation of the possibilities of the

medium.

In chromo-lithography for children's books however Germany was soon to set a fashion

which pervaded the whole of Western Europe. Senefelder had forecast chromo-Uthography
and had experimented with it himself but it was J. A. Barth of Breslau who produced in 1816

the first book to be successfully printed by this method, Pads Monumentum, a work which
celebrated the peace of 18 15. Theodor Hosemann used hand-coloured lithography for his

children's books. Ebeling's Fantaska (1870) has a distinct charm as have also his Cruikshank-

hke lithotints for E. T. A. Hoffmann's Gesammelte Schriften (1857) [282]. But it was Hein-

rich Hoffmann, a physician of Frankfurt, whose Struzowelpeter popularized true chromo-
lithography for children's books. The original title of this book was Lustige Geschichten und

drollige Bilder and it appeared in 1845. Hoffmann himself drew the pictures and insisted on
the lithographer copying them exactly 'to ensure that my amateurish style was not artistically

improved and idealized'. Within a few years a Leipzig publisher had produced editions in

many foreign languages, some ofwhich are still in print.

Engraved illustration at the beginning of the century was predominantly neo-classical,

but neo-classical in the English style of Flaxman rather than the French style of David. It is

seen in the outline engravings of Genelli for Homer and Dante (albums of illustrations rather

than books because they have no text) and in the etchings of Retzsch for Goethe, Schiller

and Shakespeare. Retzsch's Outlines to Shakespeare (1828) is appropriately named. It is

a sort of polyglot anthology, the oblong plates being printed sideways on an upright page

and the text (in three columns, one for each language) also sideways on the facing page.

Alfred Rethel who was to produce a much more vigorous manner in his wood engravings for

his Dance of Death (1848) used the same outline st}'le in his drawings for The RJienish

Minstrel by A. von Stolterfoth (1835) but here the medium of reproduction is lithography.

Whether it be Genelli's engravings, Retzsch's etchings or Rethel's lithographs the result is

equally insipid and devoid of any of the true characteristics of the medium. It is possible

that the American Darley's illustrations in outline were inspired by this tenuous style,

which seems to have appeared in many countries about this time. Its typical manifestation

is in a sort of album of pictures (often a large oblong quarto) based on scenes from a famous

play or epic poem. At the begiiming of the book is a list of the scenes together with a brief

description, but the plates themselves are usually quite separate and are designed to be 'read'

more or less consecutively. In this way the illustrator becomes an anthologist and may be

said to trespass on the domain of the author.

Menzel has been called (with so many others) the founder of modern illustration and he

did in fact wield an immense influence far beyond the borders of Germany. To him has

often been attributed the beginning of facsimile wood-engraving and there is no doubt that

by his insistence on accurate copying he raised the technical standard everwhere. But he

was tied to no particular medium: he started as a professional hthographer, returning to

hthography later in life; and he lived long enough to see his drawings reproduced by photo-

engraving. He was also a history painter of great reputation. He called himself a disciple of

Chodowiecki, but Pennell whose admiration was unbounded ('future generations will look

back to him as the Michelangelo of illustration') thinks that Meissonier had a greater in-

fluence on his work.

Nevertheless his early work, done during the period when the French were admired,

was decidedly of the eighteenth century. By degrees, as the unification of Germany pro-

ceeded under Bismarck we can see romanticism being replaced in his work by something
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quite different, something which has been called rationalism and realism and which is

peculiarly modem and German in feeling, although it drew almost exclusively on the past.

As Singer has said there was httle encouragement for the arts in Germany at that time except

in so far as they glorified the past. It was not so much that Menzel traded on this as that he

belonged to the intellectual cUmate that produced this outlook and he accepted it without

question.

In 1834 he produced a series of auto-hthographs (he was really the first auto-lithographer

in Germany) called Denkzvurdigkeiten aus der Brandenburgisch-Preussischen Geschichte

which shows the trend of his evolution. But his first important book illustrations were for

Kugler's Life of Frederick the Great (1840) and these wood-engravings were executed in

Paris. This suggests that he knew and admired the French illustration of the time; but it

seems that he was dissatisfied with the results because he set about training his own school

of engravers, Bentworth, Unzelmann, the Vogels and others. These men reached an as-

tonishing degree of proficiency in meeting his requirements which were exacting in the

extreme. He insisted on having his lines exactly followed and he frequently used cross-hatch-

ing, straining their technique to the utmost. His great work was the thirty-volume edition

of the Life and Works of Frederick the Greats published between 1846-57 by the Berlin

Academy of Sciences at the command of Frederick WiUiam IV. All the illustrations had to

be ofa certain specified size, usually in the exacting form ofhead or tail-pieces. It is Menzel's

triumphant acceptance of these limits as well as his sympathy with his author that is the

measure of his success. He could not hope in the space allowed him to illustrate his author

in the accepted sense but these engravings are far more than decorations. He solved the

problem sometimes by a simple symboUsm, reminiscent of the Emblem Books and fulfilling

the functions both of illustration and decoration [278], sometimes by a simple vignette

generally of a battle-scene. The engravings are so closely bound up with the text that it was

a mistake to reissue them by themselves as was later done.

This work occupied Menzel for six years but he seems to have found time while it was in

progress to illustrate by lithography a three-volume work on the Uniforms of the Army of

Frederick the Great (185 1-7). The hthographs are hand-coloured and the text, also litho-

graphed, was written by hand. The same figures appear again and again in slightly different

uniforms and one can only marvel at the life and vitahty with which they are endowed by

Menzel's art and which just prevents their being monotonous. Another less ambitious book,

Lange's Soldiers of Frederick the Great (1853) contains hand-coloured wood-engravings, and

being less documentary it gave Menzel greater scope for his humorous observation. The

attitudes of the soldiers show that he had a keen eye for the absurd side of German mih-

tarism.

In later life Menzel did less work for reproduction although he still continued to produce

separate hthographs. It seems however as if his pioneer work in perfecting facsimile wood-

engraving killed auto-hthography in Germany for the rest of the century. In 1877 he illus-

trated Kleist's Der Zerhrochene Krug in a new style which did not depend on facsimile

reproduction. The book contains numerous wood-engraved vignettes based on wash draw-

ings [277] and a few full-page illustrations reproduced by photographs of the original draw-

ings. These show what material the interpretative engraver ofthe day had to work from; but

the combination is not happy and the French edition of this book published in 1884 is a

great improvement because all the illustrations are wood-engraved.

One of the major subjects of German nineteenth-century illustration was, as it had been

in the earhest days, the Bible; and in the work of Schnorr von Carolsfeld there is something
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276. Randzeichnungen zu Goethes Balla-

den und Romanzen, 1829. 165" x io|".

Lithographs by Neureuther

277. Kleist: Der Zerbrochene Krugy iSjj.

15" X iij". A wood-engraving after Men-
zel from the French edition of 1884
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decide de la reputation : celui qu'elle favorise est applaudi; celiii

qu elle dedaigne est bidme.

Apres Techange des ratifications,* le Roi retira ses troupes de la

Boheme. Une partie passa par la Saxe pour renlrer dans ses pays

hereditaires; I'autre partie marcha en Silesie, et fut destinee a garder

cette nouvelle conquete.

• 11 eut lieu k Berlin, le a8 juillet.

278. Oeuvres de Frederic le Grajid. 1843-56. i-^V x 10". A wood-engraved tail-piece after

Menzel

reminiscent of the German incunabula. Die Bibel in Bildem (1853-60) contains over 200

large wood-engravings competently cut^ and immensely dignified which is more than can be

said for the engravings of Overbeck in Darstellungen aiis den Evangelien (1846-52). In this

latter book perhaps is the beginning of the sentimental religious picture which is still with

us and which many people today would regard as the norm of BibHcal illustration. How dif-

ferent from the miniatures and cuts that came from the Ages of Faith. The illustrations both

of Schnorr and Overbeck had an enormous vogue abroad but Overbeck's influence was

greater.

Schnorr also illustrated, with Neureuther, Der Nibelungen Noth (1843) in wood-engravings

which are a sort of graphic counterpart to Wagner's music, and which reflect the same pre-

occupation with the racial mythology. Here is a romantic medievahsm which corresponds to

the French brand of the same date yet with a subtle difference. French medievalism was

frivolous without thought of historical accuracy; the German variety is serious and pains-

taking. Nevertheless these engravings have much to commend them and they are often skil-

fully combined w^ith borders [283].

With the passing of the halfway mark of the century, the sentimentality which we have

already noted in England becomes ever more intrusive. It is especially noticeable in the

children's books of Ludwig Richter. In Hebel's Allemanische Gedichte (1851) for instance

there are enough cherubic children, angels and deathbeds to deUght the Victorian heart;

and even Andersen's Tales (1870) provided food for sentimentality. In Hymmnfur Kinder

Richter is competing with Overbeck on his own ground. Otto Speckter was a sort of senti-

mentalized Bewick who in 1833 produced lithographs with a wood-engraved quality for

Key's Funfzig Fabelnfiir Kinder (1834) [280a] and GvoiWs Quickborn (1856).

^ Some of the them were reproduced as photo- England this sort of art became the preserve of the

graphs in Keble's Christian Year (1875). In Tractarians.
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Wilhelm Busch although he is generally considered a children's illustrator was different in

every respect from Richter. He is more commonly compared with Edward Lear. He is

often given credit for originating the comic strip, the series of pictures which tells a story

without words; but as we shall see this distinction really belongs to the Swiss Rodolphe

Topffer; and most of Busch's books in any case have a short text made up of doggerel com-

posed by himself, although this is not necessary to an understanding of the pictures. His

work is as typical of German humour as Lear's is of Enghsh. Max und Moritz, Diefromme

Helene (1872), Fipps der Affe (1879) and the rest are dehghtful in their way and must have

appeared very funny after the books of Richter and his contemporaries but they lack the

fantasy, the complete craziness of Lear. The drawings are very free and the freedom of the

earlier ones is wonderfully preserved by the wood-engraver (the later ones are somewhat

spoilt in process reproduction); but their subject-matter, the slapstick and the characteristic

Schadenfreudey
palls rather quickly [279}.

To Paul Konewka belongs the distinction of popularizing a completely new form of illus-

tration based on the silhouette. The cutting of silhouettes for the purpose of portraiture was

of course an old art but the method has seldom been adapted for book illustration although

as Lotte Reiniger's scissor cuts have shown more recently it can be extraordinarily effective.

It has however strict limitations and the suggestion ofbackground is a great problem. Hence

279. Busch: Diefromme
Helene, 1872. Wood-
engravings after the

author's pen-drawings.

A reproduction from a

later edition of 1892
which shows six draw-
ings to the page instead

of two
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280. Konewka: D^ schwarze
Peter, 1870. 10" x yj".

Silhouettes by the author

280a. Hey : Funfzig Fabeln

fur Kinder, 1833. Lithographs
by Speckter

it is best used in a decorative fashion and Konewka's books for children such as Der schwarze

Peter (1870) where the silhouettes serve as head-pieces [280] are better than his more ambi-

tious volumes of extracts from Faust and Shakespeare. Nevertheless Konewka is able to

make his silhouettes with their calligraphic appendages carry a surprising amount ofexpres-

sion.

The chief German comic paper of this period was Fliegende Blatter whose staff Busch

joined in 1859; and it was in this paper that much of the best graphic work appeared. Many
yoimg artists whose illustrations were to appear in the books of the eighties and nineties

started here after studying at the Munich Academy—which also trained several American

illustrators of the time. Artists like Schhttgen, who illustrated many of Hacklander's books,

produced much competent work which is yet distinctively by magazine illustrators. Simul-

taneously we meet what Peimell calls 'a school of mystical decorators' influenced by Bockhn

and the Enghsh Pre-RaphaeUtes and 'imequalled, unappreciated and curiously unknown

outside of their own country'. If they were unequalled it is a sad reflection on the art of the

time. The outstanding figure was Max Klinger who is chiefly remembered as a sculptor, but

who also produced many etchings and sequences of prints. In the Amor and Psyche of

Apuleius which he illustrated in 1880 the etchings are pasted within ornamental borders

which, as Weitenkampf says, at once removes them somewhat from an organic connection

with the book. The Brahms-Phantasie of 1894 is an even stranger piece of book-making, for

the place of text is taken by passages ofmusic. These are accompanied by copper-engravings

and Uthographs, the latter somewhat in the manner of Fantin-Latour, showing naked
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figures in attitudes of despair. Brahms seems to have admired these pictures but it is difficult

to see why.

At the very end of the century we find in Germany the two opposing strains that we have

already noted in contemporary England and that are associated with William Morris and

Aubrey Beardsley. Morris's work was to have an immense effect later on German printing,

but in the meantime there is a certain antiquarianism which Uke Morris's medievaUsm is a

product ofthe Zeitgeist, rather than a derivative ofMorris. We can study this best in the work

of Joseph Sattler, particularly in the Geschichte der rheinischen Stadtekultur by Boos (1897-

1901), the whole of which he designed. Sattler's illustrations, which are nearly all circular

in shape have the same simphcity (not to say crudity) of design as Morris's but they are

really much nearer to the drawings ofthe American Howard Pyle.

The other^n de siecle strain is exemphfied in Rolands Knappen by J. K. A. Musaeus (1898)

illustrated by H, Lefler and Josef Urban. This book is as exuberant and over-decorated as

Sattler's is restrained. There are borders which not only run round but run into the type

and the pages have an appearance of disorganization and mess [281]. Lefler also illustrated

Hans Andersen's tale Die Prinzessin und der Schweinehirt in 1897 in colour. The text is in-

scribed and the margins are enormous. The general effect of the flat colours is luxurious if a

little decadent.

ausgciihmct Die Saraccncn abcr frcuten fiih ihrcs Scgcs und leglcn ihrcni

Heerfuhrcr Jen Ivhrcnnjnicn Maick al NjlTcr odcr dcs lief;fC!chcn Kunigs bei.

In dcm Gctuninicl der Schlatht warcn die Schildknappen und Waffentragcr

des lapfcren Ruland. inJem er fich initlcn in die feiiidlithen Ccfchwader warf.

von ihrcm Hcrrn gcuennl worden und halten ihn au4 den Augen vcrlorcn-

Da nun der Held fici und das muthlofc I leer der I-ranken fcin Hcil in der Flucht

fuchte. wurden die niehrftcn von ihnen in die I'faime geluuen Nur Dreien gtlang

cs ius dem llaufen. durch die Leichtiijkcit ihrcr liifse dem Todc oder Jen

SelavenfcfTeln zu cnlrinncn. Die ilcci UnglucLslamcraden lluchtcten tief ins

Ccbirge in unbetretene wulie CcgcnJcn und fchautcn nicht ruckwarts auf ilirer

1 luLht: denn lie memlen, der Tod trabe mil rafchen ScliriUen hintcr ihnen lier.

\'on Durll und Sonncnbrand ermatlet, lagerlen lie \\<.\\ unter einc fcliattige Eiche.

uni da zu ralien, und nachdem fie cin W'enlj; verfilinoben hatten. rathfclilagten

fie zufammen. was fie nun bcginnen uollten. Aiidiol. der Schwenirager. brach

luerii das pythagorifche Stillfiliweigen. wclchei ihnen die Uile der Plucht und

die Hurcht vor den Saracenen aufcrlcgt hatlc.

iWas Kaths. l)rudcr<. frug er, iwic gelangen wir zum Ileere, ohnc den

Unglaubigen in die HanJe zu fallen, und welche Slrafsc follen wir Ziehen' Lafet

uns einen Verfuch mathL-n. durch diefe wildcn Gebirge zu dringen; jenfcits

derfelben, nieine ich; haufen die Franken. die uns lither ins Lager geleiten

wcrden.i

iDein Anfchlag ware gut, Kumpani, vcrfetzte Aniarin. der Schildhalter,

*wenn Du uns Adierfittiche gabefl, uns damit liber den Wall der fchroft'en

Felfen zu fchwingen; aber mil diefen geUhmten Knochcn. aus wclchen Mangel

281. Musaeus: Rolands Knappen, 1898. 14" x 19'. Illustrated by Lefler and Urban
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282. Hoffmann : Gesammelte Schrif-

ten, 1857. 6i" y^},. Lithotints after

Hosemann

283. Der Nibelungen Noth, 1843.

ii|"x8;^". Wood-engravings after

Schnorr
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284. Holberg's Comedies, 1884-8.

I if" X 9". Illustrated by Tegner

285. Capuana: C'Era Una Volta, 1883.

10" X 6". Line blocks after designs by

Montalti
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OTHER EUROPEAN COUNTRIES

It is surprising how few outstanding books came from countries other than those already

mentioned. Their best artists seem to have migrated to Paris and to have practised there.

Italy with her great tradition is particularly disappointing. Spain on the other hand exerted

an influence on illustration quite disproportionate to her books through two painters who
never themselves illustrated a book—Goya and Fortuny. The former used many reproduc-

tive processes including aquatint and Uthography. The latter is generally held to have

started the fashion ofpen-drawing which led to facsimile engraving.

Lithography began in Spain under official patronage. Ferdinand VII set up the Royal

Printing Estabhshment in Madrid quite early in the century, and beginning in 1826 it pro-

duced the famous Colleccion Lithographica of reproductions of Prado pictures. One other

great book with lithographic illustrations appeared in Madrid and that was the 1853 edition

of Don Quixote which may be counted as a Spanish book though it was illustrated by the

Frenchman Nanteuil [286]. Here Nanteuil, whom we have already seen as an arch-romantic,

had a subject that suited him perfectly and how magnificently he rose to his opportunity.

The soft colouring of his Uthographs is wholly dehghtful and the way the background tints

run off the page must provide one of the earhest instances of 'bleeding'. No greater contrast

could be imagined than the 1 898 Barcelona Don Quixote with its sticky chromo-lithographs,

so gaudy and empty.

For the rest of the century Spain was content to follow the example of France, and her

best illustrator Vierge worked in France all his life as we have seen. Los Espanoles pintados

par si mismos (1843-4) is a pale reflection of Les Frangais peints par eux-memes. Several other

editions of Don Quixote appeared, illustrated by processes other than hthography. But

Spain's greatest classic has never fared well in the hands of native illustrators. The 1883

edition from Barcelona is well printed but the wood-engravings are mechanical. The 1892

edition printed by Gorchs is the most interesting apart from Nanteuil's because the text is set

in 'bastarda' t>'pe. But the plates are gravure reproductions ofthe engravings which appeared

in the Ibarra edition of 1780. Their eighteenth-century elegance, fitting as it must have

appeared in its period, looks jejune after Nanteuil's Uthographs.

The century ended with several examples of the large topographical books so common at

this time in all countries, the pictures reproduced by process from paintings or wash drawings.

Typical of such books is La Tierra de Maria Santisima (1891) which Garcia y Ramos illus-

trated and Pennell admired. But nothing could be more pretentious and uninspiring to our

taste.

Deimiark is worth mentioning for one book, Holberg's Comedies (1884-8) which Hans

Tegner illustrated. During the production of this work a change was made halfway through

from facsimile wood-engraving to process engraving; but in spite of this and in spite of too

much decoration Tegner's work is quite outstanding. Much of it is of the antiquarian type

that we have already met in Abbey and others, but the coloured designs that appear behind

the part titles are more original [284]. Tegner seems to have been one of those rare illustra-

tors more expert at creating an atmosphere than at particularizing a scene. Yet most of his

work falls into the latter category.

Although Denmark was the birthplace of one of the world's most frequently illustrated

books, Hans Andersen's Tales, no good illustrated editions were published there until



286. Cervantes: Don Quixote, 1853. 94' x 6". A Spanish edition with lithographs by Nanteuil
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Tegner's of 1900. Andersen's first illustrator was Pedersen whose work was not remarkable.

But the Tegner edition is a fine piece of typography for its date. Perhaps it is too ponderous

for Andersen however; the pictures certainly are.

Martin DisteU was a Swiss illustrator and caricaturist who worked during the early

years of the century. He was a contemporary of Grandville and his etchings for A. E.

Frohlich's Fahles (1829) are in a similar style, although the book preceded most of the French

illustrator's. Disteh's etchings for Munchhausen of 1840 are among the best illustrations ever

done for that much illustrated work. A drawing is here reproduced from the Heuschrecken

Lehenslauf by Alfred Hartmann (1841) in which Disteli's own special talent will be seen

[287].

Rodolphe Topffer is usually credited with the invention of the comic strip. Les Amours de

M. Vteuxbois, Dr. Festus, Histoire de M. Crepin and the rest, all produced during the thirties

and forties, were called by him Albums de Caricatures and they were hardly illustrated books

because the text was of no importance by the side of the pictures [288]. But yet they helped

to shape the development of the children's book not only during the nineteenth but also in

the present century. Wilhelm Busch had obviously looked hard at these books.

At the beginning of the century in Italy Bodoni's influence was still strong and can be

seen in a few works Uke the Virgil of 18 19 with copper engravings by V. Camuccini or the

Divina Commedia of 1817-19 illustrated by L. AdemoUo and F. Nenci; both of them better

examples oftypography than of illustration. There were a few large topographical books just

as there were at that time in other parts of Western Europe. But the key figure of this period

is Bartolomeo Pinelh, a Roman engraver best known for his Raccolta di Costumi (1809)

which is really only a bound collection of plates. Here we can see that outline style which

spread to Germany and later to America. Its association with literary extracts which has

already been noted is exempHfied by Pinelli's Orlando Furioso of 1828-9. By the side of

Fragonard's drawings for this book these seem empty indeed.

Manzoni's / Promessi Sposi of 1840 has many good wood-engravings after F. Gonin

but it is in no way distinguished from French books of the same date. Pinocchio which has

had such a great influence on children's books, especially in America, and which has been

illustrated so often everywhere, gave birth to no outstanding illustrations during this

century; the first were by Chiostri but perhaps the best are those of E. Mazzanti in the 1883

edition. After the introduction of photographic processes we find a few books in which

an attempt has been made to extract from them something diff"erent and characteristic. One

of these is Capuana's C'Era Una Volta (1883) which A. Montalti illustrated. He used papier

Gillot and the resulting hne blocks have a tonal eflfect [285]. In the drawings diemselves a

slightly Oriental flavour is discernible. La Reginotta by the same author was illustrated in

1883 by N. Facchinetti who also managed to produce interesting effects from the hne block.

The best illustrations in Holland and Belgium appeared right at the end of our period. In

Felicien Rops Belgium produced a great etcher but most of his work was done in Paris.

Les Epaves by Baudelaire (1866) contains some of his best illustrations. Marius Bauer was a

Dutch painter who was in love with the East. He ornamented the pages of the Mardrus

translation of the Thousand and One Nights, once with 3,000 drawings and once with 4,000;

but these unfortunately were never reproduced. He also treated two copies of the Bible m
this way. His more conventional illustrative work was etched and much of it has a haunting



287. Hartmann: Heuschrecken Lebenslauf, 1841. Etchings by Disteli

288. Topffer: Histoire de Mr. Jabot, 1833. 6|" x lof. Lithographs by the author
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and numinous quality. It includes Villiers de I'lsle Adam's Akedysseril and W. Ritter's La
Jeunesse inalterable et la vie etemelle (1897). For Flaubert's La Legende de Saint Julien

VHospitaller he used lithography.

The example of William Morris can be discerned in the decorations of Vondel's Gysbrecht

van Aemstel (i 893-1901) with its heavy borders and its general tendency to over-decoration.

It contains however some pleasant plates hthographed in subdued colours by A. J. Derkin-

deren which redeem the book.

But perhaps the most influential figure of this time was Van Hoytema, an illustrator of

children's books, and especially of Hans Andersen. His Het Leelijke Jonge Eendje (1893) and

his Twee Hanen (1898), both by this author, have the alternate pairs of blank pages that

always intrigue the child though they result from a perfectly utilitarian technical expedient.

These big coloured picture-books remind one of Crane or Caldecott but yet they have a

much more modem flavour, and are in fact the forerunners of the twentieth-century revival

of autoUthography. Not only did Van Hoytema achieve by hthography far more variety of

texture than the wood-block could ever give but also he helped to start a minor revolution

in the scale of illustration, prompted perhaps by the use of the close-up in photography.

This will be discussed more fully in the next chapter but the accompanying illustration [290]

will help to clarify the point and also to show how this artist forestalled the famous Pere

Castor series some thirty years later, not only in scale but also in his sympathetic and humor-

ous understanding of the characteristics ofanimals.
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289. Krylov: The Work-loving Bear,

early 19th century.

Anonymous woodcut illustration (lubok)

289a. Gogol: Dead Souls, 1846.

Wood engravings by Bernardsky after Agin
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The lubok or popular woodcut reached its peak of production during this century [289]

and from 1812101814 appeared a series of broadsheet prints and caricatures in the lubok
style depicting Russian heroism (and French embarrassments) in the Napoleonic Wars.
Otherwise the century ran its course much as it did in the West. During the first two
decades engraved neo-classical illustration predominated just as it did in France. Then
in the forties came a revival of realism. This affected literature more than art but it pro-

duced at least one fine illustrator in Alexander Agin whose great work is Gogol's Dead
Souls (1846), the first serious attempt by a Russian artist to illustrate a contemporary
work of Russian literature. Here his Daumier-like designs were well-cut in wood by E. E.

Bernardsky [289a]. He also contributed to a Physiology of St. Petersburg (1845), for

Russia as always was strongly influenced at this time by French fashions. There is even

a Russian counterpart of Les Frangais peints par eux-memes called Nashi, spisannye s

naturi russkimi (1841).

During the second half of the century illustration was at a low ebb, as it was elsewhere.

All the characteristics of Western work appear in Russia, including the sentimental in

the work of I. S. Panov. Towards the end of the century however a new factor enters

the equation, and the astonishing change introduced by the 'World of Art' group will

be described in the next chapter. But one great painter, associated with the group, must

be mentioned here because his illustrative work was done in the nineteenth century.

This was M. A. Vrubel whose obsessive illustrations for Lermontov's poem Demon which

appeared in 1890 are in the true romantic tradition.

JAPAN AND CHINA
Japan steals the limelight from China during the nineteen^ century as indeed she did

during the eighteenth. The reason for her greater fame in both periods was of course the

Ukiyoye book and the Ukiyoye colour-print which had such an effect on European art. But,

as we have seen, the Shijo and Maruyama schools which were less popular in their appeal

also produced fine books, and their best period was from about 1800 to 1820. During these

years they produced many delightful albums of impressionistic sketches printed in two or

three pale colours. What text there was generally took the form of 'accompanying verses' and

was completely subordinate even though it often appeared so close to the drawing that it

almost formed part of it. Such a book is Chikudo Gafu of 1 815 which contains paintings by

Ki Chikudo together with verses the author ofwhich is not mentioned [291]. Our reproduc-

tion shows how well the impressionists managed the illustration which spread across two

pages and how cleverly they contrived the break in the middle. The subject matter was

various, flower books and caricatures predominating, and although the colours were flat and

rather subdued the effects are astonishingly varied, partly because of the better paper and

printing than was enjoyed by Ukiyoye books.

It was the Ukiyoye illustrators and Hokusai in particular who exploited the landscape

which Utamaro and the impressionists had brought into the book at the end of the previous

century. It was in fact the discovery of the landscape that gave a new hfe to the waning

Ukiyoye movement. Thus in the early years of the nineteenth century Japan had something

in common with Western Europe where the topographical book was in great favour. And

in spite of the dissimilarities both the Oriental and the Occidental book suffer from the dis-

ruptive effect ofthe scenic illustration. First it demands an oblong area and here the Japanese

solution of spreading it across two facing pages is more satisfactory than the European ex-

pedient of printing it sideways; secondly and more seriously it tends to turn the book into
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291. Chikudo Gafu, 1815. I3^"xii". Verses by an unknown author, illustrations after the

painter Ki Chikudo

292. Hiroshige: Sohitsu Gafu, 1850. 13V' x 11
". Woodcuts after Hiroshige
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an album with detachable plates. In Japan however this would hardly have seemed a dis-
advantage since the yehon has always occupied a more honourable position than the illus-

trated book proper. And in Japan, the double page has always been the basis and the starting

point of illustration to a greater extent than in Europe. From which the segregation of the
text follows almost inevitably.

Hokusai is one of the chief figures in the whole history of Ukiyoye but his reputation is

inflated partly because of his enormous output. His pictures are more widely known than
his books but he started as an illustrator [293]. Although he 'matured slowly like Rembrandt'
he shows more sophistication than Utamaro even in his early work. He illustrated several

books of poems in monochrome such as Azuma Asobi (1799) and there are those who think

that his best work is in black-and-white. But it is for his work in colour that he is best re-

membered and this may be seen in the Mangwa set of fifteen volumes which appeared be-

tween 1814 and 1878, the last five of which are almost entirely his own work. Each volume
consists of a preface and a collection of coloured plates and it is in his audacious use of
colour that Hokusai broke away from tradition. His followers imitated his style with

colouring that became too rich and ornamentation that became too lavish, and so the

Ukiyoye decline began. Hokkei, the best known of his disciples, illustrated many books.

Hiroshige was a later contemporary of Hokusai and shares his reputation as a master of

the landscape. But he illustrated books of all types. Kyoka Hyakunin Isshu (c. 1815) and

Kyoka Sokon Shu {c. 1848) are both delightful books ofpoems, the first a collection ofhumo-

rous verses. Like Hokusai he sometimes combined several pictures on one page dividing

them by thin lines, a practice that can be seen in his Sohitsu Gafu (1850) [292]. It is com-

mon in Japan to find a caption incorporated in the illustration but Hiroshige sometimes makes

his pictures carry a really considerable amount of text. He was a master of the line and wash

drawing, and it is astonishing to see how much variety his engravers could extract from two

simple blocks.

In 1842 there was an edict against popular colour-prints which also aflfected illustrated

books, but it seems not to have interfered with the more elaborate j'^Aon or with ceremonial

books. A magnificent example of the latter had recently appeared in Osaka, describing a

religious festival there, Konshi-jo-no-Roku (1831). And Sugakudo's Sho Utsushi Shijuhachi

Taka (1848) with its colour plates of birds and flowers (quite different from but just as

beautiful as any Ukiyoye work) marks a revival oixhtyehon.

When Japan was opened up to foreign influences in 1868 we find many strange styhstic

results. China on the other hand had never been closed to the West and it is not uncommon

to find Western books illustrated by Chinese artists, who seem to have been able to do this

without making any concessions. For instance, there is a delightful Jesuit Life of Christ

dating from 1637 in which the familiar Biblical pictures have a fascinating Oriental slant.

And in the middle of the nineteenth century we meet another missionary venture, The Pil-

grim's Progress.

But Japan preferred to look at the foreigner through Japanese eyes and the results are often

very funny. Yokohama Kaiko Kenbunshi (1862-5) is a travel book in which the Westerner

will find a fresh view of himself. There is however an interesting edition of La Fontaine's

Fables pubUshed in Tokyo in 1894 under the direction of P. Barboutau and illustrated by 'im

groupe des meilleurs artistes de Tokio'. It is quite different from any other La Fontaine but

delightful in its way. Kyosai was the last of the important Ukiyoye artists and his most

interestifig book was Kyosai Gwaden (1884), a history of Japanese art with illustrations in

the styles of different artists.

B. H.B.I.
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FRANCE

If
any reasons were needed beyond simple convenience for starting each chapter of this

history with a new century one can be found in the pubhcation of Verlaine's Parallele-

ment by Vollard in 1900. Seldom can the first year of any century have given such a clear

indication of what new things were to follow. It is not a question ofnew techniques. All the

processes used in the first half of the present century were used also at the end of the last,

and many contemporary French illustrators have gone back to the earlier techniques of

etching and engraving. Rather it is a matter of scale. We saw in the last chapter how the

Dutchman Van Hoytema in his children's books dared to use the enlarged scale of the close-

up [290] rather as if he was reproducing a detail from a picture. Bonnard does the same in

Parallelement with infinitely greater artistry. Instead of the whole scene we have the signifi-

cant detail from the scene; and these two types of illustration have continued side by side

to the present day. It is curious that Bonnard in this case chose the croquis, or marginal

drawing, a style which always appealed to him. By limiting his space he seems to make the

triumph of his method even greater [294].

In their licence as well as in their freedom of drawing these Uthographs foreshadowed the

development of the French edition-de-luxe^—though neither quality was new to the printed

book. The pink voluptuous lines overflow the margins and trespass on the type, welding the

book into more of a unit than it could have been if the illustration had been hors texte. But

while the illustration is typical of the French twentieth-century book in owing nothing to

the past, the typography is no less typical in being wholly traditional. To the magnificent

Garamond italic, so well printed by the Imprimerie Nationale, the book owes a great part of

its success. But it was only a succes d'esttme, for the director of the Imprimerie Nationale

decided after he had printed it that the subject matter was undignified and he made Vollard

return the whole edition (apart from a few copies which had already gone out) so that his

imprint might be removed.

Bonnard, a member with Maurice Denis, Vuillard and Maillol of the Nabis, was of all his

contemporaries the one man, says Denys Sutton, 'whose feelings for surface decoration and

for mise en page and whose conception of perspective most approximated to the oriental

pattern.' He had already illustrated Nansen's Marie (1897) but his drawings were poorly

» An article in the Times Literary Supplement directly catered for by the publication o( editions-

of 20 March 1953 suggests that 50 per cent of all de-tete with a suite of "rejected plates" in which

editions-de-luxe depend for sales on their erotic the artist is allowed a greater licence than is

appeal. But 'the iUustrations, though frankly thought appropriate for the integral illustrauons

erotic, can rarely be said to be openly porno- themselves',

graphic, though in some cases such tastes are
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reproduced by line blocks and the quality of the work suffers. But in 1895 Vollard had pub-
lished a set of separate lithographic prints which revealed Bonnard's briUiance and Vollard's

perspicacity. For it is Vollard who is the key figure in French illustration for the first forty

years of the twentieth century. He was of course a dealer in pictures and prints as well as a

publisher and he had the distinction of arranging the first one-man show of Cezanne's pic-

tures in 1895. It was on the proceeds of his picture sales that he published books, and books

remained his chief love. 'Little by little,' he says in his autobiography, 'the idea of becoming

a publisher, a great publisher of books, took root in my mind.' He brought the same prin-

ciples to the commissioning of illustrations as he did to that of prints. 'My idea', he said,

'was to obtain engravings from artists who were not engravers by profession.' What was

even more unusual was his partiality for younger, comparatively unknown painters. He was

not well read and his interest lay definitely in illustration. But although he briefed his artists

so carefully and must often have driven them to distraction, it is said that once an artist

started work Vollard never interfered with his interpretation. He was exacting in the choice

of paper and in typography; the printers who worked for him deserve great credit especially

Auguste Clot, the lithographer. But when a book was finished he often had a strange reluc-

tance to publish it, perhaps because of his desire for absolute perfection. Flaubert's La

Tentation dc Saint Antoine, for instance, which Odilon Redon illustrated with lithographs

and wood-engravings, was not ready until long after the artist's death in 1916 and then only

'exhibition copies' were on show in 1938. As a result of all this more than twenty books were

in preparation at the time of Vollard's death in 1939 and some of them have only recently

been completed. Rouault spoke truly when he wrote in his Miserere preface, 'If injustice has

been done to Ambroise Vollard let us remember that he had great taste and a passion for

making beautiful books without haste, taking such time as was needed; but it would have

taken three centuries to have completed the works which he wanted, without considering

our human limitations, to entrust to the artist.'

Parallelement was followed in 1902 by Daphnis et Chloe, also with lithographs by Bonnard.

This time the format is more conventional but the drawings are still distinguished by an

exquisite lightness that only lithography could have rendered. They have, too, a numinous

quality which is lacking in the earlier book and which provides the greatest possible contrast

with Maillol's Daphnis et Chloe of 1937. What is perhaps even more remarkable is the fidelity

with which Boimard sticks to his text. He proved, if proof were needed, that the painter

could meet the professional illustrator on his outi ground and often beat him; and this was

demonstrated over and over again by the artists whom Vollard subsequently employed,

among them Redon, Denis, Chagall, Picasso, Rouault, Segonzac and Dufy. Not only were

these men easily able to adapt themselves to the demands of reproduction; they also excelled

in illustrating a text without fear of being thought 'literary' although many of them were at

one time or another abstract painters. Picasso in fact took the bold step of combining in one

book, Le Chefd'ceuvre inconnu, representational etchings and cubist wood-engravings [307].

Both his Bonnard books being financial failures, Vollard turned from lithography to

wood-engraving in an attempt to interest the bibliophiles of the day. UImitation de Jesus-

Christ (1903) has wood-engravings by Maurice Denis, Gaspard de la Nuit (1904) by Armand

Seguin and Fleurs du Ma/ (1905) by Emile Bernard. In the first of these three Tony Beltrand,

who engraved Denis's designs, produced an effect from the wood that might have passed for

lithography [302], quite different from the meticulous work of the contemporary American

reproductive engravers. More brilliant still are the wood-engravings which Jacques Beltrand

produced after Denis's designs for Verlaine's Sagesse in 191 1, ilso published by VoUard.
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295. Descaves: Barabbas, 1914.
8* X 6". Illustrated by Steinlen

In these the engraver is more even than a collaborator. Often Denis gave coloured sketches

to his engravers to work from and his best illustrations are coloured wood-engravings such

as those for Dante's Vita Nuova (1907) or the superb Fioretti of St. Francis of Assisi (1913).

In a much later book however, Francis Thompson's Poems (1936), he used colour litho-

graphs instead, returning to wood for the coloured illustrations in Claudel's UAnnoncefaite

a Marie {i<^^o).

Coloured illustration is of course a natural result of so many painters working for books

and it is found in many Vollard books of this period. It is found also in books from other

pubhshers for others were beginning to follow his example in employing painter-illustrators.

No one examining the books of this period can fail to be struck by the growing prevalence

of the limited edition-de-luxe in France. Nearly every illustrated book of any pretensions

produced during the century carries 2i justification de tirage, giving the limits of the edition,

the type of paper and so on. One of the causes of this was the spread of bibliophile societies,

the beginning of which we saw in the last chapter. In the early years of the present century

were founded Le Livre contemporain, Les Amis dn livre moderne and others, a phenomenon

almost wholly pecuHar to France. Between the wars it has been estimated that these societies

were responsible for almost half the editions-de-luxe published. Lepere, an illustrator who
also appeared in the preceding chapter, worked particularly for the bibliophile societies.

His wood-engravings for Huysmans's La Bievre (1901) [303] and for Erasmus's Eloge de la

Folic (1906), excellent though they are, seem to belong more to the nineteenth than to the

twentieth century. Those for the Erasmus are printed in two or three colours on the chiaros-

\
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euro principle. It is almost unbelievable that they should have appeared six years after

Parallelement; and yet Lepere was a forerunner of the twentieth-century p^mrrw-^arvMrj.

All this time the pubUsher Edouard Pelletan, who had considerable influence during the

first decade of the century, was continuing to produce his conception of le beau livre demo-

cratique but even he limited his editions. Books of his were illustrated by Vierge and Grasset

but his best illustrator was the Swiss Steinlen, an artist with a distinct feeling for the printed

page. For Anatole France's L'Ajfaire Crainquebille (1901) he produced some very fine, de-

tailed wood-engravings. Later his drawings were reproduced by line blocks as in Richepin's

La Chanson des Gueux (1910) where they were retouched by the burin, or Barabbas by L.

Descaves (1914). In the latter the chalk texture has been very skilfully preserved [295],

making one wonder why so few of the painter-illustrators used process. Perhaps their dis-

trust was founded on the poor printing of the average trade edition of the time. Barabbas

is not poorly printed but then, in spite of its line blocks, it is not really a trade edition for it

too is Umited. The impetus given by Gillot and other early process engravers to inexpensive

illustration seems to have been lost and the autographic methods now occupy the limelight.

Sometimes line blocks are used in a cheap edition to reproduce wood-engravings made for

an earlier limited edition; this was done forUEnchanteur pourrissant which Derain illustrated

but here, one feels, the mechanical process is only used/aw/e de mieux.

In the 1905 edition of Fleurs du Mai Emile Bernard returned to the woodcut (as distinct

from the wood-engraving) which Gauguin had recently revived. But it was Derain and Dufy

who exploited it to the full. The Fauve movement was now in full swing and these two were

in the middle of it. The Fauvists were pre-eminently colourists and it may seem strange that

two painters who relied so much on colour should be satisfied with a monochrome technique.

296. Apollinaire:

Le Bestiaire, 191 1. Wood-
cuts by Dufy
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But it was the simplification of the woodcut that appealed to Derain and Dufy, a crudity and
directness that accorded well with the 'wildness' of the Fauvists. In 1909 Derain illustrated

UEnchanteur pourrissant and in 191 1 Dufy illustrated Le Besttatre, both by Apollinaire

[296]. In both these books the pictures have the character almost of the chap-book cut.

Neither Derain nor Dufy however hmited themselves to the woodcut (though it has always

remained Derain's favourite) for one of the most astonishing things about contemporary

French illustrators is their versatihty in the matter of techniques, and the way they are able

to vary their st}'le to suit the chosen method. Derain chose hthography for his Fables of La
Fontaine, prepared by Vollard but not pubHshed until 1950. He illustrated Oscar Wilde's

Salome for the Limited Editions Club of America in 1938 with gouache drawings on black

paper and these were reproduced in Paris by pochoir, also on black paper. This bold experi-

ment was successful and the pictures in spite of their technique have the antique quahty

of the text [305]. The Satyricon of Petronius (1952) had black-and-white etchings. But in his

best book, Pantagruel (1946), he returned to the woodcut, this time in colour. The colour

was however reproduced in a peculiar way, for he used one block only for each picture and

painted it with different colours which were then printed simultaneously. The result is

reminiscent of the old playing-cards, and the colour-printing has a special texture all its own

[304]-

Dufy, for his illustrations in the Madrigaux of Mallarme (1920), used lithographs coloured

by pochoir, a French stencilling technique that here produces the most lovely fresh results

unobtainable by any other means. The illustrations of many French books of this century

have been coloured by pochoir though the method has been used very little elsewhere. It is of

course no more a printing process than the hand-colouring used in the English topographical

books a hundred years before; but it is a delightful way of reproducing a water-colour if

water-colours must be used for illustration. For Montfort's La Belle Enfant (1930) Dufy

produced a very large number of etchings, their fineness and delicacy as different as possible

from the coarseness and strength of his wood-cuts. This was another Vollard book and one of

Dufy's best. With the farcical text of Daudet's Tartarin de Tarascon which he illustrated in

colour lithography in 1936 one feels he has little sympathy but yet he has produced an effec-

tive personal interpretation. The Aphorismes of Brillat-Savarin, which was published in

1940, has etchings and as in La Belle Enfant they often form a border for the type. Seldom

can etchings and type (which the purists cannot reconcile) have lived in such calligraphic

harmony together. Finally came Vacances Forcees by R. Dorgeles published after Dufy's

death in 1956. In this remarkable book Dufy's water-colours are reproduced with uncaimy

skill by Jacques Beltrand as wood-engravings, retaining all their spontaneity of touch and

freshness ofcolour [297].

In 191 1 Vollard produced another kind of illustrated book of a type that has since become

very popular. This was Lettres de Vincent van Gogh a Emile Bernard and it contained repro-

ductions of the artist's paintings and drawings. Similar books followed, written by Vollard

himself on Renoir and on Cezanne. Between 1934 and 1936 he made an interesting experi-

ment, using various monotj-pes of Degas to illustrate three books for which of course they

had never been intended. Mimes des Courtisanes by Pierre Louys (1935) is the best known

and the most successful, the aquatints by Maurice Potin after Degas being quite exquisite.

Somewhat similar in its genesis is Mirbeau's Lejardin des Supplices (1902) for which Vol-

lard used drawings by Rodin not originally intended for illustration. The combination of

nude drawings and erotic text is one which few French pubhshers can resist; but books made

in this way are seldom aesthetically successful. Rodin also did three series of hthographs
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297. Dorgeles: Vacances Forcees, 1956. 13' x 10'. Wood-engravings by Beltrand after Dufy's

watercolours. Editions Vialetay
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before 1900 for Flaubert's Tentation de Saint Antoine which were never produced in book

form and a remarkable set of marginal drawings for Baudelaire's Fleurs du Mai which were

later reproduced in facsimile in 1918.^ The last book in which his illustrations appeared

was the posthumous Elegies amoureuses of Ovid (1935) where they took the form of wood-

engravings.

It has been necessary, in order to trace the history of artists like Dufy and Derain, to tres-

pass into the years after the First World War. In fact Dufy and Derain exemphfy excellently

the general development which took place and which broadly distinguishes the years after

the First World War from those before. During the first twenty years of the century VoUard

was the key figure but afterwards, although his importance hardly diminishes, his battle

was won and the work of the peintre-graveur is more or less taken for granted. Vollard's was

not only a battle against prejudice, it was also to some extent the old struggle between illus-

tration and decoration, between the freedom demanded by the painter and the purist ideals

ofPelletan.

We return to Bonnard in whose work that freedom is embodied and who, if it can be said

of anyone, started all this. After his triumph in Daphnis et Chloe he forsook Hthography for

the humble line block in Renard's Histoires naturelles of 1904, and in Mirbeau's La 628-E8

pubUshed in 1908. Neither of these books falls into the edition-de-luxe class and although

they are less spectacular than his early Vollard books they are none the less successful. In

La 628-E8 as in the earlier Marie he used the 'croquis marginal' which had always fascinated

him and which had found its most triumphant expression in Parallelement^ printed in a

second colour. After that however there was nothing of importance until 1924 when he

illustrated Mirbeau's Dingo for Vollard with etchings.^ His last book for Vollard was the

superb La Vie de Sainte Monique of 1930, in which he surpassed himself. It contains etch-

ings, lithographs and wood-engravings but in spite of this mixture it makes a satisfying

whole. Finally we have Le Crepuscule des Nymphes by Louys (1946) in which he returns to

lithography.

Maillol, like Rodin, was a sculptor who illustrated books but in a very different manner.

He used the woodcut, which, for one used to relying in his work on line rather than colour,

was a wise choice. He supervised the printing himself, he even made the paper, but he did

not actually cut the blocks which were used in his first book, Virgil's Eclogues (1926). This

task was undertaken by Eric Gill, the English engraver, who also cut the initials, and the

book was printed at the private press of Count Kessler in Weimar. The prospectus for this

work reminds one of William Morris's influence in Germany for it lays great stress on 'unity

of type, illustrations and paper' such as distinguished the medieval manuscript. We never

find such sentiments coming from a French publisher.

Maillol's next book Verhaeren's Belle Chair (1931), was less ambitious though it contained

lithographs as well as woodcuts, and it was published in France. But the next two came from

Lausanne, which was soon to rival Paris as a centre for editions-de-luxe. Ovid's UArt d'aimer

(1935) containing lithographs and woodcuts and the Pastorales of Longus (1937) containing

only woodcuts are 'pure masterpieces', says Guignard, 'which recall by their technique the

best work of Renaissance artists under the spell of antique beauty'. These two books

were printed by the Gonin brothers by hand and the presswork leaves something to be

desired. In 1938 however Vollard commissioned his first Maillol book, Livret de Folastries

' Bonnard also left a wonderful set of marginal ^ Two children's books of his are given on
drawings for La Fontaine's Fables but these have p. 356.

not yet been published.
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Les vins phis dtiiais. les victima plus belks,

Offrc dcs vena nouveaux pour dcs nxnssons nouvdla;
Choisis pour temple un bois, un gazon pour autel.

Pour ofirande du vin. et du Uit, et du miel.

Trois fois auiour des Mis on conduit la victinie

;

Et trois fois, enivr< d'une jote unanime,

Un chour nombreux la suit en invoquant CttH:
MCme, avani que le fer dtpouUle les guirets,

Tous entonneni un hymne; et couronni de cMne,
Chacun d'un pied pesant frappe gatmcni la plaine.

^I ct culte pieux n'obbent pas de beaux jours,

)La lune de I'oragc annofict au moins Ic cours;

Et le bcrger connolt par d'assuris prfeages

Quand il doit ^ter les lointains plturages.

Au premier sifflement des vents tumultueux,

Tantfit, au haul des monts.d'un bruit imp<tueux
On enlend les fclats; tantflt les mers profondes

Soultvent en grondant et balancent leurs ondes;

Tantdt court sur la plage un long mugissement.

El les noires forto murmurent sourdement
Que je plains les nochers,lorsque aux prochains rivages

Les plongeons effray^avec des chs sauvages,

Volent du sein de I'onde; ou quand I'oiseau des men
Parcourt en se jouani les rivages diserts;

Ou lorsque le hiron.les ailcs Vendues,

De s«s marais s'tlaiKc et se perd dans les nucsl

USLQUEPOBtdc I'oragc avant-courtur brflJartt,

LIVRB PRBHim.

Cui lu lacte favos et miti dilue Baccho;
Terque novas drcum felix eat hostia fruges
Omms quam chorus et socii comiientur ovantes,
Et Ccrerem clamore vocent ui tecu: neqiie ante
Falcem maturis quisquam supponai anstis

Quim Ceren.tonl redunitus tempora quercu,
Det mocus incompositos et carmma dicat.

rVTOVB hxc ut certis possemus discert signis,

^stusque,pluviasque,et agentes frigora ventos,

^ Ipse Pater statuit.quid meiutrua luna moncrel.
Quo signo cadcrent austri,quid sxpe videnies
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298. Virgil: Les Georgiques, 1950. 121' x9i''. Woodcuts by Maillol. Gonin

a Janot parisien and here of course the printing is immaculate. But the illustrations are

etchings instead of woodcuts and this seems to nm counter to Maillol's genius, as do the

lithographs for Lucian's Dialogue des Courtisans which appeared in 1948. In his illustrations

for Verlaine's Chansons pour elk, which he published himself in 1939, Maillol returns to his

first love, the woodcut. And at his death in 1945 he had in preparation Virgil's Les Georgiques

but this book was not published until 1950, three years after Segonzac's with which it

offers an interesting comparison [298].

Marie Lauren9in illustrated some charming books in colour during the twenties, using

various processes. La Tentative Amoureuse by Gide (1921) contains coloured wood-engrav-

ings after her water-colour drawings and UAdroite Princesse by L'Heritier de Villandon

(1928) coloured lithographs. Dumas' Camille was printed in England in 1937 for the Limited

Editions Club of America and here her water-colours are reproduced by stencil, giving an

effect of richness that could hardly be obtained in any other way. Even more dehghtful be-

cause t}'pographically superior is Katherine Mansfield's The Garden Party published in

England in 1939 but printed in Italy at the Officina Bodoni [306]. The exquisite pastel

colours of the lithographs perfectly suit their subject-matter. But it is in the subject-matter

that the limitations of the artist appear, because practically every picture in the book is one

ofwomen's heads. At first sight the illustrations (and this applies especially to her black-and-

white ones in other books) have a nineteenth-century air. But on closer acquaintance one

finds a timelessness in them which reminds one of the poetry of Walter de la Mare.

Vuillard, although he produced one of Vollard's most famous sets of coloured lithographs

in 1899, the Paysages et Interieurs, seems never to have illustrated until 1935 and then he

only contributed six lithographs to Jean Laroche's Cuisine. But they are dehghtful pictures

and apart from them the book is worth mentioning because with its different coloured papers
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299. Reuillard's

Grasse Normandie,

1926. 7i"x5i".
Line blocks from
Vlaminck's

lithographs

giboyeux. J'aime ses petits ports de

peche, ses grands ports commerciaux,

ses villages, ses bourgs et ses villes.

Partout, j'y vols couler la vie plus abon-

dante — plus facile qu'ailleurs, me
semble-t-il — naissant comme par

miracle, presque sans effort, d'une terre

it is exceptionally well produced and also because it is an experiment in co-operative illus-

tration such as was common in the French books of the two preceding centuries. Besides

Vuillard's lithographs there are in Cuisine six fine etchings by Segonzac and six less impres-

sive copper-engravings by Villeboeuf.

Vlaminck like Derain and Dufy was a Fauvist painter but he started to illustrate books

much later than they. He followed their example in beginning with woodcuts—in Van-

derpyl's Voyages of 1920—but later he went over to lithography, for instance in Duhamel's

Les Hommes abandonnes of 1927 which is perhaps his best book. But mention must be made

of Reuillard's Grasse Normandie (1926) because it is one of the very few books described in

this section which was first produced in an ordinary trade edition (though a limited edition

was published at the same time). In this unpretentious volume line blocks do ample justice

to Vlaminck's drawings and the result is the very best sort ofguide-book [299].

Matisse was of course the leader of the Fauve movement and he remained a great colourist

all his life. Yet coming, like Vlaminck, to book illustration comparatively late he became a

great graphic artist in black-and-white also. 'Je ne fais pas de difference entre la construc-

tion d'un livre et celle d'un tableau,' he said. His first important book was Mallarme's

Poesies which Skira pubhshed in Lausanne in 1932. Here the etchings, refined to the mini-

mum number of lines, often fill the whole page and the margins as well. The effect of the

double-page is more carefully calculated than was usual with the painter-illustrators. 'Je



300. Montherlant's Pasiphae, I944- Mi' x 9V- Linoleum engravings by Mat isse. habtam
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compare', says Matisse, 'mes deux feuilles a deux objets choisis par un jongleur.' He is pre-

occupied with the balance of black-and-white, of type and drawing in all his books. In the

Mallarme the white is provided by the tenuous etchings but for H. de Montherlant's

Pasiphae (1944) he made engravings on linoleum, simple white Hnes on a black ground, which

turn the type page into a white area [300]. Matisse had a great opinion of lino, a material

which we have not so far encountered and which even now is disdained by most artists.

*La gravure sur lino', he said, 'est un vrai moyen predestine au peintre-illustrateur.' And he

warns against its use as a cheap substitute for wood, pointing out that it has quite a different

character.

Matisse's concern for the balance of text and illustration appears also inJazz (1947). Here

the text is written out in the artist's own hand, its purpose being, as he says, to interrupt

the brightly coloured plates which are stencilled reproductions of paper-cuts. The hand-

written text is found again in his last book, the Poemes de Charles d'Orleans (1950) where it is

accompanied by coloured chalk drawings and calligraphic borders, the whole being litho-

graphed. (Matisse seems to have regarded Uthography purely as a method of reproducing

freehand drawings.) The fashion in hand-written texts has not been an altogether happy one

though it has been followed by Picasso himself.

So we come to Picasso who has been called a bom illustrator. In addition he is a key

figure, because his working hfe has spanned almost the whole of our period and he has been

a leader in nearly all the great twentieth-century movements in French painting, helping to

bring them into the book. He has shown great versatility in his use of media, for he has been

equally at home with etching, aquatint, lithography, wood-engraving and the humble line

block. His output of prints (apart from book illustration) has been enormous, for in spite

of his immense reputation he has never hesitated to work for reproduction. But it is interest-

ing that most of his graphic work is as Philip James has said 'in a traditional classical style

to which he has always reverted from time to time as a curb upon his innate romanticism

and the turbulent baroque character of his draughtsmanship'. Much of it too is in black-and-

white.

Nearly all his best work, like that of his contemporaries, has appeared in limited editions

simply because pubhshers of editions-de-luxe were the ones to commission him. In his early

days he contributed a few etchings to some books ofMax Jacob's like Saint Matorel (191 1),

one of the very first to have cubist illustrations; and this was followed by a steady flow mostly

with etched illustrations. It was not until 1931 however that he was given a task worthy of

his talent for in that year he produced two remarkable books, one for Skira and the other for

Vollard. Ovid's Metamorphoses has many remarkable etchings and Balzac's Le Chef d'oeuvre

inconnu has etchings and wood-engravings. Curiously enough the etchings are classical in

style while the wood-engravings (executed by Georges Aubert) are some classical, some

cubist and some calligraphic. But the plan of the book is such that there is no clash and

its execution under Vollard's care makes this 'one of the world's most beautiful books'

[307]-

Picasso became interested in lithography in 191 9 but he has used it mainly for separate

prints until quite recently. Etchings appeared in Aristophanes' Lysistrata which he illus-

trated in 1934 for the Limited Editions Club of America; and hne blocks were used (very

successfully) in Eluard's Les Yeuxfertiles (1936). His sugar aquatints for Buffon's Histoire

naturelle (1942) however could almost pass as lithographs so varied is the interplay between

grey and black obtainable by this technique [308]. It was Roger Lacouriere who introduced

It to Picasso, showing him how to make two drawings in sugar, one for the grey and a subse-
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quent one for the black. Others have pointed out the subordination of the text in this book
which is heralded by the title-page 'Picasso. Eaux-fortes originales pour les textes de Buffon'

and how the pretence is only kept up for the first half of the book, the remainder having no
text at all, only aquatints. Sabartes in his Picasso, portraits et souvenirs says, 'When a book
was to be illustrated by him one could always find something among the abundance of his

output provided one was not too exacting; his work has so much merit and gives so much
value to the book that nothing else wants. The aquatints for the Buffon were done as free

designs. Afterwards the publisher sought in the text for what was best suited to each plate.

When the book was finished the text seemed to have been written as a commentary on the

plates. That is why Picasso's name appeared at the head of the title-page.'

The process is carried a step farther in Reverdy's Le Chant des Morts and Gongora's

Vingt Poemes, both pubHshed in 1948, the first with lithographs and the second with sugar

aquatints. In these books the text is still further subordinated by being reproduced in a

facsimile of hand-writing, Reverdy's in the first and Picasso's own in the second. In neither

case is the writing good or even particularly legible and it is often defaced by erasures. There

is nothing specifically hthographic in the blobs of colour that surround Reverdy's page but

there is a curious reminiscence of the illuminated manuscript in the way those blobs are

sometimes placed to -fill up a short line of text. The powerful aquatints in Gongora are a

very different matter and in this book again there are calligraphic marginal decorations, this

time engraved in drypoint and in quite a different stj'le from the aquatints. Both these books

were pubhshed in very small editions and some later books have been even more severely

limited. Roch Grey's Chevaux de Minuit (1956) for instance, to which he has contributed

drypoints and line-engravings, was published in an edition of 6S copies. Poemes et

Lithographies (1954) has his own sur-

realist text. In Helene chez Archimede by

Suares, which was not published until

1955, wood engravings appear which

were commissioned from Picasso by

VoUard at a much earlier date, and cut by

Aubert. This is a magnificent book. But

even finer is the more recent Tauromaquia

by Pepe Illo (1959) with its many aqua-

tints, the only major book with original

illustrations by Picasso to be published in

Spain.

Not all the great painters of this period

were able to illustrate books with such

felicity as Picasso. Fernand Leger's few

books are unconvincing, from the wood-

engravings for Andre Malraux's Lunes en

papier (1921) down to the egregious

Cirque (1950) with its colour lithographs

and its text which, following the pre-

vailing fashion, Leger composed and

wrote out himself

It is curious to reflect that although

twentieth-century France has seen many

301. Radiguet: D^z>, 1926.

io|" X 7 J
". Lithographs by Oris

Galerie Svnon
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diverse artistic movements—Fauvism, Cubism, Dada, Surrealism—few of them have en-

gendered any great illustration. We have noted one or two books into which cubism was

introduced by Picasso. There are also one or two illustrated by Braque such as Erik Satie's

Le Piege de Meduse (1921) with its coloured wood-engravings and Reverdy's Une Aventure

Methodique (1949). Braque's later work such as the etchings for Hesiod's La Theogonie

(1955)5 which was originally commissioned by Vollard, is in a different class. In the last

three years of his life Braque illustrated three fine books : Perse's UOrdre des Oiseaux (1962)

with colour etchings, Apollinaire's Sije Mourais Id-bas (1962) with hand-coloured wood-

cuts, and Char's Lettera Amorosa (1963) with coloured lithographs. It was Juan Gris how-

ever who most successfully adapted the cubist formulae to the book, achieving abstract

illustration without a hint of decoration in the etchings of Tzara's Mouchon de Nuages

(1925) and the lithographs of Radiguet's Denise (1926) [301]. Dada was even more sterile

and it was hardly to be expected that a movement which set out to be anarchic could achieve

success in so traditional a form as the book.^

Surrealism on the other hand is illustrative by its nature and one would have expected to

find its influence in many contemporary books. Chagall who is sometimes regarded as the

father of Surrealism can hardly be regarded as a Surrealist illustrator in the sense that

Chirico was, in such books as ApolHnaire's Calligrammes (1930) and Cocteau's Mythologie

1934,' both with lithographs ; and in 1934 Dah did some fearsome Surrealistic etchings for

Lautreamont's Les Chants de Maldoror [309]. He also illustrated in 1957 an elaborate

French edition ofDon Quixote. In this extraordinary book the lithographs are compounded

of meticulous designs and large splashes of colour, the latter produced by firing lead shot

at the lithographic plates from a thirteenth-century arquebus. Then there are some in-

teresting experiments by Man Ray and Max Ernst. The former used photomontage in

Eluard's Facile (1935), and the latter, one of the most important Surreahst figures and a

founder of Dada, used collage with astonishing skill, in, for instance Les Malheurs des

Immortels (1922). This was followed by R. Crevel's Mr. Knife, Miss Fork (1931) and in

1964 by Maximiliana with numerous colour etchings, 'a mixture oftypography, calligraphy,

and Une etching animated with surrealist humour.'

The two artists who suffered most from VoUard's habit of procrastination (a habit which

became more marked towards the end of his career) were Rouault and Chagall. Their books

too are among the greatest that Vollard ever published. Michael Ayrton has said that 'they

are both capable of exactiy the same force of expression in an illustration between the pages

of a book as in an easel picture, and their approach is consistent to both'. Neither is afraid

of being labelled 'literary'. Rouault's etchings and wood-engravings for Vollard's own Les

Reincarnations du Pere Ubu (1933) lifted that comic figure to the level of real drama. But in

the Cirque de VEtoile Filante (1938) for which he wrote his own text and in Andre Suares's

La Passion (1939) he found worthier subject-matter [310]. Of the Pa^^/on Vollard himself said

*On n'a jamais fait de tels livres et on n'en fera plus', and this might well have been said

of their size as well as their quahty. Rouault needs a large page for he rehes on the broad

effects of the stained-glass window, and for the same reason he is happiest with colour. In

most of his books he employs a mixture of processes, generally sugar aquatints printed in

colour and wood-engravings; it is said that the wood-engravings needed a specially con-

structed press to do them justice and this was provided by Vollard. Rouault's great Miserere

etchings, originally intended to accompany a text by Suares, were finally published in 1948

1 The few books which appeared under its 2 This book has a hand-written text (it cannot

auspices will be discussed under the heading of be called calligraphic) by the author, anticipating a

Switzerland. contemporary French habit.
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302. L'Imitation de Jesus-Christ, iqo^,

Wood-engravings after Denis

303, Huysmans: La Bievre, 190^

Wood-engravings by Lepere
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304. Rabelais: Pantagruel, 1946. i3i"xii'

Coloured woodcuts by Derain. Skira

305. Wilde's Salome, 1938. 11" x yf ". Illus-

trated by Derain. Limited Editions Club
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to No. 26 she thought ot those four flights of stairs.

Oh, why four flights! It was really criminal to expect

people to live so high up. Every house ought to have

a lift, something simple and inexpensive, or else an

electric staircase like the one at Earl's Court— but four

flights! When she stood in the hall and saw the first

3

306. Mansfield: The Garden Party,

1939. 10" X 7". With lithographs by

LaureiKjin. Cambridge University Press

307. Balzac: Le Chef d'oeuvre inconnu,

1931. 13" X 10". A wood-engraving and

an etching by Picasso. Vollard
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308. Buflfon: Histoire naturelle, 1942. 14I" x 11". Sugar aquatints by Picasso. Fabiani
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309. Lautreamont : Les Chants de Mal-
doror, 1934. 13" x 10". Etchings by Dali.

Skira

310. Rouault: Cirque de VEtoile Filantey

1938. 17" X 12.1". Etchings and wood-

engravings by the author. Vollard

Entends done, Tristes Os, mon pote,
Et vols enfin ce qu'ils ontfait
De cette voix humaine, si belle,

films trop sonorcs pcuf-<tre bicn, tant dc bruits inconjjnis
que Ic Prefer d'Athincs a prohihte hier sur beau papier
Nanc - ccia nous a court quelques denicrs, cf ces bruits

rtnaissent plus discordants encore. Le Prefer afTirme
que rout homme de projjres de>ra sV habituer; d'autrcs
Bsurent mctrrc au point des disqucs parfaits, admcnonv
*i a condition que cc soir ma colombe qui roucoule sur
men caur en minciir ct non les abo\eurs de la Bourse
d: PsT :

.

- ^r. La vie est amere ct ce pcuple,

onne humeur, scmWe trisrc a crc\er

:

-N vailiants humoristcs, qui lui rcndrc/ la

. «. ivcv vos petits croquetons, si amusants qu'ils soient.

91
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311. Gogol : Les Ames Mortes, 1948. 14I" x 1
1
". Etchings by

Chagall. Vollard

312. Toulet: Les Contrerimes. 1939. 8'

Daragnes printed in blue

x5i' Vignettes by

XXI

Dans cc chamicr d'amanu qu'a dcvnrn la Chine,

Oil tu glapis ton cocur sur Icurs os corrompus,

N'ts-tu pas lassc cncor d'opium ni de pus,

Hyene jaiine. a qui frcmit sa haute cchinc?

XXII

O nuit parmi les nuits dc laqur ct de vermeil,

Es-tu I'aurorc, — ou les degres d'un noir sommeil?
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313- The Book ofJob, 1946. 1 1 x 8 . Etchings by Goerg
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LIVRE QVATRIESME

Jc chanrois routes ces chofes fur le bbcur des champs & fur

Ic foin dcs croupeaux &: dcs arbrcs; tandisquc Ic grand Celar

foudroye par fes armcs fur les bords de I'Eufratc, & que les

pcuplcs scftants volonaircmcnt foubmis 1 fes loix, il fc trace

avcc fes vidoircs un chemin au Ciel.

Alors dans I'agrcable fejour dc Parthenopc, Virgile s'oc-

cupoit ^ I'cftudc dun loifir pcu glorieux, aprcs avoir recite

dcs airs pour les bergcrs, & apres que durant le plus grand

fen dc fa jcuncfle, il a fait dcs chanfons de toy, Tytirc, qui

rcpofois fous Ic couvert dun heftrc au fueillage cfpais.

314. Virgil's Les Georgiques,

1947. 18" X 13 J". Etchings by

Segonzac

315. Virgil's Bucolica (trans-

latedbyValery),i953.i5" x iii".

Coloured lithographs by Villon.

Scripta et Picta
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To*tt ravt : hi 4cIh^* le reJi trnt aujr a firrs .'

Mats it faul il fir^.tenf rentrti; ritmpter hi bffes

f''espet te vent, tjut vtent en thpti de //>/; mpe.
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3 1 6. Le Marchand: L'Odyssee

d'Ulysse, 1947. 12" x 9", Litho-

graphs by Fran9ois. Guy Le Prat

^ij. Lucian's Dialogues, 195 1.

152" X iiT'. Coloured woodcuts

by Laurens. Teriade

panout oil »«>u* irr. . |c vi>u»sui\m pour \ouv molester, vous chan-

connn- rt nrc i v<^ Jcpm\.

CRfSUS Nf«<f pis 1j dc rimolcncc '!

Mf-NIPPE Non. nuis cc qui cuit dc rinM^kncc. cm cc que vou»

(nsci qujnd vi>u* pretenjiev *<re jjores que vims vous jouiez des

hommes liSrcv sjns jjmjU vous souvenir dc U mon. Pleum done

i prtseni que vous He- pnsfs Je tout leU

CRF^US Ah oui. de biens nomhreux, o dieuv et consKknUes.

MIDAS Et miM. de lombien dor!

SARUWAPMJ Etnioi.de quelle* delicts'

Mf NIPPF Brasol continucz. Pour moi. K ne ccoeni de vouscixiKr

lux omlles le dicton a ConiuB-toi toi-mfme. » c'es rKcompa-

gnemcni qui convient i dc tcllcs bmenutions.

mEmppe. amphilochos et trophonios

MfNIPPE Vous hcs morts U>U5 les deux. Trophonios et Amphilo-

chos. Aujsi. |e nc comprends pis comment on vous i lu^Cs dignes

d'lvoir des tcmple\ comment v ous pissei pour divms et comment

les hommes sont i«ez lous pour s'lmiifiner que voas ites dcs dieux

A.MPHILCXHOS He quoi! est-ce notre Ijute. si les hommes ipio-

rants sc forment de telles opinions sur les mortsf

M£.MPI'K Us ne se lc( li>rmcTjient pis si vouvm*nKs. de vour vi-

vant, vous n'aviei pis. par vos presumes Uit iToire que vous pct^

voyie? lavenir et que vous pouvici le predire i ceux qui vous

interro^eaieni.

TROPHOMO-S Amphilixbov ici present, Mfnippe. sait ce quil

doit repondre pour Iuim6ne. mais moi )e suis un hen« et le prMB

lavcnif a ceux qui descendent chcj moi. Mais il pjriii que lu n C5-

jamais allei Lebadcia.autrement tune serais pass: mircJulf.

MENIPPE. Que drs-tu' Si le ne suis pas alle a LfKjdeia.et -a. J*:W'!

dc les U>iles ndicules et tenart un «iteau dan~ les irjir*. :•• '''^

pinitrt dans ton antre en rampant par sahiS'.-H'— • - - ^'

•
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Iceulx jc suis d'advi^ que nous poursuyvons, cc pendent
que I'heur e« pour nous, cjr I'occasion a tous scs che-
vculx au front ; quand cllc eft oultre passcc, vous no la
povcz plus rcvocqucr ; ellc eft chauvc par Ic dcrricrc de
la tcSle ct jamais plus ne rctourne.

•-•Vravcment, diJt Grandf;ousier, cc nc sera pas a
ccftt hcurc, car je veulx vous fcftoycr pour cc soir, et
soycz les tris bicn vcnuz. •

••s. Ce diet, on jprtSta le souppcr, ct dc surcroifl fcurcnt
rou«ti2

: sczc beutz, troys gcnisscs, trcntc ct deux vcaux,
soixante ct troys chevrcaux moissonnicrs, quatre vingt
quinzc moutons, troys ccns pourretz de laid a beau
mouSf, unzc vingt pcrdrys, sept ccns becisscs, quatre

ccns chappons dc Loudunoys et Cornouaille, six millc

poullctz ct autant dc pigeons, six ccns j;ualinoncs, qua-

torzc ccns Icvraulx, trovs ccns ct trovs hoSljrdcs, ct

millc sept ccns hutaudcaux. Dc vcnaison Ton nc pcut

tant soubdain recouvrir, tors unzc sanj^licrs qu'cnvovi

I'abbc dc Turpcnay, ct dix ct huict bcSlcs fauvcs que

donna Ic seigneur dc Grandmoni, ensemble scpi vingt

faisans qu'envova Ic seigneur des Essars. et quclqucs

douzaines dc ramiers, dc oiseaux dc riviere, dc ccrcclles,

buours, courtcs, pluviers, trancoivs, cravans, tvransons,

vancrcaux, tadourncs, pochecullicrcs, pouacrcs, hcgron-

neaux, foulques, aigrcnes, cigouingncs. Cannes petieres,

oranges flammans (qui sont phctnicoptcrcs), terrigolcs.

^

moiairs s'aliiiianait dc rcvcs, d'illitsiom

pcrsoniicllcs, Jc Jcsirs cgoislcs, dc t?iidii-

plcs resolutions desesperces prises par cha-

318. Rabelais: Gargantua, 1955.

I5"xii". Lithographs by Clave. Les

Bibliophiles de Provence

319. Giono: Recherche de la Purete,

1953- 15 " ^ 1O4 "• Engravings by Buffet.

Creuzevault

cun dans la solitude dc sou etre. Nous uc

voyons que Ic boudlonncmcm dc la surface.

On Vimagine offeri aux idces gcneralcs

directrices de I'anncc; conimc les sacrifi-

catcurs regardant avcc des yeux dc prctrcs
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without any text apart from captions. They started as drawings in Indian ink, then they

became paintings from which the engravings were made photographically for Rouault to

work on in various techniques. They were first printed in 1927 but the reproductions were

destroyed because they did not come up to Vollard's expectations. The final production,

though it can hardly be called a book, is one of the monuments ofgraphic art.

Chagall's first commission of importance was from VoUard in 1923 for Gogol's novel,

Les Ames Mortes [311]. But the work was not published until 1948 and in the meantime he

illustrated a few other books. Les Ames Mortes was of course well suited to an artist of Rus-

sian descent and for it Chagall completed ninety-six original engravings, of which L.

Venturi says 'One cannot say whether certain scenes belong to the years 1835-40 and to

Gogol's imagination, or to the years 1923-4 and to Chagall's fantasy'. His next book was La

Fontaine's Fables and this did not appear until 1952. The illustrations for both these books

were printed three times before Vollard approved them and even then he did not live to see

them published. The illustrations for La Fontaine were originally planned as gouaches to be

reproduced as colour engravings but eventually they were completed as aquatints. Chagall's

last commission from Vollard has not yet been published as a book. This was the Old

Testament, which Chagall has followed up with the New Testament, the whole set of plates

having been published in 1956 without a text. In a sense the Jewish Chagall is here comple-

menting the illustrations for La Passion and Miserere by the Catholic Rouault.

The reader may feel that too much space has been devoted to the books illustrated by the

peintres-graveurs. These were all expensive limited editions and in many of them admittedly

the pictures are not integrated with the text, so that they might be regarded rather as collec-

tions of plates than books. What, it will be asked, was happening to the ordinary illustration

of the trade book as practised by the professional? The answer is that it was continuing all

this time, but it was completely overshadowed. The 1914 war caused the usual lowering of

standards and the paper and presswork of the ordinary book were generally deplorable. It

was the painters who set the pace; and it has been noted that some of their books already

described were re-issued in unlimited editions, their pictures reproduced by line blocks.

One of the results of the prestige of the edition-de-luxe is that almost every illustrated book

however poorly or cheaply produced bears a justification de tirage. A surprising number of

them contain just three or four plates.

By 1920 the ideals of Pelletan were fast disappearing and the beau litre democratique (if it

had ever existed) was a thing of the past. But a glance through the special number of The

Studio called The New Book Illustration in France (1924) reveals that Pelletan's influence still

lingered in certain quarters. The author is Leon Pichon, himself a printer and publisher of

the twenties and a firm believer in the necessity of illustration by original wood-engraving

as well as a disbeliever in the use of colour. Reading his essay one is struck by the almost

complete absence ofany mention of Vollard; and looking through his examples one is equally

struck by the insipidity of this typographical purity so uncongenial to Frenchmen and

apparently so unproductive ofgood illustration.

The notion of well-produced but completely undecorated books is quite alien to France.

Pelletan had tried in his Artistes et Penseurs series (which sold at 5 francs) to find a middle

way by producing well-printed inexpensive books decorated only by vignettes and fleurons.

He was followed bv Rene Helleu. Then came La Libraire Cres which published a cheap

series of illustrated books called Les Maitres du Livre. And in 1916 was founded La Society

Litteraire de France which had the same object. Their edition of E. Verhaeren's Poemes

B. H.B.I.



354 THE TWENTIETH CENTURY
legendaires de Flandre et de Brabant (191 6) has woodcuts by Dufy but again they are merely

floral decorations, not illustrations. Later this society turned to editions-de-luxe like their

Kir^ Lear of 191 7 with illustrations by Lebedev, and Salmon's Le Manuscrit trouve dans un

chapeau (1919) in which Picasso's drawings are reproduced by line blocks.

Perhaps middlebrow illustration may best be studied in the so-called 'demi-luxe' books

such as those produced by Les Editions Mornay between 1919-34. These were small squarish

books and editions were nearly all limited to 1,000 copies. Most of their illustrators were pro-

fessionals who, though they might paint as well, made their reputations in the graphic arts,

men like Jou, Carlegle, Sauvage, Bofa and Laborde. The first book in this series was

Duhamel's Vie de Martyrs with woodcuts by the Russian Lebedev and this sold for 25

francs. Most of the early books contained woodcuts or wood-engravings, first in black only,

later in colour. As the demand for colour grew we find more and more being illustrated by

water-colours reproduced by pochoir (a reminder that these are still limited editions from

which photo-mechanical colour processes must be banished) and the prices of the books

rising correspondingly. If unlimited editions were illustrated (e.g. the Collection Maitrise) it

was generally by means of the wood-block.

One wood-engraver who made his reputation during the twenties was Femand Simeon.

He began as an etcher and certain books have etchings by him in addition to woodcut decora-

tions. In Anatole France's Marguerite (1920) he handles the rectangular wood-block (cut

by himself) with great skill [320] and in his later work he uses colour, still printed from wood

with delightful effect. Perhaps his best book in this category is P. Arene's Jean-les-Figues

(1927). Pichon places him with the minor masters of the eighteenth century, but would not

perhaps have approved of his use of colour.

The work of Edy Lcgrand is by

many associated with these years

because at this time, with Boutet

de Monvel he helped to revolution-

ize the children's book. He intro-

duced stencilled colour with bril-

liant effect into such books as

Macao et Cosmage (1919) and Voy-

ages et Glorieuses Decouverts (192 1).

The latter was beautifully pro-

duced by Tolmer of Paris, a great

printer and (a rare combination)

a famous typographical pundit of

the time, author of Mise en Page

(193 1). Since this period Legrand

has illustrated a very large number

of adult books, beginning with

Pentatoli in 1931, mostly with

gouache drawings reproduced by

lithography. The four-volume Bible

of 1950 is one of the most striking

of his more recent books and here

the drawings are reproduced by

gravure.

320. France's Marguerite, 1920.

10" X e\". Woodcuts by Simeon
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Louis Jou was a skilled wood-engraver, a Spaniard who started life as a compositor and

signed himself in the colophons of his books 'I'artisan Jou'. He retained what is called 'a

strong feeling for type' but unfortunately this led him into extravagancies which stem from
the fitting of blocks into the text. He is a rare instance of an illustrator whose work deterior-

ated steadily. Anatole France's Les Opinions de Jerome Coignard (1914) is an impressive

book with good monochrome wood-cuts. In De la Servitude volontaire by Boethius (1922)

we find the blocks being distorted into preconceived shapes to fit the decorative plan of the

page. And finally in Thais by Anatole France (1924) this process is carried to its limit, the

triangular cuts forming the comers of the type area and so on. Moreover they are printed

in colour—hot unpleasant colours for hot unpleasant designs.

The work of Louis Jou, Charles Guerin and Edy Legrand (all of them working during

the twenties) now looks dated beside the books o{ the peintres-graveurs. That of Laboureur,

Laborde, Gus Bofa, Sylvain Sauvage and Daragnes is in quite a different category. These

too were professionals but their work appeared in limited rather than trade editions chiefly

because it was generally engraved and therefore expensive to produce. Laboureur seemed

to prefer line-engraving to etching and his work consequently has the precision of the eigh-

teenth century. It can be seen in Le Diable Amoureux (French edition 1921, English edition

1925) in which also there are a few decorations cut in wood in the eighteenth-century man-

ner but with a modern twist. Laborde's illustrations are mostly etched and if they seem

dated to us now it is because they were topical and dealt with a period (the years immediately

after the First World War) that is now as far from us in feeling as the eighteenth century.

Laborde was a social satirist and in Rues et Visages de Paris (1926) and his similar books on

London (1928) and Berlin (1930) he catches something of that strange feverish post-war

excitement. Gus Bofa too was a social observer with a distinct bent for comedy. His Don

Quixote of 1927 with its 400 coloured designs has the distinction of owing nothing to the

countless illustrations of that work which had gone before. His Syntheses litteraires et extra-

litteraires (1923) is equally unconventional for it attempts a literary assessment by means

of the illustration, turning the tables on the art critic, who does exactly the opposite.

Each picture is labelled with an author's name and into it is distilled the whole of his

work.

Jean-Gabriel Daragnes is perhaps the most important of this group and not only on

account of his very large output. He showed more interest than most of his contemporaries in

the book itself and often undertook the whole design of those in which his illustrations

appeared, as well as of some (e.g. Les Editions de la Banderole) which others illustrated. His

technique was always brilliant and among artists who have always been notable for their

readiness to experiment he stands out by the variety of his media. His interest in the book

extended to the study of its past illustration and much of his inspiration was drawn from

the seventeenth century (rather than the eighteenth which has generally been more popular

among French bibliophiles). One of the consequences of all this is a more highly decorative

sense than is usual among his contemporaries. It can be seen in an unostentatious little book

which he printed himself and which has sometimes been called his best—L^5 Contrerimes

by P.-J. Toulet (1939) with its little vignettes printed in blue on a bluish paper [312]. It can

be seen too in his habit of designing decorated initials for books which he illustrated, a prac-

tice which is being followed today by Chastel and Clave.

Like so many others he started with wood and this medium remained a favourite all

through his life. In the 1918 edition of The Ballad of Reading Gaol the geometric woodcuts

are printed en camaieu (i.e. in two tones from the same blocks) and this device was used again
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later. But the 1945 edition of the same book has mezzotints. For Carco's Suite Espagnole

(193 1) he produced dry-points, for Marcel Schwob's Mimes (1933) colour engravings on
copper, for Flaubert's La Tentation de Saint Antoine (1942) colour engravings on wood, and
for Carco's LesJours et les Nuits (1946) colour Uthographs.

Dunoyer de Segonzac has used etching in nearly all his books and he is one ofthe greatest

of contemporary French etchers. One of his first books was Les Croix de Bois (1921) by R.

Dorgeles with its dry-points. Then came Phihppe's Buhu de Montparnasse (1929) with its

67 etchings which made his reputation as an illustrator. Since then his etchings have ap-

peared in many books but sometimes they have been reproduced by process. In 1932 he

illustrated Colette's La Treille Muscate in which he seems to be preparing for his chef

d'ceuvre, using in fact the same sunlit background of the Midi. Finally in 1947 came the long

awaited Georgiques of Virgil, originally commissioned by Vollard but delayed by the war

[314]. This is a wonderful book, enhanced by grand typography as dateless as its illustra-

tions, one of the few works of this period that has been praised unstintingly by all biblio-

philes, however purist. The etchings are superbly printed by Roger Lacouriere who has

printed much of Picasso's work. The explanation given by Phihp James for the choice of

classical texts by the peintres-graveurs does not apply here. James believes that a familiar

text, giving a 'kind of subconscious nmning commentary' allowed the picture to take pride

of place. But nothing could be more restrained or more deferential to the text than the ex-

quisite quietness of these etchings. Segonzac has in fact hved wholly up to his own precept:

*I1 faut faire I'oeuvre parallele a celle de I'auteur.'

One special class of illustration that deserves mention here is that of the children's book.

France had nothing to show in the nineteenth century like Crane and Caldecott in England

or Van Hoytema in Holland. But in the early years of the present century there are several

pleasant books illustrated by Boutet de Monvel in outline and flat colours, such as Anatole

France's Filles et garfons (19 15). Bonnard also illustrated two Uttle-known books by L.

Chauveau, Histoire du poisson-scie et du poisson-marteau (1923) and Les histoires du petit

Renaud (1927), one of the few occasions when a peintre-graveur worked for the young.

Carlegle did several books for children, the best being Une Histoire qui finit mal. But

France's real addition to this genre came between the wars when she introduced the

Russian picture-book to the West. Lebedev, one of the best Russian illustrators, worked in

France as we have seen and undoubtedly assimilated many French ideas. The Pere Castor

series with its big colour lithographs by Rojankovsky was epoch-making in its day, and it

must have had far more influence than is generally admitted.

Andre Fran9ois has illustrated with subtle humour several delightful books, sometimes

providing the text himself. UOdyssee d'Ulysse (1947) by J. Le Marchand is one ofthe earhest

and best [316], and his own Crocodile Tears (1955) is a tour de force. So is Tom and Tabby

published in 1963. Etienne Morel is carrying on the work of Rojankovsky with a similar

delight in animals and in bright colours. Jean de Brunhoff in his Babar series forestalled the

current practice of the Ecole de Paris in providing a hand-written text.

It hardly needs to be said that the years between the two World Wars were the years which

marked the triumph of the painter-illustrator. His work no longer struggled for recognition,

it was sought after by pubUshers and book-clubs alike. And if it nearly always appeared in

limited editions that meant less in France (where so few unlimited editions were illustrated)

than elsewhere. A more significant feature of this period was the increasing number of

brilhant professionals, men like Daragnes who could compete with the painters, illustrating

in the same idiom and with greater fecundity if not as much originahty. It was of course a
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time of great individuality. The co-operative illustration that had distinguished the French

romantic books is hardly ever seen. There were two such efforts in the twenties, the Tableau

de Paris (1927) in which such painter-illustrators as Bonnard, Segonzac, Matisse and

Rouault collaborated, and Perrault's Contes {1^2%) which contains the work ofthe professional

illustrators—Daragnes, Laborde, Laboureur and others. It is significant that neither makes

a really satisfactory book.

The Second World War and the German occupation of France seem actually to have

stimulated the production of the edition-de-luxe. Paper was scarce and publishers' capital

was idle. Small editions selling at a high price were therefore the order of the day. They also

offered a convenient form of investment for the speculator at a time when there was litde

else to buy; and this more than compensated for the disappearance of most of the

bibhophile societies. Anyone who scans the issues of Le Portique, a review devoted to

our subject which began in 1945, must be impressed by the enormous hsts of elaborate

books 'in preparation'. But by 1950, when the review ceased, the Ust had dwindled to a

handful.

The pattern since the war has been much the same as before. The most exciting books have

come from the painters backed by those superlative craftsmen like the Mourlot brothers who

seem to Uve only in France. The younger generation of painters have perhaps sho^vn more

interest in lithography than their elders and less in wood-engraving. Henri Laurens, the

sculptor, is an exception however, because (like Alaillol before him) he has preferred the

wood-block [317]. In his Theocrite (1945), Odyssey (1952) and in other books he has used

woodcuts printed in flat colours to give a highly individual and powerful effect, quite dif-

ferent from the meticulous use of the coloured woodcut to imitate the water-colour, which is

found in books illustrated by Pierre

Bouchet. Leon Gischia has used both the

woodcut and the hthograph. In The Phoenix

and the Turtle (1944) he had shown his

skill in the first medium [321] and in de

Beze's Abraham sacrifiant (i943) ^^ ^^^

second ; but there is less difference between

the two than one would expect.

Joan Aiiro, the Spanish surreahst painter,

has illustrated several books since he helped

(with Tanguy and Ernst) to provide etch-

ings for Tzara's UAntitite in 1948. Eluard's

A Toute Epreuve (1958) with its colour

woodcuts is one of the best of all surrealist

books. Constellations, published in New

York in 1959 with a subsidiary text by

Andre Breton, is a collection of pochoirs

after gouaches by Aiiro. And his Daphnis

and Chloe of 1961 has colour lithographs.

Jean Lur^at is famous for his tapestry de-

signs but he has illustrated several fine

books, among ihcm Vingt Fables of La

321. Shakespeare: The Phoenix and
pontaine (1950). Mario Prassinos is another

the Turtle, IQAA- 17 >= I3 .woodcuts \ ^j ^
,. , .

' ^^ Gischia tapestry designer, Greek by birth, whose
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best book is perhaps Poe's The Raven (1953). Jean Dubuflfet and Albert Manessier have

both worked with Hthography, the former in Les Mirivis des Naturgies by Andre Martel

(1962) (this book has a calligraphic text) and the latter in Les Cantiques Spirituels (1958)

by St. John of the Cross.

Lithography has been used most successfully by Jacques Villon, Edouard Goerg, Andre

Marchand and Antoni Clave. Villon is a veteran who worked with Lautrec in 1895 but his

first illustrated books did not appear until after the Second War. Frenaud's Poemes de

Brandebourg (1947) and Hesiod's Les Travaux et lesJours (1962) both contain etchings. His

finest book appeared in 1953. This is Valery's translation of Virgil's Bucolica which he

provided with many fine coloured lithographs and which is notable for the unusual assimila-

tion of illustrations and text [315].

But the most imaginative use of lithography, though perhaps not the most suitable for the

book, has been Goerg's in his Apocalypse (1946) and Fleurs du Mai (1947). There is some-

thing of John Martin in his horrific vision and the same temptation to use too much black.

His etched illustration in for instance The Book of Job (1946) has not the same draw-

back but neither has it quite the same distinction [313]. Andre Marchand used lithography

in a much more restrained way in Gide's Les Nourritures Terrestres (1948) and in Le Vision-

naire (1950) by Julien Green [322]. He draws direct on the stone, black on white, without

very much texture and the result sits more comfortably on the page and fights less with the

text than the Uthographs in Goerg's huge volumes. Antoni Clave, a Spaniard working in

Paris, uses lithography unconventionally and more in the Picasso manner and he is especially

interested in colour lithography. His Candide of 1948 contains monochrome lithographs but

they are extraordinarily rich in texture. In his greatest book, the Gargantua produced in 1955

for a Bibliophile Club to celebrate the four-hundredth anniversary of Rabelais 's death, there

are some lithographs printed in eight colours. He also designed in wood many initial letters

in colour, a welcome return ofan old fashion which we have already noted in Daragnes [318].
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Descartes : Discours de la Me-
thode, 1948. I3:i'' X 9J", Engravings

by Vieillard

324. Eluard: Le Bestiaire, 1949.
15" X 12]". Engravings by Chastel.
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Roger Chastel has also designed decorated initials and many of them appear in his most
important book to date, Eluard's Bestiaire (1949)- His illustrations here (printed by himself)
are a mixture of etching and aquatint but previously he had used lithography in P.-J.
Toulet's Lajeune Fille Verte. In the Eluard Bestiaire he had, as W. J. Strachan says, to meet
the challenge of Dufy's Bestiary and of Picasso's Buflfon. He does this successfully by design-
ing quite a different sort of book from either of the others. It is a book which is planned
more carefully, the whole basis of the design being the double-spread. Asymmetric folding

gives a narrow verso page for the poem against a broader recto for the illustration; and the

decorated initials help to tie up the text and the pictures [324].

Bernard Buffet produced some remarkable engravings in 1953 for Giono's Recherche de la

Purete. Curiously geometrical without being abstract they are many of them ostentatiously

squared up and some cover two pages. They have a pecuUar astringent quality which is not

often extracted from this medium [319].

French illustrators of this century have not been notable on the whole for an interest in

typography and book design. But it is a distinguishing feature of the work of several young
artists in France today, and with it goes a taste for decoration as distinct from illustration. In

addition Vieillard and Flocon have a strong literary bent and this, strange as it may seem,

is an even rarer thing in an illustrator. In Roger Vieillard's case it shows itself in the choice of

texts which are not usually held to be suitable for illustration. VC'hat at first sight would seem

to be less rewarding than Descartes's Discours de la Methode which he illustrated in 1948

[323]? Many of his books, Ovid's La Fable de Phaeton (1939), Homere (1946), UEcclesiaste

(1950) are classics. And VEcclesiaste contains line-engravings with a strange decorative

border. (Most of Vieillard's work is Une-engraved.) What is even more interesting is Vieil-

lard's method here of illustrating what must have seemed an unpromising text by allusions

to odd sentences and images, irrespective of their context. Albert Flocon's illustrations for

Perspectives preceded the poem by Eluard which accompanies them. But like other books

which have been bom in this unconventional way it is none the worse to look at. In such

cases it is usually the Uterary quahty which suffers.

Alberto Giacometti illustrated a few books, among them Retour Amont by Rene Char

(1965) with etchings. Pierre Tremois illustrated Rostand's Bestiaire d'Amour (1958) and

was one of seven who illustrated a single copy oiVApocalypse de SaintJean (1961).

ENGLAND

After the splendour of French illustration, the EngUsh product during the early years of

this century seems at first sight rather tame. Phihp James has pointed out that the revolt of

the nineties which in France led to better illustration led in England to better book-design.

In England, he says, the whole movement of art begins in hterature; in France painting is

the source. Consequently the English flair is for the design ofthe book as a whole, the French

for illustration alone. Morris's influence which was non-existent in France .was exercised in

England on typography rather than on illustration. Perhaps as a result of this the present

century has on the whole been a period of black-and-white illustration in England while

coloured illustration was at least as common in France.

In England too illustrators have reUed on the wood-block and the line block in contrast

with the widely varying media used in France. The reason has probably been partly econo-

mic; we have had nothing to correspond with the edition-de-luxe and consequently we have

stuck to the cheaper methods of reproduction. Books from the private presses (which
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flourished during certain periods of this century) have only their Umited editions in common
with the French editions-de-luxe; otherwise with their stress on good typography and elegant

binding they could hardly be more different. Some of them had no illustration at all; for

327. Milton: Early Poems, 1896. 10" x 7^". Woodcuts by Ricketts
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328. r^e Book of Ruth and the Book of
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329. Perrauli: Peau d'Ane,

1902. 8" X 5". Woodcuts by
Moore

those which had, original wood-engraving was de rigeur, whereas French wood-engraved

illustration came more often via the reproductive craftsman. The books pubUshed by Pichon

and others in the twenties which have already been noticed are an exception; but their

mediocrity only throws into reliefthe superiority of the English book so far as general design

is concerned.

It is not surprising that, with so little in common, there was hardly any interchange be-

tween the two countries. Lucien Pissarro of course came from France, and in the twenties

and thirties Laboureur's copper-engraving was popular here. But neither seems to have

exercised any real influence. Pissarro's use of the colour wood-engraving has had very few

imitations and there have been even fewer intaglio illustrations in England. In both cases

cost has probably been the deciding factor for even the private presses could not ask the

prices that were charged for French beaux livres}

Daphnis and Chloe, pubhshed in 1 893 by Ricketts and Shannon, and their Hero and Leander

of the following year, are the first books of the new era with original woodcuts. These two

artists were undoubtedly inspired by Morris and were more consistent than Morris in

cutting their own designs. Their pages have a welcome lightness and their cuts a wonderful

amount of white space after the congested illustrations of the Kelmscott books. But they

were not designed in terms of the wood in the way William Nicholson was doing it at this

time, and in the way an associate of theirs, Sturge Moore, was able to do it. Moore's cuts

for de Guerin's The Centaur, The Bacchante (1899) go to the opposite extreme in their use of

heavy blacks, raising a problem of balance that was to exercise many illustrators in this

medium thereafter.

This was the period of art nouveau which took quite a different form in Britain from the

* It was unfortunate that the hand-made paper engravings, in order to preserve their blackness,

always used in these books was far from being an were over-inked and so lost detail. The French

ideal surface for wood-engravings. The mystique edition-de-luxe was generally printed on far more

of the private press demanded a hard rough paper sympathetic paper and one too which was pleasan-

and also a hand-press. As a result most of the ter to handle.
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sinuous line of continental art nouveau. It has been said^ that the British variety was con-

cerned primarily with the arrangement ofempty spaces, the Continental with their filling

—

an over-simphfication but one which contains some truth. Consequently it was a period of

more importance for decoration than for illustration. Other elements of book design which

had not received much attention from the Victorians, such as typography, format and
binding, came in for their share. It is often forgotten that Beardsley, the art nouveau

illustrator par excellence., designed some bindings that are among the best things he ever

did. Other artists like Ricketts and Housman made themselves responsible for the whole

design of the books they illustrated, sometimes even working for publishers as freelance

designers of books that were not illustrated. A tall narrow format gained favour and this

in its turn affected the design of the illustrations themselves as well as the typographical

layout.

The Glasgow school, which under Charles Mackintosh was to have such an influence on

architecture, produced one interesting illustrator in Jessie M. King. The Defence of Guinevere

(1904) by William Morris is her best book, and here the drawings with their patterned areas

and large white spaces are reminiscent of Beardsley. The effect is rather spoilt, as it so often

is with Ricketts, by clumsily drawn captions in capital letters. Jessie King went on to illus-

trate many other books until her death in 1948, often using colour as for instance in Wilde's

House of Pomegranates (19 15).

The Vale Press, whose products Gray too generously calls 'the most perfect examples of

the Enghsh illustrated book', officially began in 1896. Shannon who had done some fine

hthographs for The Dial was perhaps barred from using this process in books for purist

reasons. Ricketts was the moving spirit and it was he who illustrated most of their books. He
thought that 'the illustration ought to give to the book the accompaniment of gesture and

decoration, perhaps also an added element of visible poetry'. How he put this into practice

may be seen in Milton's Early Poems (1896), in Moore's Danae (1903) and in The Parables

of 1903 [327]. These are pleasant ifsomewhat precious little books with hardly enough illus-

tration in them to justify Gray's commendation,

Lucien Pissarro, son of Camille Pissarro, studied wood-engraving in France under Lepere.

He came to England in 1883 and started the Eragny Press in 1894, From then until 1914 he

produced many small books, a large proportion of them French classics, like Laforgue's

Moralites legendaires (1897) ^^d Ronsard's Choix de sonnets (1902). Perrault's Peau d'Ane

(1902) was illustrated for him by Sturge Moore [329], but the wood-engravings in nearly all

the rest were his own or his wife's. Like the Vale Press books Pissarro's have few illustrations

(sometimes only a frontispiece) and they depend as much on decoration—borders and initials

—as on pictures. The cuts themselves are generally surrounded by a border and even when

they are printed in colours they rely for their effect on simpUcity. Pissarro sticks much closer

to Morris's precepts than Ricketts and no evolution is discernible in the design of the books

which he produced over a period of twenty years. The engravings are essentially copies of

drawings even though design and cutting were by the same hand. But there is something

much more simple and direct in his work than we can find in Morris [328].

In his colour Pissarro did break fresh ground. He usually printed in four or five colours

from wood-blocks, the key being often in a dark green. As early as 1894 he published The

Queen of the Fishes with a few coloured woodcuts; but his most ambitious work was done at

the end of his career. The Livre de Jade (191 1) and La Charrue d'Erable (1912), the latter

with twelve plates after designs by Camille Pissarro, have, as Balston says, *a variety of

colour and texture which can never have been surpassed on wood.'

' By J. R. Taylor in The Art Nouveau Book in Britain.
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112

makes the objc<5l: seen in a perpendicular unto it self, and as farrc

below the refled:ent, as it is from it above; observable in the Sun and

Moon beheld in water.

And this is also the law of reflexion in moved bodies and sounds,

which though not made by decussation, observe the rule of equality

between incidence and reflexion; whereby whispering places are

framed by EUipticall arches laid side-wise; where the voice being

dehvered at the focus of one extremity, observing an equality unto

the angle of incidence, it will refle(fl unto the^fH5 of the other end,

and so escape the ears of the standers in the middle.

A hke rule is observed in the rcfledtion of the vocall and sonorous

line in Ecchoes, which cannot therefore be heard in all stations. But

happening in w'oody plantations, by waters, and able to return some

words, if reacht by a pleasant and well-dividing voice, there may be

heard the softest notes in nature.

And this not only verified in the way of sence, but in animall

and iiitcDeftuall receptions. Things entring upon the intelled: by a

332, Nicholson: The Pirate Twins, 1929.

7I" X 10". Lithographs by WiUiam Nicholson.

Faber and Faber

333. Browne: Urne Burial!, 1932. 12" x8|".

Stencil-coloured illustrations by Paul Nash.

Cassell and Co.

M3^
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William Nicholson's wood and lithographic work was described in the last chapter but he
continued to illustrate books at long intervals during the present century. He was not con-

nected with any private press and he only used the woodcut when it suited him, not because

he was bound to it. For Characters of Romance he used colour hthography, for Siegfried

Sassoon's Memoirs of a Foxhunting Man (1929) process, and colour hthography again for

his enchanting but little known children's book. The Pirate Twins (1929). His distinctive

style is able to make its impact whatever method is used to reproduce it.

Apart from Nicholson there was little experiment with reproductive techniques. Line-

engraving and etching, so popular in France, were hardly ever seen in Enghsh books, though

etching was still popular for its own sake. Wilham Strang, a Scot, produced etched illustra-

tions between 1892 and 1905, notably for The Pilgrim's Progress and for Milton. Some of

these were actually pubHshed without their text and most of them are better as individual

designs than as part of a book.

At the outbreak of the First World War trade-book design was at a low ebb. Anthony

Gross has attributed the poverty of illustration to a lack of documentation which is at least

partly true. 'The great school of Victorian and Edwardian illustrators petered out owing to

a decrease in observation and study of the subject, the later illustrators replacing this mainly

by chches.' The special Studio number for 1914 entitled The Art of the Book shows by its

examples how strong the influence of William Morris was then, and how unhealthy too

when absorbed at second hand from the private presses. In the nineties the trade books pub-

lished by the Bodley Head, unpretentious and well designed, using mechanical processes

for their illustration, had provided a salutary counterbalance to the Kelmscott extrava-

gancies. But Morris had triumphed, helped, according to A. J. A. Symons, by the discredit

brought by the Oscar Wilde scandal.

The ordinary trade book used line and trichromatic blocks for its illustration. Mrs.

Marion Spielmann's Littledom Castle (1903) even has half-tone reproductions of drawings

by Kate Greenaway together with a three-colour frontispiece by Hugh Thomson. Thomson,

an indefatigable illustrator of eighteenth-century subjects (like Abbey and Pyle in America),

continued industriously during the first years of this century to provide pictures for the

Highways and Byways series of guide-books and for Jane Austen's novels, all by means of

photo-process. Anning Bell using the same method imitated Ricketts in his Midsummer

Night's Dream (1895) and E. J. SulHvan, by it, produced some vigorous pictures for Carlyle's

Sartor Resartus (1898). Arthur Rackham's most characteristic and best-known illustrations

are for children's books, using three-colour process. One of the few English illustrators of

this period popular in America, he produced a steady stream of books from Rip Van Winkle

in 1905 to The Wind in the Willows which he illustrated for the Limited Editions Club in

1939. But most of these are too elaborate to be real books for children, and fall into the gift-

book class.

Beatrix Potter's enchanting series, beginning with The Tale of Peter Rabbit in 1900 and

continuing regularly until 1930, also have their little water-colours reproduced by three-

colour process. But these are in quite a different class from Rackham, for they are inexpen-

sive books, meant to be handled and read by children themselves. The stories too, being

written by the artist, are integrated with the pictures in a way that is seldom found in any

book of this type. Miss Potter herself planned each book with extreme care, even to the

extent of deciding exactly what words should go on what page. As for the pictures it is diffi-

cult for anyone brought up on Beatrix Potter to see them with a dispassionate eye. They have

entered into the national consciousness of more than one generation of children, in America
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as well as in Britain. Janet Adam Smith has pointed out the difference between these pictures

and those of Kate Greenaway or Randolph Caldecott. The latter show a nostalgia for an

idealized countryside but Beatrix Potter's are of real places in the Lake District of England.

Her animals too are not the disguised humans which we have seen in countless illustrations

of ^sop; for 'under the petticoats and aprons there are real pigs and hedgehogs'. Nothing

could be farther from the brightly coloured Hthographs on which the young of today are

reared. They belong, however humbly, to the great period ofthe EngUsh water-colour which

early in the nineteenth century was productive of so many finely illustrated books [224].

Almost immediately after the First World War there was a revival of original white-line

wood-engraving which seemed sudden but which in fact had its beginnings early in the

century. Eric GiU and Noel Rooke, then teacher of book illustration at the Central School

of Arts and Crafts, were chiefly responsible, and by 191 5 Gill had illustrated The DeviVs

Devices by this method. In 1924 the foremost private press in the country, the Golden

Cockerel Press, was taken over by Robert Gibbings, another enthusiastic wood-engraver,

and thenceforward there is no dearth of books with this type of illustration. General pub-

lishers too began tentatively to commission wood-engravings; Richard Jefferies's Story of

My Heart (1923) was thus illustrated by Ethelbert White, Johnson's Rasselas (1926) by

Bhss, and Armstrong's Desert by Eric Ravihous in 1926.

This movement is different from the parallel enthusiasm for wood in France because only

one of the EngUsh practitioners was first and foremost a painter. This was Paul Nash and

he in any case illustrated very few books. Gill, it is true, was a sculptor, but it is by his books

and type designs he will be remembered. For GiU, more than the others, was concerned

with the relationship of the wood-engraving to the text. Many of the others were in fact

more interested in producing separate prints, since it was some time before the trade-book

pubUsher (perhaps because he was wedded to photo-engraving and shy of anything new,

including new iUustration) began to commission wood-engravings on any scale. The pubU-

cation of Shaw's Adventure of the Black Girl in her Searchfor God in 1932 with iUustrations

by John Farleigh marked the beginning of the new era.

GiU, whose views on the machine are weU known, was of course distrustful of process.

'The photographic line', he said, 'is essentiaUy an inferior article.' But he was less interested

than his contemporaries in the wood-engraving as an end in itself. He saw it rather as 'a sort

of printer's flower' and the fact that he was also a letterer—the first Englishman for a long

time to have combined design of illustration and type^—must have accentuated this attitude.

In his Four Gospels he makes great play with the combination of letters and human figures,

something that had not been seen on this scale since the days of the iUuminated manuscript.

He seems not to have insisted so strongly as some ofhis feUows on the designer cutting his own

wood-block; at all events he himself engraved MaiUol's designs for the Cranach edition of

VirgU's Eclogues as we have seen. His three best books were aU done for the Golden Cockerel

Press, Troilus and Criseyde in 1927, Canterbury Tales in 1929 and the Four Gospels in 193 1.

They show a steadUy increasing mastery and they helped to gain him an international repu-

tation—which made him unique among EngUsh iUustrators of his day.

An engraver who sees his work as 'a sort of printer's flower' is of course boimd to be a

decorator. And it is no denigration of GiU to admit that his decoration is usuaUy stronger

than his iUustration. He seems to feel the need of a framework for his stark designs, or rather

^ So also has Berthold Wolpe, a pupil of Rudolf de la Mare's Collected Rhymes and Verses (i944)

Koch in Offenbach, who is now working in is wholly decorative with a strong affinity to type.

England. His contribution to books like Walter
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were exceeding sorrowful, and began every one of them 10

sa) unto him. Lord, is it I? And he answered and iaid. He
that dippeth his hand with me in the dish, thesamcshall be-

tray mc. The Son of man goeth as it is written of him but
woe unto that man by whom the Son of man is betrayed! it

had been good for that man if he had not been born. Then
Jud.is. w hich betrayed him. answered and said. Master, is

itl' He said unto him. Thou hast said

^ND AS THEY WERE EATING. JESUS TOOK
BREAD. AND BLESSED IT. AND BRAKE IT.

AND GAVE IT TO THE DISCIPLES. AND SAID.
.TAKE. EAT;THIS IS MY BODY. AND HETOOK

THE GUI'. AND GAVE THANKS. AND GAVE IT TO
THEM. SAYING. DRINK YE ALL OF IT; FOR THIS IS

MY BLOOD OF THE NEW TESTAMENT. WHICH IS

SHED FOR MANY FOR THE REMISSION OF SINS.
But I say unto you. I will not drink henceforth of this fruit

of the vine, until that day when I drink it new with you in

my Fathers kingdom, ifr And when they had sung an hymn,
they went out into "the mount of Olives. -4h Then saith

Jesus unto them. All ye shall be offended becauseofme this

night: for It IS written. 1 will smite the shepherd, and the
sheep of the flock shall be scattered abroad. But after I am
risen again, I will go before you into Galilee. Peter answered
and said unto him. Though all men shall be offended because
of thee, yet will I never be offended. Jesus said unto him.
Verily I say unto thee. That this night, before the cock crow,
thou shall deny me thrice. Peter said unto him. Though I

should die with thee, yet will I not deny thee. Likewise also

said all the disciples.

COMETH JESUS WITH
THEM UNTO A PLACE
CALLED GETHSEMANE. AND
SAITH UNTO THE DISCIPLES. SIT YE HERE. WHILE I

GOAND PRAY YONDER AND HE TOOK WITH HIM
Peter and the twosonsof Zehedee. and began to be sorr9w-

ful and very heavy Then saith he unto them. My soul is

exceeding sorrowful, even unto death tarry ye here, and
watch with mc And he went a little farther, and fell on his

face, and prayed, saying. O my Father, if it he possible, let

this cup pass from me: nevertheless not as I will, but as thou
wilt. And he comcth unto the disciples, and findeth them
asleep, and saith unto Peter. What, could ye not watch w ith

me one hour? Watch & pray, that ye enter not into tempta-

tion: the spirit indeed is willing, but the flesh is weak. He
went away again the second lime, and prayed, saying. O my

69

334. The Four Gospels, 193 1. 12^' x yl*. Woodcuts by GilL Golden Cockerel Press

of a stem from which they can grow. Sometimes, as in Troilus and the Canterbury Tales it is

fohage, sometimes, as in the Four Gospels, letter-forms. The two earher books have Httle

else but vertical strips of decoration on the outer edge of each page. These designs are re-

peated from time to time and naturally they do not always fit the context. For although they

are decorations they also contain figures which relate them to the text. The borders in the

later ofthe two books are generally more successful because they are more abstract.

In the Four Gospels, which is the crown of his achievement. Gill dropped this formula of

the border and found a much more successful one in the combination of figures and type

[334]. Like the borders this device looks back to the manuscript, but Gill uses whole words

as the basis of his design rather than a single initial. The result is monumental yet simple,

and it is enhanced by fine printing and by the use of Gill's own Cockerel type. After this

great book Gill did httle else of note. He produced occasional decorations for his own writ-

ings but these writings themselves seem to have occupied most of his attention. The Aldine

Bible (1935) which was printed in his own t>pe, Joanna, was one of his few ventures into

the trade book. For Donne's Holy Sonnets, printed by his own firm Hague and Gill in 1938,

he produced a new kind of outline engraving which loses all the quality of wood. Lastly in

1939 he illustrated Shakespeare's Henry VHI for the Limited Editions Club of America.

Before continuing with the wood-engravers who worked for the private presses mention

must be made of two who stand somewhat apart. Laurence Housman's illystrations en-
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graved by his sister have been called the last ofthe facsimile school; and Gordon Craig's best

(which are woodcuts rather than engravings) were done for a German press. Housman began

to illustrate in the nineties, e.g. Christina Rossetti's Goblin Market (1893), and although most

of his life has been lived in the twentieth century he is really a nineteenth-century illustrator.

His designs for his own A Doorway in Fairyland (1923), engraved by his sister do in fact date

from the nineteenth century. Gordon Craig is more of an innovator although he went back

to the older style of cutting on wood. His Hamlet, printed by Count Kessler at the Cranach

Press in Germany in 1928, is original in other ways too [325]. Craig has aimed here at pro-

ducing a grey as well as a black in one impression by means of lowering the block, an idea

quite at variance with current practice which sought to make engravings as black as possible.

All the illustrations in this book are planned with the double-spread in mind.

The engravers who favoured black are those whom we have come to think of as most

typical of this period. There was Robert Gibbings who ran the Golden Cockerel Press and

illustrated many of his own writings for trade publication; there was Agnes Miller-Parker

who illustrated The Fables of Esope for the Gregynog Press in 1931; there were Gertrude

Hermes and Blair Hughes-Stanton whose joint contribution to the 1928 edition of The

Pilgrim''s Progress is one of the landmarks of the period; and there was John Farleigh whose

Black Girl really opened the eyes of the ordinary publisher to the wide appeal of the wood-

block. One new feature was the high proportion of women-engravers; and it seems to have

been their work which was most popular with the ordinary reader. Clare Leighton for in-

stance favoured country scenes which for some reason or other have become linked in most

people's minds with the wood-engraving. She wrote and illustrated several books for trade

publishers like Farmer's Year (1933) and Country Matters (1937) which reinforced this

impression. In 1939 she went to live in America and some of her later work has ap-

peared there. Hughes-Stanton was perhaps the most accomplished technically. His Revela-

tion of St. John (1932) and his Lamentations ofJeremiah (1933) have engravings so fine that

it is hard to believe they are of wood. He and Gertrude Hermes, although their idiom is

absolutely modern, look back to the technical virtuosity of the facsimile engravers; and they

have revived the use of the multiple tool which engraves several parallel lines at the same

time. Seldom have such a variety of textures been extracted from wood [335]. Gwen
Raverat was another talented woman engraver but she was less enamoured of black than

most and as a result her blocks always go well with type. The Daphnis and Chide which she

illustrated for the Ashendene Press in 1933 is a good example of her work. In addition she

is one of the few to make colour wood-engravings for a book, and The Bird Talisman (1939)

is a children's book with four romantic examples.

Few of these artists were tempted to engrave anything but wood. David Jones however

was a painter who worked on both wood and copper. His work for the Golden Cockerel

Press {Gulliver's Travels, 1925, for instance) was in wood-engraving, but his most remark-

able book has copper plates. This is The Ancient Mariner (1929), an impressive volume with

its fine typography and its engravings printed in grey-green ink which were quite unlike

anything being done on copper in contemporary France [326]. John Buckland-Wright also

worked in both media. Although he started to engrave on wood in 1925 and illustrated

several books for continental publishers it was not until 1936 that he did his first for the

Golden Cockerel Press, Love Night by Powys Mathers. Many followed and after the Second

World War he produced a large amount ofline-engraved illustration for the Golden Cockerel

Press and for the Folio Society, whose books will be discussed later.

Another publishing venture now demands our attention and one which had a greater
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335. The Lamentations of Jeremiah, 1933. 15" x 10". Wood-engravings by Hughes-Stanton.
This one is reproduced actual size. Gregynog Press

influence on the trade book than any of the private presses. The private press movement in

fact, as Lynton Lamb has said, 'tended to drive a wedge between the "prestige" and the

popular book-artist where none had been before.' The ordinary book-buyer might never

see a limited edition (most of them were sold by subscription) but Nonesuch unlimited

editions were to be found in every bookshop. And although the illustrated Nonesuch books

were usually limited yet they were not generally expensive. Also they differed radically from

the French edition-de-luxe in the attention which was paid to textual accuracy, showing a

care which has not often distinguished the publishers of illustrated books.

Even more important from our point of view they used a wide variety of media as com-

pared with the inevitable wood-engraving of the private press. There were coloured linocuts

by Mildred Farrar in the Comus of 1937, line-engravings by Stephen Gooden in the

Anacreon of 1923, pochoir illustrations in the books of the American McKnight Kauffer,

lithographs by Marion Dorn in Beckford's Vathek (1929)) as well as woodcuts by Paul Nash

in the Genesis of 1924. The Comus is especially interesting not only because the illustrations

are dehghtful [330] but also because they are printed from the neglected linocut which

Matisse did not revive in France until 1944. As a matter of fact Edward Bawden had been



372 THE TWENTIETH CENTURY

336. Power: How It Happened, 1930.
9" X 6;^". Lino-cuts by Miller-Parker.

Cambridge University Press

using the medium for some time and in 1930 Agnes Miller-Parker contributed some fine

cuts to Rhoda Power's How it Happened which exploit the peculiar quality oflinoleum [336].

William Kermode's linocuts for Henry Williamson's Patriots Progress (1930), on the other

hand, are far too heavy for the page. Generally speaking the linocut, the effects of which are

even broader than the woodcut, needs a large page all to itself, preferably without type.

To return to the Nonesuch Press, one ofthe most striking features ofits books is the literary

cathoUcity of its founder Francis Meynell, and the wide variety of types of illustration. No
greater contrast can be imagined than that between Stephen Gooden and McKnight

Kauffer. Gooden's line-engravings are modelled on those of the seventeenth century. In his

Anacreon he revived the engraved title-page with its border embodying small pictures, and

emphasis on the border is found in all his subsequent work including the engravings for the

great Nonesuch Bible of 1926 [331]. Kauffer's work on the other hand is inclined to be amor-

phous, bearing httle relation to the text page as one would perhaps expect of a poster artist.

This effect is emphasised by the stencil colouring that was usually applied. It is most

noticeable in Melville's Benito Cereno (1926) where the very large coloured drawings practi-

cally bleed off the page. His illustrations for Burton's Anatomy of Melancholy of 1925 are

perhaps his most successful as they are certainly his most bookish, most of them being small

square column-width pictures. 'Kauffer on Burton' its publisher called this book and the

phrase aptly describes the brooding quality of the illustrations. All his work is in the nature

KTz^
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336A. Bennett: £/5ie am/ rA^ C/jzW. 1929.

lo'xyr.
Stencilled illustration without a key by E. McKnight Kauflfer

Cassell & Co.
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of 'non-literal interpretation' and could be criticized as showing us more of the artist than
of the author concerned. The Don Quixote of 1930 is perhaps less successful but it is inter-

esting in its use of stencilled colour. Here Kauffer uses the black line as a key but by
degrees he was to make the black a colour in its own right and dispense altogether with a key.

This happened in Arnold Bennett's Elsie and the Child (1929) and Venus Risingfrom the Sea
by the same author (193 0- The former with its bright poster colour is more immediately

attractive [332] but the subdued tones of the latter are very subde. Kauffer in fact was the

only illustrator in England to use stencil on anything like the French scale and since 193

1

it has hardly been fourid in any Enghsh books. ^ Kauffer went to America in 194 1 and the few

books he illustrated there will be dealt with later.

In 1 93 1 appeared the Odyssey and the Iliad decorated with figurines by the German t>'pe

designer Rudolf Koch and his pupil Fritz Kredel (whom we shall meet again later) which

were cast and used as type ornaments. This interesting experiment in 'typographical illus-

tration' or rather decoration was thoroughly successful here.

One of the few Nonesuch books illustrated with woodcuts and one of its most striking is

Paul Nash's Genesis of 1924. Nash, who is better known as a painter than an illustrator, had

been caught up in the revival ofwood-engraving in the twenties and had been one of the few

to recognize thus early the possibilities of the woodcut. In 1927 he wrote: 'Of all the arts

which are crafts it is the most autobiographical. . . . But there is always the dangerous seduc-

tion of skilfulness to be taken into account. Hitherto this has been a temptation mainly for

the craftsman. Today it is likely to prove the artist's snare. Because ... I fear such a danger

invading the art I practise I have become lately more interested in woodcut patterns than in

woodcut pictures. It is always a relief to be rid of the responsibility of representation.' Nash

had already, in 1922, used woodcuts in his own book Places (on the title-page of which he

refers to his text as 'illustrations in prose') and in Ford's Mr. Bosphorus and the Muses (1923),

but with less success. In the Genesis he has a wonderful subject for abstract designs and for

the symbolism that was already beginning to engross him. The text set throughout in Koch's

Neuland capitals is a fine if rather insistent accompaniment. Martin Armstrong's Saint

Hercules (1927) had stencil colouring but not until his last venture, Browne's Urne Buriall

which Cassell published in 1932, did he fully exploit this process, and produce into the

bargain his finest book [333]. Herbert Read has called it 'one of the lovehest achievements of

contemporary Enghsh art'. Here the symbolism which almost makes this a modern Emblem

Book is given full scope and seldom has an illustrator found a text which suited him so per-

fectly.

Paul Nash's brother, John Nash, has also illustrated several books, some of them herbals.

One of his earliest was Swift's Directions to Servants (1925), a Golden Cockerel book with

rather poor typography, but good wood-engravings. Later he drew for line reproduction and

White's Natural History of Selborne (1951), a text obviously near to his heart, has line blocks

that possess some of the quality ofwood.

Gilbert White was also the author of one of the most delightful Nonesuch books. The

Writings of Gilbert White of Selborne illustrated with wood-engravings by Eric Ravilious

appeared in 1938. It was the perfect book for an artist whose flair was not only for country

subjects but also for small decorations [337]. In addition the book is extremely well printed

and his work stands out to advantage. The tide-page however with its engraved lettering

1 It was only done commercially by one firm, Simon of this press have had as much influence

the Curwen Press, and was not readily available on jobbing printing in England as Meyncll of the

when they gave it up . Harold Curwen and Oliver Nonesuch Press has had on book design

.

B. H.B.I.
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compares poorly with Gill's mastery of this skill. Gill in fact was the only wood-engraver of

that time who could successfully incorporate good lettering into a design.

Martin Armstrong's Desert which Ravilious illustrated in 1926 has already been mentioned

as one of the very first commercial books with work by a member of the new school ofwood-
engravers. His best work however is to be seen in the books he did a Uttle later for the Golden
Cockerel Press, Nicholas Breton's The Twelve Moneths (1927) and particularly Shakes-

peare's Twelfth Night (1932). The Golden Hours Press edition of Marlowe's J^w of Malta

(1933) also has a few fine wood-engravings of his. In this mature work his great interest in

texture is to be seen, and Robert Harling has pointed out how he obtained his 'rich and often

opulent colour by simple contrasts of black-and-white', getting more subtle contrasts by

patterned areas based on fifteenth-century prints in the maniere criblee. This skill in simpU-

fication only really bore fruit in the commercial work to which he now turned, and in which

he showed his great versatihty. Besides work for ephemeral publications and advertisements

he also designed decorations for pottery which were apphed by lithography. Lithography in

337. White: The
Writings of Gilbert

White of Selborne, 1938.
10" X 61".

Wood-engravings by
Ravilious. A tail-piece

from the same book
appears on p. 427
Nonesuch Press

fact was used for his coloured illustrations of shop fronts in J. M. Richards's High Street

(1938) one of his last and most attractive books. After the monochrome of his engravings

these plates give us a glimpse of Ravilious, the water-colourist.

Lovat Fraser's work, modelled on the chap-book but usually enriched with bright colour,

must have come as a bombshell on the sober typographical scene of the early twenties. He
was one of the first to rediscover the possibilities of flat colours for children's books repro-

duced by means of the inexpensive colour-line process. The method can be seen in such a

book as his Nursery Rhymes of 191 9 or in Walter de la Mare's Peacock Pie of 1924 [341].

John Austen too used the colour-line process. He started off like Beardsley in his Hamlet

of 1922, an incredible book which showed what monstrosities publishers could produce in

the days before the Nonesuch Press in the name of fine printing. Austen always avowed

that he was 'more interested in decoration than character' and his illustrations for Perrault's

Tales of Passed Times (1922) with their flat, rather crude colours strike a characteristic note.

Thereafter we find little change except that in Jane Austen's Persuasion (1944) the colours

are much softer.

Rex Whistler was another decorative illustrator but of greater stature. If he had hved he

might have become one of the greatest of his time in spite of the strict limitations of his style,

'He made himself familiar', says his brother Laurence, 'with the idiom of the High Renais-
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sance, ofBaroque and ofRococo as no modern designer has been familiar; but he transmuted
the forms he mastered, he threw on them a poetic light unknown to their originators.' The
'scatter borders' of his Gulliver have been called an imitation of Bentley's designs for Gray's
Poems but a far more potent influence than the Gothick has been the eighteenth-century

baroque of the Augsburg or the Venetian book. Whistler was also a student of architecture

and this in its turn influenced the construction of his borders.

The first books to attract attention were The New Forget-me-not (1929) and The New
Keepsake (1931) both almanacs. His style became fashionable and he had many commissions
for ephemera, posters, menus, book jackets and so on. Consequently he illustrated fewer

books than he should have done and only one which allowed him to extend himself This was
Gulliver's Travels, a magnificent book which appeared in 1930 [340]. Here the big pictures

are pen-drawings with colour added by hand, but his favourite method of line and wash has

been used for the head and tail-pieces and for the maps which are such a decorative feature.

The elaborate borders tend to steal the thunder from the main illustrations; they are so ela-

borate that there is not much space left for the picture itself though it is delicately and

minutely drawn. But this is nevertheless one of the great English books of the present cen-

tury. After it came several others, notably The Lord Fish (1933) and Desert Islands (1930) by

Walter de la Mare, a writer for whom Whistler had a special affinity, and Hans Andersen's

Fairy Tales (1935) where he used scraper board to produce an effect similar to wood-en-

graving. Lastly came the drawings for Konigsmark, commissioned by the author A. E. W.
Mason in 1940.

Edmund Dulac and Russell Flint can both be described as gift-book illustrators. The gift

book is different from the edition-de-luxe, and it has now gone out of fashion. It tends to use

four-colour reproductions of paintings, printed on art paper and protected with tissues, and

aims at a wider if less discriminating public. Its illustrators are often men who have made

their reputations as painters. Dulac's work certainly depends a great deal on colour and is

often reminiscent of the Persian miniature. FHnt's makes even less concession to the book in

which it appears.

During the economic depression of the thirties most of the private presses disappeared.

They had helped greatly to raise the standard of British book design and much of the wood-

engraving already described was done for them. But with the arrival of the Nonesuch Press

their raison d'etre was ended. Thereafter, apart from the Golden Cockerel Press which

continued and survived the 1939 War, all the illustrated books came from commercial pub-

hshers. These by now had taken their cue from the private presses, and the ordinar}' book

printer had become used to machining wood-engravings (generally from electros). But by no

means all of this illustration was wood-engraved. Some of the best book-artists were men who

like McKnight Kauffer had made their name in advertising and consequently found them-

selves as much at home in designing the dust-wrapper as the illustrations. They had little in

common with the private press wood-engravers, and although many of them were painters

(perhaps because of that) they had no objection to photo-processes and were often expert in

designing for them. The modem advertising studio has in fact shown itself to be a good

training ground for the book illustrator and vice versa. And the influence of journals like the

Radio Times, with its demand for decorative vignettes has yet to be assessed.

Bamett Freedman was not ashamed of working for advertisers. A painter and illustrator

of true originality, he was also a brilliant lithographer at a time when auto-lithography

was almost unknown in England. His earliest work was for Lawrence Binyon's The

Wonder Night in 1927, a pamphlet in the Ariel Poems series which introduced many new
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artists.^ His first book was Siegfried Sassoon's Memoirs of an Infantry Officer (1931) where
colour was added to his line-drawings Uthographically. In 1936 appeared Lavengro with true

auto-Uthographic illustrations in which he displays his characteristic method of portraying

the principal characters rather than presenting scenes from the text. In both these books and

in most of those which followed the line-block vignette plays an important part, not purely

decorative but offering what Mayne calls a 'marginal comment'. The chalk and pen-

drawings which Freedman made for these hardly suggest line reproduction but they do in fact

reproduce well by this method and have the advantage of blending well with the chalk draw-

ing of the lithographs. Walter de la Mare's anthology Love (1943) was illustrated entirely

in this way but here the drawings assume the functions of illustration as well as decoration.

The American edition of Tolstoi's War and Peace which appeared in 1938 is Freedman's

best and most ambitious effort. The colour lithographs here are a development of his pen-

chant for a rather narrow vertical picture which was already to be seen in the Sassoon book.

In War and Peace he emphasized even more the relationship of illustration to type by bleed-

ing the picture off the top and bottom of the page, leaving broad bands of white on either

side. Several other books for the Limited Editions Club or the Heritage Club of America

followed, the most successful being another by Tolstoi, Anna Karenina^ which appeared in

1951 [342].

The Second World War which so tragically cut short the careers of Eric Ravilious and

Rex Whistler had a far more deadly effect in England on the publication of illustrated books

than in France—where it seemed to stimulate it. British publishers imposed strict economy

rules on themselves in order to save paper and these made it difficult to produce any book

really well, though not absolutely impossible.^ Many illustrators were serving in the forces,

some as official war artists; consequendy the pre-war years and the post-war years are

divided by this gap although there is no noticeable difference between their respective

styles. Certain illustrators like Freedman with a strongly idiosyncratic manner produced the

same sort of work after the war as before. Edward Ardizzone was another such, but unlike

Freedman not very much of his output was for advertising. He is much more in the English

tradition than Freedman, the tradition of Rowlandson and Cruikshank, and he has been

more prolific also, working often in less exacting media than auto-Uthography, sometimes

for children's books which he writes himself. He started the delightful Tim series in 1936

and resumed it after the war. But before that came Le Fanu's In a Glass Darkly (1929), his

first book and one in which his style already appears fully formed. The little drawings fit

perfectly into the text, physically and temperamentally, their hvely pen-drawn quahty

wonderfully retained by line-block reproduction. Then came H. E. Bates's My Uncle Silas

(1939) in which there are many full-page drawings, coarser and darker, without the delicacy

of the first book. In The Local by Maurice Gorham published in the same year he used

colour lithography which was proving so successful in his children's books.

During the war Ardizzone wrote and illustrated his experiences as a war artist in Baggage

to the Enemy (1941) and after the war came the Poems of Frangois Villon (1946) in which the

broadening effect of lithography on his style is apparent. But in The Pilgrim's Progress of the

following year his pen-drawing reappears in unabated vivacity, catching in a few lines the

1 This series deserv^es a note although its * There was actually a small spate of illustrated

constituents can hardly be called books. Each reprints immediately after the war, some of them
poem had a coloured illustration, usually in colour published by Paul Elek and containing distin-

line. Among the artists whose earliest work ap- guished work. But too often they were marred by
peared thus were Eric Ravihous, Edward indifferent printing.

Bawden, Blair Hughes-Stanton and David Jones.



ENGLAND
377

~~^~^
338. Reeves: The Blackbird

in the Lilac, 1952. 82" '< sV

•

Line drawings by Ardizzone.

Oxford University Press

basic human types which were the same in Bunyan's England as in ours. His latest and most

ambitious books have been for the Limited Editions Club of America, Thackeray's The

Newcomes (1954) where colour is applied by stencil, All Baba (1949) and Dickens's Great

Expectations in both of which colour lithography is used. But in spite of their splendour,

Ardizzone remains a black-and-white illustrator par excellence, one who, paradoxically,

'draws hke a painter' [338].

Edward Bawden has also done much work for advertising and for ephemeral publications (it

is difficult to find a contemporary Enghsh illustrator who has not) but he has a natural bent

for book illustration. He was a pioneer in the use of the linocut (for the jackets of cookery

books by Ambrose Heath) and no one has been better able to exploit the peculiar texture

of linoleum when it is not too heavily inked. These same cookery books have delightful title-

pages printed from line blocks, and again Bawden has shown himself to be adept at getting

the most out of that humble medium. He himself has said that his manner of drawing for

reproduction with its shading by parallel lines has been influenced by the Victorian fac-

simile wood-engravers. His first book was Paltock's Peter Wilkins (1928) where he used

fiat colours rather in the manner of John Austen. There are also numerous black-and-white

drawings; and black-and-white sufficed for A Gardener's Diary (193 7) and The Week-End

Book (1939) which contains some of his best work. After this his book illustration relies

rather more on colour, in for instance Herring's Adam and Evelyn at Kew (1930) and Lloyd

Thomas's Traveller's Verse (1946) with its auto-lithographs, and in the Gulliver's Travels

which he illustrated for the FoUo Society in 1948. But some of this work tends to a certam
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coarseness of colour and for many his black-and-white pictures will be preferable. They can

be seen at their best in the Limited Editions Club Herodotus (1958) from which a drawing

is here reproduced [339].

Bawden's debt to Lear has often been pointed out. His humour is just as inconsequential

as Lear's and far more so than Ardizzone's. It differs from both in being satirical. In addition

he has an architectural sense which Lear lacked and this fits his drawings better for the book.

There is, as the Frenchman Saurat has pointed out, something pecuharly English in his

fantasies; but there is nothing haphazard about his technique.

John Piper, like Freedman, Ardizzone and Bawden, is a painter-illustrator but since he

has also worked for the stage and only very little for advertising he is nearer to the French

conception than the other three. What is more he is the only modern English illustrator to

have used aquatint though, as we have seen, it has been frequently employed in France. His

Brighton Aquatints (1939) was also his first book but it had no successors—perhaps because

of the difficulty of finding aquatint printers in England. He used auto-Hthography in the

verse anthology English^ Scottish and Welsh Landscapes (1944) and photo-hthography was

used to reproduce the paintings which illustrate his own Romney Marsh (1950). This last is a

King Penguin which subtly indicates by its very cheapness the difference between the French

and the Enghsh painter-illustrator. Finally there is Wordsworth's Guide to the Lakes (1952)

in which all sorts of curious and subtle textures are evoked from the line block by means of

patterned papers and even printed music worked into the design [343]. But in spite of his

experiments with technique Piper's illustration strikes us first and foremost as being the

work of a painter.

Graham Sutherland is another painter who has very seldom turned his hand to book illus-

tration. His Henry VI Part One for the Limited Editions Club Shakespeare series is a very

fine book. But the illustrations for David Gascoyne's Poems ig3y-42 which appeared in

1943, though excellent, suffer from unsympathetic reproduction.

The sculptor Epstein has worked very httle for books but there is one of his which must

be mentioned. This is Baudelaire's Flowers o/" ^z^zV published by the Limited Editions Club

339. The Histories of Herodotus, 1958. gf" x 6". Line drawings by Bawden.

Limited Editions Club

fc
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340. Swift: Gulliver's Travels, 1930. 14" : 10". Hand-coloured pen drawings by Rex Whistler.

Cresset Press
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341. De la Mare: Peacock Pie, 1924.

9I" X 6". Coloured line illustrations by
Lovat Fraser. Constable and Co.

342. Tolstoy: Anna Karenina, 1951.
8|" X 51". Lithographs by Barnett Freed-
man. Limited Editions Club 3tT Jitacadacca
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343. Wordsworth: Guide to

the Lakes, 1952. jV x 5". Line
drawings by Piper. Actual
size. Hart-Davis

in 1940. The hthographs, which were printed in France by Mourlot, are powerful and mor-
bid, as befits the subject.

Henry Moore, another great sculptor, has engaged as little in illustration. In 1952 however

he illustrated for a French publisher Gide's translation of Goethe's Promethee. These are

colour hthographs prepared by Mourlot from plastics supplied by Moore. Consequently

they have a statuesque quality, are more obviously the work of a sculptor than Epstein's.

Anthony Gross is known chiefly for one work, John Galsworthy's Forsyte Saga (1950)

which has a fine set of colour hthographs produced by a special transferring method which

makes them more or less autographic. They have a characteristic quahty which may be

partly due to this process, with transparent colours and thin dehcate lines which go well with

the type [345]. They are accompanied by some dehghtful black-and-white Une drawings, a

few of them tail-pieces, the rest full-page designs which like the coloured illustrations

bleed off the page. Of the genesis of this work the artist himself wrote: T already knew that

the only reason for failure in illustration is lack of sufficient documentation—but by this I

mean research carried out to the extreme.' He has certainly done all he can to make these

pictures historically convincing.

Mervyn Peake is often thought of as an illustrator ofchildren's books perhaps because his

first was in this category. Ride a Cock Horse appeared in 1940, one of the ver>' few books

since 1931 with stencilled colour. It was followed by Captain Slaughterboard, Carroll's The

Hunting of the Snark in 194 1 and Grimm's Household Tales in 1946 but (apart from a Swedish

edition of Alice in Wonderland and Alice through the Looking Glass) his other books have

been for adults. It is in fact questionable how far his subtle satirical drawing appeals to

children. Often too it must seem to parents to be too gruesome; and this quahty is rightly

to the fore in The Ancient Mariner of 1943, one of his best books.

The early work of Robin Jacques was somewhat similar as can be seen in his Arabian

Nights (1946). But later the grotesque element was subdued and his Forty-Two Stories by

Hans Andersen (1953) is remarkable for its exquisitely dehcate and decorative drawings

[344].

The work of Lynton Lamb on the other hand is remarkably consistent [348]. He is

unusual too in being directly involved hke Daragnes in the design and production of books

ever since he became associated with the Oxford University Press in 1930. Here his original

task was the design of bindings but he is also a wood-engraver, a hthographer, a painter, an
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advertising artist and a writer on illustration. His illustrations for Trollope's Can You For-

give Her? (1948) are typical of his nostalgic gift which gravitates naturally to the nineteenth

century. What he himself said is true of his own work (as it is not true ofRex Whistler's for

instance): 'The best period illustrations frankly impose their own judgement upon the past

that they are portraying.' The full-page lithographs here have a characteristic soft, rather

blurred quahty which Lamb even managed to obtain also from the line blocks, by means of

dots and short broken lines. George EHot's Silas Marner which he illustrated for the Limited

Editions Club in 1953 is a magnificent book in every way. Here the head-pieces are litho-

graphed in two colours on the text paper.

John Aiinton illustrated one or two good books before his premature death. Alain-

Foumier's The Wanderer (1947) has many impressively sombre line-drawings. Alan Ross's

Time was Away (1948), the record of a journey to Corsica, is the very reverse. Here Minton

has extracted the most from the colour-line process, one of the few examples of a really

sophisticated use of that neglected medium.

Keith Vaughan produced some powerful and imaginative lithographs for Rimbaud's A
Season in Hell (1949) but they suffered from inadequate presentation. They have a Gallic

quahty but no French pubhsher would have produced them in such an unprepossessing

way. Enghsh publishing since 1945 has in fact shied too far away from the idea ofthe edition-

de-luxe. The War provided an excuse and the enormous increase of the reading public

another. A cheap illustrated series hke the King Penguins is altogether laudable but while it

can present the work of a first-class illustrator it cannot use the format or the techniques or

the paper which such work often demands. The decay of the private presses and the dis-

appearance of the Nonesuch Press moreover removed a spur which had made itself felt in

the thirties.

The advent ofa book club like the FoUo Society, confining itself to reprints, is all the more

welcome because, although its books may be regarded as somewhat precious by the or-

dinary pubhsher, they do set out to sell themselves largely by virtue of their illustration and

design. In them the time honoured media of wood and copper-engraving find a place, even

though the editions are too large to make intaglio reproduction practicable for the latter.
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Foreign illustrators too like Ru van Rossem, Mark Severin and Marcel Vertes have made
their distinctive contributions. Several of these books, such as Bawden's Gulliver, have
akeady been mentioned. Buckland-Wright we have also met as a wood-engraver for the

Golden Cockerel Press. For the Foho Societ>' he illustrated the Odyssey in 1948 with copper-

engravings and The Decameron in 1954-5 with aquatints. Joan Hassall produced some deli-

cate wood-engravings for Jane Austen's Pride and Prejudice in 1957. Two other outstanding

books contain etchings, by Susan Einzig for Daudet's Sappho (1954) and by Vertes for

Zola's Nana (1956). Van Rossem, a Dutch engraver influenced by Eastern art, produced

some good copper-engravings for Flaubert's Salammbo in 1940 and some exceptional litho-

graphs for Dostoevsky's Crime and Punishment in 1957. Eric Eraser's illustrations for Nievo's

The Castle of Fratta (1954) ^re remarkable because they were reproduced by collotype from

line and wash drawings on linoleum which was treated as a drawing (not a printing) surface.

The result has a texture all its own [349]. Nigel Lambourne's drawings for Defoe's Moll

Flanders (1954) must be mentioned for their briUiant exploitation of a process as simple as

the line block [346]. But this method of reproduction is comparatively rare in Folio Society

books which exhibit an unusual variety of processes. A publishing venture that keeps alive

so many neglected techniques is to be congratulated.

One or two wood-engravers have continued to work for commercial publishers, notably

Reynolds Stone and Joan Hassall. Both excel at the small engraving and the decorative

vignette; and Stone, a pupil of Eric Gill, has also made his reputation as a letterer and type

designer. His first major work was Guevara's Praise and Happinesse of the Countrie-Life

which the Gregynog Press published in 1938. Adrian Bell's The Open Air (1946) has many

delightful vignettes by him, all filled with very fine work [347]. Joan Hassall's engraving,

even more meticulous and detailed, can be seen in Mrs. Gaskell's Cranford in 1940 and Miss

Mitford's Our Village in 1946. C. F. TunniclifFe, also a wood-engraver but now working

chiefly on scraper-board, has helped to produce many delightful books on the country. And

finally there is a host of competent illustrators mostly working for line reproduction of

black-and-white. Since about 1948 much of this work has been confined to books for older

children, a class which has always been treated more liberally to illustration than the adults.

An unkindness of ravens

346. Birds by Brian

Wildsmith, 1967.

8i" X n".

Colour lithographs

by Wildsmith.

Oxford University

Press
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The drawings of Jack Yeats for The Turf Cutter's Donkey (1934) and other books must be
mentioned, many of them reproduced in colour. It is a pity that the economical and effective

colour-line process is not more generally used.

The most original illustration of today both in Britain and America, however, is in the

big books for the very young, which rely on pictures rather than text. Here long runs make it

possible to print several colours, generally by hthography, in the style which seems to have

come to the West from Russia. Significantly it was two PoUsh artists, Le Witt and Him, who
provided the pictures for one of the most popular books in this class, Diana Ross's The Little

Red Engine gets a Name (1942); and Le Witt has managed to keep ahead of his imitators in

his latest book. The Vegetabull (1956). Manuel Gasser shrewdly said that to foreigners Le
Witt and Him appear as 'the most Enghsh of all the EngUsh' whereas the Enghsh themselves

value their work chiefly because it seems continental to them. Certainly Ardizzone's Tim

series, which has already been mentioned, seems defiantly English by the side of Le Witt

and Him. Perhaps less so are Alan Howard's brilliant colour lithographs for Prokovief's

347. Bell: The Open Air, 1946. -jV x 5". Wood-engravings by Stone. Faber and Faber

The Story of Peter and the Wolf(igsi) which started a fashion for this type of drawing and

this was' followed in 1958 by Gerald Rose's How St. Francis Tamed the Wolf. Brian Wild-

smith and Charles Keeping have gone even farther to bring painting into the children's

books which they have written and illustrated. The texts are of minor importance, the

Hthographs are everything [346]. Brilliant colour floods and bleeds off" the pages in Birds by

Brian Wildsmith (1967) and his Fishes (1968) and in Keeping's Charley, Charlotte and the

Golden Canary (1967). After these books David Gentleman's two-colour wood-engravings

for the Limited Editions Club's Swiss Family Robinson (1963) may seem sober but they

are brilliant examples of this little-used medium.

Although all these recent examples are children's books (but the last is hardly intended

for children) there are a few notable books which do not come into this category. Charles

Mozley, an artist who is always ready to experiment with techniques, has used silk-screen

printing for his colour plates in Shaw's Man and Superman (1962) to produce a really

painterly effect. And another book illustrated by a painter is Robert Lowell's translation of

Baudelaire's The Voyage (1968) which contains powerful lithographs in colour and

monochrome by Sidney Nolan, the Australian painter. Finally there is the ambitious

illustrated Old Testament, published in five volumes by the Oxford University Press in

1968-9. Twenty-two artists were commissioned and they have used many different

media. The result is stimulating but only its typographical consistency holds it together.
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348. Collins: The Woman in White,

1956. 8|"x5.i". Lithographs by
Lamb. Folio Society

349. Nievo: The Castle of Fratta,

1954. 84 " X 5i". Drawings on lino-

leum by Eric Fraser. Folio Society

not ili>filriiM' hot lo br rithfr \n<:rlira follimrd by Kinalilu. or

Marfi<-a thf un<laii»-<l virgin, or oven Alcina who enchanlnl
and ro.<orr<-llr<l the raplain of the i«laiid. For mv part, I chnff
the nilr i>f Rinaldo with rrsignation enough, and fought Hrrcr

battles against row? of poplars whirh berame dragons, or

countered the desperate feat* of some treacherous magirian,
bearing my ladylove behind me a~ if on the crupper of a horse.

Sometimes v«e pretended to lie lakins long vovages. to the

Kingdom of Cathay or the Kepublic of Samarcaud: but we
created terrible obstacles to be overcome, !>ome hedge that

must be a forest, some dyke that wa.<i a mountain, some brwik
that became a river or torrent. Then we used to comfort one
another w ith brave gestures or took eauu>cl with hushi-d voices,

wary eye* and bated, lialf-stnpped breath. \t last wc would
<lecide to try our fortunes: down, therefore, at breakun k sp.i-<|

through puddles and ditches, leaping and shouting like tw.>

demon*. The obstacles were n« t insufteruble. but not seldom
the little girl's clothes suffered some damage or 'he got her fret

soaked paddling in the water in licr little brown leather shoe-.

As for me. my jacket was an old faniihar of the thorns, and I

could have stayed in the water for a hunilred vears before ih.-

damp seeped through the calloused soles of mv feet. It was
therefore my part to console lor, t<> repair the damage and
lo dry her when she got a little sulky after «uch misfortune.;

whenever she did not begin to cr\ . or to start scratching me.
I would make her laugh by taking her on mv .houliler' and
leaping with her over ditches and brooks. I was a- slrouc as a

young bull and the pleasure I fell when sh.- leant her fan-

against my neck in order to have her hand- free to sjnirl with

greater ea-e. wouhl have given me wind enough to have
reached, with thi« precious burden, if uot to (!athay or

Samarcand. at least to beyond Fos-alta.

Wasting in this way the early hours of the afterumMl. we
began to range further and further from the immediate vicinity

ofthe castle and to lM»come familiar with other road* ami path*

and more distant retreats. The ilownland meadows where our

firbl excursions took place slopetl westward I»n%ards a (iiit-
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350. Grahame : Dream Days, 1902. 8" x 6". An early

photomontage illustration by Parrish

351. Melville: Moby Dick, 1943. lo" x j\". Painted illustra-

tions by Boardman Robinson. Limited Editions Club

THF 111: M'TII I 1 EI-.MlDtn

352. Fouque: Undine, 1930. i2j"x9vV'. A chiaroscuro

wood-engraving by Lewis. Limited Editions Club

353. Shui Hu Chuan: All Men are Brothers, 1948.

I2j" x9i". Illustrations in colour by Covarrubias.

Limited Editions Club



AMERICA

Bruce Rogers, writing in 1912, said that the work of William Morris had 'an enormous
influence upon American printing and not, on the whole, a beneficial one except in its eff"ect

on sound craftsmanship'. Rogers himself, although he started as an illustrator, had more
feeling for type than for illustration and he recognized that the American imitators of
Morris, when they were not pure typographers were likely to be decorators. The best we
have done in the decoration of our books', he continued, 'is to borrow the work of the earlier

masters of design and adapt it to our purposes.' This may be a little unfair to the efforts of
Updike and De Vinne but it does perhaps help to explain why America did not follow the

same course as England during the first quarter of the century. The private presses, which
shaped the development of illustration in England, were more interested in typography in

America; so were the 'fine' American printers like Updike. The technical standard of the

average American book printer was low and this was bound to lower the standard of illus-

tration. Even as late as 1947 Henry Pitz was saying in his excellent Treasury of American
Book Illustration: 'Our highest standard of printing craftsmanship usually still suffers by
comparison with the best of many other countries; in fact there is, if anything, a declining

standard of artistry among our engravers and printers.' The illustrators themselves worked
primarily for magazines, and books were for them something of a side-line.

Now this was nothing new and we saw in the last chapter that ever since the foundation

of Harper's the magazines claimed much work that in other countries has gone into books.

A similar state of affairs existed in England in the sixties but it had more or less ended by

the time photo-engraving arrived. In America on the other hand the newspapers and maga-

zines were themselves largely instrumental in developing photo-engraving and their illus-

trators were used to working for process, adapting their style accordingly. This close con-

nexion between magazine and book illustration has been a characteristic of America ever

since. It has made for vigorous and varied work, and though the results are not always

bookish, they are none the worse for that. It has also helped to produce an extraverted type

of illustration which in any case one would expect to be congenial to the American character.

Many of the American books described in the last chapter were adventure stories. Many in

this chapter, though they must not be demeaned by such a title, are narratives ofaction.

Process-engraving was exploited by illustrators earlier and more thoroughly in America

than elsewhere. Half-tone in particular led to painted (as opposed to drawn) illustration,

and we have already noted how this change came over the work of Howard Pyle. The tri-

chromatic process made it possible to reproduce paintings in full colour and Pyle's latest

illustration was of this nature. As it is an expensive process it resulted too often in the drastic

reduction of the number of illustrations, though most novels of this period were illustrated,

however poorly. Later when coloured book jackets became an essential we find many books

with simply a jacket and a frontispiece as if the presence of 'full colour' made all else un-

necessary. Edward Penfield and Maxfield Parrish, both poster and magazine artists, also

produced work in this vein, and the former in his own Holland (1907) and the latter in his

Arabian Nights of 1909 have shown how difficult it is to assimilate a colour plate on coated

paper with the book. In the case of Holland things are made worse by the green mounts on

which the plates are pasted. These two books reflect the recent discovery of the coloured

picture poster which excited America as much as Europe and in which Penfield and Parrish

played an important part. But their black-and-white book illustration was more successful.
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In Grahame's Dream Days (1902) Parrish experimented with photomontage and used a

photographic background for his drawings, often with striking effect [350]. His work had
immense popularity. 'His epicene figures and dreamy prophylactic landscapes made him
the best-selling artist ofmodern times,' says Thomas Craven.

Generally speaking however there was little experiment during the first twenty years of

our new period and there are few high lights. But with the First World War a change comes

over the scene. This cataclysm helped, says Carl Zigrosser, 'to jolt the country out of its

provinciaUsm or rather out of its complacent acceptance of a genteel art tradition;' and he

puts this down to the fact that for many of the Americans who went to Europe the myth of

European superiority was exploded. But he also feels that the international style of illustra-

tion, which has always flourished more in France than in Britain, has had its effect in America

and this has been particularly noticeable in the years since 1920. Even before this many
European artists had come to live in America and soon there was a steady and increasing

flow. This reinforced the already diversified racial background of the native-born American

which in itself was enough to produce more variety than in Britain. But just as France has

put her stamp on the Spanish and Russian artists who went to work there so America has

left a faint but detectable impress on her Central European guests.

The nature of this impress is to be found partly in the taste of the American reader. The
American appetite for pictures, which has been fostered by the film, the magazine and the

advertisement, is well known; but the book which even in America is one of the last strong-

holds of tradition has been less affected than might be expected. The category that has been

most influenced is the one which was able to benefit most, the child's book; and it is here

that the best contemporary American work is often to be seen. The requirements are much

the same as in the poster or in advertising, a bold self-explanatory picture that catches the

attention and is almost independent of its text. The same characteristics are to be found in

humorous illustration and here the link with such magazines as The New Yorker is even

more obvious.

Bookish illustrators have not been wanting in America, however, though they are in a

minority. Warren Chappell, himself a talented illustrator, has said that 'Americans are not

natural decorators' but there have been notable exceptions. The books which Updike pro-

duced at the Merrymount Press and Bruce Rogers at the Riverside Press during the first

decade of the century often have drawn (as opposed to typographic) ornament, of very high

quality. T. M. Cleland and W. A. Dwiggins are two other exceptions. Both of them have

designed type faces and have a flair for the design of the book as well as its illustration.

Cleland started as a printer and became interested first in Italian Renaissance ornament and

then in the ornament of other periods and countries which he used skilfully in advertising.

In this he was happily and far ahead of his time, but in illustration his taste for the eighteenth

century has led him to a style which has been revived too often. The very titles of his books

— Tristram Shandy {1^^$), Jonathan Wilde (1943) and Tom Jones (igs^)—show where his

affections he. More original are his illustrations for Wentworth and Smith's High School

Mathematics (191 7) in the style of early engraved text-book illustration. Dwiggins was an

illustrator with a more personal style which sometimes degenerated into whimsy. His feeling

for type was such that even when his ornament is drawn it appears to have been set up.

Similarly there was something typographic about his illustrations, about the little drawings

which occupy the margins of The Travels of Marco Polo (1933) for instance. This book also

has elaborate double-spread section titles in colour-line, one of the earliest examples of what

has since become common American practice. During the period in which he worked for the
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publisher Knopf Dwiggins was responsible for many felicitous touches in the books he
planned but also for some rather obtrusive ornament. His coloured illustrations, in for
instance the Limited Editions Club Gargantua and Pantagruel (1936), were planned with
transparent stencils which he himself cut. But his best work in black-and-white is to be
found in books like Tartarin of Tarascon (1930) from the same publisher [354].

The livre de peintre has never,

flourished in America, for the

productions of the Limited Edi-

tions Club do not really belong

to this category. During the First

War New York Atelier ij pub-

lished folios of verse illustrated

with etchings by de Koonig,

Lipchitz and Ben Nicholson, but

these were hardly books. Later

in 1926 Max Weber wrote and

illustrated with woodcuts his

Primitives, Poems and Woodcuts

and much more recently Leonard

Baskin at his Gehenna Press has

printed and published some in-

teresting books on natural history

illustrated with his own wood-

engravings. Auguries of Innocence

(1959), with his wood-engrav-

ings, is delightful [403]. One of

the books published by the

Gehenna Press in 1956 was Wil-

fred Owen's Thirteen Poems and

this was illustrated with line drawings by Ben Shahn, a Lithuanian who came to America

in 1906, and started as a trade lithographer. Shahn has worked extensively for advertising

but he is also a painter and a caUigrapher. In A Partridge in a Pear Tree (19s i) a hand-drawn

text accompanies his drawings.

Of Boardman Robinson it has been said: 'He was perhaps the first American illustrator

to believe strongly that any drawing is to be dealt with as a composition just as seriously as a

painting is.' His early work as a pictorial reporter and a cartoonist had an immense effect on

the newspapers and his first book, John Reed's The War in Eastern Europe (191 6) could be

called newspaper drawing. But it has a vivid graphic quality which makes it the reverse of

ephemeral. His later illustration has been painted rather than drawn—for the Brothers

Karamazov (1933) and The Idiot (1935) both published by Random House and for King

Lear (1939) and Moby Dick (1943) pubhshed by the Limited Editions Club [35 1].

In England the period between the wars was a great one for the original wood-engraver.

In America wood-engravings in books were much rarer but nevertheless there were one or

two artists working in this medium, in particular Allen Lewis (who favoured the woodcut

rather than the wood-engraving) and Rudolph Ruzicka. Lewis was an American with an

international style and a wider knowledge of techniques than most. He trained in Paris as an

354. Daudet: Tartarin of Tarascon,

1930. 6" X 4I". Line drawing by
Dwiggins. Limited Editions Club
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etcher but soon after his return to America he began to make his reputation with wood-

engraved illustrations. JowrweyJ to Bagdad (1915) by C. S. Brooks shows his command of the

monochrome woodcut; and he has also produced much chiaroscuro illustration, particularly

in La Motte Fouque's Undine published by the Limited Editions Club in 1930. Here the

cuts are mostly used for elaborate borders, printed in three or four colours. They are very

skilful but have an air of^zn de siecle [352]. Scott's Ivanhoe which he illustrated for the same

publisher in 1940 contains linocuts.

Ruzicka, a Czech by birth, is more versatile in the matter of techniques. His first book

with wood-engravings appeared, like Lewis's, in 1 91 5 but here the illustrations were coloured.

The book was the GroUer Club edition of W. P. Eaton's New York and it was printed in

Paris. Ruzicka has obviously been influenced by the French use of colour wood-engraving

and he has produced a large number of separate prints by this technique. But he has by no

means confined himself to it. Washington Irving's Notes and Journal of Travel in Europe

(1921) contains hand-coloured aquatints, in the style of the nineteenth-century English

topographical books [363]. La Fontaine's Fables (1930) has exquisite little copper-engravings

(probably the first modem use in an American book) and Thoreau's Walden (1930) has line-

drawings. Ruzicka has worked in close conjunction with many printers, notably Updike,

and has always been interested in typography. Like several other American illustrators he has

designed type, but he is not a typographer first and foremost in the way that Dwiggins was,

Rockwell Kent is also interested in the design of books he illustrates and he too has worked

in a variety of media but especially for the line block. He is perhaps the best known of all

American illustrators of the older generation and a certain type of line-drawing has become

associated with him [355].He uses a system of shading by means of parallel lines of uniform

thickness which becomes peculiarly obtrusive in the sky. It gives to his drawings the some-

what mechanical appearance of the nineteenth-century reproductive wood-engravings in

which machine ruling was used. It can be seen in the books that Kent wrote himself, e.g.

Salamina (1936), and it appears to a greater or lesser degree in all his work. It is not his fault

that it has been copied ad nauseam but the debasement of the style has made it hard to look

at his work with an unprejudiced eye.

Voltaire's Candide (1928) is one of his better books, for here the tones are produced by

dots rather than parallel lines. The drawings take the form of strips at the bottom of the

pages. In Melville's Moby Dick (1930) we have drawings more typical of Kent but in Shakes-

peare's Venus and Adonis (1931) he uses a very fine line and a second colour. Beowulf has

lithographs and The Decameron illustrations are reproduced from water-colour drawings. In

Goethe's Faust (1941) all his drawings occupy double-spreads.
II

VIII. O LIBERTY!

355. Kent; Salamina
1936.8*" x5i".Illus- _
trations by the author. ^
Faber and Faber

he house that we have come to, with the
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356. Shay: Iron Men and Wooden
Ships, 1924. 12

by Wilson. Doubleday
I". Woodcuts

Iron Men and Wooden Ships, which Edward Wilson illustrated in 1924, marks, says

Norman Kent, a 'milestone in American book illustration quite as important as the advent of

Howard Pyle's Book of Pirates], and since Wilson had been a student of Pyle, it was \X'ilson's

way of paying tribute to his master.^ It is a connecting link with the chap-book art of eigh-

teenth-century England when woodcuts were bold without apology and gay with colour,

and type consistently "fat". Wilson had taken his place in that small fellowship of blithe

spirits: Joseph Crawhall, Lovat Eraser and Wilham Nicholson, who are his artistic brothers'

[356]. In his later work Wilson has gradually forsaken his bold and decorative style. The

series of books done for the Limited Editions Club, Robinson Crusoe (1930)5 The Last of the

Mohicans (1932) with its coloured illustrations printed by the Jean Berte water-colour pro-

cess. The Man without a Country (1936), perhaps his best book with its stencilled-coloured

lithographs, and Shakespeare's Tempest (1940), with illustrations coloured by pochoir in

France, show his development away from decoration towards illustration proper. His work

has also shovra a diminishing scale and a growing interest in tone.

^ Pyle had many other pupils who were prohfic Wyeth however was in his day a very popular and

illustrators but, as Henry Pitz has said, only prolific illustrator of children's books in four-

Wilson 'creates important illustrations that are an colour process,

integral part of the books they illustrate'. N. C.
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The reader will have noticed how many of the books already described have been pub-

hshed by the Limited Editions Club; and any account of the contemporary American illus-

trated book must pay tribute to the pubHsher, the late George Macy, who founded the Club

in 1929, and followed it up with its 'unlimited' satellite, the Heritage Club. The edition-de-

luxe is practically unknown in U.S.A. as in England, but these books (all of them reprints

and limited to 1,500 copies), are the nearest American equivalent, Macy, an even more

eclectic counterpart of Francis Meynell in England, made it his aim to produce a book a

month for his members and this ambitious programme inevitably led to a lower standard

than that of the Nonesuch Press. But the best American books are as good as anything

Europe can show. Macy cast his net wide, using not only foreign illustrators but foreign

typographers and printers too. In the thirties he produced several books illustrated by

English artists, Austen, Gibbings, Agnes Miller-Parker, and (posthumously) Hugh Thom-
son, some of which have already been mentioned. He also employed French, Belgian,

Swedish and Italian illustrators whose books will be described under their appropriate

countries. In his Shakespeare series, designed by Bruce Rogers and pubUshed between 1939

and 1940, we find more American illustrators but still a fair number of Englishmen, one of

them, Graham Sutherland, producing in Henry VI Part One a minor masterpiece. But this is

rather an uneven series as far as illustration is concerned and it was perhaps too ambitious a

venture. Macy seems to have been somewhat tied in his selection of titles to the preferences

of his members as revealed by ballot. Even when he purported to give his illustrators a free

choice there was always this to be taken into account.

That being so it is surprising to find one or two books of bibliographical interest, for

instance the i£sop of 1933 with cuts taken from Florentine incunabula; and more interesting

still, because wholly original. The Pilgrim's Progress of 194 1 illustrated with a series ofwater-

colours made by William Blake in about 1824 for the purpose but never pubUshed. They

do not represent Blake at his best (they are supposed to have been retouched by his wife) but

they deserved to be rescued from oblivion.

Macy cast his net so wide, tried to appeal to so many tastes and was above all tied so

rigidly to his monthly programme that it would have been very surprising if he had not had

some failures. Some of these were the result of trying to put too much into a book. The

volumes illustrated by Arthur Szyk are an example

—

The Book ofJob, The Book of Ruth, the

Canterbury Tales. Szyk is a Polish artist whose work is based on the medieval miniature, a

painter rather than an illustrator. The Arabian Nights of 1954 contains sixty of these minia-

tures reproduced by colour-process and the result of so much gaudy colour is frankly indi-

gestible. There is something reminiscent of Noel Humphreys in the work of Arthur Szyk;

and he has also a great deal in common with his contemporary from Hungary, Willy Pogany,

whose emphasis on decoration now gives his work a very unfashionable air.

Inspired perhaps by Macy's success we find a few new ventures hke Doubleday's Limited

Editions (among which there is a Benvenuto Cellini characteristically illustrated by Salvador

Dali), the Folio Club and, more significant because designed to reach a wider pubHc, the

Illustrated Modern Library from the firm of Random House. Yet this last venture, (which

like the Folio Club was short-hved) made no concessions in its choice of artists and was often

bolder than the Limited Editions Club. For instance there was another typical DaU among

its books, the Don Quixote of 1946 illustrated mainly with double-spread colour plates.

There were also volumes illustrated by Edward Wilson, Boardman Robinson and many

others whose work has generally appeared in expensive editions. For some artists the small

format must have been cramping but the low price was the buyer's compensation. And the
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hazards of tiie small page were successfully surmounted by such an artist as Edward Wilson

whoseJan^ Eyre (1944) was one of the best volumes in the collection.

Hans Mueller is a German who made his reputation as a teacher of wood-engraving in the

State Academy of Graphic Arts in Leipzig. He came to America in 1937 after having illus-

trated a few books which will be dealt with in the German section. He is a master of the

coloured wood-engraving, most of his illustration being designed on the chiaroscuro prin-

ciple and printed in two colours only. With these ingredients he can produce an effect of

great richness and variety as may be seen in the Limited Editions Club Kidnapped of 1938

and the Random House Don Quixote of 194 1. This latter provides an interesting contrast to

the Dali Don Quixote pubhshed by the same firm in 1946. DaU, though he has a much smaller

page uses full colour for his double-spread plates. Mueller's Uttle engravings (none of them

occupying more than half a page) give a somewhat monochrome effect even though they are

hardly ever printed in black and more often than not are in two colours. Nevertheless they

belong to the book in a way that DaU's cannot [357].

Fritz Eichenberg is another German from the Leipzig Academy who like Mueller has

speciahzed in wood-engraving—to which he has added great skill in hthography. He came

to America in 1933 and illustrated many books for the Limited Editions Club and for other

pubhshers, among them Turgenev's Fathers and Sons (1941), and Dostoevsky's The Brothers

Karamazov (1949), the latter with hthographs. In 1944 he illustrated Poe's Tales [358], and

in 1954 Goethe's Reynard the Fox. The grotesque element in his work is very noticeable and

so also is the satisfying balance between his illustrations and the text. Like Wilson's his

later work has shown an increasing use of tone.

357. Cervantes:

Don Quixote, \^^i.

10" ^ey. Wood-
engravings by

Mueller. Book of

the Month Club

B. H.B.I.
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Fritz Kredel, too, came from Germany where he had studied under the famous type

designer, Rudolf Koch of Offenbach. His most distinctive work is woodcut rather than

wood-engraved and he is an expert at recreating the ItaUan Renaissance cut. For the Officina

Bodoni edition of// Ninfale fiesolana he performed this task in 1940 and he illustrated The

Decameron for the Heritage Club in the same style in 1940. Several children's books, notably

the fairy-tales of Andersen and Grimm, contain his pictures but one of his most distin-

guished works is Soldiers of the American Army (1941) in which he vies with Menzel on his

own groimd. Like Menzel he contrives to make his pictures much more than mere docu-

ments; the very attitudes ofthe soldiers seem to tell a story. And a very rich effect is achieved

by hand-colouring. This is an important book but it is by no means typical of America.

More typical, and indicative also of the change in Kredel's style, is the dehghtful edition of

Heine's Poems which was pubUshed in 1957 [359]-

Warren Chappell, though an American, also studied with Koch in Germany and his chief

interest is type designing. But like many type designers he is a good illustrator with a vigorous

line which has been likened to Cruikshank's. His Don Quixote (1939) and A Connecticut

Yankee in King Arthur^s Court (1942) both show this off to advantage [362]. He also illus-

358. Poe: TaleSi 1944. Wood-
engravings by Eichenberg.

Random House
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THE HOME-COMING

Und als ich euch mdne Schmerten geklagt

When I told of my sorrows that wounded and tore

You answered with yawns and nothing more.

But now, since I've added a lyrical phrase

And put them in verse, you are lavish with praise!

Jch riefden Teufel und er kam

I called the devil and he came;

And then I saw, with a wondering gaze.

He was not hideous, he was not lame.

But a genial man with charming ways.

A man in the very flush of his prime;

Experienced, suave, and in touch with his time.

As a diplomat, his talent is great.

And he speaks wisely of Church and the State.

"i

359. Heine: Poems, 1957. 9^''x6'. Line
drawings by Kredel. Limited Editions Club

360. Dickens: Dombey and Son, 1956.

9I" X 6^". Line drawings by Pitz.

Limited Editions Club

trated The Temptation of Saint Anthony for the Limited Editions Club in 1943. In his later

books line has begun to give way to tone.

Lynd Ward studied under Mueller in Leipzig and he is best known for his wood-engrav-

ings, though he is also a skilled hthographer. He made his reputation with God's Man which

was published in 1929. This is 'a novel in woodcuts', and it tells its stor>' by means only of

the pictures without any text. As an experiment it is interesting but it cannot be called a

successful art-form because no picture can survive if it is made to carry too much meaning.

Moreover the woodcut is not exactly a subtle medium and in order to convey meaning ges-

tures and expressions have to be greatly exaggerated, often with a faintly ridiculous air.

Lynd Ward has illustrated many other books in a more conventional way, chiefamong them

being Hugo's Les Miserables for the Limited Editions Club in 1938, and Gargantua and

PantagruelioT the Heritage Club in 1942 [361].

McKnight Kauffer was an American to whose important work in England much space

has been devoted. He returned to America in 194 1 and illustrated several books there but

unfortunately without much success. The drawings he did for the Limited Editions Qub
Timon of Athens were never used because they were too abstract; and his gouaches for W. H.

Hudson's Green Mansions (1945) suffered too much in reproduction. Only in his Complete

Poe (1946) does the old touch momentarily reappear.



361. Rabelais: Gargantua and Pantagruel, 1942. 8" x 5^". Illustrations by Ward.

Heritage Club
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Valenti Angelo came from Italy and joined the Grabhom Press, a noted Califomian

printing firm. Here he decorated many books with head-pieces in the style of the fifteenth

century Italian woodcut. In Voltaire's Zadig (1929) for instance they are printed in san-

guine. In Sterne's Sentimental Journey (1929), however, he uses wash drawings which have

an eighteenth-century air. The most ambitious book of this period was a great folio edition

of Whitman's Leaves of Grass (1930). After 1933 he illustrated a few books for the Limited

Editions Club including, in 1936, The Rubaiyat of Omar Khayyam which is an example of

neo-illumination

.

Miguel Covarrubias was a Mexican who worked in the States, one of the few first-class

illustrators to come from Latin America. He started as a caricaturist but he achieved fame

with his murals. Much of his illustration was painted and displays a rich flamboyant colour

sense [353]. In Mexico South and The Island of Bali, both written by himself, this has full

play and the result is splendid. W. H. Hudson's Green Mansions too which he illustrated for

the Heritage Club in 1936 gave him plenty of scope and although it might be objected that

this painted illustration (reproduced by four-colour process) is but tenuously connected with

the book it caimot be denied that it adds verve and panache.

With Aldren Watson we reach the later generation of illustrators that started work during

or after the Second World War. Watson undertook several books for the Peter Pauper Press,

publishers of many excellent inexpensive little books. The most distinguished of this group

was Thoreau's Walden (1941). Watson also designed and illustrated an edition of Shakes-

peare's Sonnets in 1945 which is very successful. In his work can be traced the steady pro-

gression from line to tone which we have already noted in several others and which perhaps

reflects the ubiquitous use of the photograph in advertising and magazines. Photography in

America has reached such a high pitch of perfection and has obtained such wide currency

that it would be strange if it had not powerfully affected the graphic arts. Another factor

^^

362. Cervantes: Don Quixote, 1939. 8.V' x 5^ ". Line drawings by ChappeU.

Knopf
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which has to be taken into account is the widespread employment by publishers of the free-

lance book-designer, a phenomenon almost entirely American and one which has become

general since the War.^ It may be that eventually these men will stand in the same relation-

ship to the illustrator as the literary editor to the author. In any case they are bound to

influence the manner of illustration. Their advocacy of the double-spread title-page, now
such a feature of the American book, is a case in point, for the illustrator is usually called in

to provide a picture for this purpose.

Humorous illustration occupies a very important position in America today and it is

associated of course with magazines (especially The New Yorker) rather than with books.

But many of the great humorous artists, Amo, Thurber and Bemelmans, have produced

books, mostly written by themselves. There is of course no difference in kind between

magazine and book illustration; and the masterly control of line by which these artists have

made their reputation produces its effect almost as well (allowing for the reduced size) on the

book page as in the magazine. But the personality of the artist is such that the drawing tends

to overbalance the text—except perhaps in the books of Ludwig Bemelmans, such as The

Blue Danube (1945) and Hotel Bemelmans (1946) [367].

Bemelmans has also written and illustrated a delightful series of children's books. Now
children's books as we have already said, are the ones most powerfully affected by adver-

tising art and, being less bound by tradition in format or reproductive technique, stand to

gain most. But it was not so at the begiiming of the century. Then the scene was dominated

by Howard Pyle, 'a giant to his contemporaries—a very much taller man than he is now.' At

that time too the American children's book was nearer to the English but 'in the succeeding

years came the infusion of many different foreign bloods that has brought about the cos-

mopolitan books of the present day'. These judgements are by Henry Pitz, himself a pro-

hfic illustrator of children's books, mostly in the manner of Pyle, and like Pyle an influential

teacher [360]. In his Treasury ofAmerican Book Illustration he has stressed the contribution

of the heads (mostly women) of the children's book departments of the big publishing

houses to the renaissance of the illustrated children's book—a contribution comparable to

that of the free-lance designer and perhaps more beneficial because more self-effacing.

One of the very first illustrators in the new style was Boris Artzybasheff whose Russian

tale Seven Simeons (1937) was a landmark [365]. Here is the brightly coloured Htho-

graphy and the big page that were characteristic of the new children's book in France and

England at this time, and again it was a Russian who used them. Feodor Rojankovsky,

another Russian, whose pioneer work we have already noticed in France, came to America

and produced The Tall Book of Mother Goose and The Tall Book of Nursery Rhymes with

their dehghtful drawings and unusual formats. His drawings for Hans Andersen's The Ugly

Duckling (1945) and for Duplaix's Animal Stories (1944) are in the same vein, naturahstic

but without sentimentaUzing the animals which are his subjects. In Daniel Boone^ which is a

1945 reissue of an earher book produced in France, animals appear only incidentally,

but the same skill is seen in the organization of the page and the use of brilliant colour

[364].

Roger Duvoisin is a Swiss who wrote and illustrated an attractive book called The Three

Sneezes in 1943. Here his drawings are reproduced by line-blocks; but in 1947 he went over

to colour lithography for an even better book, Moustachio by Douglas Rigby. In this he ex-

ploits like Rojankovsky the possibility which hthography offers ofmarrying the text and the

^ Though perhaps the exhibitions of 'The American Institute of Graphic Arts in 1923

Fifty Books of the Year' first organized by the marked the beginning of this movement.
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363. Irving: Notes and Journal of

Travel in Europe, 1 921. 6J' •44'-

Coloured aquatints by Ruzicka.

Grolier Club

364. Averill and Stanley: Daniel

Boone, 1945. 14.1" 11". Colour

lithographs by Rojankovsky

llie Booiifs wore j>it>iHTr« inovinj:

from one frontier to another. VI lien

Pennsylvania became too iruwdcd

tliev journeyed <l«>wii to Nortli (Caro-

lina, into the \alle\ dI' tlic ^.nikin

River.

The Indian? were iirowing hostile in

the Eitrt and F;n;;lan<l M-nt an army

to aid her Colonij'^. Boone joined the

troops Jb \va;;oner aiul blacksmitli.

Traineil soldiers knew nothing of Li-

dian warfare. They wore scarlet mii-

form? and marched in close forma-

tion, carrying nut-keL- un I heir

shoulders.

The RedskiiL- smeared their bodies

with paint and crept through the

woods, one by one. with tomaluwk in

liand. From behind trees tliey shot

their arrow> into tLe unprotected

British ranks. Fronlier:-men like

Boone could light in lii<- Indian way.

i;> the canipfire at night he talki-d with a trader

iume.1 Kinley. who lud been into the ^ ilderni-^:-

of Kentucky.

Irader. were the lirst to go into new land.. 111.%

iartered with the Indian- for |Hlt-. of the mink, the

fo\. the deer, (lie oll.r and the U-jNcr. Tb.n the

hunter- went to z. t |Im--4- ^-kut- tliem-«lye*. ^ hen

.1 trail Ii.k1 iK-en bU.1l. the m tlUr- folbiw.il.

B«.one \\-UntH\ to stories of Kenlu. k> when- bulfa-

lor- roamed in henN of thou-.md-. lie dnam.-.! of

, xplorin;: ii- lore-t- aii.i lionling in it- g.une liel.U.
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v-^, '

.-•- -i tcUows. Bui m>' Ccnrrah and my Sciuu^ )iaj a Uiou)<Lt 1;

\i.u, second Simeon, can wc ihc worid frum iIk lop tif vour towrr,

vou roust go up and |.x.k. For 1 am icjd llial *>mr«hcr<- bcy'ond ihe

Crcal Sea i» an iJand. On this island is a king and ihc king hai a

dau<;hlcr. i am lold thai this princess is as good-lMiking M my irlf."

The Second Simrtm ran lo llie lovscr vtiihr-ut delay. Kmm ilie

ltn.n Ik- looked iliis »iiy and that ssay. llmi tame dmvn and reported.

King Douda, s-our command I have carried out- I looked Ites-ond

the Great Sea and I saw Ik^oMn Island, rnm >slial I see the king

lliere i» s-cr>- pnmd and unfriendly. He siu in his palate and talks like

this: 'I hasc a daughter, beaulilul Helena, and boss here in tlie vsorld

is tlicre a king or a prince sss>rthy ofher hand. Should one tome here

I.) vstio her. I would deilare svar on him! I would chop off his head

and bum liis kinsd^sm to ajhes''
"

•But lioss l>i« is his army'"" ask-xl Dousla. ".Vnd Iww far is his king-

dom from ms' kiiiifdoni^"

.1*1 lake icn yeat^ less IssO

take a bit longer. 1 did

- tiic field, IhjI there were

K.-rs .. hundred IhDusand gunners.

T,imakea r<iugh ,;'.

dasi, but should a si".

see die king's army, to

) hundred iIk

and of his horwmeu about the same number. The king alio lia.s

another amw in rescrs-e. It nes-cr goes any place but is fed and

grsMsmed t« some cmcrgciKy."*

King Douda lh««gtit ver>^ long, then exclaimed,

•I rf.j ssaiit to mam beautiful Helena! " .Wier he had exclaimed

litis Ihe Generals and Senaton kepi ulenl and only tried lo hide be-

hind cash other's hacks.

K I may »i»-.ik. Sir,"" soiil ihe third Simeon, and he eouglied a

Ullle. '"I would say. Sir. but I am only a simple man and have no

education, t would say, that although my ship is a crude, home-made

thing, it could bring the Princes. WTiile the real diip lakes a year lo

sail, mine is Wkin an hour: while ihe real ihip lakes ten ytars lo

sail, mine wosiM he there in a week."

•Nosv WT are gelling soniewliereV" jaid Douda. "Hes, my bras-e

Generab and wise Selulors, think quickly' Should I, STHir King

IXnida, win bea.iliful Helena by war or shall w< first Irs diplomacy?

I now give you my promise thai he who brings her lo mc shall be in

mv fasor. He diall be m.ide the Lord High keeper ol the Kingdom's

Treasurv and can help Ijimself lo it!^"

.Ml wtrre sileiii ai bcfsite, and there was a shidlling of feet as the

Gejterals and "senators lri.-d to hide behind each oilier', backs. King

Douda frowned and was about lo speak an angry sn«d lo them w hen,

,s il „,m.„.,r b.fd asked for it. the King's Jcsiri jumped forward. Tlic

365. hx\xfo2.%\\s&:Sexien Simeons,

1937. iii" x8|". Coloured illus-

trations by the author.

Cassell and Co.

366. The Rainbow Dictionary,

1947. ii"x8j". Illustrations in

colour by Low. World Publishing

building Our store is a building. A house is a building. There

are many different kinds of buildings. Find another

building in this picture.
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could sec Grandfather being wheeled out, and he would say: The
Zipperll Ahat It's got you again. Hen Fiscbetl" antf so said die

policeman outside, while he made the streetcar wait, and so did

aD the other people. Everybody in the 6ty knew Grandfather,

and sisKc life was without any other excitement, they had time to

say: "Have you seen Hen Fischer? The Zipperl has him againl"

3. THE ANI\JAL WAITER

Tri day was one of the nic ones when Mespoolcta and I

had a guest at our tables: Most of the bme I mugged into a

large mirror in back o< me. Mespoulets stood next to roe and shook

his head. Mespoulets was a chef de fang and ( was his comma Out
station was on the low rear balcony ok the mam dmmg room.

Mespoulets had a passion for hu language. "Your accent ii

good," he said, "your gramnur very bad. 1 shall try to unpcov«

your French." He had plenty of time to teach me.

"Wlien I say 'Le chicn est utile,' there a one propontiaa.

When I aj 'Je crots que le chita est utile,' there are two. VMien

I jay 'Je crois que le chien est utile quand il garxie la maison,'

bow nuny pcopositioiu are tfacreT"

Three."

"Very good."

367. Bemelmans: Hotel Bemelmans, 1946. 8|' x 5J'. Illustrations by the author. Viking

illustrations more closely than letterpress printing permits. His Robinson Crusoe is mentioned

below.

Joseph Low is a young artist of quite unusual promise and also considerable achievement

—although the latter includes more advertising work than book illustration. His black-and-

white line-drawings for A Harvest of World Folk Tales edited by Milton Rugoff (1949) prove

that the light-hearted fantastic drawing that is usually reserved for children, if it be a good

drawing, is not out of place in a book for adults. But his Rainbow Dictionary (1947) with

more than a thousand drawings in colour [366] and Mother Goose Riddle Rhymes (1953), ^^

amusing collection of picture puzzles, seem to show that his real genius is for the coloured

picture-book. Here his skill in lettering, developed perhaps in advertising, has full scope

and demonstrates how much commercial art has in common with children's art. His early

interest in printing is reflected in the linocut illustrations for Heads (i960). Edward Sorel is

another artist who divides his time between commerce and children's books. Gwendolyn,

the Miracle Hen by Nancy Sherman which he illustrated in 1961 is a good example of his

work [401]. Tomi lingerer writes and illustrates his own children's books, in particular

the Mellops 'series. Maurice Sendak's Where the Wild Things Are (1963) is filled with

wonderfully grotesque animals. [404].

Many other good children's books appeared during the 'fifties in America, some of them

in series like the Rainbow Classics, designed by Ernst Reichl. This series, printed by offset

lithography sells at a remarkably low price. Robinson Crusoe, illustrated by Roger Duvoisin

in 1946 is one of its more successful volumes [368]. Then there are the Golden Books, pro-

duced by the Artists and Writers Guild^ which owe something to France in their format.

' This organization, now defunct, was set up by iributed by various publishers. Most of its

a printer and specialized in children's books, dis- volumes were original and well-designed.



368. Defoe: Robinson Crusoe, 1946. 8^" x 5J". Illustrations by Duvoisin.

The World Publishing

Nearly all ofthem show a freedom not only oftechnique but also of conception that is some-

what lacking in serious American illustration of the present day. The Golden Book of the

New Testamenty one of the best in the series, is illustrated by the Provensens in a style that is

dehghtfully reminiscent of Byzantine illumination. The Provensens make no concession to

the slavish realism that the child is sometimes supposed to demand. [369]. The illustrations

for Tennyson's Charge of the Light Brigade (1964) seem to look even farther to the East for

inspiration, perhaps to Persia.

LATIN AMERICA

South America has hitherto produced few illustrated books of importance but latterly

there have been some promising signs. A few bibliophile societies like the Cem Bibliofilos

do Brasil have sprung up and a few noteworthy books like Olavo's O Cafador de esmeraldas

(1949) have been produced by them. This particular volume has line-engravings by Enrico

Bianco which, though their printing leaves something to be desired, are interesting. An even

more ambitious book also from Brazil is a translation of Kafka's Metamorfose which Walter

Lewy illustrated in 1956 with some really impressive abstract designs. Luis Seoane is an

artist who trained in Spain and now works in Argentina producing books illustrated by a

variety of processes

—

Libro de Tapas (1953) with linocuts and Varela's Lonxe (1954) with

wood-engravings [370]. Oscar Conti (Oski) and Jose Venturelli are talented Chilean illus-

trators, the former influenced by North American art and the latter by Mexico. Brazil has

little to show except for an interesting tradition (now dying out) in the north-east of print-

ing books of popular poetry illustrated with woodcuts of a curiously archaic appearance

similar to French medieval engravings. In Mexico there is a stronger graphic tradition than

in most other Latin American countries and J. L. Cuevas has produced some remarkable

illustrations for The Worlds of Kafka and Cuevas by Glessmann and Feldmann (1959).



69. The Golden Book of the New Testament, 1953.

I2i'XI0'.
Illustrations by the Provensens

Artists and Writers Guild
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370- Varela: Lonxe. Wood-engraving by Seoane

GERMANY
At the turn of the century German book-art exhibited various tendencies, some of them

conflicting. There were the opposing styles which we associate with Morris and Beardsley in

England and there was also the romanticism ofsuch artists as Klinger. This latter continued

into the new century but it was a waning force. Morris's influence on the other hand was a

much more permanent affair and it lasted well into the twenties. In addition there was the

Jugendstil movement, taking its name from the magazine Diejugend which first appeared in

1896. This was the harbinger of abstract art and its influence can be seen in Paul Klee's

early illustrations. But its immediate manifestation was something very like art nouveau in

England.

Upon this somewhat confused scene appeared three painters. Max Liebermann, Max
Slevogt and Lovis Corinth, who are generally described as German Impressionists. But

their graphic work owes less than might be expected to French Impressionism except perhaps

for Liebermann's, echoes of it appearing in his later illustration such as the lithographs for

H. von Kleist's Kleine Schriften [373].

Lithography, the most painterly of all the processes, was a medium favoured by all three,

especially by Slevogt who rescued it from obUvion as far as Germany was concerned and

who made it the favourite German illustrative process during this period. He was the most

important and original book illustrator of the three and by far the most prohfic. He picked

books of action and his pictures are pictures of action, often violent or febrile. Some of
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them like the Achill of 1906 are bound up without text; some hke Sindbad der Seefahrer

(1908) are in proper books, and imlike most lithographed illustrations are printed on the

same pages as the text—a practice that became common in Germany at this time [372]. But

in spite of this attempt at integration there is no real marriage of text and drawing such as

we find for instance in Slevogt's occasional woodcut books which came late in his career,

e.g. the Kinderlieder and the M'drchenbuch series (1918-29) [371]. For one thing Slevogt's

chalk line is too indefinite by the side of the black-letter type which accompanies it;

for another too many of these drawings are just a httle wider than the type measure which

gives an uncomfortable feeling. Those which have a fuU page to themselves are happier.

Goethe's translation ofBenvenuto Cellini which Slevogt illustrated in 191 3 is even less satis-

factory because it has a much smaller page and the wash Hthographs (mostly half-page in

size or less, many of them surrounded with type) lack air. Lithographed illustration, unlike

intagUo engraving, generally needs a large page to show off its broad effects. The pen Uthos

for Cortez's Conquest of Mexico (1919) are stronger. But best of all are the big borders and

illustrations he did for his last major work, Goethe's Faust of 1927.

In Liebermann's Holl'dndisches Skizzenbuch (191 1) which has a text by Oscar Bie, the

hthographs have a larger page and more air. They are still set into the text here and there,

together with a few drawn initials. The effect is fairly homogeneous though Liebermann is

not such an original artist as Slevogt. His later work, Kleist's Kleine Schriften (19 17) which

has already been mentioned and T. Fontane's Effie Briest (1927) is more impressionistic

[373].

93on btn 2Batf(^cl9an*(^n

fl» »»pne, nal rafltlf im ©tret?

X>at (iii6 t>i< iKfcffl CMiH<tKii, h» h<An Innc (3<fc4ifc.

'Zxt (S<t)o(l(t ia tittt, fnn' frtfhn toju:

Tmim fonii n in 0.1n<*<n aii4 ma^cn frini e*iil>.

Cig psptie, fi/toi'l ihifri^n M'.

C» Itgi mit fnne Cm ant fnjt mit mrin "JVw.

Sbtpfcn na i(m Mt ^<^a4«l au(

Unt iiu*«n tm JhnMnn tin 9J«t4m tJitvl.

(it po^o, til ifl (<n< ?}m!
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'Jinfauf ii nMin ?«T4<n.unt 1(9' nii4 oiift @)ra)i,
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3ii gnfcrm ^at Ixnm.

ft tOitril (i4/ ct r^iimli n^/

St i»afi fan ^(f4<n fmm HA-

ti toinf (in ^'^<9ii|«nunB

3n BirfcTm ^<ut itnm.

371. Zeichnungen zu Kinderliedem, Tierfabeln undMdrchen, 1925. 121" x 91". Wood engravings after Slevogt. Cassirer
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den Kapitan und dachten: morgen wird cs cinem andcren von uns ebenso er-

gehen, und wir \\'erden allc hinsrerben, ohne daB jcmand etwas von uns wissc.

Wir beschlossen, auf dcr Insel eincn Versreck zu suchen, oder zu cntfliehen.

Wir fanden aber keinen sichcren Ort, wir kchrrcn daher, nachdcni wir einige

Pflanzen als Nahrung zu uns genoinmen, wicder in das Schlofi zuriick und

setzten uns auf unsern frUheren Platz. Kaum safien wir, so erbebte die Erde,

der Riese erschien, trat auf uns zu, nachdem er cin veiiig auf der Bank aiis-

geruht liarte, drehte uns einen nach dem andern herum, ergrirt'dann cinen voii

uns und verfuhr niit ihm wie mit dem ersren. Nachdeni er ihn gcbraten und

verzehrt hatte, legte er sich wieder auf die Bank und schnarchte, wie wcnn

tin Sturniwind brauste, die ganze Nacht durch, wir aber konnten vor Furcht

nicht schlafen. Als der Tag leuchtete, vcrlicli cr uns, wir traten dann zusanuncn,

17

372. Sindbadder Seefahrer, 1908. 14" x loj". Lithographs by Slevogt. Cassirer
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373. Kleist: Kleine Schriften, 191J. 13" X9I". Litho-

graphs by Liebermaim. Cassirer

374. Schiller's Wallenstein, 191 5. ii"x7|". Litho-

graphs by Meid. Maximilian Gesellschaft
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375. Balzac: Die Frau Konne-
table, 1922. 13r X 10". Litho-

graphs by Corinth. Cassirer

Lovis Corinth was the most considerable painter of the three but his best illustration did

not come till much later than theirs. It shows few traces of the baroque style which charac-

terizes his paintings, and an early book like J. Ruederer's Tragikomodien (1897) with its line

and half-tone blocks has nothing to distinguish it. But his later work such as Goethe's

Reinecke Fuchs (1921) with its large exciting colour hthographs is much more original. This

is the right way to use hthography and the hand-written text helps to unify the book. It has

a great deal in common with the big hthographed children's books which at this time were

invading Western Europe from Russia. But these latter were essentially cheap books, relying

on mass production to lower their price; whereas Reinecke Fuchs is a Umited edition. Balzac's

Die Frau Konnetahle of 1922 has black-and-white lithographs, equally bold, almost too large

for the page and made with a vigour that contrasts strikingly with Slevogt's feverishness [375].

In about 1903 a group called Die Briicke appeared in Dresden. Reacting against the

Impressionists and filled with admiration for the work of the Norwegian Munch who was

then in Germany, its adherents paved the way for Expressionism. This movement was paral-

lel to Fauvism in France, but unlike the Fauvists the Expressionists produced much graphic

work. Their chief figure, Oskar Kokoschka, is a great lithographer as well as a painter and

has illustrated several books in this medium. In Die trdumenden Knaben (1908), written

ostensibly for children, there are elements of art nouveau and of medievalism too—for the

Expressionists followed the Middle Ages in their fondness for symbols. In 191 1 Kokoschka
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illustrated Albert Ehrenstein's Tubutsch with a set of line-drawings which are much more

mature and characteristic [376]; and in 1913 came lithographs for a play by himself called

Der gefesselte Kolumhus. His Bachkantate of 1918 is an example of an art-form which seems

to be peculiarly congenial to the German, a combination of music and drawing which dis-

penses with text. KUnger had already attempted this in his Brahms-Phantasie, and Slevogt's

Magic Flute and Corinth's Das Hohe Lied are similar essays. Kokoschka's lithographs for his

play Hiob (1917) are probably his best known illustrations. They are in two colours and are

so free that they seem better suited to be separate prints than book illustrations.

Although hthography was the most favoured medium during the early years of the cen-

tury, it was not the only one in use. There are plenty of undistinguished books with illus-

trations printed from line blocks and there are occasional etchings like Alfred Cossmann's

for Keller's Die drei gerechten Kammacher (1915); but these latter are quite empty with none

of the quality of a true etching. Perhaps the best illustrator in line at this time was Alfred

Kubin whose career started in 1908 with the illustrations to his own book Die andere Seite.

His drawings, sometimes fantastic, sometimes morbid and sinister, are always arresting.^

* An interesting review in The Times Literary

Supplement of a book on Kubin has this passage:

'At the turn of the present century a counterpart

to Kubin could be found in most countries of

Europe. The names of Rops, Beardsley, Redon,
Ensor, Schiele and Arturo Martini immediately

suggest themselves. This phenomenon of a group
of successful black-and-white artists, each pur-
veying illustrations whose inspiration is demonic
and decadent, surely deserves closer investigation

than it has hitherto received.'

376. Ehrenstein:

Tubutsch, 191 1.
- * "

Line drawings

by Kokoschka
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377' Kubin: Die andere Seite, 1908.
8' X 5'. Line drawings by the author

He was the perfect illustrator for Poe's Tales; but in Paul Scheerbart's Lesabendio (1913)

he reaches greater heights of fantasy. His Andersen's Tales of 1922 is more restrained

[377]-

But already the typographical movement had started which was to produce so many fine

books in the twenties, and which was in opposition to all that Expressionism stood for. It was

perhaps in the first books of the Maximihan Gesellschaft that it manifested itself. Germany

has never been as rich as France in bibUophile societies and the Maximilian Gesellschaft was

the first to produce books that aimed at physical perfection. The society like so many in

France had a strong antiquarian bias and its magnum opus is the great edition of the Theuer-

dank. One of its best books with contemporary illustration was Schiller's Wallenstein (191 5)

which has hthographs by Hans Meid [374]. Its pubUshers, whom one would have expected

to choose almost any medium but lithography, salved their purist consciences by insisting

that the illustrations be printed on the text page; and ±e result is as successful an integration

as can be obtained with letterpress and lithography. A less successful book from this point

ofview but one with more distinguished illustrations is Kleist's Prim Friedrich von Hamburg

(1916) with lithographs by Karl Walser. Here the excellent drawings are on the same page as

the text but they tend perhaps to be a httle too heavy for it [381]. From now on hthography

begins to be replaced by the woodcut as the favoured medium.

One of the features of the t>'pographicaI revival of the twenties was the number of finely

printed unillustrated books. The Hausdruckereien of the great type foundries like Klingspor
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378. Schiller: Lied an die Freiide, 1927. 19" x 12^". Woodcuts by Barlach. Cassirer

were responsible for many of the best and naturally they were interested chiefly in typo-

graphical experiment. As in Britain and America at this time, we find painters who were also

type designers, men like Tiemann and Weiss—but they were decorators rather than illus-

trators in such books as they embellished. F. W. Kleukens, on the other hand, started as a

typographer but after 191 9 the pubhcations of his Ratio Presse were mostly illustrated.

Private presses like the Cranach Press of Count Harry Kessler who looked back to William

Morris and to Edward Johnston, the English calUgrapher, were true to type in preferring

the woodcut and wood-engraving. Virgil's Eclogues which Maillol illustrated in 1928 and

Gordon Craig's Hamlet of 1928 have already been mentioned as outstanding Cranach books,

neither, be it noted, illustrated by a German.

Craig had already illustrated H. von Hofmannsthal's Der zueisse Packer with wood-

engravings as long ago as 1907 but we do not find wood much used imtil the twenties and

then not on the scale of its use in England. Kirchner however had been producing original

woodcut illustration since 191 3. Georg Heym's Umbra Vitae which he illustrated in 1924,

cutting its text as well as its pictures in wood, is a remarkable document of Expressionism.

Ernst Barlach, the sculptor, produced some vigorous woodcuts for his play Der Findling

(1922) and for Schiller's Lied an die Freude (1927) in which the white areas are almost em-

bossed by the force of the impression [378]. These cuts are a welcome relief after the refine-

ment of the contemporary lithograph. A designer for wood with a more delicate touch



GERMANY
,

411

was Heinrich Holz who provided Holderlin's Der Tod des Empedokles in 1925 with three

outstanding illustrations. Ernst Niickel used lead plates instead of wood, producing cuts in

his Schicksal {A Story in Pictures) which are almost indistinguishable from wood. Lasdy we
have Hans Mueller, a teacher ofwood-engraving at the Academy ofGraphic Arts in Leipzig,

whose later work we have already encountered in America. In his own book on Woodcuts and
Wood Engravings he describes the abrupt break with tradition that took place in Germany
just after the First World War, leading to the use of the woodcut as opposed to the wood-

engraving. His own use of the woodcut is somewhat sophisticated and later he was to use it

extensively in America for chiaroscuro prints in two colours. His Don Quixote of 1923 and

his Treasure Island oi 1936 are both good books.

In the meantime other processes continued to be used. Hans Meid forsook Uthography

for etchings (printed by half-tone) in Toller's Die Roche des verhohnten Liebhahers (1925) and

for line blocks in Schaeffer's Die Schuldbriider (1926). Both processes do justice to his lively

sketchy line which still retains a hthographic quality. Kurt Werth's lively colour lithographs

decorate Shakespeare's Troilus and Cressida, printed at the Leipzig Academy in 192 1. These

are skilful but rather gaudy pictures in the Slevogt tradition. Hugo Steiner-Prag, like

Mueller, taught at the Leipzig Academy of Graphic Arts, an institution which has done a

great deal to mould not only German but also American illustration, Goethe's play Clavigo

which he illustrated with hthographs in 1917 for the Weimar Gesellschaft der Bibliophilen,

another influential society, is a book whose typography is more impressive than its illustra-

tions. Although Steiner-Prag did not go to Uve in America until 1941 he illustrated many

books before that for American publishers, such as Moliere's Tartuffe for the Limited

Editions Club in 1930.

George Grosz was another German who went to America but much of his illustrative

work was published in Germany. He was originally a Dadaist but he is best remembered

for satirical books which he wrote and illustrated himself with tenuous line drawings,

e.g., Uber alles die Liebe (1930). But he also undertook many other books including a

Dante which was published in America in 1944. Nothing could be less like his work than

that of Emil Preetorius who was a prolific illustrator in the years before the First War.

Preetorious looked back to the eighteenth century for inspiration in books like Freksa's

Phosphor {1912). n u ^A r
The famous Bauhaus at Weimar, whose teachers were such potent figures m the world ot

architecture and painting, seems to have produced Uttle in ±e way of illustrated books. Its

leaning was towards functionahsm in typography and abstraction in art, neither of which

379. Voltaire: Kandide, 1920. gV x iV' Line drawings by Klee. Kurt Wolff
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is fertile soil for illustration. It is true that Paul Klee, who taught there from 1920 onwards

was responsible for two or three remarkable books but his increasing absorption in abstract

painting seems to have been incompatible with illustration. His drawings for Voltaire's

Kandide have echoes of the Jugendstil movement. Made in 191 1 though not published until

1920 they show thus early the repudiation of naturahsm and give a foretaste of his later

abstractions [379]. In 1920 also he illustrated C. Corrinth's Potsdamer Platz with photo-

hthographs and in 1949 his drawings for The Novices of Sais by Novalis were published

posthumously in America.

Klee's colleague at the Bauhaus was the Russian Kandinsky, a great figure in the history of

painting and a true abstract artist as Klee was not. Kandinsky illustrated his own poems,

Klange, in 191 3 with colour woodcuts. Man Ray, the photographer, also taught there and he,

as we have seen, was later to illustrate books in France by photomontage.

Not long after the founding of the Bauhaus another group ofillustrators and type designers

gathered round Rudolf Koch in Offenbach. Koch himself worked for the Klingspor type

foundry and his interests were chiefly typographic and calUgraphic. But in collaboration

with his pupil Fritz Kredel he produced Das Blumenbuch in 1929, a great flower book in

three volumes which, in its shortened form as Das Kleine Blumenbuch (1932), has inspired

many King Penguin volumes in England. Kredel, before he went to America, illustrated

another Uttle Insel book of verse called Wer will unter die Soldaten (1934) with coloured

pictures. Other pupils of Koch included Berthold Wolpe and the American Warren

Chappell, both of whom have found a place elsewhere in this history.

This group like so many others was broken up under the Nazi regime but since then

times have been more propitious for German illustration. Richard Seewald who made some

fine woodcuts in 191 9 for Virgil's Bucolica and also illustrated his own travel books before

the war in simple line and with extreme economy and effect has produced a few equally good

books since. After the war some of the type foundries began again to produce fine books and

one of these was Karl Rossing's Bilder zur Odyssee (1955). Here is a modem and partly

successful attempt to recreate the classical feeling. The wood-engravings are printed

on a pale tint which occupies the upper part of the page and shows them off admirably.

In the province of children's books Germany does not seem to have been quite so ena-

moured of the large Uthographed page as some other countries. But one remarkable example

must be mentioned which appeared quite early in the century. This was Christian Morgen-

380. Reuter: Schelmujfsky, 1955. 8" x 4^
Wood-engravings by Klemke. Aufhau Verlag

,3"
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381. Kleist: Prim Friedrich von

Hamburg, 1916. 12" 9'. Litho-

graphs by Walser. Cassirer

382. Morgenstern: Hasenbuch-

Osterbuch, 1908. 9]" • 12'. Stencil-

coloured illustrations by von Frey-

hold. Cassirer



414 Poi, \6lto a me, per farmi un gran favore,

Disse: «Sta sera ne verrete meco,

Che saretc alloggiato da signore:

lo ho un vin che fa vergogna al oreco;

Con csso vi daro frutti e confetti,

Da far veder un morto, andar un cieco;

Fra tre persone arete quattro letti,

Grandi, ben fatti, spiumacciati, e voglio

Che mi diciate poi se saran netti.»

lo che gioir di tal bestie non soglio.

Lo hcenziai, temendo di non dare,

Come dicdi, in mal'ora, in uno scogho.

«In fe' d'Iddio, diss'egli, io vo' menare

Alia mia stanza almanco duo di voi:

Non mi vogliate questo torto fare.»

«Bc', risf)os'io, messer. parlarem poi;

Non fate qui per or questo fracasso;

Forse d'accordo restarem fra noi.»

La sera, doppo cena, andammo a spasso;

Parlando Adamo et io di varie cose,

Costui faceva a tutti il conlrabasso.

Tutto Vergilio et Omero ci espose,

Disse di voi, parlo del Sannazaro,

Nelle bilancie tutti dua vi pose.

«Non son, diceva, di lettere i^naro;

Son bene in arte metrica crudito.

»

Et io diceva: « Basra, I'ho ben caro.

»

Animal non vid'io mai tanto ardito:

Non avrcbbe a Macrobio et Aristarco,

N<f a Quintilian ceduto un dito.

Era ricciuto, questo pretc, e I'arco

Delle ciglia avea basso, grosso c spesso:

L'n cefto accomodate a far san Marco.

Non ci si volse mai levar da prcsso,

Fui che a Adamo e me diede di piglio,

E bisogno per forza andir con csso.

383. Berni : Capitola del Prete

da Povigliano, 1951. 10" x 6V

.

Coloured etchings by Som-
maruga. Officina Bodoni

384. Virgil's Georgics, 1952.

12" X 8|". Wood-engravings

by Bramanti. Limited Editions

Club
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385 Battistini : Agnolo Morio, 1947. Pen and

wash drawings by V'espigniani

386. Kafka: Metamorphoses, 1953. Pen and

wash drawings by Gentilini
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387. Siemaszko: The Sparrow

Family. A black and white

illustration

388. Usaty i polosatyi, 1930.

Coloured lithographs by Le-

bedev
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stem's Hasenbuch-Osterbuch of 1908 with its surprising and fantastic pictures by K. F. von
Freyhold. Colour was applied by stencil and the result is as fresh and original as anything
that Germany has to show during this century [382].

Hans Fronius, an Austrian by birth, has illustrated many books since the Second

World War with his characteristic heavy brush drawings; Villon's Das Grosse Testament

(1949) and Julian Green's Christine (i960) are among the best. Much of Eugen Sporer's

work has gone into small decorative cuts. He illustrated Grimm's Kinder und Hausmarchen

in 1955-6. Another illustrator who has specialized in fairy tales is Gerhard Oberlander.

Between 1958 and 1961 he illustrated four volumes of Kinder-Hausmarchen.

During the 1950s private presses flourished more in Germany than anywhere else at

that time. There was the Eggebrecht Presse in Mainz which printed books with illustrations

by Hannes Gaab such as a Daphnis and Chlo'e of 1958; the Grillen-Presse in Hamburg for

which Gerhard Marcks illustrated an Aesop in 1950 and best of all the Trajanus-Presse

of Frankfurt, directed by Gotthard de Beauclair. The Swiss wood-engraver Felix Hoff"mann

has illustrated several books for this press including Hofmannstal's Lucidor (1959) in

which magnificent paper and printing shows off his delicate work to the best effect.

Otto Rohse is another wood-engraver who set up his own private press in Hamburg.

He illustrated Melville's Kikeriki in 1959 and (with copper engravings) Goethe's Brief

e

aus Venedig in 1964. He has produced many exquisite engravings of flowers and grasses.

But not all contemporary German illustration is ofthe private press variety. A few surrealist

books have appeared in the style of Max Ernst, for instance Rubiner's Kriminal Sonnette

of 1962, illustrated by Gunther Kieser, and Rehn's Das Neue Bestiarium (1963) for which

Maleen Pacha did collages.

As in Czechoslovakia the best coloured illustration since about i960 has been going

into children's books. Helmut Bischoff (who works with Klaus Winter) has done some

magnificent lithographic illustrations, for instance in Hoppla-Hoppla Bauersman (1964)

and in Carl Orff's Eihnachtsgeschichte (1965)-

Eastern Germany contains the great book centre of Leipzig and although, immediately

after the War, it was handicapped by poor materials it has made up for this by the quality

of its illustrators. In Werner Klemke and Josef Hegenbarth it possesses two clever and

prolific artists. Klemke works in a variety of media, and his wood-engravings for Christian

Reuter's Schelmujfsky (1955) show how wood should be used [380]. In 1957 he illustrated

at least five good books, among them J. Hasek's Schule des Humors', and fine examples of

his recent work are Stengel's Die neue Leier (1964) which has lithographs m two colours

all over the pages, under the type and into the margins, and the children's book, Fuhmann's

Reineke Fuchs (1964) which is quite delightful. Josef Hegenbarth is a painter of repute

but he has illustrated many books, too, among them a translation of Dickens's Dombey and

Son (1955) illustrated with brush drawings, a good Don Quixote (1955) and Gogol s Die

toten Seelen (1964). Andreas Brylka (now working in the West) is a skilful typographer

and wood engraver and has illustrated books which he himself has prmted.

B. II. B.I.
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Italian illustration during the nineteenth century could not free itself from foreign influ-

ences, first French, then German, and finally Anglo-Saxon. During the twentieth she has
begun to recover her individuality, but she has been somewhat handicapped by the ap-
parent reluctance of Italian publishers to illustrate their ordinary trade editions. The onus
has therefore fallen on the small pubhshers and the private presses of which the Officina

Bodoni at Verona, run by Giovanni Mardersteig, is the most notable. Italy has not been
as rich in private presses as some countries but the Officina Bodoni has compensated for the

lack by its considerable output and by its eclectic use of processes. Mardersteig has always

made a point of using a hand-press for his texts and limits himself to editions of about 200
copies, but he also produces machine set and machine-printed books elsewhere. Nor does he
follow private-press practice in confining himself to the time-honoured wood-engraving for

his illustrations. Lithography seems to be his favourite medium, often hand-coloured, and it

may be seen at its best in / Carmi di Catullo (1945) illustrated by Filippo de Pisis and in

Ovid's Epistles (i953) illustrated by Luigi Castiglioni. In Aldo Palazzeschi's Stampe dell*

Ottocento (1942) Vagnetti's fine hthographs are hand-coloured. Etchings, also hand-coloured,

appear in one of iMardersteig's most elegant books, Berni's Capitola del Prete da Povi-

gliano (195 1), the work of Renzo Sommaruga [383]; and etchings by the sculptor Giacome

Manzu adorn Virgil's Georgics of 1948. Wood-engraving does sometimes appear however.

A most interesting and bold use is made of it in Boccaccio's // Ninfale Fiesolano (1940) where

some fifteenth century Florentine cuts have been re-engraved by Fritz Kredel. And Virgil's

Georgicsf printed in 1952 for the Limited Editions Club of America, contains quite excep-

tional wood-engravings by Bruno Bramanti [384].

All this reads like a list of books published by Vollard except that the illustrators them-

selves are not as famous as most of Vollard's were. And therein hes the difference. Marder-

steig is primarily a printer and for him the text is the most important part of the book. His

texts are chosen and edited with greater care than Vollard's were and on the whole he avoids

the more hackneyed titles. His books never become portfohos of pictures. But on the other

hand, his artists are seldom very adventurous, for it must be admitted that ItaUan illustrators

(and pubhshers) are conservative to a degree, clinging for the most part to an outworn

classical tradition. Another private press, however, that of Piero Fornasetti in Milan, has

shown itself more daring. In 1952 it pubhshed in a limited edition a book by J. B. Marino

entitled Paris 1615 which contains original lithographs by Fabrizio Clerici in a linear style

that has been called 'baroque volutism' [389]. These would be remarkable in any country.

Clerici has since illustrated other books such as La dolce vita di Fellini (i960) and Fornasetti,

himself an engraver as well as a publisher, has made a name for himself in other spheres of

design. Another contemporary illustrator similarly unconcerned with classicism is Franco

Gentihni who in 1953 illustrated a limited edition of Kafka's Metamorphoses with pen

and wash drawings—one of many artists to tackle this difficult author [386]. Renzo

Vespigniani also did some interesting pen and wash drawings in 1947 for Battistini's

Agnola Mono [385] and has since illustrated Boccaccio's Decameron (1961), and the com-

plete works of Maiakovsky. It is noticeable that in Italy not so much talent has gone into

children's books as elsewhere but Domenico Gnoli illustrated a very successful one for

an American pubUsher in 1965, Alberic the Wise by Norton Juster.
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It was in Zurich that the Dada movement had its headquarters and one or two curious

books were produced there. The first was Hugo Ball's Cabaret Voltaire of 1916 which con-

tains some collages by Hans Arp. Arp also illustrated with woodcuts Tzara's Vingt-cinq

poemes (1918) and, with Picabia and others, the Anthologie Dada of 1919. All these books

suffer from appallingly bad presswork and strange typographical tricks which prevent one

from taking them seriously. In i960 however Arp illustrated his own Vers le Blanc Infini

with etchings which are well integrated with the text.

Latterly there has been in Switzerland an enormous increase of interest in the graphic arts

of which the fine magazine Graphis is one manifestation. The very high quality of Swiss

reproduction and printing has also helped, and several illustrators have experimented with

unusual techniques. Imre Reiner has worked generally in wood from which he has been able

to extract some strange and interesting textures not usually associated with that material.

These are to be seen in his Don Quixote of 1941 and in Voltaire's La Princesse de Babilone

[391] which he illustrated in 1942. He has a great feeling for the period of his books (few of

them are contemporary) and his work has been called 'an attempt to bring the writing of

past ages near to the modem reader'. Max Hunziker is even more ofan iimovator for he used

hand-etchings on zinc (in reUef) in Grimmelshausen's Simplizissimus (1945). This technique

which has never been seriously used since Blake produces an autographic line block on

which certain effects impossible for the photo-engraver may be achieved.

Of recent years we can see in Swiss illustration the same phenomenon which has already

been noted in British and American, the entry of the advertising artist, whose approach to

book illustration is no different in kind from his approach to his usual work. This can be

studied in the work of Hans Fischer and Hans Emi. Fischer, a lover of fairy-tales who had

already illustrated Grimm, produced in 1949 some exquisite Uthographs in pure calli-

graphic line for La Fontaine's Fables [390]. In the same year Erni who had already made his

reputation as a painter of murals, illustrated the Oedipus and the Antigone of Sophocles with

some exciting etchings. He followed these in 1954 with some good Uthographs for that

perennial favourite Buffon's Histoire Naturelle and for Virgil's Bucoliques (i960).

390. La Fontaine: Fables^ 1949.

lorxyr-
Lithographs by Fischer
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391. Voltaire: La Princesse de Babilone, 1942. 13" x 10". Wood-engravings by Reiner.

Editions Les Belles Feuilles

Alois Carigiet is a skilful illustrator of children's books by Selina Chonz, a Bellfor Ursli

(1951), Fiorina and the Wild Bird (1952) and others. These are in the tradition of the big

toy-book, more conventional than Fischer's but probably more popular with children.

Carigiet's sense of colour is captivating in Zottel, Zick und Zzverg (1965). Ted Scapa

is a young artist who has already illustrated many children's books such as Tiervdrsli

(1965) and so has Felix Hoffmann whose wood-engravings for the Trajanus Presse have

already been noticed. Gunter Bohmer has often used brush drawings, for instance in

Mann's Thamar (1956) and in Lindemann's Ein Abend in Kopenhagen (1958). Switzerland

is one of the few countries where all the best work has not been devoted to the young,

and where techniques which do not lend themselves to mass production have persisted.



SCANDINAVIA

Norway has always been a self-contained country, owing little to foreign artistic influen-

ces, but it was late in the nineteenth century before she produce^ any true native books.

These were, typically, books of folklore like the Saga of the Norwegian Kings by Starlason,

which Erik Werenskiold, Gerhard Munthe and others illustrated. The Jugendstil move-
ment affected Scandinavia as it affected Germany and it was given a strange twist by
Munthe which can be seen in his illustrations for Snorre (1899) and Draumkvcede (1904).

Norway produced one graphic artist of international fame at this time in the person of
Edvard Munch, wood-engraver, etcher and lithographer of genius. He owed a great deal

to Gauguin and in turn his use of the natural grain of the wood had its eff"ect on later en-

gravers—but unfortunately he illustrated no books, perhaps because he preferred to

work to a very large scale. Haarvardsholm's illustrations for Holm's jfonsok-natt belong to

this period although the book was not published until 1933. Bjornson's Rusticales was
illustrated by a painter Henrik Sorensen and in 1956 Olav Mosebekk provided some
excellent lithographs for Kinck's To Noveller. R. J. Berle has illustrated many delightful

children's books, among them an Aesop of 195 1.

Swedish illustration shows a strong Germanic cast after the First War and this is

especially noticeable in Swedish typography. Yngve Berg and Bull Hedlund are probably

the best known illustrators of the older generation, the former very much influenced by

the French engravers of the eighteenth century and his work is often pastiche. He has

illustrated Ovid's Ars Amatoria and Goethe's Roman Elegies. Bull Hedlund has also pro-

duced pastiches for the works of Flaubert and Anatole France. Adolf Hallman is a news-

paper illustrator who has illustrated many books written by himself. Another Swede,

Eric Palmquist, was commissioned in 1953 to illustrate E. Tegner's Frithiofs Saga for

the Limited Edition Club of America and produced a set of spirited pictures. But perhaps

the most original Swedish draughtsman was Birger Lundqvist whose illustration for

Jonsson's Black Song (1949) is here reproduced [392]. The contemporary return to the

woodcut is seen in Lennart Forsberg's illustrations for Almqvist's Ryska Minnet (1956),

bold designs which have actually been printed from the wood itself and not, as so often

today, from electros. The Bible of Gustav F, edited in 1928 by O. Hjortzberg, is a fine

book, filled with vignettes, large illustrations and initials.

Most of the contemporary Danish book illustrators started work with the newspapers and

their work has that technical proficiency that such training gives. The two best known are

lb Andersen who not only illustrated Walton's Compleat Angler in 1943 but also designed

the whole book; and Axel Salto who produced some fine Uthographs for Ovid's Ars Amatoria.

But the contemporary fashion for woodcuts is also represented in books like Scener afAdam
Homo (1956) which is illustrated by Jane Muus with cuts that have some of the rough vigour

of linoleum. And Povl Christensen, expert in woodcut, etching and lithography, illustrated

Lucian's Den Daarlige Bogsamler in 1948 with woodcuts.

Printing did not begin in Finland until 1640 and illustrated books started to appear

towards the end of the nineteenth century, the best from the hand of Albert Edelfelt. The

painter A. Gallen-Kallela produced some interesting illustrations under the influence of

William Morris and in the thirties K. Carlstedt illustrated several epics with colour-

woodcuts that owe little to contemporary European work. Topi Vikstedt, however, an

artist who also worked on advertising, shows in his books the familiar international style.
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392. Jonsson: Mdrk Sang, 1949. 8' x 6Y- Illustrations by Lundqvist

HOLLAND AND BELGIUM

A. A. M. Stols, for whose Halcyon Press at Maastricht several books were illustrated by

the English wood-engraver Buckland Wright, produced many other books notable for their

classical typography. Often too these contained distinguished illustrations such as the aqua-

tints by Alexeieff for Poe's Fall of the House of Usher which echo perfectly the eeriness of the

story. In the trade book category Charles Eyck's coloured pen drawings for A. van Duin-

kerken's Het Wereldorgel are noteworthy for their chap-book style.



393- The Creation, 1948. 15" x 11". Woodcuts by Masereel. Printed at the Officina Bodoni.
Pantheon Books

During the Second World War several presses were working illegally and one of these, the

Unicom Press, produced a delightful Graphic A.B.C. in 1943 illustrated by Rozendaal.

Since the war the outline drawings of J. F. Doeve have appeared in many Dutch books, but

they seem too often to lack the discipline required by the page. The publications of Stichting

de Roos are among the best illustrated Dutch books of today, Wilde's Salome of 1950 with

copper-engravings by J. P. Vroom and Bertrand's Gaspard de la Nuit in which M. T.

Koomstra's fine lithographs gain an added effect by being placed low on the page. Of recent

years the Dutch printer has been making for himself a great reputation but book illustration

has lagged a little behind advertising art as it has in America. In Dick Elffers, however,

Holland possesses an artist who has an equal reputation in both fields. Henry Miller's The

Smile at the Foot of the Ladder (1953) is perhaps his best book so far. Mart Kempers pro-

duced numerous fine drawings for the Netherlands Bible which was published in i960.

Belgium possessed a fine graphic artist in James Ensor but unfortunately he has illustrated

no books. ^ Her best-known illustrator is Frans Masereel who may be said to have invented

the woodcut novel without words. Passion d'un Homme (1918), Visions (1921), Capitale

(1935—here the blocks are provided with legends) and so on. This idea was imitated by

Niickel and Rossing in Germany and Lynd Ward in America and in each case the object of

the books is social satire. This has been the object too of other suites of plates from Hogarth

and Goya to Kollwitz; and there is no doubt that pictures are often more telling than

words in this context.

More important are Masereel's woodcuts for The Creation published by the Officina

Bodoni in Italy in 1948, which afford an interesting comparison with Paul Nash's cuts for

Genesis [393]. In Hagelstange's Die Elemente which the same press published in 1950

Masereel's illustrations take the form ofmosaics reproduced by gravure.

* Arrets Facultatifs by G. Pulings, published in Paris in 1925, has

however, a few unpublished designs by Ensor, reproduced by half-tone.



SPAIN

There is not much to be said about Spanish illustration during the first thirty years of this

century. An occasional book like Rusinol's L'Auca del Senyor Esteve (1907) with illustrations

by Ramon Casas reproduced in colour-line stands out. These are vigorous designs in chap-

book style and brightly coloured, parallel to Nicholson's work in England. Poor paper and

indifferent printing does not harm them. Like most of the later books of merit this one was

published in Barcelona; and in 1932 that city was the scene of a commendable effort to pro-

duce well-illustrated books in limited editions under the title La Q)meta. In that year ap-

peared Calderon's play La Vida es Sueno, with engravings by E.-C. Ricart and in 1933 El

Alcalde de Zalamea also by Calderon with lithographs by J. de Togores. In the next year

Ricart also illustrated a Don Quixote for the Limited Editions Club of America. These three

books are all well produced and t>T30graphically excellent. It is disappointing to find that

their illustrations are mediocre.

^a h*«/eein —- rotara una vara

tronco de Jes^,

retonara de su»

raices un vastago.

9obre el que reposara

el espiritu del Seiior,

espiritu de sabiduria

y de inteligencia,

espiritu de consejo y

fortaleza, espiritu de

entendiiniento y de temor del Seiior.

\ pronunciara sus decretps en

el temor del Seiior. Wo juzgai^ por

Jf: vista de ojos, ni arpiiira

por oidas de oidos, sino

que juzgara en justicia al

pobre, y en equidad a lo»,b}ir

de la tierra. imim* 11, 1-4 ,'(

394. Book of Biblical Texts. Illustration by Girah Miracle
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Unfortunately the Civil War cut short this venture and Spanish publishing has only re-

covered slowly from that cataclysm. It also accelerated the flight from Spain to France of

many of her best painters and illustrators, a migration which began with Vierge or earlier

in the nineteenth century and continued with Oris, Picasso and Clave in the twentieth.

However one or two interesting books have appeared in recent years, among them Cervantes'

El Celoso Extremeno in 1945 (another book more interesting for its typography than its

pictures) with engravings by Andres Lambert, and Sevilla (1949) illustrated by Gregorio

Prieto. Lithography has not been neglected and F. G. Aguirre's big lithographs for Gil's

Jugar y Cantar (1956) are noteworthy. Giralt Miracle is a typographer and publisher as

well as an illustrator and much of his work is decorative, consisting of elaborate initials

and so on, all showing a sensitive feeling for the page [394].

CZECHOSLOVAKIA

In the Middle Ages Bohemia was famous for manuscript illumination but, as we have

seen, this part of Europe produced few printed books of note until this century, although

lithography, gravure and collotype were all pioneered here. The earliest Czech illustrated

books were the work of amateurs like Zdenka Braunerova who in 1 897 illustrated Tales of

the Month ofMay in William Morris style. Czechoslovakia came into existence as a separate

state after the First World War and since then its printers have made a reputation for

themselves—and where there is fine printing there is often good illustrating too. Karel

Dyrynk and Method Kalab were famous printers with whom Czechoslovakia's foremost

contemporary illustrator, Karel Svolinsky, has worked. Perhaps as a result Svolinsky has

always shown an understanding of typography, paper and print which has matched his

skill with both wood and copper. His chef d'oeuvre has been a four-volume book of folk-

lore called The CzechYear which was published between 1945 and 1959. His use of colour

is Fauvist and it is in his children's illustrations that he has given free rein to clean bright

primaries.

Svolinsky was a pupil of Max Svabinsky who trained many other contemporary illustra-

tors in Czechoslovakia, among them Cyril Bouda who illustrated a fine Gulliver's Travels

in 1 95 1, and Frantisek Tichy, who has illustrated with suitable mystery the works of

Stevenson and Poe, and also in 1955 a good Don Quixote. Jiri Trnka, famous for his puppet

films, has illustrated many children's books, and in Prochazka's AtZije Republickai (1965)

he shows how effective black drawings can be in a juvenile "flat" book of the sort that

usually relies for its effect on colour. Adolf Zabransky is another good illustrator of

children's books and Bohumiz Stepan has used an interesting combination of photography

and painting to illustrate Marcel Ayme's Lajument verte (1966). Ota Janacek and Vladimir

Fuka are perhaps the best of the younger men now at work. Like so many other book

artists of our time Janacek excels in his work for children, perhaps because this type of

book with its short text and use of colour gives him more scope. Books of this sort in all

countries rely a great deal on the humerous portrayal of animals and Janacek extracts fun

from the most unlikely species such as whales and crows [395]-

ii



395- Halas: Poem, 1953. ^^V x 9"- Lithographs by Ota Janacek

Edition Snklhu



POLAND AND THE BALKANS

Both these countries excel in two t}'pes of illustration, the one traditional with its roots far

back in the Middle Ages, the other modern. The woodcut has always been a national mode
of expression and some fine block books were being produced in Russia as late as the be-

ginning of the seventeenth century. Until comparatively recently the woodcut suffered little

competition from other media such as intaglio engraving or even from wood-engraving. The
large chromo-lithographic children's book on the other hand dates from the middle of the

nineteenth century in Western Europe. But it was Russia and Poland who revived and re-

vitalized it early in this century.

No account of Polish illustration can afford to omit the name of the woodcutter Skoczylas,

even though most of his work has been in separate prints. But he wielded great influence

between the wars and even up to the present it can be seen in the woodcuts of Julius Kydryn-

ski for the Polish translation of Steinbeck's The Pearl (1956). Here is the traditional cut,

heavy for the page it is true, but with a quality all its own which consorts curiously with the

American text. Chrostowski on the other hand produced engravings rather than cuts, with

a corresponding gain in refinement and loss in strength. Among illustrators of children's

books Olga Siemaszko stands out with her Skarzypyta by Jan Brzechwa and with many

other books. Her childlike vision has been compared with Henri Rousseau's and there is no

doubt that her books are amongst the finest being made for the children ofany country [387].

W. Daszewski must be mentioned for his coloured linocuts (reproduced by lithography) in

Pushkin's Ksiazka i Wiedza (1949) and H. Tomaszewski for his coloured lithographs in

Kern's First Verses (1956). Le Witt and Him have already been mentioned in the English

section but their Polish nationahty must not be forgotten nor their first lithographic child-

ren's book. Locomotive^ pubhshed in Warsaw in 1937.

396. Szaniawski: Professor Tutka and Other Stories. Drawings

by Daniel Mroz, 1956. Wydawnictzvo Literackie, Krakow
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It will be seen that Poland, like most other countries, has put all her best work into

children's books and as usual it is the large lithographic coloured ones that make the
best show. Jozef Wilkon has illustrated Rabelais and Cervantes but is known in Western
Europe for his children's books of which Herr Minkepatt und Seine Freunde (1965) is a
good example. Janusz Grabianski who illustrated Theo Riegler's Die Bunte Marchenwiese
(1966) and Josef Czerwinski who illustrated Kipling's >jf-5o Stories are also specialists
in children's books. Jan Lenica Hke others has shown the affinity between film cartoons
and picture books in, for instance, Lokomotyu:a by Julian Tuwim (1958). Daniel Mroz
is an original, strongly influenced by surrealism, with a propensity for introducing cats
into his drawings. But although he has illustrated several books by Jules Verne he is not
really a children's artist. He is in his element in books like Szaniawski's Professor Tutka
(1956) or Mrozek's Slon (1957) [396].

The Balkan countries have not produced many great illustrated books. Their best

artists have often gravitated to Paris, among them the Greek Prassinos (who has already

been noticed in the French section) and Etienne Hajdu, a Rumanian sculptor. The latter

has produced two remarkable books, Lecuire's Regnes (1961) and Heraclite (1965) both

illustrated with uninked plates which are impressed strongly enough to make a pattern on
the reverse side of the leaf.

In Bulgaria as in Russia the woodcut has been the characteristic method of illustration

ever since the beginning of the nineteenth century. In the town of Samokov between

1828 and 1884 the printer Nikola Karastojanov and his three sons produced many small

books with traditional woodcuts including titles, lettering and tailpieces. Later they

used metal cuts but always their work was primitive in the best sense. During the present

century VasH Zahariev, who himself was bom in Samokov and drew inspiration from

these primitive nineteenth century prints, showed the way to a national style, based on

Bulgarian iconography, and he designed as well as illustrated many books. More recently

Georgi Atanassov has produced illustrations in a less traditional style.

From Yugoslavia come several good illustrators of children's books, prominent among

them Bogdan Krsic.

RUSSIA

Ever since the reign of Peter the Great in Russia cultural influences were predominantly

from the west and native art was commonly despised. Towards the middle of the nine-

teenth century the Russian past began to exert an influence in hterary and artistic circles

and gradually the arts gained a richer hinterland. In 1899 the first number ofMr iskusstva

('World of Art') appeared and this was to have a considerable eff"ect on book illustration,

persisting even after the Revolution of 1917- Although its pages show the work of many

Western artists such as Beardsley, its own layout and decoration is art nouveau with a

Russian difference, and in it and its successors we can see the seeds ofsymbolist and abstract

art.

The 'World of Art' was called by one of its moving spirits, Alexander Benois, 'a society,

an exhibiting organisation, and a magazine'. Although Diaghilev edited its journal from

first to last (Benois did not become joint-editor until its last year, in 1904), it was devoted

to literature and the arts in general, and was by no means dominated by ballet and stage
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design. The chief illustrators who were connected with Mir iskusstva were K. A. Somov,

B. M. Kustodiev, E. E. Lanceray, L. N. Bakst, M. V. Dobuzhinsky, and I. Ya. Bilibin.

Vrubel, who died in 1910, was greatly admired by them. Bakst made his name as a stage

designer and his illustrative work, like Somov's, is decorative, and very loosely linked

to its subject matter. Lanceray illustrated Tolstoy, and Dobuzhinsky illustrated Pushkin,

as did Bilibin. The latter produced several large children's books with richly coloured

full page plates in which the dark greens so characteristic of Russian illustration pre-

dominate (e.g. Maria Morevna in 1903); and these are the forerunners of the lithographed

colour books which later on revolutionized the world of children's books in the West.

Lithography (which had reached Russia in 18 16) was seldom employed at this time,

however, though Kustodiev was to use it later, in 192 1, to illustrate Nekrasov's Six Tales.

In 1910 there took place in St. Petersburg an exhibition of lubki, the popular prints and

chapbooks which have already been described [289]. This art has always strongly influenced

Russian illustration and during the Revolution the woodcut became associated with

pohtical propaganda. Other more sophisticated movements were at work—in 1912

appeared the Futurist anthology World without End, containing Hthographs by N. S.

Goncharova [397]; and Futurism combined with lubok influence and with cubism in

<-^ ~riniiiiiiiiii>i"iMiiirn t i

397. World without

End, 1912.

Lithographs by
Goncharova
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399. Zweig: Short Stories. 1934
Wood-engravings by Kravchenko

an interesting group of books (mostly for children) produced in Kiev and Vitebsk im-

mediately after the Revolution by Jev^dsh groups of graphic artists, of whom Chagall

was one.

The break in the life of the nation made by the Revolution of 19 17 could hardly have

been more complete, but it affected book illustration less than one might expect. Writing

in 1935 Osiakovski says "Illustration . . . provides the greatest and widening field for

the activity of Soviet graphic artists. Between 1920 and 1934 thirty-six million people

were taught to read and write. The picture book helps to teach and the woodcut is the

cheapest form of illustration". So it is surprising to find that book illustration has reflected

to a less extent than painting ideological directives from above.

Soon after the Revolution El Lissitzsky emerged, a more important figure in typography

than in illustration. His Story of Two Squares which was published in Berlin in 1922

has been called "the first fully developed example of the new typography" [398]. And in

1923 he designed and illustrated a verse anthology by Mayakovsky called Dlya golosa

('For Reading Out Loud'). Meanwhile a stream of official pronouncements issued from

the government such as "Art is a means oforganizing labour". But none the less, many good

wood-engraved illustrations appeared and among the great names of that period are V. A.
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Favorsky who illustrated The Book of Ruth in 1924, and Pushkin's Plays in' 1948 [400],
A. I. Kravchenko who illustrated Gorky's Italian Stories and Short Stories of Stefan
Zweig [399], and Andrey Goncharov who illustrated the Dramatic Works of Lope de Vega
(1953-4)- Favorsky in particular has been able during a long career to extract the most
varied textures from wood, whether cut or engraved, and is undoubtedly one of the
greatest illustrators of this century. A wood-engraver ofa later generation, F. Konstantinov,
produced some good work in The Canterbury Tales (1946), and so did P. N. Staronossov
in Kershenzev's Life of Lenin (1936).

Since about 1932 Socialist Realism has been the official style, however, and this realism
has had a disastrous effect on book illustration. Because the woodcut is little suited to

realism, its place has largely been taken by representational water-colours reproduced
by photo processes for the huge editions that are now usual. Where wood-engraving
(more favoured than the woodcut because more realistic) continues, however, it still

exhibits in the hands of the experts much of the old magic.

Lithography has been coming into favour for adult books such as Manon Lescaui (1932)
which V. M. Koneshevich illustrated in this way. But the best Russian lithographs are

to be found in the magnificent children's books which have preserved their originality and

their gaiety up to the present—and that in spite of official edicts against fairy tales and

'primitive art', which seem to have been little heeded in some quarters. The influence of

these books on the West has already been insisted on. Its special features are the large pic-

ture on the large page, sometimes bleeding but always without much margin; and an integral

part is the strong colouring which is also subtle, mainly from the darker end of the palette,

dark greens, reds, purples and so on. Nothing more different can be imagined from the

pastel shades favoured by Western illustrators for the young like Beatrix Potter. Coloured

papers are also used skilfully but generally the quality of the paper is poor.

In spite of their influence these books are Httle known and seldom seen outside Russia. It

is in fact not so much the influence of the books themselves as of an expatriate Russian

400. Pushkin:

Malenkie Tragedu

1948.

Wood engravings by

Favorskv

B. H.B.I.
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illustrator which has effected a minor revolution in the West. F. Rojankovsky worked in

France as we have seen, and is now at work in America. He is an extremely fine artist but

no finer than many who have never left Russia. V. Lebedev is represented here by a

reproduction from Usaty i polosatyi (1930) which gives some indication of his brilliant

technique [388], though not of the exquisite colouring which he employs and which

even survives the poor printing and paper of a cheap little book like Marshak's Tale

of the Clever Little Mouse (1925) but in Russia Lebedev is only one among many such

artists; Charushin, Koneshevich, Staronossov, and Dobuzhinski have all illustrated de-

lightful children's books, generally by colour hthography but in tlie case of Staronossov by

wood-engraving.

CHINA AND JAPAN

Chinese book illustration has proved to be more resistant to change and westernization

than Japanese. A very large number of books are being published with illustrations by

artists like Yeh Chien-Yii, Chang Kuang-yii and Cheng Shih-fa and many of these are

ink drawings; but the woodcut has also been popular since the thirties when it became

the favoured medium of the realist movement and was associated (as in Russia) with politi-

cal propaganda. This can be seen in the work of Hsiao Ting who illustrated The Story of

Ah Q with woodcuts of extraordinary violence.

Japan, through her colour prints of the eighteenth century, influenced the graphic

art of Western Europe very strongly at the end of the nineteenth. But by then Japanese

illustrators were themselves imitating the West in their attempt to compete. Consequently

the books of the late nineteenth century are not impressive but in more recent years her

artists have shown that they know how to exploit the national heritage. Her advertising

art has that international look which seems to be independent of the country of origin,

but her book illustrations are definitely oriental. Such are those for instance of Kiyoshi

Awazu who illustrated Horano's novel Remi is still alive (1958) or Yasuo Segawa's in

Matsuno's children's book Taro and the wonderful Bamboo Shoot [402].
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403. Blake: Auguries of Innocence, 1959. 9" x Si ". Wood-engravings by Leonard Baskin.

Gehenna Press.

404, Sendak: Where the Wild Things Are, 1963. 9
J" x iqI". Lithographs by the author.

Harper & Row and Bodley Head
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Book of Hours (Milan) (Cam-
bridge, Fitzwilliam MS.
156), 72

Book of Hours (Tory, 1625), 169-
170

Book ofJob (1946), 349, 358, 392
BooAto/ATs/Zi, 48, 268
Book of Los, 2/^2

Book of Maccabes St. Gall
(Leyden, University Library,
Cod. Perizoni 17), 46

Book of Aiartyrs, Foxe's, 183
Book of Nonsense, 252, 256
Book of Offices of Giovanni H

Bentivoglio (N.Y., Pierpont
Morgan MS 53), 72

Book of Pirates, 305, 391
Book of Prayers (Caxton's), 137
Book of Ruth (1850), 251; (1924),

433 J (1948), 392
Book of Ruth and the Book of

Esther, 363
Book of St. Albans (i486), 138
book-designer, free-lance, 398
booksellers, 17th century, 180
Borcht, P. van der, 16 1-2

borders, manuscript, 65, 67
printed, 134, 170, 245, 268,

270,287,313,369,372,375
Bordone, B., 72
Borel, P., 287
Boreman, T., 223
Boris Godunov, 424
Bosse, A., 178
Botanica in Originali, 228
botanical illustration, 30, 108,

247, 373
Botticelli, 70, 119, 128
Boucher, F., 199-200, 202, 209,

210-11,233
Bouchet, P., 358
Bouchot, H., 131, 200, 210-11,

278,287
Boulanger, L., 287
Bourdichon, J., 67, 76, 108, 131
Boydell, J., 220, 249
Boys, T. S., 243, 25 1, 28

1

Boyvin, R., 177
Bracquemond, F., 299 n
Bradley, W. H., 308
Brahms, J., 316
Brahms-Phantasie, 315, 408
Bramanti, B., 419
Brant, S., 113
Braque, G., 342
Braunerova, Z., 426
Brazil, 402
Brebiette, P., 174
Brennan, A. L., 305
Breviere, L. H., 278
Breviarium Romanum, 16 1, 163

Briefe ausVenedig, 517

Brighton Aquatints, 378
Britannia Illustrata, 215
British Birds, 223-4, 227
Brocar, 191
Brothers Karamazov (i933)j 389J

(1949), 393
Browne, H. K., 253
BriAcke, Die, 407
Bruegel P. (the elder), 161, 163

Bruegel P. (the younger), 165

Bruges, 156

INDEX
Bruma, 155
Brun, R., 135
Brunfels, 1 11, 150
Brunhoff, J.de, 356
Bubu de Aiontparnasse, 356
Buckland-Wright, J., 370, 383,

423
Brylka, A., 417
Buddhist printing, 97
Buffet, B., 352, 361
Bukvar, 198
Bulgaria, 429
Bulmer, W., 220, 224, 25

1

Bumpo, 241
Bunin, L., 198
Bunrei Gasen, 236, 241
Bunte Marchentuiese, 429
Burgess, M., 188, 191
Burgkmair, H., 150
Burland, C. A., 83
Bume-Jones, E., 273-5
Bury St. Edmunds Psalter (Vati-

can, Reg. Lat. 12), 44, 49
Busch, W., 314-16, 321
Butterfly's Ball, 223
Byfield, M., 255
Byron's Poems, 249
Byzantine illumination, 33 f, 401
Byzantine influences on Western

illumination, 43-4, 46, 56, 69

Cabaret Voltaire, 420
Cabinet Crozat, 214
Cabinet du Roy, 180-1
Cagnoni, D.,237
Calcar, J., 182
Caldecott, R., 255, 270, 356, 368
Calligrammes, 342
calligraphy, Chinese, 27, 96-7, 100

Italian, 70
Islamic, 88
Spanish, 81, 192, 194

Callot, J., 144, 147, 165, 168, 178-

179, 181
Calvert, E., 245
Cameron, Mrs., 272
Camille, 337
Campbell's Poems, 249
Camuccini, V., 321
Canyou Forgive Her?, 382
Canaletto, 234
Candide (192$), 390
Candide li94i), ss^
Candide, see also Kandide
Canon Tables, 36
Canterbury Tales (1484), 137;

(1896), 273-4; (1929), 368-

369; (1946), 392, 433
Canticum canticorum, 103

Cantiques spirituels, 358
Canute, King, 46
Capitale, 424
Capitola del Prete da Povigltano,

414, 419
Captain Slaughterboard, 381

caption, see legend

Carigiet, A., 421

Carlegle, E., 354
Carlstedt, K., 422
Carmelite Missal (B.M., Add.

29704-5 & 44892), 68

Carmi di Catullo, 419
Carnicero, A., 230, 233
Carolingian Renaissance, 40, 42

Caron, 177
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Carroll, L., 265-6
Cars, L., 210
Carter, T. F., 28-9, 86
Casas, R., 425
Caslon, W., 126 n
Casserio, 147
Castaldi, 116 n
Castecls, 216
Castiglioni, L., 419
Castillo, J., 230, 233
Castle of Fratta, 383, 385
Catalogue of Blue and White

Nankin Porcelain, 265 n
Catechism, Cranmcr's, 181-2
Caxton, W., 137-8, 182
Celoso ExtremeHo, 426
Celtic illumination, 33, 41
Cem Bibliofilos do Brasii, 402
Cent et un Robert-Macaire, 282,

Centaur, The Bacchante, The, 364
Centenera, 135
Centennial, American, 304
Cento Favole, 142-3
C'Era Una Volta, 318, 321
Certamen equestre . . . Carolus XI,

194
Chagall, M., 18, 342, 348, 353,

431
Champfieury, 1 70
Chang Kuang-yii, 434
Chanson des Gueux, 333
Chansons pour ellc, 337
Chants de Maldoror, 342, 347
Chant des Morts, 34

1

Chants et Chansons Populaires de
la France, 284, 287

chap-books, 222-3, 374, 39

*

Chapelain, J., 178
Chapman, J. G., 301, 303
Chappell, W., 304, 388, 394-5.

397,412
Characters of Romance, 367
Charge of the Light Brigade, 402
Charlemagne, 43
Charles the Bald, 43
Charles the Bold's Book of Hours

(Vienna, Cod. 1857), 65, 74
Charles IV, Emperor, 68
Charles IV's Golden Bull, 68, 76
Charles V, Emperor, 139
Charles VI, 61

Charles Vlli, of France, 131

Charley, Charlotte and the Golden

Canary, 384
Charrue d Erable, 364
Charushin, E., 427
Chase, The, 254
Chasieau de Labeur, 133 n
Chaste!, R., 355,359, 361
Chatar, 95
Chaudet, A. -D., 213
Chaumitre indienne, 285, 288, 291
Chaurapanchasika, 90
Chauveau, F., 175, 180, 209
Chef d'oeuvre inconnu, 331, 340,

345
Chelidonius, 114

Cheng Shih-fa, 434
Ch'cng-shih mo-yuan, 99
Cheret, J.,295 n
Chcvahcr Delibcri, 126

Chciaux de Minuit, 34

1

Chieh-tzu-yuan Hua-chuan, lOO

Ch'ien Lung, Emperor, 100
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Chikudo Gafu, 324, 326
Chikudo, Ki, 324
children's books, 223, 255-6, 260,

263, 268, 290, 309, 315, 356,

374j 376, 38i> 384, 388, 394>
398,412,417,419,421,426,
428-9, 432-3

Chin Chien, 100
China, 16, 27, 96 f, 238, 324, 327,

434
Chinese influences, 86
Chiostri, 321
Chirico, G., 342
chiroxylographic books, 10

1

Chod -)wiecki, D., 228-9, 309
Choffa-d, 203, 209-11, 215
choir books, Italian, 69

Spanish, 81

Choix de Chansons, 212
Christensen, P., 422
Christian Year, 313 n
Christine, 417
Chrostowski, St. O., 428
Church, the, 40, 57
Cimabue, 69
Cirque, 18, 341-2

Cirque de VEtoile Fitante, 18, 342,

347
CitedeDieu, 130-1
Clarissa, 228
Clark, Sir K., 29, 55, 62

classical and romantic styles, 278

Claude Lorraine, 209
Clave, A., 352, 355> 358, 426
Clavigo,/^ii

Cleland, T. M., 388
Clennell, L., 227
Clerici, F., 418, 4I9

Clot, A., 17,331
Clovio, G., 72, 79
Cluny reforms, 55-6, 58
Cochin, C. N., 178 n, 207, 209-

211,220,233
Coci, G., 191-3
Cock, J., 156, 163
codex, introduction of, 26
Codex Borgia (Rome: Vatican

Library), 83
Codex Boturini (Mexico, Na-

tional Museum), 83
Codex Juliana Anicia (Vienna,

Cod. Med. Graec. i), 30-1,

35
Codex Laud (Bodleian MS Laud

Misc. 678), 83
Codex Zouche-Nuttall (B.M.), 80
Cohen, H., 210
Cole, H.,255
Cole, T., 300, 304, 307
Colleccion Lithographica, 319
Collection des Plantes, 214
Collection Maitrise, 354
CoUectiones Peregrinationum, 154
collotype, 272
Coloritto, 222
column width of illustration, 25
colour in illustration, 332, 334,

337,354.356
colour, stencilled, 391, 394, see

also pochoir
colour-printing, 99, 100, 104, 122,

151, 166, 191, 221, 238, 242,

255, 270, 289, 296, 364, 370,

374-5, 377; technique of,

214, 222, 238
Combat a la Barriere, 168, 178

Combe, W., 247
Comenius, J. A., 154, 223
Cometa, La, 425
Comic Almanack, 253
Commelin, C, 233
Complete Angler, 220, 422
Complete Course in Lithography,

308
Componimenti poeticiper rIngresso

di . . . L. Manin, 232, 234
Compost et Calendrier des Ber-

giers, 132
Comus, 365, 371
Confucian Classics, 97
Congreve's Plays, 220
Connecticut Yankee in King

Arthur's Court, 394
Conquest of Mexico, 404
Constable, J., 249
Constantine Porphyrogenitus,

Emperor, 36
Constantinople, 35, 39
Constellations, 357
Contemporaines, Les, 205
Contes de Perrault, 287
Contes drolatiques, 289, 293
Contes du Gay Sfavoir, 282, 285
Contes Remois, 290
Conti, O., 402
Contrerimes, Les, 384, 355
Cope, C. W., 255
Copperplate Passion, 148
Coptic illumination, 84
Coptic illustration, 39
copying of manuscripts, 29-30
Cordova, 81

Corinth, L., 403, 407-8
Corneille, 199
Cornells, J., 156
Cortes, 83
Corvinus, Matthias, 70, 115, 194
Cose Volgari (Chatsworth collec-

tion), 123 n
Cosmos Indicopleustes, 36, 83
Cosmographicall Glasse, 18 1-2

Cossmann, A., 408
Cotman, J. S., 249-50
Cotton Genesis (B.M. Otho. B vi),

35
Country Matters, 370
Coups de Fusil, 298
Courbes, T. de, 194
Courbet, G., 290
Cousin, J., 170
Covarrubias, M., 386, 397
Cox, D., 249
Coxon, T., 182
Coypel, C. A., 200, 230, 233
Craig, G., 360, 370, 410
Cramoisy, G., 179
Cranach, H., 115, 148, 150,

308
Cranach Press, 370, 410
Crane, W., 223 n, 255, 268-70,

274, 297, 356
Cranford, 383
Craven, T., 388
Crawhall, J., 275, 391
crayon manner, 213
Creation, The, 424
Crepuscule des Nymphes, 336
Creswick, T.,258
Crime and Punishment, 383
Criveni,T.,72
Crockett, Davy, 300
Crocodile Tears, 356

Croix de Bois, 356
Crombergers, the, 191-2
Cromwell, ©.,165
Cronica del Rey Don Juan II, 192
Cronica General (Madrid, Es-

corial LibraryY-i-2y,X-i4)
81

croquis, see marginal drawing
Croquis Parisiens, 295
Croxall, S., 197, 222
Cruikshank, G., 249, 252-4, 265,

376
cubism, 340-1
Cuevas, J. L., 402
Cuisine, 337
Curmer, H. L., 278, 285, 288
Curtis, S., 247 n
Curwen, H., 373 n
cyclic system, 25
Czechoslovakia, 426
Czech Year, 426
Czerwinski, J., 429

Dada movement, 342, 420
Dali, S., 342, 347, 392-3
Dalziel brothers, 256, 257 f, 228 n
Dalziel's Bible Gallery, 263 n
Dame aux Camelias, 285
Danai, 364
Dance of Death, 104, in, 152,

155, 267, 309
Daniel Boone, 398-9
Daniell, W., 244, 249
Danse Macabre, 13 1-2

Dante, 69
Dante: Divina Commedia, c. 1480

(Vatican, Urb. Lat. 365), 72,

79j (Vatican, Reg. Lat.

1896a), 119, 128; (i6th

cent.) 139; (1817-19), 321
Inferno (Perugia, Augusta

Library MS I. 70), 69;

(1481), 115, 119 f, 122, 128;

(Blake), 2455(1861), 289
Daphnis and Chloe, 19
Daphnis and Chloe (1718), 199,

zor, (1800), 278; (1893), 364;

(1902), 331; (1933), 370;

(1937), 331, 336; (1958), 417
Daragnes, J. G., 348, 355-8, 381
Darley, F. O. C, 302-5, 309
Darstellungcn aus den Evangelien,

313
Daszewski, W., 428
Daubigny, C. F., 284, 287
Daumier, H., 254, 267, 282, 283,

287
David, G., 67
David, J. L., 21 1, 213, 278 n, 309
Davis, R. H., 307
Day, J., 182

DeBry family, 154
De casibus illustrium Virorum,

119, 126
De Humani Corporis Fat>rica,

182-3
de la Mare, W., 375; Collected

Rhymes and Verses, 368 n
de la Servitude volontaire, 355
De Re Militari, 15, 1 16

De Spiritu Sancto (N.Y., Pier-

pont Morgan M. 496), 70
De Vinne, T., 307, 387
De Vocis auditusque organis, 147
De Warachtighe Fabulen der



Dieren, 162
Dead Souls, 323, 324
Decameron (l757)> 201, 2li;

(1935)3 390; (1940). 394;
(1954), 383J (1961), 419

Decamerorty see also Boccaccio
Decker, P., 225, 228
decoration, see illustration

Defence of Guinevere, 364
Degas, E., 334
Delacroix, E., 19, 227, 280-2
Delaram, F., 182
Delaunay, N., 209, 220
Delaune, 177
Delen,A. J. J., 178
Delices del'esprit, 175, 180
dellaBeUa, S., 147
Demon, 324
Dene, E. de, 162
Denis, M., 294, 296, 297, 329,

33i>343
Denis Duval, 263
Denise, 342
Denkuiirdigkeiten aus der Bran-

denburgisch-Preussischen Ge-
schichte, Jio

Denmark (i8th century), 234
(19th century), 319
(20th century), 421

Denton, S. F., 300, 308
Derain, A., 333, 334, 336, 344
Derkinderen, A. J., 323
Descriptio publicae gratulationis,

145
Deseiine, A., 278, 281
Desert, 368, 374
Desert Islands, 375
Deserted Village, 253
Designs by Bentley for Gray's

Poems, 219-20
Desmarets, J., 180
Deveria, A., 277, 282, 287
Devil's Devices, 368
Diable a Paris, 289
Diable Amoureux, 355
Diaghilev, S., 429
Dial, The, 275, 364
Dialogus creaturarum, 126, 129
Dialogos de Aiedallas, 192
Dialogue des Courtisanes, 337
Diamond Sutra, 22, 27
Dickens, C, 253-4
Household edition, 303

Didot family, 200, 212-13, 234,
277-8, 285

Diepenbeeck, A., 180 n
Dingo, 336
Dioscorides, 30-1, 84
Directions to Servants, 373
Discours de la Methode, 359, 361
Discours du Songe de Poliphilef

170-1
Disteli, M., 321-2
Diurno Domenicale, 69, 76
Divina Commedia, see Dante
Divine and Moral Songs, ill
Dlya golosa, 432
Dobuzhinsky, M. V., 430
Doeve, J. F., 424
Dolce vita di Fellini, 419
Don Quixote, 193,319
Don Quixote (1738), 233; (i744).

230, 233; (1746), 233; (I755)>

220; (1780), 230, 233, 319;

^drawings by Fragonard),

2I3J (.1835), 319; 1.1830;, 287;

INDEX
(1842), 308; (1848;, 289;
(1853), 319; (1863), 289;
(1866), 263; (1898), 319;
(1921), 411; (1927), ^ss;
1930, 373; (1934), 425;
(1939), 394, 397; (1941—
Mueller), 393; (1941—
Reiner), 420; (1946), 392-3;
(1957—Dali), 342

Dombey and Son, 395, 417
Donato's Lectionary (N.Y., Pier-

pom Morgan M. 180), 70, 77
Doorway in Fairyland, 370
Dorat, C. J., 199, 210, 212

Fables Nouvelles, 205, 212
Dore, G., 267, 278, 289-90, 293,

295-<5, 297, 299, 305
Dom, M., 371
Dorsetshire Photographically Illus-

trated, 272
dotted prints, 115, 122, 133
Doubleday's Limited Editions,

392
Doyle, R., 254, 262, 270
Dr. Festus, 32

1

Draumkvcede, 422
drawing-books, English, 249-50
Dream Days, 386, 388
Drei gerechten Kammacher, 408
Droeshout, M., 182
drolleries, 60, 69, 177
dry-point, 356
Dubuffet, J., 358
Ducerceau, P. A., 177
Dufy,R.,33i,333-6,354
Dulac, E., 375
Dunstan, St., 46
Duplat, J. L.J 277
Dupre,;., 131
Dur Destr de Durer, 18

Durand, A. B., 303
DUrer, A., 113 f, 116, 121, 125,

148,265,305,307-8
Duvet, J., 171-2
Duvoisin, R., 398, 402
Dwiggins, W. A., 388-90
Dyrynk, K., 426

Eadfrith, 42
East Anglian School, 68
Ecclesiaste, L', 361
Edelfelt, A., 422
Edelstein, 104, 109
editions-de-luxe, 17, 23, 29, 267,

282, 329, 332, 336, 340, 353,

354, 357, 361, 364 n, 371,

375,382,392
Editions de la Banderole, 355
Editions Mornay, 354
Edwards, E., 215 n

Effie Briest, 404
Egbert Gospel Book (Treves, Cod.

No. 24), 55
Egypt, 20, 39, 84

Eggebrecht Presse, 417
Ehon, see Yehon
Ehret, G.,22i
Eichenberg, F., 393-4
Eihnachtsgeschichte, 417
Einzig, S., 383
Eiscn, C, 203-4, 207, 210-12,

215, 220, 297

Elegy, Gray's (1^47), 253
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Elek,P.,376n
Elcmente, Die, 424
Elffcrs, D., 424
Hloge de la Folie, 332
Elsie and the Child, 366, 373
Eluard,P.,i8
Elzevir editions, 166
rmblcm books, 15, 56, 123, 143-

144, 154-5, 161, 165, 178,
256,278,287,310,373

Enchanteur pourrissant, 333-4
Encomium Aioriae, 152, 169
Endimion, 168, 178
Endter, M., 155
England: illumination in, 18, 42,

46, 57-8, 60, 68-9
(1480-1520), 137-8
(1520-1700), 181

f

(i8th century), 215
(19th century), 242 f

(20th century), 361 f
English Cathedrals, 307
English Scenery, 249
English, Scottish and Welsh Land-

scapes, 378
"ngraving, line- (on copper), 119-

120, 124, 142, 154, 161, 177,
193, 221,245,281,295,309,
355, 356,361, 367,370,382,
390,402,421

a la maniere du lavis, 213
finished with burin, 213
relationship to woodcut, m,

115, 119, 143. 163, 178
reproductive, 148
steel, 249-50, 253, 286, 290,

300, 303
See also aquatint, dry-point,

etching, mezzotint, wood-
engraving

Enoch Arden, 304, 306
Ensor, J., 408 n, 424
Entree d'Henri II, 161, 170
Entree du Prince Philipes, 161

Entwurff einer historischen Archi-
tectur, 225, 228

Epavcs, Les, 321
Ephesus, 35
Epistole et Evangelii, 122
Epithalamia, 237
Epitome des rois, 172
Epstein, J., 378
Eragny Press, 275, 364
Erasmus, 152
Ercole d'Fste Breviary (Modena,

Estense Library), 72
Erni, H., 420
Ernst, M., 342
erotica, 23, 100 239, 329 n
Esequie del . . . Francesco, 147
Espanoles pintados por si mismos,

319
Esslmg, Prince d', 125
Este family, 70
Estienne, R., 169, 177
Etchers and Etchings, 307
etching, 153-4. 165, 178, 200,

216, 221, 228, 242, 253, 287,

290, 295, 307, 321, 334, 336-

338, 340, 354-6, 361, 367,
408, 411, 419

relief-, 242, 245, 420
retouched by burin, 200, 209
soft ground, 249
steel, 265

Etching Club, 253

B. H.B.I.
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Etchmiadzin Gospel, 39
Eti d Paris, 288 n, 291
Ethiopia, 39
Etude sur la Gravure Sur Bois,

299 n
Etudes Phycologiques, 300
Evan Harrington, 265
Evangeliarum of Charlemagne

(B.N., Nouv. Acq. Lat.

1203), 43
Evangelicae Historiae Imagines,

146, 161-2
Evans, E., 255, 268, 270
Evans, Dr. J., 55, 62, 102

Expressionism, 407, 409-10
Exultet Rolls, 50, 55
Eyck, C, 423
Eyck, H. van, 62, 65
Eygentliche Beschreibung aller

Stande auf Erden, 153

Fable de Phaeton, 361
Fables des Animaux, XXV, 163
Fables Nouvelles (de la Motte),

199-200
Fables of Esope (193 1), 37°
Fables see La Fontaine and

Aesop and Krylov
Fabeln fur Kinder, 3i3> 3^5
Fabliaux, 62
Fabregat, J. J., 233
Facchinetti, N., 321
Facile, 342
Faithorne, W., 184, 185, 215
Fall of the House of Usher, 423
Fantaska, 309
Fantin-Latour, H., 285, 296, 315
Farington, J., 247
Farleigh, J., 368, 370
Farmer^ Boy, 270
Farmer^s Year, 370
Farnese Book of Hours (N.Y.,

Pierpont Morgan Library
M. 69), 72, 79

Farrar,M., 365,371
Fasciculus Medicine, 122-3
Fasciculus Temporum, 126
Fasciculus variorum exercitiorum,

156
Fathers and Sons, 393
Faust (1828), 280-2; (1878), 315;

(1927), 404; (1941), 390
Fauvism, 333-4, 338, 407
Favorsky, V. A., 433
Fawcett, B., 268
Federico di Montefeltro, 70
Fedorov, I., 197, 198

Fenn, H., 302, 304
Ferdinand VII of Spain, 319
Fermiers Generaux, 200, 210
Ferns of Great Britain end Ireland,

252
Ferrara, 70
festival books, Italian, 139, 144
Feyerabend, 153
Fialetti, 144
Fiestas de la S. Inglesia de Sevilla,

189, 194
Fille Elisa, 296 n
Filles et Garfons, 356
Findling, Der, 410
Finland, 422
Fioretti of St. Francis, 332
Fipps der Affe, 314

Fischer, H., 420

Fischer von Erlach, 225, 228
Fitch, W. H., 252
Fitzcook, H., 272
Flaubert, G., 331
Flaxman, J., 309
Flemish illumination, 56, 65
Fleurs animees, 289
Fleurs dessinies d'apris Nature,

215
Fleurs du Mai (1905), 33i, 333;

(1918), 336; (1947), 358
see also Flowers of Evil

Fleuve, Le, 296
Fliegende Blatter, 315
Flint, R., 375
Flocon, A., 361
Flood of Years, 304
Florence, 69, 70

illustration in, 121-2, 124-5
florilegia, 153
Fiorina and the Wild Bird, 421
Floris, 161
Flos Sanctorum, 192
Flowers of Evil (1940), 378, 381
flowers, printer's, 177
Fokke, S., 230, 233
Folio Club, 392
Folio Society, 370, 377, 382
Forain, J.-L., 295
Fornasetti, P., 419
Forsberg, L., 422
Forsyte Saga, 381-2
Fortuny y Carbo M. J. M., 305,

319
Fossati's Fables, 231, 234
Foster, B., 257, 268
Fouquet,J.,67,75, 131
Four Gospels, 368-9
Founder, P. S., 200
Foxe's Book of Martyrs, 182
Fragments choisis dans les pein-

tures . . . de VItalie, 213
Fragonard, J. H., 17, 206, 209,

212-13,282,297,321
frame of miniatures, 25

of illustrations, 212 n
Framley Parsonage, 260
Fran^ais, L., 288, 291
Franfais peints par eux-memes,

287,289,319
France: illumination, 43-4, 55,

58-65, 67
(1480-1520), 129 f

(1520-1700), 166 f

(l8th century), 199 f

(19th century), 276 f

(20th century), 329 f

Francesco dai Libri, 72
Francesca, P. della, 70
Francheschi, 143
Francis 1, 67
Fran9ois, A., 351, 356
Francois, J. C, 213
Eraser, E., 383, 385
Eraser, L., 374, 380, 391
Frau Konnetable, 407
Frederic le Grand: Oeuvres, 310,

313
Frederick the Great, 228, 308-9

Life and Works o/, 3 10, 3 13
Freedman, B., 375, 380
French Illustrators, 298
Freudenberg, 233
Freyhold, K. F. von, 413, 417

Frezzi, 125

Frithiof's Saga, 422
FrShlich, A. E., Fables, 321
Fromme Helene, 3 14-15
Froissart, 62
frontispiece, portrait, 26, 140,

142
Froschauer, 152
Fuchs, III
De Historia Stirpium, 153

Fronius, H., 417
Fuka, v., 426
Fulda, 42
funeral books, Italian, 144
FUrstlicher Baumeister, 227
Fuseli, H., 217, 220
Futurism, 430

Gaab, H., 417
gafu,24i
Gainsborough, T., 249
Galle, C, 163
GaUe,P., 156
Gallen-Kallela A., 422
Garamond, C, 169
Garcia, E., 81
Garcia Y Ramos, 319
Garden Party, 337, 345
Gardener's Diary, 377
Gargantua (i955), 352, 358
Gargantua and Pantagruel (1936),

389; (1942), 395, 396
Gart der Gesundheit, 108
Gascoyne's Poems, 378
Gaspard de la Nuit, 331, 424
Gasser, M., 384
Gates of Paradise, 245
Gauguin, P., 299, 333, 422
Gaultier, L., 177
Gavarni, P., 254, 282, 287, 289,

292
Gavarni in London, 289, 292
Gay: Fables (1738), 219; (1779),

222-3
Gefesselte Kolumbus, 408
Gellert: Fabeln, 228
Geminus, T., 182-3
Genelli, B., 309
Genesis, ^'ji, 373, 424; see also

Cotton Genesis

Geneva, 177
genre painting, 62
Gentilini, F., 415, 4I9
Gentleman, D., 384
Genus Pinus, 247 n
Georgiques, Les, see Virgil

Gerard, F., 213, 278
German Popular Stories, 253
Germanv, illumination in, 18,

55-6, 67-8
(1450-1520), 104

f

( 1 520-1 700), 148 f

(i8th century), 227-8
(19th century), 308 f

(20th century), 402 f

Gerusalemme Liberata, 232, 234
Geschichte der Rheinischen Stddte-

kultur, 316
Gessner's Contes Moraux, 229,

233
Idylls, 228

Gheeraerts, M., 162, 197, 277
Ghent-Bruges School, 65, 67
Ghirlandaio, D., 70
Ghislieri Book of Hours (B.M.,

Yates Thompson Collection
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Giacometti, A., 361

Gibbings, R., 368, 370, 392
Gibson, C. D., 307
gift-books, 375
Gigoux, J., 283, 286
GtV 5/05,283,286-7
Gilbert, J., 257
Gill, E., 16, 336, 368-9, 374, 383
Gillot, C, 199, 201, 209, 333
Gillot process, 297, 299, 321
Gillray, J., 220-1
Gilpin, W., 247
Giolito, 139
Giotto, 16, 69
Giovanni, G. and M. de, 70
Giralt Miracle, 425, 426
Giraldi, G., 72, 79
Girodet, A. L., 213, 278
Girolamo dai Libri, 72
Girtin, T., 247
Gischia, L., 357
Giunta, 117, 122, 139, 188
Glockendon, N. and A., 67-8
Gnoli, D., 419
Goblin Market, 370
Godescalc, 43
God's Man, 395
Goerg,E., 349>358
Goethe, 15, 19, 227, 309
Gogol, N., 353
gold, use of in MSS, 35, 42-3, 57
Golden Books, 401
Golden Book of the New Testa-

ment, 402, f.p. 402
Golden Bull of C/iar/es /F (Vienna,

Cod. Vindob. 338), 68
Golden Cockerel Press, 368, 370,

373-5>383
Golden Legend (MS.) 60; (1471),

I05;(i5i8), 123
Goldoni's Comedies, 234
Goldschmidt, E. P., 123
Goldsmith's Poems, 268
Goldsmith's and Parnell's Poems,

218, 224
Gombauld, O. de, 178
Goncharov, A., 433
Goncharova, N. S., 430
Goncourt brothers, 200, 297
Gongora: Vingt Poimes, 341
Gonin brothers, 321, 336
Good Words, 257
Gooden, S., 365, 371-2
Goodhue, B. G., 307
Gordian Knot, 265
Gospel Books, 36, 40
Gospel Book of Queen Mlqi

(Venice, Mekhitarist Lib-
rary), 84, 89

Gospel, 13th-century Armen-
ian (Erevan, Matenadaran

9422), 40
Gospels of MacDurnan (London,

Lambeth Palace), 42
Gothic illumination, 58 f, 68, 69,

72
Gothic revival, 220, 227-8

Gothic style, 44, 129
Gothic Architecture, 225
Goujet, G., 277
Goujon, J., 161, 170
Gould, J.,250
Gourmont, R. de, 299
Goya, 221, 3i9> 424
Grabhorn Press, 397

INDEX
Grabianski, J., 429
Graduale Romanum (1599), 163
Graduals, 70
Grammar of Ornatnent, 252
Granatapfel, 150
Grandes Chroniques de France

(B.N.,Fr. 2813), 62
Grandes Hemes of Anne of Brit-

tany (B.N., Lat. 9474). 67, 76
Grandval Bible (B.M., Add.

10546), 44
Grandville, 256, 277-8, 288-9,

290-1, 321
Granjon, R., 177
Graphic A. B.C., 424
Graphis, 420
Graphotype, 272
Grasse Normandie, 338
Grasset,E.,297, 333
Grassi, G. de, 69
Gravelot, H., 201, 2II, 215,

219
Gray, B., 182, 245, 249, 251, 257,

268, 364
Great Exhibition of 1851, 251
Great Expectations, 377
Greek illustration, 23
Greek Psalter, 34
Green Mansions (1936), 397;

(1945). 395
Greenaway, K., 255, 268, 270,

367-8
Gregynog Press, 370, 383
Grignion, C, 208, 219-20
Grimani Breviary (Venice, Mar-

ciana Library Lat. I, 99), 67,

74
Grimm's Tales (1882), 268
Grimm's Household Tales (1946),

381
Grimm's Tales, see German Popu-

lar Stories

Gris, J., 342, 426
grisaille, 62
Gross, A., 367, 381, f.p. 382
Grosse Testament, 417
Grosz, G., 411
GrUninger, ]., iii

Gryphius, S., 170, 172
Guardi, F., 234
Gucht, M. van der, 215
Guerin, C, 355
guide-books, 247, 307
Guide to the Lakes, 38

1

Guillaume process, 298, 307
Guirlandede Julie, 180

Guilds of illuminators, 61

Gujarat school, 93
Gulliver's Travels (1925). 370;

(1930), 375. 379; (1948), 377.

383
Gutenberg, 104
Guys, C, 290
Gwendolyn, the Miracle Hen, 401,

435
Gysbrecht van Aemstel, 323

Haavardsholm, M. K., 422
Haden,F. S.,249
Haggadah (1526), 196-7
Haggadoth, 94
Haika Sansorok-kasen, 241

Hajdu, E., 429
Halas: Poems, 425, 427
Halcyon Press, 4 23
half-tone, 272, 305, 307, 387. 4"
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Hallman, A., 422
Hamilton, W., 2 17, 22

1

Hamlet (Chodowiecki's), 228;
(Delacroix's), 282; (1922),

374; (1928), 360,370,410
Hamza-Nama, 94
Handley Cross, 253
Hanfstangl, F. S., 308
Harley Golden Gospels (B.M.,

Harl. 2788),43,49
Harling, R., 374
Harlot's Progress, 21^
Harper's magazine, 304, 387
Harunobu, 238-9
Harvest of World Folk Tales, 401
Harvey, W., 227, 254-5
Hasenbuch-Osterbuch, 413, 417
Hassali, J., 383
Havell, D., 247, 300
Hayman, B., 216, 220
Heath, A., 377
Hebrew illumination, 94
Hebrew printing, 137, 197
Hector Berlioz: Sa Vie et Ses

Oeuvres, 296
Hedlund, B., 422
Hegenbarth, J., 417
Heiji Monogatari, 97
Heine: Poems, 394-5
Heline chez Archimide, 341
Helleu, R., 353
Henriquel-Dupont, L. P., 290
Henry, F., 41
Henry VI, Part One, 378, 392
Henry VII, 131
Henry VIII, 182
Henry VHI, 369
Heracliie, 429
herbals, printed, 108, 1 11, 150
Herbarius Latinus, 108
Herculaneum, 23
Heredia, 308
Heritage Club, 376, 392, 394-5.

397
Hermes, G., 370
Hermite en Provence, 281
Hermite series, 278, 281
Hero and Leander, 364
Herodotus, 378
Herrera, 194
Herr Minkepatt und Seine

Freunde, 429
Hesdin, J. de, 61

Het Leelijke Jonge Eendje, 323,

325
Het Wereldorgel, 423
Heures Nouvelles, 176
Heuschrecken Lebenslauf, 321-2
High School Mathematics, 388
High Street, 374
Highways and Byways series, 307,

367
Hildesheim, School of, 55
Him, G., 384, 428
Hind, A. M., 102-3, 10411, 113,

121, 131, 134. 154. 165-6,

185,228
Hindu illustration, 93-4
Hints on Decorative Printing, 255
Hiob, 408

Hiroshige, 241, 326, 327

Histoire anecdotique des cafis, 290
Histoire de M. Cripin, 321
Histoire de Mr. Jabot, 322
Histoire des Philosophes Modemes,
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213-14

Histoire du Graal (B.N. Fr. 95),

54, 58
Histoire du poisson-scie et du

poisson-marteau, 356
Histoire du roi de Bohime, 286
Histoire Generale des Voyages,

214
Histoire naturelle, 214, 340, 346,

361, 420
Histoire pirtoresque, dramatique et

caricaturale de la Sainte

Russie, 288
Histoire quifinit mal, 356
Histoire du petit Renaud, 356
Histoires naturelles (1899), 296J

(1904). 336
Historia Anglorum (B.M. Royal

14 C. vii), 60
Historia dallo Duca F. Sforza,

127
Historia Plantarum Rariorum, 221

Historiae biblicae veteris et novi

Testamenti, 226, 228
Historiarum Veteris Testamenti

Icones, 151-2
Historical and Legendary Ballads,

266
Histories of Herodotus, 378
History of British Birds, 224, 227
History ofJason, ill
History of the Plague of London,

266
History of Quadrupeds (i790)>

223-4, 227; (1802), 303
History of the Thames, 247
History of Wood-engraving in

America, 304
Hobbinol, 254
Ho-Ching, 92
Hoefnagel, G., 67
Hofer,P., 144, 164,178
Hoffmann, E. T. A., Gesam-

melte Schriften, 309, 317
Hoffmann, F., 417, 421

Hoffmann, H., 308-9
Hohe Lied, 408
Hogarth, W., 17, 211, 215-16,

219, 233-45 249, 424
Hogarth's Act, 220 n
Hogenberg,F. &R., 182

Hokusai, 241, 296, 327, 328 n
Holbein, H., 134, 138, 151 U 156,

182
Holberg, L.: Comedies, 318, 319
Holland (19th century), 321-3

(20th century), 423
Holland, 387
Hollandisches Skizzenbuch, 404
Hollar, W., 185, 187, 215, 228
Holy Bible in Miniature, 224
Holy Sonnets, 369
HolZj H., 411
Home Treasury books, 255
Hommes abandonnes, 338
Homkre,'i6i
Hooghe, R. de, 160, 166
Hope, A., 307
Hoppla-Hoppla Bauersman, 417

Horace: Opera (1642), 173, 178-

I79i (1733), 207, 216; (1799),

213
Hortus Delictarum, 56
Hortus Floridus, 164
Hosemann, T., 309, 317

INDEX
Hotel Bemelmans, 398, 401
Houghton, A. B., 263-4
Hours, printed

French, 115, 131

f

Italian, 126
Enghsh, 137

Hours of Anne of Austria
(B.N., Nouv. acq. Lat. 3090),
67

Hours: Dupie's, 133
Hours of Elizabeth the Queen

(Collection C. W. Dyson
Perrins), 69

Hours of Etienne Chevalier (Part

in the Conde Mus. Chan-
tilly), 67

Hours of Jeanne d'Evreux (N.Y.,
Metropolitan Museum), 61

Hours: Pigouchet's, 133
Hours: Plantin's, 161
Hours: Senault's, 181

House of Pomegranates, 364
House thatJack Built, 270
Housman, L., 364, 369-70
Hoytema, T. van, 323, 325, 329,

356
How It Happened, 372
Howard, A., 384
HsiaKuei, 91,97
Hsiao Ting, 434
Hsiao Tsung, Emperor, 97
Hsueh-Kuan Chu-p'u, 99
Huang Yu-Lin, 92
Huang family, 99
Hudibras,2i6, 219
Hughes, A., 257-8, 260
Hughes-Stanton, B., 370-1, 376 n
Hugo, v., 287, 298
Hullmandel, C., 251
Humayiin, Emperor, 93-4
Humphreys, H. N., 251-2, 255,

275,285,392
Hunefer Papyrus (B.M. Pap.

9901), 20-1
Hunt, H., 258, 260
Hunting of the Snark, 381
Hunziker, M., 420

Huys, P., 161
Huysmans, J. K., 295, 299
Huysum, J. van, 221
Hymneu Ftir Kinder, 313
Hypnerotomachia Poliphili, 15,

104, 116, 122, 124, 170

Ibarra, J., 230, 233
Iconographia (Baur), 155
Iconographia Regum Francorum,

145, 154
Iconography (Van Dyck), 165
ideogram, Chinese, 96
Idiot, The, 389
Idylls of the King, 272, 290

Iliad, 23
//jad(i93i), 373
Illuminated Books of the Middle

Ages,2si
illumination and printing, 16, 67,

72, 83, 101-2, 116
illustration and architecture, 58,

142, 144
illustrations, bleeding, 28, 319,

376,381
column width, 29
and decoration, 15, 33, 170,

177, 192, 251, 275, 336, 361,

368,376,388
and the Church, 26, 33, 35
and landscape, 28-9, 31, 62,

86, 108
and lettering, 368, 374, 383
literary, 25
and literature, 19
marginal, 29, 329, 336
national styles of, 18
nature of, 15
and photography, 272, 299,

304,310,323,368,397
portrait, 25-6
printed: influence of manu-

script on, 81, 83, loi, 102,
126, 129,288,336

scientific, 25
subject matter of, 199
and symbol, 15
and text, 20, 239, 242, 251,

256, 285-6, 324, 367, 369,
417

and typography, 139, 223, 257,
300, 340, 355, 358, 361, 363,
368, 373, 376, 387-8, 390,
409,412

and wall painting, 60
Illustrated Arabian Nights, 263-4
Illustrated Goldsmith, 263
Illustrated London News, 254, 257
Illustrated Modern Library, 392
Illustrations of the Book of Job,

.„ 245
illustrator: relationship to printer,

180,213,239,270,402
Illustrators of the Sixties, 257
Ilsee, Princesse de Tripoli, 297
image prints, 102
Images et Figures de la Bible, 156,

161
Images ou Tableaux . . . des Deux

Philostrates, 177
Imagines {Golizius), 163
Imagines (Varro), 25
Imitations de Dessins, 233, 249
Imitation de Jesus-Christ (1858),

2855(1903), 331,343
Imitations of Original Drawings

by Hans Holbein, 221
Impressionism, French, 241, 278,

2953 403, 407
Impressionism, German, 403
Impressionism, Japanese, 239,

241, 324
Imprimerie Royale, Nationale,

179,186,289,329
In a Glass Darkly, 376
In Fairyland, 262, 270
India, 84, 93-4
Industrial Arts of the Nineteenth

Century, 2^1, 261
Industrial Revolution, 222, 254
Inferno, see Dante
Ingeburge Psalter (Chantilly 1695)

60

Ingelow's Poems, 263
Ingoldsby Legends, 265
initials, decorated, 355

historiated, 57-8
illuminated, 41
picture, 286, 288, 421

Insect Book, 236, 239
Insects injurious to Vegetation, 304
Ireland, 41-2
Iron Aien and Wooden Ships, 391



Irving Sketch Book, 303
Isabey, E., 278-9, 288
Ise Aionogatan, 100
Islam, 84
Islamic borders, 86

decoration, 86
influences in Spain, 135

Island 0/ Bali, 397
Italian Hours, 307
Italian Stories, 433
Italy, illumination, 18, 55, 69 f

(1470-1520), 1 15-16, 121

(1520-1700), 139 f

(i8th century), 234
(i9ih century), 321, 323
(20th century), 419

Italy, 244, 249
Ivanhoe, 390

Jacob, M., 340
Jacques, R., 381
James, P., 285, 340, 356, 361

Janacek, O., 426-7
Jane Eyre, 393
Japan (i8th century), 237 f

(20th century), 434
Japanese illustration, 27-8, 96,

97, 100
Jardin des Supplices, 334
Jarry,A.,299
Jarry, N., 83, 180
Jazz, 18,340
Jean-les-Figues, 354
Jegher, C, 165
Jehangir, Emperor, 93-4
Jenson, N., 70
Jerusalem, 245-6
Jeune Fille Verte, 361
Jeunesse inalterable et la vie

eternelle, 323
Jetu of Malta, 374
Jewish Antiquities (B.N., Fr. 247),

67,75
Joffre, 137
Johamiot, T., 278, 286-8, 291
John Gilpin, 270
Johnson, A. P., 142, 150
Johnson, R. and J., 218, 224
Johnstone, E., 410
Jonathan Wilde, 388
Jones, D., 360, 370, 376 n
Jones, O., 251-2, 275, 285
Jonsok-Natt, 422
Joruri-Bon, lOO
Josephine, Empress, 281
Josephus, 94
Joshua Roll, 36-7
Josi, C, 233, 249
Jost de Negker, 151 n
Jou,L., 354-5
Jouaust, D., 297
Journal de I'Expedition des Fortes

deFer, 2^9, 291
Journal of a Landscape Painter in

S. Calabria, 256
Journeys to Bagdad, 390
Jours et les Nuits, 356
Jovius, 169 n
Jugar Y Cantar, 426
Jugement de Paris, 212

Jugendstil movement, 403, 411,

422
Jument verte, 426
Junior Etching Club, 253
Jusaburo, 239

INDEX
Just-so Stories, 429
justification de tirage, 332, 353

Kafka: Aietamorphoses, 402, 415,
419

Kalab, M., 426
Kalcndar, 28
Kandide,^\l
Kandinsky, W., 412
Kao-Tsung, Emperor, 97
Karastojanov, N., 429
Kasuga, Kenki, 97
Kauffer, McK., 19, 366, 371-2,

375,395,397
Keene, C, 254, 265, 267
Keeping, C, 384
Keepsake, The, 253
keepsakes, 250, 286, 303
Kells, Book of (Trinity College,

Dublin), 42,48
Kelmscott Press, 272-5, 297, 364
Kempers, M., 424
Kent, N., 391
Kent, R., 390
Kermode, W., 372
Kern: First Verses, 424
Kerver, J., 131, 170
Kessler, H., 336, 410
Kesu, 95
Khamsa of Kizami (B.M., Or.

2265), 89,93
Khamsa of Nizami (B.M., Or.

68io),93
Ki Chikudo, 326
Kibyoshi, 239
Kidnapped, 393
Kien-Ngan school, 98 n
Kieser, G., 417
Killigrew: Plays, 185
Kinderlieder, 404
King, J. M., 364
King Lear (1917), 354; (i939), 389
King Penguin series, 378, 382,

412
Kip, W., 184 n, 187,215
Kipling, R., 275
Kirchner, 410
Kirkall, E., 221
Kitzinger,E.,26,43, 57
Kiyoshi Awazu, 434
Klange, 412
Klauber, J. B., 226, 228
Klee, P., 403,411-12
Kleist: Kleine Schriften, 403-4>

406
Klemke, W.,412, 417
Kleukens, F. W.,410
Klinger, M., 315, 402, 408
Klingspor, 409
Knickerbocker's History of New

York, 302-3
Knopf, A., 389
Koberger, A., 106, 153, 191
Kobo Daishi, 98
Koch, R., 368 n, 373, 394, 4I2

Kock, P. de: Oeuvres, 289
Koetsu, 100
Kokoschka, O., 407-8
Kollwitz, K., 424
Koneshevich, V. M., 433
Konewka, P., 314-15
Konigsmark, 375
Konshi-Jo-No-Roku, 327

Konstantinov, F., 433
Koomstra, M. T., 421

Koran, 86, 88
Korea: invention of movable

types in, 97
Kravchenko, A. I., 433
Kredel, F., 373, 394, 395, 412,

419
Kristeller, P., 106, 122
Kronheim, 255
Kronika Polska, 197
Krsic, B., 429
Krylov's Fables, 323
Ksaizka i Wiedza, 428
Ku K'ai-Chih, 27
Ku K'ai-Chih Scroll, 22, 27
Kubin, A., 408-9
Kurz, O., 23
Kustodiev, B. M., 430
Kuttinberg Gradual (Vienna MS.

15501), 68
Kwaju, Poems of, 87
Kydrynski, J., 428
Kyogctsubo, 239
Kyoka Hyakunin Isshu, 327
Kyoka Sokon Shu, 327
Kyosai Guaden, 327
Kyoto, 241

La 62S—ES, 336
Laborde: Chansons, 205, 212
Laborde, C, 354-5, 357
Laboureur, J. E., 355, 357, 364
Labyrtnthe de Versailles, 176, 181
Lacouri^re, R. de, 17, 340, 356
LaFarge, J.,304
La Fontaine, 199
La Fontaine: Contes (1685), 160,

166; (1762), 200, 203, 210;
(1795), 206, 212;

La Fontaine's Fables, 197, 213,
277-8, 336 n

La Fontaine's Fables (1733), 202;

(1755), 209-10; (1839), 277;
(1894), 327; (1930), 390;
(1949), 4i9i (1950), 334;
357i (1952), 353

La Fontaine's Oeuvres (1814),
212,277

Lalla Rookh, 265
Lam, S., 197
Lamb, C., 2 16

Lamb, L., 16, 371, 381-2, 385
Lambert, A., 426
Lambourne, N., 383
Lamentations ofJeremiah, 370-

1

Lami, E. L., 288 n, 291
Lanceray, E. E., 430
Landells, E., 227, 268
landscape in illustration, 97, 100,

233,239,245,247,327
landscape in the miniature, 62,

65, 67, 86
Langton, R., 270
Lapidary of Alfonso X (Madrid,

Escorial Library), 81

La Piedra Gloriosa . . . de Nebu-
chadnesar, 165

Last of the Mohicans, 391
Laughable Lyrics, 256
Launay, N. de, 209, 220
Laurencjin, M., 337
Laurens, H., 351,357
Lausanne, 336, 338
Lautrec, H. de T., 275, 285, 293,

296,358
Lxvengro, 376
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I.eal, 193
Lear, E., 18, 252, 256, 314, 378
Leaves of Grass, 397
Le Barbier, J. J. F., 212
Lebedev, I., 354, 356
Lebedev, V., 434
Le Blon, C, 222
Le Blond, 214
Le Brun, C, 181
Leclerc, S., 175, 176, 180, 197,

199,226,228
Lectionary of Donato (N.Y.,

Pierpont Morgan Library
M. 180), 70

Leech, J., 253-4, 265
Lefler, H.,316
Legendary Ballads, 263, 265
Legende de Saint Julien VHospi-

talier, 323
legends, 270, 285, 324, 422
legends, evolution of, 46
L^ger, F., 18, 341
Legrand, E., 354. 355
Legros, A., 253 n
Lehmann-Haupt, H., 290
Leighton, C, 370
Leighton, G., 268
Leighton, J., 268
Leipzig Academy of Graphic

Arts, 393, 395,411
Leloir, M., 294, 298
Lemberger, G., 150
LeMire, N., 209, 211,211 n
Lenica, j., 429
Leonardo da Vinci, 15, 44, 72,

142, 168, 179,228
Lepere, A., 290, 299, 300, 332,

333>343.364
Le Prince, J. B., 211
Leroy, G., 134
Lesabendio, 409
Lettera Amorosa, 342
Lettres de van Gogh d Bernard,

334
Leu, T. de, 177
Leven ons Liefs Heren, 156
Lewis, A., 386, 389, 390
Le Witt, J., 384, 428
Lewy, W., 402
Leyden, L. van, 156
Liber Studiorum, 209 n, 249
Liber Veritatis, 209 n
Libraire Oris, 353
Libre de les Dones, 137
Libri della Caccia, 140
Libro Appartenente a VArchitec-

tura, 142
Libro de Letras, 190, 192
Libro deir lesus (Milan,' Trivul-

zianaMS. 2163), 72
Libro de Tapas, 402
Libro Llamado Exemplario, 192
Liebermann, M., 403-4, 406
Lied an die Freude, 410
Lieh-Nii-Chuan, 99
Life of Qhrist, 327
Life of Frederick the Great, 310,

see also Oeuvres de Frederic le

Grand
Life of Lenin, 433

Life of St. Benedict (Vatican, Cod.
Vat. Lat. 1202), 55

Life of Shakyamuni Buddha (man-
uscript) 96, (printed) 98

Life of the Virgin, 114, 121

INDEX
Limbourg brothers, 62, 64
Limited Editions Club, 334, 337,

340, 367, 369^ 376-8, 382,

389 U 395j 397j 4I9j 422, 425
Lindisfarne Gospels (B.M., Cotton

Nero D. VII), 42, 47
line-block, 272, 278, 306, 354,

361, 367, 373, 376-8, 382-4,
398

line block, colour, 374, 382, 384,
423

linocut, 340, 371-2, 377, 402, 424
LintonrW. J., 303, 305
Lissitzsky, El., 432
Lithographers and Lithography,

307
Lithography, 250-2, 275, 281-2,

285, 290, 295-6, 303, 307-9,

319, 323>329>33i. 334>337>
340-2, 356-7, 364, 374, 381-
382, 390, 393, 401-9, 413,
417, 419, 420, 422, 424, 426,
428, 430

lithography, auto-, 310, 323, 358,
375> 376-7, 422

lithography, colour, 251, 253,
285, 295 n, 296, 309, 319,
358, 377j 381, 384, 398, 407.
408,411,417,424,426-7

lithography, photo-, 272, 282,
378,411

lithography, transfer paper, 250,
296

lithotint, 250-1, 256, 289
Little Red Engine gets a Name, 384
Littledom Castle, 367
Liu Su-Ming, 92
Lives of the Twelve Dukes of

Milan, 169 n
Livret de Folastries d Janot

Parisien, 336-7
Livre de perspective, 170
Livre dejade, 364
Livre de Mariage, 285
Local, The, 376
Locomotive, 428
Lokomotywa, 429
Loeflicken Sanck, 156
Lombardy, 72
Lombart, P., 215
London, 267 n, 290
London and Birmingham Rail-

way, 250
London Types, 275, 276
Longueil, J. de, 209, 220
Lonxe, 402, 403
Lope de Vega : Works, 433
Lord Fish, 375
Lorenz, 119
Lorenzo the Magnificent, 115
Lo Shen, 27
Lothair, 43
Louis XIV, 83, 168, 180, 199
Love, 376
Love Night, 390
Low, J., 400-1
Ltibeck, iii

Lubok, 241, 323, 430
Lucantonio degli Uberti, 125
Lucas, F., 192
Lucian: Dialogues, 351
Lundqvist, B., 422, 423
Lunes en papier, 341
Lurcat, J., 357
Luther, M., 150

Lutheran tracts, 150
Lutrin Le, 210
Luttrell Psalter (B.M., Add.

42130), 68, 223
Llitzelburger, 152
Lux Claustri, 178-9
Lxoxeuil, 43
Lydon, A. F., 268
Lyons, 134, 135, 152-3, 170
Lyra Germanica, 268
Lysistrata, 340

Macao et Cosmage, 354
Macbeth, 228
MacDonald, G., 260
Mackintosh, C, 363
MacHse, D., 258
Macy, G., 392
Madrigaux, 334
Maestricht Book of Hours (B.M.,

Stowe 17), 52, 56
Magasin pittoresque, 286
Magazines, 254, 257, 285-6, 304,

306,315,387,398
Magic Flute, 408
Mahabharata, 94
Ma Ho-chih, 97
Maiakovsky's Works, 419
Maillol, A,, 329, 336, 357, 368,

410
Mainz Psalter, 104, 151
Maison Hantee, 296
Maitres du Livre, 353
Malheurs des Immortels, 342
Mallarme: Poesies, 338
Man, F., 296
Man and Superman, 384
Maneige Royal, 167, 177-8

Manessier, A., 358
Manet, E., 292, 295-6
Mangwa series, 327
Manichaeism, 27, 84
Manitre anglaise, see mezzotint
Manitre criblee, 374, see also

dotted prints

Mannerism, 139, 143, 156
Mannlich, C. von, 308
Manon Lescaut (1889), 294, 298;

(1932), 433; (1950), 426
Mantegna, 117, 121
Manual of Dionysius, 39
Manuscrit trouvi dans un chapeau,

354
Man without a country, 391
Manzu, G., 419
Maqamat of Al-Hariri (B.N.,

5847), 85-6
Marchand, A., 358
Marchant, G., 131
Mdrchenbuch, 404
Marcks, G., 417
Marco Polo, ii6n
Mardersteig, G., 419
Maria Morevna, 430

marginal drawing, 329, 336
Marguerite, 354
Marie, 329
Marie Antoinette, 281
MariUier, C. P., 205, 212
Marmontel: Contes moraux, 209,

211
Marolles, M. de, 180, 180 n
Marot's Poems, 170
Marsh, H., 304
Marthe, 295



Martin, J., 191, 253, 290, 358
Martini, A., 408 n
Mary of Burgundy's Book of

Hours (Berlin, Print Room 78
B, I2),65

Maruyama school, 241, 324
Masanobu, K., 239
Masereel, F., 424
Massd 200
Master E. S., 136
Master of Mary of Burgundy,

65-6
Matenadaran museum, 39
Matisse, H., 18, 339-40, 357, 371
Maximilian Gesellschaft, 409
Maximilian's Prayer Book

(Munich), 115
Maximiliana, 342
Maxims and Precepts, 250
Max und Meritz, 314
Mazzanti, E., 321
Mazzuoli, 154
mechanical tints, 274
Meckenem, I. Van, 198
Medailles . . . du regne de Louis le

Grand, 2co
Medea Treurspel, 165
Medina, J. B., 191
Meditations of Cardinal Turrecre-

mata, 11 5- 16
Meid, H., 406, 409, 411
Meil brothers, 228
Meissonier, J. L. E., 284-5, 287-

288,290,298,309
Mellan, C, 179, 184
Memoirs of a Foxhunting Man,

367
Memoirs of an Infantry Officer,

376
Menasseh Ben Israel, S., 165
Menologion of Basil II (Vatican,

Cod. Vat. Gr. 1613), 32, 39
Menzel, A., 257, 288 n, 305, 307-

309,312-13,394
Mercure de France, 299
Mer des Histoires, 130-1
Merian, M., 233
Merovingian Dynasty, 43
Merry Adventures of Robin Hood,

305
metal-cuts, 115, 133,411
Metamorphoses, see Kafka
Metamorphoses, see Ovid
Metamorphose d'Ovide figurde,

172
Metamorphosis Insectorum Surt-

namensium, 233
Mexico, 83, 194
Mexico South, 397
Mey, 192
Meynell, F., 372, 373 n, 392
mezzotint, 155-6, 166, 191, 213,

220,249,253,356
technique of, 221

Michel, 287
Microcosm of London, 249
Midsummer Night's Dream, 367
Milan Iliad (Milan, Ambrosiana

Cod. F. 205), 23-5, 28
Millais, J. E., 257-9, 260
Milton, J., 245
Milton's Early Poems, 362, 364
Milton: Minor Poems, 253
Milton's Poems, 249
Mimes, 356
Mimes des Courtisanes, 334

INDEX
Mincho Seido Gwayen, 238
Minna von Barnhelm, 228
Minton, J., 382
Mir iskusstva, 429-30
Mirabilia Romae, 103, 126
Mirak, 89
Mirivis des Naturgies, 358
Miro, J., 357
Miroir de la Bonne Mort, 166
Miroir de la Redemption, 129
Mirror of Fair Women of the

Yoshiwara, 239-40
Mirror of the World, 137
Alise en Page, 354
Misdrables, Les, 395
Miserere, ^^1, 342
Miseres et Malheurs de la Guerre,

178
Missale, Plamin's (1572), 161
Missale Romanum (B.M., Stowe

II), 83
Missale Romanum (Vienna, Cod.

1784), 67
Missale Romanum (1613), 158,

163-4
Missale Trajectense (1^14), 156
Missionary, The, 255 n, 261
Moby Dick (1930), 390; (1943).

386,389
Moleswonh, Mrs., 268
Moliere, 199
Moliere: Oeuvres (1734), 202,

210; (1773), 200, 2i2i (1806),
2IIi (1835), 287

Moll Flanders, 383
Monde illustre, 289
Mongolian influences, 84, 86
Monnet, C, 211
Monnier, H., 282
Monograph of the Genus Lilium,

252
Monsiau, N. A., 205, 214, 215,

221
Montagna, B., 122
Montalti, A., 318, 321
Montecassino, 55
Monte Saneto di Dio, 117, 119-20
Monteverdi, 144
Monument du costume, 212
Monvel, B. de, 356
Moore, H., 381
Moore, T. S., 363-4
Moralites Legendaires, 364
Moreau le Jeune, J. -M., 205,

207, 210-13, 220, 277, 278
Morel, E., 356
More Nonsense &c, 256
Moretus, B., 163
Moretus, J., 161, 163
Morey,C.R., 15,33,57.69
Morin, L., 298
Moronobu, 100, 237
Morris, W., 19, 105, 133, 234,

249, 251, 268, 273-5, 307,

316, 323, 361, 364, 367, 402,

410
influence in America, 357
influence in Germany, 319,

336, 403
influence in Netherlands, 324

Morte d'Arthur, 272
Morton Missal, 1 37
Mosebekk, O., 422
Moslem irifluence in Spain, 81

Mother Goose Riddle Rhymes, 401

Moths and Butterflies of the

453

United States, 308
Motte, H. de la: Fables Nouvelles,

201
Mottraye, A. de la: Travels, 216
Mouchon de Nuages, 342
Mourlot brothers, 357, 381
Moustachio, 398
Moxon, E.,258
Mozarabican, 81
Mozley, C, 384
Mr. Bosphorus and the Muses,

373
Mr. Knife, Miss Fork, 342
Mroz, D., 429
Mrs. Caudle's Curtain Lecttires,

265,267
Mr. Sponge's Sporting Tour, 253
Mstislavcts, P., 197, 198
Mucha, A., 297
Mudejar art, 81

Mueller, H., 393, 395, 411
Mughal illustration, 88, 93
Mugni Gospel, 39
Mulready, W., 223, 255, 258
Munch, E., 407, 422
Munchhausen, 321
Munich Academy, 315
Munthe, G. P., 422
Murillo, B. E., 194
Museum Regium, 194
Musset: Poemes, 290 n
Music Master, 257, 263
Muus, J., 422
Myrbach, F. de, 298
Mysteries of the Virgin, 115
Mythologie, 342
My Uncle Silas, 376

Nabis, 329
Nana, 383
Nanking school, 99
Nanteuil, C, 287-8, 290, 319-20
Nanteuil, R., 178, 179, 180
Narrenschiff, 113
Nash, J., 373
Nash, P., 366, 368, 371, 373. 424
Natalis, J., 161
Natural History of Selborne, 373
nature printing, 252, 308
Necessaria ad Salutem Scientia,

165
Nimisis Midtcale, 267
Nenci, F., 321
Nesbit, C, 254-5
Nestorians, 26
Netherlands, 18

Netherlands, illumination in, 56,
65-67

(1480-1520), 126
(1520-1700), 156

f

(i8ih century), 233
see also Belgium and Holland

Neue Bestiarium, 417
Neue Leier, 417
Neureuther, E., 308, 312-13
Neuville, de, 298
New Book Illustration in France,

353
New Forget-me-not, 375
New Keepsake, 375
New Lottery Book of birds and

beasts, 223
New York, 390
New Yorker, 388, 398
Newbery, J., 223
Newcomes, The, 377
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Neyret, A., 134
Nibelungen Noth, 313, 317
Nicholson, W., 275-6, 364, 367,

391
Nicolai, A., 161
Nicolas of Saxony, 136-7
Night Thoughts, 245
Ninfale Fiesolano, 1 43 n, 394, 4^9
Nizami, poems of, 88
Noa Noa, 300 n
Nodier, C., 281,289
Nolan, S., 384
Nonesuch Press, 371-5, 382, 392
North, J. W., 263
Northcote: Fables, 255
Northumbrian School, 40-2
Norway (20th century), 422
Notes and Journal of Travel in

Europe, 390, 399
Notre Dame de Paris, 287
Nourritures Terrestres, 358
Nouvelles de Marguerite, 233
Novelli, P. A., 234, 235
Novices of Sais, 412
Nozze degli Dei, 147
Nuckel, E., 4ii>424
Nueva Arte de Escrivir, 194
Nuremberg Chronicle, 106, 108
Nursery Rhymes, 374

Oakeshott, W., 57
Oberlander, G., 417
O Cacador de Esmeraldas, 402
Octoechos, 197, 198
Oderisi da Gubbio, 69
Odo of Cluny, 46
Odyssey, 23, 25
Odyssey (193 0, 3735 (i948). 383;

(1952), 357
Odyssee d'Ulysse, 351, 356
Oedipus, 420
Oeuvres de Frederic le Grand, 310,

313
Oeuvres du philosophe de Sans-

Soiici, 228
Oeuvres Poissardes, 205, 214
Okyo, M., 241
Old Songs, 305-7
Olivier de la Marche, 126
Omar Khayyam, 305, 311
Once a Week, 257
Onna Shorei Shu, 238
Open Air, 383-4
Opinions de Jerome Coignard, 355
Orbis Sensualium Pictus, 154-5
Orchidaceae of Mexico and Guate-

mala, 252
Ordres des Oiseaux, 342 ,

Original Views of London as it is,

251
Oriental illustration, 19, 26-8,

84 f, 237 f, 323 f

Orlando Furioso (1532), 142;

(1556), 140-I, 182; (1584),

143; (1598), 182; (1772),
234-5; (1773). 207, 220;
(Fragonard drawings), 213^
(1828), 321^(1879), 297

Orleans, Due de (Regent of
France), 201

Orley Farm, 260
Ornatus Muliebris Anglicanis, 185
Orosius (Laon), 43
Ortelius, 162
Ostromirov Gospels (Leningrad,

Saltykov-Shchedrin Libra-

INDEX
ry), 38-9

Ottonian illumination, 55, 56
Oudry, J. -B., 202, 209-10
Our Village, 383
Outlines to Shakespeare, 309
Overbeck, F., 308, 313
Ovid, illustration of, 19, 199
Ovid: Opera (1640), 155
Ovid: UArt d'Aimer, 336, 422
Ovid: Elegies amoureuses, 336
Ovid: Epistles, 419
Ovid: Metamorphoses (1497), 122

Metamorphose d'Ovide fig-

uree(iss7)> 172
Metamorphoses (1591), 163;

(1676), 175, 180, 200, 203;
(1717), 215; (1732), 209;

(1767), 211; (1804), 212;
(i93i),340

Oxford Book of Hours (Bodleian,
Douce 219), 65-6

Oxford University Press, 381

Pablo de Segovia, 297-9
Pacha, M., 417
Pacht, O., 62, 65
Pads Monumentum, 309
Padua, 72
Page, double-spread, 98-100,

121, 133, 142, 165, 177,238,
239, 324. 338, 361, 390, 392,
398

See also title-page
Palmer, S , 245, 253, 262
Palmquist, E., 422
Pamela-, 219
Panov, L S. 324
Pantagruel (1532), 170; (1946),

3345 344
paper, 213, 307, 357, 364 n
paper in manuscripts, 69
paper, invention of, 27
paper, introduction to Europe,

26, lOI
Papillon, J. M., 209, 214, 281
'papyrus' style, 23
Parables of Our Lord (1847), 251;

(1863), 258-60,
Parables, The, 364
Paradise Lost (1688), 188, 191;

(1792), 214; (1824), 253
Parallelement, 329-31, 333
parchment, introduction of, 26
'parchment style', 23
Paris, 131, 169, 200
Paris, 1615, 418, 419
Paris, Ecole de, 17, 338 f

Paris, M., 58, 60
Paris Psalter (B.N., Cod. Gr.

139), 36, 37
Parker, A. M., 370, 372, 392
Parma, Dukes of, 237
Parnassian school, 290, 295
Parrish, M., 386-7
Parsons, A., 305
Pasiphae, 339, 340
Passages from Modern English

Poets, 253
Passe C. de, 156, 159, 163-5,

167-8, 177-8
Passio Domini Nostri, 156
Passion, La, 342
Passion, The Little, 1 14
Passion, The Great, 1 14
Passion d'un Homme, 422

Passional Christi und Antichristi,

148, 150
Passionale, Cunigunda's (Prague,

University Library XIV A.
17), 68

Pastorales, 336
Patriot's Progress, 372
Paul et Virginie (1806), 278-9;

(1838), 285 n, 288-9
Paysages et Interieurs, 337
Paysagiste aux champs, 287
Peacock Pie, 374, 380
Peake, M., 381
Pearl, The, 428
Peau d'Atie, 363-4
Peau de Chagrin, 287
Peder Paars, 231, 234
Pedersen, V., 321
Pelletan, E., 299, 300, 333, 336,

353
Pencil of Nature, 272
Pen-Drawing and Pen-Draughts-

men, 307
Penfield, E., 387
Pennell, J., 17, 258 n, 275, 281,

290, 298, 305, 307, 309, 315,
319

Penny Magazine, 254
Pentatoli, 354
Percier, C., 277
Pere Castor Series, 323, 356
Peregrinatio in Terram Sanctam,

108, III, 134
Pericope, the, 56
Perkins, J., 303
Perrault, C, 181
Perrault: Contes, 357
Persia, 33, 35, 84, 88 f

Perspectives, 361
Persuasion, 374
Peter Pauper Press, 397
Peter Schlemihl, 252-3
Peter Wilkins, 377
Peters, W., 220
Petrarch: Trionfi, 78

Sonnets, 139, 145, 170
Pfister,A., 104-5, 135
Philip, 263
Philip II of Spain, 8

1

Philip Astley's Modern Riding
Master, 300

Philip of Burgundy, 65
Phiz, see H. K. Browne
Phocas, 299
Phoenix and the Turtle, 357
photo-engraving, 270, 290, 297,

300, 304-55 306-7, 319, 375j

387, 424
photography: see illustration

photogravure, 272, 298, 305,

306 n, 424
photomontage, 386-7, 412
physiologie, 286
Physiologic du Rentier, 287
Physiologus, 19, 61
Picabia, F., 419
Picart, B., 201, 209, 216, 233
Picasso, P., 17, 33i> 340-ij 345"

346, 354, 356, 426
Pichon, L., 353-4^ 363
Picturesque America, 303
Picturesque Architecture, 243, 251

Picturesque Views of Seats of

Noblemen and Gentlemen, 268

Pied Piper, 270
Piedra . . . de Nebuchadnesar, 159



Pikge de Aiedusc, 342
PigouchetjP., 131
Pilgrim's Progress, 19, 327
Pilgrim's Progress (1895), 367;

(1928), 370; (I94l)> 392;
(I947)>376

Piloty, F., 308
Pine, 207, 216
Pinelli, B., 321
Pinocchio, 321, 323
Pinwell, G. J., 263, 265
Piper,J.,227,250, 378, 381
Piranesi, G. B., 144, 234 n
Pirate Twins, 367
Pisis, F. de, 419
Pissarro, C, 364
Pissarro, L., 297, 363, 364
Pitz,H.,387, 391 11,395,398
Places, 373
Plantae et Papiliones Rariores, 222
Planlin, C, 94, 161 f, 177
Plantin Museum, 161

Plutarch: Lives, 78
Plutarch's Lives (B.M., Add.

22318), 72
Pluvinel, A. de, 177
pochoir (or stencil), 334, 340, 354,

37i-3>377, 38i,39i>4i7
technique of, 334

Poe,E. A.,295,298,409
Complete Works (1946), 395
ra/e5 (1944), 393-4

Poemes de Brandebourg, 358
Poemes de Charles d' Orleans, 340
Poemes legendaires de Flandre et

de Brabant, 354
Poems of Khwajii (B.M., Or.

i8ii3),86
Pogany, W., 392
Po Ku t'u lu, 97
Poland, 194, 197, 428
Polifemo, El, 190, 194
Poliphilo, see Hypnerotomachia

Poliphili

Pollaiuolo, A., 121

Pollard,A. W., Ill, 125

Pompadour, Mme. La, 199, 209,

210
Pompa Introitus Ferdinandi, 158,

164
Pompefunebre de Charles V,l6l

Pontifical of St. Dimstan (B.N.,

fonds latins 943), 46
Poor Richard's Almanac,^00
popular art in illustration, 126,

222,257
Porret.H. D.,285
Porro, G., I43> 182

Portique, Lt., "iSl

Portugal, illumination in, 81

(1520-1700), 137, 194
Potin, M.,334
Potsdamer Platz, 41

1

Potter, B., 248, 367, 368, 433
Poussin, C, 173, 179
Prague, 197
Praise and Happinesse of the Coun-

trie-Life, 383
Pratique de la giometrie, 1 8

1

Prault, 210
Prayer Book (Sturt's), 216

Prayer Book of Albert V of

Bavaria (Munich, Staats-

bibl.), 67
Prayer Book of Maximilian

(Munich), 308

INDEX
Prassinos, M., 357, 429
Prayer Book of William ofBavaria

(Vienna, No. 1880), 68
Pre-Raphaelites, 257-8, 263, 315
Preetorius, E., 411
Pride and Prejudice, 383
Prieto, G., 426
Primer, Machlinia's, 137
Princesse de Babilone, 420-1
print, Japanese: influence in

Europe, 270, 272, 297
print-selling and illustration, 163,

184,215,247,253,255,368
printing: and the manuscript, loi,

104, 126, 129, 131, 134,251,
285,289,297,368-9,392

introduction of, 68, loi
nature, 228

Prinzessin und der Schweinehirt,

Prinz Friedrich von Hamburg,
409,413

private presses, 361, 367, 371,
375,382,387,410,417

process, see photo-engraviiig

Professor Tutka, 428
Promessi Sposi, 321
Promethee, 381
Provensen, A. & M., 401, f. p. 402
Prud'hon, P. P., 278
Psalter of Blanche of Castile

(Paris, Arsenal MS. 1186),
60

Psychomachia (Prudentius), 19,

30
Pucelle, J.,61,64
Pucelle,La, 178
Pugin, A. C, 249
Punch, 254, 257, 265
Purifica della conscientia, 142
Pushkin's Plays, 433
Puteanus, E., 155
Pyle, H., 305-6, 3"> 3i6, 3671

387,391,398
Pynson, 137-8, 182

Quarles's Emblems, 184, 256
Quatre Fils Aymon, 134, 297
Quatriregio, 124-5
Queen of Spain's Funeral Book,

144
Queen of the Fishes, 364
Queen Mary's Psalter (B.M.,

Royal MS. 2 B VII), 68, 77
Quellinus, E., 163, 165

Quentell, H., 108

Queverdo, F. M. I., 215

Quickbom, 313

Rabelais, 170,358
Rabelais: Oeuvres, 289, see also

Gargantua & Pantagruel

Raccolta di Costumi, 321

Rache des verhdhnten LiebhaberS;

411
Rackham, A., 367
Racine, 199,215
Racine's Oeuvres (1768), 216;

(1801), 213, 278
Radio Times, 375
Raffaelli,]. F., 295
Raffet, A.,289, 291
Ragmala illustration, 93
Railway books, 250
Raimondi, M., 121

Rainbow Classics, 401
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Rainbotv Dictionary, 400-I
Ramayana, 94
Random House, 392
Randzcichnungen zu Goethes Bal-

laden, 308, 3 i

2

Rape of the Lock, 274
Rapprcsentazioni, 125
Rassclas, 368
Ratdolt, E., 116, 135
Ratio Presse, 410
Raven, The (1875), 295-6, f.p.

296; (1883), 296; (1884),

305; (1953), 358
Raverat, G., 370
Ravilious, E., 368, 373-4, 376 n,

427
Ray, M., 342,412
Read, H., 373
Recherche de la Pureti, 352, 361
Record of Eminent Women, 27
Recueil des Plantes, 1 80
Redon, O., 285, 296, 331, 408 n
Redoute, P. J., 279, 281
Reginotta, La, 32

1

Regnes, 429
Reichenau, school of, 52, 55
Reichl, E., 401
Reid, F., 257, 260, 263, 265,

267
Reincarnations du Pere Ubu, 342
Reiner, I., 420-1

Reinecke Fuchs, 407, 417
Reiniger, L., 314
Relation of a Journey, 182
Rembrandt, 17, 44, 159, 163,

165-6
Remi is still alive, 434
Renaissance, Italian, 70, 88
Repository of Arts, Ackermann's,

247
Restif de la Bretonne, 212
Retablo de la Vida de Crista, 192-

193
Rethel, A., 309
Retour Amont, 361
Retzsch, M., 308-9
Reuwich, E., 108, iii
Reve, Le, 297-8
Revelation of St. John, 370
Reverdy, P., 341
Revolution, French, 214, 277
Reynard the Fox (1651), 165;

(1954), 393
Reynolds, J., 220-1
Reyse van Lissebone, 156
Rheims, School of, 43-4
Rheims style, 56, 58
Rhenish Minstrel, The, 309
Ricart, E. -C, 425

Richard Wagner: sa vie et set

oeuvres, 296
Richter.L., 313-14
Richelieu, 179
Ricken,M.,6o,68
Ricketts, C, 275, 362, 364, 3^7
Ride a Cock Horse, -iil

Riocreux, A., 300

Rip Van Winkle (1848), 303:

(1905), 367
Ritter vom Ttirm, 1 1

3

Rivers of England, 249

Rivers of France, 249
Robert, N., 180

Robin Hood, 224
Robinson, B., 386, 389. 392
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Robinson Crusoe (17 19), 2i6j

(1720), 233; (1836), 287;
(1840), 289; (1930), 391;
(1946), 401-2

Rococo illustration, 199, 228
Rodin, A., 334, 336
Roger-Marx, C, 296
Rogers, B., 274, 387-8, 392
Rogers, S.: Poems, 249
Rohan Book of Hours (B.N.j Lat.

9471), 4, 61

Rohse, O., 417
Rot Modus, 134
Rojankovsky, F., 356, 398-9> 434
Rolands Knappen, 316
Roman Antiquities, 234 n
Roman de la Rose (1480), 134;

(1530), 170
Roman Elegies, 422
Romanesque style, 44, 55-7
Romanticism, 15, 247, 276, 282,

285,287,295
Romische Carneval, 228-9
Romney, G., 220
Romney Marsh, 378
Ronsard: Choix de sonnets, 364

Oeuvres, 167, 177
Rooke, N., 368
Rops, F., 290, 321, 408 n
Rosaspina, F., 237
Rose, G., 384
Rosembach, 137
i?oi«, Les, 279, 281
Rossano Gospels (Rossano Cathe-

dral), 29, 32, 35, 46
Rossem, R. van, 383
Rossetti, C, 263
Rossetti, D. G., 257-9
Rossi, L., 298
ROssing, K., 412, 442
Rosso, 67
Roth, C., 94
Rouault, G., 18, 331, 342, 347,

353^357
Rouge, P. le, 131

Round of Days, 263
Rousseau, J. J., 228
Rousseau: Oeuvres, 212
Routledge & Co., 258
Rowlandson, T., 216, 221, 243,

247» 376
Royal Academy, 220 n
Rozendaal, W. J., 424
Rstakes, 39
Rubaiyat of Omar Khayyam, 397
Rubens, P. P., 17, 157, 158, 163-5
Rues et Visages de Paris, 355
Rupen, Prince, 166, 191
Ruskin, J., 250
Russi, F. dei, 72, 79
Russia, 36, 39, 83, 241, 327, 384,

398, 407, 429-33
Rusticales, 422
Rustic Figures, 250
Ruzicka, R., 389, 390, 399
Ryska Minnet, 422

Sabartes, J., 341
Sacramentary of Gellone (B.N.,

Lat. 12048), 43
Sacramentary of Heidelberg

(Heidelberg University, Sal.

ix. b), 55

INDEX
Sadeler, 190
Sa'di, poems of, 88
Saga-bon, 100
Saga of the Norwegian Kings, 422
Sa^eiie, 331
St. Albans Abbey, 60
St. Augustine Gospel Book (Cam-

bridge, Corpus Christi Cod.
286), 30, 33, 38

St. Bernard Gospel Book (Hildes-
heim Cathedral), 55

St. Gall, 43
Saint Hercules, 373
St. Louis Psalter (B.N., Lat.

10525), 60, 63
Saint Matorel, 340
Saint-Non, Abbe, 206, 213
St. Quentin, 212
Saint-Sever, 81-2
Salamina, 390
Salammbo, 383
Sallaert, A., 165
Sallust: Works, 233
Salome (1894), 2725 (1938), 334,

344 i (I950)> 424
Salomon, B., 163, 172
Salto, A., 422
Sambucus, 161
Sandby, P., 247
Sander, M., 1 15-16, 131
Sandys, F., 263, 265, 267
Sappho, 383
Sartor Resartus, 367
Sassanids, 26, 84
Sattler, J., 316
Satyricon (Petronius), 334
Sauvage, S., 354-5
Savonarola tracts, 125
Scandianese, G., 140
Scandinavia (1520-1700), 194,

197; (20th century), 422
Scapa, T., 421
Scener af Adam Homo, 422
Seines de la vie privee et publique

des animaux, 289
Scenes in Indian Life, 303
Schall, J. F., 214-15,221
Schatzbehalter, 1 1

1

SchSufelin, H., 197
Schelmuffsky, 412, 417
Scherzi d'Amore, 147
Scherzi poetici e pittorici, 237
Schiavonetti, L., 221
Schicksal, 411
Schiele, E., 408 n
Schlittgen, H., 315
Schmidt, G. F., 228
Schnorr von Carolsfeld, J., 308,

310,313-14,317
Schoeffer, P., loi, 104, 108
Schreiber, W. L., 102
Schuldbriider, Die, 411
Schule des Humors, 417
Schutz, J. G., 228-9
Schwabe, C, 297-8
Schwarze Peter, 315
Scorza, 81

Scott's Poems, 249
scraper board, 375, 383
Scriptoria, 26
Sculptura, 191
Season in Hell, 382
Seasons, The, 217, 221
Seelenzuurzgarten, 106
Seewald, R., 412

Seghers, H., 166
Segonzac, D. de, 331, 337-8, 350,

356-7
Seguin, A., 331
Seiro Meikun Jihitsu Shu, 239
Select Fables (1784), 223-4
Selection of War Lyrics, 304
Selections from the Poetry of,

Robert Herrick, 305, 311
Selma, F.,230, 233
Senault, L., 176, 181

Sendak, M., 401, 436
Seneca's Opera, 163
Senefelder, A., 250-1, 277, 308,

309
SentimentalJourney, 397
Seoane, L., 402, 403
Servatius Legend (Brussels, Royal

Library), loi, 109
Seven Simeons, 398, 400
Severall Wayes of Hunting, 185
Severin, M., 383
Sevilla, 426
Seville, 191, 194
Seymour, J., 300
Sforza Book of Hours (B.M., Add.

34294), 72
Sforza, Life of Francesco, loi,

127
Shahn, B., 389
Shah-Namah, 86
Shakespeare: Plays (1709), 207,

2i5i (1740), 216; (1744)5 215;
(1773), 215 n; (1791-1804),
215, 217, 220; (1856-8), 257;
(1886), 304; (1888), 302, 305;
Comedies (1896), 305-7;
Plays (1939-40). 3785 392

Sonnets (194s), 395
Shannon, C. H., 275, 364
Sherborne Alissal (Alnwick

Castle), 68
She Stoops to Conquer, 305-7
Shields, F. J., 266-7
Shigemasa, 239-40
Shijo school, 241, 324
Shotoku, Empress, 28
Sho Utsushi Shijuhachi Taka, 327
Shu hua P'u, 100
Shunboku, 238
Shunsho, 239-40
Siegen, L. von, 166
Siemaszko, O., 416, 428
Siena, 69
Siferwas, J., 68
Sigismundis, S. de, 70
Sije Mourais Id-bas, 342
Silas Marner, 382
Silhouette illustration, 315
Silk, Chinese painting on, 28
Simeon, F., 354
Simon, O., 373 n
Simplizissimus, 420
Sindbad der Seefahrer, 404-5
Sing a Song of Sixpence, 268-9
Singer, H. W., 212 n, 310
Sing-Song, 260, 263
Sir Charles Grandison, 212
Six Tales (Nekrasov), 430
Skarzypya, 428
Skira, 338
Skoczylas, 428
Slavonic illustration (i 520-1 700),

198
Slevogt, M., 403-5, 408, 41

1
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Slon, 429
Small, W., 267
Smile at the Foot of the Ladder,

424
Smith, J. A., 368
Smith, J. E.,248
Snorre, 422
Sohitsu Gafu, 326, 327
Snow-boundy 302, 304
Societifranfaise de Gravure, 290
Societi Litteraire de France, 353
Soldiers of Frederick the Great,

310
Soldiers of the American Army,

394
Sohs, v., 145. 153
Sommaruga, R., 414, 419
Somov, K. A., 430
Songs of Innocence, 242
Sonnets et Eaux-Fortes, 287, 290,

292,295
Society of Painter-Etchers, 249
Sorel, E., 401
Sorensen, H., 422
Sorte, 116
Spafindonck, G. von, 214
Spain (illumination), 81, 83

(1480-1520), 135
(1520-1700), 191 f

(i8th century), 233
(19th century), 319, 321
(20ih century), 425-6

Spanische Successionskrieg, 228

Sparrow, J., 233
Sparrow Family, 416
Specimens of Polyautography, 250
Speckter, O., 3^3

Speculum Humanae Salvationis,

60
Speculum Humanae Salvationis

(block book) 103-4
(Zainer's), 105

Speculum Romanae Magnificen-
tiae, 143

Speculum Vitae Christi, 1 37
Sperling, J. C, 226, 228
Spiegel des Menschlichen Lebens,

Spiegel menschlicher Behaltnns,
no

Sporer, E., 417
Stadler, J. C.,247
Stampe dell' Ottocento, 419
Stanton, B. H., 268
Stanze in Lode di Madonna

Angela Sirena, 142
Staronossov, P., 4335 434
Statuti delV Ordine de Cavalier de

Sto. Stefano, 147
Stavelot Bible (B.M., Add.

28107), 53,56
Steiner-Prag, H., 41

1

Stepan, B., 426
Steinlen, T. A., 332-3
stereotype, 2 1

3

Stipple-engraving, 213-15, 281,

298
technique of, 221

Stitching de Roos, 424
Stoeger Passion, 1 15-16
Stols, A. A. M., 423
Stone, R., 383
Stones of Venice, 250
Story of Ah Q, 434
Story ofMy Heart, 368

INDEX
Story of Peter and the Wolf, 384
Story of the Glittering Plain, 274
Story of Two Squares, 432
Stothard, T., 220, 242, 249 n
Strachan, W. J.,282,361
Strang, W., 253 n, 367
Strixner, A., 308
Struwwelpeter, 252, 309
Stubbs,W.,2i8,22i
Sturt, J., 216
Suarfes, A., 341
Suecia Antigua et Hodiema, 194
Suiko Den, 328
Suite Espagnole, 356
Sullivan, E. J., 256, 367
Summerly, F., see H. Cole
Surrealism, 289, 290, 341
Surtees, R. S.,253
Sutherland, G., 378, 381, 392
Sutton, D., 329
Sutton Hoo, 41
Svabinsky, M., 426
Svolinsky, K, 426
Swarzenski, H., 40, 44
Sweden (20th century), 421
Swiss Family Robinson, 384
Switzerland (i8th century), 228

(19th century), 321
(20th century), 420-1

Symbolism, 62
Synthases litteraires et extra-

litteraires, 355
Syria, 35, 84
Szyk, A., 392

Tableau de Paris, 357
Tableaux du Temple des Muses,

174, 180

n

Tableaux de la Bonne Compagnie,
212

Takayoski Genji, 97
Talbot, F., 272
Tale of Benjamin Bunny, 248
Tale of Peter Rabbit, 367
Tale of the Clever Little Mouse,

434
Tales of the Month of May, 426
Tale of Timmy Tiptoes, 248
Tales of Passed Times, 374
Tall Book of Mother Goose, 398
Tall Book of Nursery Rhymes, 398
Taro and the Bamboo Shoot, 434,

435
Tartarin de Tarascon (1883), 298;

(1930), 389; (1936), 334
Tartuffe, i\ll

Tauromaquia, 341
Taylor, Baron, 281
Tegliacci, N., 69
Tegner,H., 318-19
Telemachus, 226, 228, 241
Tempest, 39

1

Temple de Gnide, 204, 211
Temple of Flora, 247, 303
Temptation of Saint Anthony, 395
Terdson Psalter (B.M., Add.

24686), 60, 64
Tenniel, J., 263, 265
Tennyson, A., 259
Tennyson: Poems (1857), 258,

259 n, 263
Tentation de Saint Antotne

457
(Redon), 331; (Rodin), 336;
(Daragnis), 356

Tentative Amoureuse, 337
Terence, 30
Terence: Comedies, 134
text, hand-written, 340, 341,

342 n, 356, see also illustra-
tion and text

Thackeray, W. M., 263
Thais, 3S5
Thamar, 421
Theatrum Morum, 190, 197
Theatrum orbis terrarum, 162
Theocrite, 357
Theodore (of Caesarea), 34
Theogonie, La, 342
Theophanu, 55
Theophila, 185, 187
Theory and Practice of Landscape

Painting, 268
Theuerdank, 115, 150,409
Thibault, G., 164
Thirty-six Views of Fujiyama, 296
Thirty Years War, IS4
Thompson, C, 278, 285
Thompson, F: Poems, 332
Thomson, H., 272, 367, 392
Thory, C. A., 281
Thousand and One Nights, 32

1

Three Bears, 268
Three Sneezes, 398
Through the Looking Glass, 265,

381
Thulden, T. van, 158
Thurber, J., 398
Thurston, J., 245, 254-5
Tichy, F., 426
Tiemann, W., 410
Tiepolo, G. B., 234
Tierra de Maria Santissima, 319
Tim books, 376, 384
Time was Away, 382
Timon of Athens, 395
Timur, 86, 88
ti-pen system of illustration, 99
Titian, 142
title-page, architectural, 142, 144
title-page, engraved, 121, 139,

142, 147, 177, 372
Tjughaetsi, J., 39
Toba Sojo Scroll (Kyoto Kozaryi

Temple), 91,96,241
Tod des Empedokles, 411
Togores, J. de, 425
Tolmer, 354
Tom and Tabby, 356
Tomaszewski, H., 428
Tom Brown's Schooldays, 260
Tom Jones (1740), 219; (i952)>

388
To Noveller, 422
Tonson, J., 215
Topffcr, R., 289, 314, 321-2
topographical books, 215, 221,

245,247,249-50,282
T'oros Roslin, 39
T'oros Taronatsi, 39
Tory, G., 134, 169-70, I79

Toten Seelen, 417
Toumes, J. dc, 170, 172
Tours of Dr. Syntax, 247
Pours, School of, 43, 67
Tour to Hafod, 248
Trabajos de Hercules, 135
Tragikomodien, 407
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Traite . . . de la gravure sur bois^

209
Trajanus Presse, 417, 421
Trdumenden Knaben, 407
Travaux et les Jours, 358
Traveller's Verse, 377
Treasure Island, 411
Treasitry of American Book Illus-

tration, 387, 398
Treatise on Landscape Painting,

249
Treatise on Painting, 168, 179
Treatise on Surgery (B.M.j Sloane

1977). 58, 63
Treatise on the Properties of

Things (Paris, Ste-Genevieve
1029), 62

Trechsel brothers, 152
Trechsel, J., 135
Treille Muscate, 356
Tremois, P., 361
Trente-six Vues de la Tour Eiffel,

296
Tris Riches Heures du Due de

Berry (Chantilly, MS. 1284),
62, 64-5

Treves, School of, 55
trichromatic and four-colour pro-

cess, 307, 367, 375, 387, 392,

397
Tridino, 117, 118
Tripitaka, 97
Tristram Shandy (1759), 219;

(1764), 228-9; (1935), 388
Triumphs of Temper, 300
Trnka, J., 426
Troilus and Cressida (1921), 411;

(1927), 368-9
Trollope, A., 260
Truklimcnsky, A., 198
Ts'ai Lun, 27
Tubutsch, 408
Tuer, A., 275
Tunhuang, 28
TunnicUffe, C. F., 383
Tuppo, F., 117
Turfan, 97
Turf Cutter's Donkey, 384
Turin Hours (Part in Paris, B.N.,

and Louvre), 62
Turkish illumination, 88
Turner, D., 250
Turner, W. M., 244, 247, 249-50,

253
Twee Hanen, 323
Twelfth Night, 374
Twelve Moneths, 374
Twelve Months of Flowers, 216
typography, see illustration and

typography
Tzara: Vingt-cinq poemes, 420

Ubu Roi, 299
Uffiziolo (Florence, Laurentian

MS. Ashb. 1874), 70
Ugly Duckling, 398
Ukiyoye school, 100, 237 f, 324,

327
Ulm, 105
Umbra Vitae, 410
Under the Hill, 271, 274
Under the Window, 270
Undine, 386, 390
lingerer, T., 401
Unicorn Press, 424

INDEX
Uniforms of the Army of Frederick

the Great, 310
Unzelmann, F. W., 310
Updike, D. B., 307, 387-8, 390
Urban, J., 316
Urbino, Duke of, 115
Uriev Gospels, 39
Urne Buriall, 366, 373
Urs Graf, IS2 n, 153
Usaty i polosatyi, 416, 434
Ushakov, S., 198

Uta Gospels (Munich, Cod. Lat.
13601), 56

Utamaro, 236, 239, 324
Utrecht Psalter (Utrecht: Univer-

sity Library), 15, 16, 44, 46,
5I,57j6i,68

Canterbury version (B.N., Lat.
8846), 58

Harley version (B.M., Harl.
603), 46, 5

1

Vacances Forcees, 334-5
Vagnetti, G., 419
Vale Press, 275, 364
Valgrisi, 140-1, 184
VanDyck, A., 165
Van Eyck, H., 102
Van Gogh, V., 44
Vanderbank, 233
Vanderpyl's Voyages, 338
Vasari, G., 81, 119
Vathek, 371
Vatican Virgil (Vatican, Cod.

Vat. Lat. 3225), 21, 25, 28
Vaughan, K., 382
VecelUo: Costume Book, 143
Vedder, E., 305, 311
Vegetabull, The, 384
Veldener, J., 126
Venice: illumination in, 69, 234
Venice, illustration in, 117, 12 1-5,

234
Venus and Adonis, 390
Venus Risingfrom the Sea, 373
Venturelli, J., 402
Venturi, L., 353
Verard, A., loi, 129, 133
Verdizotti, G., 143
Verlaine, P., 19, 330
Verne, J., 290
Vernet brothers, 277
Vers le Blanc Infini, 420
Vertes, M., 383
Vesalius, 143, 182, 221

see also De Humani Corporis

Fabrica
Vespigniani, R., 415, 419
Vicar of Wakefield (1792), 220;

(1817), 243, 249; (1865),

263
Victoria Psalter, 252
Vida de Santa Magdalena, 137
Vida es Sueiio, 425
Vie de la Mh-e de Dieu, 178, 179
Vie de Martyrs, 354
Vie de Sainte Monique, 336
Vie du Christ, 197
Vieillard,R., 359, 361
Vienna Codex (Vienna, Vindob.

Mexic. i), 83
Vienna Genesis (Vieruia, Vindob.

Theol. Gr. 31), 29, 31, 35. 4°

Vierge, D., 297, 299, 305, 319,

333.423
Views m South Wales, 247
vignettes, 199, 200, 223, 257-8,

265, 270, 272, 278, 282, 286,

290,305,310,353,355,375-
376,383,421

vignettes, border of, 234, 249,
287

vignettes, Egyptian, 20
Vikstedt, T., 422
Villeboeuf, 338
Villena, 137
Villon,J., 350, 358
Villon, Poems of Francois, 376
Virgil: /Eneid, 178
Virgil: Bucolica (1919), 412;

(1953), 350, 358; (i960), 420
Virgil: Eclogues (1883), 253, 262;

(1926), 336, 368; (1928), 410
Virgil: Georgtcs (1947), 350, 356;

(1948), 417; (1950), 337i
(1952), 414, 419

Virgil: Opera (1502), iio-ii;

(1697), 215; (1798), 2I3i
(1819), 321

Virgil, Thornton's, 245,
see also Vatican Virgil

Visconti Book of Offices (Florence,
National Library, Landau-
Finaly Coll. MS. 22), 72

Visible World, 155
Visionnaire, Le, 358
Visions, 424
Visscher, N., 186, 188, 191
Vita Christi, 136-7
Vita Nuova, 332
Vitruvius, 170
Vivian Bible (B.N., Cod. Lat. i),

44
Vlaminck, M. de, 338
Vogel brothers, 310
Volckamer, J. C., 154
Vollard, A., 18, 129, 220, 329 f,

356, 419
Volpato, G., 237
Voltaire, 211
Vos,M. de, 186, 188
Vostre, S., i^i
Voyage, 384
Voyage d'Egypte et de Nubie, 234
Voyage d'Urien, 294, 296-7
Voyage en Angleterre, 282
Voyages et Glorieuses Decouverts,

354
Voyage pittoresque de Naples et de

Sicile, 206, 213
Voyages pittoresques et roman-

tiques dans I'ancienne France,
281

Voyage round Great Britain, 244,
249

Vroom, J. P., 424
Vrubel, M. A., 324, 430
Vuillard, E., 329, 337

Wagner, R., 313
Walden, 390, 397
Wale, S., 220
Walker, F., 263
Wallenstein, 406, 409
Walpole, H.,219
Walser, K., 409, 413
Wanderer, The, 382
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Wang family, 99
Wang Wei, 96
Wang Yuan-Ch'i, 100

War and Peace, 376

War in Eastern Europe, 389

Ward, L., 395> 396, 424
Watson, A., 397
Watteau, J. A., 200, 209-10

Way, T., 250
Wayside Posies, 263, 265

Weak, J., 61

Weber, M., 389
Webster, 255
Week-End Book, 377
Weiss, E.R., 410
Weiditz.H., 150-1, 153
Weisse Facker, 410
Weisskunig, 150
Weitenkampf, F., 16, 247, 315
Weitzmann, K., 23, 25, 30, 36

39'44 ,. ^ ,,
Wer nil! unter die Soldaten, 412

Werenskiold, E., 422

Werth, K.,411
Werther, 228
West, B., 220
Western Chamber, 92
Wenzel Bible (Vienna, Cod. Vin-

dob. 2759-64), 68
Where the Wild Things Are, 401,

436
Whistler, J. M., 250, 253, 265-6
Whistler, R., 220, 374-6, 379,

382
White, E., 368
White, G., 373
Whittingham, C, 255
Wiericx brothers, 99, 146, 162-3

Wilde, O., 274. 367
Wildsmith, B., 383 , 384
Wilkon, J., 429
Wilson, E., 391-3
Winchester Bible (Winchester,

Old Minster), 54, 57

INDEX
Wind in the Willows, 367
Windmill Psalter (N.Y., Pierpont

Morgan M. 102), 60

Winter, K., 4^7
Wolgemut, M., 106, iii, 148
Wolpe, B., 368 n, 412
Woman in White, 385
Wonder Clock, 305-6
Wonder Night, 375
wood-blocks, first use in China,

27
wood cuts, early beginiungs in

Europe, 102
chiaroscuro, 142, 151, 166,289,

332-3.355,390,393.411
copying of, 108
early search for tone, iii, 140,

153

wood cuts, white-Hne, 150, 192
wood cut illustration, early, 124,

150, 209, 214,222
function of, 106, 116
layout of, 108

wood cut, Japanese, 238
wood cut prints, influence of

early, 102
wood cuts (19th century), 272,

274-5,278,299
(20th century), 333-4, 336-7.

354. 357. 370, 373, 410-12,

419. 420, 424, 428, 432-4
wood-engraving (19th century),

245, 250, 254 f, 272, 278,
281, 285, 303-4. 306-7, 309,
313

wood-engravings, compared with
wood cuts, 140, 222

in Armenian books, 222
wood-engravings and wood cuts

(20th century), 331, 334,

340, 356, 361, 363, 370, 373-
374. 382, 389, 393-5. 402-4,

409-12, 421
wood-engravings, colour, 268,

459

270, 390
white-line, 123, 222, 290, 368

Woodburytype, 272
Woodcuts and Woodengravings,

411
Wordc, W. de, 138, 182

Wordsworth's Guide to the Lakes,

378
World without End, 430
Worlds of Kafka and Cuervas, 402
Writings of Gilbert White of

Selborne, 373-4, 427
Wu, K. T., 99
WyattjD., 251,261
Wyeth,N. C.,39in

Ximenes, Cardinal, 137

Yasuo Segawa, 434
Yciar, J.de, 190, 192
Yeats, J., 384
Yeh Chien-Yii, 434
yehon, 18, 237, 239, 241, 327
Yehon Seiro Bijin Awase, 239
Yellow Dwarf, 268
Yeuxfertiles, 340
Ymagier, L', 299
Yokohama Kaiko Kenbunshi, 327
Yoshiwara shin Bijin Awase, 239
Yugoslavia, 429
YOzii Nembutsu Engi, 98

Zabransky, A., 426
Zadig, 397
Zahariev, V., 429
Zainer, G., 104-5
Zainer, J., 105
Zee-Vaert Lof, 165
Zeichnungen zu . . . Mdrchen, 404
Zeller, 308
Zerbrochene Krug, 310, 312
Zigrosser, C, 388
Zottel, Zick und Zwerg, 42

1

Zweig : Short Stories, 433



f







1





\

IMAGES IN lii. ilNS
OF GOTHIC MA. Kil'IS

by Lilian M. C. Randall

"Some titles of bo6kiJ pi WWiTsc more tlian they can
give; this one, on tne contrary, is too humble. On a
scale which honors her own research . . . Mrs.
Randall has made available a comprehensive
repertory of the principal motifs encountered in the

two hundred twenty-six manuscripts from which
she compiled her classification of iconographic

themes. ... It is a monument, not soon to be re-

placed, to this expression of freedom, in biting

satire and subtle humour, to this rejection of

illusion, to this enjoyment of life which had
emerged only now and again in the centuries that

went before, but which, toward the year 1300,

with an organic and immense vitality, broke free,

never again to disappear."

—

Journal 0/ Aesthetics and

Art Criticism S22.50

A CENTURY OF DUTCH
MANUSCRIPT ILLUMINATION
by L. M. J. Delaisse

In this richly illustrated book, the author evalu-

ates the striking originality and artistic worth of

Dutch manuscript illumination during the fifteenth

century. The humanistic realism in Dutch style was

inspired by a religious movement, the Devotio

moderna, which adopted an exceptionally realistic

approach to religious life. This spiritual and intel-

lectual elite, composed of both clerics and layman,

developed the technique of meditation and used

vernacular language to express their love of God.

The Devotio moderna foreshadowed Dutch Pro-

testantism in the same manner as these fifteenth-

century Dutch miniatures foreshadowed the great

era of Dutch panel painting in the seventeenth

century.

"It is now more than thirty years since Byvanck

published his book on Dutch illuminated manu-

scripts and a new book was certainly wanted. Dr.

Delaisse has done much to answer this need. . . .

Beautifully illustrated ... its text is clear and much

information can be found in it." TA^ Times

Literary Supplement $25.00
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