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PREFACE 

This book is not an attempt to catalogue the hundred (or any other arbitrary 

figure) best books of either this year or of the last sixty or seventy years. 

The pages and covers from the books shown here are a designer's personal 

choice. Most of them I like, a few of them I don't, but all of them I feel, were 

in some way significant. Amongst the books that I like and which are not 

here are those books whose raison d'etre relies on superb colour printing 

and also those whose beauty depends on fine composition and presswork 

and beautiful paper. In the first case, the futility of trying to re-reproduce by 

a different process work that has already been done well is fairly obvious, so 

coffee table books have had to be left out. In the second case, the finely 

printed private press or even commercially published book with impeccable 

qualities of precise craftsmanship, is quite beyond the limits of photography 

and process reproduction. So, the excellent work of such presses as Giovanni 

Mardersteig's Officina Bodoni is likewise excluded. 

In reproduction, the arrangement of type and illustrations on paper, or an 

individual illustration can be shown. The presswork, unless it is appallingly 

bad, cannot be seen; and one illustration does not make a book. So this book 

has become a 'sample tasting', but I hope that by comparison and juxta¬ 

position the tasting may be given some point. The comparative method may 

produce some pretty odd bedfellows, but widely different attitudes to design 

were prevailing in different countries at the same time and utterly similar 

influences were affecting the design of books, that were often separated in 

time by years or even decades. 

There have been a lot of handsome books printed since the beginning of the 

century. It would not be difficult to fill a book of this size with, say, the best 

of Scandinavian, or Russian or South American books and none of these 

appears here. My limitations had to be self-imposed. Amongst my reasons 

for compiling this book is an attempt to communicate something of my 

enthusiasm for, and interest in, the design and illustration of books. My 

livelihood is concerned with the production, editing, designing and pub¬ 

lishing of books. My most absorbing and life-long hobby has been the 

collecting of books - and in particular of illustrated books and of books 

whose design shows some evidence of 'a directing intelligence'. 

As for the book's title, it is fair comment to suggest that the twentieth 

century began in 1901, but the forces governing the design of the twentieth 

century book do not fit the calendar so conveniently. The art nouveau move¬ 

ment and the historicism of the first of the English private presses all began 

before the end of the Victorian era, but they provide the foundations of the 

design of the modern book. 

Auguste Heckscher, in opening a recent A.I.G.A. exhibition of 'Fifty Best 

Books' in New York said: 'Books used to be made, today they are designed.' 

After looking at a recent exhibition of 'The Fifty Best Books of the Year' in 

London, I was forcibly reminded of these words. Though many of the books 

in this exhibition were well laid out (and, reproduced in miniature in the 

catalogue, looked well), in fact they were often ill-made, some were ill- 

printed and often on unsuitable paper, and mostly they were bound in 

badly blocked, sloppily fitting cases. When a book is well made, and is 
printed on good stock with good presswork, where the binding case fits 

snugly and is cleanly blocked on nice material, the most unadventurous 

typographic arrangement will look well. Design is no substitute for craftsman¬ 

ship. For a book to be a work of art, however, it needs to be both well designed 

and well made. The feel of a well-made book, its weight in the hand, its 

texture, even its smell - these qualities that mean so much to anyone who 

cares for books — the reader of this book will have to take on trust for I 

cannot show them here. 
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1893. Le Voyage d'Urien by Andre Gide, 
illustrated with lithographs by Maurice Denis, 
published by the Librairie de I'Art Independant, 
Paris. Lithographs printed by Edw. Ancourt, text 
printed by Paul Schmidt. Limited to 300 copies. 
8"x7i". Lithograph. 
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1. ART NOUVEAU OR PRIVATE PRESS HISTORICISM? 

Since the end of the last century there has been a dichotomy of ideas about 

the design of books. In the 1890's the two opposing influences were the 

historicism of the private press movement and the aesthetics of art nouveau. 

These threads have continued with surprising persistence; though on 

occasions book designers have moved from camp to camp, sometimes 

without being aware of their inconsistency. Modern designers are increasingly 

aware of this dichotomy. It is the modern graphic artist who has made the 

first real attempt to resolve it — as I hope later pages of this book will show. 

One of the first artists in the modern movement to concern himself actively 

with the relationship of illustration to the design of the book as a whole was 

Maurice Denis. As a painter he was heavily influenced by Gauguin; but he 

was more important as a writer on modern art than as a practitioner. His first 

attempt at illustration was for Paul Verlaine's Sagesse. These illustrations, 

daring in their simplicity of conception, were carried out in 1889, but not 

published until 1911. Andre Gide saw them in their unpublished state and 

asked Denis if he would illustrate his Le Voyage d'Urien; the result was a 
small and little-known book, described by Philip Hofer as a masterpiece of 

art nouveau. Denis expressed the art nouveau attitude to books when he 

said, 'A book ought to be a work of decoration and not a neutral vehicle for 

transmitting a text'; and 'For each emotion, each thought, there exists a plastic 

equivalent and a corresponding beauty'. 

Art nouveau was essentially new art and in no way historical. Its origins, by 
now only too often explained, were largely oriental, the influences springing 

from the Japanese prints of Utamaro, Hiroshige, Hokusai and others that were 

at this time appearing on the bookstalls and in the art shops of Paris, Munich 
and London. 

One of the first Western artists to take a serious interest in this oriental art 

was James McNeill Whistler, who incorporated in his paintings and in the 

typography of his books the qualities he found in Japanese prints. He was 

soon followed by French painters such as Gauguin, Bonnard and LaUtrec, and 

by the poster artists Alphonse Mucha, Jules Cheret and the American Will 

Bradley. In art nouveau posters, the designs are flat, essentially two-dimen¬ 

sional and without perspective; and the white paper is as important as the 

flat colours. Although Bradley made full use of art nouveau principles in his 
posters, in his book work he produced designs that owed more to William 

Morris's mediaevalism. Alphonse Mucha on the other hand - working, like 
Bradley, on both posters and book design - used a style that was consistently 

art nouveau. 

Mucha, a Slav from South Moravia, came to Paris when he was twenty-eight 

to study at the Academie Julian. His work soon developed the characteristics 

to be seen in his illustrations to Usee, Princesse de Tripoli. His cover design of 

lilies is printed in a typical art nouveau 'greenery-yallery' colour scheme; and 

the lithographed illustrations, which have a feverish, hectic feeling, are mostly 

in the same greens and yellows. His very solid females, strongly outlined like 

the leading of a stained glass window, move through a web of febrile tendrils. 

Mucha, in spite of his origins, was as much France's contribution to art 

nouveau as Beardsley was England's. 
Charles Ricketts, the founder of the Vale Press in Chelsea, was one of the 

first typographic designers influenced by art nouveau who still based the 

typography of his books on historic principles. 

Before Charles Ricketts founded the Vale Press he practised as a commercial 

book designer and typographer. He must have been one of the first practising 

typographers. He designed books for John Lane, and in 1889 laid out several 

of Thomas Hardy's books, for a London publishing house called Osgood, 
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1882. Selections from the Hesperides and Noble 
Numbers of Robert Herrick. Illustrated by 
Edwin A. Abbey. Published by Harper & Brothers, 
New York. Printed by the Leadenhall Press, 
London. 11|"x8|". Case-binding blocked in 
gold, black, red and green, on a cream-coloured 
cloth. 

1 Ricketts, writing in his A Defence of the Revival 
of Printing in 1899, said: 'Some of my earliest 
experiments in the shaping of books, crude and 
hesitating as they are, were done for Messrs 
Osgood, Mcllvaine in 1890 and 1891 ... they were 
unlike the ordinary books in the matter of title- 
page, proportion of margin, and in the designs 
upon their boards.' 

Mcllvaine, including the first edition of Tess of the D'UrbervillesJ The most 

distinctive feature of this book, apart from its art nouveau cover, is the curious 

asymmetric title-page, with the copy placed high on the page, and a 2-line, 

drop initial T for 'Tess'. This asymmetry is carried into all the chapter openings. 

In contrast to the title-page is the equally unconventional contents page, 

where the copy begins nearly two-thirds of the way down the page. The 

book gives abundant evidence of an attempt to break away frofn current 

commercial convention. It is also clear that Ricketts had taken a look at 

Whistler's The Gentle Art of Making Enemies, but had not reached the 

assurance or the bravado of the 'Butterfly'. 

The effect of art nouveau on the appearance of books and particularly on the 

covers was very considerable. In 1882 Harper and Brothers, in New York, had 

published Selections from the Hesperides and Noble Numbers of Robert 

Herrick with drawings by Edwin A. Abbey. The cover design of this book, 

possibly by Abbey, is one of the earliest examples of this influence, the choice 

of green and gold on a cream background being typical of many art nouveau 

colour schemes. 

By 1900, art nouveau was already an international style. In Germany, as early 

as the 1890's, the movement had inspired experiments in the layout of books 

and in the design of new typefaces. The publication of the journals Pan and 

Jugend gave encouragement to such experiments. Pan, edited by Julius 

Meier-Graefe, an art historian, and Otto Julius Bierbaum, an amateur typo¬ 

grapher, engaged the services of a number of young designers, who were 

showing an interest in the typographic arts. These included E. R. Weiss, Peter 

Behrens and Otto Eckmann. Pan, which ran for twenty-one issues, was inter¬ 

national in its scope and included articles on Beardsley, Corinth, Toulouse- 

Lautrec and Van de Velde. Jugend was published in Munich and first 

appeared in 1896; its title [Youth) implied a criticism of anything old, and it 

soon achieved a wide popularity, lending its name to Jugendstil, the German 
art nouveau movement. 
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II disait a ses manants. lorsqu'il les rem 
contrait » Aimez Ics flcurs fragiles, les lys 
triomphants i soignezdes comrnc des cnfants 
admirablcs t cmbaumci/en les autels des 
Saints Apbtres et celui de Madame Marie. » 

Mais les fleurs etaient reconnaiss antes. 
Vers lui elles inclinaient leurs splendeurs 
passageres et, comme un delicat cncens, 
exhalaient sur son passage leurs parfums les 
plus subtils. Et tandis que les mystfcres de 
1'amour furent cnseignis aux chevriers par 

les ebats de leurs troopeaux et aux pdcheurs 
par les blancs alcyons des vagues, ce furent 
les fleurs qui rev6l£rent k Jaufri dans leur 
muet langage le secret de I'u^iverselle 
fecondation. Des fragiles it amines il vit 
s'envoler une fine poussi£re lumineuse 
qu'une brise favorable pprtait jusqu'au sue 
parfume du pistil, et alors une fieur naissait 

’et l'autre mourait. Et dans la m£lancolie 
d'une soiree d'automne. Jaufre sanglota 
desesperement d'avoir compris le miracle par 
lequel subsistait le monde. Certes aucune 
autre voix, plus tendrement et plus douce^ 
ment que celle des fleurs n'eut pu lui reveler 

'14 

1897. Usee Princesse de Tripoli by Robert de 
Flers. Illustrated with 132 lithographs by 
Alphonse Mucha. Lithographed by L'lmprimerie 
Champenois. Printed and published by L’Fdition 
d'Art. 12f"x10". Cover design printed in blue 
and yellow on grey-green paper; and illustrated 
pages. 

ainsi leur compagne se d£fendre avec peine 
de faiblesses que la jalousie n'avait point 
laissees inconnues. 

— AUons, aliens I vous 6tes mcchantcs 
aujourd'hui, interrompit Djeldah. Voil& que 
vous faites pleurcr Tentyra. 

Et en effet, Tentyra sanglotait en rame^ 
nant sur son visage ses admirables cheveux 
d'or fluide et liger, ou le soleil se jouait. 

— Cest I'heure du bain, decida Djeldah 
d'une voix de douceur autoritairc. La prirv 
cessc sera mecontente de ne point trouver 
vos timiques a chauffer sur le sable, et de ne 
point nous apercevoir dansant parmi les 
vagues. 

—** C'est vrai, e'est vrai, Djeldah a raison, 
approuvirent les jeunes femmes. 

Et brusquement leur groupe se separai 
elles se dispersirent sur la plage et Tentyra, 
ses larmcs s^chees, laissa s’entr’ouvrir le 
rideau parfume de sa chevelure. 

Bient6t les tuniques jetees A terre, les 
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Painters as book designers 

1890. The Gentle Art of Making Enemies by 
J. McNeill Whistler. Published by William 
Heinemann, London. Printed by the Ballantyne 
Press, London and Edinburgh. 8"x6i". Text 
spread and chapter half-title, showing two 
variations of Whistler's Butterfly' signature. 

Whistler v. Ruskin 

ART fr ART CRITICS 

Chtiua, Du. 1878. 

38 THE GENTLE ART OF MAKING ENEMIES 39 

Serious Sarcasm Final 

pARDON me, my dear Whistler, for having taken 

you an eerieux even for a moment. 

I ought to have remembered that your penning, 

like your painting, belongs to the region of “ chaff*.” 

I will not forget it ngain ; and meantime remain yours 

always, 

TOM TAYLOR. 

Lavender Sweep. 

Jan. 9. 1879. 

\\THY, my dear old Tom, I never teas serious with 

you, even when you were among us. Indeed, I killed 

you quite, as who should say, without seriousness, “ A 

rat! A rat!" you know, rather cursorily. 

Chaff, Tom, as in your present state you are begin¬ 

ning to perceive, was your fate here, and doubtless 

will be throughout the eternity before you. With 

ages at your disposal, this truth will dimly dawn 

upon you; and as you look back upon this life, per¬ 

chance many situations that you took an eerieux 

(art-critic, who knows 1 expounder of Velasquez, and 

what not) will explain themselves sadly—chaff! Go 

back! 

The White House. 

Jan. 10, 1879. 
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P ESS 

1 OF THE D’URBERVILLES 
A PURE WOMAN 

FAITHFULLY PRESENTED BY 

THOMAS HARDY 

IN THREE VOLUMES 

VOL. II 

'. . . Poor wounded name ! My bosom as a bed 
Shall lodge thee.'—W. Shakspeare. 

ALL RIGHTS 
RESERVED 

1 889. Tess of the D'Urbervilles by Thomas Hardy. 
Designed by Charles Ricketts; bound in brown 
cloth-covered boards, blocked in gold. Published 
by J. R. Osgood Mcllvaine and Co., London. In 
three volumes. Printed by R. & R. Clark, 
Edinburgh. 7-g" x 5i". Case-binding and title-page. 

1901. De Cupidinis et Psyches Amoribus. A 
version by C. I. Holmes. Illustrated with wood 
engravings by Charles Ricketts and printed by 
Hacon & Ricketts at the Ballantyne Press. 
Published by John Lane. 11x 7f". Text 
spread with wood engraving. 

celeritatenauigabant. tunc sic iterum momentariusmarirussuam 

Psychen admonet dies ultima et casus extremus. sexus infestus 

et sanguis inimicus iam sumpsit arma etcastracommouitetaciem 

direxit et classicum personauit. iam mucrone destricto iugulum 

tuum nefariae tuae sorores petunt. heu quantis urguemur cladibus, 

Psyche dulcissima! tui nostrique miserere religiosaque con tin- 

entia domum mariturn teque et istum paruulum nostrum immin- 

entisruinae infortunio libera, necillasscelestas feminas.quas tibi 

post interneciuum odium et calcata sanguinis foedera sorores 

appellare non licet, uel uideas uel audias.cuminmorern Sirenum 

scopulo prominentes funestis uocibus saxa personabunt.' 

>^frSuscipit Psyche singultu lacrimoso sermonem incertans 

■ iam dudum, quod sciam, fidei atque parciloquio meo perpen- 

disti documenta, nec eo setius adprobabitur tibi nunc etiam 

firmitas animi mei. tu modo Zephyro nostro rursum praecipe, 

fungatur obsequio et in uicem denegatae sacrosanctae imaginis 

tuae redde saltern conspectum sororum. per istos cinnameos et 

undique pendulos crines tuos, per teneras et teretis et mei similes 

genas, per pectus nescio quo calore feruidum—sic in hoc saltern 

paruulo cognoscam faciem tuam; supplicis anxiae piis precibus 

erogatus germani complexus indulge fructum, et tibi deuotae 

caraeque Psychaeanimam gaudiorecrea. nec quicquam amplius 

in tuo uultu requiro, iam nil officiunt mihi uel ipsae noctumae 

tenebrae: teneo te meum lumen.' 

3^»His uerbis et amplexibus mollibus decantatus maritus, la- 

crimasque eius suis crinibus detergens, facturum spopondit, et 

praeuertit statim lumen nascentis diei. 

>4* I ugum sororium consponsae factionis, ne pare nt ibu s quidem 

uisis, recta de nauibus scopulum petunt ilium praecipiti cum 

uelocitate.nec uenti ferentisoppertae praesentiamlicentiosacum 

temeritate prosiliunt in altum. nec immemor Zephyrus regalis 

edicti, quamuis inuitus, susceptas eas oremio spirantis aurae solo 

reddidit, at illae incunctatae statim conferto uestigio domumpene- 

trant, complexaeque praedam suam, sorores nomine mentientes, 

thensaurumque penitus abditae fraudis uultu laeto tegentes, sic 

adulant 
• Psyche non ita pridem paruula et ipsa iam mater es! quantum 

puus boni nobis in ista geris perula! quantis gaudiis totam domum 

nostram hilarabis! o nos beatas quas inlands aurei nutrimenta 

laetabunt! qui si parentum ut oportet pulchritudim responderit, 

prorsus Cupido nascetur.’ 
V^Sic ad/ectione simulata paulatim sororis inuadunt animum, 

xii 

statimque eas lassit- 

udine uiae sediiibus 

refotas et balnearum 

uaporosis fontibus 

curatas pulcherri- 

me triclinio miris- 

que illiset beat is ed- 

ulibus atque tuccetis 

oblectat. mbetcith- 

aram loqui, psallit- 

ur; tibias agere, so- 

natur; choros can- 

' ere, cantatur. quae 

. cunctanullopraese- 

| nte dulcissimis mo- Idulis animos audie- 

ntium remulcebant. 

nec tamen scelestar- 

um feminarum neq- 

uitia uel ilia melli- 

j ta cantus dulcedine ____ 

mollita conquieuit, sed ad destinatam fraudium pedicam ser- 

j monem conferentes dissimulanter occipiunt sciscitari, qualis ei 

. maritus et unde natalium, secta cuia proueniret. tunc ilia sim- 

I plicitate nimia pristini sermonis oblita nouum commentum in- 

struit, atque mariturn suum de prouincia proxima magnis pe- Icuniis negotiantem iam medium cursum aetatis agere, intersper- 

sum rara canitie. nec in sermone isto tantillum morata rursum 

opiparis muneribus eas onustas uentoso uehiculo reddidit. 

)4»Sed dum Zephyri tranquillo spiritu sublimatae domum 

redeunt, sic secum altercantur *auid, soror, dicimus de tarn mon- 

struoso fatuae illius mendacio r tunc adulescens modo florenti 

lanuginebarbaminstruens.nuncaetatemediacandenticanitie lu- 

cidus. quisille quern temporis modici spatium repentina senecta 

reformauit ? nilaliudrepperies.mi soror,quamuel mendacio ista 

pessimam feminam contingere uel formam mariti sui nescire. 

quorum utrum uerum est, opibus istis quam primum extermin- 

anda est. quod si uiri sui faciem ignorat. deo profecto denupsit 

et deum nobis praegnatione ista gerit. certe si diuini puelli— 

uodabsit—haecmateraudierit,statim me laqueo nexili suspen- 

am. ergo interim ad parentes nostros reaeamus et exordio 

sermonis huius quam concolores fallacias adtexamus.' 
xiii c 
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mm* 

ri 
NATURE OF GOTHIC. 

IWSSSD'cJ E are now aboutto 

enter upon the ex* 
amination of that 

school of Venetian 

architecture which 
forms an interme^ 

diate step between 

the Byzantine and 
Gothic forms; but 

which I find may 

be conveniently considered in its connexion 

with the latter style. C In order that we may 

discern the tendency of each step of this 
change, it will be wise in the outset to en^ 

deavour to form some general idea of its final 
result. We know already what the Byzan-- 

tine architecture is from which the transition 
was made, but we ought to know something 

of the Gothic architecture into which it led. 

CI shall endeavour therefore to give the 
reader in this chapter an idea, at once broad 

and definite, of the true nature of Gothic 

architecture, properly so called; not of that 
of Venice only, but of universal Gothic: for 

itwill be one of the most interesting parts of | 

our subsequent inquiry, to find out how far 
Venetian architecture reached the universal 

\A History of N ew Yo 
r ,8 OOll'VI’* Containing the second part of fhe reign of 'Pe.TEK. 

f the Heads mono-, and his gallon f acfjievtmenfs on fhe Delaware. 

CHAPTER l"* In which is exhibifed a warlike portrait of 

the great Peters and how (general Van Poffenbuigh 

distinguished himself at Tort Casimir 

ITHKRTO, most venerable and courte¬ 

ous reader, have I shown thee the ad¬ 

ministration ot the valorous Stuvvcsant, 

under the mild moonshine ot peace, or 

rather the grim tranquillity ot awtul 

expectation ; but now the war-drum 

rumbles from alar, the brazen trumpet ] 

bravs its thrilling note, and the rude 

clash ot' hostile arms speaks fcartul . 

prophecies ot coming troubles. The I 

gallant warrior starts from soft repose, I 

from golden visions, and voluptuous f 

case; where, in the dulcet, “piping time ot peace," he sought sweets 

sotacc after all his toils. No more in beauty's syren lap reclined, he « 

weaves fair garlands tor his ladv's brows; no more entwines with flow- ] 

ers his shining sword, nor through the livelong lazv summer's day chant> 

forth his lovesick soul in madrigals. To manhood roused, he spurn' 

the amorous flute; dotfs from his brawny back the robe ot peace, and i 
clothes his pampered limbs in panoplv ot steel. O'er his dark brou, 

where late the mvrtlc waved, where wanton roses breathed enervate I 

love, he rears the beaming casque and nodding plume; grasps the j 
bright shield and >hakes the ponderous lance; or mounts with eager 

pride his lierv steed, and burns tor deeds ot glorious chivalry ! 

But soft, worthy reader! I would not have you imagine, that any preux 
chevalier, thus hideously begirt with iron, existed in the city ofNcw- 

Amsterdam. This is but a lofty and gigantic mode in which heroic j 

writers always talk of war, thereby to give it a noble and imposing j 
aspect; equipping our warriors with bucklers, helms, and lances, and , 

such like outlandish and obsolete weapons, the like ot which perchance z 

they had never seen or heard of; in the same manner that a cunning j 

VI" 

Dies Bud) hommt n>ie ein Sdjiff, 
befradjtet mit benKoftbarhelten 

einer reidjen 5erne* H)o es lan“ 
bet, roerben f) fin be noil unb fjer* 
3«n fr6t)Iid). Unb mandjen lodtt's 

bann Ijinaus, felber ba 3U fd)Ur = 

fen unb 3U pfliichen, too bie un* 
ermefelidjen Reidjtflmer u>arten. 
So roirb bies Bud) oiele bejdjen. 

hen unb einigen ein5flt}rer n**1' 
ben3U bem (Boettje, ber burdjaus 
meJ)rtDarunbaud) unsmefjrjeiu 

hann als „ber grdjjte beut|d)e 
Didjter". Denn nirgenbs begeg* 

net er uns (ebenbiger als in 
feiueu Brtefen, biejen intimfteu 
Dohumenten feines Ceben*, 
feiner £ebeushunft. 3ugleid) 

jiub (Boetljes Briefe, in benen 
fid; bie glan3enbfte <Epod)e 

bes beutjd)en (Beijteslebens 
uni) feltfam rei3Uolle Bilbev 

aus ber guten alten 3eit 
lebeiibig toieber jpiegeln, aud) 
j ad) lid) oon f)6d)jtem 3nterejf*. 

mk. 

i)a. erjtc bi. jioulftf Iaui«nl> tombe 1900 b<l <D-;cur BrjnbfUtier in C<lp3tg ytbru*i. 

mm. 
RUe$ um £iebe 

(Boctf)cs Briefe 
aus ber erften t^fllfte feines tebeus 

fjerausgegeben Don <Em|t fjortung 

®e|d)tnudit non Kate Defper.IDaentig 

WAWN 

wLtk’tN 

Dujjelborf unb Ceipjig, uerlegt bei 

tOiltjelm £angeu>ie|d|e ■ Branbt 

mm 
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The influence of Morris 

1893—4. Le Morte d‘'Arthur by Sir Thomas 
Malory. Illustrated by Aubrey Beardsley. 
Published by J. M. Dent and Co.. London. 
Printed by Turnbull and Spears. Edinburgh. 
First published in parts and then issued in two 
volumes. (Second edition issued in a single 
volume and limited to 1,000 copies for U.K. and 
500 for U.S.A.). 10" x 7§". Chapter opening 
with border designed by Beardsley. 

Opposite left: 
1892. The Nature of Gothic by John Ruskin. 
Decorated, printed and published by William 
Morris at the Kelmscott Press, Hammersmith. 
Bound in vellum with green silk petersham ties. 
8''x 5i". First text page with border design 
by Morris. 

Opposite right: 
c. 1910. The Campbell Book with decorations by 
Will Bradley. Reproduced from The Art of the 
Book 1914: Studio. Text page, area of 
illustrations 7f" x 5i". 

The German typefounders were soon turning to art nouveau letter forms, and 

in 1900 Karl Klingspor commissioned Otto Eckmann (an admirer of Beardsley) 

to design a typeface 'appropriate for the printing of books in the new style'. 
This Germanic type, called Eckmann-Schmuck, was very like the style of 

lettering that was appearing on the poster hoardings of Paris and Berlin. 

In contrast to art nouveau the historically based work of the English private 

presses may seem a little humdrum, but the influence they exerted on com¬ 

mercial book production was powerful and lasting. In this revival of fine book 

printing, the most influential of all the private presses was William Morris's 

Kelmscott Press in Hammersmith, London. Morris was a mediaevalist and, 

though his first typeface was based on the fine roman used by Nicholas 

Jenson in Venice in 1468, all his leanings were towards dark-textured, black- 

letter books. Morris's pre-occupation with mediaevalism might seem a curious 

point of departure for modern book design, yet he was really at the beginning 

of the diverging lines of development in twentieth-century design. Morris 
contributed much to the decorative arts; for printing, he established the belief 

in standards of quality in workmanship, and in the use of good materials. 

Morris aimed at perfection. He stated that he was determined to obtain the 

very best types, ink and papers as well as the best of illustrations and decora¬ 

tions. His illustrations were always cut on the wood to be printed by the same 

methods as the type. As far as I know, he never considered using lithography 

as a method of illustration. Morris's insistence on quality in workmanship, 

design and materials provided the qualities which were the basis of the revival 

of fine printing in England and America, in much of the continent of Europe, 

Opposite: ancj particularly in Germany. Morris's interest in early printing was also re- 
19°6. A/les um Liebe. Edited by Ernst Hartung sponsible for producing the last thing he would have wished for - a reaction- 
Designed by Kate Vesper-Waentig. Published by 
Wilhelm Langewiesche-Brandt. Dusseldorf and arY revival|Sm- 
Leipzig. 72"x4|". Title-page spread. 15 



Beardsley and The Yellow Book 

AVSEEV 

3E.y.^DSlO 

1906. The Dream and the Business by John 
Oliver Hobbes. Published by T. Fisher Unwin. 
Design by Aubrey Beardsley, printed in three 
colours and mounted on the cover. 6|"x2|". 
This design was also used as a poster for 
T. Fisher Unwin’s 'Pseudonym and Antonym 
Library'. 

In 1893, two years after Morris had started his press, Aubrey Beardsley began 

work on his drawings for Le Morte d‘Arthur, for a most enterprising London 

publisher called J. M. Dent. In spite of the subject, and the Burne-Jones 

influence, Beardsley's work was the antithesis of everything Morris believed in. 

The air of decadence in Beardsley's work is an essential part of the aesthetics 

of art nouveau, itself essentially a cult of the precious. This precious quality 

can be seen at its best in many fine art nouveau book bindings, but if art 

nouveau had nothing but this to offer, its influence would not have lasted. 

Beardsley's sinuous line, his massing of areas of black and white, his choice 

of subjects, rarefied as hothouse orchids and with a lurking sense of eroticism 

is the epitome of art nouveau. The most interesting of his qualities as a 

designer is this use of white space, an ethereal quality which is a component 

of art nouveau. His cover design for The Dream and the Business by John 

Oliver Hobbes shows this well. 

In 1894, Beardsley undertook the art editorship of The Yellow Book, to be 
published by Elkin Mathews and John Lane in England, and by Copeland and 

Day in Boston. With Henry Harland as editor, and under Lane's supervision, 

its preliminary announcements had an effect comparable to the notoriety 

attained by the magazines Playboy or Penthouse in the 1960's. The first 
volumes lived up to expectation. The sour yellow covers, with (on the first 

four books) Beardsley's drawings, the Beardsley title-pages and the wide 

margins, added up to something quite new and rather shocking. The sheer 

physical weight, because of the solid board covers and coated stock, the more 

than adequate printing of Ballantyne's, the writings of Henry James, Max 

Beerbohm and Baron Corvo and Beardsley's exotic drawings, were all factors 

contributory to the remarkable impact of these quarterly books. These books in 

some way capture the imagination and are, at least to our eyes, very much of 
their time. 

The Yellow Book ran for thirteen numbers, but Beardsley only stayed with it 

for the first four. As an indirect result of the Oscar Wilde scandal he was 

sacked; and with his departure, the fire went out of the series. If Beardsley 

perhaps found John Lane's rather windy supervision too confining, his next 

publisher, Leonard Smithers, was quite a different kettle of fish. The new 

production was to be called The Savoy and have Beardsley as art editor and 

Arthur Symons as literary editor. It had a larger format (quarto) and sold for 

2s 6d, half the price of The Yellow Book. The Beardsley covers, for the first 

two numbers, were printed in black on pink paper-covered boards; abandon¬ 

ing the massed blacks of The Yellow Book covers, he used intricate cross 

hatching to give an engraved effect. 

The contributors to the first volume of The Savoy included George Bernard 

Shaw, Havelock Ellis, and Beardsley himself, with the first pages of his novel 

Under the Hill. In Volume 2, Max Beerbohm drew Beardsley and Beardsley 

drew himself, Sickert showed a drawing of the Rialto and Charles H. Shannon 

drew a naked girl diving. The standard of illustration in The Savoy is much 

higher than that of The Yellow Book', Beardsley had matured in these two 

years; and his Under the Hill drawings are amongst his finest work. The Savoy 

ran for eight volumes; yet, curiously, it is the memory of The Yellow Book that 

lingers on, whilst The Savoy is all but forgotten. Yellow always possesses the 

power to shock, far more than does the dusty cosmetic pink of the first of The 
Savoy covers. 

Yellow was always an essential feature of the pulp magazine covers, as for 

example in the '20's; for the work of Edgar Wallace and Sidney Horler, 'Horler 

for Excitement!' Gollancz made good use of it in the '30's with the Stanley 

Morison-designed book jackets. If The Yellow Book had been called The 
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ow Book 
An Illustrated Quarterly 

Volume I April 1894 

London: Elkin Mathews &P John Lane Price 

Boston: Copeland 2s? Day 5/~ 
Net 

London: Elkin Mathews John Lane 

Boston: Copeland 2s? Day 

Pric e 

& 
Net 

•di 

The Yellow Book 
An Illustrated Quarterly 

Volume 111 October 189 + 

Price 

$1.50 
Net 

London:John Lane 
Boston: Copeland & Day 

Pric e 

& 
Net 

The Yellow Book 
An Illustrated Quarterly 

Volume IV January 1895 

1894—5. The Yellow Book Volumes 1—4. Edited 
by Henry Harland. Published by Elkin Mathews 
and John Lane, London. (Vols 3 and 4 John 
Lane, Bodley Head). In Boston by Copeland and 

Day. Printed by the Ballantyne Press. London 
and Edinburgh. 8"x6£". These cover designs for 
the first four volumes of The Yellow Book were 
by Aubrey Beardsley. 
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/DE LA REINE DU MATIN'S 
&DE SOLIMAN PRINCE DES 

I.ADONIRAM. 

OUR servir les des/ 
seins du grand roi So/ 
liman Ben/Daoud, son 
serviteur Adoniram a/ 
ivait renonc6 depuis 

1 909. Histoire de Soliman Ben Daoud et de la 
Reine du Matin by Gerard de Nerval. Published 
by the Eragny Press. Hammersmith. Designed, 
engraved and printed by Lucien and Esther 
Pissarro. 8i"x5i". Commissioned by the Society 
of 'Cent Bibliophiles'. Combined title-page and 
chapter opening. Gold leaf was used for the 
printing of the initial letters. 

The Eragny Press 
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Grey Book, it is doubtful if we would have remembered it. In 1900 Emery 

Walker, who had been Morris's adviser at Kelmscott (May Morris is reported 
as saying: 'Without Mr Walker the Kelmscott Press could not have existed - 

at any rate in the form it took')2 — went into partnership with T. J. Cobden- 

Sanderson and started the Doves Press, near the Doves Inn at Hammersmith. 

The Doves policy was that their books should be free from ornament and owe 

their design quality to the 'architectural beauty of their pages'. The immaculate 

productions that resulted from this philosophy are not particularly endearing. 

The only concessions to decoration were initials drawn for them by Graily 

Hewitt and Edward Johnston. 

Johnston, a pioneer in the teaching of calligraphy in two London art schools, 

first at the Central School of Arts and Crafts and later at the Royal College of 

Art, maintained that in the practice of calligraphy the letter cutter and the type 

designer could learn the fundamentals of their craft. The falling away of this 

method of teaching is a sad thing. Maybe too many scribes have had their 

horizons limited to writing Rolls of Honour and the like, yet artists such as 

Berthold Wolpe, Imre Reiner and Hermann Zapf have successfully carried this 

craft into the world of type founding and modern graphics. Unhappily there 

are not many Wolpes, Reiners and Zapfs in each generation. 

Of the English private presses at the turn of the century the most interesting 

was the Eragny. This was run by Lucien Pissarro, a son of the French painter, 

Camille Pissarro, and a close friend of Ricketts. Lucien married an English girl, 

Esther Bensusan, and settled in Hammersmith. Together they produced some 
of the most delightful and, until recently, the least sought after of the private 

press books. They are beautifully printed and usually decorated with Lucien's 

coloured woodcuts, which are a curious mixture of his father's down-to-earth 

impressionism, blended with something derived from Charles Keene's draw¬ 

ings and the whole overlaid with art nouveau decoration. Possibly it is these 

qualities and particularly the art nouveau influences that have until now 

detracted from their popularity. 

English commercially published books in 1900 showed various influences 

in their appearance. The most dominant of these was still art nouveau, which 

showed particularly in decorated covers. John Lane's productions led the 

field in the elegance of their covers and in their typography. Percy Muir, a 

partner in another famous book house, wrote: . . the actual design and 

layout (of Lane's Books) were largely the work of two men - Charles 

Ricketts, who was a genius at that sort of thing . . . and Walter Blaikie, of the 

firm of T. & A. Constable of Edinburgh, whose unmistakable layout is to be 

seen in so many of the early productions of the firm'.3 In illustration the stylistic 

unrealities of Aubrey Beardsley were mingling with post Pre-Raphaelite 

illustrators and the robust drawings of William Nicholson, Gordon Browne and 

Phil May. The airy wide-margined typography of Whistler had had its effect, 

but so had the eighteenth-century revivalist typography of Pickering and 

Whittingham and the consciously 'olde worlde' chapbook style of Field and 

Tuer at the Leadenhall Press. Behind all this confusion lay the heroic work of 

William Morris at the Kelmscott Press. The commercial publishers of Europe 

and America had, as yet, paid little heed to Morris's observations about type, 

presswork and paper. Imitations of Kelmscott proliferated, but, lacking 

Morris's qualities of design and presswork, were often sorry objects. 

2 Emery Walker: C. V. Nordlunde. Copenhagen 
1959. 

3 Minding my own business: Percy Muir, Chatto 
and Windus 1956. 
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AN ILLUSTRATED QUARTERLY 

No. 1 Price 2/6 net 

January 1896 
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1898. A Note by William Morris on his aims in 
founding the Kelmscott Press. The last book 
published by the Kelmscott Press. Frontispiece 
by Edward Burne-Jones. 8"x5J". 

Opposite: 
1896. The Savoy, an illustrated quarterly edited 
by Arthur Symons, with Aubrey Beardsley as art 
editor. Published by Leonard Smithers. Printed 
by the Chiswick Press, Charles Whittingham and 
Co. 10"x7§". This publication ran for eight 
issues. Cover design by Aubrey Beardsley. 

The influence of Burne-Jones on Beardsley 

The Kelmscott influence was felt in one or two unexpected places, and 

showed even in Beardsley's work. In his Le Morte d‘Arthur the decorative 

borders and initial letters were a direct development of Morris's borders and 

letters. In all Beardsley's figure drawings, from Le Morte dArthur to his work 

for The Savoy, there are traces of Edward Burne-Jones's sad elongated, 

rather sexless creatures. The cross-fertilization of anti-pathetic movements in 

art is a recurring factor in the design and illustration of twentieth century 

books. When viewed sixty or seventy years later, their dissimilarities are often 

submerged by their period flavour. 
21 



1907. Riquet a la Houppe by Perrault with four- 
colour wood engravings by Lucien Pissarro. 

Published and printed by the Eragny Press. The influence of the English private presses 
5i"x43". Cover quarter bound in vellum and 
grey Ingres paper with a printed label. Chapter 
opening and text spread. 

A nuit suivante ils se ren/ 
contrerent dans le mdme 
lieu, sans se l’estre mar/ 
qu6, et ces rendez/vous 

tacites continu&rent si longtemps que 
leur disgrace servit <i leur faire goftter 
une nouveile sorte de bonheur. L'es/ 
prit et l'amour de Mama luy fournis/ 
soient mille exp^diens pour estre 
agr£able et pour faire oublier ^ Arada 
qu elle manquoit d'esprit la moiti£ du 
temps. 

ORSQyE les amants sen/ 
toient venir le jour, Mama 

jU Kffiay alloit dveiller le gn6me; 
1*—elle prenoit soin de luy 
6ter les herbes assoupissantes sitost 
qu elle 6toit aupr&s de luy; le jour ar/ 
rivoit; elle devenoit imb£cille mais el/ 
le employoit ce temps & dormir. 
46 

N estat passablement heu/ 
reux ne sgauroit durer. 
Toujours la feuille qui 
inspiroit le sommeil fai/ 

soit aussy ronfler. Un gndme domes/ 
tique qui n’estoit ny bien endormi, ny 
bien 6veill£ crut que son maitre se 
plaignoit; il court h luy, voit les her/ 
bes sous son nez, les dte croyant 
qu'elles l’incommodoient. Soin fu/ 
neste! Le gndme se vit seul; il cher/ 
che sa femme, furieux; le hazard ou 
son m£chantdestin le condusit au lieu 
o£t les deux amants ne se lassoient 
pas de se jurer un kernel amour.il ne 
s'6pancha point en reproches; il tou/ 
cha l'amant d une baguette qui le ren/ 
dit d'une figure semblable i la sienne, 
et ayant fait plusieurs tours avec luy, 
Mama ne le distingua plus de son 

47 
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The Autocrat of the 

Breakfast-Table by 

Oliver Wendell Holmes 

author of ‘The Poet at 

the Breakfast-Table’ 

London Waller Seo/t Limited 

Paternoster Square 

c. 1897. The Autocrat of the Breakfast Table by 
Oliver Wendell Holmes. Published by Walter 
Scott Ltd, London. Printed by the Walter Scott 
Press. Newcastle upon Tyne. 6g"x4§". Title- 
page and red cloth-covered case-binding 
blocked in gold. 

c. 1 914. Routine et Progres en Agriculture by 
R. Dumont. Binding designed by G. Auriol. 
Published by Maison Larousse. Reproduced from 
The Art of the Book 1 914: Studio. 

1883^1. Olde ffrendes wyth newe Faces, with 
hand-coloured woodcut illustrations by Joseph 
Crawhall. Published by Field and Tuer, London 
and Scribner and Welford, New York. Printed by 
the Leadenhall Press, London. 11J''x8f". 
Title-page. 

Bibllothfequc Larousse 
•• - t 

J 

Olde ffrendes 
wyrH 

newe Faces. 

•Adorn’d With futable SCVLT'TVfi.zs. 

cio-ia. ccc.Lxxxin. 

LONDON: 
Field & Toer. Simplon, Marfhall tfr Ca 

Hamilton, Adams & Co. 
NEW YORK: Scribner & Welford. 
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1893. Goblin Market'by Christina Rossetti, 
illustrated by Laurence Housman. Published by 
Macmillan and Co. Ltd. London. Printed by 
R. & R. Clark Ltd, Edinburgh. 7£"x4^". Green 
cloth-covered case-binding, blocked in gold. 

To the right: 
1896. Green Arras by Laurence Housman, 
illustrated by the author. Published by John Lane 
at the Bodley Head. London. Printed by 
R. Folkard and Son. London. 7J"x5". Green 
cloth-covered case-binding, blocked in gold. 

The revival of good typography both on the continent and in the U.S.A. was 
due largely to the work of the English private presses. The typographic 
interests of these press printers were almost exclusively limited to the reviving 
of the old style typeface of the fifteenth-century Venetian printers. This 
pre-occupation makes them more than a little dull. Good presswork, good 
paper, good types and good composition are essential ingredients for the 
making of a good book; but they do not necessarily make a visually exciting 
one. For example, the charm of the Eragny books is due to other factors than 
these, including art nouveau influences and Pissarro's Gallic taste. And how¬ 
ever well printed it may be, there is not much charm about a Doves Press page. 
The covers of books in the 'nineties were often their most attractive features. 
Those for Goblin Market and Green Arras are both of a smooth sage-green 
cloth, with arabesque patterns based on leaves, blocked in gold; on each case 
the title on the front is tucked away in the top left-hand corner. These slim 
volumes are most elegant little books, both designed and illustrated by 
Laurence Housman. 
Housman's work appeared in various periodicals and he illustrated a number 
of books, including several that he had written himself. His illustrations for 
Christina Rossetti's poem are shown in a later chapter of this book. His title 
page for his own Green Arras is certainly remarkable, not only for the intricate 
border, no doubt inspired by William Morris, but also for the extreme economy 
of space occupied by the actual copy. 
The first illustrated edition of The Picture of Dorian Gray was planned to be 
published in 1908, the date that actually appears on the title-page; but the 
illustrator, Paul Thiriat, fell ill and the book did not appear until 1910. Thiriat's 
illustrations are more like magazine drawings than book illustrations. They 
have been most skilfully engraved on the wood by E. Dete. This is an attractive 
book, with very wide margins, but rather uneven presswork. It has a handsome 
case, half bound in white buckram and grey Ingres paper, blocked in gold. 
The asymmetric title page, printed in black and red, is evidence of someone's 
thought and attention. 
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1896. Green Arras by Laurence Housman, 1 910. The Picture of Dorian Gray by Oscar 
illustrated by the author. Published by John Lane Wilde. Illustrated by Paul Thiriat (engraved by 
at the Bodley Head, London. Printed by E. Dete). Published by Charles Carrington, Paris. 
R. Folkard and Son, London. 7J" x 5". 10" x 7J". Title-page spread printed in black 
Title-page spread. and red. 
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1900. Vom Lieben Gott und Anderes by Rainer 
Maria Rilke. Illustrated and designed by E. R. 
Weiss. Published for Insel-Verlag by Schuster 
and Loeffler. Berlin and Leipzig. Printed by 

W. Drugulin, Leipzig. Set in Luthersche Fraktur. 
8f"x5|". Title-page. Cased in paper-covered 
boards with labels on front and spine printed in 
black. End-paper design printed in red. 
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1 908. Ecce Homo by Friedrich Nietzsche. 
Designed by Henry van de Velde. Published by 
Insel-Verlag, Leipzig. Printed by Friedrich 
Richter. 9f"x7i". Title-page. 

Book design in Germany in 1900 

Morris had not lived in vain, yet it was not in England but in Germany where 

his work had most impact. The revival of good printing in Germany spread 

directly from his influence. Amongst the first publishers there to consider 

book design as something that mattered were Insel-Verlag of Leipzig, and 

J. Fischer and Bruno Cassirer, both of Berlin. Another pioneer of fine book 

work in Germany was C. E. Poeschel, the proprietor of the important printing 

works Poeschel and Trepte of Leipzig, and for a short while in part control 

of Insel-Verlag. 

In 1905, Poeschel and Harry Graf Kessler (who later was to have his own 

private press) invited Emery Walker to design a series of German classics for 

Insel-Verlag. This was the Grossherzog Wilhelm Ernst edition. These octavo 

books, designed on the proportion of the golden section, with calligraphic 

title-pages by Edward Johnston and Eric Gill and attractively cased in limp 

calf, had a marked effect upon German book production. 

The foremost typographers and book designers in Germany at this time were 

Otto Eckmann, Peter Behrens and Rudolf Koch who all designed for the 

Klingspor foundry, F. W. Kleukens who designed a series of roman types for 

the Stempel foundry, Walter Tiemann who was an instructor at the Royal 

Academy of Graphic Arts at Leipzig, and E. R. Weiss who designed for the 

Bauer typefoundry. Of these Weiss was the most versatile, and Koch the 

most dedicated. 

Koch carried Edward Johnston's doctrine to its logical conclusion and most 

successfully linked the art of the scribe with the arts of typefounding and 

printing. In 1911, Willy Wiegand founded the Bremer Press, and produced 

private editions, which followed the style of the Doves Press. The books were 

without illustration, but were decorated with fine initial letters drawn by 

Anna Simons, a former pupil of Edward Johnston. 
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1 902. Ex Libris by Bernhard Wenig. Published by 
Fischer and Franke. Berlin. Privately printed and 
limited to 500 copies. 9f"x7". Bound in grey 
paper-covered boards, blocked in blue. Title-page. 

1898. Johannes, a tragedy by Flermann 
Sudermann. Published by J. G. Cottasche, 
Stuttgart and Berlin. Printed by Union Deutsche 
Verlagsanstalt, Stuttgart. 7§"x4J". Paper cover 
designed by Otto Eckmann, printed in black 
and red. 
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Die zehnfe muse 
Dldifungen Dom Brettl 

und furs Breffl 

Hus vergangenen Sahrhunderten 
und aus unsern Cagen gesammelf 

won 

m a ximi 11 a n Bern 

Sedisunrizwanzigsles Causend. 

Rechf d«s Dunoern. 

Wer auf d«s Bifen Schuffern sfeht, 
Her knnn ihm Dank bezelgcn; 
Ooch kann er nldif aus Donkbarkeif 
Zu ihm herunferstelgen. 

6. F. liudw- Roberf 
(1779 183?) 

Berlin 1908 

Perlag oon Otto Eisner 

1 908. Die zehnte Muse edited by Maximilian 
Bern. Published by Otto Eisner, Berlin. 8"x4i". 
Red cloth-covered case-binding blocked in 
white and title-page, set in Eckmann-Schmuck. 
Below. 1 91 3 edition cover with paper wrapper 
printed in red and green. 

^ Jubilaums-Auflage J 
86.-100. Tausend! 

Maximilian Bern 

Die zehnte Muse 
Enthalt fiinfhundert 

galante, heitere und ernste 

Dichtungen 
Romanzen aus realem Leben — Erotische Lyrik 
Bunte Lieder — Satiren — Vagabundenlieder 
Moderne Fabeln Sinngedicbte Soziales 

Ernste Vortriige Heitere Vortrcige 

Berns Brettlanthologie aus vergangenen Jahr- 

hunderten und aus unsern Tagen „Die zehnte 
Must' ist in ihrer Art klassisch und hat bleiben- ; 
den literarhistorischen Wert. (Seat treir Prr^ej 

Dieses Buch kann gar nicht genug gelobt werden 
Die Auswahl ist dirrkt bewundrrnswrrt. (Hie /nr/ j 

Preis zwei Mark. 

In 1913, Harry Graf Kessler started the Cranach press at Weimar. He had a 

special typeface cut by Edward Prince (who had worked for the Kelmscott 

Press), under the supervision of Emery Walker: the roman was based on that 
used by Jenson in 1470; the italic was designed by Edward Johnston. A 

number of English artists worked for Kessler including Eric Gill and Edward 

Gordon Craig. Craig produced a set of woodcuts for a truly magnificent edition 

of Hamlet, based on the designs for his production of the play at the Moscow 

Arts Theatre in 1912. He worked on them for seventeen years; so this, one of 

the most outstanding of the Cranach books, did not appear until 1929 (in 

German) and in 1930 in an English edition. 

The classicism of the Cranach Hamlet is in marked contrast to Koch's block- 
book Elia, when, working in a mediaeval tradition, he cut both illustrations and 

letters on the wood. 

Many years later, Francis Meynell published an edition of Genesis from his 

Nonesuch Press; its pages had much the same block-book appearance, for 

Meynell made use of Koch's Neuland typeface, which combined effectively 

with woodcuts by Paul Nash. Maximilian Bern's Die zehnte Muse, published 

by Otto Eisner in 1908, is set in Eckmann-Schmuck, the typeface Otto Eck- 

mann designed for Klingspor. It was Jugendstil's answer to black letter, and 

is comparable to Morris's rejection of the roman typeface. The layout of the 

title page for Die zehnte Muse is judiciously asymmetric. The paper cover, 
from a later edition, is interesting but a poor piece of work in comparison with 

the first edition cover. 
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1 905—17. Goethes Dramatische Dichtungen titling by Eric Gill. Published by Insel-Verlag. 
Volume I. Grossherzog Wilhelm Ernst Edition. Printed by Brierkopf and Hartel, Leipzig. 
Pocket edition of the German classics. Layout by 6g"x4". Bound in flexible calf and gold 
Harry Graf Kessler and Emery Walker, with blocked. Case-binding, title-page and text spread. 

208 FAUST 

MEPH. (zur Hcxe). Und kann ich dir was zu Gefallen tun, 
So darfst du mirs nur auf Walpurgis sagen. 
DIE HEXE. Hier ist ein Lied! wenn Ihrs zuweilen singt, 
So werdet Ihr besondre Wirkung spiiren. 
MEPHISTOPHELES {zu Faust). 
Komm nur geschwind und laB dich fiihren; 
Du muBt notwendig transpirieren, 
Damit die Kraft durch Inn- und AuBres dringt. 
Den edlen MiiBiggang lehr ich hemach dich schatzen, 
Und bald erapfindest du mit innigem Ergetzen, 
Wie sich Cupido regt und hin und wider springt. 
FAUST. LaB raich nur schnell nochin den Spiegel schauen! 
Das Frauenbild war gar zu schon! 
MEPH. Nein! Nein! Du sollst das Muster aller Frauen 
Nun bald leibhaftig vor dir sehn. 
(Leise.) Du siehst, mit diesem Trank im Leibe, 
Bald Helenen in jedem Weibe. 

STRASSE. 

Faust. Margarete vorubergehend. 

FAUST. Mein schones Fraulein, darf ich wagen, 
Meinen Arm und Geleit Ihr anzutragen? 
MARGARETE. Bin weder Fraulein, weder schon, 
Kann ungeleitet nach Hause gehn. 
{Sic maeht sich los und ab.) 
FAUST. Beim Himmel, dieses Kind ist schon! 
So etwas hab ich nie gesehn. 
Sie ist so sitt- und tugendreich, 
Und etwas schnippisch doch zugleich. 
Der Lippe Rot, der Wange Licht, 
Die Tage der Welt vergeB ichs nicht! 
Wie sie die Augen niederschliigt, 
Hat tief sich in mein Herz gepragt; 
Wie sie kurz angebunden war, 
Das ist nun zum Entziicken gar! 

Mephistophclcs tritt auj. 

FAUST. Hor, du muBt mir die Dime schaffen! 

ERSTER TEIL 209 

MEPHISTOPHELES. Nun, welche? 
FAUST. Sie ging just vorbei. 
MEPHISTOPHELES. Da die? Sie kam von ihrem Pfaffen, 
Der sprach sie aller Stinden frei; 
Ich schlich mich hart am Stuhl vorbei, 
Es ist ein gar unschuldig Ding, 
Das eben fur nichts zur Beichte ging; 
Uber die hab ich keine Gewalt! 
FAUST. Ist liber vierzehn Jahr doch alt. 
MEPHISTOPHELES. Du sprichst ja wie Hans Liederlich, 
Der begehrt jede liebe Blum fiir sich, 
Und diinkelt ihm, es war kein Ehr 
Und Gunst, die nicht zu pfliicken war; 
Geht aber doch nicht immer an. 
FAUST. Mein Herr Magister Ix>besan, 
LaB Er mich mit dem Gesetz in Frieden! 
Und das sag ich Ihm kurz und gut: 
Wenn nicht das siiBe junge Blut 
Heut nacht in meinen Armen ruht, 
So sind wir um Mitternacht geschieden. 
MEPHISTOPHELES. 
Bedenkt, was gehn und stehen mag! 
Ich brauche wenigstens vierzehn Tag, 
Nur die Gelegenheit auszuspiiren. 
FAUST. Hatt ich nur sieben Stunden Rub, 
Brauchte den Teufel nicht dazu, 
So ein Geschopfchen zu verfiihren. 
MEPHISTOPH. Ihr sprecht schon fast wie ein Franzos; 
Doch bitt ich, laBts Euch nicht verdrieBen: 
Was hilfts, nur grade zu genieBen? 
Die Freud ist lange nicht so groB, 
Als wenn Ihr erst herauf, herum, 
Durch allerlei Brimborium, 
Das Piippchen geknetet und zugericht’t, 
Wie’s lehret manche welsche Geschicht. 
FAUST. Hab Appetit auch ohne das. 
MEPHISTOPH. Jetzt ohne Schimpf und ohne SpaB. 
Ich sag Euch, mit dem schonen Kind 
Gehts ein- fiir allemal nicht geschwind. 
GOETHE VI 14. 



VIERTER AKT 
FClNFTE SZEHE 

DIE TRAG1SCHE GESCHICHTE VON 

Bcfar3)t« ni<Tts far titucrc person. 

Denn sold* gottlicbkcit siiirmt einen konig: 

Vcrrat, der nur erbtickt, was er gewollt, 

Stebt ab von seinein willcn. - Sage, Hamlet, 

Was bist du so entreistet] - Gertrud, lalj ibn! - 

Spricb, junger mannl 

Ham. Wo ist mein vaterl 

KonigTot. 

Konigin Docb mebt durcb ibn. 

Konig Lalj ibn nur satt sib fragen. - 

Ham. Wie kam er uml lb lasse mib nibt affen. 

Zur bolte, tTeu! Zum argsten teufel, eidel 

Gewissen, frommigkeir, zum tiefsten sblund! 

Ib troge der verdammms; so weir kam’s: 

lb sblage beide wcltcn in die sbanze, 

Mag kommen, was da kommt! Nur rabe will ib 

Vollauf fur meinen vater. 

Konig Wcr wird cub bindernl 

Ham. Mein wille, nibt der ganzen welt gebot. 

Und meine mittel will ib so verwalten, 

Dafj wenig weit soil reiben. 

Konig Horc, Hamlet, 

Wenn du von deines teuren vaters tod 

Das sibre wissen willst: ist’s deiner rabe sblulj, 

Als sieger in dem spiel, so freund als feind, 

Unsbuldige und sbuldge zu vernibtenl 

Ham. Die sbuldgen nur. 

Konig Wollt ibr ste kennen lernen] - 

Ham. Den freunden will ib weit die arme offnen 

Und, wie der lebensopfrer pelikan, 

Mit meinem blut sie nabren. 

England, tbc messengers presen¬ 
ted themselves to tbc king, giv 
ing bim Fcngons letters ( wbo 
baring read tbc contents, sayd 
nothing as then, but stayed con¬ 
venient time to effect Fcngons 
desire, meane time using tbc 
Danes familiarly, doing tbcm 
that honour to sit at bis table 
(for that kings as then where 
not so curiously, nor solemnely 
served as in these our dayes), 
for in these dayes meane kings, 
and lords of small rerenewe arc 
as difficult and bard to bee scene, 
as in times past the monarches 
of Persia used to bee. or as it is 
reported of tbc great king of 
Aetbyopia, wbo will not per¬ 
mit any man to see bis face, 
wbid) ordinarily bee coveretb 
witb a vaile. And as tbe mes¬ 
sengers sate at tbe table witb 
tbc king, subtile Hamlet was so far from being merry witb tbcm, that be would not taste 
one bit of meatc, bread, nor cup of beare whatsoever, as then set upon tbe table, not with¬ 
out great wondering of tbe company, abashed to see a yong man and a stranger not to 
csteeme of tbe delicate meates and pleasant drinkes served at tbe banquet, rejecting tbem 
as things filtby, evill of tast, and worse prepared. Tbe king, wbo for that time dissembled 
wbat be thought, caused bis gbests to be conveyed into tbeir Camber, willing one of bis 
secret servantes to bide bimselfe therein, and so to certifie bim wbat speeches past among 

HAMLET PRINZEN VON DyTNEMARK VIERTER AKT 
SECHSTE SZEHE 

Laer. Do& meine band wird eisen, und nur ein 

Gedanke nistet nod) in meinem bim. 

Konig Wie denkt ibr's eudT 

Laer. Ibn in der kircb' erwtirgen. 

Konig Aufandre art, wenn ibr entsd)lossen seid. 

Laer. DeT wurger wfirgte meinen vateT bin, 

Er wiirgte meine sd)wester und wird mid) 

Erwiirgen, dod) id) komme ibm zuvor. 

KontgMit einem woblgezielten, $id)ren stofj. 

Wollt ibr dies tun, so baltet eud) zubaus. 

Kommt Hamlet, soil er wissen ibr seid bier. 

Wir laden beide eud) zu diesem spiel, 

Des ende todlid) sein mulj fur den prinzen, 

Kein wenn und aba ist bier mebT am plat}. 

LaeT. Mit meines basses gift salb id) die spitje 

Des degens. 

Konig Gebt zum apotbeker, kauft 

Ein rid)tges gift, ein todlid)es: gentjt nur, 

Geb eT die gottverdammte seele auf. 

Dod) mujj der plan nod) einen rudtbalt baben. 

Id) bab's: wenn ibr vom fed)ten bcilj und durstig 

seid - 

Ibr muljt desbalb die gange kraftger macben - 

Und er zu ttinken fordert, soli ein kcld) 

Bereitstebn, der, wenn eT davon nur nippt, 

Entging er etwa eurem giftgen sttd). 

Nod) unsern ansd)lag sicbert. 

Laer. Herr, id) zittre, 

Dem riiden gleid), der einen cber wittert. 

HARANGUE DAMLETH 
AUX DANOIS 

S’il y a quclqu'un d'entre 
vous Messieurs de Danne- 
mard), qui aye encore frais- 
che memoire du tort faict 
au puissant Roy Horwen- 
dille, qu’il ne s'esmeuve cn 
nen. voyant la face confuse 
et bideusement espouvan- 
table de la presente catami¬ 
te S'll y a aucun qui aye la 
Rdelite pour rccommandce, 
et djensse I'affection qu'on 
doit i ses parens, et trouve 
bonne la souvenance dcs ou 
trages faits a ccut.qui nous 
ont products au monde, que 
celuy ne s'esbabisse, con- 
templant un telmassacre. et 
moms s’offcnse cn adnsant 
une si cffroyable ruine, et 
d’bommcs. et des plus su- 
perbes edifices de tout le 
pays car la mam quia exe¬ 
cute ccste justice, nc/pou- 
voit cn d?cnr i mcillcur 
mard^. et ne luy cstoit loi- 
siblc dautrement sc pre- 
valoir. qu cn ruinant, et l in- 
sensible, et le sensible, pour 
gardcr la memoire d’unc si 
equitable vengeance "Jcvoy 
bicn. Messieurs, (et suis joy 
cur de cognoistrc une telle 
vostre si affcctionncc devo¬ 
tion) que vous estes mams, 
ayans devant vos ycut Fcn- 
gon ainsi mutile. et celuy 
sans teste, que d autrcsfois 
vous avc: rccogncu pour 
d?cf: mais |c vous pne pen- 
scr que cc corps n’est le corps 
d un Roy. ains d un tyran 
ccccrable. et d un pamcidc 
plus detestable 
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1 929. Die Tragische Geschichte von Hamlet. 
Prinzen von Daenemark by William Shakespeare 
illustrated with woodcuts by Edward Gordon 
Craig. Published and printed by the Cranach 
Press, Weimar. Produced under the direction of 
J. H. Mason and Max Goertz. 14" x 9s" Text 
pages. 

1921. Eiia. a block-book with letters and 
pictures cut on the wood by Rudolf Koch. 
11" x 9§Printed by Wilhelm Gerstung, 
Offenbach-am-Main, in an edition of 200 copies. 
Double spread. 
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1 902. The Art of Walter Crane by P. G. Konody. 
Published by George Bell and Sons. Printed by 
the Chiswick Press. 13i"x9i" The title-page 
design by Walter Crane was also blocked in gold 
on the cloth cover. 

The Arts and Crafts Exhibition Society and art nouveau 

Walter Crane was both an illustrator and a book designer. He was also, under 

William Morris's influence, one of the prime movers in the Arts and Crafts 

Exhibition Society, a society founded to promote a revival in the decorative 

arts. Crane stated the aims of this Society with clarity and persuasion in the 

introductory essay to the catalogue of the 1888 exhibition. The ideas of the 

various members of the Society were assembled in Arts and Crafts Essays, 

which Morris edited and Rivington, Percival published in 1893. (In this same 

book was the admirable essay. Printing, by Morris and Emery Walker.) Crane 

was a vociferous opponent of art nouveau, yet his work reveals marked art 

nouveau characteristics. His earlier illustrations, drawn for the colour printer 

Edmund Evans, have some charm, but as he became more interested in book 

decoration, as opposed to illustration, so his work became more lifeless. He 

subordinated everything to the design of the printed page and, though to 

some extent he avoided the archaism of Morris and Burne-Jones, his work 

lacked the magnificent quality of inevitability so apparent in all Morris's work. 

Crane influenced a number of young artists, including Anning Bell, and 

taught for a number of years at the Royal College of Art. His professional 

career spanned over half-a-century, during which time he illustrated a great 
number of books. 
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1 900. Line and Form written and designed by 
Walter Crane. Published by George Bell and 
Sons, London. Printed by Charles Whittingham 
and Co., London. 9^"-x 5|". The title-page design 
was also blocked in gold on the cover. 

Villiers cU I'slsle-Ad am 

Pouve&u fDonck 
orne <U is bois oriqin&uK 
co a couleors de RCVib^H" 

GeOR6«CR€S.^ 
\iC. B- s* GewoAin 

Tins 
'9'3 

1 913. Le Nouveau Monde by Villiers de I'lsle- 
Adam. Illustrated by woodcuts by P. E. Vibert. 
Published by Georges Crbs et Cie, Paris. 
9^"x6f". Art Nouveau title-page designed by 
P. E. Vibert and printed in black, green and 
orange. 

c. 1912. Corner Stones by Katharine Burrill. 
Binding designed by Reginald L. Knowles. 
Published by J. M. Dent and Sons Ltd, London. 
Reproduced from The Art of the Book 1914: 
Studio. 
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1888. fro/ Town by Q. (Sir Arthur Quiller- 
Couch). Published and printed by Cassell and 
Co. Ltd. London, li" x 5". Brown cloth cover 
blocked in gold and black. 

The beginning of the illustrated case-binding 

Sir Arthur Quiller-Couch's The Astonishing History of Troy Town was first 

published in Cassell's Five Shilling Series in 1888. The cover, by some anony¬ 

mous artist, is printed in black on a smooth dun-coloured cloth. Only the 

words Troy Town' on the spine are blocked in gold. The letter forms are a 

firm break away from any traditional roman, and antecede art nouveau with 

their vaguely oriental characteristics. The history of the late nineteenth- and 

early twentieth-century illustrated cover is still to be written. The Troy Town 

cover is a relatively modest example of the genus. 

In contrast Reznicek's cover for Eduard Fuch's Die Frau in der Karikatur is a 

colourful thing, combining blocking on a suede-finished cloth and a woman's 

figure printed in colour, cut out and inlaid. The laborious process of mounting 

four-colour prints on cloth cases, particularly for gift books and children's 

books, continued well into the 1920's. Though this has been regarded as a 

bastard process, some pretty covers resulted. The influence of the poster 

hoarding on such a cover as that for Die Frau in der Karikatur is obvious, but 

it was a golden age for posters and their influence on book covers was 

considerable. 
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1906. Die Frau in der Karikatur by Eduard 
Fuchs. Published by Albert Langen, Munich. 
Printed by Hesse and Becker, Leipzig. Bound by 
E. R. Enders, Leipzig. 10J"x7^". Case-binding. 
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1920. Theodor Hosemann by Lothar Brieger. 
Published by Delphin-Verlag, Munich. With a 
catalogue of the works of art by Karl Hobrecker. 
9§"x6J". Bound in a rough mustard-coloured 
cloth, blocked in black. Sugar-bag blue end¬ 
papers. Case-binding, title-page and text spread. 

in ibin, ft ba((t — fine 3lfib« 2IquarrUr unb 3Uult(l>t'onm biffro 

25ucbf« berocifen bao — fin ungrmfinro ®rfubl fur bao, rras irir 

„®fffnf«^oft" nfnnrn. ©fine Dornebmen 33nbinbungfn nun modj' 

frn i^n rtijtn, mit feinft Jtun(1 bit ,,Cohere ©pbarf" aufjufui^fu, 

unb in bn Sat gibt r« rin(rlnro pen ibin, roo n mit brm frinrn 

jjnrn, bem JCunfiln beo gfffOfdjaftlicbfn IBnlino, numlicb nut {Jranj 

ftrugrr, in birrftrn HBrtfbr roe rb frirt, brt bureau* mcbl auo|icbiolop 

mat 21 bn to i|l febt rfjarafteri|ti|'cb fur S^nbor .'npfrinanii unb 

feint ISnnfung, bag brr OTTalrr mr mnnlid; grfcbrranfi bat, unb 

bag bfr jablfnmngig gninge „gffeUf<baftli«bf'' Sfil fruiro 2Bn(tp 

ganj offrn(icb(licb obnf miirre 2in((iliialunf unb mrbr in brr 21bficbi, 

finrn ubrrnemmrnrn 2Iuftrag gut auojufiibrrn, al« mit brm XGiQni, 

fi«b fin;ufubrrn, rntfianbrii ifl. ©obalb joofrraann grfrUfcbafflicb 

fpmmt, mirb n ungrmobntub (Ifif, ja miluntn Irbfrn, bir glanjrnbni 

Corjugr ('finer £rd>mf, ffin pirluo|5|’d)to Aonnrn trftfn Dirllridit 

gnabf in biffrn 21rbfitrn brfonbrro glnnjrnb Ixroor, abet ro ftbli 

3«» 

iliiini bureaus bap |iartr unb frmpnamrMtwUr frbrn bn fonfligrn 

jpofrinanuo, (if |inb (all unb tot, fiarf maninmf unb onrafrn ficb 

111 |fbrm ©triibf alp 2(rbritni fine* OTtamirr, bm aOr birff 3)ingr 

im ®runbf gar ni<bfo angrbm ©0 bof ba» -Oepprllrbm, bao.fiofr- 

inann fubttr bn bfftbribrnr, febmn rmgrnbr burgnhibf 3f,4>nCT 

unb OTTalrr, bn fid> in (Irinrn Arfifrn brrnrgl, imb bn frben oat’ 

.irbmrr ^amilirn, brm ,,frbbnm" Sbrmrn ircbl oft gmug nabr 

gflrgt murbrn, (rmrn anbnrn (Srnfltig auf ibn grbabl alp pirllrubi 

ffin (?tnptinbuiigp|fbm ju Dnfrinnn jpofrmann, biffn mri|l freb- 

lirb*, off nn(lf ©ibilbrrn bro latfatblnbm t'fbrno, mar rm OTTrnfdi 

cbnr oUjitrirl ©tnlimrnto, te mug grfagt mnbrn, bag n, fobalb 

rr frnlimrntal mirb, audj gman |o fuglid) unb unnalurlub mirb mif 

feinr mriflrn J,rt<qrno|[rn Or ifi ganj 2iugr unb j^anb unb Itifro 

Catbm, n i|t ©dnlbrrn, fern ®rfubl#lrbfn i|l burebauo bap brr 

(Irinburgnlubrn ©nlr, unb nur, mo n auo birfrm ®rfubl«lrbm 

hrraiip ftfcuf, grlang ibin fein 23r|lr« 

3» 
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1 900. Histoire de I'lmprimerie en France by A. 
Claudin. Published and printed by •I'lmprimerie 
Nationale, Paris. 16f"x13". Title-page. 

HISTOIRE 
DE 

L’IMPRIMERIE 
EN FRANCE 

AU XV1 ET AU XVI1 SIECLE 

PAR A. CLAUDIN 
LAURtAT DE L’INSTITUT 

TOME PREMIER 

PARIS 

IMPRIMERIE NATIONALE 

MDCCCC 

Lothar Brieger's monograph on the nineteenth-century German illustrator, 

Theodor Hosemann, has an interesting cover. The mustard-coloured case is 

blocked with a design that combines art nouveau, William Morris and rococo 

motifs. The case-binding is set off with sugar-bag blue end paper. The book, 
which looks as if it belonged to the end of the nineteenth century, was actually 

printed and bound in 1920. 

The typographic book in France In French book production more attention was paid to the illustrations than 

to the typefaces or the mise-en-page. But there were exceptions to this 

amongst publishers and printers; and of these, the Imprimerie Nationale very 

properly led the field. The French National Printing House at this time was 

under the enlightened direction of Arthur Christian. In 1900, Christian pub¬ 

lished Anatole Claudin's monumental Histoire de I'lmprimerie en France. 

This was printing in the grand manner, not seen in France since the times of 
Barbou and Didot. Typographically traditional, the book was set in large sizes 

of Garamond and Grandjean typefaces; the folio pages had ample margins 
and impeccable presswork. 

An interest in France in the typographic, illustrated book, rather than the 

edition de luxe, where every other feature was subordinated to the illustration, 

was largely due to the publisher Fdouard Pelletan. Pelletan was almost unique 

amongst his contemporaries. He demanded a high standard from his printers, 

was an exacting typographer and made good use of the typefaces of Jannon 

and Grandjean. 
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1902. L 'Album: les Maitres de la Caricature, 
with a preface by Roger-Mil6s. Published by 
Librairie Illustr6e, J. Tallandier. Paris. Printed by 
I'lmprimerie G6n6rale Lahure, Paris. Bound by 
Engel. 12\" x 9^". Cover design by Lucien 
Metivet. printed in full colour, on a cream- 
coloured buckram. 
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CHARLES NODIER 

1 900. Histoire du Chien de Brisquet by Charles 
Nodier. with 25 illustrations by Theophile 
Alexandre Steinlen, engraved by Deloche, E. 
Froment. Ernest and Fr6d6ric Florian. Published 
by Edouard Pelletan, Paris. 11§''x9". Title-page 
printed ih black from a wood engraving and in 
blue and red. and vignette half-title printed in 
black and red. 

Histoire 

du 

Chien de J3risquet 
DUNE LETTRE A JEANNE 

M ANATOLE FRANCE 

■It Urmtern** (nWfWw 

L’o Comp with vi v //< .sV. -tn/on 

M* M LOCH I * HKMMKT 

imtit ii rwaiiuc now** 

—‘4 
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I 1)1 II \ III) 1*1 i t It) N HU I 

ill, lot umn *.vi\T-wmi', I * > 

1900 

4 The New Book Illustration in France (1924) Leon 
Pichon, Studio Ltd, London. 
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When Pelletan established himself as a publisher of 'artistic' books at 125 

Blvd. Saint-Germain on 1 st February 1896, there was plenty of exciting French 

book illustration but little good French book design. Leon Pichon, another 

French publisher of judgment writing nearly thirty years later, stated that at 

that time the English book, as conceived by William Morris, had a perfect 

unity; that the German books, derivative though they were (from Morris), 

matched the character of the race; but that French books were devoid of 

personality or harmony of style. Above all, Pichon went on, they lacked any 

'directing intelligence'.4 With that last remark, Pichon established the essential 

factor in book design. The 'directing intelligence' can be publisher, printer, 

typographer or illustrator, but without such direction, design is absent. 

Pelletan, at a time when most French publishers thought only of the illustra¬ 

tions (for this kind of book, Pelletan's 'artistic' book), considered first the book 

as a whole, then the general typographic arrangement that would help to 

display the illustrations, and lastly, the illustrations themselves. 

He helped to re-establish (at a time of insipidity in French books) a precise 

classification of the component parts of a book, subordinating everything to 

the elucidation of the author's text. 

Pelletan's typography always took precedence over the illustrations, but this 

is not to say that he was unaware of the quality of the artists he employed. 

He used many illustrators, including Steinlen, Daniel Vierge and Willette, but 

his books, even when illustrated by an artist of the power of Steinlen, were 

never overpowered by the illustrator's personality. In such a book as Charles 

Nodier's Histoire du Chien de Brisquet, one's first impression on turning the 

pages is not of the skill of Steinlen's drawings of the woodcutter or his dog, 

but of the immaculate typography and the superb presswork. 
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Histoire du Chien de tirisquet. 

nil' j«m Paquivi'. — - As-tu mi mis 

• cnfants? » lui ilit Bn>>qiu-Uo. 

■ \os eoliiiits.' ilil Brisqui’t. \os ciilants.1 

moii Dicu! sont-ils sort is? ■ 

» .)<■ I<‘s ai nniiM's ii ta ifiil'Olitix* jusqu a 

l;i liulto cl a I'rtang, mais In as [iris par mi 

< anlir rliciiiin. » 

Bri sijuet in- piiaa |>as sa hoimt' liache. II 

Histoirc tiu Chicn do Brisquet. 

se init k courir du cote lie la lniltc. 

« Si tu menois la Bichonne? » 

In I cria Brisquette. 

La Bichonne r'-toit ili'-ja bien j 

loin. 

Kile etoit si loin que Bris- 

quet la perdit bientot de vue. 

Et il avoit beau crier : 

« Biscotin, Biscotine! » on 

ne lui repondoit pas. 

Alors il se prit a pleu- 

rer, parce qu’il s’ima- 

gina que ses enfants 

etoient perdus. 

Apres avoir couru 

longtcnips, longtemps, 

il lui sembla recon¬ 

noitre la vbix de 

la Bichonne. Ii 

marcha 

1900. Histoire du Chien de Brisquet by 
Charles Nodier with 25 illustrations by Theophile 
Alexandre Steinlen. Published by Edouard 
Pelletan, Paris. 11f"x9". Text and illustration 
spread. Cover engraved on the wood by Froment 
and printed in full colour. 

Steinlen's drawings for Histoire du Chien de Brisquet were beautifully 

engraved by Deloche, E. Froment, and Ernest and Frederic Florian. They 

marry most happily with the handsome neo-classical typeface. The book is an 

interesting typographic mixture: the title-page has strong art nouveau 

influences, particularly in the title lines; the cover belongs to the new age of 

the French poster. Histoire du Chien de Brisquet is a successful example of 

a book conceived typographically, rather than solely as a vehicle for illustra¬ 

tion. It is a beautiful book. 

The 1900's might seem to be something of an anti-climax after the splendours 

of the 'nineties. Yet there was plenty of confidence in the world of books. The 

development of photographic methods of reproduction led to wide use of 

illustration, not only inside books but also on their covers. This was the age 

of the picture cover, sometimes crudely printed, often superbly blocked. In 

most of these illustrated covers art nouveau motifs can be detected, which 

were often repeated in the endpapers and title-pages. 

But, however lively their covers, the presswork and typography of these books 

were often deplorable; the papers used were wretched puffed-up antiques, 

or not very good coated stock (though the bindings were often made up of 

firm boards and excellent book cloths, well blocked). The wide margins that 

Whistler had used so successfully in his books helped ro relieve the otherwise 

rather undistinguished typography. It was only in the private press book and 

in the work of a few commercial publishers that the typographic virtues one 

looks for in fine books were to be found. 
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Reznicek- 

Album 

ALBERT LANQEN 
VERLAG FUR L1TTERATUR UNO KUNST 

MUNCH EN 1900 

1 900. 5/e. an album of drawings by Reznicek. The illustrated case-binding 
Published by Albert Langen. Munich. 14J" x 11", 
Bound in calendered unbleached linen, printed 
in black and Indian red The brashness of many of the commercially produced books of the 1 900's 

often has more vitality than the impeccable work of private press productions. 

This is particularly true of their covers, which were frequently colourful and 

decorative. They look perhaps a little modest alongside the jewel-like block¬ 

ings of the '60's and '70's; or against such exotic materials as tortoiseshell or 

papier mache (which had to be cast in moulds), or cloths such as silk and 

velvet. Blocking in gold or blind blocking came into use in the 1830's, and 

the mounting on cloth covers of printed panels of paper some thirty years later.5 

These two techniques provided the hard core of decorative and illustrative 

bindings well into the twentieth century. The printing of coloured designs on 

paper-covered boards shown so splendidly by the yellow-backed novels, 

which were printed in three or four colours from designs cut on wood, fell 

into disuse. (A development of this method - printing cover designs by 

offset lithography on cloth — is used rather less often than it might be 

nowadays.) The cover for Sie is by Reznicek and is printed in colour on linen- 

covered boards. The silhouette treatment of the woman's black dress is 

worthy of the Beggarstaffs. 

The cloth cover for the first American edition (1893) of Robert Louis Steven¬ 

son's Island Nights' Entertainments is printed in black and a terracotta red. 

6 See Victorian Book Design and Colour Printing It is an effective and appropriate design by some anonymous designer at 
by Ruari McLean. Faber and Faber, London 1963. Scribner's. The book is illustrated by Gordon Browne and W. Hatherell. 

42 



I5UWD 
NIGHTS' 
6NT6R- 
TAIN- 

1893. Island Nights' Entertainments by Robert 
Louis Stevenson. Published by Charles Scribner's 
Sons. New York. Printed by Trow Directory, 
Printing and Bookbinding Company, New York. 
7i"x5". Case-binding printed in black and 
Indian red on an oatmeal coloured cloth. 
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1900. Some Experiences of an Irish R.M. by 
E. (E. Somerville and Martin Ross. Illustrated by 
E. CE. Somerville. Published by Longmans. 
Green and Co., London. 7i"x4|". Case-binding 
of dark green cloth blocked in red and black. 

1907. A Tarpaulin Muster by John Masefield. 
Cover designed by 'Mr Symington', reproduced 
from The Inchcape Rock. Published by E. Grant 
Richards. 7i''x4|". Case-binding of unbleached 
canvas blocked in navy blue and orange. 

1913. The Pavilion on the Links by Robert Louis 
Stevenson, illustrated by Gordon Browne. 
Published by Chatto and Windus, London. 
Printed by Ballantyne, Hanson and Co. Ltd, 
Edinburgh. 8g"x5i". Case-binding blocked in 
six colours on a grey cloth. (Opposite left.) 

1 905. Ghost Stories of an Antiquary by 
Montague Rhodes James, illustrated by James 
McBryde. Published by Edward Arnold, London. 
Printed by Billing and Sons Ltd, Guildford. 
85" x 5|". Case-binding of unbleached canvas 
blocked in red and black. (Opposite right.) 

The book covers shown here are very typical of those published at the turn 
of the century. The title for Some Experiences of an Irish R.M. is blocked in 

red and black, on a green cloth from a design by E. CE. Somerville. The same 

treatment is used for the Will Owen design for A Master of Craft. Owen, who 

was a successful poster artist, illustrated both this book and At Sunwich Port, 

though the cover design for the latter is by a designer with the initials G.M.W. 
The Pavilion on the Links by Robert Louis Stevenson is illustrated with some 

very lively drawings by Gordon Browne, who also designed the cover. This 

is effectively blocked in white, two yellows, black and dark grey on the mid¬ 

grey cloth. Gold for the letters on the spine brings the total of blocking 

operations to six! M. R. James's Ghost Stories of an Antiquary makes a 

pleasant contrast to these picture covers. It has a square-backed, rough, un¬ 

bleached canvas cover, blocked in black and red. 'Square-backing' was a 

continental rather than an English binding method; the English binders, more 

than those of any other country, have remained faithful to rounding-and- 
backing. 
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1 900. A Master of Craft by W. W. Jacobs, 
illustrated by Will Owen. Published by George 
Newnes, London. 7f"x5g". Green cloth case¬ 
binding blocked in black and orange. 

1 902. At Sunwich Port by W. W. Jacobs, 
illustrated by Will Owen. Published by George 
Newnes. London. 7f"x5£". Cloth binding 
blocked in black, blue and pink. 

ntntrw.iror»»n 

op an Antiquary 

M.R. JAMES 
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1922. Printing Types by Daniel Berkeley Updike. 
Published in Great Britain by Oxford University 
Press, London; and published and printed by 
Harvard University Press, Cambridge. Mass., in 
the United States of America. 9i"x6i". This 
title-page is taken from the second edition, 1 937 

PRINTING TYPES 
THEIR HISTORY, FORMS, AND USE 

A STUDY IN SURVIVALS 

BY 

DANIEL BERKELEY UPDIKE 

WITH ILLUSTRATIONS 

" A'unca han trmdo, ni tiencn las artct otros 

enemigoa quc lot ignorantca*' 

VOLUME I 

SECOJYD EDITION 

GEOFFREY CUMBER LEGE 

OXFORD UNIVERSITY PRESS 

LONDON 

Daniel Berkeley Updike and Bruce Rogers 

6 Updike: American Printer and his Merrymount 
Press. Notes on the press by Daniel Berkeley 
Updike and essays by Stanley Morison, T. M. Cle- 
land et alia. Published by the American Institute of 
Graphic Arts, New York, 1947. 

7 lb. 

The effects of Morris's work at Kelmscott were certainly felt in the U.S.A., most 

strongly in New England, and by no one more so than by Daniel Berkeley 

Updike. In 1893, Updike started the Merrymount Press. Until that time, from 

the age of twenty, he had been working for Houghton Mifflin at the Riverside 

Press. He said: 'None of us were very sensible or businesslike, and if we had 

been we would have been heard of no more.'6 

His Merrymount Press achieved an outstanding reputation in both the U S.A. 

and Europe for fine typography and presswork and the most painstaking care 

in every stage of book printing. Updike's career was crowned by the publica¬ 

tion in 1922 of his Printing Types, of which he wrote 'The book has, by those 

who know, been called a monumental work, and came, as far as I was 

concerned, fatally near being so.'7 

The other great American typographer in the twentieth-century renaissance of 
book design was Bruce Rogers. Whereas Updike was essentially a scholar- 

printer, Rogers was an artist who happened to express himself through the 

design of books. His typographic art, like that of all his contemporaries, was 

based on the work of the past. His knowledge of period was extensive, yet 

his books were not slavish copies; he took a period style and made the fullest 

use of it, producing something quite personal. 
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Directoire and other period influences 

THE COM PLEAT 

AKGLEP 

Or, The Contemplative Man 7 

Recreation 

BEING 

A DISCOURSE OF FISH AND FISHING 

NOT UNWORTHY THE PERUSAL OF 

MOST ANGLERS 

m 

The T^tyerside Tress Edition 

1909. The Compleat Angler by Izaac Walton, 
designed by Bruce Rogers. Published and printed 
by the Riverside Press, Cambridge. Mass., for 
Houghton Mifflin Co., Boston. 6g"x4^". 
Title-page. 

An edition of The Compleat Angler, which Bruce Rogers designed in 1909, 

was printed at the Riverside Press, Cambridge, Mass., and published by 

Houghton Mifflin Company, from Boston and New York. It is a charming 

book, square-backed and bound in a brown, crumpled Japanese paper with a 

simple printed label on the spine. In spite of the very short lines, the setting 

is remarkably close knit. The title-page has been reproduced many times, but 
it is so pretty and so typical of its designer that it is worth showing just once 
again. 

By the beginning of the First World War, art nouveau had lost much of its 

appeal. There was a general return to Directoire (1795-9) and Louis XVI 

(1774-93) designs. Shepherds, shepherdesses and powdered wigged 

gallants vied with Pierrots and Columbines as subjects for book decorations. 

It was a somewhat sentimental period. Popular illustrators in this manner were 

Emil Preetorius in Germany, Daniel Vierge in France and Hugh Thomson in 

England. Books continued to look much as they had done for the last twenty 

years, except for the wider use of coated stock, that was needed for printing 

halftone illustrations, in monochrome and colour. 

1903 Compensation, an essay by Ralph Waldo 
Emerson. A prospectus designed by Bruce 
Rogers. Published by Houghton Mifflin and Co., 
New York. Printed by the Riverside Press. Ti" x 4§" 

1939 The Work of Bruce Rogers published by 
the Oxford University Press, New York. 
Half-title for 'Progressive Layouts for On 
Dry-Cow Fishing' as designed by Bruce Rogers. 
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Alphonse JtaxLdel' 

Die wuiidLerbaren 
APeiitevieir dc^ 

TMTE^RIN 

voaT^mscort 
DeiiisdhLwnA.Genslineam 

'Zeichnun^erwOTi 
Emil ■Preetorius' 

19 X) a.cKa.1113 

DerGelbeVferia^ 
MundU'und. Blumttitt' 

1913. Tartarin von Tarascon by Alphonse Daudet. Sohn, Munich. 7f"x 5^''. Drawn-on orange 
Translated by A. Gerstmann, with illustrations by coloured paper cover printed in black. Title-page 
Emil Preetorius. Published by Der Gelbe Verlag and chapter opening. 
Mundt and Blumtritt. Printed by M. Muller and 

Bel den/Eftiifei^ 

DaeTIbeifiGirf^^erl^infunF 
vert3ria3en^I^m^AmAbeod 

3tgt, m»in Itcbcr ttftr, modite itb tin Htaltr fcin, tin 

grogtr fttaltr, bamit id> bitr bti Stginn bts justittn Itilts 

nnftrtr ©tf<bid)tt t>or btintn Bugtn bit Dtrfebitbtntn 

iagtn fhjjitrtn bSnntt, bit btr rott Stj bta <J>trrn Uartarm 

aus larascon an btn brti Iagtn btr llbtrfabrt non Sranb 

rtid) natb Tllgitr an Sorb bts „3uaotn" tinnabm. 3d> 

uourbt ibn jutrft gtrtnbntt babtn bti btr Sbrtift auf btr 

tanbungsbrucft. 3d), roit btlbtnbafi unb ftolj, true tint 

Burtolt, fdimiidt tr bas fcbint tarasconifibt <3aupt. 

Pann aiurbt id) ibn jtigtn bti btr duefabrt aus btm 

Aaftn, als btr „3uat>t“ auf btn VStUtn (id) ju untgtn 

unb ju fdiauttln btgann; man tourbt ibn jitttrnb unb 

jagtnb ftbtn, als fpurt tr fdioit bit trfltn Sorbottn bts 

nabrnbrn Unbtils. 

3uni britttn unirbt id) btn S«5 im ©olf bu tion maltn. 

3t brtittr bitr bit trttrrtsfldibt jtpi|d)tn btn Btifttn rmrb, 

87 
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c. 1912. Briefe der Ninon de I'Enclos translated 
by Lothar Schmidt. Illustrated with etchings by 
Karl Walser. Published by Bruno Cassirer. 7"x5"- 
Title-page and frontispiece. 

Series design 

The cheap reprints of books dates at least back to the time of the Venetian 
printer-publisher Aldus, who was producing pocket editions by the first years 
of the sixteenth century. The great age of mass-produced series of books 
started with the railway age and railway bookstalls. George Routledge's 
Railway Library in the 1850's was followed by a number of cheap and (usually) 
nasty series. The first serious attempt to combine quality with cheapness was 
made by J. M. Dent, with his Temple Library (1888), followed by his Temple 
Shakespeare (1894), for which series Walter Crane drew the title-page. The 
greatest arid most lasting success (in the hard-back field) came with Grant 
Richards' World's Classics in 1901 which the Oxford University Press took 
over in 1906. Dent's Everyman also began in 1906. Both these series flourish 
to this day. 
The World's Classics were in a small format (6 in. by 3| in.) with green or 
maroon cloth-covered binding cases, blocked in gold on the spine with the 
title and an entwined leaf pattern (by an anonymous designer). The early 
volumes were well set and well printed by, amongst others, two Edinburgh 
printing firms, R. & R. Clark and Turnbull and Spears, and the famous East 
Anglian book house, William Clowes and Sons of Beccles. 
The Everyman series was issued in both grey cloth and red leather-covered 
cases. The format was slightly larger than that of the World's Classics. 
For Everyman, J. M. Dent commissioned an English architect called R. L. 
Knowles to design the covers, endpapers and title-pages. Knowles's designs 
were made up of swirling, macaroni-like lines, essentially art nouveau in 
character. 
The books were of an ideal size for holding in the hand (or reading in bed) 
and were extremely legible and well printed by such firms as William Clowes 
and Sons of Beccles in Suffolk. (The concentration of good printing in East 
Anglia and Scotland is worth noting.) 
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1902 The Opium Eater by Thomas de Quincey. 
Published by E. Grant Richards as No. 23 in The 
World's Classics Series. Spine blocked in gold 
on a green cloth. 

1907. American Notes and Pictures from Italy 
by Charles Dickens. Everyman Library, edited by 
Ernest Rhys. Published by J. M. Dent and Co. 
Ltd and in New York by E. P. Dutton. This 
edition had a gold blocked leather binding and 
rounded corners. Printed by the Temple Press, 
Letchworth. 63"x4^". {To the right.) 

1928. Memoirs of Mary Wollstonecraft by 
William Godwin. Published by Constable and 
Co.. London. Title-page spread. 7"x4§". 

M I Sc E LLA N Y 

The Garden Party 
by Katherine Mansfield 

Apostate 
by Forrest Reid 

Spiritual Adventurea 
by Arthur Symons 

What Is and What Might Be 
by Edmond Holmes 

A Treasury of English Prose 
by Logan Pearsall Smith 

The Poems of 
Adam Lindsay Gordon 

arranged by Douglas Sladen 

A complete list of titles 
will be sent on 

application. 
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1907. Everyman Library title-page design by 
Reginald L. Knowles. Published by J. M. Dent 
and Co. Ltd, London. 

c. 1905. Everyman Library endpaper design by 
Reginald L. Knowles. 
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R0/AE0TA/1D’JULIET 

1 910. Paul et Virginie by Bernardin de Saint- 
Pierre. Published by Nelson, Paris, London, 
Edinburgh and New York. Printed in Edinburgh 
by Nelson. 6^"x4". White cloth case-binding, 
blocked in green and mauve. 

1 904. Romeo and Juliet by William Shakespeare. 
The Red Letter Shakespeare. Published by 
Blackie & Sons Ltd. 65"x3J". White cloth 
case-binding blocked in dark green and 
vermilion, designed byTalwin Morris. 

8 The Art Nouveau Book in Britain: John Russell 
Taylor, Methuen, London 1966. If it had not been 
for Mr Taylor's book, which I saw just as I was 
completing my proof corrections, I should never 
have known of Talwin Morris's work and I should 
also have credited 'The Red Letter Shakespeare' to 
the Gresham Publishing Company. The volume in 
my possession had had the original title-pages 
removed and a replacement leaf had been tipped in 
with the Gresham Publishing Company's name on 
it. I can only think it must have come from remainder 
stock. 

In the years before the first war, a number of English publishers entered this 

cheap reprint field. Most of these series were fairly short lived. The Scottish 

firm of Nelson brought out one with very pretty white cloth covers, blocked 

in green and mauve. A white cloth cover was also used by the Gresham 

Publishing Company for 'The Red Letter Shakespeare', so called because the 

names of the characters were printed in red. 

Blackie and Sons of Glasgow were the publishers of The Red Letter Shake¬ 

speare'. These little books were designed by Talwin Morris (1865-1911), who 

came from the south to work for Blackies, as art director. His simple geometric 

designs were ideal for blocking in gold or colour and were architecturally 

strong enough to be very effective. His output was enormous. As John 

Russell Taylor has recently said, Talwin Morris was one of the great purveyors 

of art nouveau to the fast expanding book buying public.8 
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Various publishers continued to produce reprints in a 'series' format. Amongst 

these. Constable's Miscellany of Original and selected Publications in 

Literature', was a well-produced series, with smooth light-blue cloth covers 

blocked in gold and dark blue. One of the most successful and attractive 

series on either side of the Atlantic is ‘The Modern Library'. These little books, 

published by Random House, the New York publishers, have classically 

simple covers of smooth grey cloth, with a rectangle of colour on the front 

and spine, on which the title is blocked in gold. Series designs continued to 

proliferate, until the overwhelming competition of paperbacks put an effective 
brake on that kind of publishing. 

In England, by the beginning of the 1920's, the beneficial influence of the 

private press movement was at last having an effect on commercial printing 

and publishing. One of the last great romantics, Claud Lovat Fraser, nearing 

the end of his tragically short life, was contributing colour and gaiety both 

to books and to ephemeral printing for the Curwen Press. The great revival 

of classic typefaces was under way at Monotype, but in England and America 

there was little evidence of experimental typography. In Germany the effect 

of the Jugendstil typographers was not quite exhausted and a new impetus 

came from the Russian Constructivists and the Swiss Dadaists, resulting in a 
sudden blaze of typographic innovation. 

The typography of George Bernard Shaw's plays 

George Bernard Shaw's plays were published in a uniform style. Shaw took 

a very close interest in every detail of printing and publishing. His Plays, 

Pleasant and Unpleasant was published by Grant Richards, 'that habitual 

bankrupt', and printed by the Edinburgh firm of R. & R. Clark; but Shaw soon 

deserted the unstable Grant Richards and himself arranged with Constable 

to publish his plays on commission. To do this, he had to deal directly with 

the printer and pay the print bills himself; his connections with W. R. Maxwell 

at R. & R. Clark is almost unique in the context of author-printer relation¬ 

ships. Shaw had firm ideas about book design and based his page layout and 

general format on William Morris's Roots of the Mountains. He likewise used 

the same solidly set Long Primer Caslon Old Face. As for a typeface he had 

little choice; James Shand described the typographic limitations of the times 
in an article in Alphabet and Image, December 1948: 

'In 1897 we must remember that there were only two text-types available in 

most book-houses: Old Style or Modern. More often than not, before 

mechanical typesetting, there was not even any choice. Publisher and author 

often had to accept the type of which there happened to be, at any given 
moment, the greatest amount of "dis".' 

It was not until the middle 1920's, when the Limited Collected Edition of his 

works was proposed, that Shaw was willing to accept machine setting, and 

then only on the evidence of a specimen page that Maxwell put before him. 

Maxwell also succeeded in weaning him from his beloved Caslon; the new 

editions of the Standard Edition were reset in Fournier, in spite of Shaw's 

saying 'I'll stick to Caslon until I die'! 

There have been collected editions of the works of a number of authors, 

including Macmillan's Pocket Edition of Rudyard Kipling's works. These hand¬ 

some, slim books were bound in limp maroon calf and blocked in gold. 
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Three Plays for Puri¬ 
tans : The Devil’s Dis¬ 
ciple, Caesar and Cleo- 

Androcles and the Lion, 
Overruled, Pygmalion. 
By Bernard Shaw. 

patra,& Captain Brass- 
bound’s Conversion. By 
Bernard Shaw. 

Constable and Company 
Ltd. London: 1916. 

London : Grant Richards, 

48 Leicester Square, W.C. 

1901. Three Plays for Puritans by Bernard Shaw. 
Published by E. Grant Richards, London. 
6|''x4|". Set in Caslon Old Face. Title-page. 

1916. Anc/rocles and the Lion. Overruled and 
Pygmalion by Bernard Shaw. Published by 
Constable and Co. Ltd, London. Printed by 
R. & R. Clark, Edinburgh. 6|"x4|". Set in 

Text spread for Pygmalion, set in Caslon Old Face. Caslon Old Face. Title-page. 

120 Pygmalion Act II 

when he is neither bullying nor exclaiming to the heavens 

against some featherweight cross, he coaxes women as a child 

coaxes its nurse when it wants to get anything out of her. 

Higgins [brusquely, recognizing her with unconcealed dis- 

appointment, and at once, babylike, making an intolerable 

grievance of it] Why, this is the girl I jotted down last 

night. Shcs no use : Ive got all the records I want of the 

Lisson Grove lingo; and I’m not going to waste another 

cylinder on it. [To the girl] Be off with you : I dont want 

you. 

the flower girl. Dont you be so saucy. You aint heard 

what I come for yet. [To Mrs Pearce, who is waiting at the 

door for further instructions] Did you tell him I come in a 

taxi ? 

mrs pearce. Nonsense, girl! what do you think a gentle¬ 

man like Mr Higgins cares what you came in? 

the flower girl. Oh, we are proud! He aint above 

giving lessons, not him : I heard him say so. Well, I aint 

come here to ask for any compliment; and if ray money’s 

'not good enough I can go elsewhere. 

hicgins. Good enough for what ? 

the flower girl. Good enough for ye-oo. Now you 

know, dont you? I’m come to have lessons, I am. And 

to pay for cm too: make no mistake. 

hicgins [stupent] Well!!! [Recovering fa breath with a 

gasp] What do you expect me to say to you ? 

the flower girl. Well, if you was a gentleman, you 

might ask me to sit down, I think. Dont I tell you I’m 

bringing you business? 

hicgins. Pickering: shall we ask this baggage to sit 

down, or shall we throw her out of the window? 

the flower girl [running away in terror to the piano, 

where she turns at bay] Ah-ah-oh-ow-ow-ow-oo! [Wounded 

and whimpering] I wont be called a baggage when Ivc 

offered to pay like any lady. 

Motionless, the two men stare at her from the other side of the 

room, amazed. 

Act II Pygmalion 12 r 

Pickering [gently] What is it you want, my girl ? 

the flower girl. I want to be a lady in a flower shop 

stead of selling at the corner of Tottenham Court Road. 

But they wont take me unless I can talk more genteel. 

He said he could teach me. Well, here I am ready to pay 

him—not asking any favor—and he treats me as if I was 

dirt. 

mrs pearce. How can you be such a foolish ignorant girl 

as to think you could afford to pay Mr Higgins? 

the flower girl. Why shouldnt I? I know what lessons 

cost as well as you do; and I’m ready to pay. 

hicgins. How much? 

the flower girl [coming back to him, triumphant] Now 

youre talking ! I thought youd come off it when you saw 

a chance of getting back a bit of what you chucked at me 

last night. [Confidentially] Youd had a drop in, hadnt you? 

hicgins [peremptorily] Sit down. 

the flower girl. Oh, if youre going to make a compli¬ 

ment of it— 

hicgins [thundering at her] Sit down. 

mrs pearce [severely] Sit down, girl. Do as youre told. 

[$& places the stray chair near the hearthrug between Higgins and 

Pickering, and stands behind it waiting for the girl to sit down]. 

the flower girl. Ah-ah-ah-ow-ow-oo ! [She stands, half 

rebellious, half bewildered]. 

Pickering [very courteous] Wont you sit down ? 

liza [coyly] Dont mind if I do. [She sits down. Pickering 

returns to the hearthrug], 

hicgins. Whats your name? 

the flower girl. Liza Doolittle. 

hicgins [declaiming gravely] 

Eliza, Elizabeth, Betsy and Bess, 
They went to the woods to get a bird’s nea’: 

PICKERING. They found a neat with four eggs in it: 

HIGGINS. They took one apiece, and left three in it. 

They laugh heartily at their own wit. 



The Smoker 

The Splendid Wayfaring 

1923. The Book of Lovat by Haldane McFall. 
Projected colour illustration by Lovat Fraser for 
The Splendid Wayfaring. 

Published by J. M. Dent and Sons Ltd, London. 
Printed by the Morland Press. 10§"x8". 



1927. Das Entfesse/te Theater by Alexander 

Tairoff. Published by Gustav Kiepenheuer. Berlin. 
Printed by Gebr. Feyl. Berlin. 9i"x6f" Bindinq 
designed by El Lissitsky. 
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2. THE NEW TYPOGRAPHY IN GERMANY AND FRANCE AND 

THE ENGLISH AND AMERICAN RENAISSANCE IN PRINTING 

The origins of modern book design and the New Typography can be traced 

back to the work of William Morris, his preoccupation with materials and 

workmanship and his rejection of the culture of the Italian Renaissance. They 

also developed from art nouveau with its anti-historical bias. Other influences 
that contributed to the New Typography were Marinetti and his Futurist 

Manifesto in 1909, the Dadaists, the Stijlists, the Cubists and the Construc¬ 

tivists. These influences were synthesised at the Bauhaus; and, mainly under 

the direction of Moholy-Nagy and El Lissitsky, the New Typography grew 

up with the same philosophical approach as was being applied to building by 

Walter Gropius. 

In 1923, Bauhausverlag was established and, to coincide with the first 

Bauhaus exhibition, issued its first book. This was Staatliches Bauhaus in 

Weimar 1919-1923, edited by Gropius and Moholy-Nagy. The aim of the 

school press was to produce a series of books in which problems of art and 

design could be aired and elucidated. 

Moholy-Nagy made the following observations about typography: clarity is 

of overriding importance, communications should not be constrained by old 
styles of presentation or preconceived aesthetic ideas, letters and words 

should not be squeezed into arbitrary shapes, such as a square. 

The Bauhaus teachers El Lissitsky, Moholy-Nagy and Joost Schmidt were 

trying to create a new typographic language, combining freedom of layout 

and a fresh approach to the materials of printing. This interest in materials 

sounds a little like the credo of the Arts and Crafts movement, but instead 

of looking nostalgically to an Utopian idea of the Middle Ages, as the members 

of the Arts and Crafts movement did, they attempted to come to terms with 
the twentieth-century machine age. 

Half a dozen years after the establishment of Bauhausverlag, Mr Stanley 

Morison, the most influential and the most rational of English writers on 

typographical matters, laid down his First Principles of Typography. This has, 

to a large extent, guided the more enlightened English and American printers 

and publishers since that time. The essence of his closely reasoned, utterly 

reasonable treatise is that 'typography is the efficient means to an essentially 

utilitarian and only accidentally aesthetic end'. This was coupled with the 

statement that the typography of books requires an obedience to convention 

which is almost absolute - a statement that presupposes a status quo for 

attitudes to design which today seem a little less assured than they did in 

1930. 

Morison wrote elsewhere, and some thirty years later: A designer needs to 

avoid an uncritical deference to what in some places is publicized as the only 

correct practice of this age. . . It is just as easy to be superstitious or senti¬ 
mental about the present as it is about the past. The primary cause of super¬ 

stition is ignorance of the historical causes of things. . . It is necessary to be 

aware of the difference between the mere perception of change and an 

appreciation of the reality underlying it'.1 

In his First Principles Morison limited himself intentionally to composing room 

practice, to what Charles Peignot recently called typolecture, as opposed to 

typovision (or display). He makes no reference to design as such, except for 

a brief mention of modified margins for pocket books and some firm injunc¬ 

tions against the use of lower case in large sizes for title-pages. 

For a postscript to a French edition (1965) of his First Principles, Morison 

makes a plea for tradition, which is, he concludes: 'another word for unanimity 

about fundamentals which has been brought into being by the trials, errors 

1 The Typographic Book 1450-1935. Stanley and corrections of many centuries'. Yet there is little unanimity about the 
Morison and Kenneth Day, Benn, 1963. fundamentals of design. However splendid the classical rules of proportion 
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1923. Staat/iches Bauhaus in Weimar 1919— 
1923. Designed by L. Moholy-Nagy. Published 
by Bauhausbucher, Weimar. Title-page. 

may be for architecture or book design, there are other rules, other proportions 
no less true and no less splendid. 

And even the classical proportions may be reassessed. 

The Golden Section, used by the Greeks and the artists of the Renaissance, 

has provided the basis of the International DIN paper sizes. The use of these 

sizes has not had much appeal to book publishers. A more useful related 

series of expanding relationships is the Fibonacci series. This Renaissance 

series used by Le Corbusier for his Modulor is based on the succeeding 

number being obtained by adding together the two preceding numbers i.e. 

1, 2, 3, 5, 8. In addition to these there are an almost unlimited variety of ways 

in which a square or a rectangle can be subdivided, so that the divisions are 

related in a visually satisfying manner. This use of mathematical divisions of 

the page area, coupled with a repetition of these proportions throughout a 

book provide the essential quality in modern book design, the quality that 

Herbert Bayer, former Bauhaus teacher, called 'visual articulation'. That they 
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1924. Pure Poetry an anthology edited by 
George Moore, designed by Francis Meynell. 
Published by the Nonesuch Press. Bound in 
grey boards, with a gold blocked vellum spine. 
9J" x 5J". Title-page. 

PURE POETRY 

an anthology edited by 

Qeorge c<Moore^> 

1924 
The Nonesuch Tress 

30 Gerrard Street Soho W 

apply more to the illustrated book than to the typographic book is obvious. 

An infiltration of these features may well improve the look of the latter. 
The belief in the importance of 'the historical causes of things' has governed 

the attitudes of those involved in the twentieth-century English and New 

England renaissance of printing. It has produced standards of book production 

that are exceptional, though rarely as excellent as those followed in Germany 

or Switzerland by typographers accepting the same historic principles. The 

'English Book', as typified by the productions of the Nonesuch Press, or by 
the Americans Bruce Rogers and D. B. Updike, is an agreeable thing, with a 

feeling of rightness behind it. Sir Francis Meynell founded the Nonesuch 

Press to re-issue old titles, because he could not find books he loved in an 

acceptable format. (And what better reason, for such a publishing venture, 

could one have than that?) 
The insularity of England and the nature of English publishers have preserved 

English books from the worst excesses of the new movement in typography 
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1922. Causeries Typographiques (No. 6). 
Published by M. Audin and Co., 3 Rue Davout, 
Lyon. 10i"x6". Text spread. 

4VX ££>/T/0\S DF14 SJAFJVF 

1921. La Po&sie by Jean Epstein. Project for 
title-page from Causeries Typographiques No. 6 
published by M. Audin and Co.. Lyon. 10i"x6". 

and deprived them equally of the best features. However at last there are 

signs of change. It looks as if the New Typography has come to stay, at least 

for a while. But if it stays in as crystallized a style as sometimes seems possible, 

it will become even more sterile than the style it seeks to replace. Gropius once 

said: The development of a Bauhaus style would mean a return to academic 

stagnation and inertia.' Ways of life and methods of communication are 

changing fast; the design of books must keep pace in type and presentation. 

It seems to me that much of the sense of Morison's First Principles and 

particularly his statement . . any disposition of printing material which, 

whatever the intention, has the effect of coming between author and reader 

is wrong . . can with advantage be applied to new methods of typo¬ 

graphy; but with the over-riding proviso that design is a flexible weapon 

and that even the alphabet itself is liable to be questioned. What seemed a 

secure tradition in 1930 has changed, perhaps irrevocably, through the 

influence of the new movement in design. 

The French acceptance of Die Neue Typographie was typical. They took solid 

German doctrine and stood it on its head. The spirited examples here are by 

a lively and erudite printer called Audin who worked at Lyons and periodically 

issued Causeries Typographiques. 

In the English and American typographic revivals, borders cast on type bodies 

played a large part; they ranged from Fournier baroque to Bodoni neo¬ 

classical, like Francis Meynell's formal design for both the title and text 
pages of Irish Wine. 

By the end of the 1920's, the influence of the Nonesuch Press in England, 

and of the Riverside and Merrymount Presses in America, was spreading to 

other commercial printing and publishing houses. Tou/emonde by Christopher 

Morley is a sophisticated book, with a pretty title-page, whose title line is set 

in June, a version of one of Fournier le Jeune's decorative typefaces. This 

came from Doubleday, Doran, a commercial house which produced many 
good-looking books. 
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1 927. Irish Wine by Maurice Healy, designed by 
Francis Meynell. Printed by MacLehose and Co.. 
Glasgow. Edition limited to 99 copies for private 
circulation. 8"x5g". Title-page spread. 

TOULEMONDE 
BY 

CHRISTOPHER 

MORLEY 

GABDRH CITY ■ Ml ; » • » I » TO* * 

The English and American typographic revivals 

1928. Toulemonde by Christopher Morley. 
Published by Doubleday, Doran and Co. Inc., 
New York. 8J"x 5|". Title-page. 
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THE STUDIO ltd LONDON 

1931. Mise en Page by A. Tolmer. English 
edition published by Studio Ltd, London. Printed 
by A. Tolmer, Paris. 10|"x83". Cover design: 
quarter-bound paper-covered boards printed in 
silver, black and yellow. Title-page printed in 
black and blue. 

The new typography 
in France and Germany 

1930. August We/tumsegler by Knut Hamsun. 
Published by Albert Langen, Munich. Project for 
book design by Ludwig Schierle, Hamburg. 
Printed by H. Broschek and Co., Hamburg. 
7f" x 4J". Inset from Imprimatur II. 
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Grundsatyliches 

zur neuen 

Typographic 

Von Philipp Albinus, Frankfurt am Main 

Verlag des Bildungsverbandes der 

Deutschen Buchdrucker, GmbH, Berlin 

19 2 9 
I 9 

Uber die Ausdrucfcsmitfel der neuen Typographic 

Was hat das alles mit Typographic zu tun? So wird man unwill- 

kurlich fragen, wenn man die Typographic als ein selbstandiges 

Gebietdes Formschaffens ansieht. Aber das ist sie nie gewesen 

und kann sie auch niemals sein. Immer war sie gebunden an das 

Formempfinden ihrer Zeit, und immer wird sie ein Widerschein 

sein vom Wollen und Vollbringen auf dem Gebiete des tor- 

malen Ausdrucks, der Kunst. 

Also auch in der Typographic wird man an den grundsatzlichen 

Anderungen auf dem Gebiet des allgemeinen Formschaffens 

nicht achtlos vorubergehen konnen. Das heifjt nun keineswegs, 

dafj man etwa die neue Form der Stutze, unten schmal, oben 

breit, einfach insTypographischeubertragen soil. Nein, auch hier 

heifjt es, aus dem Material heraus im Sinne der neuen Lebens- 

auffassung und des Zeittempos, des gesamten Lebensrhythmus, 

zu gestalten und zu formen. 

Das Bewegungsmoment ist auch fiir uns ausschlaggebend. Der 

Empfangereiner Drucksache.die imStil der geruhsamen Zeit aus- 

gefuhrt ist, wird unangenehm beruhrt, wenn er sich plotzlich um- 

stellen mufj, sich aus dem Moment der Bewegung, in dem er sich 

befindet, in das der Ruhe versetzen soil, um die empfangene 

Drucksache ganz auf sich wirken lassen zu konnen. 

Und so ist das charakteristischste Merkmal in der neuen Typo¬ 

graphic die Betonung eines Bewegungsrhythmus — die asym- 

metrische Anordnung der Zeilen und Satzgruppen — gegen- 

uber der Stellung auf Mitte, der Arbeit mit einem Ruhepunkt, 

der symmetrischen Satzanordnung fruherer Zeiten. 

Es tut dabei nichts zur Sache, dafj auch fruher gelegentlich einmal 

eine Verschrankung der Zeilen vorgenommen wurde. Denn es 

ist doch ein Unterschied, ob man etwas bewufjt, als Ergebnis 

1 929. Grundsatzliches zur neuen Typographic by 
Philipp Albinus. Published by Verlag des 
Bildungsverbandes der Deutschen Buchdrucker, 
Berlin. Size unknown. Title and text pages. 
Reproduced from Books for our time 1951 by 
Marshall Lee, published by the Oxford University 
Press, New York. 

Mise en page, written and compiled by a Parisian printer-publisher called 
A. Tolmer, is an extrovert hotch-potch of type and illustration, published in 

1931. It was a book that had a lasting influence on the layout work of the 

advertising agencies of Paris, London and New York. It is packed with 

photo-montage and lively illustration. The pictures are much more interesting 

than the text. M. Tolmer's observations on book design are not particularly 

illuminating, though his opening remarks on this subject might serve for a 

fair comment, nearly forty years after they were written: The layout of books 
at the present day, except for a very few editions de luxe produced in the 

modern spirit, is characterized by a respect for convention which amounts to 

timidity.' 
From Tolmer's Mise en page to Grundsatzliches zur neuen Typographic by 

Philipp Albinus is a salutary jump. This book is a good example of 'visual 

articulation in typography'; that is, a repeating pattern of page design, 

established in the first place by a grid structure. 

A number of German typographers began to lay down rules for the new 

typography. These designers included Paul Renner, the designer of the sans 

serif typeface Futura and author of Die Kunst der Typographic, and Jan 

Tschichold, the author of Die neue Typographic (1928) and Typographische 

Gestaltung (1935). Tschichold's writings had a very wide influence, and he 

more than any other writer was able to establish the fundamental principles of 

the New Typography, the key factors in which were freedom from tradition, 

geometrical simplicity and the acceptance of the utilitarian purpose of typo¬ 

graphy. Tschichold's work was much more refined than the earlier Bauhaus 

work, with which school he was never actually associated. 
The project for a cover for Knut Hamsun's August Weltumsegler was a prize 

winner in a competition organized by Die Gesellschaft der Bucherfreunde in 

Hamburg. It was published in 1931 in the second volume of the German 

typographic annual, Imprimatur. The designer makes the most immaculate 

use of small, but heavy, grotesque capitals. In a very different vein, and in 

the same volume, was a lengthy survey of English private presses. 
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1926. Kraft by Henri Barbusse. Binding designed 
by Georg Salter. Published by Verlag die 
Schmiede, Berlin. Printed by Jakob Hegner, 
Hellerau. 7§"x4§". Bound in unbleached linen 
blocked in blue and red. Binding case and 
title-page. 

II E N It Y B A It B (J S S E 

KRAFT 

VEKLAG DIE SCHMIEDE BERLIN 

1931. Russland Ja und Nein by Hans Siemsen. 
Published by Ernst Rowohlt, Berlin. 8^"x 5^". 
Bound in rough greyish cloth blocked in red, 
black and grey. 

siemsen 
German binding designs 

Georg Salter's lively case design for Kraft, where blue and red letters are 

blocked on an oatmeal-coloured cloth, contrasts with the impeccable for¬ 

mality of the book's title-page. (Salter, having made a name for himself as a 

typographic designer in Germany, has since carved out another career for 

himself in the United States.) The treatment of the binding case for Russland 

Ja und Nein has banished symmetry from front and spine. The two little 

American books opposite, one published in 1928 the other in 1934, might 

belong to a different world. They both come from the hands of distinguished 

practitioners. On the Duty of Civil Disobedience was designed and produced 

by Carl Purington Rollins from his private press at New Haven. For many 

years Rollins was the printer to the Yale University Press. The volume of 

Emerson-Clough Letters was designed and printed by William A. Kittredge 

from the Lakeside Press in Chicago. Kittredge brought distinction to much of 

the work that passed through the somewhat capacious maw of R. R. Donnelley 

and Sons. Both Rollins and Kittredge were masters of their craft. 
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1 928. On the Duty of Civil Disobedience by 
Henry David Thoreau, with decorations by 
Rockwell Kent Text set by Carl Purington 
Rollins and published by Carl and Margaret 
Rollins at the Sign of the Chorobates, New 
Haven. Connecticut. 8i"x5i". Edition limited to 
300 copies. Title-page and cover. 

The American private presses 

1934. Emerson-Clough letters edited by Howard 
F. Lowry and Ralph Leslie Rusk. Published by the 
Rowfant Club. Cleveland. Printed by William A. 
Kittredge at the Lakeside Press, Chicago. Edition 
limited to 165 copies. 9^" x 6". Cover of brown 
marbled paper with a white label printed in 
black. Title-page and cover. 

ON THE DUTY OF 

Civil Disobedience 
HENRY DAVID THOREAU 

New Haven Connecticut 

AT THE SIGN OF THE CHOROBATES 

Carl & Margaret Rollins 

Emerson-Clough 

Letters 

EDITED BY 

HOWARD F. LOWRY 

AND 

RALPH LESLIE RUSK 

Cleveland 

THE ROWFANT CLUB 
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44-47 I. mo4ol|f nogy. 1729, lologro . photography icoim.e and nagoilval 

I zhodnoceni reolnych okuslickych fenomenu. pokod isoo ndm k disposici pfirodnimi iramoty. lidskym ostrojim nebo 
ndstroiem. 

2. oiili zvukovych utvaru. opiicky zoznomenatelnych, ole no redlnd exislenci nezdvislych. klerd se doji podle pldnu 
predem slanovendho no zvukovv filmovy prouiek nakresliti o pok pfovdsti v redlnd idny. |u tri-ergon sysldmu no 
pfiklod svdtlo-lemnymi prouikv. jeiichi obecedo musi byli dfive noudeno. pondvad* viechno, co ie no zvukovv 

filmovy prouiek nokresleno. pfesozuie proiekdni oporoluro do zvoku nebo iromolu, podoly i md experimenty s kres- 
lenymi profily, sledv pismen. olisky prstu. oeomelrickymi znodkomi no zvukovdm filmovdm prooiko pfekvapoiici 
zvukovd vvsledky.l k lomu pfisiuQuie 
3. miseni obou. 
k 1: 

al mluveny film nemusi bezpodminednd obsohovot souvislou akoslickou uddlos/. 

okustickd sloiko muie pusobil dvoindsob inlenslyndji, vyslupoie-li nedekond, isouc rozddleno v kralii nebo delii 
dosovd proslory. 

b| ioko md opiicky film moinosl. obv ruznd fixoval obieki snimky shora a zdolo. se slrony o zpfedu. fromdlnd o ve 
zkrolce. must ndco podobndho dili se i se zvukem. ruznvm smdrom pohledo mosi ledy odpovidoli ruznd smdry slyieni 

Izeimdno myslime zde no odslupAovond kombinace nudbv. fedi o iromolu). k lomu pfistopoie akuslicky close up 
smmek dosorozpiylny Iroziifeni). snimek dososbdrny Islaienl). skreslovdni. ofeclondni. vubec proslfedky szvukovd mon- 

ldie«: simulldnnosti optickd musi odpovidoli okustickd, to znomend: musime miti odvoho bdhem okuslickdho prubdhu 
dokonce proklodoli smys/ovy proud fedi iinymi zvukovymi ulvoiy nebo ho poiednoo pferuiili a zofodili iind okustickd 
dimense. skreslovoli. rozlohovoti, slohovali, o leprve oolom pokrodovoti' v puvodni linii o podobnd urychlenim nebo 

zpomolen.m normdlnich zvukovych sledu vznikoii neipodivndiii pfeklody. mnoho okldv nohoru nebo dold lylo 
vvsledky isou opdi pfekombinovolelny. |zde neisou komice klodeny hronice) 
k 2: 

o) sprdvnd vyie Ivurdiho vyuiiti bode viok u mluvendho filmu dosoieno leprve tehdy. budeme-li ovlddot okuslickou 
obecedu ve formd foloorafovatelnych proiekci |no pfiklod u svdlelnych zvukovych sysidmul 

to znomend ie - bez reolnych okuslickych uddlos.i vndiiiho svd.a - budeme pldnovi.d zoznomendvoti no filmovdm 

posu okustickd fenomeny. podle potfeby synchronisovonymi s oplickymi; to znomend komponista zvukovdho filmu 

1936. L. Moholy-Nagy. Published by Fr. 
Kalivoda. Brno. 11 83". Text spread. 

1936. An Essay on Typography 
by Eric Gill. Published by Sheed 
and Ward, London. Printed by 
Hague and Gill, High Wycombe. 
6$" x 4J". Text spread and 
(opposite) title-page. 
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mous blobs might be amusing to meet if they were 

the unaided efforts of some sportive letter designer. 

But having become common forms they are about as 

dull as ’Robots' would be if they all had red noses. 

As machinery & standardised production can only 

decently turn out the plainest of plain things, we 

shall have to steel our minds to a very ascetical and 

mortified future. This will be quite satisfactory to 

•highbrows' like ourselves, but it is certain that the 

masses of the people will not stand it; & designer, 

who for inscrutable reasons ’must live’, will con¬ 

tinue to fall over one another in their efforts to de¬ 

sign fancy forms which, like a certain kind of figure 

9, are all tail and no body (see figure 19, 24). 

f However, in spite of industrialism, letter design¬ 

ing is still an occupation worthy of the enthusiasm 

of rational beings, and, though a Q which were all 

queue & no Q would be ’past a joke’, it is difficult to 

say exactly where a tail should end (see figure 21). 

The only thing to do is to make ourselves into such 

thoroughly and completely rational beings that our 

instinctive or intuitive reactions and responses and 

sympathies are more or less bound to be rational 

also. And just as we revolt from smells which are 

bad for our bodies without reasoning about it, so 
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Figure 18 

shall we revolt against the mentally defective. 

A final word may be said about the influence of 

tools in letter designing. The main stream of letter¬ 

ing to-day is undoubtedly the printed sheet or book. 

But whatever may be said about the derivation of 

our letters from the chisel-made or pen-made let¬ 

ters of the past, there is no doubt whatever that 

neither the chisel nor the pen has now any influ- 
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A comparison: L. Moholy-IMagy and Eric Gill 

Laszlo Moholy-Nagy was one of the most influential figures of the modern 
movement in design. With his influence on typography and photography, his 

written observations on these subjects, his work as a teacher at the Bauhaus 

and later at the Chicago Institute of Design, he has played as big a part in 

shaping the appearance of modern books as any of his typographic con¬ 

temporaries; yet he was also an architect, a painter and a stage designer. 

Moholy, as well as being a brilliant creative thinker, must have acted like a 

catalyst on the students and designers with whom he came in contact. It is 

difficult to gauge how much actual book designing he did, but he was 

certainly largely responsible for the first Bauhaus Press books. 

Eric Gill, though older than Moholy-Nagy, played almost as great a part in 

English twentieth-century typography as the Hungarian did in German 

typography. Their lines of thought, however, were completely different. 

Gill owed much to the teaching of Edward Johnston and was an Arts and 

Crafts product par excellence. Morris's doctrine, 'Every man ought to have joy 

in his labour', became Gill's credo. For many years he earned a rather precarious 

livelihood as a letter cutter and sign writer. His belief in tradition was implicit. 

He wrote: 'Lettering is a precise art and strictly subject to tradition. This is the 

secret, for letters are things, not pictures of things'. Gill's An Essay on 

Typography, first published in 1931, is an interesting book. It is set in his 

Joanna typeface, unjustified and freely sprinkled with ampersands and 

paragraph marks which replace indents. Gill shows here an example of his 

sans serif, but nothing would have induced him to set a book in a serifless 

typeface. fi7 



HI l l-.lukv i Srlbtlklldnii ( Plvilugrsimn, D»|iprlbrlichlung. Ilupprlknpir ). 1924. 

propagiert wurde, kann nur in dcr Hand zeirhneriseh Bcgubter zu eincm brauch- 

baren Mittcl der Grstultung wtrdcn. So »gesetzte> Schriften sind fast imrner 

scblerhtcr aU selbst die grwohnlirhsten Typen. Jedenfalls ist es ziemlirb srhwer 

und fur Ungciibte trrhnisrh sebr umstllndlirh, auf diesem Wcge Brauohbares 

herzustcllcn. Nicht alien ist so vollendet, wie dcr Bildsatz von alter Cyliax- 

KruuU, der auf diesem Gebietc das Beste bervorgebrarht hat. 

Inncrhalb einer ganzen Arbeit sind Photo, Zeicbnung und Bildsatz nur Teile, 

die sirh dem Ganzen fiigen miissen. Ihre iiberzeugende Kinordnung bestimmt 

den Wert ibres Gebraurhs. 

1 936. First Principles of Typography by Stanley 
Morison. Published and printed by the University 
Press, Cambridge. 6f"x4i". Title-page. 

Typographla, Photographio und Zaichnung 

FUr die neue Typographic sind nicht nur die Sehriften und Zeiehen des Set*- 

katleus Mittel der Grstaltung. Das Bild ist oft besser als das orl; es bietet oft 

mchr und kann manrhes leirhter uls 'Rorte vermitteln. Die natUrliche Dor* 

stellungsweise unserer Zeit ist die Photographic, deren Gebraurh so vielfttltig 

gewordrn ist, daQ wir ohne sic wohl nieht tnehr uuskUmcn. Die Quulititt der 

Photogrupbie ist filr den U ert der ganzen Arbeit mitbestimmend; filr sirli nllein 

unterliegt sie Gesetzen, die denen der neuen Grstaltung sinnverwandt sind. 

Nieht nur die normnle Photographic kann einen Teil neucr Typographic bil- 

den; auch das Photogramm (die kurncrulose Photographic, deren Teehnik Mo¬ 

holy-Nagy und Man Hoy fur uns neu entdeekt und gestaltet haben). das Negutiv- 

pboto, die Doppelaufnahme und weitere Kombinationen, legitimate Mbglieh- 

keiten des l.iehtbildes (vergleiehc das rinzignrtigr Selbstbildnis I.issitzkys), die 

Photomontage, die eine Idee verkbrpern konn, sollen in den Dienst der typo- 

graphisrhen Mitteilung gestellt werden. Sie kbnnen die Aussage verdeutlirhen, 

anziehend marhen und optiseh bereiehern. 

Die Photomontage muQ jedoeh auf Klarhrit des Aufbaus brdurbt sein und 

unUbersichtlirhc AnhBufungen venneiden. Die normnle Photogrupbie kann uls 

rechterkige Flttrhr oder als Silhouette gebruurbt werden; bride zusummen geben 

neben reinen GriiOenkontrasten oft erwiinschte Kontraste und Abwechslung. 

Am Hande abfullende Photoklisrhees sind hin und wieder sehr wirksam; doch 

wird ihr Gebraurh dureh die terhnisehe ZwrckmttOigkeit und ttsthetisrhr Er- 

wttgungen begrenzt. Mehr als eine bis horhstens zwei soldier bis sum Papier- 

rande reirhenden IMiotogruphien sollte man auf der glrirhrn Seite nicht zeigen. 

Photoklisrhees konnrn nurh in einer buntrn Farbe grdrurkt werden; t)ber- 

sehneidungen versehiedenfarbig gedruckter Photos sind gelegentlirh sehr wirksain. 

Der Gebraurh der Photographie als der wirhtigsten Bildform der Gegenwurt 

schlieOt den der freicn und der Konstruktionszeirhnung nirht aus. Bride kbnnen 

sich ebensogut der Typographic cinfugrn und an der kontrastierenden Gestal- 

tung teilnehmen. Allc drei kbnnen aurh nebrnrinnndrr ersrhrinrn und neue, 

reichc Formen bilden. 

Aurh die amerikanische Rctusche un Musrhinendarstellungen und ihre llm- 

kehrung als Negativ sind Mbglirhkeitrn, die uns ofTenstehrn und bei possenden 

Gelegenheiten benutzt werden kbnnen. 

Der Bildsatz dagegen, der bus meist eigens gegossenen geometrisrhen Satz- 

elernenten Bilder und Daratellungen erzeugt und lange Zeit von gewisscr Seite 

1935. Typographische Gestaltung designed and 
written by Jan Tschichold. Published by Benno 
Schwabe and Co.. Basel. 8i"x53". Title-page 
and text spread. 
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FIRST PRINCIPLES OF TYPOGRAPHY 

is working. While a universal character or 

typography applicable to all books pro¬ 

duced in a given national area is practicable, 

to impose a universal detailed formula 

upon all books printed in roman types is 

not. National tradition expresses itself in 

the varying separation of the book into 

prelims, chapters, etc., no less than in the 

design of the type. But at least there are 

physical rules of linear composition which 

are obeyed by all printers who know their 

job. Let us see what these rules mean. 

The normal roman type (in simple form 

without special sorts, etc.) consists of 

ABCDEFGHIJKLMNOPQRSTUV WX YZ& 

ABCDEFGHlJKLMNOPQRSTUVWXYZit 

abcdefghijklmnopqrstuvwxyz 

A BCDEFGHIJKLMNOPQR STUV WX YZ& 

abcdefghijklmnopqrstu vwxyz 

The printer needs to be very careful in 

choosing his type, realising that the more 

often he is going to use it, the more closely 

its design must approximate to the general 

idea held in the mind of the reader who is 

io 

TYPE MUST BE FAMILIAR 

accustomed to the normal magazine, news¬ 

paper and book. It does no harm to print 

a Christmas card in black letter, but who 

nowadays would set a book in that type ? 

I may believe, as I do, that black letter is 

in design more homogeneous, more pic¬ 

turesque, more lively a type than the grey 

round roman we use, but I do not now 

expect people to read a book in it. Aldus’ 

and Caslon’s are both relatively feeble 

types, but they represent the forms ac¬ 

cepted by the community; and the printer, 

as a servant of the community, must use 

them, or one of their variants. No printer 

should say, “ I am an artist, therefore I am 

not to be dictated to. I will create my own 

letter forms”, for, in this humble job, 

such individualism is not helpful to an 

audience of any size. It is no longer pos¬ 

sible, as it was in the infancy of the craft, 

to persuade society into the acceptance of 

strongly marked and highly individualistic 

types—because literate society is so much 

greater in mass and correspondingly slower 

in movement. Type design moves at the 

pace of the most conservative reader. The 

II 

1 936. First Principles of Typography by Stanley 
Morison. Published and printed by the University 
Press, Cambridge. 6§" x 4g". Text spread. 

The New Typography and the English and American revivals 

2 Typography: Basic Principles. Influences and 
Trends since the 19th century: John Lewis, 
Studio Vista/Reinhold (2nd Edn 1966). 

Moholy-Nagy, Tschichold and Herbert Bayer on the one side, and Eric Gill, 

Francis Meynell at the Nonesuch Press and Oliver Simon of the Curwen Press 

on the other, represent the widely differing continental and English attitudes 

to book design. The continental New Typography, as we have seen, has close 
affinities with early twentieth-century movements in art and architecture, such 

as Cubism and Constructivism. The English style is based somewhat eclec¬ 

tically on the work of the best of the European printers since the time of the 

fifteenth-century Venetians. It has also been heavily influenced by a renewed 

interest in calligraphy and by Mr Morison's solid good sense. In comparing 

the work of the rationalist Morison and the intuitive Tschichold and in 

particular the title-pages shown on the opposite page, Morison's design is 

logical with a firm reliance on capital letters; Tschichold's is of an almost 
Whistlerian waywardness. Tschichold's typography was much less heavy- 

handed than the early Bauhaus books. In its precision and delicacy it helped 

to guide the post-war Swiss typographers. Five years after the publication of 

Typographische Gesta/tung, Tschichold renounced the doctrine he has helped 

to establish and returned to an immaculate classicism. This was mainly due, as 

I have said elsewhere, to a personal reaction against militaristic, Nazi-minded 

New Typography'.2 Morison stuck to his guns and authorised an unmodified 

reissue in French of his First Principles thirty-five years after its first publica¬ 

tion. In a sparkling postscript, he vigorously explained why had had not 

changed his position. 
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1938. Bauhaus 1919-1928 edited by Herbert 
Bayer, Walter Gropius and Ise Gropius. 
Typography and cover design by Herbert Bayer. 
Published by the Museum of Modern Art, New 
York. Printed in the United States of America. 
10" x 7J". Title-page and cover of light yellow 
cloth, blocked in black and red. 
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Design and typographic doctrine 

After the Second World War, while England stuck firmly to her traditions, a 

new generation of American designers began to use with fluency and some 

freedom the New Typography vernacular, aided and abetted by such Bauhaus 

teachers and displaced Europeans as Moholy-Nagy, Herbert Bayer and Georg 

Salter. In Europe, the Swiss book designers, such as Max Bill, developed the 

new typography into an incredibly precise style. And Jan Tschichold (in 

1940) made a complete volte-face, back from the New Typography to a rigid 

English classicism. In this vein, in the late 1940's, he did a magnificent re¬ 

styling job for Penguin Books. 
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1946. The New Vision and Abstract of an Artist 
by L^zlo Moholy-Nagy. Cover and typography 
by Paul Rand. Published by Wittenborn and Co., 
New York. Printed by E. L. Hildreth and Co., 
Brattleboro, Vermont. 10"x75". Title-page. 

The documents of modern art: Director • Robert Motherwell 

The New Vision 1928 third revised edition 1946 
and 

Abstract of an Artist 

Laszlo Moholy-Nagy 

Wittenborn and Company, New York, 1946 

1945. Introduction to Typography written and 
designed by Oliver Simon. Published by Faber 
and Faber, London. Printed by the Curwen Press, 
Plaistow. 8§" x 5i". Cover of buff-coloured 
cloth printed in blue and red, and title-page. 
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Comm.ntalr. du catalogue da I'ouvra Ja connalicalt, uo oau. I'ouvre da Sophia Tau- 

da Sophia Taubar-Arp bar dapula I'aiposillon bilolta da 1037 qul avail 

par Hugo Wabar voulu noua prtaanlai la« aconalrucllvltlaa*. Ja 

na la comprls paa blan, d'abord, el Aprouval pau 

d'lnttrtt. Ja ma mdprenala complement aur aa 

algnlflcatlon. C'aal pau da semainea avanl aa mort 

qua |a fla, b BAie. la conoalaaanca paraonnalla da 

Sophia Tauber Jean Arp el alia avalent rduaal b 

fulr I'occupation allamanda; lla vanalent da pasaar 

an Sulaaa. La aincdril* da aes anthoualaamea apl- 

rltuels ma fit alora una impression Intense; mala |a 

na panaala gufcro 0 son travail, qul ttalt pourtant la 

aourca da cetle pals rayonnante. Encore molns au- 

rale-je pu Imaglnar qu'll m'arrlveralt da me recuell- 
llr aur aea ouvragea durant plusleurs aamalnaa 

dans la calma da aon atelier da Meudon. Jean Arp 

ma chargaa an affet da dreasar la catalogue da son 

A mon propra ttonnement, ja ma mis un jour 0 me- 

surer das tablaaui. b laa marquer at b racharchar 

daa dataa. Mals surtout. |a m'engagaal dana una 

vaata contemplation daa oeuvres da Sophia Tau¬ 

ber, an conatltual la groupamant. y dlstlngual das 

adrlaa at tental toutaa las possibility da compa- 

raison qul ma eemblalent ddalrer laura rapports 

rdciproques. La situation vraimant tragique da no¬ 

ire tamps, qul condemns una oauvra ausei riche b 

a'amaaaar dana laa tirolrs at las recoins d'un ste¬ 

llar, ms permit du motns d'an prandra una ladle 

vua d'anaambla. Un classament atrlctamant chro- 

nologlqus prtsentait das difficulty. car Sophia 

Tauber na signs at data rdguliOrement aaa travaui 

qua dana las deui darnldrea ann«as da aa via. 

C'dtail un trait da I'esprit Dado da n attachar au- 

cuns Importance au tamps nl b I'lndlvidualltd artla- 

tlqua. Quelques points da rapdre ma parmlrant nd- 

anmolrs d'dtablir avec una approximation autfl- 

aanta mon aystdme da datation; I'aus recoura au 

tdmolgnaga da cartainas evidences visualise, dana 

la maaure ou daa notes aur photographies, cata¬ 

logues at publications ou la mdmoire da Jean Arp 

mo ratuaalent d'autrea reneelgnements. 

Mon travail na davlnt vraimant convalncant qua du 

jour oil aa daaalna un groupamant londd aur las 

princlpaui probldmes da forme. II lallalt, pour cha- 

cun da cas groupes, determiner das llmltaa at una 

appellation, al Ton voulalt dvlter qua la catalogue 

na fOt qu'un Inventalre mdcanlque at aana via- II 
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aaralt aouhaltable qua las artistes puissant eux- 

mdmee soutanlr da laurs consails una telle entre- 

prlse. Avac toute la volontd d'objectlvltd possible, 

rdtabllaaament d'un catalogue da ca genre rests 

una suvre personnels. Cast pourquoi |e crols 

utile da commantar Id ma classification at las rap¬ 

ports qua j'al dtablls antra les dlvarsaa adrlas da 

cette oauvra. 

II s'avdra qua Sophia Tauber reprenait aouvant un 

probldme da forms, aprds I'avolr, parfols durant 

daa anndes, abandonnd pour un autre, qul s'dtalt 

Imposd b alia entre-temps. Pour fixer la chronolo- 

gio da aon evolution dans son ensemble, les dates 

d'apparltion da chacun de ces probldmes sont les 

plus dddsivos. Les manifestations ultdrieures d'un 

mdme probldme ont did, dans le catalogue, subor- 

donndos aux premldres. 

Las premiers travaui de Sophie Tauber remontant Compositions vertlcales-horizontales 

d 1916. Ca sont das compositions planes, ordon- 

ndes salon una structure rigoureusement verticale- 

horlzontale Lorsqu'en 1916 Jean Arp Tit la connals- 

sance de Sophie Tauber d Zurich, alls lul montra 

ses essals. Ella appliquait des conceptions sem- 

blables d toutes espdces da travaux, an broderla at 

an tissage, sans pretention artlstiqua, mals avac 

una preoccupation morale trds notie, et dont la fer- 

metd, au tdmolgnaga de Jean Arp, I'impreasionna 

at I'lnfluenca. Par la sulta, Sophia Tauber Intro- 

duisit, dans la cadre das compositions vertlcalaa- 

horuontales. das figures anlmdas, curvilignas. 

Souvent c'dtaient. rdduites d la tdnuild de signas, 

daa choaas da 1'eiistence extdriaura: patits ba¬ 

teau* arborant das drapeaui, oiseaux. vases La 

signa «homme» eat rare d'abord 

Da tals signas ont au la vie longue dana I'ouvre da 

Sophia Tauber On peut an retrouver la trace ici ou 

Id dans ses travaux poatdneurs. 

Oana laa gouaches au apointlllisme* libra da 1920 Taches quadrangulairaa an coulaura 

d 1921, dans las compositions an laches da cou- 

laur, apparalssant de vagues constellations, rap- 

palant das figures da danse. Mals la pluparl aa 

contentent d'un rythme aana gaatas, pures formas 

ot coulaura. Caa cauvrea font una Impraaaion 

joyeusa at d'una tpre santd. Sophia Tauber las 

palgnlt pour tant durant una pdrioda d'lnceasanta 

trlstasaa. Du point da vua gdndtique on lea volt aa 
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1 948. Sophie. Taeuber-Arp edited by Georg 
Schmidt. Designed by Max Bill. Published by 
Holbein-Verlag, Basel. Printed by Benteli AG, 
Bern - Bumplitz. Funke and Saurenmann. Zurich; 
Georg Rentsch Sohne, Olten-Trimbach. Bound 
by G. Wolfensberger, Zurich. 11f" x 8". Text 

spread. 

QUI IMeIe24ma’i1899. 
IL BtlqEyde Paris. AiME 

EST UsfuquEs MateIota 

21ans. AtIantique N£TS 
Plus TARdf VOyAqES EN 

AlVIAZONiEyEN EQUATEUR 

AUXlNdESCNChiNE.IlEST 

ETSE VOudRAiT AillEURS, 

ESSENTiEllEM£NTAillEURSy 

AUTRE. II TlMAqiNE . II 

fAUTbiENQU'ill'iMAqiNE 

1942. Le Reve by Henri Michaux. Designed, 
printed and published by Pierre Bettencourt. 
Edition limited to 100 copies. 4|"x3j". Text 
page. The typeface is Peignot, designed by 
Cassandre. 

Swiss and French typography 

French interest in typographic developments has been somewhat spasmodic, 

but a certain number of amateurs of printing have run their own private 
presses. From amongst these, Pierre Bettencourt and Pierre Andre Benoit 

have issued some interesting books. Henri Michaux's Le Reve was published 
by Bettencourt in 1942, set in two weights of A. M. Cassandre's interesting, 

little-used typeface Peignot. This curious, half uncial is surprisingly success¬ 

ful, except for the large capital letters. It would have been more logical to have 

dispensed with these. Francis Picabia's Parlons d'autre Chose was published 

by Benoit in 1953. It is a pleasant book, set in Futura and with decorations 

by Picabia printed on a heavy grey Ingres paper. 
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Ensimte 

ON A UN MONdEdE CLOSES 

A pAiRE, TANTQu'il RESTE dE 

Ia cIarte, si biEN qu'on a 

A pEiNE Ie TEMpS dE SE QUANd ON MARCHE dANS 
REQARdERUNpEU. lACAMpACjNE, lui CONfiE-T" 

LACONTRARiETEpOURNOUS eIIe ENCORE, il ARRiVE QUE 
dANS Ia NUiT, c'EST QUANd I'ON RENCONTRE SUR SON 
il fAUT TRAVAillER, ET il Ie dHEMiNdES MASSES 
fAUT: il NAIT dES NAiNS CONSidERAblES . Ce sont 

CONTiNUEllEMENT. dES MONTAQNES ET il fAUT 

1 942. Le Reve text spread. 

1 953. Radons d'autre Chose by Francis Picabia. 
Designed, decorated and printed by Pierre Andre 
Benoit. 7£" x 5J". Edition limited to 75 copies. 
Text and illustration spread printed in black on 
grey Ingres paper. 
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No me posez pas de questions 

pari on s d'autre chose 

partons d«s lunettes morfes si vous voulez 

Botticelli Piero della Francesca 
ou Veiasquez 

i ou d'une fille viol4e 

qu'un ramassis d'idlots pensent 

qu'ils doivent plalndre 
• ’ v. . * • - .' . 

Vous rappelez-vous. le vernis de mes tableaux 

Us 6taient comme des miroirs 
V. 

' ‘ ou 6 cheque moment 

quelque chose peut surgir 
pour se confondre avec les oscillations 

- de mon coeur fatigu6 

qui ne salt plus aimer 

nl hatr 

nl m6me se transporter 

J'al attelnt le comble des souffrances 

Francis Picabia 

\ 
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Hs. Ed. Meyer Die Schriftentwicklung 

The Development of Writing 

Le developpement de I’ecriture 

Graphis Press Zurich Schweiz Switzerland Suisse 

Die Schriftentwicklung 

The Development of Writing 

Le developpement de I'ecriture 

Graphis Press Zurich Schweiz Switzerland Suisse 

1958. Die Schriftentwicklung by Hs. Ed. Mayer. 
Published by the Graphis Press, Zurich. Printed 
by Bodmer and Leonardi, Zurich. 11 §" x 6^". 
Cover and title-page. 
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LAOTSE 

TAO TE KING 

DAS BUCH VOM SINN UND LEBEN 

MIT EINEM VORWORT 

VON JEAN GEBSER 

i 

{% 

VERLAG HANS HUBER BERN 

UND STUTTGART 

1958. Laotse Tao Te King, translated from the 
Chinese by Richard Wilhelm with a foreword by 
Jean Gebser. Designed by Max Caflisch. 
Published by Verlag Hans Huber, Bern and 
Stuttgart. Printed in Switzerland. 8"x45". Cover 
in black cloth with white paper label printed in 
black; and title-page. 

Swiss book design 

Walter Herdeg at Zurich, with his Graphis magazine, has done much for the 

cause of modern design. Hans Meyer's Die Schriftentwicklung is an elegant, 

tall, crisp production, published by the Graphis Press in Zurich. An effective 

use is made of repeating the title-page design on the cover, but reversing to 

white on black. Hans Fischli, Director of the School of Arts and Crafts, 
Zurich, says in his preface to this book: 'The science of calligraphy points to 

the smallest detail and introduces the laws of order that are the basis of all 

creative activity, from the architecture of a cathedral to an advertisement in a 

newspaper'. This discipline is evident in all good printing, and particularly 

evident in Swiss typography. 

Max Caflisch is a German book designer, working in Zurich, and in contrast 
with so many modern typographers, working in the English style. The main 

difference between a Caflisch book and those of his English and American 

opposite numbers is that his books are usually better produced, with better 

presswork, more precise setting and better-fitting bindings. 
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the new graphic art 
le nouvel artgraphique 

1 

nach Ihren UrsprUngan, Ihram Wirdtn, 
Ihran (Iganhaltan, Ihran Aufgaban, 
Ihran Problaman, Ihran (rachalnungaforman 
und Ihran sukUnftlgan MOgllchkaltan, 
■vMinmtngMltlll und kommantlarl 
von Karl Oarstnar und Markua Kutlor 

varlagt 1958 
im Varlag Arthur Nlggll.Taulan AR. Schwali 

dlchlart von Schwlttar A6. Baaal 
gtaalil und gadruckl von R.Wabar AG. Hatdan 
gabundan von Mai Grollimund. Basal 

lha now graphic art 

II* origin*, 11* evolution, Ita peculiarities, 
It* taaka, It* problem*, II* manlfaatatlon* and 
It* future proapacta, 
compiled with a commentary by 
Kart Oaratnar and Markua Kutlar 

published In 1W0 
by Arthur Nlggll.Taulan AR, Switzerland 

block* by Schwlttar AG. Baal* 
primed by R Weber AG, Haidan 
bound by Mat Grollimund, Baal* 

English varalon by Danni* Oulball Staphanaon. 
Baal* 

le neuvel art graphlqu* 

••Ion aea origin**, son dtvaloppamant, 
•a* partlcularttta, aea rSallaatlon*. *•* 
probl4mas, sea phenomena* 
at ••• poaslbllltea davenlr, 
compose et commante par 
Karl Oaratnar at Markua Kutter 

puMie an 19J9 
par las editions Arthur Nlggll.Taulan AR. Suissa 

cliches da Schwittar AG, Btla 
impnrn* par R.Wabor AG. Haidan 
rail* par Mas Grollimund. B*la 

Varalon Irangaisa par Paula Mayar, Paris 

l 
Inhall conlanlt •ommalra 

• Id Warbegraphlk Kunat? la commercial art a true art? I’art graphlqua asl-ll un art 7 

1 dla Prlmlllvan the primitive* la. pnmitll. 

12 dia Anllnga th* beginning* las debut* 

to dar Ourchbruch th* break-through la realisation 

111 dia Gaganwarl th* present la present 

120 dia Marks lha trademark la marqua 
12* daa Inaerat the newspaper advertiaemeni 
ito die Kundanraltung Iho customer magazine la lournaldu client 
114 dor Proapekl the proapeclus le prospectus 
17* die Wars the good* le merchandise 
IK der Buchumschlag Ihe book leckel la couvarlura dalivre 
1*2 daa Plakal lha pod*. lalllche 

214 dia Zukunlt Ihaluture 1-evan.r 

21* J R Gaigr AG Baacl J.R.Gelgy AG Basle J.R Gaigy SA B*lc 
220 Knoll International New York Knoll Inlernelionat New York Knoll Inlarndionel New York 
224 Volkahochachule Ulm Ulm University Eitenaion Univaraite populate Ulm 
22* Recmlama Hamburg Reemlame Hamburg Reemlsm* Hambourg 
230 Si Raphael Paria Si- Raphael Paris SI- Raphael Pans 
23* Feller AG Horgen/Zurlch Feller AG Horgan/Zurlch Feller SA Horgen/Zurlch 
240 Bolls 4 muaique Basel Bolle 4 musiqua Basic Bolle 4 muaique Bale 

24* Namenragialer Register ol names 

1959. Die Neue Graphik by Karl Gerstner and 
Markus Kutter. Published by Arthur Niggli, 
Teuffen AR, Switzerland. Printed by R. Weber AG. 
Heiden. Bound by Max Grollimund. Basel. 
9£" x 9". Cover and contents page. 

Gerstner and Kutter's Die neue Graphik, published in Switzerland in 1959, is 

one of the most interesting surveys of graphic design to appear since the last 

war. It is also a model example of clean layout, based on a grid structure. The 

book is set in German, English and French, in three unjustified columns, of 

8 point Univers, to the page. 

1959. A Newe Booke of Copies 1574 edited by 
Berthold Wolpe, R.D.I. Designed, published and 
printed by the Lion and Unicorn Press at the 
Royal College of Art, London. 9i''x8i". Cover 
in buff coloured cloth printed in orange and grey 
and blocked in gold, and title-page. 

A NEWE 
BOOKE OF COPIES 

1574 
A facsimile of a unique Elizabethan Writing Book 

in the Bodleian Library, Oxford 

Edited with an Introduction 

and Notes by Berthold Wolpe, R.D.I. 

LION AND UNICORN PRESS : LONDON 
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1 963. Victorian Book Design and Colour Printing 
by Ruari McLean. Published by Faber and Faber. 
London. Printed by Shenval Press Ltd, London. 
8i"x5i". Jacket design by Ruari McLean 
printed in black, blue and brown. 

1962. Printed Ephemera written, compiled and 
designed by John Lewis. Published and printed 
by W. S. Cowell Ltd, Ipswich. Distributed by 
Faber and Faber, London. 12"x9^". Title-page 
printed in black and red. 

Allusive typography 

The reprint of the Elizabethan writing book, A Newe Booke of Copies, was 

carried out at the Royal College of Art by the Lion and Unicorn Press, under 

the guidance of its editor, Berthold Wolpe. The completely traditional treat¬ 

ment was considered appropriate for a reprint of this nature. The case-binding 

had a solid orange printing over the back, continuing to the centre of the 

spine, and in spite of its cutting the title in half, this counterchange treatment 

made an effective-looking cover, though it called for some precision in the 

case making. 

Ruari McLean's Victorian Book Design and my own Printed Ephemera, though 
on different subjects, covered in part the same period of time. The books were 

published within a year of each other, and we both turned to elongated 

Victorian sans serif typefaces for jackets, and in the case of Printed Ephemera 

for the title-page as well. There will, I think, always be a place for allusive 

typography. 

The dichotomy of ideas about the design of books continued through the 

1960's. Die Neue Typographic crystallizes in Germany, and even more so in 

Switzerland, into a precise rather mechanistic book style. 
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1963. Schrift und BUd compiled by Dietrich 
Mahlow. Designed by Wolfgang Schmidt. 
Published by Typos Verlag, Frankfurt-am-Main. 
Printed by Franz W. Wesel, Baden-Baden. 9£"x 
9". Cover design printed in black on red paper- 
covered boards; and text spread. 

Im Zeichen wird die Wohrheit 
der Dmge und Gedonken durch 
den Menschen sichtbor, der in 
dem gleichen Strom mil ihnen 
schwimmt Solche Zusommenfos 
lung geistiger Vorgonge mufl 
nicht on lesbore Schrift gebun- 
den Min Wohrend diese Bin- 
dung m Osfosien moglich ist, 
weil dieSchnftzeichen nichtLout 
zeichen wie unsere Alphobete 
sind, sondern ihnen dos Abbild 
zugrundc liegt, formt sich dos 
westhche Zeichen frei von les- 
borer Schrift Damit ist es nicht 
nur noch der Seite der person- 
lichen Hondschrift des Kunstlers 
offen, sondern ouch hmsichflich 
seiner Bedeutung. Es geht nicht 
— oder es mufl nicht von Erfoh- 
rungen, Empfindungen, Begriffen 
ousgehen, urn dofur Symbole zu 
schoffen. sondern konn ols Zei- 
chenhofies ouch Vorstellungen 
erzeugen, die noch gor nicht 
vorhonden woren und die durch 
uns erst mit Sinn erfullt werden 
mussen Ihre Berechtigung und 
Schonheit fmden diese Zeichen 
ollem in der bildnenschen 
Sproche. ous der sie entstehen. 
Dorm liegt dos Geheimms der 
Zeichen immer wird in ihnen 

38 

erne Bewegung sichtbor, die sich 
ouf denBetrochter ubertrogl und 
ihn in Gefilde Irogt, wo er sTth 
stounend umsieht und sich frogt. 
warum er dort nicht schon Idngst 
zu House ist. Jedoch eheer sich s 
versieht, wird er in neue Bohnen 
geworfen. bis er versieht, dofl es 
um die Beschworung der groften 
Kraft der UngewiOheit geht 

Willi Boumeisler 
Spitze Formen 

Grace a I homme, lo verile des 
choses et des pensees, empor- 
tees por le mime torrent que lui, 
apporait, visible, dons le signe 
Une telle synthtse de phenome- 
nes d ordre spiritual n o pas 
besom d atre liee o une ecnture 
lisible Si, en Asie Orientole, 
cette lioison esf possible, — les 
signes graphiques n etont pos 
des signes phonogrophiques 
comma ceux de nos olphobefs. 
mois des signes qui s oppuient 
sur une representation —, le 
signe occidental se forme in- 
dependommenl de lo lisibilite de 
I ecnture C est oinsi que. non 
seulement la grophie personelle 
de I artiste mois oussi lo signifi 
cotton du signe och*vent de mo¬ 
deler ce dernier II n est pos le 
fruit —. ou plutdt, il n o pos be 
soin d *tre le fruit d experiences, 
de sensations, de concepts pour 
crier des symboles, so quolite 
de signe peut egolement engen 
drer des representations qui 
n etaient pos encore presentes et 
qui ne porviennenl 6 une ngm 
fication que si nous leur en don- 
nons une Saul, le longoge plo 
slique d ou ils sont issus. confere 
lustification el beaute o ces 

signes C est lo que reside le my 
stere des signes ils ivoquent 
touiours un mouvement qui se 
transmet ou spectateur et le 
transpose dans des spheres ou 
son regard vogabonde, elonne. 
et ou il se demande pourquoi il 
n o pos decouvert plus t6l cel 
univers fomilier Et cependonl, 0 
peme s est il retourne, qu il est 
de|6 proiete sur de nouvelles 
votes, |usqu 0 ce qu il comprenne 
qu il s ogil d evoquer la gronde 
force d incertitude 

Jeon Arp 
Constellation de six formes noiret 
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1963. The Typographic Book by Stanley Morison 
and Kenneth Day. Published by Ernest Benn Ltd. 
London. Printed by the University Press. 
Cambridge; and the plates by L. van Leer and Co. 
Ltd, Amsterdam. 12"x9J". Title-page engraved 
on the wood by Reynolds Stone, and printed in 
red. 9§"x6" printed area. 

A STUDY OF FINE TYPOGRAPHY 

THROUGH FIVE CENTURIES 

EXHIBITED IN UPWARDS OF 

THREE HUNDRED AND FIFTY 

TITLE AND TEXT PAGES DRAWN 

FROM PRESSES WORKING IN 

THE EUROPEAN TRADITION 

WLTH AN INTRODUCTORY ESSAY 

BY STANLEY MORISON 

AND SUPPLEMENTARY MATERIAL 

BY KENNETH DAY 

LONDON ERNEST BENN LTD 1963 

German and English attitudes 1963 

The cover of Dietrich Mahlow's Schrift und Bi/d makes an interesting com¬ 

parison with one of the title-pages of Stanley Morison's The Typographic 

Book. Both books were published in 1963. The Schrift und Bi/d typography 

is by Wolfgang Schmidt; the engraving for the two title-pages for The 

Typographic Book (this is the second one) is by Reynolds Stone. The text 

pages show just as great a divergence of thought. The Typographic Book has 

a wide setting, thirteen words to the line of a large size of Monotype Bembo, 

the most classical of typefaces; and it is printed on a heavy antique paper. 

Schrift und Bi/d is narrowly set, six words in the line in a small size of Futura 

(the most machine-drawn of sans serif typefaces) and is printed on a coated 
paper. 
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1 964. Exercices de Style by Raymond Queneau. 
Illustrated by Jacques Carelman with typography 
by Massin. Published for the Club Frangais du 
Livre by Editions Gallimard. 11" x 8|". Text page 
and cover. 

Un jour de came 

sur un vehic 

ou je circ 

, gestic 

un funamb 

au bulbe minusc 

, k la mandib 

en virg 

et au capit 

ridic 

Un somnamb 

l’acc 

et l’ann 

, 1'autre artic 

: « crap 

», mais disarm 

see scrup 

s, rec 

, capit 

et va poser ailleurs son c 

Une h 

apr 

, devant la g 

Saint-Laz 

je l’apertj 

qui disc 

a propos de bout 

s, de bout 

s de pardess 
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ar Raymond Queneau. de I'Academie Goncourt. Edition nouvelle, revue et corrigee. 

,vec 33 exercices de style parallels, dessines. points et sculptes par Carelman et 

9 exercices de style typographiques de Massin. Gallimard. 

Raymond Queneau's typographic exercises 

Raymond Queneau's Exercices de Style was published in a limited, illustrated 

edition by Editions Gallimard for the Club Franpais du Livre in 1964. It was 

a most exciting, witty typographic frolic. Queneau's Exercices de Style, in 

which he tells the same story in many ways and from many points of view, is a 

perfect exercise for Jacques Carelman's typographic ingenuity. In whatever 
typographic idiom a designer may work, his ultimate and sole justification is 

to interpret, and if necessary clarify and point, his author's message. For¬ 

tunately, there is still more than one way to do this. The two mainstreams of 

book design, the German New Typography and the English Historic style, 

may yet cross-fertilize each other. There is much that each can learn from the 
other's approach. 
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3. THE INFLUENCE OF THE FRENCH EDITIONS DE LUXE 
ON COMMERCIAL BOOK PRODUCTION IN ENGLAND 
AND AMERICA 

Since the beginning of this century, the most sumptuously illustrated books 

have come from France. The French have made a speciality of the picture 

book, particularly the edition de luxe, which bears little resemblance to its 

more restrained English or American counterpart. It is in one way an ancestor 

of the modern coffee-table book, which, beautifully produced though it may 

be, with its reproductions of great paintings or photographs of pretty gardens, 

is only art at second hand. The illustrated edition de luxe was, and still is, an 

excuse for graphically-minded painters and sculptors to express themselves 

in a new graphic medium. The expensive French limited editions, printed on 

hand-made paper, were often illustrated by the most illustrious of French 

contemporary painters. Such typographical virtues as these books may have 

possessed were of secondary consideration and were usually overwhelmed 

by the impact of the illustrations and the magnificence of their printing. 

Ambroise Vollard, a Parisian art dealer, was one of the first publishers in this 

field of luxury picture books that were certainly not for children. Vollard issued 

his first book in 1900: Paul Verlaine's Parallelement. For it Pierre Bonnard 

lithographed over a hundred illustrations, which were beautiful enough to 

stand on their own. Nevertheless this is a complete and lovely book. The 

lithographs, printed in a soft rose-sanguine, are a perfect foil for the superb 

presswork and for Claude Garamond's italic typeface, and are an integral part 

of the page. This book sets a standard of quality that Vollard's succeeding 

artists and printers were rarely able to equal. 

Parallelement was issued, following the French fashion, unsewn in Japanese 

paper covers, the intention being that the buyer would choose his own 

binding. But the choice of heavily tooled goat-skin and weighty boards would 

compress intolerably these ethereal pages; and for myself, I think they are 

best left free of such expensive constriction. 

One of the reasons for the quality of these folios was Vollard's shrewd choice, 

not only of artists, but also of the craftsmen and printers who interpreted their 

work by wood engraving, lithography and etching. 

Much has been written about these lovely books. Picasso's etchings for 

Buffon (printed by Lacouriere), Georges Rouault's wood engravings and 

coloured aquatints for Reincarnations du Pere Ubu and Segonzac's etchings 

for Les Georgiques have been reproduced again and again in reference books 

and periodicals. (This is the bedevilling effect of this age of endlessly repeated 

mechanical reproduction.) Because of this and because here we are primarily 

concerned with the design of books, and the place illustrations can play in 

this context, there would be little justification for dealing with them at length 
in these pages. Moreover the quality of the illustrations in these Vollard 

editions depended greatly on their direct methods of reproduction. 

French painters turn freely to etching or lithography as an additional means 

of expression; and the great contribution made by France to the art of the 

modern book has been the willingness of her finest painters to move so 

naturally into the realms of book illustration. 
In the years between the wars something of the exuberant quality of these 

books rubbed off onto the commercial publishers, who were cajoled, or 

perhaps inspired, by such painters as Fernand Leger in France and Paul Nash 

in England into publishing rather more colourful books than they otherwise 

might have done. 
The publisher who contributed much to the production of books in this vein 

was the late George Macy, with his Limited Editions Club and Heritage Press 

editions in New York. This Book Club still continues with unabated vigour and 

produces twelve new volumes every year, illustrated, designed and printed 

by artists, designers and printers from many countries. 
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Je te veux Prop rieme 

Et Pres imperieuse, 

ENlechante & mauvaue 

Tire s’il te plaisait, 

Mats si luxurieme! 

*Ah, ton corps noir & rofe 

Et clair de lune! Ah, pofe 

Ton conde sur mon cceur. 

Et tout ton corps uainqueur, 

Tout ton corps que j’adore! 

J\h, ton corps, quit repofe 

Stir mon dme morofe 

Et I’etouffe s’il peut. 

Si ton caprice vent! 

Encore, encore, encore! 

28 
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1900 Parallelement by Paul Verlaine, illustrated 
by Pierre Bonnard with 108 lithographs printed 
in rose-sanguine and 9 wood engravings printed 
in black. Lithographs printed by Auguste Clot 

and the wood engravings by Tony Beltrand. 
Text printed by I'lmprimerie Nationale, Paris. 
11|"x9f". Illustration pages. 
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1928. Bubu de Montparnasse by Philippe with 
etchings by Andr6 Dunoyer de Segonzac. 
Published by Les Trents. Lyon. Illustration. 

The press book: France and England 

Autographic methods of illustration are in common use in France and, until 

recently, have been anything but common practice in England or America. 

Since the time of Whistler, there have been few English artists whose etchings 

could be compared in their directness and in their quality of drawing with 

those of Andre Dunoyer de Segonzac. Sickert was one, and he never 

illustrated a book. (One could compile an interesting dossier of real illustrators 

who have never been commissioned to illustrate.) 

Stephen Gooden's copper engraving is presented here to show the contrast 

between the utterly different attitudes prevailing in the two countries. Segon- 

zac's etchings are usually drawn straight to plate, without any preliminary 

work. His etchings for Bubu de Montparnasse, for Vollard, are deliciously free 

drawings, many of them executed at least in part au grattoir,1 which gives 
them something of the softness of a lithograph. 

His picture of the girl sitting on the edge of a bed is a superb, yet most tentative 
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1 933. The Fables of La Fontaine translated into 
English verse by Edward Marsh, with 12 
engravings by Stephen Gooden. Published by 
Heinemann, London. Printed by the Windmill 
Press. 8§" x 5i". The engravings in this edition are 
reproductions and not printed from the original 
plates. Illustration: The Lion in Love'. 

drawing, very lightly inked. No professional engraver or etcher would have 

been content with these tenuous lines. It is its utterly unprofessional quality 

that gives it its freshness. 
In contrast with Segonzac's use of the etching needle, Stephen Gooden's 

meticulous copperplate engraving might seem somewhat laboured, though 

the medium is a severely testing one. Such engraving evokes the quiet satis¬ 

faction given by any piece of good craftsmanship. Gooden based his style on 

that of Wenceslaus Hollar, William Marshall and other seventeenth-century 

engravers. He even re-introduced the engraved title-page. This anachronistic 

attitude to illustration is one of the odd foibles of the English (and of the 

Germans); it is an attitude with which the French have little sympathy. 

Engraving on copper is a medium well suited to book illustration, but it is 

little used nowadays, partly because of the difficulty of execution and partly 

because of the expense of intaglio printing. 

85 



1 926. Eclogae et Georgica by Virgil. Illustrated 
by Aristide Maillol. Published by Insel-Verlag 
in Leipzig and published and printed by the 
Cranach Press, Weimar. 1 3" x 10". Woodcut. 

The nude: Maillol and Picasso 

Ever since Bonnard's exquisite Parallelement, 'nudes' have been one of the 

mainstays of the private press movement, not only in France, but also in 

Germany and England. (A national Puritanism seems to have prevented this 
happening in the U.S.A.) In 1913 the French sculptor, Aristide Maillol, 

completed his illustrations for an edition of Virgil's Eclogues for Count Harry 

Kessler. This work had been conceived in Greece in 1908, but was delayed 

by the war and not published until 1926. It is a handsome book, though the 

black line woodcuts, engraved by Eric Gill, give Maillol's nude studies a 
somewhat stiff appearance. 
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MODERN PAINTERS AND SCULPTORS 

AS ILLUSTRATORS 
1 936. Modem Painters and Sculptors as 
Illustrators edited by Monroe Wheeler. Published 
by the Museum of Modern Art, New York. 
10"x7f". Cover design from an etching by 
Picasso from Les Metamorphoses d'Ovide, 
published by Skira. 

The cover design for Modern Painters and Sculptors as Illustrators is from an 

etching by Picasso, illustrating Les Metamorphoses d'Ovide, published by 

Skira in 1931. This was the finest of Picasso's important illustrated books; he 

repeated the same fluid line in a number of other books with classical texts. 

David Bland draws attention to the erotic appeal of so many editions de luxe 
and quotes a writer in the Times Literary Supplement who was of the opinion 

that quite half their sales depended on erotic, though rarely pornographic 

appeal.1 2 
2 A History of Book Illustration by David Bland. 
Faber and Faber, London 1 958. 
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1 919. La Fin du Monde by Blaise Cendrars, 
illustrated by Fernand Ldger. Published by 
Editions de la Sirdne, Paris. Set in Morland and 
printed by Frazier-Soye in Montparnasse and the 
stencil colour work by Ateliers de Richard. 
Paris. 12i" x 95". Title-page. 

Fernand L6ger: Cubist and Dadaist 

La Fin du Monde by Blaise Cendrars, illustrated by Fernand L6ger, was 

published by Editions de la Sir6ne in Paris in 1919. This brown paper- 

covered picture book, both Cubist and Dadaist in treatment, makes bold and 

decorative use of letterforms. 

The typography, in its roughness, is worthy of the Leadenhall Press; the book 

is set in 24 point Morland and printed in a rich black with stencil colours. La 

Fin du Monde was Lager's second book. 
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C’est le 

Dieu le pere est a son bureau americain. 

II signe hativement d’innombrables pa- 

piers. II est en bras de chemise et a un 

abat-jour vert sur les yeux. II se leve, 

allume un gros cigare, consulte sa montre, 

marche nerveusement dans son cabinet, 

va et vient en machonnant son cigare. II 

se rassied a son bureau, repousse fievreu- 

1 91 9. La Fin du Monde. Text spread. 

Fernand Leger (1881-1955), mural painter and worker in stained glass, 

illustrated a number of books. His first was J'ai tue, also by Blaise Cendrars, 

published the year before La Fin du Monde. In 1921, Leger cut six woodcuts 

for Andre Malraux's Lunes en Papier. For the rest of his life he combined the 
activities of painting, designing and illustration with a catholic freedom. His 

last book, Mes Voyages, was published after his death with an introductory 
poem by Louis Aragon. Leger, though originally opposed to the Dadaists, 

incorporated many Dada elements into his La Fin du Monde. 
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ROMANCE A LA V1EILLE DAME 

OU NATURE MORTE SENTIMENT ALE 

a Raoul Dufy. 

LAIR ENTRE PAR LE TROU DE LA SERRURE 

Les quatres murs mur murent 

si las de t'attester ce qu’ils ont deja vu 

I Cl PREVAUT LE MOTIF CCEUR 

Flore et tenture dont la fanure est la raison 

L’ombre des mannequins sentimentaux 

manteaux a taille 

Sur capiton sensible a bergeries 

56 

1920. Tour d'Horizon by Marcel Willard. 
Illustrated by Raoul Dufy. Published by Au Sans 
Pareil. Paris. 7§"x5f". Text spread and 
illustration. 
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THE TARTANE 

One of the largest vessels in the Afeditcrra nean today still 

preserving the oil Lateen sail. Although being slowly super¬ 

seded, the Tartane were at one time well known, and ships 

with a similar sail plan are on record as Tartan' rigged: A 

curious point, possibly hearing on this, heiny the name of 

/Dundee/ by which they are still known locally it St. Trope z. 

They carry a jib, topsail, and the huge Lateen sail bent to 

a yard sometimes longer than the vessel herself. This yard 

or antenne' is hoisted by double tyes, as were yards in ships 

of the sixteenth century, and secured to the mast by a parral 

Peak hslyArds Are rove And a vong steodies die yArdArm, the 

lower end being lulled to A short spor At the foot of the mASt. 

Well suited by the light /SieditemneAn winds, they Are 

engAged in ill descriptions of coasIaI trsde. 

*7 

1926. Sailing Ships and Barges of the Western 
Mediterranean and the Adriatic written and 
illustrated by Edward Wadsworth. Published by 
Hazelwood Books, Frederick EtchelIs and Hugh 
Macdonald. Quarter-bound with a white cloth 
spine and orange paper-covered boards, blocked 
in gold. 12g"x7§". Text and illustration spread. 

The press book: France and England 

Raoul Dufy (1877-1953), influenced by the Fauve painters, is best known 

for his colourful, short-hand calligraphic paintings of the Cote d'Azur, re¬ 

gattas, casinos and racecourses. Dufy illustrated a number of books, including 
lithographs for Apollinaire's Le Poete Assassine in 1926 and etchings for 

La Belle Enfant for Vollard in 1930, His designs for Marcel Willard's Tour 

d’Horizon were produced for Au Sans Pareil in Paris and published in an edi¬ 

tion of 325 copies in 1 920. The illustrations for this typographically eccentric 

little book were a mixture of etchings and lithographs. Dufy's very free treat¬ 

ment of a sailing ship makes an interesting contrast with Edward Wadsworth's 

precise etching of a tartane. Wadsworth was a member of the Vorticist group 

and had a deep interest in ships; his book of etchings, Sailing Ships and 

Barges of the Western Mediterranean and Adriatic, is full of precise observa¬ 

tion. His linocuts of First World War camouflaged ships are in a very different 
vein from these engravings. 

91 



1 932. Urne Buriall and the Garden of Cyrus by 
Sir Thomas Browne. Illustrated by Paul Nash. 
Published by Cassell and Co. Ltd, London. 
Printed by the Curwen Press, Plaistow. 12" x 8|". 
Illustration printed by collotype with stencilled 
colours. 

The French influence in England 

The most resolute attempt to combine the best of two worlds, the French 

edition de luxe and the English typographic book was made by Desmond 

Flower when, in 1932, he produced for Cassells an edition of Sir Thomas 

Browne's Urne Buriall and the Garden of Cyrus with illustrations by Paul 

Nash. This was very well printed by the Curwen Press with typography by 

Oliver Simon. The collotype illustrations were hand stencilled. It is a beautiful 
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1931. Seven Short Stories by Walter de la Mare, 
with illustrations by John Nash. Published by 
Faber and Faber, London. Printed by 
R. MacLehose and Co. Ltd, Glasgow. 8%"x6i". 
Illustration: The Bird of Travel' printed in line 
and colour. 

piece of work, though the illustrations, considering they come from a most 

illustrious painter, seem just a little feeble. 

John Nash illustrated in colour for Faber and Faber Seven Short Stories by 

Walter de la Mare. His somewhat naive drawings were reproduced by line 

and coloured by the stencil process; the result is an attractive and pleasantly 

fresh set of illustrations, published the year before his brother's Urne Buriall. 

93 



BENITO CERENO 
BY HERMAN MELVILLE 

WITH PICTURES BY E. McKNIGIIT KAUFFF.R 

MCMXXV1 

THE NONESUCH PRESS 
16 GREAT JAMES STREET, LONDON 

1 

1926. Benito Cereno by Herman Melville. 
Illustrated by E. McKnight Kauffer. Published by 
the Nonesuch Press, London. Printed on a tinted 
Van Gelder paper by the Curwen Press, Plaistow. 
1 2" x 7§". Frontispiece and title-page. 
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ELSIE AND THE CHILD 

1 

Elsie and her husband Joe were working in the kitchen of Dr. 

Raste’s abode at the comer of Myddelton Square and Cheval 

Street, Clerkenwell, E.C.i. Once they possessed a surname, but 

through disuse it had withered away and existed no more—save 

in ink on their insurance cards and medical cards. Everybody, high 

or humble, called them Elsie and Joe. They thought of themselves 

I 

1929. Elsie and the Child by Arnold Bennett 
with stencilled illustrations by E. McKnight 
Kauffer. Published by Cassell and Co. Ltd. 
London. Printed and stencilled by the Curwen 
Press. 10"x75". Edition limited to 750 copies. 
Chapter opening. 

1 928. A Sentimental Journey by Laurence 
Sterne, with engravings by J. E. Laboureur. 
Published by the Golden Cockerel Press. 
9£" x 5i". Illustration. 

Opposite: 
1930. Don Quixote de la Mancha by Miguel de 
Cervantes. Illustrated by E. McKnight Kauffer. 
Published by the Nonesuch Press, London. 
Printed by the Cambridge University Press. 
9"x 5§". The illustrations are reproduced by 
lithography with stencilled colours 

The influence of the French Livres des Peintres on English and American 

private press books can be seen in productions where processes other than 

letterpress have been used. The Nonesuch Press issued a number of illustrated 

books. Mostly they were in the conservative English tradition, but there were 

exceptions. In 1921, an American graphic artist, E. McKnight Kauffer, who 

at that time lived in London, drew a series of stencilled designs for Herman 

Melville's Benito Cereno. Eight years later, for Cassells, he drew a set of 

coloured illustrations for Arnold Bennett's Elsie and the Child, which were 
stencilled by the Curwen Press, the printers of the book. This attractive and 

well-made edition was remaindered, like so many other nice books in the 

1930's. Kauffer also used this stencilled technique for his coloured illustrations 

for a two-decker Nonesuch edition of Don Quixote, where his modern 

drawings sit somewhat incongruously alongside the evocative eighteenth- 

century typography, and even more uncomfortably within the goatskin 

covers. Kauffer's fame rests largely on his achievements as a poster artist, but 

his book illustrations are still of interest. 

The French painter-illustrators showed little interest in 'costume' illustration, 

seeming happiest with either classical or contemporary themes. An exception 

to this rule was J. E. Laboureur (1877-1943), who was a prolific illustrator. 
Laboureur was a founder member of the Societe des Peintres Graveurs 

Independants and worked with the Cubists, although signs of this are not 

very evident in this illustration for the Golden Cockerel edition of Sterne's 

Sentimental Journey published in 1928. 
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1 938. High Street by J. M. Richards. Illustrated 
with lithographs by Eric Ravilious. Published by 
Country Life Ltd, London. Printed by the Curwen 
Press, Plaistow. 9"x5f". Lithographed paper- 
covered board case-binding. Frontispiece and 
title-page. 
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1 938. High Street. Illustration for the Knife Grinder. 

In the 1930's something of the French attitude to book production and the 

use of autographic methods began to be felt in England by a few artists, of 

whom Eric Ravilious was one. Ravilious, inspired by Paul Nash, was as happy 

working in a number of different media as any French artist. He was as much 

at home on the lithographic stone as he was engraving boxwood or painting 

murals. In 1938, he collaborated with J. M. Richards, the editor of. The 

Architectural Review in producing a book called High Street. The illustrations 

were coloured lithographs of a variety of shop fronts, ranging from a cheese¬ 

monger to a clerical outfitter's and throwing in a knife-grinder for good 

measure. It is a delightful book, beautifully printed (once again by Curwen) 

and published by Country Life in an ordinary commercial edition. 
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1931. Memoirs of an Infantry Officer by Siegfried 
Sassoon. Illustrated by Barnett Freedman. 
Published by Faber and Faber, London. Printed 
by R. Maclehose and Co. Ltd, Glasgow. 8§" x 5f". 
Lithographed cloth case-binding and text spread. 

that night, so wc were rewarded by a mention in the G.H.Q. 
communique. 'AlMamelz we raided hostile trenches. Our party 
entered without difficulty and maintained a spirited bombing Jight, 
andfinally withdrew at the end ojtwenty-five minutes.’ This was 
their way of telling England. Aunt Evelyn probably read it 
automatically in her Morning Post, unaware that this minor 
event had almost caused her to receive a farewell letter from 

me. The next night our Company was in the front line and 
1 recovered three hatchets and a knobkcrric from No Man’s 
Land. Curiously enough, I hadn’t yet seen a German. I had 

seen dim figures on my dark patrols; but no human faces. 

The English illustrated book, as produced by the private presses, was nearly 
always letterpress-printed, often with wood engraved illustrations. Purist 
bibliophiles held out for a long time against the introduction of lithography. 
One of the first English artists to change this was Barnett Freedman, an artist 
who introduced a consummate craftsmanship to the art of book designing 
and illustrating. He was technically a very skilful lithographer, influenced by 
the nineteenth-century French trade lithographers rather than by the con¬ 
temporary School of Paris. To some extent, his lithographic dexterity was a 
limiting factor, yet within his imposed limitations, he achieved an extraordinary 
technical consistency in his book illustration. His first important book was 
Siegfried Sassoon's Memoirs of an Infantry Officer published by Faber in 
1931; his most successful, Tolstoy's War and Peace (1938), for which he 
lithographed the plates for George Macy's Limited Editions Club of New 
York. Macy was a great admirer of Barnett Freedman's work, and offered him 
much greater scope than any English publishers. Freedman drew lithographs 
for four different titles for the Limited Editions Club. The first of these was 
Lavengro (1935), which Macy wryly described as 'one of the ten finest 
books we ever issued and one of the ten least popular'. In 1937, Freedman 
illustrated War and Peace for Macy who became enthusiastic about these 
lithographs. In the Quarto-Millenary of the Limited Editions Club, he wrote: 
'Some illustrated books are destined for immortality: Botticelli's Dante, 
Delacroix's Faust, Blake's Book of Job, Flaxman's Homer. To that illustrious 
company I nominate Barnett Freedman's War and Peace.' Naturally enough 
Macy asked Freedman to illustrate one of the twenty-seven volumes of the 
monumental, Bruce Rogers-designed, edition of Shakespeare. Freedman 
chose Henry IV, Part I. He had some odd bed-fellows amongst the other 
illustrators, including Graham Sutherland (Henry VI), Boardman Robinson 
(King Lear), W. A. Dwiggins (The Taming of the Shrew), Edward A. Wilson 
(The Tempest) and Edy Legrand (Hamlet). Barnett Freedman's last book for 
the Limited Editions Club was Anna Karenina (1951). Five years later George 
Macy died, at the early age of fifty-six. By that time, he had published over 
two hundred and fifty titles, introducing to a wide American public, something 
of the French attitude to book illustration. 
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1938. War and Peace by Leo Tolstoy. Translated 
by Louise and Aylmer Maude. Illustrated with 
lithographs by Barnett Freedman. Designed by 
John Easton. Printed by R. MacLehose and Co. 
Ltd. Glasgow. Lithographs printed by the 
Baynard Press. Bound by Leighton-Straker. 
Published by the Limited Editions Club, New 
York. 8f"x5|". Illustrations. 
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Verse chosen by 
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ENGLISH SCOTTISH & WELSH 

LANDSCAPE 
Verse chosen by 

JOHN BETJEMAN and GEOFFREY TAYLOR 

Lithographs by JOHN PIPER Lithographs by JOHN PIPER 

1944. English. Scottish and Welsh Landscape 
1700—c. i860. An anthology of poetry chosen by 
John Betjeman and Geoffrey Taylor, with 
lithographs by John Piper. Designed and 
produced by Adprint. Published by Frederick 
Muller Ltd, London. Printed by the Curwen 
Press Ltd. Plaistow. Lithograph on the back and 
front of the cloth case-binding 

Opposite: 
1 945. Soldiers' Verse chosen by Patric Dickinson, 
With lithographs by William Scott. Produced by 
Adprint Ltd. Published by Frederick Muller Ltd, 
London. Printed by W. S. Cowell Ltd, Ipswich. 
8i"x5i". Cover design and illustration. 

1947. Poems of Sleep and Dream chosen by 
Carol Stewart. With lithographs by Robert 
Colquhoun. Produced by Adprint Ltd. Published 
by Frederick Muller Ltd, London Printed by 
W. S. Cowell Ltd, Ipswich. 8i" x 5£". Cover 
design. 

In 1938, Walter Neurath, a Viennese publisher, settled in London. Within a 

few weeks he had established a book production (as opposed to publishing) 
unit, within the Adprint company. Here he offered a design, production, edi¬ 

torial and ideas service to publishers. As well as producing a number of 
sociological works, often in collaboration with his namesakes Otto and Marie 

Neurath, Walter Neurath created a wide-ranging and successful series called 

'Britain in Pictures', published by Collins; and towards the end of the 

1939-45 war, a series of anthologies 'New Excursions into English Poetry', 
published by Frederick Muller. These square-backed octavos were illustrated 
with lithographs by such artists as John Piper, William Scott and Robert 

Colquhoun. The jacket designs were also printed on the cloth covers. Of 

these books, English, Scottish and Welsh Landscape, with verse chosen by 

John Betjeman and Geoffrey Taylor and lithographs by John Piper, was 

probably the most successful. For these illustrations Piper used a limited 

range of sombre colours, with very effective results. 
John Piper, who has done much distinguished work as a stage designer and 

in stained glass, has also illustrated or decorated a number of books. Amongst 

his best book illustrations were a fine set of prints for Brighton Aquatints in 

1939. 

In 1945, William Scott, a Scottish-born Ulsterman who had already achieved 

fame and recognition as a painter, lithographed the illustrations to Soldiers 

Verse, an anthology chosen by Patric Dickinson for this series. Two years 

later a young Scottish painter called Robert Colquhoun drew the lithographs 

for another anthology in the same series, called Poems of Sleep and Dream. 

This re-introduction in England of painters as illustrators was belated but 

welcome. 
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1936. Green Mansions by W. H. Hudson, with 
illustrations by Miguel Covarrubias. Published 
by the Heritage Press in New York and the 
Nonesuch Press in London. Printed by the 
Haddon Craftsmen and the Duenewald- Printing 
Corporation in New York. 9§"x6f". End-papers 
and line illustration. 

Book Club productions in America 

In 1936 the Heritage Press published an interesting edition of W. H. Hudson's 

Green Mansions. This romance of the Brazilian rain forests is a fairly stiff 
proposition for an illustrator. In Miguel Covarrubias - a Mexican, Hudson 

has found a sympathetic interpreter. His line illustrations are just such draw¬ 

ings as an Amerindian might have made and the colour illustrations and end¬ 

papers, though rather more sophisticated than the line drawings, still have a 

primitive feeling. The reproduction, by four-colour offset, hardly does justice 

to these decorative pictures. The cover repeats the jacket design and is 

lithographed from an oil painting by Covarrubias. Like the endpapers it depicts 

a jungle scene. These illustrations also give some indication of Covarrubias's 

work as a mural painter. He has illustrated a number of books, including 

Mexico South and Island of Bali, both published by Knopf and both written 
by the artist. 
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1936. Green Mansions. Full page coloured illustration 
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1955. Les EuropGens, photographs by Henri 
Cartier-Bresson. Published by Editions Verve, 
Paris. Printed by Draeger Fr6res. 14i"x11J". 
Cover design by Joan Miro. printed in four 
colours. 

I have faute de mieux had to leave bookjackets out of this survey. Where 

jacket designs are printed on the cloth- (or paper-) covered boards, or on 

drawn-on covers as in paperbacks, I think they do come within my self- 

imposed limitations. Cartier-Bresson's book of photographs has such a cover. 

This brilliantly colourful design is by Joan Miro. It is an interesting if unlikely 

choice for the cover of a book of photographs. 
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1936. Transition. A periodical volume (no. 25). 
Edited by Eug6ne Joks. Published in New York. 
8"x6". Cover by Joan Miro, printed in black 
and blue. 

TIO/ 

Painters as book designers and illustrators 

Miro, a Spanish-born artist who has worked much in Paris, has brought an 

exceptional quality of colour to the books he has illustrated - a brilliance such 

as only Matisse had achieved before him. Miro has been both a Cubist and a 

Surrealist. His work is so individual that it would be difficult for any artist 

to follow him without being guilty of plagiarism. The cover for the periodical 

volume Transition was done in 1936, and in both these covers Miro's 

calligraphy adds an almost oriental quality to the designs. 
Modern novels are rarely issued with illustrations. In 1950 Heinemann 
published an illustrated edition of The Forsyte Saga, which had been con¬ 

stantly in print since The Man of Property, the first of the trilogy, was published 

in 1920. Anthony Gross, an English artist who has lived and worked for a 

large part of his life in France, was commissioned to illustrate it. This was an 

unexpected but inspired choice, for here was a painter, who, like so many 

French artists, had worked in many media. The book was produced by two 

printers: the line illustrations, with the text, by one; the coloured plates, 

printed by offset, by another. The plates were reproduced from colour separa¬ 

tions drawn by the artist on sheets of grained plastic, by which method subtle 

washes of colour could be printed without any screen or chalking. If only the 

text had been printed as satisfactorily as the coloured illustrations, this would 

have been a memorable piece of book production. As it is, it will stand as an 

example of what can be done when a graphically-minded painter turns his 

hand to illustration. 
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1 950. The Forsyte Saga by John Galsworthy W. S. Cowell Ltd. Ipswich and the text by the 
with illustrations by Anthony Gross. Designed by Windmill Press. Kingswood. 9i"x6i". 
John Lewis. Published by William Heinemann Illustration: 'Soames in Park Lane'. 
Ltd. London. The colour plates printed by 



1956. De Klokken van Chagall by Bernard 
Majorick. Published and printed by Steendrukkerij 
de Jong and Co., Hilversum. 9§"x9J". 
Lithographed by Chagall. 

Romanticism takes different forms in different countries. It is a rare mani¬ 

festation in France. In the case of Russian artists it nearly always has a 

religious significance. Marc Chagall, a Russian-born artist, came to Paris 

first in 1920 and was there associated with the Cubists. Michael Ayrton, 

writing some years ago about this artist, said. The intangible legend and 

religion of the Russian-Jew combined with the essentially tangible logic of 

French painting explains the strange chemistry of Chagall's art'.3 
Chagall's three great works of illustration, Gogol's Les Ames Mortes, La 

Fontaine's Fables, and the Bible were all commissioned by Vollard. They were 

still unpublished when Vollard died, but the Parisian publisher Teriade came 

to the rescue and published the three books between 1948 and 1956. The 

illustration shown here is from a lithograph drawn by Chagall at Vence for 

Bernard Majorick's essay De Klokken van Chagall in 1956. Majorick wrote 

this essay because he was intrigued by the frequent recurrence of clocks in 

3 Chagall: Signature No. 2 new series 1946. Chagall's work. 
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1 978 Heureux qui comme Iris written and 
illustrated by Karine Huet and Yvon Le Corre. 
Published by Gallimard. Paris 12i"x9§". Cover 
and spread. 
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Monday 

Yesterday I went 13 houre without a shot. 

1964-5. Toxique by Francoise Sagan, with 
illustrations by Bernard Buffet. Published by 
Rene Julliard in France, E P. Dutton and Co., in 
New York and Souvenir Press in London. 
12"x9i". Illustration: 'Yesterday I went 13 hours 
without a shot.' 

4 'Iris restauree par Charles Harker de Abberton, 
est un smack de moyenne dimension, construit 
avec peu de tirant d'eau dans le but de draguer les 
bancs d’huitres devant Bradwell . . . Iris n'est 
probablement jamais sortie de la Blackwater pen¬ 
dant les trois quarts de sa vie de travail. Si on les 
utilise comme yachts, les smacks de ce genre, 
tirant peu d'eau, ne sont pas des bateaux marin, a 
cause de leur franc-bord bas et de leur grand poids. 
Par grosse mer, il peuvent etre tres exposes, voire 
dangereux' John Lewis Small Craft Conversion 
1972. Thus Yvon Le Corre was able to make me 

eat my words! 

Something of the French attitude to illustration has rubbed off on the 

American and English books that I have described in this chapter, but only 

a little. The last word remains with France. 
In 1964 Rene Julliard published 'a candid diary' of Francoise Sagan's nine 

days in a special clinic undergoing detoxification from morphine. Mile Sagan 

showed this diary to an old friend, the painter Bernard Buffet. The result was 

Toxique, a brilliant series of pages, as effective in their calligraphy as in their 

spiky, urgent drawings of a tortured, naked girl. The cover, in its simplicity, is 

a masterpiece. It is a book that only France could have produced. 
In the 1970s Yvon Le Corre, a French art teacher, bought the Iris, an old 

Colchester fishing boat which had been beautifully restored by Charles 

Harker.4 As Le Corre was setting off for Brittany from the Blackwater river in 

Essex, Charles Harker said: 'Don't ask too much of her.' 

Within a couple of years, Yvon Le Corre had sailed to the Mediterranean and 

across the Atlantic to Brazil, up to Grenada and Martinique and back to 

Brittany. Heureux qui comme Iris ... notes et dessins d'un voyage is a descrip¬ 

tion of those voyages, largely written by Karine Huet and designed and 

illustrated by Yvon Le Corre. It is a very French book with vivid illustrations 

and hand-written text wonderfully intermingled. 
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1921 AH Baba und die Vierzig Rauber. 
Lithographic illustration. 
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urn barnatb bit tiot<fa4rgAra Wain-grin frrffm |u ftnnrn " 

Dir iKrb: bri .Kaubrrbnunmanni rourbr an grcfrm JvifaQ aufgrnommtn unb Rr marm balb 
rofrfrrtig ©it logrn nun )u |ipri unb brn oon banncn. unb ba fir immtr in angtmrffmrr (Entfrrnimg 
oon nnanbrr gmgcii. fo grlangitn fir obnr Hrrbaifci |u rrrrarn in bit ©rabf. Dtr Jjaupimann unb brr 
iXaubrr brr morgrnr birr qriprfrn ipar. irafrn tulrgi bafrlbfi tin. Ditfrr fflbnr brn Hauptmann in bit 
©irair wo tr Uli ©abai <jau< bt|tiibon battt. unb ali rt an bit rrfir oon Worgianr br|oebnrtr £aug. 
lurr lam. aadnr rr ibn barauf aufatrffaB unb Tagir, bai fri bit rcdict Vli fir abrr, un ficfc mtbi 
crrbaitiig }u ma$rn, tontrr gmgrn, brmrrflr brr J?aupimami, baf bit na^ftfolgtnbt tur rbrnfaQi 
barfrlbr 3ridirn unb an bcrfrlbrn ©irlir bout, rr |tigtr ri babrr frinra gObrrr unb fragit ibn, ob ri 
biri )>iui ftl ebrr bai oorigr. Drr ISJubn laa in 'Brrlrgrnbrii nnb maftr nnbii |u antaorttn, 
brfonbrri ali rr unb brr J?jurlaana fabtn, bai bit wrr obrr fbnf folgrnbrn tflrrn rbrnfalli bnifrlbt 
3ncbrn batim it otTficbrnc brm $aunaana an bra ©(brour. bai tr blof tint nn|igr br|ti4nrt babt, 
unb ftgtt bann bin|ii „Ci ifi air unbrgrriflicb. art bit ftbngrn fo dbnlicb bqncfcnn babrn aag, abrr 
idi ant m birfrr ©maiming grflrbrn, bai id> baiimigr, aai u$ frlbfl brjrnbnrt babr, nicbi arbr brraui 
fmbrn tana." ?lli nuu brr panptaana fnntn $lan orrmrli fab, btgab rr fid) nacb bra Warfiplaiu- 

at 

unb liri fnntn itultn bunb btn rrfltn brfirn, brr ibm brgtgntit, |agtn, fir babtn fi$ bitfri Wal tint 
otrgrblicbt TO (Six grmaibi. unb ri blnbt nicfiii anbtrti librig. ali brn iXutfmtg nacb ibrtm gtairinl'ebafi 
lid)tn 3ufiu<biiort anjuirtltn. <?r frlbfi ging ooran unb fit foigltn ibm alit in brrfrlbrn PrOnung, ait fit 
gtfommru aarrn. 

3lai$btm Qit QSanbt fiefc im Uflalbt aitbrt orrfammtli bant, rrflant ibr brr Hauptmann, aarum rr 
fit babt airbtr umfrbrtn lofftn. ©oglriib lourbt brr gufirtr tmfiimmig bti tobri fcbulbig rrflart, aucb 
gtllanb tr frlbfl |u. bai tr ti orrbitm babt, aril tr brfftrt ISorfiibiimafrtgtln bant trgrtiftn follta, unb 
obnt 3>ntrn bol tr btmitnigm brn fjali bm. brr brn Suftrag rrbirlf, ibm brn Jtopf abjufitlagrn. 

23a ti fur bai 3Bobl brr iRanbt frbr aicbng aar, bm ©d)abm, bm man ibr lugrfugi, md)t 
ungrrad)! |u lafftn, fc (rat tin anbrrr 3iiubrr auf, orrfprad), ri follt ibm brffrr grlmgtn, ali fnnrm 
Sorgangrr, unb bai fiib bir flbmragung bitfri ©tfibafii ali nnt ©unff aui. (fi aurbt ibm grntbmigt, 
tr ging naib brr ©labi brffacb ®aba Wufiapba ait frm 53org4ngrr gtian, unb Saba Wuflapba 
fubrtr ibn mu orrbunbmrn 9ugm oor Sli Sabai JJaui. Orr Waubrr brirutnrif baiftlbt an rinrr 
armgrr brmtrfbartii ©ttllf mu JJiilrl, in brr (Joffnung, tr arrbr ti auf birfr Urt graif oon btr ani> 
bt|fid)ntlm unltrftbnbm finotn. 

3brr balb barauf ging ffSorgianr aui brm J?aufr, air aa oongm £ag, uub ali fit (urfidlam, 
miging bai roir 3rufctn ibrrn ftbarfblitfrnbm Slugtn 1111(1. ©it bai^it fid) babn bai 9}4mlubr, air bn 
brn anim 3nd)tn, unb maibir foqlnct an bit turrn brr 9laibbarb4uftr unb |aar an bit naali^r 
©itUt baiftlbt 3nd>m mil 9t4lfL 

3n|aifibrn ftbrtr brr Kaubrr |u fnnrr Sanbr in bm fiBalb |urutf, rr|dbltr, arldjr Wairtgfl rr 
grnoamrn, unb faglt, ti airt ibm irji unmbglub, bai br|ti4>nrtt JJaui mu brn anbtm |u orranbfrtn. 
Drr Jjaupimann unb ftmt (tutr glaubim ait ibm, bit ©aibr milffr )tgi grlingrn. ©it brgabrn fief 
babrr in brrfrlbrn Crbnung unb mil brrftlbtn Sorfitfci, ait lagi ;uoot, aucb gjnl rbrnfo braaffnrr, natb 
brr ©tabi, urn brn I'lan aui(uffibrtn, brn fit rrfonnm banm Drr i^aupiaann unb brr Sldubrr gmgm 
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1 921. Ali Baba und die vierzig Rauber (First 
edition 1903). Illustrated by Max Slevogt. 
Published by Bruno Cassirer, Berlin. Printed by 
W. Drugulin, Leipzig. 12i" x 9J". Text pages 
and line illustrations and title-page. 

4. THE EFFECT OF GERMAN IMPRESSIONISM AND 

EXPRESSIONISM ON BOOK ILLUSTRATION 

If this were a history of modern book production and illustration, an entire 

volume would be needed to do justice to German illustration, even from the 

time of Adolf Menzel and his great series of pen drawings for Geschichte 

Friedrichs des Grosser. Here, I can only attempt to show the work of a few 

artists who, since the turn of the century, have affected the general trend of 

European or American illustration. 
From 1892 contemporary art in Munich had been represented by the Seces¬ 

sion, which had established by the first decade of this century a form of 

German Impressionism. Max Slevogt and Lovis Corinth were its leaders. Both 
artists illustrated books, but Slevogt (1868-1932), who was both a painter 

and a lithographer, was the more prolific. Slevogt's lithography and pen 

drawings are full of lively action. In 1903 Bruno Cassirer published his AH Baba 

und die vierzig Rauber, which was a mixture of line and half-tone drawings, 

all delightfully free. Ali Baba was reprinted a number of times; the illustrations 

on this page are reproduced from the 1921 edition. In 1908 Slevogt illustrated 

Sinbad der Seefahrer for the same publisher. Bruno Cassirer, and his cousin 

Paul, who was an art dealer, were amongst the first German publishers to 

make use of painter-illustrators. When Hitler came to power, Bruno Cassirer 

left Germany and settled in Oxford. 

In the world of books, it is sad to think how many talented painter-illustrators 

have been neglected by publishers. One of the greatest illustrators who ever 

lived was the Norwegian Edvard Munch, who never illustrated a book. 

Munch made countless prints in every graphic process, from woodcuts, 

zincographs and etchings to lithographs. His woodcut The Cry would rank 

as one of the world's great book illustrations, if it had ever appeared in a book! 

Ill 



Albert Sfyrenftetn 

S u b u t fcfy 
u n 6 @ e t> i cf) t e 

OTit 3tDo(f 3ci'cf)nungen oon Otffar Kofofcfyfa 

3m 3nfel = 33er(ag ju Seipgfg 

1 911. Tubutsch by Albert Ehrenstein. Illustrated 
by Oskar Kokoschka. Published by Jahoda and 
Siegel. Vienna and Leipzig. 1 2\" x 9|". Title- 
page and illustration. 
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cinc^ dabfutfcfyertf ober e(ne£ Karfiotftoroafen fyuttr, bte ?3e= 

fanntfcfjaft efner £analraumerfn 3U macfjen trad)te unb ff>rc 

cf)did)e $reue etner Probe unte^tefye... 

Ttefn, ba£ rocrbe fcf) nfcfjt tun, fufjte nfcfyt mefyr bte £raft 

baju (n mfr. ©er jroctfelnbe 'Slfrf be# tpauSmetftertf f>at 

mefne ganje (Energte fytnroeggenommenl Unb aW fd) (m 

Sc^efn beg jufammenfinfenben C23a<f)$ftenge(£ au£ ber ©tftf* 

farte, bte auf ber -Jiir mcfnetf ^abtnetM mtt feparfertem <?tn= 

gang prangt, erfaf), baft (cf) ber £)err Sort 2ubutfcf) roar, ba 

fagte f(^ (etfe,nt ebergef^mettert, nfcf)t£aI4:, ©<f>o roteber!'... 

Oft tn ber 7lad>t faf>re id) auf. 2Daf$ (ft? 7?tcf)ti, nf<f)«! 

QPttt benn ntemanb bet mtr etnbredfen? QHletf fft t>orau3= 

beredfnet. O, id) moefjfe n(cf)t ber fefn, ber bet mfr etnbrtcf)t. 

Qfbgefef)en bacon, baft — mefnen ©tfefetfnecfyf Pfyftfpp unb 

oteUetcftt nocf) etn ©trafjcnoe^etcfmW autfgenommen — bet 

mtr nfcftfrf 3U ffoten {ft, id) geftef)e offen unb e^rlf<^: id) 

fenne ben ©etreffenben 3roar ntd)t fm gertngften, aber id) 
f)abe eg auf ben -lob betf armen fTeufeli abgefefjen. Dag 

Jebermcffer tiegt gesueft, morbbereft auf bem 2?acf)tfafte[. 

P^ftfpp, ber ©ttefe(fnecf)f, roadjt rourfgerecfyt barunter... 

rottt benn ntemanb bet mfretnbredjen...id)fef>nemfdfna<f> 

etnem THorber. 

2Denn id) roentgftenrf 3affnfcf)mer3en ftatte. 3$ fonnte 

bann brefmal .Qlbracababra' fagen, aucf) ba£ fjefttge2Dort 

»3fp=3*P’ burfte bte g(cfcf)e magtfcfje 2D(rfung fyaben ... 

unb roenn eg mtt ben ©cfjme^en fetbft bann nt(f)t beffer 

rourbe, motf)te id) Petne^roegS 3um 3af>nar3t gefyen, nefn, 

bte ©cfymer3cn fyegen unb pflegen, fie nfe ertofeften taffen. 

1911. Tubutsch by Albert Ehrenstein. Illustrated 
by Oskar Kokoschka. Published by Jahoda and 
Siegel. Vienna and Leipzig. 8" x 5f". Double¬ 
spread. 

German expressionism 

1 The Artist and the Book 1860-1960 [by Philip 

Hofer and Eleanor M. Garvey], Museum of Fine 

Arts, Boston, 1961. 

Oskar Kokoschka, born in 1896, an Expressionist painter of 'visionary and 

symbolic humanism', had quite a considerable graphic output. In 1911 he drew 

in pen the illustrations for Albert Ehrenstein's Tubutsch, which was published 

in the same year by Jahoda and Siegel in Vienna, in a pleasant format with 

handsome wide margins, and in a second edition by Insel-Verlag in 1919. 

The Tubutsch drawings are typical of Kokoschka's work and indeed of the 

whole German Expressionist movement. 

Over the last few years there has been a revival of interest, particularly in the 

U.S.A., in German Expressionism. Kokoschka has had a considerable influence 

as painter, graphic artist and writer, on modern American art. He illustrated 

some of his own books, including Die Traumenden Knaben which he wrote 

and illustrated when he was only twenty-two. 'This book and Slevogt's Sinbad 

(Berlin 1908) are the first important modern livres de peintres from east of the 

Rhine.'1 
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1924. Umbra Vitae by Georg Heym. Illustrated 
with 46 woodcuts by Ernst Ludwig Kirchner. 
Published by Kurt Wolff. Munich. 9"x8£". Cover 
printed in black, yellow and green. 
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f\Ue Landsc/idffen hdben 

m 
9PSichmir.Blau erfulfr 

f\!k Busdie indBaum* J«sSkomes 
Den'weiMnilenH«pdensJiwiilt' 

L'idife (Jes Awflder Wolken 
AAA ”W eis«e Se^el dichl" 
Die CeHaik JuHimmelsdahinfer 

Zer3eh«n inVJind undLlcM 

Wenn die Abend e *inken 
UndwirscJiIafenein.-^ , 
Gehen dUTrSume die sdioner] 
MiT leicMen Fussen herein 

Cymbeln lessen sieklin^en 
In den HSndenlichh_-Cti>> rr= 
Mantlufliisfernund halhen 
Kerzenvorihr'Gesichf' 

Mit den fahrenden Schiffen 

Sind wir voriibergesehweift, 
Die wir ewig herunter 

Dureh glanzende Winter gestreift. 
Ferner kamen wir immer 

Und tanzten im insligen Meer, 
Weit ging die Flut uns vorbei, 

Und Himmel war schailend und leer. 

Sage die Stadt, 
Wo ich nicht saO im Tor, 

Ging dein FuQ da hindurch, 
Der die Locke ich schor? 

Unter dem sterbenden Abend 

Das suchende Licht 
Hielt ich, wer kam da hinab, 

Ach, ewig in fremdes Gesicht. 

14 
15 

1924. Umbra Vitae by Georg Heym. Illustrated 
with 46 woodcuts by Ernst Ludwig Kirchner. 
Published by Kurt Wolff. Munich. 9"x6£". 
Text spread with woodcuts. 

Die Briicke Die Briicke, a group of artists founded in 1905, was influenced by Munch 
and Gauguin, and by African and Pacific art. These artists would also seem to 

have been natural book illustrators, both by the nature of German Expressionist 

art, with its concern for the plight of humanity, and technically by their 

excellence as wood engravers and print makers. Apparently an unhappy 

group - sexually repressed and at variance with the world - they first showed 

their distaste for the philistine German middle classes in an illustrated book, 

Odi Profanum Vulgus, which has since disappeared.2 

The animating force in Die Briicke was Ernst Ludwig Kirchner, strongly 

supported by Emil Nolde and Karl Schmidt-Rottluff. 

Kirchner, the most prolific graphic artist in the group, left over 1,600 prints. 

His rather rugged woodcut technique was based on the mediaeval tradition 
still practised in Southern Germany. Mediaeval German art, the woodcuts of 

the fifteenth and sixteenth centuries, the tensions and obsessions in the work 

of Diirer, Altdorfer and particularly Griinewald, all played a part in the 

development of Die Briicke artists. 

Kirchner's first woodcuts were Jugendstil in manner but soon the influence 

of Edvard Munch changed their direction, so that they became powerfully 

erotic, in the manner of so many of the Expressionists. 

In 1924, eleven years after Die Briicke had been dissolved, Kirchner illustrated 

Georg Heym's Umbra Vitae with woodcuts that were rough-hewn and brutal 

in execution; the book is also interesting typographically, set throughout in a 

2 See Expressionism by Bernard S. Myers. Thames heavy condensed sans serif, similar to Grotesque No. 9. 
and Hudson, 1963. As far as I know, neither Nolde nor Schmidt-Rottluff illustrated any books. 
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Unser Held, der keinerlei Gepack hatte, stieg heimlich aus, 
ohne jemand ein Wort zu sagen, lief flink durch Marseille, 
immer von der Angst gepackt, das Kamel konne ihm folgen. 
Und er machte nicht eher Halt, ehe er nicht in einem Coupe 
dritter Klasse safi und der Zug gemachlich gegen Tarascon 
schuckerte... 
Aber diese Sicherheit war triigerisch gewesen. Zwei Meilen 
hinter Marseille streckte alles die Kopfe aus den Wagen. 
Alles schrie und gestikulierte vergniigt. Tartarin seinerseits 
sah ebenfalls hinaus — und was sah er da? — Er sah das 

Kamel, das unvermeidliche Kamel, welches in voller Karriere 
auf den Schienen hinter dem Bummelzuge herlief und leicht 
mit ihm Schritt hielt. Entsetzt schloB Tartarin die Augen 
und driickte sich in die Ecke des Coupes. 
Er hatte gehofft, nach dieser verungliickten Expedition 
wenigstens inkognito nach Tarascon heimkehren zu 
konnen, aber die Anwesenheit dieses gottverdammten Vier* 
fuBlers.der zudringlich war wie eine verliebte alte Jungfer, 
machte das unmoglich. Ein schoner Triumphzug das, 
weiB Gott! Kein Geld, kein Ruhm! Kein Lowe! Absolut 
nichts ... nur ein Kamel! 
160 

1 921. Die Abenteuer des Herrn Tartarin aus 
Tarascon by Alphonse Daudet. Illustrated by 
Georg Grosz. Published by Erich Reiss, Berlin 
9"x6i". Illustration spread. 

1913. Tartarin von Tarascon by Alphonse Daudet. 
Illustrated by Emil Preetorius. Published by 
Mundt and Blumtritt, Dachau. 7J"x5". 
Illustration. 

Georg Grosz and the 'New Objectivity' 

In the Germany of the Weimar Republic grim attitudes were prevailing. Georg 

Grosz (born 1893), in company with the painter Max Beckmann, became an 

exponent of the 'New Objectivity'. Grosz, a left-wing Dadaist, was highly, 

perhaps hysterically critical of post-war Berlin. Many portfolios of his work 

were issued and in 1923 Ecce Homo was published. This extremely scarifying 

collection of drawings of bordels was confiscated by the police within a 

few months of publication. Grosz was brought to trial for publishing in¬ 

decencies. In comparison with Ecce Homo, Grosz's illustrations to Tartarin. 

printed on a cheap wood pulp paper, were very mild but effective and witty; 

they made Preetorius's illustrations to the same book look rather dull. 
e 
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1921. Die Abenteuer des Herrn Tartarin aus 
Tarascon by Alphonse Daudet. Illustrated by 
Georg Grosz. Published by Erich Reiss, Berlin 
9" x 6i". Illustration. 
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Albert -tjan^fn/ /^und>«n 

c. 1928. Sammelalbum, alte und neue 
Zeichnungen by Heinrich Kley. Published by 
Albert Langen. Munich. 13§"x1C>3". Cover 
printed in black on yellow cloth. Illustration: 
'der Benzinhengit'. 
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German pre-occupation with sex and violence 

The drawings of Heinrich Kley appeared for a number of years in the periodical 

Simplicissimus. An album of his work was published by Albert Langen in 

Munich in the 1920's, though most of the drawings had appeared many years 

before. Kley's preoccupation with the sex-war, violence and the imbuing of 

mechanical contrivances with animal lusts is repeated in the work of Tomi 

Lingerer. The Underground Sketchbook of Tomi Ungerer (1964) certainly 

makes an interesting comparison with Heinrich Kley's Sammelalbum (c. 1925), 

though Ungerer, who is German born and New York domiciled, owes as much 

to Grosz as to Kley, particularly in his wobbly, sensitive line. 

1 964. The Underground Sketchbook of Tomi 
Ungerer. Illustration: The example'. 

Opposite: 
1964. The Underground Sketchbook of Tomi 
Ungerer. Published by the Viking Press and the 
Bodley Head. Printed by William Clowes & Sons 
Ltd, Beccles. 7"x8f". Illustration without title. 

c. 1928. Sammelalbum by Heinrich Kley 
Illustration: 'Minimax'. OTiaimag 
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<2cf>lag brinrn Jurgen tot! Dae ifl nacb ber JTafur Jtrdjfrne, unb bafl gilf aCmf* 

balbrn auf ©offce roeitrrn Grbbobcn." 

„216er £inber$en, futf gufrn (Jcfunberofrbff i^r bod) uicfyt prrgebren roolltn? 3ft* btnff ’nen 

3ffuit«n an ben ©pieg gu (lecfcn, unb '0 ifl euer ©cbugpafron, n frgabgffagter ftfinb t>on 

ruern ^rinbrn, ben i^r roflen roollf. ICas mid) anlangt, id) bin in furem £anbe geboren, unb 

ber junge IJIlann ba, ifl mein £err, unb nicfytfl rorniger als ’n 3efu*^: J?at t>ielmfbr ’nen 

3efuilen faponierf unb (tint 3a£^e angegogen, unb eben barum ^abt i^c fucb geirrf." 

„3)amif ibr nun g*bf, bag id) feen QKinbbeufel bin, fo nelpnif ben Cltorf, gfigt ftn an bem 

cT|ltn ©rrngorft son £00 ^abres unb fragf, ob mem £frr niebt ’nen jegiifigften -Ofggier 

fall gemad)f. ’fl ifl ja nur ’n .V\a£rnfprung bis babm, unb gnbet ibr, bag ift eud) be= 

logrn l>abe, fo fonnf ftr une |a nocb immer freffen." 

„5?at gang red)t!" febrien bie £angobren, unb (ie frugen groei con ben 21 Iff gen bee £anbefl auf, eineu 

QBipe nad) bem 3ffmterlanbc gu marben unb geb nacb ber Q55a^r^tif gu erfunbigen. 2lls £eufe 

t?on Sopf ricbfefen |le ibren 2Iuftrag gltiiflicb aue unb braebten gar fr6t>Iic^e DTlar mil. 

Sir £angobren banben ibre ©tfangrnm los, frroiejen ibnen ungemein biel ^oflicbfeilen, 

fe^len ibnen DTtabcben unb (Srfrigbungrn »or unb begleilefen ge bie an bie augerflen 

©rengen unter bem laufen 3»telgef(dbrei: ,,’e ifl feen3ffud nief>f! ’0 ifl feen 3*fu*f nid)f!" 

£anbibe fommf mil feinem 23ebienlen nacb (Slborabo. 

QBae fie ba faben 

QTrV’iefie uber bie ©rengen ber£angobren roaren, fagfe ^afambo gu^anbibe: „©ie feben 

roobl, biefe 5?alffe ber Srbfugel ifl fo roenig ’nen ^3fifferting roerf roie jene. Das ©e-- 

fcbeilefle roare, roir gingen roiebrr natb ©uropa, unb bas je eber, je beffer." 

5£anbibe: „Q35ieber nacb (Suropa? Unb too benn bin? DTacb 2CeflfaIen? 3)a fftlagen 

JSulgaren unb 2lbaren fol, roafl lebenben Dbem bnli nacb Portugal? S)a roetbe icb uer= 

brannf; unb bleiben roir b*^» fo gnb roir feinen 2lugenblicf fid>er, gefpiegl unb aufgegebrf 

gu roerben." 

^afambo: „3 tx?i(Ter* ®'e lt>a0- f° Pollen roir nacb -Carolina geben. £>orf finben 

roir (Snglanber, bie gieben burcb bie gange QBetf. 5?elfen fun unfl bie geroig; ’fl finb gar 

gufe ©efbopfe, unb ©off tpirb une aud) beifleben." 

UTacb Carolina gu fommen, roar fo leid)f eben nicbf. DTad) roelcber ©eife fie ibre 3lid)fung 

nebmen mugfen, rougfen fie roobl fo ungefabr; allein r*on alien ©eifen b^r tiirmfen ficb 

ibnen fbrecflicbe ^)inberniffe enfgegen; ©ebirge, 2lbgrunbe, ©fragenrauber unb 

2Bilbe. (Snblicb gelangfen ge an bafl Ufer einefl fleinen Ruffes, bafl mif ^ofuflbaumen 

befe|f roar. 3)a fanben ge roieber JTabrung ibres £ebens unb ibrer ^offnung. 
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1920. Kandide oder die beste Welt by Voltaire. 
Illustrated by Paul Klee. Published by Kurt 
Wolff. Munich. 9f"x73''. Printed by Spamersche 
Buchdruckerei, Leipzig. Text spread and 
illustrations. 

A comparison of Candides Paul Klee (1879-1940), a Swiss of German-French parentage, was one of 

the key figures in modern European art, both as a member of Der Blaue Reiter 

group of painters in Munich and as a teacher at the Bauhaus. Klee's excursions 

into book illustration were slight. In 1920 he drew the lithographs for a 

limited edition of Curt Corrinth's Potzdammer P/atz, oder Die Nachte des 

Neuen Messias; and in the same year Kurt Wolff published an edition of 

Voltaire's Candide with twenty-six illustrations by Klee. (This was re-issued 
by Pantheon Books in New York many years later.) These scratchy, slight 

little pen drawings were actually done in the years between 1906 and 1912. 

They make an odd marriage with the Fraktur typeface, and an even odder 

contrast with the English and American illustrated editions of Candide. 

Voltaire's Candide is certainly a much illustrated book. In 1922 Routledge in 

London and E. P. Dutton in New York published an edition, illustrated by 

Alan Odle, an English artist with a very quirky sense of humour and a 

Beardsleyesque, art nouveau line. This is an interesting, baroque production. 

In 1928 Rockwell Kent did the drawings for a Random House edition of the 

same book, Kent's line drawings being most carefully drawn to match the 

tone of the Garamond type. 

This is an effective and well-balanced piece of book production; the actual 

illustrations are completely subordinate to the design as a whole; as with all 

the best of Rockwell Kent's work, the book, rather than the individual 

illustrations, is the important factor. The opposite could be said of Klee's 

Kandide, for in neither edition did his drawings receive adequate production. 

120 



1 920. Kandide Oder die beste Welt by Voltaire. 
Illustrated by Paul Klee. Published by Kurt 
Wolff, Munich. 9f"x7g". Printed by Spamersche 
Buchdruckerei, Leipzig. Illustration. 

c. 1 922. Candide or the Optimist by F. A. M. de 
Voltaire (sic), translated by Plenry Morley LL.D. 
Illustrated by Alan Odle. Published by George 
Routledge and Sons Ltd, London and E. P. 
Dutton and Co., New York. Printed by Headley 
Brothers, Ashford. 9|"x7^". Illustration The 
Toilet of the Pope's Daughter". 

1 930. Candide by Jean Francois Marie Arouet de 
Voltaire, translated by Charles Edmund Merrill, Jr. 
Illustrated by Rockwell Kent. Published by 
Random House, New York. These illustrations 
appeared two years earlier in the limited edition 
from the same publisher. 10|" x 7i". Tailpiece. 
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MAX ERNST 

LES MAKS DES URIELS 
reveles par 

PAUL ELUARD et MAX ERNST 

MON PETIT MONT BLANC 

La petite personne noire a froid. A peine si trois lumieres 

bougent encore, a peine si les planetes, malgre leur voilure com¬ 

plete, avancent en flottant: depuis trois heures il n'y a plus de 

vent, depuis trois heures la gravitation a cesse d'exister. Dans 

les tourbieres, les herbes noires sont menacees par le pres- 

tidigitateur et restent en terre avec les chauves et la douceur 

de leur chair que le jour commence a broder de nuages amers. 
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1 922. Les Malheurs des Immortels by Paul 
Eluard and Max Ernst. Illustrated with collages 
by Max Ernst. Published by Librairie Six, Paris. 
9i"x7". Printed on a smooth cream Japanese 
paper and set throughout in a sans serif typeface. 
Frontispiece, title-page and text spreads. 

LES AGREMENTS ET L'UTILITE 

Personne ne connait I'origine dramatique des dents. Un jour, 

I'equateur a dissipe la peur des chaleurs. 

Loin de piller nos recoltes, el I e change en miel I'education 

dure et physique. 

Le tapage de ses cloches natales effarouche ses douleurs 

et fait sauter son premier enfant de sa bouche construite en 

amphitheatre. Que deviendrait-elle, sans I'horizon des ballons 

et des betes 6tourdies? Un ciel sans nom, manie avec la main, 

I’a fait connaitre et elle nous montre le vieux loup qui, apres 

I'avoir toute sa vie aimee et combattue, veut vivre avec elle 

en bonne intelligence. 

Quand elle mourra, je n’aurai que six ans. 

37 

Surrealism and the book 

3 Surrealism and the illustrated book. Signature 
(1st series No. 5, March, 1937). 

Max Ernst, born in Cologne in 1891, was a founder member of the Cologne 
Dada Group. He established himself in the early 1920's as a Surrealist painter 
and showed himself as a master of Surrealist collage, the art of paste-and- 
scissors. Surrealism is not solely a perquisite of Max Ernst or of Rene Magritte, 
nor is it confined to them and the more vulgar manifestations of Salvador Dali. 
It occurs in the work of the Dadaists, and has had its English exposition in the 
books of Lewis Carroll and Edward Lear. Max Ernst, however, has produced 
books of exceptional interest. Paul Nash wrote nearly thirty years ago 'It is 
not for his alarming ability to horrify that Ernst wins our respect, it is for the 
intense poetical imagination working throughout all these conceptions'.3 
With astonishing technical skill, Ernst has converted Victorian engravings 
into illustrations of often startling beauty. Les Malheurs des Immortels. which 
he produced in collaboration with Paul Eluard in 1922, adds a new dimension 
to the illustrated book, and shows how a 'directing intelligence' can cut and 
assemble pieces of type and out-dated engravings and make a coherent 
lively whole out of the disparate parts. Les Malheurs des Immortels was 
followed by Histoire Naturelle in 1926 and La Femme 100 Tetes in 1929, 
published by Editions de Carrefour. Five years later came Une Semaine de 
Bonte. ou les Sept Elements Capitaux, with over 150 Surrealist collages, 
from Editions Jeanne Bucher, which was followed, in 1936, by Reve d'une 
Petite Fille qui voulut entrer au Carmel, also published by Editions de 
Carrefour. 
A renewed interest in Dada and the lasting power of Max Ernst's work is 
bearing fruit in Germany. Gunther Kieser, a practising graphic designer, was 
responsible for producing in 1 962 the lively and amusing Kriminal Sonette by 
Ludwig Rubiner. Jens Rehn's Das Neue Bestiarium, published in 1963, has 
forty most haunting collage-cum-litho drawings by Marleen Pacha. 
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1962. Kriminal Sonette by Ludwig Rubiner. 
Friedrich Eisenlohr and Livingston Hahn. 
Designed and illustrated by Gunther Kieser. 
Published by Scherz Verlag, Stuttgart and printed 
by Paul Robert Wilk. 7|"x65". Case-binding 
printed in black and purple on white cloth; text 
and illustration spread. 

Gold 

Am Gold-Depot, wo trunkne WUchter lallen, 

La(3t er den kleinen Mdrtelfreeser nagen, 

Bis wie beim Kartenhaus die Mauern fallen. 

Dann IHdt er Gold in einen GrUnkohlwagen. 

Als Bauer ftthrt er slkchaelnd durch den Zoll. 

Doch dort verraten ihn zwei blanke Barren. 

Benttne jagen den GemUsekarren. 

Fred smnt verwirrt, wie er aich retten eoll. 

Da sitzt DER FREUND in hoher Ebereache 

Und schioQt Ihm pfeiferauchend eine Bresche. 

FRED wird in einem braunen Tabakballen 

Vom Hafen auf die Zollstation getragen. 

Dort schl&ft er, bis die Schiffsuhr zwblf geschlagen. 

Erwacht und achleicht aich in die Lagerhallen. 
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1 963. Das Neue Bestiarium by Jens Rehn. 
Illustrated with 40 offset-lithographs by Marleen 
Pacha. Published and printed by the Eremiten- 
Presse, Stierstadt Schloss, Sanssouris. 10^"x6i". 
Drawn-on and wrapped brown paper cover, 
printed in black and designed by Gunter Bruno 
Fuchs. Collage by Marleen Pacha. 
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1 931-. The New Keepsake illustrated by Rex 
Whistler and published by T. J. Cobden- 
Sanderson, London. Vignette. 

c. 1800. Vignetted bookplate engraved on the 
wood by Thomas Bewick. 

5. ENGLISH AND AMERICAN TRADITIONS IN ILLUSTRATION 

It was not until the early days of the nineteenth century that a distinctive 

English style of illustration came into being. The literate public developed 

more quickly in this country than elsewhere because of Britain's pre-eminence 

in the industrial revolution. Demands for more and more books brought an 

impossible pressure on intaglio printers of illustrations. It became imperative 

to find a method of printing adequate illustrations at the same time as the text. 

This brought Thomas Bewick on to the scene; if it had not been Bewick, it 

would have been someone else. There were at that time plenty of wood 

engravers capable of cutting crude illustrations for chap-books and broad¬ 

sides, but they were hardly of a high enough calibre to replace the artist- 

engravers working on steel and copper plates. Thomas Bewick was actually 

trained as 

1838. The Adventures of Oliver Twist by Charles 
Dickens, illustrated by George Cruikshank. 
Published by Chapman and Hall. London. 
Illustration: Mr Bumble and Mrs Corney taking tea". 

engraver on steel and copper. With inspired ingenuity he applied 

1939. My Unde Silas by H. E. Bates, illustrated 
by Edward Ardizzone. Published by Jonathan 
Cape. London. Illustration: 'Finger wet. finger dry'. 
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1871. Good Words. A facsimile wood engraving 
from a drawing by Arthur Hughes. Illustration: 
The Letter'. 

1 900. Sartor Resartus by Thomas Carlyle. 
Illustrated by Edmund J. Sullivan. Published by 
George Bell and Sons, London. Illustration. 

exactly the same technique to the end-grain of boxwood, and with con¬ 

summate skill he produced engravings that could be printed at the same time 

as the type. As an artist-engraver, working to the limitations of letterpress 

printing, he gave an incomparable example to hosts of engravers. 

The technique of using vignetted engravings as head and tail pieces, as 

Bewick did, also became a lasting and agreeable fashion in English book 

design. A hundred years after Bewick's death, Rex Whistler, a master of the 

pastiche, made use of the same technique; but as Bewick had substituted 

boxwood for the copper plate, Whistler substituted the pen line and zinco for 

burin and boxwood. Like Bewick, Whistler also formalized his landscapes in a 

quiet, romantic vein. 

George Cruikshank, one of the greatest of English illustrators, also made use 

of the vignette, first with wood engravings (by another hand), and later with 

etchings made by himself for a number of books. These included Sketches by 
Boz (1834) and Oliver Twist (1837). 

As the nineteenth century progressed, the copper or steel plate was finally 

dropped in favour of the reproduction wood engraving, to avoid the expense 

of a separate printing process. The influence of Cruikshank lay dormant until 

an artist signing himself 'Diz' appeared on the scene in the late 1920's. This 

was Edward Ardizzone, a very English artist of Italian decent, who was to 

find in the compass of a small vignetted line drawing (and the process line 
block) a perfect means of expression. 

The fantastic dexterity of the nineteenth-century professional wood engraver 

was no satisfactory substitute for the work of the artist's own hand, though a 

formidable school of illustration making use of this reproductive process came 

into being in the 1860's. The artists were either members of, or were heavily 

influenced by, the Pre-Raphaelite movement. This tradition, established by 

such artists as Arthur Hughes, was carried into the twentieth century by 

Edmund J. Sullivan, a very skilful pen draughtsman, whose tour de force was 

an edition of Carlyle's Sartor Resartus. In turn Sullivan's influence spread 

through several generations of illustrators who were trained at Goldsmiths' 

College School of Art where he taught for many years. 
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1866. Mrs Caudle's Curtain Lectures by Douglas 
Jerrold. illustrated by Charles Keene. Published 
by Bradbury. Evans and Co.. London. Illustration: 
The black beetles came into the kitchen'. 

1892. Peter Ibbetson edited and illustrated by 
George du Maurier. Published by James Osgood. 
Mcllvaine and Co., London. Illustration: 
'Bastard! Parricide!' 
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1891. Cranford by Mrs Gaskell illustrated by 
Hugh Thomson. Published by Macmillan and Co., 
London. Illustration: 'If you please, my love, will 
you call me Matilda'. 

1893. The Adventures of Sherlock Holmes by 
A. Conan Doyle. Published by George Newnes 
Ltd, London. Printed by the Gresham Press, 
London and Chilsworth. Vignetted half-tone 
illustration by Sidney Paget. 

1883. Olde ffrendes wyth newe Faces illustrated 
with hand-coloured woodcuts by Joseph 
Crawhall. Published in London by Field and Tuer. 
in New York by Scribner and Welford. Woodcut. 

1922. Poems from the works of Charles Cotton 
illustrated by Claud Lovat Fraser. Published by 
the Poetry Bookshop, London. Printed by the 
Curwen Press, Plaistow. Headpiece. 

There are other movements that have played a part in building up this English 

tradition in illustration. A recurring romanticism keeps cropping up. In the 
1880's Field and Tuer at the Leadenhall Press produced a number of chap- 

books, illustrated by Joseph Crawhall in the crude manner of the seventeenth 

and eighteenth centuries. Lovat Fraser picked up and made use of the same 

idiom in the years just before and after the First World War. Charles Keene's 

unmannered drawings were also an important influence in the late nineteenth 

century; interpreted by professional engravers and so much admired by 

Camille Pissarro, they had a lasting influence on certain English and American 

pen draughtsmen. George du Maurier, though by no means as fine a draughts¬ 

man as Keene, also played a part in establishing a style of illustration that 

endured for many years after his death. When du Maurier's drawings were 

freed from the hand of the trade wood engraver, as they were in Peter 

Ibbetson, their impact increased enormously. With the introduction of photo¬ 

mechanical reproduction and the line (or half-tone) block, artists such as 

Hugh Thomson and F. L. Griggs and the American Frederick Remington all 

made use of their emancipation from the trade engraver. 

Though the invention of photo-engraving happened in 1860, the first 

English book illustrator to use the medium was Hugh Thomson, whose 

drawings for Days with Sir Roger de Coverley (which owed much to the 

American artist, E. A. Abbey) were reproduced from line blocks. These 

illustrations first appeared in 1886 in Macmillan’s English Illustrated Magazine 

and were reprinted in book form in the same year. Thomson was a prolific 

illustrator; his books included Cranford and The Vicar of Wakefield for 

Macmillan's 'Cranford' series and various volumes in the 'Highways and 

Byways' series for the same publisher. 

With the introduction in Philadelphia in 1896 of the Levy half-tone screen, 

the illustrator was finally freed from the limitations of line-block or interpreta¬ 

tion wood engraving. Sidney Paget made good use of the half-tone process, 

for his vignetted illustrations for The Adventures of Sherlock Holmes - 
drawings that were originally published in the Strand Magazine and later 

reprinted in book form. 
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1902. Ranch Life and the Hunting Trail by 
Theodore Roosevelt. Illustrated by Frederic 
Remington. Published by the Century Co., New 
York. Printed by the De Vinne Press. 10J" x 7". 
Illustration and text spread. 

i 

i 
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The Game or the High Peaks: The White Goat 

f N the (all of 1886 1 went far west to the Rockies 
and took a fortnight's hunting trip among the 
northern spurs of the Coeur d'Alene, between 
the towns of Heron and Horseplains in Moo- 

na. There are many kinds of game to be 
found in the least known or still untrodden 
parts of this wooded mountain wilderness- 
caribou, elk, ungainly moose with great 
shovel horns, cougars, and bears. But 1 
did not have time to go deeply into the 
heart of the forest-dad ranges, and devoted 

__ my entire energies to the chase of but one 
" animal the white antelope-goat then the 

least known and rarest of all American game. 
We started from one of those most dismal and forlorn of all places, a 

dead mining town, on the line of the Northern Pacific Railroad. My fore¬ 
man, Mcrrifield, was with roe, and for guide 1 took a tall lithe, happy- 
go-lucky mountaineer, who, like so many of the restless (roetier race, was 
bom in Missouri. Our outfit was simple, as we carried only blankets, a 

light wagon sheet the ever-present camera, flour, bacon, salt sugar, and 
coflee: canned goods are very unhandy to pack about on horseback. Our 
rifles and ammunition, with the few cooking-utensils and a book or two. 
completed the list Four solemn ponies and s ridiculous little mule named 

Walla Walla bore us and our belongings. The Missourian was an expert 
packer, versed in the mysteries of the " diamond hitch," the only arrange¬ 
ment of the ropes that will insure a kind staying in its place. Driving a 
pack train through the wooded paths sad up the t 
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THE ADVENTURES 

“Hark I "said Tom. “Listen — don’t talk.” 

They waited a time that seemed an age, and 

then the same muffled boom troubled the sol¬ 

emn hush. 

"Let’s go and see." 

They sprang to their feet and hurried to the 

shore toward the town. They parted the bushes 

on the bank and peered out over the water. The 

little steam ferryboat was about a mile below 

the village, drifting with the current. Her broad 

deck seemed crowded with people. There were a 

great many skiffs rowing about or floating with 

the stream in the neighborhood of the ferryboat, 

but the boys could not determine what the men 

in them were doing. Presently a great jet of white 

smoke burst from the ferryboat’s side, and as it 

expanded and rose in a lazy cloud,that same dull 

throb of sound was borne to the listeners again. 

“I know now I" exclaimed Tomsomebody’s 

drownded!” 

"That’s it!” said Huck; “they done that last 

summer, when Bill Turner got drownded; they 

shoot a cannon over the water, and that makes 

him come up to the top. Yes, and they take 

loaves of bread and put quicksilver in ’em and set 

OP TOM SAWYER 

’em afloat, and wherever there’s anybody that's 

drownded, they’ll float right there and stop.” 

“Yes, I’ve heard about that,"said Joe. "I won¬ 

der what makes the bread do that.” 

"Oh, it ain’t the bread, so much,” said Tom; 

“I reckon it’s mostly what they say over it be¬ 

fore they start it out.” 

"But they don’t say anything over it,” said 

Huck. "I’ve seen ’em and they don’t,** 

"Well, that’s funny,” said Tom. "But maybe 

they say it to themselves. Of course they do. 

Anybody might know that.’’ 

The other boys agreed that there was reason 

in what Tom said, because an ignorant lump of 

bread, uninstructed by an incantation, could not 

be expected to act very intelligently when sent 

upon an errand of such gravity. 

"By jings, I wish I was over there, now,” 

said Joe. 

"I do too,"said Huck. “I’d give heaps to know 

who it is.” 

The boys still listened and watched. Presently 

a revealing thought flashed throughTom’s mind, 

and he exclaimed: 

"Boys, I know who’s drownded—it’s us!” 

HAPPY CAMP OP 

They felt like heroes in an instant. Here was 

a gorgeous triumph; they were missed; they were 

mourned; hearts were breaking on their account; 

tears were being shed; accusing memories of un¬ 

kindnesses to these poor lost lads were rising up, 

and unavailing regrets and remorse were being in¬ 

dulged : and best of all, the departed were the talk 

of the whole town, and the envy of all the boys, as 

far as this dazzling notoriety was concemed.This 

was fine. It was worth while to be a pirate, after all. 

As twilight drew on, the ferryboat went back 

to her accustomed business and the skiffs dis¬ 

appeared. The pirates returned to camp. They 

were jubilant with vanity over their new gran¬ 

deur and the illustrious trouble they were mak¬ 

ing. They caught fish, cooked supper and ate it, 

and then fell to guessing at what the village was 

thinking and saying about them; and the pic¬ 

tures they drew of the public distress on their ac¬ 

count were gratifying to look upon—from their 

point of view. But when the shadows of night 

closed them in, they gradually ceased to talk, 

and sat gazing intothe fire,with their minds evi¬ 

dently wandering elsewhere.The excitement was 

gone, now, and Tom and Joe could not keep back 

THE PREBBOOTER8 

thoughts of certain persons at home who were 

not enjoying this fine frolic as much as they were. 

Misgivings came; they grew troubled and un¬ 

happy ; a sigh or two escaped, unawares. By and 

by Joe timidly ventured upon a roundabout 

"feeler” as to how the others might look upon a 

return to civilization—not right now, but— 

Tom withered him with derision! Huck, be¬ 

ing uncommitted as yet, joined in with Tom, 

and the waverer quickly "explained," and was 

glad to get out of the scrape with as little taint 

of chicken-hearted homesickness clinging to his 

garments as he could. Mutiny was effectually 

laid to rest for the moment. 

As the night deepened, Huck began to nod, 

and presently to snore. Joe followed next. Tom 

lay upon his elbow motionless, for some time, 

watching the two intently. At last he got up 

cautiously, on his knees, and went searching 

among the grass and the flickering reflections 

flung by the camp-fire. He picked up and in¬ 

spected several large semicylinders of the thin 

white bark of a sycamore, and finally chose 

two which seemed to suit him. Then he knelt 

by the fire and painfully wrote something up- 

1930. The Adventures of Tom Sawyer by Mark 
Twain. Illustrated by Donald McKay. Published 
by Random House, New York. Printed by the 
Pynson Printers under the supervision of Elmer 
Adler. 10§"x7i". Illustration and text spread. 

Frederic Remington and the English and American 

impressionist illustrators 

Joseph Pennell, writing in Pen Drawing and Pen Draughtsmen in 1 889 about 

the American artist Frederic Remington, together with the work of two other 

American illustrators, Arthur B. Frost and E. W. Kemble, said 'Nor has their 

work any of the slovenliness which characterizes so much English work of 

the same sort... All will fall under the English critics' ban because they are not 

pretty or beautiful; but they are more than this, they are real, and genuine 

realism was the one quality lacking in the brilliant Englishman of thirty years 

ago'. 
Remington was a brilliant portrayer of the Far West. Though much of his 

work was done in wash, his pen drawings for Theodore Roosevelt's Ranch 

Life and Hunting Trail, published in 1888, were in an impressionist pen 

technique. Fie was a prolific painter and illustrated 142 books, including 

eight of his own. Remington (b. 1861 d. 1909) after a short period as an art 

student at Yale University (there was only one other art student there at the 

time), left his home in Up-State New York and made for the Far West. After 

working as cowboy, cook and ranch hand, he set about recording for posterity 

the life of the prairies and ranges, before the encroachment of the railways 
destroyed it. Remington, who possessed a photographic memory, rarely 

sketched from life, and some of these Ranch Life drawings almost look as if 

they were copied from photographs, so unformalized are the folds and 

creases in the cowboys' shirts or pants; their realism is certainly genuine 

enough. Another American artist, Donald McKay, forty years later carried 

this technique a step further in his illustrations for Mark Twain's The Adven¬ 

tures of Tom Sawyer (1930). Here a rather free line has the addition of a 

scattered green wash; and as this attractive book is printed on a tinted Van 

Gelder paper, the drawings blend in with the text most beautifully. 
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1 929. In a Glass Darkly by J. Sheridan Le Fanu, 
illustrated by Edward Ardizzone. Published by 
Peter Davies. London. Printed by the Cambridge 
University Press. 8i" x 5i". Frontispiece and 
title-page: text and illustration spread. 

14* IN A GLASS DARKLY MR JUSTICE HARBOTTLE US 

and about in the house. She hummed tunes to herself, for a 

time; and then stopped and listened; and then resumed her 

work again. At last, she was destined to be more terrified than 

even was the housekeeper. 

There was a baek kitchen in this house, and from this she heard, 

as if coming from below its foundations, a sound like heavy strokes, 

that seemed to shake the earth beneath her feet. Sometimes a 

dozen in sequence, at regular intervals; sometimes fewer. She 

walked out softly into the passage, and was surprised to see a 

dusky glow issuing from this room, as if from a charcoal fire. 

The room seemed thick with smoke. 

Looking In, __ ~t she very dimly beheld a 

monstrous figure, over a furnace, beating with a mighty hammer 

the rings and rivets of a chain. 

The strokes, swift and heavy as they looked, sounded hollow 

and distant The man stopped, and pointed to something on the 

floor, that, through the smoky haze, looked, she thought, like 

a dead body. She remarked no more; but the servants in the 

room close by, startled from their sleep by a hideous scream, found 

her in a swoon on the flags, close to the door, where she had just 

witnessed this ghastly vision. 

Startled by the girl's incoherent asseverations that she had seen 

the Judge's corpse on the floor, two servants having first searched 

the lower part of the house, went rather frightened upstairs to 

inquire whether their master was well. They found him, not in 

his bed, but in his room. He had a table with candles burning 

at his bedside, and was getting on his clothes again; and he swore 

and cursed at them roundly in his old style, telling them that 

he had business, and that he would discharge on the spot any 

scoundrel who should dare to disturb him again. 

So the invalid was left to his quietude. 

In the morning it was rumoured here and there in the street 

that the Judge was dead. A servant was sent from the house three 

doors away, by Counsellor Traverse, to inquire at Judge Har- 

bottle's hall door. 

The servant who opened it was pale and reserved, and would 

only say that the Judge was ill. He had had a dangerous accident; 

Doctor Hcdstone had been with him at seven o’clock in the 

morning. 

There were averted looks, short answers, pale and frowning 

faces, and all the usual signs that there was 

a secret that sat heavily upon their minds, 

and the time for disclosing which had not 

yet come. That time would arrive when 

the coroner had arrived, and the mortal 

scandal that had befallen the house could 

be no longer hidden. For that morning Mr 

Justice Harbottle had been found hanging 

by the neck from the banister at the top of 

the great staircase, and quite dead. 

There was not the smallest sign of any 

struggle or resistance. There had not been 

heard a cry or any other noise in the 

slightest degree indicative of violence. 

There was medical evidence to show that, 

in his atrabilious state, it was quite on the 

cards that he might have made away with 

himself. The jury found accordingly that 

it was a case of suicide. But to those who 

were acquainted with the strange story which Judge Harbottle 



1 939. My Unde Silas by H. E. Bates illustrated 
by Edward Ardizzone. Published by Jonathan 
Cape. London. Printed by the Camelot Press Ltd. 
9J"x7i". Illustration: 'A Funny Thing'. 

Edward Ardizzone, one of the most talented of English illustrators, carried the 
tradition of Cruikshank and Leech into the mid-twentieth century. With the 

simplest of pen technique, a development of his method of watercolour draw¬ 

ings, he painted a thousand scenes; and all this without much resource to 

period properties. When Ardizzone was illustrating Trollope's 'Barchester' 

novels or The Local (a book about pubs), he established the period and the 

place by the attitudes of the figures and by the subtlest characterization. 

These drawings were something new in twentieth-century illustration, par¬ 

ticularly at a time (in the '30's) when there was much mannered stuff about, 

and it took the publishers some little time to realize that here was a real book 

illustrator. 



battell, which you your selfe did appoint: for after that I felt the first 
Arrow of cruell Cupid within my breast, I bent my bow very strong, 
and now feare (because it is bended so hard) lest my string should 
breake: but that thou mayst the better please me, undresse thy haire 

and come and embrace mee lovingly: whereupon she made no long 
delay, but set aside all the meat and wine, and then she unapparelled 
her selfe, and unattyred her haire, presenting her amiable body unto 
me in manner of faire Venus, when shee goeth under the waves of 
the sea. Now (quoth shee) is come the houre of justing, now is come 
the time of warre, wherefore shew thy selfe like unto a man, for I 
will not retyre, I will not fly the field, see then thou bee valiant, see 
thou be couragious, since there is no time appointed when our 
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1947. The Golden Asse of Lucius Apuleius 
translated by William Adlington. Illustrated by 
Brian Robb and designed by Robert Harling. 
Published by John Westhouse and printed by 
W. S. Cowell Ltd, Ipswich. 7i"x5i". Illustrations. 

Ardizzone's first book commission was a handsome edition of Sheridan Le 

Fanu's In a Glass Darkly, published in 1929 by Peter Davis (a publisher who 

produced a number of well-designed illustrated books). Amongst the most 

successful of Ardizzone's illustrated books (apart from his children's books) 

are Anthony Trollope's The Warden and Barchester Towers, for the Oxford 

University Press series, and My Unde Silas by H. E. Bates, published in 1939. 

The last, a book of bucolic and rather bawdy stories, is full of the most 

lively drawings, each of which shows something of the painter's eye. 

Brian Robb was a painter who, for a short period in his career, turned to 

illustration as a complementary activity. His style as an illustrator varied 

considerably. During the 1939—45 war, he served as Camouflage Officer to 

Montgomery's 8th Army, and was with that redoubtable outfit from El 

Alamein to the end of the Italian campaign. A little book of cartoons that he 

drew at that time, called My Middle East Campaigns, shows one side of his 

work; they are rather grotesque drawings that reveal a real understanding and 

a clever and personal observation. Amongst the books he illustrated are 
a somewhat archaic Adventures of Baron Munchausen (1947) and a delight¬ 

ful Tristram Shandy (1949). The Golden Asse drawings, done in 1947 at the 

instigation of Robert Harling for John Westhouse, a now defunct publisher, 

are splendid, rich drawings, discreetly erotic. Edward Ardizzone, as one 

illustrator writing about another, said of them: '(they) have a truly classical 

quality, one might say sculptural quality, which has been successfully 

achieved by a loose, scribbly pen line with much attention to modelling'.1 
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1 942. A Connecticut Yankee in King Arthur's 
Court by Mark Twain. Illustrated by Warren 
Chappell. Published by Heritage Press. New 
York. Illustration. 

1906. Our Neighbours by Charles Dana Gibson. 
Published by Charles Scribner's Sons in New 
York and John Lane in London. 11 §" x 17". 
Detail of illustration. 

Charles Dana Gibson's books, lavish landscape folios of drawings of 

America's upper crust, were published in the first decade of the century. His 

intricate pen painting received kinder treatment from his blockmakers than it 

would today, for there were at the turn of the century still plenty of trained 

engravers, who by hand work gave precision to the zinc blocks. Gibson's fame 

today rests almost solely on his 'Gibson Girls', a type of American beauty 

he may well be said to have created. 

Warren Chappell, an illustrator of some skill, was also a distinguished book 

designer, who studied type design at Offenbach under Rudolph Koch. In 1939 

he designed the typeface Trajanus. Amongst the most successful books he 

illustrated are A Connecticut Yankee at King Arthur's Court (1942) for 

Heritage, and in 1939 a lively Don Quixote for Knopf. Chappell, like Donald 

McKay, is in the true tradition of American book illustrators — a tradition 

founded by E. A. Abbey, Howard Pyle, Charles Dana Gibson and, in particular 

application to Chappell's work, Pennell's trilogy — A. B. Frost, Frederick 

Remington and E. W. Kemble. Since the time of these father figures, a number 

of expatriated European artists have brought their disparate talents to enrich 

and sometimes muddy the stream. Coming from an older tradition, they have 

sometimes brought vulgarity rather than refinement to the native stock. 

But there are other illustrators in the fine native tradition, such as James 

Daugherty and the painter Thomas Hart Benton. Daugherty's calligraphic 

draughtsmanship can be seen in Courageous Companions (see page 143) 

and Carl Sandburg's Abe Lincoln Grows Up. 
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1944. Life on the Mississippi by Mark Twain, 
illustrated by Thomas Hart Benton. Published by 
the Limited Editions Club, New York. Designed 
by Will Ransom and printed by William E. 
Rudge's Sons, New York. 9J"x6^". Illustration 
of a sunken river steamer. 

2 See 300 years of American Painting. Alexander 
Eliot. Time Inc. New York, 1957. 

3 Alphabet and Image 5. The drawings and book 
decorations of Lynton Lamb. 

Thomas Hart Benton (b. 1889),.a real 'mossback isolationist in art',2 spent 

an unprofitable time studying in Paris, before returning to the U.S.A. to find 

his subject in the life of farming communities in the Middle West. Benton's 

painting technique was most curious; he made a painted clay model of his 

subject and then painted from that — a method reminiscent of the English 

painter Gainsborough, who used to make up little landscape models from 

pebbles, twigs and bits of parsley. 

In 1942 Benton illustrated most vividly Huckleberry Finn for the Limited 

Editions Club, in a version designed by C. P. Rollins, which can more than 

stand comparison with the original edition illustrated by E. W. Kemble. Two 

years later he completed a further set of illustrations of Mark Twain's Life on 

the Mississippi, also for the Limited Editions Club. 

Lynton Lamb was an impressionist illustrator with a real understanding of fine 

bookwork. For many years he acted as a consultant to the Oxford University 
Press, and at the same time practised as a painter and taught lithography at 

the Slade School of Art. For Oxford, he designed everything from prayer books 

to wrappers. His wrappers are most effective: economical in their means, often 

relying on only two workings, consisting of a flat background colour with 

whites reversed out and a black printing. For the same publisher he illustrated 

several books, including one of Anthony Trollope's political novels, for a series 

which Lamb himself designed. (The books in this series were illustrated by 

different artists, including Edward Ardizzone and Leonard Huskinson.) Lamb 

drew direct with the pen, with no preliminary working-up. I wrote some years 

ago about these drawings: 'These are illustrations of "things seen" by a man 

who observes keenly; and because he is, above all, so intensely interested in 

personality and character, and also has an abiding interest in the play of light 

on things and people and in those trappings and furnishings that give an 

authentic background of time and place, Lamb seems able to evoke naturally 

and thus successfully the true atmosphere of the author's mise en scene'.3 

Lamb was certainly not just a period illustrator; his own book County Town 

is full of the keenest open air observation. Joseph Pennell would have 
approved. 
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1 948. Can you Forgive Her? by Anthony 
Trollope. Designed and illustrated by Lynton 
Lamb. Published and printed by the Oxford 
University Press. 8"x5". Series jacket design, 
lithograph illustration and text spread with line 
illustration 
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With Illustrations by Lynton Lamb 

MR. VAVASOR AND HIS DAUGHTER 

seen John Vavasor at the only moment of the day at which he 

is ever much in earnest. All other things arc light and easy to 

him,—to be taken easily and to be dismissed easily. Even the 

eating of the dinner calls forth from him no special sign of 

energy. Sometimes a frown will gather on his brow as he 

tastes the first half glass from his bottle of claret; but as a rule 

that which he has prepared for himself with so much elaborate 

care, is consumed with only pleasant enjoyment. Now and 

again it will happen that the cook is treacherous even to him, 

and then he can hit hard; but in hitting he is quiet, and strikes 

with a smile on his face. 

Such had been Mr. Vavasor's pursuits and pleasures in life 

up to the time at which my story commences. But I must not 

allow the reader to suppose that he was a man without good 

qualities. Had he when young possessed the gift of industry I 

think that he might have shone in his profession, and have 

been well spoken of and esteemed in the world. As it was he 

was a discontented man, but nevertheless he was popular, and 

to some extent esteemed. He was liberal as far as his means 

would permit; he was a man of his word; and he understood 

well that code of by-laws which was presumed to constitute 

the character of a gentleman in his circle. He knew how to 

carry himself well among men, and understood thoroughly 

what might be said, and what might not; what might be done 

among those with whom he lived, and what should be left 

undone. By nature, too, he was kindly disposed, loving many 

persons a little if he loved few or none passionately. More¬ 

over, at the age of fifty, he was a handsome man, with a fine 

forehead, round which the hair and beard was only beginning 

to show itself to be grey. He stood well, with a large person, 

only now beginning to become corpulent. His eyes were bright 

and grey, and his mouth and chin were sharply cut, and told of 

gentle birth. Most men who knew John Vavasor well, declared 

it to be a pity that he should spend his time in signing accounts 

in Chancery Lane. 

I have said that Alice Vavasor’s big relatives cared but little 

for her in her early years; but I have also said that they were 

MR. VAVASOR AND HIS DAUGHTER 

careful to undertake the charge of her education, and I must 

explain away this little discrepancy. The biggest of these big 

people had hardly heard of her; but there was a certain Lady 

Macleod, not very big herself, but, as it were, hanging on to 

the skirts of those who were so, who cared very much for 

Alice. She was the widow of a Sir Archibald Macleod, K.C.B., 

who had been a soldier, she herself having also been a Macleod 

by birth; and for very many years past—from a time previous 

to the birth of Alice Vavasor—she had lived at Cheltenham, 

making short sojourns in London during the spring, when the 

contents of her limited purse would admit of her doing so. 

6 
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1898 London Types by W. E. Henley. Illustrated 
by William Nicholson. Published by William 
Heinemann. London. 13" x 11Cover design. 
Coloured linocut illustration: Hammersmith'. 
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c. 1900. The Man with the Hoe. illustrated by 
Howard Pyle. Published by Doubleday. Page and 
Co.. New York. Reproduced from Modern Pen 
Drawings. European and American-. Studio 1 901 

ByWflliamNicholsoii. 

1898. London Types by W. E. Henley. Illustrated 
by William Nicholson. Published by William 
Heinemann, London. 13"x11". Cover design. 

The Romantic Movement in illustration 

In English book illustration, romanticism made its appearance in the 1880's 

with the chap-book productions of Field and Tuer, at the Leadenhall Press, 

where Joseph Crawhall's amusing parodies of eighteenth-century broad¬ 

sheets were happily wedded to battered old typefaces. William Nicholson, a 

very talented painter, carried the same thought a stage further with his books, 

London Types, An Almanach of Twelve Sports and An Alphabet, all published 

in the same year, 1898. The illustrations were boldly cut in linoleum and hand- 

coloured. The books had an immediate success. A contemporary reviewer 
writing in the St James's Gazette said: 'You must turn to your best specimens 

of Japanese colour-printing to get anything better than these boldly con¬ 

structed blacks and reds. And what the Eastern world will gain by its delicacy 

of outline or of tint, it will lose by comparison with the truth of modelling in 

face and figure which is characteristic of this modern work'. Something of the 

simplicity of these cuts is to be seen in the posters of the Beggarstaffs, the 

pseudonym of William Nicholson and James Pryde. 

In the same year, 1898, the Beggarstaffs carried their poster technique into 

the illustrations for Edwin Pugh's book Tony Drum. 

The American Howard Pyle had a lasting influence on American illustrators, 

and particularly on the romantic illustrators such as N. C. Wyeth and Edward A. 

Wilson. In his own lifetime and in his own country he was regarded as a 

Colossus. Gleeson White, writing in 1897 in the special winter number of 
The Studio, said: 'It is a matter of surprise and regret that Howard Pyle's 

illustrated books are not as well known as they deserve to be in England . . . 

anyone with artistic sympathy is completely converted to be a staunch admirer 

of Pyle's work by a sight of The Wonder Clock, a portly quarto published by 

Harper Brothers in 1894'. He is writing of the Diirer-influenced Pyle, and 

compares him favourably with Walter Crane. Though the bulk of Pyle's work 

was done for children, he illustrated a number of other books, including 

Oliver Wendell Holmes's One Horse Shay, and, for Doubleday, Page & Co., 

The Man with the Hoe - which shows a marked Pre-Raphaelite influence. 
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XIV 

I 

Maud has a garden of roses 
And lilies fair on a lawn ; 
There she walks in her state 
And tends upon bed and bower, 
And thither I climb’d at dawn 
And stood by her garden-gate ; 
A lion ramps at the top, 
He is claspt by a passion-flower. 

II 

Maud’s own little oak-room 
(Which Maud, like a precious stone 
Set in the heart of the carven gloom, 
Lights with herself, when alone 

42 

1922. Maud by Alfred Lord Tennyson. Illustrated 
by Edmund J. Sullivan. Published by Macmillan 
and Co. Ltd. London. Printed by R. & R. Clark Ltd 
Edinburgh. 9" x6". Text and illustration spread: 

case-binding design blocked in silver on 
white cloth. 

Mention has already been made of Edmund J. Sullivan. He illustrated a 

number of books in a romantic vein, including Carlyle's History of the French 

Revolution. 

In 1922, Macmillan published an edition of Tennyson's monodrama Maud, 

with line illustrations by Sullivan which had been made some years earlier. It 

is a charming piece of book making, with a pretty case. The illustrations, some 

tinted, are as effective as those in Sartor Resartus, but freer and more dramatic. 

The precise intricacy of the Sartor Resartus drawings matched Carlyle's 

turgid prose; but this edition of Maud is high Victorian romanticism, half a 
century out of context. 

Sullivan, like Augustus John, another lyrical artist, lived out of his time 

(possibly an English failing). But he was an artist of considerable erudition, 
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“KING BOGEY" 

1915. The Happy Hypocrite by Max Beerbohm 
Illustrated by George Sheringham. Published by 
John Lane, the Bodley Head, London. Printed by 
Spottiswoode Ballantyne and Co. Ltd, London. 
10£"x7J" Illustration: 'King Bogey' and chapter 
opening initial letter. 

and as well as teaching wrote at length about pen drawing and illustration. 

In his book Line, he has some salutary things to say about the importance of 

the balance of illustration to type, and also of techniques, processes and paper. 

After Nicholson's robust cuts and Sullivan's strong chiaroscuro pen work, the 

romanticism of George A. Sheringham may seem a little watery. In 1915, he 

illustrated Max Beerbohm's The Happy Hypocrite which was published by 

John Lane. This book, which has a pretty, flowery cover, is a curious mixture 

of coloured lithographs and decorative two-colour initials and line drawings. 

Sheringham's softly tinted lithographs have an atmosphere of chintz and 

pot-pourri. They marked the end of the golden days of pre-1914 England. They 

also illustrated the gentler side of Max's evocative but usually astringent prose. 
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1924. iron Men and Wooden Ships, illustrated 
with coloured woodcuts by Edward A. Wilson. 
Published by Doubleday. Page and Co., New 
York. 12"x8§". Coloured woodcut: 'Blackbeard 

The mantle of American romanticism has been most ably worn by Howard 

Pyle's pupils, N. C. Wyeth and Edward A. Wilson and by James Daugherty. 

Wyeth specialized in children's books, Wilson in stories of the sea. Wilson's 

illustrations for R. H. Dana's Two Years before the Mast, for the Lakeside 

Press, were reproduced from the artist's watercolours; for Iron Men and 

Wooden Ships, which Doubleday, Doran & Co. published in 1924, he used 

coloured woodcuts. The cut of Blackbeard here is a rather stiff illustration, 

but makes an interesting comparison with Claud Lovat Fraser's book. Pirates, 

published by Jonathan Cape in 1921, the year that very talented artist died. 
The full page illustrations to the Pirates were printed in black on sheets of 
richly coloured paper. 

Lovat Fraser had an instinctive feeling for decorating book pages. He usually 

worked with a reed-pen, and often stencilled strong flat colours on to this 

rich framework. His colour sense can be appreciated from Haldane McFall's 
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CAPTAIN JOHN RACKHAM 

John Rackham was Quarter - Master to 
Vane’s Company, till Vane was turned out 
for not fighting the French Man-of-War, 
and Rackham put in Captain in his place, 
which happened about the 24th day of 
November, 1718. His first cruise was 
among the Caribbe Islands, where he took 
and plundered several vessels. Afterwards, 
to the windward of Jamaica, he fell in with 
a Madeira Man, which he detained till he 
had made his market out of her, and then 
restored her to her Master, suffering Hosea 
Tisdel, a tavern-keeper at Jamaica, whom he 
had taken among his Prizes, to go aboard 
her, she being bound for that Island. 

Afterwards he sailed towards the Island 
19 

CAPTAIN JOHN RACKHAM, 

AND HIS CREW 

1 921 Pirates with a foreword and illustrations 
by C. Lovat Fraser. Published by Jonathan Cape, 
London. 8i"x6i". Text and illustration spread. 

Book of Lovat, published by J. M. Dent in 1923. Fulsome though this may 

be as critical biography, it is a handsome piece of bookmaking greatly 

enriched with Lovat's colour designs. 
James Daugherty's romantic drawing of Spanish galleons is from Courageous 

Companions, published by McKay. These are well designed illustrations. 

1929. Courageous Companions by Charles J. 
Finger, illustrated by James Daugherty. Published 
by McKay, New York. Illustration: size 5i"x 6i". 
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1916. Belgium by Hugh Stokes, illustrated by 
Frank Brangwyn. Published by Kegan Paul. 
Trench. Trubner and Co. Ltd. London. Printed by 
Spottiswoode Ballantyne and Co. Ltd. Colchester. 
1 2" x 9". Illustration. 

Frank Brangwyn (b. 1867 d. 1956), once reckoned as a giant amongst artists, 

is today hardly remembered. His mural paintings, at one time covering acres 

of wall space, now lurk in provincial galleries, his railway posters, heroic in 

conception, re-appear almost apologetically in anthologies of commercial art. 

His working career spanned over half a century and included working for 

William Morris on tapestry designs. Brangwyn was already illustrating books 

in the 1890's. In 1893 he worked on Robert Leighton's The Wreck of the 
Golden Fleece for Blackie; in the next year. The Cruise of the Midge by Michael 

Scott; and in 1896, S. R. Crockett's Our Coast for Chatto and Windus. Most 

of his book illustration was of sea, ships and ports; his media ranged from oil 

painting to pen drawing and wood engraving. His dark, sombre, often melo¬ 

dramatic drawings will surely one day be appreciated again. 
There has been an American tradition of sea painting based on first hand 

observation that dates at least from the time of Winslow Homer, who used to 
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1930. Moby Dick or the Whale by Herman 
Melville. Illustrated by Rockwell Kent. Published 
by Random House in New York and 
by Cassell and Co. Ltd, London. Printed by 
R. R. Donnelley and Sons. 7"x5f". Full page 
illustration. 

work from an open ended shack down on the beach at Prout's Neck on the 

coast of Maine.4 Rockwell Kent has had plenty of first hand observation of the 

sea. This illustrator, much of whose work has a kind of factory-production-line 

look about it, was a consummate book designer. His books have a unity; the 

rather mechanical looking illustrations, line drawings done in the manner of a 

steel engraving with evenly ruled lines to suggest receding tones in the sky, 

match the even lines of type. Kent's most interesting illustrations were drawn 

for his own travel books, but he has illustrated a number of other books, 

including an effective edition of Chaucer's Canterbury Tales in 1934 for the 

Garden City Publishing Co., New York. The full page illustrations for this 

book were of single figures, in Kent's simple engraved technique, printed in 

black and brown. Rockwell Kent is most widely known for his illustrations to 

4 See 300 years of American Painting. Alexander Moby Dick, which was published first as a three-volume edition by the 
Eliot. Time Inc. New York, 1957. Lakeside Press, and in 1930 in a smaller format in one volume. 
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CHAPTER XXXVI THE QUARTER-DECK 

[Enter Ahab: Then, all] 

T was not a great while after the affair of the pipe, that one 

morning shortly after breakfast, Ahab, as was his wont, 

ascended the cabin-gangway to the deck. There most sea- 

- captains usually walk at that hour, as country gentlemen, 

after the same meal, take a few turns in the garden. 

Soon his steady, ivory stride was heard, as to and fro he paced 

his old rounds, upon planks so familiar to his tread, that they 

were all over dented, like geological stones, with the peculiar 

mark of his walk. Did you fixedly gaze, too, upon that ribbed and 

dented brow; there also, you would see still stranger foot-prints 

—the foot-prints of his one unsleeping, ever-pacing thought. 

— 130 -> 

But on the occasion in question, those dents looked deeper, 

even as his nervous step that morning left a deeper mark. And, so 

full of his thought was Ahab, that at every uniform turn that he 

made, now at the main-mast and now at the binnacle, you could 

almost see that thought turn in him as he turned, and pace in him 

as he paced; so completely possessing him, indeed, that it all but 

seemed the inward mould of every outer movement. 

“D’ye mark him, Flask?” whispered Stubb; “the chick that's 

in him pecks the shell. T’will soon be out.” 

The hours wore on;—Ahab now shut up within his cabin; 

anon, pacing the deck, with the same intense bigotry of purpose 

in his aspect. 

It drew near the close of day. Suddenly he came to a halt by 

the bulwarks, and inserting his bone leg into the auger-hole 

there, and with one hand grasping a shroud, he ordered Starbuck 

to send everybody aft. 

“Sir!” said the mate, astonished at an order seldom or never 

given on ship-board except in some extraordinary case. 

“Send everybody aft,” repeated Ahab. “Mast-heads, there! 

come down!” 

When the entire ship’s company were assembled, and with 

curious and not wholly unapprehensive faces, were eyeing him, 

for he looked not unlike the weather horizon when a storm is 

coming up, Ahab, after rapidly glancing over the bulwarks, and 

then darting his eyes among the crew, started from his stand¬ 

point; and as though not a soul were nigh him resumed his heavy 

turns upon the deck. With bent head and half-slouched hat he 

continued to pace, unmindful of the wondering whispering 

among die men; till Stubb cautiously whispered to Flask, that 
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1930. Moby Dick or the Whale by Herman 
Melville. Illustrated by Rockwell Kent. Published 
by Random House in New York and 
by Cassell and Co. Ltd. London. Printed by 
R. R. Donnelley and Sons. 7"x 5f". Chapter 
opening with illustration and tailpiece. 

This second version, a chunky little book (860 pages), was beautifully printed 
by R. R. Donnelley under the supervision of William A. Kittredge, at the Lake¬ 

side Press, Chicago. The drawings may be hard and mannered but it is still a 

stupendous piece of illustration. All the details of a working sailing craft were 

familiar stuff to Kent, and beyond this, there is a mystic streak that runs through 

his work, enabling him, if not to match Melville's magnificent prose, at least 

to give some pictorial substance to this allegory. Maybe no sperm whale ever 

reached to the stars as the one illustrated over the page does. Melville makes 
one feel it could and Kent has recaptured the mood. 

Rockwell Kent's travel books began with Wilderness, a journal written on 

Fox Island, Alaska during the winter of 1918-19; his next book was Voyaging 
(1924), a description of a journey in a sailing boat southwards from the 

Straits of Magellan. These were succeeded half-a-dozen years later by N by E 

and in 1936 by Salamina. N by E was a most successful example of book 

design; within its limits, perhaps the most complete, well-balanced piece of 

book production ever to come out of the U.S.A. From its coarse sailcloth 

cover, clearly and boldly blocked with a forceful design of a compass rose, 

and its well-fitting case, to th& excellent presswork and perfect balance of 

illustrations with type, N by E is an utterly professional piece of work. These 

Arctic or Antarctic climes suited Kent's way of drawing, or maybe he drew 

as he did because of those, cold, clear, bare land and seascapes. 
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Cjodthaab £att July 

IT IS but an hour or two before midnight and I am sitting on 

a hill above the little setdement of Godthaab. The sun has 

nearly set and the red beauty of its light is on the land. 

I look over the rolling grassy hills of the foreground, 

at the stark mountains towering at my back; I look over the calm 

fiord toward far off peaks clear cut against the glowing sky. It is a 

breathless evening, breathless! And so profoundly beautiful that 

it is hard to bear alone. And from the settlement comes laughter 

and the dance music of the accordion. 

So I descend to the village and go to the carpenter-shop where 

the dance is being held. Crowds of young Greenlanders are there; 

the place is packed. The girls dressed in their finest stand all in a 

row. They wear bright colored worsted caps, broad bead-work 

* 189 * 

1930. A/ by E by Rockwell Kent, designed and 
illustrated by the author. Published by Putnam. 
New York (after a Limited Edition from Random 
House) and by Cassell and Co. Ltd. London. 

Printed by the Lakeside Press, Chicago. 
83" x 5§". Case-binding, frontispiece, title-page 
and illustration page. 
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1893. Goblin Market by Christina Rossetti. 
Illustrated by Laurence Housman. Published by 
Macmillan and Co. Ltd, London. Printed by 
R. & R. Clark, Edinburgh. 7£"x4g''. 
Illustration spread and text page. 

GOBLIN MARKET 

Morning and evening 

Maids heard the goblins cry 

E 

“ Come buy our orchard fruits, 

Come buy, come buy : 

Apples 

Art nouveau and decorative book illustration 

Art nouveau had a marked influence not only on English book design but also, 
on English book illustration. In 1893—4, Laurence Housman, poet and artist, 
illustrated two books for Macmillan: The End of Elf intown by Jane Barlow 
and Goblin Market by Christina Rossetti. Goblin Market, mentioned on page 
24, is an interesting, strange piece of book production. Housman's sister 
engraved, most skilfully, her brother's delicate, swirling lines, and R. & R. 
Clark printed them impeccably. There is a haunted feeling about them, in 
which the slack curves of art nouveau play some considerable part. 
Other English illustrators working in an art nouveau manner included 
R. Anning Bell, T. Sturge Moore and Aubrey Beardsley. The latter, a brilliant 
artist (he was only twenty-five when he died), crammed a fantastic amount 
of work into the six years of his working life, from the time he left his job as an 
insurance clerk to his death in 1898. 
During the short time he was working with the Guardian Life and Fire Assur¬ 
ance Company, Beardsley used to visit Jones and Evans's book shop just off 
Cheapside. Here he met Frederick Evans, who was most impressed both with 
the young man and with his drawings. Evans introduced him to the young 
publisher, J. M. Dent, and, the result was a contract for Beardsley to illustrate 
Malory's Le Mode d'Adhur. This was a tremendous task of illustration, for 
there were over three hundred and fifty separate drawings, one on almost 
every spread. Critics have usually dismissed Beardsley's Le Mode d'Adhur as 
immature, or even as hack work; yet if he had never illustrated another book, 
this edition of Le Mode d'Adhur could stand as a monument of decorative 
book illustration. Heavily influenced by the Kelmscott books of William Morris 
and to a lesser extent by Burne-Jones's illustrations, Beardsley already stands 
as a decorative master in his own right. The borders to his full page illustrations 
are as virile as Morris's, yet with a strong feeling of art nouveau. His figure 
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1894. Le Morte dArthur by Sir Thomas Malory. 
Illustrated by Aubrey Beardsley. Published by 
J. M. Dent and printed by Turnbull and Spears, 
Edinburgh. 10"x7J". The illustrations are 
reproduced from the second edition published 
in 1909. Illustration spread; and chapter 
opening decoration. 

drawings, with their massed black and white spaces, are Japanese inspired, 

yet possess some of the qualities of a Bonnard or a Lautrec poster. And 

through all his work, there is that peculiar fin de siec/e brooding quality; not 

that the creatures of his imagination, unsexed or hermaphrodite, did not have 

plenty to brood about. 

In Le Morte d'Arthur Beardsley learnt his job, but the result is no bungling 

student's work. Some of these designs (he never called his drawings 

illustrations) stand as models of economy, none is impoverished. 

A work that started almost in homage to Morris ended, as Sir Kenneth Clark 

has said, as a macabre parody of the Kelmscott style.5 

5 From a lecture first given at the Aldeburgh 
Festival in 1965. 
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1894. Salome by Oscar Wilde, illustrated by 
Aubrey B'eardsley. Published by Melmoth and 
Co., London. 8i"x6f". The illustrations and 
sketch for the cover design are reproduced from 
the 1904 edition. This cover design was later 
used for Under the Hill, published by John Lane 
in 1904. 

6 The Life of James McNeill Whistler by Elizabeth 
and Joseph Pennell. 

The American artist and critic, Joseph Pennell, on first seeing Beardsley's 

work, wrote a glowing tribute in the first number of The Studio. The result of 

this was a commission from John Lane to illustrate Oscar Wilde's play Salome. 

This, perhaps the most feeble of Wilde's plays, had enjoyed a succes de 

scandale, for Sarah Bernhardt was to have appeared in it before the play 

was banned. Beardsley's drawings, amongst the best he ever did, are a 

complete send-up; a witty, erotic commentary to Wilde's text. 
Salome resulted in Beardsley's appointment to the art editorship of The 

Yellow Book (see page 15) and after that, to The Savoy. The first number of 

this periodic volume included his drawings for his own rococo novel. Under 

the Hill; in the second number of The Savoy, appeared the first of his drawings 

for The Rape of the Lock, the forerunner of a most beautiful set of decorative 

pen drawings. If with Le Mode d'Arthur he had learnt his job, with the 

drawings for The Rape of the Lock he had reached a brilliant maturity, and 
all this within three years. The Pennells described how James McNeill 

Whistler, who had been no Beardsley fan, on seeing these drawings, turned 

to him and said, 'Aubrey, I have made a very great mistake - you are a very 

great artist'. And the boy burst out crying.6 
Beardsley by this time was famous, though regarded by many as the very 

essence of decadence. As a consumptive, his desperate hold on life intensified 

his every action. His influences were mainly literary, and he was completely 

self-taught. Beardsley was the prince of decorators and I suppose a failure 

as an illustrator per se; his decorations overwhelmed, but how magnificently, 

his authors' texts. 
In spite of Beardsley, or perhaps because of him, the art nouveau influence on 

English book illustration lasted for only a short time. One illustrator who was 

strongly affected by the movement was Robert Anning Bell, whose The 

Tempest (1901) is heavily decorated with art nouveau motifs and borders. 

By the First World War the movement had petered out. 
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1896. The Savoy. No. 2 an illustrated quarterly, 
edited by Arthur Symons. Published by Leonard 
Smithers. London. 10"x7f". Illustration by 
Aubrey Beardsley for The Rape of the Lock 
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1 901. The Tempest by William Shakespeare, 
decorated by Robert Arming Bell. Published by 
Freemantle and Co., London. Printed by 
T and A. Constable. Edinburgh. 95" x 6§". 

1 923. A Box of Paints by Geoffrey Scott, 
illustrated by Albert Rutherston. Published by the 
Bookman's Journal, London. Printed by the 
Curwen Press, Plaistow. 9j"x6j|". Illustration. 

7 Modern Book Illustration in Great Britain and 
America. Edited by C. Geoffrey Holme and pub¬ 
lished by The Studio, London and New York, 1931. 

Albert Rutherston (brother of Sir William Rothenstein, one time principal of 

the Royal College of Art) was also an avowed decorator. His little, coloured 

line drawings, often of nubile young women, made charming decorations for 

A Box of Paints, a book of poems by Geoffrey Scott published in 1 923, and 

for the Sitwells' Poor Young People, which the Fleuron published in 1925. 

This quarto was beautifully manufactured by the Curwen Press and con¬ 

tained sixteen coloured drawings by Rutherston. 

Decoration, rather than illustration, has had only a precarious hold on English 

books and their publishers. Rex Whistler, however, made good use of mock- 

eighteenth-century architectural borders in many of his book jackets and in his 
splendid Cresset Press edition of Gulliver's Travels (1930). 

This book is a most remarkable achievement. Here are pastiche eighteenth- 

century engravings, actually drawn by pen and reproduced and printed by 

flat-bed photo-gravure. The reproductions are printed in just the sepia colour 

an engraving would have and plate-sunk, to boot! The hand colouring at least 
is hand-coloured. Yet, though there is plenty for graphic purists to denounce, 

the result is one of the most handsome illustrated books ever to be printed 

in this country. And the illustrations are ravishing. The frontispiece to Volume 1 

depicts a delightful scene outside a dockside, clapboard, bow-windowed pub, 

set in a rococo border of dolphins, spars and guns, supported by a mermaid 

and her merman. As this has been reproduced at least once before,7 I have 

chosen a plate from Volume II illustrating A Voyage to Laputa. In all these 

illustrations, Whistler limited his colour (soft blues, pinks and yellows) to the 

scene within his architectural borders. These were left in monochrome. All 

Whistler's illustrations had a decorative quality, even the little vignetted head 

and tail pieces. One of the last books he illustrated was James Agate's 

Kingdoms for Horses, which Victor Gollancz published in 1936, and on the 

title-page of which is printed: 'With decorations by Rex Whistler'. No mention 
here of illustration. 
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1 930. Gulliver's Travels by Jonathan Swift D.D. 
illustrated by Rex Whistler. Published by the 
Cresset Press and printed by the Oxford 
University Press. Edition limited to 195 copies 

on hand-made paper. Illustration: The Lord 
Munodi takes him in his chariot to see the town 
of Lagado' (From Volume II A Voyage to 
Laputa). 
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1934. A B C. of the Theatre by Humbert Wolfe, 
illustrated by Edward Burra. Published by the 
Cresset Press. Printed by Robert MacLehose and 
Co. Ltd, Glasgow. 9|"x7§". Cover and 
illustration spread. 
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1934. Good Savouries by Ambrose Heath 
illustrated by Edward Bawden. Published by 
Faber and Faber. London. Printed by 
R. MacLehose and Co. Ltd. Glasgow. 7§"x4J". 
Title-page. 

1 935. Good Soups by Ambrose Heath illustrated 
by Edward Bawden. Published by Faber and 
Faber. London. Printed by R. MacLehose and Co 
Ltd. Glasgow. 7§"x4J". 
Title-page. 

> ®OOD§OlfP& 

AMBROSE HEATH 

1935. Good Soups by Ambrose Heath 
illustrated by Edward Bawden. Cover design 
from lino cuts printed in two colours. 

That decoration and humour can go hand-in-hand can be seen in the work 

of both Burra and Bawden in England, and such artists as Ludwig Bemelmans 
and Artzybasheff in the U.S.A. As far as I know A.B.C. of the Theatre is Edward 

Burra's only excursion into book illustration; the rest of his working life has 

been devoted to painting, often religious painting, and always with a great 

intensity of feeling. His illustrations to Humbert Wolfe's witty lampoons are 

in a very different vein. There are slight shades of Georg Grosz in some of 

the drawings but the book as a whole is a success. It had decorated initials 

designed by Kathryn Hamill and was published by the Cresset Press in 1934. 

Edward Bawden has illustrated many books, ranging from Good Food, Good 

Soups and Good Savouries for Faber in the 1930's to an interesting Gulliver's 

Travels for the Folio Society, a fine edition of The History of Herodotus for 

the Limited Editions Club, and a beautiful set of lithographs of Portugal for 

English as she is Spoke for the Lion and Unicorn Press. He is not only a witty, 

satirical draughtsman but also a superb decorative craftsman, particularly in 

his handling of lino cuts. His title-pages for the Ambrose Heath cookery 

books, drawn fifty years ago, still stand as perfect examples of decorative 

economy, both in their simplicity of line and in the unfaltering use of the line 

block. 
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"The church was locked. 

EXCHANGE OF LIVINGS 

Lines suggested by an advertisement in "The Guardian" 

{The Broad Church newspaper) 

E church was locked, so I went to the incumbent— 

he incumbent enjoying a supine incumbency— 

tennis court, a summerhouse, deckchairs by the 

walnut tree 

and only the hum of the bees in the rockery. 

" May I have the keys of the church, your incumbency ? 

" Yes, my dear sir, as a moderate churchman, I 

am willing to exchange : light Sunday duty : 

nice district : pop 149 : eight hundred per annum : 

no extremes : A and M : bicyclist essential 

same income expected." 

" I think I’m the man that you want, your incumbency. 

Here's my address when I’m not on my bicycle, 

poking about for recumbent stone effigies— 

14, Mount Ephraim, Cheltenham, Glos : 

Rector St. George-in-the-Rolling Pins, Cripplegate : 

non resident pop in the City of London : 

eight fifty per annum (but verger an asset) : 

willing to exchange (no extremes) for incumbency, 

similar income, but closer to residence.” 

17 

1937. Continual Dew by John Betjeman. 
Published by John Murray. London. Printed by 
William Clowes and Sons Ltd, London. 8"x5§' 
Illustration spread. 

1938 Pillar to Post written and illustrated by 
Osbert Lancaster. Published by John Murray. 
London Printed by Butler and Tanner Ltd. 
Frome. 9i"x6f". Illustration: 'Gothic Revival'. 
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1939. Homes Sweet Homes written and 
illustrated by Osbert Lancaster. Published by 
John Murray, London. Printed by Butler and 
Tanner Ltd, Frome. 9i"x6§". 
Illustration: 'Art Nouveau'. 

1 933. My Life and Hard Times by James 
Thurber. Published by Penguin Books, Middlesex. 
Printed by Hunt, Barnard and Co. Ltd, London. 
7"x4§". Illustration: 'One night while doing the 
dishes . . 

Humour and genre 

The master of genre illustration is Osbert Lancaster, the wittiest of all archi¬ 

tectural draughtsmen. His Pillar to Post appeared in 1938 and Homes Sweet 

Homes in 1939, both published by John Murray. These books are a joy, 

leading one through a couple of thousand years of domestic architecture and 

manners, and enriching the English language with such styles as 'Stockbroker 

Tudor' and 'By-pass Variegated'. Osbert Lancaster's observation, apart from 

his wit, is acute, his sense of period almost faultless and his commentary 

profound. 

John Betjeman's Ghastly Good Taste (1933) does very much in words what 

Lancaster does in pictures. The illustration 'the Church was locked . ..' comes 

from his 'little book of bourgeois verse', called Continual Dew. It is, quite 

apart from the quality of the verse, and its subject matter (which varies from 

architecture to church livings), a splendid Dada-Surrealist joke. It has a book- 

jacket by E. McKnight Kauffer, showing a dripping tap, a black-and-gold 

case-binding, which makes it look like a Victorian prayer book, and pages 

illustrated with the oddest selection of old engravings and modern drawings. 

If John Betjeman and Osbert Lancaster typify both English humour and 

English tradition, James Thurber's drawing (which needs no comment from 

me) can speak volumes for America and most fittingly bring this chapter- 

about English and American traditions in illustration — to a close. 
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1902. Le Procurateur de Judee by Apatole France 
illustrated by Eugene Grasset and engraved on 
the wood by Ernest Florian. li" x 5i". Black line 
woodcut. 

6. THE WOOD ENGRAVING REVIVAL IN FRANCE 

AND ENGLAND 

COMMENT SAINT FRANCOIS. POUR UNE MAUVAISE 
pensEe qutl eut contre frEre Bernard, commanda 
AUDIT frEre BERNARD QUE TROIS FOIS LUI MARCHAT 
AVEC LES PIEDS SUR LA GORGE ET SUR LA BOUCHE 

E trts dWot aerviteur du Crucifix, monsieur saint 

Francois, par Tlpretd de la penitence et continual 

1 plcurer, ftait devcnu presque aveugle, et } peine 

voyait la lumiire. Une lo« entre autres il se partit 

du couvent ou il dtait, et alia & un couvent oil itait 

Irire Bernard, pour parler avec lui des chases divines : et venant 

au couvent, trouva qu’il dtait dans la for it en oraison, tout ilcvi 

c. 1907 Les Petites Fleurs by St Francis of 
Assisi illustrated by pen drawings on wood by 
Maurice Denis, engraved by Jacques Beltrand. 
Published by Rouart et Watelin, Paris. 

The belief in the importance of printing both type and illustration in the same 

operation was one of the factors in the wood engraving revival. This revival 

began in France, mainly through the work of trade engravers such as Beltrand, 

Froment, Bellenger and Florian. Maurice Denis was one of many French 

artist-illustrators who owed much to his engravers. For Les Petites Fleurs by 
St Francis of Assisi for Rouart et Watelin, he drew his designs on the wood¬ 

block and they were engraved by Jacques Beltrand. Paul Gauguin was one 

of the first artists actually to cut his own woodblocks - for his manuscript 

book Noa Noa. When he was in Paris in 1893, between his voyages to Tahiti, 

he showed his manuscript to the poet Charles Morice, and with Morice's 

help the text was published in La Revue Blanche in 1901 and, later in the 

same year, in a single volume. 

Gauguin returned to Tahiti and began to enlarge and enrich his original 

manuscript with watercolour drawings, woodcuts and even a few photo¬ 

graphs. From this manuscript, now in the Louvre, various facsimiles have been 

reproduced and printed. The woodcuts, of particular interest, are a very clear 

forerunner of the white line engraving that was such a feature of the twentieth- 

century revival of the craft. The French and English trade engravers were 

trained to produce black line engravings, by cutting away the wood up to 

the edge of the drawn black line. This is of course incomparably more 

difficult than white line engraving, and a denial of the proper use of a burin. 

In the year 1902, the publisher Edouard Pelletan wrote in a foreword to Le 

Procurateur de Judee: 'Le livre est avant tout un texte. Le texte se manifeste 

par la typographie. Done, le livre, est avant tout, une manifestation typo- 

graphique . . .' These would hardly have been Vollard's sentiments, even 

though he brought his first book to the Imprimerie Nationale, who had been 

responsible for printing Le Procurateur de Judee; they were much nearer to 

the ideas of Ricketts or Morris, Updike or Rogers. French illustrated books, 

when Pelletan started publishing in 1896, were lacking what another French 

publisher, Leon Pichon, called 'any directing intelligence'. The woodcut or 

wood engraving had, by 1900, become an essential part of the typographic 

conception of a properly illustrated book. Morris's engraved decorations, 

Ricketts's cuts, Pissaro's coloured woodcuts were all partly responsible for 
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c. 1900. Noa Noa. Voyage de Tahiti by Paul 
Gauguin and C. Morice. Facsimile of Paul 
Gauguin's manuscript, published in Dresden in 
1926. Printed by Mar6e-Gesellschaft Druck. 
1 3" x 10". White line woodcut. 

the belief that only the raised surface of box or pearwood could match the 

varied surfaces of fine typefaces. Felix Bracquemond in his Etude sur la 

Gravure sur Bois, published in 1897, stressed the need for unity in a page, 

which would only be attained by the woodcut, made up of clear whites and 

rich blacks: no half-tones, no cluttering up the pages with ornament. 

Bracquemond concluded, 'the fundamental constituent is the white of the 
paper'. 

The artists who first followed these precepts most faithfully were Raoul Dufy 

and Andre Derain. 
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1909. L 'Enchanteur Pourrissant by Guillaume 
Apollinaire illustrated with 31 woodcuts by 
Andre Derain. Published by Henry Kahnweiler, 
Paris. Printed by Paul Birault. 10i"x8". Woodcut. 

1 On 3 May 1966 in a sale at Sotheby's of 
Modern French and German Illustrated Books', a 

copy of this edition of Le Bestiaire was sold for 
£1,800. 

In 1909 Derain illustrated with woodcuts L'Enchanteur Pourrissant, by 

Apollinaire, which was published by the art dealer Henry Kahnweiler. This 

was Kahnweiler's first publication; later he was to rival Vollard in the splendour 

of his books and the quality of the artists he employed. L'Enchanteur Pour¬ 

rissant was also Derain's first attempt at illustration. These bold, simple 

designs were cut with a knife along the grain of a soft wood plank. 

In 1911, Dufy engraved a vivid Le Bestiaire, also for Apollinaire. The original 

edition of 122 copies sold badly1 but two fascimile editions were produced 
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La Carpe. 

Dans vos viviers, dans vos etangs, 

Carpes, que vous vivez longtemps ! 

Est-ce que la mort vous oublie, 

Poissons de la melancolie. 

1911. Le Bestiaire ou Cortege d'Orphee by 
Guillaume Apollinaire. With 39 woodcut 
illustrations by Raoul Dufy. Published by 
Deplanche, Paris and limited to 122 copies. 
Printed by Gauthier-Villars. 13"x 103". 
Woodcut: 'La Carpe'. 

later, the first (in a smaller format) by Editions de la Sir£ne, Paris, in 1919; the 

second by Editions du Cap, Monte Carlo in 1956. The rich black prints of 

animals were the forerunners of a great number of French, English and 

American books illustrated in the same manner. Derain and Dufy could not 

be contained for long by the black and white block, even though theirs was 

pioneer work in the revival of wood engraving. Explosive, rich colour was to 

be their means of expression. 
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longs cheveux flottants, sans laisser de trace... 

L’amour est un esprit tout de feu qui ne tend 

point vers la terre, mais vers le cieL 

• V'ois ce lit de primeveres ou je repose : ces 

friles fleurs me soutiennent comme des arbres 

robustes; deux faibles colombes me conduisent 

dans les airs, de 1’aurore a ia nuit, au gr6 de 

mon desir : Tamour peut-il ctre si leger, doux 

enfant, et te paraitre un si pesant fardeau? 

OF MANS First Disobedience, and the Fruit 

| Of that Forbidden Ttee, whose mortal tast 

' Brought Death mto the World, and allour woe, 

With loss of Eden, till one greater Man 

Restore us, and regain the blissful Seat, 

Sing Heav’nly Muse, that on the secret top 

Of Oreb, or of Sinai, didst inspire 

That Shepherd, who first taught the chosen Seed, 

In the Beginning how the Heav’ns and Earth 

Rose out of Chaos: or if Sion Hill 

Delight thee more, and Siloa’s Brook that flow’d 

Fast by the Oracle of God; I thence 

Invoke thy aid to my adventrous Song, 

That with no middle flight intends to soar 

Above th’ Aonian Mount, while it pursues 

Things unattempted yet m Prose or Rhime. 

And chiefly Thou O Spirit, that dost prefer 

1921. Venus et Adonis by William Shakespeare 
with wood engravings by Roger Grillon. 
Published and printed by Leon Pichon. Paris. 
Text page and wood engraving. 

1927. Paradise Lost by John Milton with 
woodcut illustrations by D. Galanis and initial 
letters by Anna Simons Published by the 
Cresset Press. Printed at the Shakespeare Head 
Press. Oxford. 14"x10". Designed by Bernard 
Newdigate. Opening page with wood engraving 

c. 1920. Thais by Anatole France. Woodcut 
illustration by Emile Charles Carlegle- Reproduced 
from Carlegle by M. Valotaire. published by 
Henry Babou. Paris. 5|' x4f" size of illustration. 

It is a curious fact, but it would seem that few if any of the English wood 

engravers were familiar with either Derain's L'Enchanteur Pourrissant or 

Dufy's Le Bestiaire. John Nash, a founder member (in 1920) of the English 

Society of Wood Engravers, in discussing this said, 'As far as I know none of 

us were aware that either Dufy or Derain had ever cut a block or illustrated a 

book. If one looked back at all, it was to Ricketts and Lucien Pissarro'. 

In France many artists, of varying abilities, were soon willing and happy to 

cut and gouge the end grain of boxwood, or the side grain of pear or cherry. 

Emile Charles Carlegle, a Swiss who had lived in Paris since 1900, engraved 

an effective Daphnis et Chloe for Leon Pichon in 1913, which owing to the 

war was not published until 1919. Carlegle specialized in sinuous nudes, 

white bodies against dark backgrounds; the woodcut was the perfect medium 

for such modest eroticism. 

Publishers who followed Pelletan's lead were Helleu et Sargent (with whom 

he was associated), Henry Babou and Leon Pichon. Their success was short 
lived, even on the paperback level with books such as the 'Livre de Demain' 

series, published by Artheme Fayard for two francs fifty centimes, illustrated by 

such artists as Hermann Paul, Roger Grillon, Guy Arnoux and Paul-£mile Colin. 
I can remember these yellow paper-covered books, thirty years ago, amongst 

the remainder' stocks of the Charing Cross Road booksellers. Pelletan's 

ideals, and his ideas of the 'typographic book', so un-French in their unex- 

uberant attitude, survived his death by barely two decades. 
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COLETTE 
(COLETTE WILLY) 

CLAUDE. FARRERE 

MITSOU 
I6BOI/ORIGINAUX QE HERMANN PAUL 

M BITIIUE 
27 ROI/ORIGINAUXDE A.ROUBILLE 

LE LIVRE BE DEMAIN 

ARTHEME FAYARD & C* EDITEURS PARIS 

LE LIVRE DE DEMAIN 

ARTHfcME FAYARD iC* EDITEURS PARIS 

Hif§" 
PRIX : DEUX FRANCS CINQUANTE CENTIMES. 

PRIX: DEUX FRANCS CINQUANTE CENTIMES. 

c. 1925. Mitsou by Colette illustrated with wood 
engravings by Hermann Paul. Published by 
Artheme Fayard and Co.. Paris. Printed by 
I'lmprimerie Bellenand. 9i"x7§". Cover design 
and woodcut 

Covers for the paper-back series 'Le Livre de 
Demain'. 

c. 1925. La BataiHe by Claude Farrere illustrated 
with wood engravings by A. Roubille. Published 
by Artheme Fayard and Co.. Paris. Printed by 
I'lmprimerie Bellenand. 9i"x7§". Cover design. 

c. 1925. Mitsou by Colette: wood engraving 
by Hermann Paul. 
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1927. The Chester Play of the Deluge edited by 
J. Isaacs with woodcut illustrations by David 
Jones. Published and printed by the Golden 

Cockerel Press 12 x 9^ Wood engraving. The book to encompass the work of artists such as Matisse or Rouault needs 

almost to burst the bounds of book-making. There is no place here for the 

subordination of such artists to the limitations of text or the wood block. 
The revival of interest in wood engraving in England can be traced at least 

as far back as the occasional periodical. The Dial, which was published by 

Ricketts and Shannon between 1889 and 1897, and in which they showed not 

only their own cuts, but also the work of Lucien Pissarro and T. Sturge Moore. 

Another pioneer, working in Florence in the years before the First World War 

was Gordon Craig who cut with the knife, along the grain of soft fruit wood, 

the illustrations for Hamlet and The Merchant of Venice. 
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1924. Genesis with wood engraved illustrations 
by Paul Nash. Published by the Nonesuch Press 
— the first book from this press. Printed by the 
Curwen Press in an edition of 375 copies. 
104"x7i". Wood engraving. 

1 927. Poisonous Plants by W. Dallimore. edited 
by Dr A. W. Hill. FRS. With wood engravings 
by John Nash. Published by Frederick Etchells 
and Hugh Macdonald. London. Printed by the 
Curwen Press. Plaistow. 12"x7i". 
Wood engraving: The Homed Poppy'. 

1 924. Directions to Servants by Jonathan 
Swift D. D., with wood engravings by John 
Nash Published and printed by the Golden 
Cockerel Press. 10"x7i". Wood engraving: 
'Directions to the coachman'. 

In 1905, Noel Rooke who like his fellow-student, Eric Gill, had started 

engraving by this time, was appointed teacher of book illustration at the 

Central School of Arts and Crafts in London. It was not until 1912, after some 

opposition, that Rooke was permitted to teach the craft to his students, 

amongst them Robert Gibbings, who was later to play a great part in the 

movement, both by his own engraving and by his ownership of the Golden 

Cockerel Press. 

In 1920, the Society of Wood Engravers was formed, amongst whose original 

members were Lucien Pissarro, Gordon Craig, Gill, Robert Gibbings and John 

Nash. (The last named, though inspired by his brother Paul to take up the 
craft, was self taught.) 

But the commercial publishers in England were slow to make use of this 

perfect medium for book illustration, and it was left to the private presses 

to be the first to exploit this sudden burst of talent. In 1924 Paul Nash did 
a fine set of engravings for the Nonesuch edition of Genesis, which was set 

in Rudolf Koch's Neuland typeface, producing very much the effect of a 

block book. 

In 1924 John Nash engraved some rather droll cuts for the Golden Cockerel 
Press edition of Swift's Directions to Servants, and two years later the same 

artist engraved twenty very fine illustrations for Poisonous Plants, which was 

printed by the Curwen Press. The attitude of both John and Paul Nash was 

similar to that of Derain and Dufy; they were of the modern movement, more 

interested in design than in representation. However, John Nash's obsession 

with flowers and plants gives an added authority to the engravings in 

Poisonous Plants', the 'Horned Poppy' is a vivid engraving, evoking in its 

background the windswept shingle banks of the North Sea. In 1927 David 
Jones, the Welsh painter, illustrated The Chester Play of the Deluge for the 

Golden Cockerel Press with appropriate and beautifully designed engravings. 
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1931. Canticum Canticorum. With wood 
engravings and initials by Eric Gill. Published by 
Insel-Verlag and printed by the Cranach Press, 
under the direction of Count Harry Kessler. Set in 
a version of Jenson’s roman specially cut for the 
Cranach Press by E. P. Prince. 10J"x 5£". 
Wood engraving. 

1929. The Canterbury Tales by Geoffrey Chaucer, 
illustrated with wood engravings by Eric Gill. 
Set in Caslon Old Face. Published and printed by 
the Golden Cockerel Press in 4 volumes. 
12" x 7^". Text page with illustration. 

I cannot feel enthusiastic about Eric Gill's cuts for the Golden Cockerel's 
edition of The Canterbury Tales, which is spoilt by the insensitive post art 

nouveau vegetable forms that droop about the pages. 

Gill's engravings for Canticum Canticorum for Count Harry Kessler's Cranach 
Press in Germany are, on the other hand, quite delightful. Gill had a healthy 

liking for the female body and was a very skilful engraver. Blair Hughes- 

Stanton, another artist interested in the human form, was working at the 

Gregynog Press in Montgomeryshire between 1931—4. Here he illustrated six 

books with wood engravings of a delicacy and fineness of line that was quite 

new to the craft - a delicacy that also made very considerable demands on 

his pressmen. I suppose that Hughes-Stanton and Gill were the best craftsmen 

in this English wood engraving revival, though Gill never attempted the 

intricacies that Hughes-Stanton took in his stride. The fineness of the latter's 

white line engravings has to be seen in the original, where they are printed 

on a smooth, cream-coloured Japanese vellum, with impeccable presswork, 

most sparely inked. No photographic process, however perfect, will reproduce 

these originals with complete fidelity. 

SEI NT Urban, with his deknes, prively 

The body fette, and buried it by nighte 

Among his othere seintes honestly. 

Hir hous the chirche of seint Cecilie highte; 

Seint Urban hal wed it, as he wel mighte; 

In which, into this day, in noble wyse, 

Men doon to Crist and to his seint servy se. 

"HAN ended was the lyfof seint Cecy le, 

Er we had riden fully fy ve myle, 

At Boghton under Blee us gan atake 

A man, that clothed was in clothes blake, 

And undernethe he hadde a whyt surplys. 

His hakeney, that wasal pomely grys, 

i So swatte, that it wonder was to see; 

It semed he had priked myles three. 

76 
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1933. Four Poems by John Milton illustrated 
with wood engravings by Blair Hughes-Stanton. 
Published and printed by the Gregynog Press. 
10"x6j". Wood engraving: 'Arcades'. 
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THE ADVENTURES OF THE BLACK GIRL 

IN HER SEARCH FOR GOD 
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BERNARD SHAW 

1 932. The Adventures of the Black Girl in her 
Search for God by George Bernard Shaw, 
illustrated with wood engravings by John 
Farleigh. Published by Constable and Co. Ltd. 
Printed by R & R. Clark, Edinburgh. 8"x5i". 
Cover design. 

Title-page. 

During these years, only slight use had been made by English commercial 

publishers of the wood engraving process. In 1932, however. Constables 

had a tremendous success with Bernard Shaw's The Adventures of the Black 

Girl in her Search for God, with wood engravings by John Farleigh. These 

engravings, influenced to some extent by both Gill and Blair Hughes-Stanton 

and certainly inspired by his author, are Farleigh's best work. They were 

printed most faithfully from electros by R. & R. Clark. 

Farleigh has described at length2 the wonders of working with Shaw, who 
provided rough sketches for many of the illustrations. His description of 

Shaw's meticulous supervision of his work makes fascinating reading and 

makes one wish there were a few more authors who could and would take as 

much interest in the illustrations and production of their books. 
Farleigh may not have been a great illustrator, but he was a very good crafts¬ 

man and Shaw provided 'the directing intelligence'. Shaw, too, was a con¬ 

summate craftsman, who surprisingly permitted his illustrator to order him 

about in turn, to the tune of asking him to write more copy to fill out a page 

here and there. This collaboration, like Tenniel's with Lewis Carroll, added a 
unique quality to this beautiful little book. The endearing little black girl was 

a figment of Farleigh's imagination, for he never used a coloured model. 
The Black Girl is a model example of book planning. It all began with George 

2 Graven Image. John Farleigh, Macmillan, 1940. Bernard Shaw writing to John Farleigh in 1932 in these words: 
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Pavlov sitting on a crocodile’: John Farleigh's engraving. 'Pavlov sitting on a crocodile’: sketch by Shaw. 

Whitehall Court 
8th May 1932 

Dear Sir, 

As I am old and out of date I have not the privilege of knowing you or 

your work. But Mr William Maxwell, of Clark's of Edinburgh, tells me that 

you can design, draw and engrave pictures as part of a printed book, which, 

you will understand, is something more than making a picture and sticking 

it into a book as an 'illustration'. The idea is that you and I and Maxwell 

should co-operate in turning out a good-looking volume consisting of the 

story contained in the enclosed proof sheets (please hold them as very 

private and confidential) and, say, a dozen pictures. Are you sufficiently 

young and unknown to read the story and make one trial drawing for me 

for five guineas? That is, if the job interests you. 

faithfully, 

G. Bernard Shaw 
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1938. The Writings of Gilbert White of S el borne 
edited by H. J Massingham. illustrated with 
woodcuts by Eric Ravilious. Published by the 
Nonesuch Press. 10"x6i". Tailpiece same size. 

Opposite: 
1938. Cirque de I'Etoile FUante written and 
illustrated with etchings and wood engravings by 
Georges Rouault. Published by Ambroise Vollard. 
Paris. Etchings printed by Roger Lacouriere. text 
and wood engravings by Henri Jourde. 173"x 
13i". Wood engraving by Georges Aubert. 

3 The only comparable illustrated Selborne is the 
edition which John Nash illustrated for the 
Lutterworth Press in 1951, which was later issued 
with colour added to the plates by the artist, by 
the Limited Editions Club of New York in 1972. 

1932. Twelfth Night by William Shakespeare 
illustrated with wood engravings by Eric 
Ravilious. Published and printed by the Golden 
Cockerel Press. Engravings printed in sepia and 
grey. 13"x93” page size. Wood engraving 
reproduced same size. 

Whilst the English artists of the wood-engraving revival were engaged in the 

crafts of wood cutting and wood engraving, there was a return in France to 

the use of the professional engraver. One of these, Georges Aubert, was 

responsible for the engravings in one of the greatest private press books. This 

was Georges Rouault's Cirque de I'Etoile FUante, published by Vollard in 

1938. Rouault started work on the designs for this book in 1930. There were 

a number of coloured etchings and no less than eighty-two large, rich, dark 
textured wood engravings. 

The sheer page size of the Vollard books (17^ in. by 13* in. for the Cirque) 

makes most of the English private press books look a little insignificant. The 

work of the English artist, Eric Ravilious, is certainly not insignificant. His 

first attempt at illustration by wood engraving was in 1932 for an edition of 

Shakespeare's Twelfth Night. His most successful, the edition of Gilbert 

White's Natural History of Selborne in 1938. Ravilious had a very firmly- 

developed sense of design, an attribute he shared with his friend Edward 

Bawden, and which is evident in all his engravings.3 
Douglas Percy Bliss, the author of the definitive work on the history of wood 
engraving, illustrated Border Ballads for Oxford University Press in 1925 with 
appropriate Scottish fervour. These ballads, which Bliss had selected, offered 

admirable scope for his engravings and the book as a whole was also a 

pleasant piece of design for which the engravings make effective headpieces. 

Robert Gibbings took over the management of the Golden Cockerel Press in 

1924 and ran it for some years. A great, jolly, bearded giant of a man, he was 
a talented engraver, the strength of whose work is in the clearly defined 

contrasts of black and white. His method of working was somewhat unusual. 

He would draw a pen or scraper-board approximation of a woodcut and have 

this photographed on to the wood block. This preliminary work often showed 

marked weaknesses of drawing which largely disappeared as soon as he 

started engraving; it was as if his burin possessed qualities of draughtsman¬ 

ship that his pen knew nothing about. 
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LITTLE MUSGRAVE AND LADY BARNARD 

O wow for day ! 

And, dear, gin it were day! 

Gin it were day, and I were away— 
For I ha' na lang time to stay. 

I 

As it fell on one holy-day, 
As many be in the year, 

When young men and maids together did go 
Their matins and mass to hear, 

II 

Little Musgrave came to the church-door— 
The priest was at private mass— 

But he had more mind of the fair women 
Than he had of Our Lady’s grace. 

III 

The one of them was clad in green, 
Another was clad in pall, 

And then came in my Lord Barnard’s wife, 
The fairest amongst them all. 

( 3°) 

JOHNIE ARMSTRONG 

Sum speiks of lords, sum speiks of lairds, 
And sick lyke men of hie degrie; 

Of a gentleman I sing a sang, 
Sum tyme called Laird of Gilnockie. 

ii 

The King he wrytes a luving letter, 
With his ain hand sae tenderly, 

And he hath sent it to Johnie Armstrang, 
To cum and speik with him speedily. 

III 

The Eliots and Armstrangs did convene; 
They were a gallant cumpanie— 

‘ We’ll ride and meit our lawful King, 
And bring him safe to Gilnockie.’ 

IV 

‘ Make kinnen and capon ready, then, 
And venison in great plentie; 

We’ll wellcum here our royal King; 
I hope he’ll dine at Gilnockie! ’— 

(47) 

1925. Border Ballads selected, and with wood 
engravings, by Douglas Percy Bliss. Published 
by the Oxford University Press. Printed by the 
Westminster Press. 93" x 6". Illustrated pages. 
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1 966. Two Stories: Come and dine and Tadnol: 
T. F. Powys, edited by Peter Riley. Published by 
R. A. Brimmell. Hastings. With wood engravings 
by Reynolds Stone. 8"x5i". Wood engraving, 
same size. 

1952. The Four Gospels with wood engraving 
illustrations by Reynolds Stone. Published by 
Penguin Books Ltd, Middlesex. Headpiece, 
same size. 

Opposite left: 
1 934. Beasts and Saints by Helen Waddell 
illustrated with woodcuts by Robert Gibbings. 
Published by Constable and Co. Ltd. London. 
Printed by Charles Whittingham and Griggs Ltd. 
London. 8" x 6". Woodcut. 

Opposite right: 
1932. lorana a Tahitian Journal by Robert 
Gibbings, with wood engravings by the author. 
Published by Houghton Mifflin, Boston and 
New York. 9" x 63". Wood engraving: 
'Pandanus Grove'. 

1940. Cranford by Mrs Gaskell illustrated with 
wood engravings by Joan Hassall. Published by 
Harrap. Wood engraving, same size. 

In 1929 Houghton Mifflin sent Gibbings off to Tahiti to collaborate on a book 
about that island with James Norman Hall. Gibbings spent four months there 
collecting material, by which time Hall had become so involved in the saga 
of The Mutiny on the Bounty that he had to back out. As a result of this 
Gibbings wrote the text of lorana, his first serious attempt at authorship. This 
was the forerunner by many years of his autobiographical illustrated writings, 
such as Blue Angels and Whales (Penguin Books 1938) and the series of 
'river' books for Dent, beginning with Sweet Thames run softly (1940). His 
last work was appropriately called Till / end my Song (1957). 
Reynolds Stone was trained as a printer at the Cambridge University Press (as 
a university graduate apprentice). Whilst still at Cambridge he spent a-couple 
of weeks at Eric Gill's home learning the rudiments of wood engraving. Since 
1934, when he forsook printing. Stone has devoted his time to wood engrav¬ 
ing and to cutting letters. His engraved letters are always exquisite pieces of 
craftsmanship and on these his reputation stands; but his engraving covers 
wider fields than letter cutting. He has engraved many attractive head and tail 
pieces, very much on a Bewick scale, including the cuts for the Penguin 
edition of the Four Gospels. 
Joan Hassall is the daughter of John Hassall, famous illustrator and poster 
artist. She is a skilled engraver, with a feeling for period illustration. In 1937 
she illustrated Portrait of a Village by F. Brett Young for Heinemann. In 1940, 
Harrap published a new edition of Cranford with engravings by Miss Hassall, 
including an interesting engraved title-page with a portrait of Mrs Gaskell, 
and in 1947 she followed this up with Our Village by Mary Russell Mitford, 
also for Harrap. 
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1950. Canals, Barges and People by John 
O'Connor with coloured wood engravings by the 
author. Published by Art and Technics Ltd. 
London. Printed by the Shenval Press. 8i"x 6§". 
Coloured wood engraving. 

The 1939—45 war broke the continuity of the English wood engraving revival. 

The steam seemed to go out of the movement. Certainly during the time I was 

teaching at the Royal College of Art (1950-63) there was only one notable 

engraving student (David Gentleman). In the years before the war, the R.C.A. 

had been a forcing house for them, when, in turn, the two Nashes and Eric 

Ravilious were teaching there. John O'Connor was a pupil of Ravilious at that 

time. One of the few notable books of engravings since the war is his Canals, 

Barges and People written by the artist and designed by Robert Harling at 
Art and Technics. 

David Gentleman's first essay at wood engraving was in 1953. These 

engravings were for a slim volume published by the Lion and Unicorn Press, 

called A Tale of Two Swannes. His most ambitious book has been The Swiss 

Family Robinson which was published by the Limited Editions Club, New 
York, in 1963. These engravings had the addition of a second colour, which 

had been hand drawn. In 1964 he illustrated The Shepherd's Calendar for the 
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MAY 

Come queen of months in company 

Wi all thy merry minstrelsy 

The restless cuckoo absent long 

And twittering swallows chimney song 

And hedge row crickets notes that run 

From every bank that fronts the sun 

And swathy bees about the grass 

That stops wi every bloom they pass 

And every minute every hour 

Keep teazing weeds that wear a flower 

And toil and childhoods humming joys 

For there is music in the noise 

MAY 

The village childcrn mad for sport 

In school times leisure ever short 

That crick and catch the bouncing ball 

And run along the church yard wall 

Capt wi rude figured slabs whose claims 

In times bad memory hath no names 

Oft racing round the nookey church 

Or calling ecchos in the porch 

And jihing oer the weather cock 

Viewing wi jealous eyes the clock 

Oft leaping grave stones leaning hights 

Uncheckt wi mellancholy sights 

The green grass swelld in many a heap 

Where kin and friends and parents sleep 

Unthinking in their jovial cry 

That time shall come when they shall lye 

As lowly and as still as they 

While other boys above them play 

Heedless as they do now to know 

The unconcious dust that lies below 

The shepherd goes wi happy stride 

Wi morns long shadow by his side 

Down the dryd lanes neath blooming may 

That once was over shoes in clay 

While martins twitter neath his eves 

Which he at early morning leaves 

The driving boy beside his team 

Will oer the may month beauty dream 

And cock his hat and turn his eye 

On flower and tree and deepning skye 

40 47 

1964. The Shepherd's Calendar by John Clare 
with wood engravings by David Gentleman. 
Published and printed by the Oxford University 
Press. 8" x 5". Text spread. 

1 964. Peter Sch/emihls Wundersame Geschichte 
by A. von Chamisso with wood engravings by 
Imre Reiner. Published by Ars Librorum. 
Frankfurt-am-Main. 8^"x4|" page size, printed 
on one side of the paper only. Pages folded and 
uncut. Tailpiece: 3§" high. 

Oxford University Press. This is an attractive book, with a set of most effective 

engravings, designed as headpieces to each month of the calendar, that give 

it a very agreeable scale. The engraving in no way overpowers the text. 

This wood-engraving revival that started in France and flowered in England 

never made much headway in the United States. One or two expatriate 

German artists, such as Fritz Eichenberg and Hans Mueller, have engraved a 

number of illustrated books for the Limited Editions Club, but the medium has 

not been in much favour. Today it manifests itself in a livelier .manner in 

Germany, Holland and Scandinavia, where the most potent influence has been 
Imre Reiner, a Hungarian trained in Germany and influenced to some extent 

by the German Expressionists. He is a completely cosmopolitan artist, utterly 

eclectic in his admiration for artists as diverse as Durer and Bewick. Reiner has 

illustrated a number of books, making a most highly skilled use of multiple 

tool engraving. These include Goethe s Novelle, Voltaire s La Princesse de 

Babilone and Hugo von Hofmannsthal's Andreas. 
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1886. Little Lord Fauntleroy by Frances Hodgson 
Burnett illustrated by Reginald B. Birch. 
Published by Frederick Warne and Co., London. 
Printed by Richard Clay and Sons, Bungay. 
8f"x5|". Illustration: 'Are you the Earl?' said 
Cedric, Tm your grandson. I'm Lord Fauntleroy'. 

7. THE ILLUSTRATION AND DESIGN OF CHILDREN'S BOOKS 

Whatever the future may be for illustration generally, there will always be a 

place for it in children's books. Children's taste tends to be rather conservative; 

books that were old favourites when their parents were children often attract 

them. Whether fairy stories will have much of a hold in the space age may be 

doubted, but for younger children animal stories look a pretty safe bet. For 

older boys and girls, adventure stories may well be surpassed by stories of 

real adventure. Pirates and highwaymen may pale into insignificance when 

held up to comparison with moon dwellers and the activities of the modern 

criminal. And yet, I wonder. There seems to be an indefinite life ahead for the 

much loved little books of Beatrix Potter, and Treasure Island still 'holds 

children from play and old men from the chimney corner'. 

If one looks back to the 1880's and '90's, English and American infants (or 

their mamas and nannies) were still happily turning over the pages of the 
picture books by Caldecott and Kate Greenaway, prettily printed in colour 

from wood blocks, most skilfully engraved by Edmund Evans. However, their 

tastes were changing; and in the late 1880's there was a spate of new success¬ 

ful children's books, many of them still in print today. I doubt if the American 

author Frances Hodgson Burnett has many readers for her Little Lord 

Fauntleroy (1886), though her charming The Secret Garden is still read 
widely. 
In the 1890's boys still read R. M. Ballantyne's The Young Fur Traders, first 

published in 1856 as Snowflakes and Sunbeams (a singularly unpromising 

title that was quickly changed after the first edition).1 The most successful 

writer of English school stories was an energetic young typefounder, by name 

Talbot Baines Reed, whose The Willoughby Captains and The Fifth Form at St 

Dominic's both appeared in 1887, and The Cock /-louse at Felsgarth in 1891. 1 English Children's Books. Percy Muir, Batsford, 
1954. 
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1886. Little Lord Faunt/eroy by Frances Flodgson 
Burnett illustrated by Reginald B. Birch. 
Published by Frederick Warne and Co.. London. 
Printed by Richard Clay and Sons. Bungay. 
8§"x5§". Case-binding, blocked in black, gold 
and brown on a grey cloth. 

1887. The Willoughby Captains by Talbot Baines 
Reed illustrated by Alfred Pearse. Published by 
Plodder and Stoughton. London. Printed by 
Flazell. Watson and Viney Ltd. London. 7i"x4|". 
Case-binding blocked in gold, black and colours 
on a grey cloth. 

1894. The Young Fur Traders by Robert Michael 
Ballantyne. Published by T. Nelson and Sons. 
London. 7§"x4J". Chromo-lithographed 
frontispiece and title-page by an anonymous 
artist. 
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1903. With the British Legion by G. A. Henty 
illustrated by Wal Paget. Published by Blackie 
and Sons. London, Glasgow and Dublin. 
7|"x5i". Half-tone illustration. 

Ballantyne's staying power with his young readers, like Fenimore Cooper's 

and Marryat's a quarter of a century earlier, owed much to the authentic back¬ 

grounds of his books, and particularly of the Canadian arctic, for he had 

worked as a clerk in the Hudson Bay Company. Ballantyne also took a great 

deal of trouble over the illustrations for his books, preparing rough pen-and- 

wash drawings, with copious instructions for the engraver-illustrators. 
Whatever one may think of Little Lord Fauntleroy as a story, it is certainly an 

attractive-looking book, with a prettily blocked cover and effective illustra¬ 
tions by the American Munich-trained illustrator, Reginald B. Birch. Joseph 

Pennell, writing in 1889, thought it was the best thing Birch had ever done. 
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1888. The Frozen Pirate by W. Clark Russell 
illustrated by P. Macnab. Published by Sampson 
Low, Marston, Searle and Rivington, London. 
Printed by Gilbert and Rivington Ltd. 7J"x5|". 
Case-binding blocked in gold and white on a 
dark green cloth. Scraper-board illustration. 

2 English Children's Books. Percy Muir, Batsford, 
1954, 

3 Gordon Browne was the son of Hablot K. 
Browne, the illustrator of so many of the novels of 
Charles Dickens. 

4 Talbot Baines Reed. Stanley Morison. Cam¬ 
bridge University Press, 1960 (privately printed). 
Also see P. M. Handover's article on Reed in The 
Book Collector. Spring 1963, with a list of his 
works. 

School and adventure stories 

Most school stories are too subject to changing manners and times to outlive 

their period. The early successes in this field were Tom Brown's Schooldays 

(1887), and Eric or Little by Little (1858). Tom Brown's Schooldays was 
illustrated by Arthur Hughes and Sydney Prior Hall, and re-issued in 1896 

with new illustrations by Edmund J. Sullivan. Eric or Little by Little by F. W. 

Farrar, first illustrated by the Dalziels, passed through thirty-six editions 

during Farrar's lifetime and, as Percy Muir said, 'achieved an immortality only 

of derision'.2 

Most of Talbot Baines Reed's books appeared as serials in the Boy's Own 
Paper, which was published by the Religious Tract Society. His family had 

close connections with this pious body; but Reed's stories are anything but 

pious and his boys, drawn by Gordon Browne,3 H. M. Paget and Alfred Pearse, 

are, unlike Dean Farrar's, very real boys. 'Between 1906 and 1952 no fewer 

than ten of his school stories were reprinted, including his first. The Adventures 

of a Three Guinea Watch (1880), and his last, Tom, Dick and Harry (1892).'4 
G. A Henty followed Ballantyne as a writer of adventure stories. His books 

poured out in an apparently endless succession. He wrote something over 

ninety books for boys. These were illustrated by several artists, including 

Gordon Browne, H. M. Paget and Wal Paget - who illustrated, with wash 

drawings printed by half-tone, Henty's With the British Legion (1903). 

Nearly all these books had colourfully blocked or printed illustrations on their 

covers. The Frozen Pirate by W. Clark Russell is a good example of this kind 

of case-binding, and the illustrations for it by P. Macnab are an early example 

of the use of process half-tone, the plates showing considerable evidence of 
handwork. Until the '90's most children's books were illustrated by line, or 

line and wash reproduced by wood engraving. The intricately hatched wood 

blocks blended well with type, giving the books a most agreeable homo¬ 

geneous quality. Chromo-lithography was widely used for books for young 

children, often with crude and garish colours, though the delicate title-page 

for The Young Fur Traders is an exception. 
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1896. Unde Remus and his Friends by Joel 
Chandler Harris illustrated by A. B. Frost. 
Published by James R. Osgood Mcllvaine and 
Co.. London. Printed by Ballantyne. Hanson and 
Co., London. 7i"x5". Illustration. 

1907. The Tale of Tom Kitten by Beatrix Potter. 
Published by Frederick Warne and Co. Ltd. 
London. 5j"x4". Case-binding. 

1 904. The Tale of Benjamin Bunny by Beatrix 
Potter. Published by Frederick Warne and Co. 
Ltd, London. 52"x4". Illustration spread. 

' 1 'HAT wood was full of 

rabbit holes; and in the 

neatest sandiest hole of all, 

lived Benjamin’s aunt and his 

cousins — Flopsy, Mopsy, 

Cotton-tail and Peter, 

Old Mrs. Rabbit was a 

widow; she earned her living 

by knitting rabbit-wool mittens 

and muffetees (I once lx>ught 

a pair at a bazaar). She also 

sold herbs, and rosemary tea, 

and rabbit-tobacco (which is 

what we call lavender). 

«s 
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1893. Facsimile of a letter to Noel Moore telling 
the original story of Peter Rabbit for the first 
time. Reproduced from The Tale of Beatrix Potter 
by Margaret Lane, published by Frederick Warne 
and Co., London and New York, 1 946. Original 
size of letter 7|" x bi". 

5 The Tale of Beatrix Potter. Margaret Lane, 
F. Warne. 

Beatrix Potter (b. 1866 d. 1943) was a natural illustrator. In her letters to her 

young friends, she expressed herself as freely by her drawings as in her words. 

That she should find such a perfect medium for her picture-stories in the three 

or four-colour half-tone medium is not surprising, for she was quite untutored 

in any of the autographic processes. 

Beatrix Potter was also one of the first illustrators to make a really good use 

of this half-tone colour process. She was a 'natural', as a book designer as 

well as a book illustrator; with no training or printing experience she planned 

every detail of production and layout. Her first two books. The Tale of Peter 

Rabbit (1901) and The Tailor of Gloucester (1902), were printed at her own 

expense and privately published. General publication, in a revised form and 

with colour, followed, somewhat cautiously, from Frederick Warne who had 

previously rejected Peter Rabbit. The Tale of Benjamin Bunny came out in 

1904 and The Tale of Tom Kitten in 1907. 

The books were originally published at one shilling in paper-covered boards, 

and one-and-sixpence in a cloth binding. Both versions had a coloured 

illustration pasted down on the front cover. 

Margaret Lane, in- her excellent and most moving biography, extols Beatrix 

Potter's 'great sense of animal beauty, the imaginative truthfulness of her 

approach and her deeply felt beauty of the countryside'.5 

Beatrix Potter's books are scaled carefully to a child's needs; they are little 

and they feel good. She had quite clear ideas of what a small child's book 

should be like. The books had to be about 5 in. by 4 in. with a coloured picture 

on every spread, and her text was always limited to no more than one or two 

simple sentences on each page. Beatrix Potter's rabbits, mice and hedgehogs, 

even if they are dressed up, are real animals; the illustrations have an intimate, 

close-up reality, a reality and a viewpoint familiar to any child's eye. Their 

appeal is just as great today as it was sixty odd years ago. Their anthropo¬ 

morphism has had many followers and a few antecedents, such as various 

chapbook editions of Charles Perrault's Puss-in-Boots, or Joel Chandler 

Harris's Unde Remus, published nearly half a century earlier than Beatrix 

Potter's books. A. B. Frost who illustrated Uncle Remus achieved as happy 

and indissoluble a union with his author as Tenniel had with Lewis Carroll. 

His animals, like Beatrix Potter's, were quite free from vulgarity. 
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1895. The Blue Fairy Book edited by Andrew 1895. The Blue Fairy Book, illustration by H. J. Ford. 

Lang and illustrated by H. J. Ford and G. P. 
Jacomb Hood. Published by Longmans. Green 
and Co.. London. Printed by Spottiswoode and 
Co., London. 7"x4f". Case-binding. 

1901. Lion and Unicorn by John Hassall. 
Reproduced from Modern Pen Drawings: 
European and American. 8" x 11 f". Published 
by the Studio. London and New York. 
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Oman’s Wit 

When man's, strength fails, woman's 

wit prevails. 

IN the days when the great and 

wise King Solomon lived and ruled, 

evil spirits and demons were as 

plentiful in the world as wasps in 

summer. 

So King Solomon, who was so 

wise and knew so many potent spells 

that he had power over evil such as 

no man has had before or since, set 

himself to work to put those enemies 

. of mankind out of the way. Some 

'/-* he conjured into bottles, and sank 

into the depths of the sea; some 

he buried in the earth ; some he 

destroyed altogether, as one bums hair in a candle- 

flame. 
145 k 

1896. Twilight Land written and illustrated by 
Howard Pyle. Published by J. Osgood Mcllvaine 
and Co., London. Printed by Ballantyne, Hanson 
and Co., London. 8i"x5J". Case-binding, 
chapter opening and illustration. Fairy stories 

Andrew Lang's series of 'coloured' fairy books was the combined result of 

his great scholarship and much hard work on the part of his wife. Lang, who 

came from the border country and had been brought up in an atmosphere of 

legend and history, was not well served by his illustrators (H. J. Ford who 

illustrated many of his fairy stories was a feeble draughtsman). The books, 
however, were pleasantly produced and made a gay showing in their multi¬ 

plicity of coloured covers. The 'Unicorn' drawing is by John Hassall, an 

English poster artist with a robust sense of humour - (his poster for the 

holiday resort of Skegness, of a bouncing fisherman, earned him wide fame). 

He also illustrated a number of children's books, many of pre-Tudor England. 

His work was influenced by Boutet de Monvel and other contemporary French 

illustrators. The 'Unicorn' drawing was done before 1900, but he was still at 
work in the 1930's. When I was a very young student, I visited him in his 

studio, which was just like a junk shop, there was so much bric-a-brac lying 
about. I can remember he showed me how to draw an ear! 

Howard Pyle, an American artist who achieved a tremendous reputation in 

his lifetime, drew in a variety of styles, ranging from the stiff lines of a Durer 

engraving to the sketchy impressionism of Daniel Vierge. His first successful 

book was The Merry Adventures of Robin Hood, which came out in 1883. 

Twilight Land, both written and illustrated by Howard Pyle, was first pub¬ 

lished in England in 1896, by Osgood Mcllvaine, a publishing house with a 

record for producing interesting illustrated books. It is filled with amusing 

line illustrations, pleasantly set on the page with a lot of white space around 

them. The typography of the book, presumably by Pyle himself, is less 

successful; each chapter is headed with somewhat grotesque, very large 

initial letters and the title-page is decorated with rubrics. 

Both The Blue Fairy Book, with 390 pages and Twilight Land, with 370 pages, 

really gave young readers something to get their teeth into. And with their 

heavily blocked, smooth blue cloth covers and gilded heads, they were books 

to treasure. 
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The parrot is a Polly Bird, 
The Owl a Melancholly Bird, 
But I'm the Cockiolly Bird, 
And that's a Rara Avis!' 

By the 1890's process engraving was in wide use, and the new generation of 

illustrators was only too eager to see its drawings appear unaltered by the 

hand of the trade engraver. (Amongst the illustrators of children's books, 

Howard Pyle was one of the first to make use of the four-colour half-tone.) 

However, the chromo-lithographers, particularly in Germany, France and the 

United States, were still very active, and continued to be so well into the 

twentieth century. Hauff's Fairy Tates, translated from the German by Cicely 

McDonnell, had a technically ingenious illustrated cover, lithographed and 

blocked in heavy relief; and Fritz Bergen's coloured drawings for it were also 

chromo-lithographed. The Bunkum Book by Aubrey Hopwood, the author 

of The Sleepy King, with chromo-lithographed illustrations after drawings by 

Maud Trelawny, is a strange, poetic creation, almost worthy of Lewis Carroll. 

The 'Cockiolly Bird' was a favourite in many British and American nurseries in 
the first decade of this century. 

Florence and Bertha Upton's series of 'Golliwogg' books (there were ten of 

them) was also published in the United States and England at the beginning 

of the century. They are the most endearing inventions, very prettily litho¬ 

graphed. The text is hand drawn in an interesting art nouveau letter, so 

precisely done it could be mistaken for type. 

Gordon Browne was a most versatile illustrator. As well as drawing the 

pictures for G. A. Henty's adventure stories and Mrs Ewing's books, he also 

illustrated several books for very young children, including an edition of 

Rip van Winkle in 1887. Twenty years later, he completed a set of watercolour 

drawings for The Merry Tales of the Wise Men of Gotham. This little book was 

chromo-lithographed sympathetically by Van Leer in Amsterdam, a printing 

firm of distinction which is still engaged in the printing of illustrated books. 
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1 900. The Bunkum Book by Aubrey Hopwood 
illustrated by Maud Trelawny. Published by 
Frederick Warne and Co., London and New York. 
Printed by Morrison and Gibb Ltd, Edinburgh. 
9" x 11Illustration. 

Undated. Hauff's Fairy Tales translated and 
adapted by Cicely McDonnell. Illustrated by 
Fritz Bergen. Published by Dean and Sons Ltd, 
London. 7i"x5§". Case-binding. 



1903. The Golliwogg's Bicycle Club by Bertha 
Upton with illustrations by Florence K. Upton. 
Published by Longmans, Green and Co., 
London, New York and Bombay. Printed by the 
Niagara Lithographic Co.. Buffalo. New York. 
8fr"x11^". Illustration. 

1907. The Merry Tales of the Wise Men of 
Gotham by F. J. Harvey Darton illustrated by 
Gordon Browne. Published by Wells Gardner, 
Darton and Co. Ltd, London. Printed by L. van 
Leer and Co., Netherlands. T\"x&^". Cover and 
illustration. 
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1 905. Rip van Winkle by Washington Irving 
illustrated by Arthur Rackham. Published by 
William Heinemann, London, and Doubleday. 
Page & Co.. New York. Printed by Richard Clay 
and Sons Ltd. 9|"x7". Case-binding, 
illustration and title-page. 

RIP VAN WINKLE 

BY-WASHINGTON 
IRVING 
ILLU5TRATEPBY 
ARTHURRACKHAM 

LONDON: V/Il Lr AM-n E.I nrt M ANN 

NtWYORK DOUBLtPN'/- TNCt & C? 

As the twentieth century advanced, and with it the popular acceptance of the 

three- and four-colour half-tone process, the 'gift' book (virtually the 'Coffee 

Table' book for children) arrived on the scene, or at least on the nursery table. 

Arthur Rackham was the most successful English artist in this field; the muted 

tones and delicate tints of his water-colour drawings combined well with his 

strong feeling for the grotesque. The 'gift' books were really something for a 

child to receive. They were heavy and thick, with beautifully blocked covers, 

they often had a coloured illustration mounted on the front cover, and gilded 

heads, ornamental headbands and coloured end papers. Inside there would be 

colour plates, tipped-on to cartridge mounts and protected with tissue. These 

books were precious objects, to be looked at with awe and handled with 

care. Among those illustrated by Rackham were Rip van Winkle (1905), 

followed by Peter Pan in Kensington Gardens and Alice in Wonderland. 

W. Heath Robinson and his two brothers, and Edmund Dulac also made good 

use of 'process' and illustrated a number of 'gift' books. Heath Robinson's 

The Water Babies (1915) is full of pretty colour plates and whimsical line 

drawings, which owe just a little to Beardsley, and which were, at least to 

me when I was very young, much more acceptable than those in the Linley 

Sambourne edition. Violent prejudices can develop in one's tender years; I 

must admit that my affection for Heath Robinson's work may largely be 

governed by having had his The Water Babies and his own Bill the Minder 

(1912) in my nursery. He had a strange, innocent and very personal sense of 

humour which appeared in all his drawings; also, like Beardsley, he was 

expert at disposing of massed areas of white or black in his illustrations, as 

in the drawing here of Mr Grimes and Tom setting off at 3.0 a.m. on a 

summer's morning for Harthover Place. Bill the Minder is full of the strangest 

fancies, and just as in The Water Babies, there is the odd contrast of grotesque 

black-and-white drawings and very pretty watercolours. That the artist's 

name should have become a part of the English language has nothing to do 

with these illustrations. The term Heath Robinson' derives from a series of 

drawings he published in the 1920's in the weekly magazines - drawings of 

incredibly involved mechanical contrivances designed to solve the simplest 

problems. 
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THE WATER BABIES 
that that made up for his poaching Sir John's pheasants ; 
whereby you may perceive that Mr. Grimes had not been 
to a properly-inspected Government National School. 

Now, I daresay, you never got up at three o’clock 
on a midsummer morning. Some 
people get up then because they 
want to catch salmon, and some 
because they want to climb Alps, 
and a great many more because they 
must, like Tom. But, I assure you, 
that three o’clock on a midsummer 
morning is the pleasantest time 
of all the twenty-four hours, and 
all the three hundred and sixty-five 
days; and why everyone does not 
get up then, I never could tell, save 
that they are all determined to spoil 

. their nerves and their complexions 
\ by doing all night what they might 

l?'?'! 1M just as well do all day. But Tom, 
™ instead of going out to dinner at half¬ 

past eight at night, and to a ball at 
ten, and finishing off somewhere be¬ 

tween twelve and four, went to bed at seven, when his 
master went to the public-house, and slept like a dead 
pig, for which reason he was as pert as a game-cock 
(who always gets up early to wake the maids), and just 
ready to get up when the fine gentlemen and ladies 
were just ready to go to bed. 

6 

AND SOME BECAUSE THEY 

WANT TO CLIMB ALPS. 

ON THEY WENT. 

1 91 5. The Water Babies by Charles Kingsley 
illustrated by W. Heath Robinson. Published by 
Constable and Co. Ltd, London. Printed by 
Bradbury Agnew and Co. Ltd, London. 8i"x6§". 
Text and illustration spread. 

1912. Bill the Minder written and illustrated by 
W. Heath Robinson. Published by Constable and 
Co. Ltd, London. 9f"x7£". Printed by 
T. & A. Constable Ltd. Edinburgh Illustration. 

THE MUSICIAN 
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1935 Fairy Tales and Legends by Hans 
Andersen illustrated by Rex Whistler. Published 
by Cobden-Sanderson Ltd. London. Printed by 
the Shenval Press and bound by the Leighton- 
Straker Bookbinding Company Ltd. Page size 
8"x5§" Illustrations and case-binding. 

The Marsh King's daughter. 

From the 1890's the old favourites. The Arabian Nights and the stories of the 

brothers Grimm and Hans Andersen, were meeting increasing competition in 

the nurseries. 

Jacob and Wilhelm Grimm's fairy tales were first published in England in 

1823; the first Hans Andersen English translation appeared in 1846. Both 

books have been through dozens of editions, with a variety of illustrators. The 
best of the Grimm editions was probably the first English illustrated edition, 

with George Cruikshank's vivid etchings, and the best Hans Andersen an 

edition charmingly decorated by Rex Whistler and first published in 1935. 

Whistler's Hans Andersen (which is still in print) is a pretty book, bound in a 

green cloth cover,6 lettered in gold, with an arabesque pattern, blocked in 

6 In some editions, the colour of the cloth and Pale yellow, the same pattern being used for the endpapers. For the illustra- 
blocking varied. tions, Whistler used scraper-board with great refinement. 

Gerda and Kay: The Snow Queen. 
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1935. Fairy Tales and Legends by Hans 
Andersen illustrated by Rex Whistler. Published 
by Cobden-Sanderson Ltd. London. Printed by 
the Shenval Press and bound by the Leighton- 
Straker Bookbinding Company Ltd. Page size 
8" x 5f|". Illustration: The Garden of Paradise. 
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PUBLISHED BY.HODDEB A STOUGHTON- LONDON 1920 

1898. Wild Animals / have Known written and 
illustrated by Ernest Thompson Seton. Designed 
by Grace Thompson Seton. Published by 
Hodder and Stoughton. London. Printed by the 
Scribner Press. New York. 7g" x 54". Title-page 
reproduced from the 1920 edition. 

London-Hodder and Stoughton -A D-Igos- 

1900. The Biography of a Grizzly by Ernest 
Thompson Seton. Published by Hodder and 
Stoughton, London. Printed in the United States 
by the De Vinne Press. New York. 74" x 5f ". 
Title-page reproduced from the 1905 edition. 

1899. The Trail of the Sandhill Stag by Ernest 
Thompson Seton. Published by David Nutt Ltd. 
London Printed by the De Vinne Press. New 
York. 74"x53". Half-tone illustration. 

Animal stories 

In 1898, just over two years before any of Beatrix Potter's books appeared, 

the first of a series of wild-life books by the American naturalist, Ernest 

Thompson Seton, was published. The attitude of this author and artist was 

very different to that of Beatrix Potter or A. B. Frost. He was certainly no 

anthropomorphist. Seton illustrated his stories of wild animals with most 

lively, realistic pen drawings and also with wash drawings. The animals jump 

and run and scutter through the pages of his books, which are themselves 

interesting pieces of design. They were conceived and laid out by his wife, 
Mrs Grace Gallantin Thompson Seton, with spacious, open cream-coloured 

pages, and wide margins, dotted with illustrations. Mrs Seton also drew out 

the most elaborate asymmetric title pages. 

Wild Animals / have Known (1898), The Trail of the Sandhill Stag (1899), 

The Biography of a Grizzly (1900) and Animal Heroes (1905) were perhaps 
the most successful of Seton's works. Wild Animals / have Known and Animal 

Heroes were bound in a mossy green cloth and blocked in a darker green 

or in gold. Ernest Thompson Seton, who incidentally signed his drawings 

'Ernest Seton-Thompson', was Naturalist to the Government of Manitoba. His 

books have endeared him to succeeding generations of American and English 

children. Though the main credit for their success must go to Seton's realistic 

approach to wild life and his easily read prose, his wife's part as designer of 

these most attractive-looking books was by no means negligible. Mrs Seton 

not only designed the books, but was also responsible for the general make-up 

and the literary revision. The feeling of space and air that runs through these 

books reflects something of Seton's writing about the Old-timers of the Big 

Plain of Manitoba', to whom The Trail of the Sandhill Stag was dedicated. 

This book was most beautifully printed by the De Vinne Press in New York. 
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Badlands Billy 

big and strong; the weaker must move out, and 

with them Yellow Wolf and the Dusky Cub. 

Wolves have no language in the sense that 

man has; their vocabulary is probably limited 

to a dozen howls, barks, and grunts expressing 

the simplest emotions; but they have several 

other modes of conveying ideas, and one very 

special method of spreading information—the 

Wolf-telephone. Scattered over their range 

are a number of recognized " centrals.” Some¬ 

times these are stones, sometimes the angle of 

cross-trails, sometimes a Buffalo-skull—indeed, 

any conspicuous object near a main trail is 

used. A Wolf calling here, as a Dog does at a 

telegraph post, or a Muskrat at a certain mud- 

pie point, leaves his body-scent and learns 

what other visitors have been there recently to 

do the same. He learns also whence they 

came and where they went, as well as some¬ 

thing about their condition, whether hunted, 

hungry, gorged, or sick. By this system of 

registration a Wolf knows where his friends, 

as well as his foes, are to be found. And 

Duskymane, following after the Yellow Wolf, 

was taught the places and uses of the many 
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Badlands Billy 

signal-stations without any conscious attempt 

at teaching on the part of his foster-mother. 

Example backed by his native instincts was in¬ 

deed the chief teacher, but on one occasion at 

least there was something very like the effort 

of a human parent to guard her child in 

danger. 

The Dark Cub had learned the rudiments of 

Wolf life: that the way to fight Dogs is to run, 

and to fight as you run, never grapple, but 

snap, snap, snap, and make for the rough coun¬ 

try where Horses cannot bring their riders. 

He learned not to bother about the Coyotes 

that follow for the pickings when you hunt; 

you cannot catch them and they do you no 

harm. 

He knew he must not waste time dashing 

after Birds that alight on the ground ; and that 

he must keep away from the little black and 

white Animal with the bushy tail. It is not 

very good to eat, and it is very, very bad to 

smell. 

Poison! Oh, he never forgot that smell 

from the day when the den was cleared of all 

his foster-brothers. 
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1898. Wild Animals / have Known written and 
illustrated by Ernest Thompson Seton. Published 
by Hodder and Stoughton. London. Printed by 
the Scribner Press. New York. 7i"x5i". 
Dedication page and text spread. 
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1931. The Wind in the Willows by Kenneth 
Grahame Illustrated by Ernest H Shepard 
Published by Methuen and Co Ltd. London. 

85" x 5i". 
Illustration: Toad stared fixedly in the direction 
of the disappearing motor car 

1926. Winnie-the-Pooh by A. A Milne. Illustrated 
by Ernest H. Shepard. Published by Methuen and 
Co. Ltd. London Printed by Jarrold and Sons 
Ltd. Norwich. 7|"x4J". Illustration spread. 

30 WINNIE-THE-POOH 

So he took hold of Pooh’s 

front paws and Rabbit took 

hold of Christopher Robin, 

and all Rabbit's friends and re¬ 

lations took hold of Rabbit, and 

they all pulled together. . . . 

The Wind in the Willows by Kenneth Grahame, often described as 'the best¬ 

loved children's book of the twentieth century', was first published in 1908, 

with a rather improbable frontispiece by Graham Robertson. 

Illustrated editions followed, the first by Paul Branson in 1913, the next by 

Nancy Barnhart in 1922 and a third by Wyndham Payne in 1927. It was not 

until 1930 that an illustrated edition appeared, with drawings by an artist 

whose work pleased the author. This was Ernest H. Shepard, who was really 

in sympathy with this whimsical story of Rat, Mole, Badger and Toad, and 

their doings on the upper reaches of the Thames. Kenneth Grahame died 

before Shepard had finished his drawings, but not before he had seen enough 

of the sketches to recognize his little animals as he felt they should be drawn, 

without any sense of caricature. Shepard's pen drawings for The Wind in the 

Willows are completely successful, except possibly for Mole, who is obviously 

a difficult subject; Toad is a masterly piece of characterization. Shepard is a 

most talented draughtsman, whose work has always been full of charm. 

Shepard had previously illustrated Kenneth Graham's The Golden Age in 

1928 and Dream Days, by the same author in 1930, both published by John 

Lane. The Wind in the Willows with his drawings, now in paperback form, 

has passed its 105th edition. The coloured illustrations that were added to a 

recent hard-backed edition are less successful. 

A return to the not-so-real animal book was A. A. Milne’s Winnie-the-Pooh, 

which was one of the great, popular successes of the 1920's. This and the 

succeeding books about Pooh and Christopher Robin were appropriately 

illustrated in delicate lines by Ernest H. Shepard. The immense success they 

had, called forth not only wonder but also psychological investigation from a 

later and less assured generation - an attitude foreshadowed by Dorothy 

Parker when she wrote in a review of one of these books: Here tonstant 

weader fwowed up'! In spite of the jibes, these were pretty books, nicely 

cased and blocked and charmingly illustrated. 
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1894. Le Bon Roy Henry by A. Hermant Job. 
Published and printed by Alfred Marne and 
Son. Tours 8|"x10i". Illustration spread 

A new look for children's books from France 

One of the French contributions to the design and illustration of twentieth- 
century children's books has been to free the illustrator from the limitations 

of line blocks and four-colour process. The English publishers' almost total 

reliance on letterpress printing, at least up to the beginning of the Second 

World War, was one limiting factor, their lack of courage in this field an even 

more inhibiting one. The French since the early years of the nineteenth century 

have been much freer in their use of lithography, gravure, the intaglio 

processes, and later pochoir (the use of stencils) and even the Jean Berte 
process, where the illustrations were printed from rubber blocks with water¬ 

colour inks. 

In France, by the end of the nineteenth century, lithography had almost 

completely usurped letterpress printing for the illustration of children's books. 

Boutet de Monvel's albums, Nos Enfants. Jeanne d'Arc and Chansons de 
France, were all illustrated in line and colour and printed by the lithographic 

press. 
A. Hermant Job, the illustrator of L'Epopee du Costume Militaire, used the 

same methods of line and colour for his Le Bon Roy Henry (1894). Job, like 

so many French illustrators, was a very fluent, if literal, draughtsman. Some 

of his drawings in this book (particularly the one of the assassin Francois 

Ravaillac being torn apart by four horses, or the one of a distraught mother 

being served up with her own baby in a soup tureen, with a large pot of 

mustard to help it down), are pretty tough fare for the young. The same 

tradition in draughtsmanship can be seen in the work of Edy Legrand, 

particularly in his line and pochoir drawings for Bolivar and La Fayette. 

In 1919, in rather a different vein, Edy Legrand wrote and illustrated Macao et 

Cosmage, for Editions de la Nouvelle Revue Frangaise. This was a large 

square book, printed in black line and stencilled colours, with a hand¬ 

written text. It is a gay, boldly drawn, colourful book, whose rather mannered 

drawings are very much of their time. Macao et Cosmage (page 197) was 
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1896. Jeanne d'Arc by M Boutet de Monvel. 
Published by E Plon. Nourrit et Cie. Paris. 
Gravure printed by Ducourtioux and Hulliard. 
text by E Plon. 9"x12|". Illustration spread 

Lt- 23 mai, comnie elle sc trouvait a Crcspy, ellc apprit que la ville 

<!c Compiegne etait scrrec de pres par les Anglais et les Bourguignons. 

I'.llc s’y porta avec quatrc cents combattants et cntra dans la ville le 24, 

a la pointe du jour, l’uis. prenant avec elle une partie de la garnison, 

■ ll<- attaqua les Bourguignons. Mais les Anglais vinrent 1’assaillir. Les 

1- rancais reculerent. « Ne pensez qua ferir sur eux, criait Jeanne, il ne 

tu nt qua vous qu'ils soient deconlits! » Mais Jeanne fut entrainec par 

la retraite des siens. Ramenes sous les rempartS de Compiegne, les 

T r.in\ais trou\erent le pont leve et la herse baissee. Cependant, Jeanne, 

acculee aux fosses, se defendait toujours. L’ne troupe s’etait jetee sur 

something quite new in cheap book production and made a lively contrast to 

insipid watercolours, printed in three- or four-colour half-tone or the repellent 

chromo-lithography still in use at that time. Nothing like this had appeared in 

England or the U.S.A. 

One of the first French publishers to produce books of this kind for children 

was a Parisian printer called A. Tolmer, the author of Mise en Page. 

In 1921, Tolmer published Voyages et glorieuses decouvertes des Grands 

Navigateurs et Explorateurs Frangais (overleaf). It was vividly illustrated by 

Legrand and superbly printed by Tolmer with stencilled colours, the variety of 

these colours and their freshness and subtlety being quite beyond the photo¬ 

graphic processes. One of the sadder developments in printing, is the loss of 

such simple methods; pochoir may yet be revived, but almost certainly only 

for costly and limited editions. In 1929 Tolmer published Edy Legrand's 

194 



die. « Rendez-vous ! » lui criait-on. « J'ai jure et bailie ma 

foi a un autre qua vous, repondait la brave fille, et je lui 

tiendrai mon sennent! » Mais en vain elle resistait. Tiree 

par ses longs habits, elle fut renversee de son cheval et 

prise. Du haut des remparts de la ville, le sire de Flaw, 

gouverneur de Compiegne, assistait A sa capture. II ne fit 

rien pour lui porter secours. 

Bolivar and La Fayette, two attractive books in a landscape format. The 

drawings were in line, with transparent stencil colours, and the arbitrary 

placing of the colours and the sensitive line drawings combined to produce a 

pleasantly fresh effect. Legrand has a natural feeling for placing illustrations 

on a page. He has illustrated many books for children, including Line en 

Nouvelle Ca/Sdonie (1934) for Calmann-Levy. A year later, in 1935, for the 

same publisher, he illustrated and designed Madeleine Ley's La Nuit de la St 
Sy/vaine, in which the sensitive line of the earlier books had become a little 

stereotyped. However Edy Legrand over a long career has contributed much 

to French book illustration, and particularly to the illustration of children's 

books: Grands Navigateurs and Macao are far more inventive in their sweeping 

use of colour than almost anything that has appeared since. 
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1921. Voyages et Glorieuses Decouvertes des 
Grands Navigateurs et Explorateurs Francais by 
Edy Legrand. Published by A. Tolmer, Paris. 
143"x10J". Illustration. 
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1 919. Macao et Cosmage written and illustrated 
by Edy Legrand. Published by Nouvelle Revue 
Frangaise. Printed by Bellenand, Fontenay-aux- 
Roses. Hand coloured by Saude 13§" x 12g". 
Illustration. 
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1 
I 

1 

destine a ctrc prom piemen t re prime. La France, 

qui n avail jusqu’alors tdnoigne qu’unc syrn^ 

palhte tia vive pour les insurgcs, pnt nettement 

fait et cause pour les Amencains. 

JEllc leur envoys urn larder subsides 

et munitions. Ce n ctait pas encore 

suffisant pour obtenir un resulcat 

defimtif. La Fayette revmt alors en 

France pour sol hater de nouveaux 

sccours. D fut fete, aedame, devmi 

un beTos populaire. D 

reprcsentait unr idee 

chore ila Nation. 

rEmrtfJ . tnltwt i 
rffmltt Lc TOJ lc TC^Ut 

imprentHr. „ IVcw*, 1VK J, 

plus grande bienveillance, maisleut 

des finances et de I'armcc fran^aise 

empechait le souveram de prendre 

une decision Habile dipJomaic, 

au soldi. Bcaucoup s’diFuirent. Il faut la flamme dc Bolivar pour entrainer les plus 

fidelcs. Ces bommes a moitic nus, sortant de la forct cropicalc. se trouvent en 

quclqucs jours au milieu d'un desert de glace. L'asccnvion prend site l'aspcci d’unc 

vision de cauchemar. Les precipices cnglouussent des ba tail Ions enocn. 

La faim. la maladic dccimcnt les soldats du Libdatcur. ilv rrusussent 

ce pendant a traverser La montagne. Bolivar tombe a 

Timprovistc sur le» Espagnols qu’il ecrase a Boyaca. 

La magiufique victoirc dc Carabobo lc rendait mairre 

dc la Colombic. Il va au Pdou. Adrmrablcmcm seconde 

par le gfaaaj Suctc, il est vainqueur a Ayacucbo (18^4). 

Il fait pfisomuer le vkx'Toi. est nomme President de 

la R^pubbque. 

Bolivar remonte a ebeval_ 

La Bolivie, !'£quatcur s->nt affranchis.... 

Is iurtnit in stain 
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Opposite: 
1929. Bolivar written and illustrated by Edy 
Legrand. Published and printed by Tolmer. 
Paris. 83" x 9|". Cover and spread. 

Opposite: 
1929. La Fayette written and illustrated by Edy 
Legrand. Published and printed by A. Tolmer. 
Paris. 83"x9§". Cover and spread. 

1 934. Scat ie Phoque by Lida with lithographed 
illustrations by Rojankovsky. Published by 
Flammarion. Paris, in the series Albums du Pere 
Castor. 83" x 9". Cover. 

In the 1930’s a Russian, called Feodor Rojankovsky, working in Paris, litho¬ 
graphed some colourful books for Flammarion. This series, called ‘Albums du 
Pere Castor', is still in print. 
They were in a landscape format, similar to Legrand's Bolivar and La Fayette, 
and were the forerunners of the English Puffin Picture Books. Rojankovsky 
(he signed his work Rojan) was a skilful lithographer. His earlier books, such 
as Panache (1934), were full of gay, lighthearted drawings of squirrels and 
pine martens. His Scat (1936) was a rather more ambitious book, with 
exciting scenes of arctic seas and the Northern Lights, in which the animals 
are still observed without sentimentality. His later work, drawn for American 

1 934 Panache FEcureui! by Lida with publishers, has become somewhat vulgar, 
lithographed illustrations by Rojankovsky. 
Published by Flammarion. in the series Albums 
du Pere Castor. 83" x 9". Text and illustration 
spread. 

Du matin au soir. Us 

sautent et dansent sur les 

branches. Ils se lancent des 

pommes de pin. jouent A 

cache-cache, se poursui- 

vent comme des enfants. 

Et leurs petits yeux vifs 

luisent comme des perles 

noires. Un beau jour, au 

milieu de leurs jeux. Rou- 

quette dit A Quick : 
— Et maintenant 

assez jouA. mon petit mu- 

seau. II est grand temps 
que nous nous occupions 
de prCpareT un nid pour 

nos enfants. Quelque 

chose me dit qu ils ne vont 

pas tarder A naitre. Notre 

vieux gite ne vaut plus 

rien. Je veux que nos petits aient le plus beau nid du monde. Mais U 

ne nous tombera pas du del! Cherchons. )e vais parcounr toute la forAt, 

et que la fouine m strangle si je ne trouve pas ce qu'U nous faut! Viens 

avec moi. Allons, viens vitel 

Quick nen avait aucune envie. 11 aurait prAfArA continuer A jouer 

avec Rouquette. mais elle avait l air si dAadA et si sArieux qu'U n osa 

pas protester. Les deux Acureuils prirent leur Alan. Sautant de branche en 

branche, Us explorArent la moitiA de la forAt sans trouver d'arbre assez 

commode pour y installer leur nid. 

Celui-d n’Atait pas assez haut; les 

rameaux de celui-lA Ataient trop 

clairsemAs. Us allaient, enfin. se de¬ 

ader pour cet autre, quand le vent 

leur apporta la detestable odeur 

de la fouine. Ils n’eurent pas be- 
soin de remfler deux fois pour se 

rendre compte que le terrier de leur 

pire ennemie se trouvait juste au- 

dessous d eux. Hop! Hop! Hop! 

En trois bonds, les voilA loin. 

4 5 
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1935. Babar's Travels written and illustrated by 
Jean de Brunhoff. Published by Methuen and Co 
Ltd. London. Printed by W. S. Cowell Ltd. 
Ipswich. 14^"x10g". Illustration. 

1937. The Seven Simeons written and illustrated 
by Boris Artzybasheff. Published by the Viking 
Press. New York and Cassell and Co. Ltd. 
London. 113" x 8f". Illustration. 

Author-illustrators 

In 1934, the first of another successful series of children's books appeared 

in Paris. This was Jean de Brunhoff's The Story of Babar which was later 

published in England by Methuen. The large paged books (14g in. by 10^ in.) 

are colourful and gay, with rather naive drawings, and a text written in a clear, 

childish hand. The series continued with Babar's Travels and Babar the King; 
and after Jean de Brunhoff's death, his son, Laurent de Brunhoff, took it 

further, with some success. 

There have also been a number of English authors of children's books, who 

have illustrated their own works, including Rudyard Kipling (who drew the 

pen drawings for his Just So Stories), Hugh Lofting (who illustrated the odd 

doings of Dr Dolittle), and Arthur Ransome (who illustrated his books about 
children and their exciting adventures in small boats). The fact that these 

authors could hardly draw seems to have carried little weight with their 

readers, who willingly accept their stiff, awkward drawings as being 'real', 

because the author must have been there! The success even of an author- 

illustrator like Edward Ardizzone, who really can draw, must depend at least 

in part on this quality of authenticity. 

Boris Artzybasheff's style has changed considerably over recent years. Thirty 

odd years ago, he illustrated Padraic Colum's Orpheus, Myths of the World 

with scraperboard drawings. His later work has, much to its advantage, been 

reduced to an open, often evenly weighted line. For Heritage he has provided 

yet another version of Balzac's Droll Stories, with amusing, rather ribald line 

drawings. Artzybasheff's own book. The Seven Simeons, published by Viking 

in 1937, is illustrated in line and colour. This is a beautiful piece of decoration. 
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1 908. Just So Stories for Little Children written 
and illustrated by Rudyard Kipling. Published 
by Macmillan and Co. Ltd, London. Printed by 
R. & R. Clark, Edinburgh. 6j"x4i". Illustration. 

1940. The Big Six written and illustrated by 
Arthur Ransome. Published by Jonathan Cape 
Ltd, London. Printed by the Alden Press, 
Oxford. 7J"x5J". Illustration. 

I 

1929. Doctor Dolittle in the 
Moon written and illustrated 
by Hugh Lofting. Published by 
Jonathan Cape Ltd. London. 
Printed by Butler and Tanner 
Ltd, Frome. 7J" x 5i". 
Frontispiece and title-page. 

13 
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Th is was the 

be^}innin£ of many 

happy days. 

Lucy loved the life 

at sea, especially 

as she had Tim th ere 

to tell her about 

She made £reat 

■friends with the second mate, 

and used to tidy his cabin 

and darn his socks. 

This pleased him very much, as 

he was a bachelor and very 

untidy. Often she and Tim 

would £o to the 

the cook would tell them 

wonderful stories of his 

life at sea. 

galley, where 

1938. Tim and Lucy go to Sea written and 
illustrated by Edward Ardizzone. Published by the 
Oxford University Press. London. Printed by 
W. S. Cowell Ltd. Ipswich. 10"x7£". 
Illustrated pages. 

Edward Ardizzone has been one of the most successful children's author- 

artists of this century. His first book in this vein was Little Tim and the Brave 

Sea Captain, published in 1936. A wildly improbable story, it is just the kind 

of dream a very little boy might have when, as a critic on the New York 

Herald Tribune said, 'he has his first sharp attack of sea fever'. This was 

followed by Lucy Brown and Mr Grimes, the story of a friendless old man, who 

was befriended by a very Victorian little girl. Both books are utterly charming 

and the successor that brings Tim and Lucy together, Tim and Lucy go to Sea, 

is even better. All have an open, hand-written text, and the artist has no 

compunction about using 'bubbles' when anyone is talking - as in the 

illustration here of a ship's cook sitting in his galley talking to the two 

enthralled children. Ardizzone has a genius for this kind of book, and it is no 

wonder that they have been equally popular on both sides of the Atlantic. The 

earlier books had a fine large format, were printed on only one side of the 

paper and were in colour throughout. The later ones and reprints of the earlier 

ones have a smaller page size and less colour. 

Kathleen Hale's Orlando books, describing the adventures of a marmalade cat, 

have been much loved by children. The first appeared in 1939. The earlier 

illustrations were lithographed, the later ones were drawn on Plastocowell - 
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Every TnorTn.Tig theYellow Creobute. was pi or-eel UT the 

f'Oftt of the ship ujhere fie. locked. lovely oyaiTvst the spaxKUng 

bloc Sea Gaptcun -S>lauc^il.e.il3oaTd. would. sit upon a barrel 

of Turn, and. malcH the Yfellou Creature for hours cm end. 

His pirates Had to match the Yellow Creature too, but. 

they got rather tired of it sometimes... . 

1 945. Captain Slaughterboard Drops Anchor 
written and illustrated by Mervyn Peake. 
Published by Eyre and Spottiswoode, London. 
9i"x7". Cover and text and illustration spread. 

PJECaWK 

a technique similar to lithography in which the artist draws on a grained 

plastic sheet. The plastic sheet is then used in the same manner as a photo¬ 

graphic positive, the image being printed down on to a deep-etched zinc 

plate, from which very big runs can be printed with no deterioration of the 

artist's original work. 

Innumerable books for children appear every year, but few stand out from the 

general run of mediocrity. The ones that do, have, over recent years, mostly 

come from the United States of America and are the work of professional 

graphic designers who are taking time off in a less exacting field. There are, 

however, one or two books, apart from these, that are worth notice. 
Early in the last war Mervyn Peake illustrated and wrote Captain Slaughter- 

board Drops Anchor. Unfortunately the edition was destroyed by enemy 

action. In 1945 Eyre and Spottiswoode reissued it, with flat coloured tints 

added by the artist to the plates. It was an impoverished edition, printed on 

wretchedly thin paper, but the drawings are fascinating, horrifying, yet within 

the scope of a child's imagination. These grotesque figures are the most 

extraordinary and poetic creations; and the book, I would have thought, is 

worthy of revival. 
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1885. Treasure Island by Robert Louis Stevenson 
illustrated by G. Roux and F. T. Merrill. Published 
and printed by Cassell and Co. Ltd, London. 
7s"x4J". Title-page spread. Reproduced from 
the 1894 edition On re-hashing the classics 

1911 N. C. Wyeth: 'All day he hung round the 
cove'. 

By 'classics', I mean books that have a continuing appeal to each new 

generation. Some are so dependent on their original drawings that there is 

little point in fresh illustrations; efforts to reillustrate Alice in Wonderland, for 
example, have proved singularly unsuccessful. However, there are books that 

benefit by new interpretations and fresh illustrations. Such a one is Robinson 

Crusoe. There have been innumerable illustrated versions, ranging from the 

charming Cruikshank wood-engravings of 1832 to Roger Duvoisin's agree¬ 
able pen drawings of 1946. Tom Sawyer and Huckleberry Finn are also re¬ 

newed with fresh illustrations for each generation. But of all children's books 

Robert Louis Stevenson's Treasure Island would seem most successfully to 

lend itself to being illustrated over and over again. Its quality of appealing to 

adults as much as to children of each new generation - its extreme readability 

— cannot fail to stir any illustrator with a gleam of romance in his soul into once 

again re-enacting on paper the scenes on the Hispaniola and the quays of 

Bristol Docks, or Long John Silver wiping his blood-stained knife on a f.ew 

blades of grass, or the horrific Blind Pew tapping his way into the Admiral 

Benbow Inn. 

I have no idea how many illustrated editions of Treasure Island there have 

been since it was originally published in 1883, for it has been translated into 

many languages. Cassells were both printer and publisher of the first edition, 

which had no illustrations except the map. It was an agreeable little book, 

7J in. by 4| in., bound in a smooth dark blue cloth, the spine being blocked 

in gold. 

Typographically it was not exceptional, but for a rather nicely displayed 

opening to the first chapter. The first illustrated edition, which appeared in 
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1911. Treasure Island by Robert Louis Stevenson 
illustrated by N. C. Wyeth. Published by Charles 
Scribner's Sons, New York. 9"x6J". 
Title-page printed in colour from trichromatic 
blocks. TREASURE ISLAND 

NEW 
CHARLES 5 SONS 

M • C • M • X • I 

1929. Treasure Island by Robert Louis Stevenson 
illustrated by Rowland Hilder. Published and 
printed by the Oxford University Press, London. 
9^"x65". Illustration: 'All day he hung round 
the cove or upon the cliffs with a brass 
telescope". 

the United States in 1884, published in Boston by Roberts Brothers, had four 

rather uninspired illustrations by F. T. Merrill. In 1885 the first French edition 

appeared, with a frontispiece and twenty-two full-page woodcut illustrations 

by Georges Roux. 

In the same year the first English illustrated edition appeared, haphazardly 

combining the pictures from the French and American editions; the Merrill 

drawings were printed from zincos and Roux's twenty-two designs from 

woodcuts were engraved by Ladmiral, Bellenger, F. Moller and various other 

trade engravers. 

It was not until 1899 that a new attempt was made to illustrate this story. In 

that year Wal Paget drew a fine set of illustrations for a new edition. Wal 

Paget, one of Plenty's illustrators, was the brother of Sidney Paget, the first 

illustrator of the Sherlock Holmes stories. 

Paget's illustrations for Treasure Island were reproduced by wood engraving, 

which gives to his, as it had to the French edition, a pleasant period charm. 

Paget's edition, however, was in a larger format than the 1885 edition, and 

was in Cassells' new uniform black binding which they used for all Steven¬ 

son's works. His illustrations set the scene pleasantly. To some extent they 

lack characterization, but this has been a common failing with all the Treasure 
Island illustrators, with one remarkable exception. 
It might be reasonable comment to say that a romance like this needs in its 

illustrations little more than romantic or factual scene setting, and most of the 

editions shown here admirably answer this need. Between the publication of 

the Wal Paget edition and its going out of print in 1912 there was only one 

other illustrated Treasure Island of importance. This was published by 
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1927. Treasure Island by Robert Louis Stevenson 
illustrated by Edmund Dulac. Published by 
Ernest Benn Ltd, London. Printed by the 
Whitefriars Press Ltd, London. 9§"x7i". 
Illustration: Black Dog disappears'. 

1949. Treasure Island by Robert Louis Stevenson 
illustrated by Mervyn Peake. Published by Eyre 
and Spottiswoode, London Printed by the 
Chiswick Press. London. 8§"x5g". Illustration: 
Now boy', he said 'take me in to the captain'. 

1911. N. C. Wyeth: 'One last tremendous cut'. 

1911. N. C. Wyeth: 'Tapping up and down the road in a frenzy' 
(Below opposite) 

1899: Wal Paget: 'Now boy', he said, 'take me in to the captain'. 

THE BLACK SPOT. 35 

And he gave it, as he spoke, a wrench, that 

maile me cry out. 

vi p 

*• * Xowr. hojr,' he uU. * take me in to the captain ' ** (/ 34). 

“Sir,” said I, “it is for yourself I mean. The 

captain is not what he used to !>e. He sits with 

a drawn cutlass. Another gentleman-" 
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1899. Treasure Island by Robert Louis Stevenson 
illustrated by Wal Paget. Published and printed 
by Cassell and Co. Ltd. London. 7i"x5". 
Illustration: 'He lay as we had left him . . . 

1 947. Treasure Island by Robert Louis Stevenson 
illustrated by John Minton. Published by Paul 
Elek Ltd, London. Printed in the Netherlands. 
9'' x 5f". Illustration: 'He lay as we had left him'. 

Scribner's in New York in 1911, with N. C. Wyeth's vigorous illustrations; his 

interesting title-page shows a group of frightened mutineers cowering below 

the ghost of Captain Flint. The illustrations, packed with action, are reproduced 

by four-colour half-tone and, of course, printed on coated stock, which is the 

penalty that illustrators who wished to work in colour had to pay. Books so 

illustrated immediately become books with plates; book design purists 

naturally enough object, but not so the generations of American schoolboys 

who must have delighted in such illustrations as the one of Billy Bones taking 

a tremendous swipe at the fleeing Black Dog, or that of 'Israel Hands and his 

companion locked together in deadly wrestle . . Wyeth's characters are 

sturdy specimens of humanity, filling their clothes well; the artist was ob¬ 

viously devoted to action rather than characterization, though his sense of 

atmosphere was acute. His portrait of Billy Bones standing on a misty 

Cornish cliff top and that of Pew 'tapping up and down the road in a frenzy' 

are both effective, even though the Admiral Benbow Inn looks a bit like a 

Cape Cod farmhouse. 

In the late 1920's two interesting editions appeared within two years of each 

other. These were Ernest Bern's quarto, illustrated by Edmund Dulac, and 

Oxford University Press's large octavo, illustrated by Rowland Hilder. Both 

are handsome books, well printed and bound, the Dulac by Whitefriars Press, 

the Hilder by John Johnson at Oxford. Both made a full use of the four- 

colour process and both had a very slight scattering of pen-drawings in the 

text. There the similarity ends. Dulac, famous for his gentle, pretty watercolour 

illustrations to such books as the Arabian Nights, would seem a very odd 

choice for Stevenson's blood and thunder. Hilder, on the other hand, although 

a very young man at the time, had already achieved fame for his vigorous 

romantic draughtsmanship, particularly of ships and the sea. 

Yet each book is in its own way successful. Dulac's curious, detached, air- 

view drawings of the Admiral Benbow and the Hispaniola add another 
dimension to Stevenson's story. 
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1963 Treasure Island by Robert Louis Stevenson 
illustrated by Peter Roberson. Published by the 
Folio Society. London. Printed by W. and J. 
Mackay and Co. Ltd, Chatham. 8t"x5i". 
Illustration: 'Our little walk along the quays'. 

1929. Rowland Hilder: 'He made himself the 
most interesting companion'. 

1899 Wal Paget 'Our little walk along the quays'. 

Dulac's drawings may not be to the taste of every child, but there are some 

children who would enter his slightly magical world with eagerness. Hilder's 

strength comes over, both in the dramatic chiaroscuro and in his knowledge 

of sailing ships and how they worked. His Hispaniola, sailing full-and-bye 

across the end papers is a real topsail schooner, made of wood, rigged with 

Italian hemp and with heavy much-patched flaxen sails. This is in the Wyeth 

tradition and is splendid, vigorous stuff. 
Another edition in the same vein was published by George Macy for his 

Limited Editions Club in New York in 1941, illustrated by Edward A. Wilson 

with watercolours and a lithographed chalk drawing of Long John Silver for 

the frontispiece. This particular illustration is a little slick and mannered, and 

the parrot looks like a crow; Wilson's earlier work was more appealing. 

Moreover, this Treasure Island was not intended for children, but for the 

subscribers of the Limited Editions Club. 

In England, twenty years and another war later than the Dulac and Hilder 

editions, two more Treasure Islands appeared. In 1947 Paul Elek published a 

series of books which he called the Camden Classics. With the assistance of 

Denys Sutton, a remarkable short list of illustrated books was issued, including 

a Wuthering Heights with drawings by Anthony Gross, a Jane Eyre with 

lithographs by William Scott, a Tom Sawyer with drawings by Keith Vaughan 

and a Treasure Island illustrated by John Minton. This, as it proved from the 

publisher's point of view, ill-fated series was perhaps too good for its public. 

The typography, by Peter Ray, with asymmetric title-pages and heavy 

extended Grotesques for chapter headings was, for dear old England, ahead 

of its time; sadly enough, a mistake more costly in this conservative country 

than being behind the times. Looking at this Treasure Island now, it does not 

seem so advanced, with its pleasant if informal typography; but even so it 

makes a couple of recent editions of the book look a bit fusty. As for Minton's 

drawings, they are richly black with Minton's own kind of romanticism, for 
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1947. John Minton: Title-page and frontispiece: The Bristol quays. 

1885. G. Roux. Illustration: 'I said goodbye to 
mother'. 

he was at the peak of a brief flowering in the 1940's of romantic art in 
England. 

John Minton's drawings match a certain sombreness in the story; they are 

atmospheric illustration, richly decorative, sultry and tropical, and once again 

there is little attempt at characterization. The latter charge certainly cannot be 

levelled at Mervyn's Peake's drawings done some two years later for Eyre 

and Spottiswoode. Here is a new Treasure Island and not a very comfortable 

one. To appreciate these illustrations it is best to rid one's mind of all previous 

ideas of how the book ought to be illustrated (though one or two of the 

scenes in Wal Paget's edition bear comparison). The pirates are dreadful evil 

old men, capable of terrible deeds. The quizzical expression on Silver's face 

does not hide the fearful potential of the man. As for Blind Pew, God help any 

poor boy if that old monster grabbed his arm in a lonely lane on a dark night. 

Mervyn Peake is the one illustrator amongst those I have mentioned here 

whose particular abilities have enabled him to dig below the surface of this 

adventure story, to find the characters that are lurking there. H is curious foggy 

technique of drawing in dots also adds to the mystery of the scene. 

Though at least two pleasant enough illustrated editions of this book have 

appeared since 1948, neither of them has added anything to widen one's 

appreciation. The Folio Society edition of 1963, illustrated by Peter Roberson, 

is an attractive piece of book production, and Roberson's drawings of the 

Bristol docks and of Long John Silver's back view are effective. Otherwise the 

illustrations are too thinly scattered. The same criticism applies to the equally 

well produced Nonesuch edition of the same year, illustrated by Robert 

Micklewright. 

I picked Treasure Island as a random example for this brief comparative study. 

There are many other titles that would have done almost as well. As long as 

such stories are read by children, each succeeding generation will demand 

new editions and new illustrators to interpret the stories afresh for them. 
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1885. G. Roux: 'I got bodily into the apple barrel'. 1927. Edmund Dulac: The Apple Barrel' 

1929. Rowland Hilder: endpapers. 
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1949. Mervyn Peake: 'Cleansing his blood¬ 
stained knife the while upon a wisp of grass'. 

1 899. Wal Paget: 'Cleansing his blood-stained 
knife the while upon a wisp of grass'. 

1963. Peter Roberson: Frontispiece. 

Hunter hr ought the boat round untier the stern-port, and 

Joyce and I set to won{ loading ber 

1929. Rowland Hilder: 'Hunter brought the boat 
round under the stern-port'. 
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1911. N. C. Wyeth: 'About half way down the 
slope to the stockade, they were collected in a 
group'. 

1963. Peter Roberson: Captain Silver. Blocked in 
dark blue on blue cloth. Case-binding. 

CHAPTER XVI 

cHarratrve continued by the doctor: How the Ship 

was oAhandoned 

*T was about half-past one—three bells in the sea 
t phrase—that the two boats went ashore from the 
, Hispaniola. The captain, the squire, and I were 

jKtalking matters over in the cabin. Had there been 
a breath of wind we should have fallen on the six 

mutineers who were left aboard with us, slipped our cable, and 
away to sea. But the wind was wanting ; and, to complete our 
helplessness, down came Hunter with the news that Jim Hawkins 
had slipped into a boat and was gone ashore with the rest. 

It never occurred to us to doubt Jim Hawkins ; but we were 
alarmed for his safety. With the men in the temper they were in, 
it seemed an even chance if we should see the lad again. W'e ran 
on deck. The pitch was bubbling in the seams ; the nasty stench 
of the place turned me sick ; if ever man smelt fever and dysen¬ 
tery, it was in that abominable anchorage. The six scoundrels 
were sitting grumbling under a sail in the forecastle ; ashore we 
could sec the gigs made fast, and a man sitting in each, hard by 

«*J 

1927. Edmund Dulac: 'Striking the Jolly Roger'. 1927. Edmund Dulac: Chapter opening with pen 
drawing of the stockade. 
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1949. Mervyn Peake: Captain Silver. 1911. N. C. Wyeth: 'For all the world. I was 
led like a dancing bear'. 

1941. Treasure Island by Robert Louis Stevenson 1929. Rowland Hilder: Captain Silver. 
illustrated with water colours and a frontispiece 
lithographed by Edward A. Wilson. Published by 
the Limited Editions Club New York. Printed by 
the American Book-Stratford Press. New York. 
10i"x7". Illustration: Captain Silver. 
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wtcfc zuruck. kam wieder niher, um aich 
schlieBUch. su meiner ktoBU’d Cbtr- 
rose hung und Bestursung, sufdie Knie zu 
werfen und die gefalteten Hinde flebend 

xu hcbcn 
Sugleicb blieb ich wieder stehn. 

« War but du ? • fragtc ich. 
• Ben Gunn*, erwiderte er, und trine 
Slimmc klang better und ungelenk wic fin 

rostigea ScbloB *Icb bin der arme Hen 
Gunn. ja. drr bin irh, und dm Jalire lang 
habe K-b mit keincm Chnatenmenachcn 

grsprochen • 
Jetxt konnU* ich erkennen. dafl cr cm Wei- 
Bcr war wic ich selber und seine Ziige rrcht 
nngenchm. Seinen Korper nllerdings, so- 
writ er cntbloBt war, hatte die Sonne dun- 
kelbraun gebrannt, aogar' seine l.ippen 

waren schwart, und teine hcllcn Augen 
blitxten scltsam widerspruchsvollaua dem 
dunklen Gvaicht. Von alien Bottlern, die 
leh grsehen <xler mir je vorgretellt hatte, 
war dicacr hier jedcnfalls ein Kbnig der 

Zcrluinptheit. Seine einxige Huilc waren 
ein paar Fctzen a us altem Segeltuch, und 
diracs crataunliche Flickwerk wurdedurch 
cm System der vcnrhicdenartigsten und 

unzusammengekorigaten Hdfsmittel zu- 
sammengehaltcn wie Meaaingknbpfe. Tau- 

reate und Schlingen von tccrbeachmiertcn 
Gamaachen. Uni den I/tib trug er wnen 
alien I/edergurt«l mit Memingachnallc. 

das rinzige ganze Stuck an semcr Aus 

staffierung. 
*l)rei Jahre'* rief ich. «Hast du Schiff- 

bruch erlitten ? * 
• N'ein, Maat*. sagte er *Auageaftzt!* 
Da von hatte ich schon gehort, und ich 
wuBte, daB es nntcr den Freibeutem als 

einr entactxlicbe Strafe gait, wenn man 
den Mime titer mit ctwas Pulver und Blei 

an Land setxtc und auf irgendeiner fernen. 

verzweifclten Inscl zuriirklieB. 
« Vor drei Jahren ausgeaetzt*, fuhr er fort, 

• und seithcr von Ziegen gelcbt, von Be«- 
ren, von Muscholn. Wo auch ein Mrnach 
ist. sage ich, muB er sich zu helfen wiaaen 
Aber. Maat, mein Herz verlangt dringend 

nach christlichen Speiaen Hast du nicht 
zufillig ein Stiick Kiae bei dir ? Nicht ? 
Na ja, so manche langc Nacht habe ich 
von Kise getriumt - zumeist von gebra- 
tenem und dann bin ich aufgewacht , und 

dn war ich!» 
« Wenn ich je wiedcr an Bord zu ruck kann», 
aagtc ich, *801181 du pfundweiae Kiae 

kriegen! • 
Wihrenddeaaen hatte er den Stoff meiner 
Jacke betaatet, meine Hinde gratrcichelt, 

42 

mrinr Schube gemuatert, und zwiachen 
scinen Kcden zeigte er immer wieder ein 
kmdUchra Vergnugen daruber, daB er sich 
euicm Mitmcuschcn gegentiber sah Doch 

bei mcmen letzten Worten schaute er auf, 
etwas Vcrschlagenea tret in seinen BUck 
• Wenn du je wieder an Bord zuriick 
kannat. sagst du ?» wicderholte er. «Waa 
beiBt daa' Wer aollte dich daran bin 

dem !• 
• Du nicht, das weifl ich», erwiderte ich. 
• Und da haat du, wahrliaftig, recht!* nef 

er. «Na, du - w»e heiBt du eigentlich, 
Maat Is 

•Jim.* 
• Jim, Jim*, wicderholte er aichtlich er- 

freut. «Na, Jim, ich hab ein Lcben ge- 
fiihrt, so wuat, dafl du dich schimen wiir- 
dcst, davon zu horen. Wiirdest du, zum 
Beupiel, glauben, wenn du nuch an- 
schaust, daB ich cine frommo Mutter ge- 

habt hab ?• 
• Warum nicht ? • erwiderte ich. 
• Ja ja*, aagtc er, • und die hab ich gchabt - 
und wie fromni ist sic gewesen! Und ich 

war ein braver, frommer Junge und 
konnte meinen Katcchismus so schnell 

herunterschnurmi, daB man kein Wort 
vom andern unterschieden hut. Und das 

ist aus mir geworden, Jim! Mit Penny- 
werfen auf Grabsteinen hat’s angefangen, 

jnwohl, daa war daa erste, aber da bei ist a 
nicht geblieben. Und daa hat meine Mut¬ 
ter mir auch geaagt, und alles hat sic pro- 
phezeit, jawohl, daa hat sic, die fromme 
Frau. Aber die Vorsehung war's, die hat 
mi oh hierher gefiihrt. Hier, auf dieaer ein- 
samen Inscl. hab ich mir daaallcszurecht- 

gelcgt, und jetxt bin ich wieder zuriick bei 
der Frommigkeit Mich wirat du nicht da- 
bei erwiarhen, daB ich auch nur einen 
Tropfen Rum trinke. Einen Fingerhut 
natiirlich achon, auf dcin Wohl, sobald ich 
Gelegenheit hah. Icb hab’* mirzugeschwo- 

ren, ich will ein braver Mensch sein, und 
meinen Weg dazu sch ich auch. Und, Jim *, 
er aah sich um und senkte die Stimmc zu 
einem Flustern, *ich bin nimlich reich!* 
Jetxt war ich iiberzcugt davon, daB der 

arme Teufel in seiner Einsamkeit iiber- 
gcachnappt war, und dieacn Eindruck 
muBte ich wohl auch auf meinem Gesicht 

merken gelaasen haben, denn er wieder- 
holte seine Erklirung mit groBtem Eifer. 
• Reich' Reich' Ich sag's dir! Und noch 

was will ich dir aagen. Ich werdc einen 
Mann aus dir machcn, Jim. Ah, Jim, du 
wirst die Sterne dafiir negnen, daB du der 

erste bist, der mich gefunden hat.* 

Und nun senkte sich plbtzlich ein dunkler 
ttebatten uber seine Zuge, scin Gnff um 
meine Hand verstirkte sich, und cr hob 
drohend den Zeigefingcr vor meine Augen. 

• Sag mir die Wahrhcit, Jini - das 1st doch 
nicht Flints Schiff ? • fragtc cr. 
Da hatte ich einen gliicklichcn Einfall. Es 
kam mir in den Sinn, daB ich einen Ver- 
bundeten gefunden hatte, und so erwiderte 

ich ihm sogleich: 
• his ist. nicht Flints Schiff, und Flint ist 

tot; alier da du mich doch frngst, will ich 
dir die Wahrhcit aagen - es sind ein paar 
von Flints Ix-uU-n auf dem Schiff, und daa 

ist das UngUick fur uns andern.* 
• Nicht auch ein Mann - miteincm Bcin ? • 

keuchte er. 

•Silver ?• fragtc ich. 
• Ja ju, Silver*, rief er. • So hat ergeheiBcn. • 
• Er ist der Koch ; und der Riidelsfiihrer 

dazu.* 
Noch immer hiell er mich beim Otltnk 
feat, und jetzt prefite er es mit schmerz- 

hnftem Druck. 
• Wenn es der langc John ist, der dich ge- 
schickt hat*, sagte er, *dann bin ich ein 

toter Mann, das weifl ich. Aber was win! 
aus dir ? Was glaubat du ? • 
Da faflte ich einen raschen EntschluO, und 
statt eincr Antwort erzihlte ich ihm die 
ganze Geachichte unserer Reiae und 

machte ihm auch klar, in welcher Patache 
wir uns befanden. Mit groBtem Intcreaae 
horte er mir zu, und als ich fertig war, 

streichelte er mir den Kopf. 
• Du bist ein guter Junge, Jim*, sagte er, 
• und jetzt scid ihr alle ins Gedringe ge- 
kommen, was ? Na, ihr braucht nur Ben 

Gunn zu vertrauen - Ben Gunn wird’s 
schon aebaffen, er ist der rechte Mann da- 
zu. Glaubst du, dafl dein Squire sich frei- 
gebig zeigen wird, wenn ich ilirn helfe' 
Wenn er doch in der Patache sitzt, wie du 

sagst ?• 
Ich versicherte ihm, dafl der Squire der 
groflziigigste Mann auf Erdcn sei. 
•Ja ja, aber verstehst du», erwiderte Ben 
Gunn.«Ich meine damit nicht, daB er mir 

ein Tor zu hiiten geben soli und mich als 
Iatksi anziehen und so wus. das ist's nicht, 
woran mir gelegen wire, Jim. Ich meine, 

ob er sich dazu verstehn wiirdc, mir, aagen 
wir mat. tausend Pfund von dem Geld zu 
geben, das jetzt achon so gut wie geborgen 

ist?* 
• Ich bin iiberzeugt, daB er's tite», sagte 
ich. «AUe sollten ja ihren Anted kriegen! • 
• Und die Riickfahrtin die Heimatdazu ?* 

fiigte er mit snhlauem Zwinkern liinzu. 
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horen kounten; und was das Klima an- 
langte, war der Doktor bereit, seine Pe- 
rucke darauf zu verwettcu, daB sie, auf 
dem Moorlund gelagert und ohne Medika- 

mente, keine Woche uberstehn wtirden, 
ohne daB die Hilfte auf dem Rucken lag. 
« Und so*, setzte er hinzu, • wenn wir nicht 
vorher alle erechoascn worden sind, war¬ 
den sie froh sein, mit dem Schoner das 
Weite zu suchen. Es ist immerhin ein 
Schiff, und vermutlicli konnen sie damit 
auch wieder Freibeuterei betreiben.* 
« Daa erste Schiff, das ich je verloren habe», 
sagte Kupit&n Smollett. 
Wie ihr euch wohl voratellen konnt, war 
ich todmiide; und ala ich endlich. nach 
langem Hin- und Herwilzen, i-inschlafen 
konnte, schlief ich wie ein Stiick Holz. 
Die ubrigen waren schon langc wach, hat- 
ten bereits gefruhatuckt und den Holz- 
vorrat ungef&hr um die Hilfte vergroflert, 
a 1b ich durch Geriuach und lautes Reden 
geweekt wurde, 
• Parlamentirsflagge*, horte ich einen sa 
gen; und gleich darauf einen Schrei der 

Ubcrraachung: «Silvcr aclber!* 
Daraufhin sprang ich auf, rieb mir die 
Augen und lief zu finer SchieBscharte an 

der Wand 

SILVERS 
BOTSCHAFT 

Da stanilen tataachlicli zwei Manner vor 

der Palisade, und eincr von ihncit w inkle 
mit einem weiBen Tuch; der andere, kein 
gcringerer als Silver liorlistaelbst, stand 
fried I ich daneben. 
Es war noch sebr fruli am Morgen, und 
zwur war es der kAltvste Morgen, an den 
ich mich erinnem konnte, scit n li England 
verluaaen hatte, die Kilte durchschauerte 
mich bis ms Mark. Der Hinimel ulx-r un» 
war hell und wolki-nlos, und die Wipfel 
der Biuine schimmcrten n*ig in dot 
Sonne. Doch wo Silver mit setneni Spicfl. 
geselleii stand, lag alle* nocli im Schatten, 
und sie wateten knietief ini weiBlichen 
Bodonncbcl. der in der Nacht au* dem 
Moor aufgestiegen war. Kilte und Nobel 
wuflten, ziisanimcngeiionimen. nichtsGu- 
tes vom Kluna iler Inscl zu berichten. E» 
waroffenbarein fruchter, fieberbrutender, 
ungesunder Erdenfleck. 
• Bleibt im Hsus, ihr Manner*, orxlnete der 
Kapitin an. tZehn zu fins, daB dahinter 
etwaa atcckt.* 
Dann rief er den Freibeutcr an. 
• Wer da' Stchnbleiben, sonst achieBen 

wir.» 
• Parlamentiraflagge' • schne Silver. 
Der Kapitin war auf der Veranda vor der 
Ture, hieltaichabcr vonuehtig in Deckung 
fur den Fall. daB ein SchuB aus dem Hin- 
terhalt geplant war. Er wandte sich um 
und aagtc zu uns 
• Der Doktor mit seiner Wachc auf den 
Poaten' Dr. Liveaey, Sie gehen an die 
Nordacite. wenn ich bitten darf, Jim an 
die Oataeite, Gray nach Weaten. Die an¬ 
dere Woche aollaimtlichf Musketen laden. 
Vonrirta. I/eute, und gebt gut acht'* 
Dann wandteeraich wn-derden Meuterem 
su. 
• Und was wollt ihr mit eurer I’.i/Lmen- 
tirsflagge ?• nef er. 
Diewmal war es der andere Mann, der ant- 

wortete. 
• Kipt’n Silver will an Bord kommen. Sir. 
und die Sacbe ins reme bringen • 
« Kipt'n Silver ' Kenne ich nicht Wer »t 
daa *• rief der Kapitin Und wir borten 
wie er zu sich selber halblaut aagte 
• Gleich Kipt'n ? Der iat aber schnell a van- 

ciert!* 
Jetzt antwortete der lange John selber 
• Icb, Sir. Die armcn Bunwhen haben mich 
zum Kipt'n gewihlt, nachdem I hr dewer- 
tiert wart. Sir auf daa Wort«desertiert» 

legte er beaonderen Nachdruck • Wir sind 
bereit, uua su fugrn. wenn wir zu erner 
Einigung kommen konnen. und damit 
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1964. O/'e Schatzinsel by Robert Louis Stevenson, 
illustrated and designed by Eleonore Schmid. 
Published by Rene Simmen, Zurich. Printed and 
reproduced by Kaser Press and Graphischen 
Anstalt Freytag AG. Zurich. 10f"x91i-". 
Drawn-on cover of unbleached cardboard 
printed in black and orange. Cover printed in 
black and red. Plate printed on buff laid paper 
in black, white and orange. Text pages. 

'Funfzehn Mann auf des Totenmanns Kiste, 
Jo-ho-ho und die Pulle Voll Rum 
Teufel und Trunk bracht' die andern zur Ruhe 
Jo-ho-ho und die Pulle voll Rum.' 

In 1964, completely new ground was broken by a Swiss edition of Stevenson's 

book. This was Die Schatzinsel, published by Rene Simmen and illustrated 

and designed by Eleonore Schmid. This is a large square book, with drawn-on 

covers. The text is set in three columns and the illustrations are limited to 

vignetted line drawings of all the objects and the fauna that the reader might 

have encountered if he had shipped aboard the Hispaniola. Pistols, cutlasses, 

a compass and a sextant, turtles and fish, water kegs and meat casks, a sea- 
lion and a starfish are dotted through the pages. There are also a number of 

fold-out plates printed in black, white and orange on a buff laid paper. 

Among these are detailed plans of the Hispaniola, the sail plans of contem¬ 

porary ships, and diagrams of a sailing vessel showing her running, reaching 

and sailing full and bye. There are also charts of Treasure Island and of the 
Caribbean, and the various flags used by such pirates of the Spanish Main as 

Bonnet, Rackham and Tew. There is only one figure drawing in the whole 

book and that is to show the costume of a seaman in 1750. This is an intriguing 

approach to illustration. It implies that Stevenson's imagery is quite sufficient 

and that the purpose of the illustration is to give substance and detail to the 

props that are the background to the story. The illustrations are completely 
factual, if freely drawn, renderings from contemporary source material. This 

almost scientific approach to illustration has, of course, been done before, by 

such artists as Gordon Macfie with his ship drawings for the Swedish 

publishers Tre Tryckare or William Fenton with his renderings of locomotives 

for Hugh Evelyn. The scope is considerable. 
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The graphic designer's book 

1953. Mother Goose Riddle Rhymes by Joseph 
and Ruth Low. Published by Harcourt Brace and 
Co.. New York. Printed in the U.S.A. 8§"x7". 
Cover design, title-page and text spread. 

A new approach to the illustration of books, both in the United States and in 

England, has been brought about since the 1939-45 war by a number of 

graphic designers. Exasperated or plain bored by advertising graphics, they 

have turned their not inconsiderable talents to book production. Their books 

almost invariably have been for children, and as often as not they have written 

them themselves. As graphic designers, they have ranged from typographers 

to advertising art directors. Some, such as Ben Shahn and Andre Francois, have 

limited their graphic work to illustration or lettering. Shahn worked for many 

years as a litho-artist and Francois for advertising. And some (highly success¬ 

ful commercial designers on both sides of the Atlantic) have gone right back 

to base, to the hand press. Applying Morris's doctrine of the value of hand 

work, they have derived great benefit from the actual printing process, using 

it as a medium for experiment. Lively effects of overprinting are discovered in 

this way which are quite beyond the imagination of any artist whose tech¬ 

niques are limited to the drawing board and pots of paint. 

Joseph Low, widely known as a designer of advertising work, record sleeves 

and book jackets, works in this manner and prints on a Colt's Armory Press 
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HARCOURT, BRACE It CO./NEW YORE 

1942. The Little Red Engine gets a Name by 
Diana Ross. Illustrated by Lewitt-Him. Published 
by Faber and Faber Ltd, London. Printed by the 
Baynard Press, London. 7J"x 9.Illustration. 

at his Eden Hill Press at Newton, Connecticut. He uses the press as a creative 

tool, experimenting with type and wood or linocuts. His Mother Goose Riddle 

Rhymes, a colourful book printed throughout in five colours, was published 

in 1953 by Harcourt, Brace and Co. New York. It was preceded by his 

Rainbow Dictionary, issued in 1947 by World Publishing with over 1,000 

drawings in colour. 

George Him was a formidable, successful and endearing figure in the English 

graphic scene, with a wealth of graphic experience, who for some years 

worked in graphic partnership with Jan Lewitt. They came from Poland to 

settle in England in 1937, when their partnership was four years old, and the 

work of Lewitt-Him cheered us through the days of the war. In 1942 they 

turned from advertising to the production of a children's book, The Little Red 

Engine Gets a Name, which was published in London by Faber and Faber. 

The combination of such diverse personalities was most successful; The 

Little Red Engine was a delicious book, naive yet highly sophisticated. The 

infusion of such continental talent provided a much needed shot-in-the-arm 

to the design of English children's books. George Him, working on his own, 

has illustrated some attractive children's books about 'Alexander the Giant', 

written by Frank Herrmann. He has also illustrated Two Plays for Puritans and 

Zuleika Dobson, both for the Limited Editions Club. 
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1960. Stuck fur Stuck written and illustrated by 
Leo Lionni German translation by James Kruss 
Typography by Wolfgang Tiessen. Published by 
Friedrich Middelhauve Verlag. Cologne and 
Opladen. 11"x9s". Illustration spread 

Opposite: 
1963 Eulengluck written and illustrated by 
Celestino Piatti. Published by Artemis Verlags- 
Aktiengesellschaft. Zurich. Printed in Switzerland 
by Sigg-Set. Sigg Sohne. 8i"x11§". Illustration 

1965. Celestino Piatti's A B C. Published by 
Artemis Verlag. Zurich and Ernest Benn Ltd. 
London Printed in Switzerland 8"x1l5". 
Illustration. 

1956. Les Larmes de Crocodile written and 
illustrated by Andre Francois. Published by 
Robert Delpire. Paris. Printed by I'lmprimerie 
Savernoise. 3tV'x10" Illustration spread. 

The graphic designers whose work appears here have certainly brought fresh 

life to children's books over the last few years. The common factor running 

through all their books is the author-artist's reluctance to use more words 

than are absolutely needful; no doubt a natural enough reaction for graphic 

designers whose entire work is made up of finding new methods of visual 
communication. Though many of these graphic designers have been American, 

one of the most attractive books of recent years has come from an Italian- 

Swiss, Celestino Piatti, the author of The Happy Owls. Piatti has a brilliant 

decorative colour sense. He is one of the few living graphic designers whose 

work has the essential quality of communication, yet is intrinsically decorative 

as well. Another is the Amsterdam-born American, Leo Lionni, who is a 
painter, a graphic designer and an advertising man. The designs for Stuck fur 

Stuck are cut from tissue-paper; the total effect is one of a dreamy softness, 
with moments of incisive colour, as in the sharp mustard yellow beak of the 

heron on this page. Andre Frangois's Les Larmes de Crocodile completes the 

trilogy of animal books on this spread. Frangois, one of the great advertising 

artists of this century, here turns his talents to a little book (3i in. by 10^ in.) 

suitable for a child's Christmas stocking. 

14’ 
219 



BY ALA5TAIR REID 
DRAWINGS BY BEN 5HAHN 

1958 Ounce. Dice. Trice by Alastair Reid 
illustrated by Ben Shahn. Published by Atlantic 
Little. Brown and Co.. Boston and Toronto. 
Printed in the U S A. 10"x7§". Jacket design 
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NAMES FOR HOUSES AND PLACES 

HUGG HOUSE 

BROADMEADOWS 

WINDYGATES 

HOPESHAWS 

SMIDGIN’S NOB 

LONG STILT LANE 

THE BOBBINS 

DEERSDEN 

SMITHEREENS 

OLD HULLABALOO 

DRUMJARGON 

THE SHIVERS 

1 958. Ounce, Dice, Trice by Alastair Reid, 
illustrated by Ben Shahn. Text spread. 

Ben Shahn's stature as an artist and as a compassionate commentator on the 

human scene needs no boost from me. His children's books however have 

received scant notice, at least in this country, though the same qualities of 

humour, satire, gentleness and elegance are evident in all his illustrations for 

Ounce Dice Trice by Alastair Reid, published in Boston in 1958. He has 

interpreted Alastair Reid's 'treasure trove of sounds and images' in a delicious 

manner. The drawings of houses are particularly effective; he breathes life into 

bricks and mortar, clapboard and shingle. In A Partridge in a Pear Tree, 

published in 1951 by the Museum of Modern Art in New York, there is 

additional evidence of his completeness as a graphic artist, for accompanying 

the archaic drawings is the most beautifully lettered text. For nearly a quarter 

of a century, from 1913 to 1930, Shahn supported himself mainly by his work 

as a trade lithographer; and this vigorous discipline, instead of dulling his 

qualities as an artist, has given his work an unparalleled assurance, for here is 

an artist who is master of his craft. Ben Shahn's Love and Joy about Letters 

is one of the most handsome books of the last few decades. It is a book for 

all ages with page after page of his incomparable calligraphy. 
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1963. Love and Joy about Letters by Ben ShaEin 
(English edition 1964). PublisEied by Cory. 
Adams and Mackay. Printed by Camera 
Publishers. C. J. Bucher Ltd, Lucerne. 10"x13§". 
Text and illustration spread. 

1 951. A Partridge in a Pear Tree by Ben Shahn. 
Published by Doubleday and Co. Inc., New York 
Printed by the Crafton Graphic Co., for the 
Museum of Modern Art. 7i" x 8i". Text spread 
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ONCE 
THERE 
WAS! 

GENERAL 
Tony Palladino 

1 958. Once there was a General written and 
illustrated by Tony Palladino. Published by 
Franklin Watts. New York. Printed in the U.S.A. 
4J" x 5|". Text spread and cover The graphic designer's book 

Tony Palladino's little book of woodcuts tells a moral tale about a general 
whose rise to glory came to nothing but a field of daisies because he had no 
wars! Tony Palladino is an Eastside New Yorker who practises as a designer 
and illustrator. The General began as a single woodcut but slowly developed 
into a complete and eminently satisfying story. 

Then the general had many more cannons, many more horses, 



a tall tower. 

(1 might keep 

oue rocking 

horse.) Then, 

in time. I 

could trade 

1 961. A Balloon for a Blunderbuss by Bob Gill 
and Alastair Reid. Published by Harper and 
Brothers. New York. Printed in the U.S.A. 
10i" x 8". Text spread. 

1961 Blind Mice and other Numbers designed 
and illustrated by Ivan Chermayeff. Published by 
Colorcraft, New York. Printed in the U.S.A. 
10g" x 8^". Text spread. 

A Balloon for a Blunderbuss is another book by Alastair Reid, this time in 

co-operation with Bob Gill, an American graphic designer of great talent who 

works mostly in London. 

Blind Mice and other Numbers is both written and illustrated with extreme 

economy by another talented American designer, Ivan Chermayeff. It is so 

sophisticated, that I imagine it may have more appeal to designers than to 

their children. 

Up 
until 

the 
eleventh 

hour 

on the 
Twelfth 

Night 

a 
baker’s 
dozen 

days 
before 
Christmas. 
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Borka was soon 
very friendly with 
the Captain, Fred 
and of course with 
Fowler. She coiled 
pieces of rope with 
her beak, picked up 
crumbs from the 
floor and helped in 
any way she 
could. In return 
she was 
given plenty 
of good 
food. 

* 

1 963. Borka, The Adventures of a Goose with no 
Feathers written and illustrated by John 
Burningham. Published by Jonathan Cape. 
Printed by L. van Leer and Co., Amsterdam John Burningham's Borka, the first of a series of children's books by this 
10i"x8|" Text spread English artist, had an immediate success. Burningham's books are delightful 

conceptions brilliantly carried out. 

Ann and Paul Rand's Sparkle and Spin is another book about words. Paul 

Rand, who is a leading American artist-designer, here illustrates his wife's 

words with humour and beauty. The spread here from Sparkle and Spin brings 

this survey of designer-illustrators to a fitting close. 

1957. Sparkle and Spin by Ann and Paul Rand 
Published by Harcourt Brace and Co., New York. 
Printed in the U.S.A. 10" x 8^''. Text spread. 
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1 960 The Fatal Lozenge written and illustrated 
by Edward Gorey. Published by Astor, Honor Inc., 
New York and Ernest Benn, Tonbridge. 6" x 5" 
page size. 
Illustration: The Proctor buys the pupil ices 

And hopes the boy will not resist 
When he attempts to practices vices 
Few people even know exist'. 

The Proctor buys a. pupil ices. 

And hopes the boy will not resist 

fVhen he attempts to practise vices 

Few people even know exist. 

1964 The Sinking Spell written and illustrated by 
Edward Gorey. Published by Ivan Obolensky Inc., 

New York and Ernest Benn, Tonbridge. 6" x 5" 
page size. 
Illustration: It's gone beneath the cellar floor: 

We shall not see it any more'. 
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1 973 The Juniper Tree and Other Tales from 
Grimm translated by Lore Segal and Randall 
Jarrell. Pictures by Maurice Sendak. 
Designed by Altha Tehon and Maurice 
Sendak. Translations copyright © 1973 by 
Lore Segal. Pictures copyright © 1 973 by 
Maurice Sendak. Reprinted by permission of 
Farrar. Straus and Giroux, Inc. New York, and 
the Bodley Head, London. page 
size. Illustrations: The Twelve Huntsmen' and 
The Three Feathers'. 

Since the first edition of this book appeared old reputations have been con¬ 

firmed and new reputations have been made in the field of children's books. 

As far as line illustrations go, I think the most significant artists have been 

Edward Gorey and Maurice Sendak, the most witty Quentin Blake and the 

most disturbing Ralph Steadman. 

Edward Gorey was born in Chicago and graduated at Harvard. He has illus¬ 

trated and published a number of little books that have as much appeal for 

adults as they have for children. Many of these have been gathered together 

and published in the U.S.A. by Putnam under the titles of Amphigorey and 

Amphigorey Too. The titles of such fantasies as The Fatal Lozenge, The 

Curious Sofa, The Sinking Spell or The Pious Infant (all published in the U K. 

by Ernest Benn also) give some indication of this artist's taste for Victorian and 

fin de siecle subjects. Gorey has also illustrated books for other writers. A 

happy collaboration was with Polly Redford for The Christmas Bower, an 

enchanting book. Gorey's is certainly an original talent. His illustrations have 

an extra dimension. They give one the feeling that his characters are waiting 

for something awful to happen. 

Maurice Sendak was born in Brooklyn of Polish descent. He has written and 

illustrated several books for children. His Where the Wild Things Are won the 

Caldecott Medal for Children's Books in 1964. It was published by Harper and 

Row in America and by the Bodley Head in Great Britain, later appearing as a 

Puffin Book and going through many editions. Sendak's 'Wild Things' are the 

most benign-looking monsters, at least to adult eyes. Maurice Sendak started 
thinking about illustrating Grimm's Fairy Tales before this book was com¬ 

pleted, but it was not until 1972 that he began work on the actual illustrations. 

He forsook colour for pen drawing and with an intricate hatchwork of fine 

lines built up these tonal illustrations. A feature of his drawings is the stockiness 

of his figures and their large heads. (The head-to-body ratio is about 4.5:1.) 

The convention works and these are a haunting set of illustrations. The book 

was called The Juniper Tree and was impeccably designed by Altha Tehon 

and Sendak himself and published in two volumes in a slipcase. 
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1982 Roald Dahl's Revolting Rhymes illustrated 
by Quentin Blake. Published by Jonathan Cape, 
London. 10J"x8i" page size. Illustrations: 
'Cinderella' and 'Snow White and the Seven 
Dwarfs'. 

Quentin Blake's deceptively free style conceals a very real talent. The draw¬ 

ings for Roald Dahl's Revolting Rhymes look as if they have been knocked 

off in a few moments. In fact they are the result of much thought. Quentin 

Blake is a Master of Arts and is the Head of the Department of Illustration at 

the Royal College of Art. He has also illustrated five other books by Roald 

Dahl — The Enormous Crocodile, The Twits, George's Marvellous Medicine, 

The BFG and The Witches. 

Ralph Steadman's fame could rest on his work as a satirical cartoonist in 

Private Eye, Punch and The Daily Telegraph. His first successful venture into 

book illustration was for The Young Visiters by Daisy Ashford. In 1967 he 

illustrated an Alice in Wonderland for Dennis Dobson. These drawings are 

perhaps the most successful attempt to illustrate this book since Sir John 

Tenniel illustrated the original edition, with the possible exception of Mervyn 

Peake's. Cherrywood Cannon, a doom-laden tale by Steadman's Yugoslavian 

friend Dimitri Sidjanski, is revealed in all its apocalyptic horror by his brilliant 

drawings. 

Unfortunately there is no space here to show the drawings of a number of 

contemporary artists who have done noteworthy work for children over the 
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1978 Cherrywood Cannon written and 
illustrated by Ralph Steadman, based on a story 
told to him by Dimitri Sidjanski. Published by 
Paddington Press Ltd., New York and London. 
12" x 9". Illustration: 'Stuffed the cannon full of 
shot-. 

last dozen years: illustrators such as Nicola Bayley, who illustrated The Tiger 

Voyage by Richard Adams with richly coloured studies of Victorian interiors, 

or Jill Barklem, a true successor to Beatrix Potter, with her detailed and won¬ 

derfully observed studies of the mice of Bramb/y Hedge, or Elisa Trimby whose 

book Mr Plum's Paradise has the kind of precise detail that children love, or 

Nancy Ekholm Burkert whose illustrations to an edition of Snow White and 

the Seven Dwarfs owe nothing to Disney. In her pictures Miss Burkert has 

created a magical version of the late Middle Ages that any child would want 

to return to again and again. 

Monochrome reproduction could do little justice to Errol le Cain's richly 

coloured illustrations to Perrault's Cinderella or to Tomie de Paola's coloured 

pictures. A delightful book by de Paola is The Clown of God which he based 

on Anatole France's legend of the little juggler and the miracle with which he 

is involved. Trained as a painter, once a member of a religious order and now 

living in New Hampshire, Tomie de Paola has drawn on Renaissance sources 

for his illustrations to this touching little tale. This book reinforces my belief 

that no matter how beautiful the illustrations may be, unless there is a good 

story they have little appeal for children. 
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1899. A Moral Alphabet by H. Belloc with 
illustrations by B.T.B. Published by Edward 
Arnold, London. 8i"x6i". Cover and illustration. 

1 930. New Cautionary Tales by H. Belloc, with 
illustrations by Nicolas Bentley. Published by 
Duckworth, London and printed by the Camelot 
Press Southampton. 8§"x6§". Doublespread. 

4* 
NEW CAUTIONARY TALES 

At Horses, People, Passing 

Trains, 

But ’specially at Window- 

panes. 

Like many of the Upper 

Class 

He liked the 

Sound of 

Broken 

Glass' 

1 A line I stole with 
subtle daring 

From Wing-Com¬ 
mander Maurice Baring 

FOR CHILDREN 

It bucked him up and made him gay: 

It was his favourite form of Play. 

But the Amusement cost him dear, 

My children, as you now shall hear. 

JOHN VAVASSOUR DE QUENTIN had 

An uncle, who adored the lad: 

And often chuckled ; “ Wait until 

You see what’s left you in my will! ” 
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1 962. A to Z by Bob Gill. Published by Little, 
Brown and Co., Boston and Toronto. Printed in 
the U.S.A. 1 2j:" x 5". Text and picture spreads. 
The book is cut horizontally into three sections. 

A is for Alastair 

u 
IJ 

u 
IJ 
IJ_ 
IJ 

IJ See if you can 
IJ find the words 
|J and pictures 
I ] in this book. 
l|] Each picture has 
IJ three parts- 

IJ all in the same 
- i - 

■ J colors. Each word 
I J is in the same 
IJ colors as 
I J the picture. 
IJ Are you ready? 
IJ Now begin. 

The sugared pill 

Children, understandably enough, have always regarded disguised attempts 

at instruction with a very proper horror. For a book to be successful in this 

way calls for considerable ingenuity on the part of the author. Alphabet books, 

which precede reading books, have provided an outlet for many illustrators, 

from Bewick to Walter Crane or B.T.B. to Celestino Piatti; Hilaire Belloc's 

A Moral Alphabet (1899) with illustrations by B.T.B. (Lord Basil Blackwood) 

is an acidulated plum rather than a sugared pill. The mood is set with: 

A stands for Archibald who told no lies, 
And got this lovely volume as a prize.' 

and concludes with the searching moral: 

'Idolatry, as you are well aware 
Is highly reprehensible. But there, 
We needn't bother, — when we get to Z 
Our interest in the alphabet is dead.' 

The drawings are in open line and mark a kind of half-way stage between 

Edward Lear and Nicolas Bentley, who illustrated Hilaire Belloc's New 

Cautionary Tales. 

The American graphic designer Bob Gill's A to Z (1962) uses the old parlour- 

game 'Heads, Bodies and Legs' technique for his alphabet book. The pages 

are cut horizontally into three and the intelligent infant is meant to sort out 

matching colours and words to make up the complete double spread of 
illustration and word. The book is Plastoic bound so lies flat when open. 
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Learning without tears 

1930. 1066 and all that by W. C. Sellar and 
R. J. Yeatman. illustrated by John Reynolds. 
Published by Methuen and Co. Ltd. London. 
Printed by the Mayflower Press, Plymouth. 
7i"x4§". Illustration 

7 Van Loon carried this little colour box every¬ 
where. I remember in 1943 lunching with him at 
the St Regis Hotel in New York. Something 
occurred to him, he pulled his little box out of 
his pocket, produced a minute brush, dipped it 
into his glass of Chablis and painted a little scene 
on the back of the menu. 

In 1930 Walter Carruthers Sellar and Robert Julian Yeatman launched, with 

the help of their publishers Methuen & Company, 1066 and all that, A 

Memorable History of England, on to an unsuspecting world. Sellar was a 

Charterhouse master, Yeatman a successful advertising copy writer. They 

co-opted John Reynolds, son of Frank Reynolds, art editor of Punch, to 

illustrate their lampoon. The result of their collaboration was quite deadly! 

English history after this witty send-up would never be quite the same again. 

1066 and all that is more of a poisoned than a sugared pill. 

Apart from 1066 and all that, there have been many attempts to make history 

more palatable for the young. The classic example of successfully sugaring a 

pill was the late Hendrik Willem van Loon, a Dutch-American historian. Van 
Loon had emigrated to the U.S.A. when still a young man. Ever afterwards 

he lived in a nostalgic dream of past golden ages, and had an expatriate's 

longing for the little fishing port of Veere on the island Walcheren where he 

had once lived. Van Loon was a brilliant raconteur and once he had applied 

this gift to his writing, he achieved an enormous public. His books bubbled 

with endless anecdotes and often, I suspect, much inaccurate information. 
Writing was not enough to contain this ebullient giant of a Dutchman, so he 

decorated his books with very vital little drawings in colour and black and 

white. He was anything but a skilled draftsman and his range of colours was 

limited to primaries and a particularly virulent green. These colours came out 

of a minute paint box, about two inches long, which he clipped to his thumb.7 

His books have whetted the appetites of countless children and led them into 

wanting to study more solid fare. The illustrations are an essential part of these 

racy accounts of history and somehow, by the very fact that they come from 

the author's hand, carry more authority than would the work of a separate, 
even if more talented illustrator. 

Enid LaMonte Meadowcroft's Benjamin Franklin shows a rather less frivolous 

approach to the teaching of history. The illustrator of this handsome book is 

Donald McKay, who a decade earlier had provided the drawings for the 

Random House edition of The Adventures of Tom Sawyer (see page 131). 

McKay's lively drawings are both pleasant and informative. 

1941. Benjamin Franklin by Enid LaMonte 
Meadowcroft illustrated by Donald McKay. 
Published by Thomas Y. Crowell Co.. New York. 
8J"x6i''. Frontispiece and title-page. 
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VAN LOON’S 

LIVES 
Being a true and faithful account 

of a number of highly interesting meetings 

with certain historical personages, from 

Confucius and Plato to Voltaire 

and Thomas Jefferson, about whom 

we had always felt a great deal of 

curiosity and who came to us 

as our dinner guests in a bygone year. 

Written and illustrated by 

Hendrik Willem van Loon 

■94s 

SIMON AND SCHUSTER 

NEW YORK 

1942. Van Loon's Lives by Hendrik Willem van 
Loon with illustrations by the author. Published 
by Simon and Schuster, New York. Printed in 
the U.S.A. 8§"x5J". Title-page spread and two 
illustrations. 
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1947. The Arabs by R. B. Sergeant, illustrated by 
Edward Bawden. A Puffin Picture Book, 
published by Penguin Books Ltd, Middlesex 'Puffin Picture Books' have been one of the most successful attempts at 
Printed by the Curwen Press Ltd, Plaistow. producing cheap, popular educational books. The first of this lengthy series 
7 x8s Illustration spreads. Df |anc|scape shaped picture books came out in 1940, with the painfully 

appropriate title of War on Land. Puffin Picture Books were published by 

Penguin Books Limited, edited by Noel Carrington, and originally were printed 

by W. S. Cowell Limited. These war time productions were an economical 

printing of thirty-two pages, printed by offset in full colour on one side of the 

sheet and black on the verso. The illustrations of the first Puffins were all 

drawn direct to plate by such illustrators as James Holland, James Gardner 

and S. R. Badmin. Later volumes included Richard Chopping's Butterflies in 

Britain (Chopping is the artist who drew most of Ian Fleming's book jackets 
for the James Bond stories); R. B. Talbot Kelly's Paper Birds and Paxton 

Chadwick's Wild Flowers. 

The format of the Puffin Picture Books was based on the kind of mass 

produced illustrated children's books that were being produced in the Soviet 

Union. They are also, of course, comparable to such French books as the 

Flammarion Pere Castor books and to the two Legrand publications, Bolivar 
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1964. The Charge of the Light Brigade by 
Alfred Lord Tennyson, illustrated by Alice and 
Martin Provensen. Published by the Golden 
Press Inc. New York and Paul Hamlyn Ltd. 
London. Printed in the United States of America. 
7i"x9f'\ Illustration spreads. 

and La Fayette. After the war, Puffins were given stiff covers. One of the most 

attractive post-war volumes was The Arabs, with Edward Bawden's illustra¬ 

tions. The subject clearly appealed to the artist as Bawden had spent some 

time as an official war artist during the 1939—45 war in the Middle East. It 

is a splendidly decorative book. 

Alice and Martin Provensen are amongst the most fertile and successful of 

contemporary illustrators. In 1964 the Golden Press in New York and Paul 

Hamlyn in London published their illustrated edition of Alfred Lord Tennyson's 

The Charge of the Light Brigade. This book, in a Puffin format, is one of the 

prettiest and wittiest pieces of illustration to appear for a very long time. The 
drawings are comparable to an early illumination or to a Mogul painting. 

The Provensens' have caught (as their blurb-writer so rightly says) 'the 

rigidity, heroism and nobility of the most dramatic and useless battle of the 

Crimean War'. Beautiful though the book is, it is strangely moving as well. 

Their last illustration succinctly sums up the whole sorry business with a 

quote from General Bosquet: 'C'est magnifique, mais ce n'est pas la guerre.' 
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1941. The Battle of Britain by David Garnett and 
James Gardner. A Puffin Picture Book edited by 
Noel Carrington. Published by Penguin Books 
Limited. Harmondsworth. England and New York, 
U.S.A. Printed by W. S. Cowell Ltd. Ipswich. 
7"x8f". Cover design. 

1 941. Guerra Terrestre by James Holland. 
A Puffin Picture Book edited by Noel Carrington. 
Published by Penguin Books Limited, 
Harmondsworth. England and New York. U.S.A. 
Printed by W. S. Cowell Ltd. Ipswich. 7"x8J". 
Cover design. 
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S. R. BADMIN 

TREES IN BRITAIN 
PUFFIN PICTURE $t>OX 31 

26 

1 946. Trees in Britain by S. R. Badmin. A Puffin 
Picture Book edited by Noel Carrington. 
Published by Penguin Books Limited, 
Harmondsworth, England and New York, U.S.A. 
Printed by W. S. Cowell Ltd, Ipswich. 7"x8§". 
Cover design. 

1 947. Paper Birds by R. B. Talbot Kelly. A Puffin 
Picture Book edited by Noel Carrington. 
Published by Penguin Books Limited, 
Harmondsworth, England and New York, U.S.A. 
Printed by W. S. Cowell Ltd, Ipswich. 7^"x8J". 
Cover design. 
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The Russian Churches 

ussia had remained a Pagan country until the middle of the tenth 
century when its ruler. Prince Vladimir, determined to provide a more 
satisfactory religion for his people, investigated the religious practices of 
neighbouring countries, and made a study of the Hebrew, Greek, 

Roman and Mohammedan religions. 
He despatched emissaries to consider each of the>c on the spot. The group that 

was sent to Constantinople, observing the ritual of the Greek Church reported so 
favourably, saying “they did not know whether they were on earth or in heaven,” 
that Vladimir decided for the Greek Church and decreed that it be officially 
adopted throughout Russia. This decision accounts for the curiously Eastern 
appearance of the Russian Churches, such as S. Basil at Moscow, where the 
bulbous shapes terminating its octagonal features indicate Tartar origin and 

contact with the East. 

30 S. Basil at Moscow. 

1 944. Balbus written and devised by Oliver Hill 
and Hans Tisdall. Published by Pleiades Books 
Ltd, London. Printed by McLagen and Cumming 
Ltd, London and Edinburgh. 10"x8". 

BALBc 

The world around us provides ample material for pictorial educational books. 

Only too often, the illustration and design of such books is very pedestrian. 

In 1940, Hans Tisdall, a German artist who had settled in England, collaborated 

with the architect Oliver Hill to produce a 'picture book of building', which 

they called Balbus. This was printed by the Edinburgh lithographers McLagan 

and Cumming. The illustrations are reproduced by chromo-lithography, with 

much use of mechanical stipple tints. This curious, old-fashioned technique 

is here used most effectively and the illustrations are brilliantly colourful. 

Tisdall's was pioneer work. A book like Geschichte der Schiffahrt, published 

in Switzerland in 1962 by Editions Rencontre and Erik Nitsche International, 

is now almost a commonplace. A visually articulated presentation and wide 

use of 'source' material for illustration are the basic ingredients for the modern 

popular educational books. The use of offset or gravure in place of letterpress 

has produced much more flexibility in the placing of half-tone or colour 

illustrations. 

However effective 'source' material may be, original drawings are still needed. 

Nowadays there is a rather more scientific approach to the drafting of such 

subjects as architecture, furniture, ships, vehicles and locomotives. The 

English publisher Hugh Evelyn's 'coffee table' books of crisply drawn vintage 

motor cars are a manifestation of this attitude. 

Zeilend door de Eeuwen (the Dutch edition of Sailing Ships) is an exquisite 

little book, originally published by Tre Tryckare, in Goteborg, Sweden. The 

drawings by Gordon Macfie are almost in the nature of a naval architect's 

elevation and sail plan. They are printed on a mottled khaki-coloured Ingres 

paper. The effect of an off-white printing for the sails, against the coloured, 

textured paper is both subtle and effective. 
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i Der Schwede Thorsten 
Nordenfeldt experlmenliert 
mit U-Booten, die mil dem 
Whitehead- T orpedo 
bewafinet slnd. 

' Bau des ersten von Goubets 
kleinen elektrlschen U-Booten. 

i Der Franzose Gustave ZM6 
baut das U Boot »Gymnote*. 

i Isaac Peral baut ein 
erstaunliches U-Boot fur 
die spanische Marine 

: England baut sieben neue 
Schiffe der •Royal-Sovereign«- 
Klasse. 

i Frankreich baut die »Char1es 
Martelu, ein rlesiges 
Schlachtschlff, lyplsch fur die 
franzoslschen schwimmendei 
Festungen jener Zeit. 

i Stapellauf des franzosischen 
U-Boots “Gustave Zed6*. 

1 Die von John P. Holland 
konstruierte “Holland* 
lauft von Stapel und wird 
1900 von der US-Manne 
angekauft. 

i Die US-Flotte vernichtet die 
spanische Im spanisch- 
amenkanischen Krieg. 

- Kapitan Roald Amundsen 
bezwingt die Nord-West 
Passage. 

• Der kleme Dampfer »Elise« 
uberquert den Armelkanal. 
Kapitan John Ross und 
Leutnant Edward Perry 
erforschen die 8affinbay 

| Erste Atlantikuberquerung 
emes Damofschifls; die 
•Savannah* fahrt von den 
USA nach England, 
teilweise unter Dampf. 
Vernichtung der turkischen 
Flotte durch britische. 
Iranzosische und russische 
Geschwader in der Schlacht 
bei Navanno. 
Stapellauf des ersten franzo¬ 
slschen Dampfschlachtschlfls. 
des Raddampters »Sphinx«. 
Auf elner arktischen 
Forschungsreise mit semem 
Onkel John Ross bestimmt 
James Clark Ross die lage 
des magnetischen 
Nordpols. 
Der kleine amerikamsche 
Dampfer »Midas« mit 
Propellerantrieb fahrt von 
New York nach China. 
Dem Brlten Francis Pettit 
Smith und dem schwedischen 
Ingemeur John Ericsson 
werden Patente auf 
Schiflsschrauben erteilt. 

m Der Dampfer »Sinus« 
uberquert den Atlantik als 
erster ausschlieOllch unter 
Dampt, Er errelcht New York 
4 Stunden vor Elntreffen der 
•Great Western*. 

IMS Die Cunard-LInle eroffnet 
mit dem Oampfer »Britannla« 
den ersten regelmaQigen 
Dienst zwlschen Europa und 
Nordamerika. 

1M Stapellauf von Isambard 
K. Brunels “Great Britain*. 

tMi In New York wlrd die •Rain¬ 
bow* von Stapel gelassen 

i*W Wilhelm Bauers U-Boot. 
der »8randtaucher«, wird in 
Kiel ausprobiert. 

fiat Donald McKays »Flying 
Cloud” lauft von Stapel: sie 
gilt als der schnellste 
amerlkamsche Klipper. 

iaa Der groOte Klipper. McKays 
•Great Republic*, ist auch 
das groQte. je aus Holz 
gebaute Schiff. 

taa»- Der Krimkrieg zeigt die 
law Vorteile von Dampfkriegs- 

schiffen und gepanzerten 
Kanonenbooten. 

law Brunels gigantischer 
Passagierdampfer “Great 
Eastern* lauft von Stapel. 

gepanzerte 
Iranzosische Kriegsschifl, 
de Lbmes »La Gloire*, 
lauft von Stapel. 
England laOt seln erstes 
Panzerschlff. die Fregatte 
•Warrior*, von Stapel 
Das erste Seegefechf 
zwischen Schiften mit 
Eisenpanzerung: »Merrimac« 
(Konfoderatlon) und »Monitor« 
(Union) kdmpfen bei Hampton 
Roads wShrend des 
amerikanischen 
Burgerkriegs. 
•Le Plongeur*. ein U-Boot 
mil Druckluftantrieb, wird von 
Bourgeois und Brun in 
Frankreich gebaut. 
Robert Whitehead erflndet 
das erste wirksame Torpedo. 
Erbflnung des Suezkanals. 
konstruiert vom Franzosen 
Ferdinand de Lesseps. der die 
Fahrstrecke London-Bombay 
nahezu halblerte. 
Der Konstrukteur Benedetto 
Brin baut die »Duilio« und die 
•Dandalo*. Schlachtschifte 
mit groOen Geschutzen. fur 
die italienische Marine. 
John P. Holland baut sein 
»Unterseeboot Mr. 1*. 

Das Dampfboot des Grafen 
Jouftroy d'Abban wird auf der 
Seme ausprobiert 
Robert Fulton schenkt den 
Franzosen das Proiekt fur ein 
Unterseebool die •Nautilus*. 
Horatio Nelson zerstort die 
franzdsische Rotte im Hafen 
von Abukir. 
Der von einer Symington- 
Dampfmaschine angetpebene 
Oampfschlepper »Charlotte 
Dundas* wird mit Erfolg in 
Schottland ausprobiert. 
Robert Fulton baut mil 
Robert Livingston in Paris ein 
Demptschifl. das auf der Seme 
stromauf- und -abwarts fahrt. 
Nelson gewinnt einen 
encjguiligen Sieg uber die 
Franzosen. verliert aber sem 
Leben in der Seeschlacht bei 
Trafalgar. 
Robert Fultons ■Clermont* 
macht die ersten Fahrten auf 
dem HudsonfluQ. 
Auf dem Mississippi verkehrt 
das erste Dampfschift 
Der von Menry Bell gebaute 
Raddampfer •Come'.* nimmt 
den Oienst auf dem Clyde als 
Fahre zwischen Glasgow und 
Greenock auf. 

1 962. Geschichte der Sch/ffahrt by Courtlandt 
Canby. translated by Elinor Upper. Published by 
Erik Nitsche International. Printed by Heliogravure 
Centrale S.A., Lausanne. 10|''x62". 
Cover and spread. 

1 964. Zeilend door de Eeuwen by Sam Svensson 
illustrated by Gordon Macfie. Published by P. N. 
Kampen & Zoon, Amsterdam. 7i"x7i". 
Illustration printed in black, white and yellow 
ochre on a tinted Ingres paper. 
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wind wenlo vent viento 
wind Yin-ioh vahng w-intoh 

fishermen 
fish-ur-men 

pescatori 
pesi-kah-t6hr-ee 

pecheurs 
peh-thour 

Pescadores 
poss-koh-ddr-et 

sea 
t— 

mare 
m6h-ray 

mer 
mo ir 

mar 
mohr 

anchor 
dnk-or 

ancora 
ohn-koh-rah 

ancre 
ohngkf 

ancla 
ohn-kioh 

whale 
hwoyl 

balena 
bohJdy-nah 

baleine 
boh Jin 

ballena 
b ol-ydy-noh 

1955. See and Say written and illustrated by 
Antonio Frasconi. Published by Harcourt Brace 
and World Inc. New York. Printed in the U.S.A. 
10f" x 8J". Spread. 

4 picture book In four languages 

The publishers of school books have been slow to make use of good illustra¬ 

tion and design, and by good, I mean illustration and design that do not merely 

decorate, but help to elucidate and point a text. A fine example of this is 

Antonio Frasconi's See and Say, which was published in 1955. 

Frasconi wrote in this book, 'I was brought up in a family where more than 

one language was spoken . . . the idea that there are many nationalities speak¬ 

ing many languages is to me one of the most important for a child to 

understand.' 

The book is illustrated with coloured woodcuts, the text is in four languages, 

each printed in a different colour, black for English, blue for Italian, red for 

French and green for Spanish. The result is one of the most appealing and 

colourful 'readers'. 

Antonio Frasconi was born in Uruguay of Italian parentage and now lives in 

Connecticut. 
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1968 Bauhaus. Royal Academy of Arts 
Exhibition Catalogue prepared by Wulf 
Herzogengrath and designed by Herbert Bayer 
and Peter Wehr. 8§" x 8J". Cover design by 
Herbert Bayer. 

It is not altogether inappropriate to end this educational section with the cover 

of a catalogue commemorating one of the most influential educational estab¬ 

lishments of this century. Fifty years after the Bauhaus was founded, Herbert 

Bayer, one of the most distinguished students to come out of the school, was 

one of the instigators of the Bauhaus Exhibition, which was sponsored by the 

Federal Republic of Germany. The catalogue for the Royal Academy showing 

of the exhibition in London was designed by Herbert Bayer and Peter Wehr. 

The handsome cover is Bayer's own work. The catalogue itself makes no 

pretence at elegance. It is, on the other hand, a highly informative document. 
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THE PAPERBACK EXPLOSION AND THE DESIGN OF THE 

MODERN BOOK 

H 
X 

A PASSAGE m 

CD 

TO INDIA 
o 
o 
r~ 
m 

E. M. FORSTER 
-< 

X 
m 
> 
O. 

1936. A Passage to India by E. M. Forster. 
Published by Penguin Books Ltd. 
Harmondsworth. Printed by Wyman and Sons 
Ltd. London. 7^"x4a". Original cover and series 
design by Edward Young. 

ASTORY# 
VtANKI N D 

1939. The Story of Mankind by Hendrik Willem 
van Loon. Published by Pocket Books Inc. 
Printed in the U S A. 6§"x4T!g-". Cover design. 

8. 

During the first half of the twentieth century, the first significant paper¬ 

back publishers were Penguin Books in Great Britain and Pocket Books 
in America. Sir Allen Lane founded Penguin books in 1935, and Robert de 

Graaf, in association with three directors of the publishers Simon and 

Schuster, started Pocket Books in 1939. The Penguin story has been fully 

documented, and much has been written about 'the American paperback 

explosion'.1 Our concern here is only with the design of these books and the 

effect their design has had on the appearance of hard -cover books. Paperbacks 

began as cheap reprints of hard-cover books. (I am here not taking into 

account the pulp market, with its cheesecake and blood and thunder covers.) 

The kind of soft cover books we are considering began in Leipzig in 1841 

when Baron von Tauchnitz started on his huge series of reprints (over 5,000 

titles) of American and English authors. They were squarish (6i in. by 4§ in.) 

books with white paper covers, printed in black. The titles, set in a mixture of 

typefaces, were enclosed in a fine rule border with floral corner pieces. They 

were well printed on quite tolerable, if uncut, pages. Their format and cover 

remained virtually unchanged for ninety years when a modest restyling took 

place. It was then given a second new look when the firm was merged with 

its rival, the Albatross Library in 1936, which had been founded in 1932 in 

Hamburg by J. Holroyd-Reece, Kurt Enoch and Max Christian Wegner. 

The Albatross Library produced the first really good-looking paperbacks. 

Their covers were designed by Giovanni Mardersteig, the owner of the 

Officina Bodoni in Verona and one of the greatest of private press printers. 

The Albatross covers were very simple designs with seven different back¬ 

ground colours to differentiate crime, love, travel, biography, psychology, 

novels and essays, plays and poetry, humour and short stories. 

Mardersteig also used the same colour system for his re-design of the 

Tauchnitz covers when Albatross absorbed the Leipzig firm. The Tauchnitz 

and Albatross paper-covered books, originally intended for British travellers to 

while away interminable hours in wagons /its and then to throw away, 

became rather less ephemeral, for they were pleasant books to handle and 

ideal for reading in bed (whether a couchette or a four-poster). 

Penguin's first designer was Edward Young. He followed the Albatross 

format, a convenient one for the pocket. The Penguin cover was a supremely 

successful design. It was horizontally divided into three panels, a panel of 

orange at the top and bottom and a white panel between, with the title set in 

two weights of Gill Sans. Edward Young also drew the penguin trade mark. 

By that time, in the early 1940's, when he had joined the Navy, Penguins had 
become a feature of English life and had briefly opened up a new bookselling 

outlet, through Woolworth 6d. Stores, who at the beginning were their 

staunchest supporters. By the mid-thirties various English and American 

publishers had made tentative forays into the paperback market. Most of them 

retired hurt. In 1929, Charles Boni had started his Paper Books. These 

attractive books, designed by Rockwell Kent and published at half a dollar, 

were offered on a subscription basis of twelve titles a year. Perhaps as a 

result of this, they failed. Alfred Knopf started his Borzoi Books in the 1930's. 

They were issued in both hard and soft covers and had an almost identical 

cover design and format for their paperbacks as the Albatross Library. 

1 The Paperback. A paper read to the Double 
Crown Club by Dr Desmond Flower, published by 
Arborfield Products Ltd, London, 1959, 'Penguin 
Panorama', by P. G. Burbidge and L. A. Gray in 
Printing Review No. 72. Autumn 1956. 
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t-ACH VOLUME SOLD SEPAKATKLY. 

COLLECTION 
OF 

BRITISH AUTHORS 

TAliCHNITZ EDITION. 

VOL. 4371. 

’TWIXT LAND AND SEA TALES. 
BY 

JOSEPH CONRAD. 

IN ONE VOLUME. 

LEIPZIG: BERNHARD TAUCHNITZ. 

PARIS: LIBRAIRIE HENRI GAULON, 39, RUE MADAME; 

THE GAUGNANI LIBRARY, 224, RUE DE RTVOLI. 

The Copyright of this Collection 
is purchased for Continental Circulation only, and the volumes may 

therefore not be introduced into Great Britain or her Colonies. 

(See alsopp. 3—6 of l-argc Catalogue.) 

1 91 2. 'Twixt Land and Sea Tales by Joseph 
Conrad. Published and printed by Bernhard 
Tauchnitz, Leipzig and Paris. Cover. 

1 932. Bernard Shaw by Frank Harris. Published 
by the Albatross Modern Continental Library. 
Hamburg. Paris and Bologna. 7^"x4^-". 
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1 936. The Little Wife and other Stories. 
Published by Bernard Tauchnitz, Leipzig. Hamburg 
and Paris. 7£"x4§". Cover design. 

c. 1937. Andalusia by W. Somerset Maugham. A 
Borzoi Book published by Alfred A. Knopf, New 
York. Printed in the U.S.A. 7^"x43". Cover. 
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ZANE GREY 

TAPPAN’S BURRO 

Henry 
de Montherlant: 
Tiermenschen 

Roman 

1958. Tappan's Burro by Zane Grey. 
Published by Penguin Books Ltd, 
Harmondsworth. Printed by Hunt, Barnard 
and Co. Ltd, Aylesbury. 7£"x4tV'. Cover 
design by Dennis Bailey. 

1964. Tiermenschen by Henry de 
Montherlant. Published by Deutscher 
Taschenbuch Verlag, Munich. 7£"x4i". 
Cover design by Celestino Piatti. 

McGRAW Mill PAPERBACKS 
Modern Physics 

forthe 
Engineer 

edited by 
Louis N.Ridenour 

1966. Modern Physics for the Engineer. 
Edited by Louis N. Ridenour. Published by 
McGraw Hill Paperbacks, New York. 
Printed in the U.S.A. 8"x5£". Cover 
designed by Rudolph de Harak. 

John 
Paul 

Jones 

Samuel Eliot Morison 

1966. John Paul Jones by Samuel Eliot 
Morison. Published by Time Inc. 8"x55". 
Cover design. 

Heinrich Boll: Knaur 
Billard um halb zehn 
Roman 

1963. Billard um halb zehn by Heinrich Boll. 
Published by Knaur, Munich and Zurich. 
Printed by the Suddeutsche Verlagsanstalt 
und Druckerei GmbH. Ludwigsburg. 
TTe" x 4j". Cover design by Hermann 
Rastorfer. 

Dot Drthbueh dot borOhmton Filmt 

1960. Munchhausen by Erich Kastner. 
Published by Fischer Bucherei Frankfurt-am- 
Main and Hamburg. Printed in Germany. 
7i''x4i". Cover design. 
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THE FLOATING 
REPUBLIC j 

| DOBREE & MANWARING 
THE ASTONISHING STORY OF THE 1797 
NAVAL MUTINY AT THE NORE A SPITMEAD 

1 937. The Floating Republic by Dobree and 
Manwaring. A Pelican Book published by 
Penguin Books Ltd. Harmondsworth. Printed by 
Purnell and Sons Ltd. 7£"x4J". Cover design. 

c. 1 946. The Stephen Vincent Benet Pocket Book 
edited by Robert van Gelder. Published by 
Pocket Books Inc., New York. Printed in the 
U.S.A. 6§"x41V'. Cover design. 

In England, the firm of Hutchinson had entered the paperback market a year 

or so later and sold a lot of books. They were followed by Heinemann's 

pleasant looking Evergreen Books, selling at one shilling, which were an 

attempt at publishing authors such as Aldous Huxley, John Steinbeck and 

David Garnett in paperback form. In spite of being printed on fugitive wood 

pulp paper, they had a slogan 'Evergreen books are books to keep' printed 
on the jacket flaps. 

The jackets on these paperbacks added dignity and kept the covers clean. 

(Paperback of course is a misnomer, for all these books had drawn-on board 
covers of at least 2-sheet thickness.) 

It was not until 1939 that a venture comparable to Penguins got under way 

in America. This was Pocket Books. Like Penguins they had sought and found 
new bookselling outlets through the five-and-ten-cent stores, the news 

stands, and most important of all, that universal meeting place, the drug store. 

The format was a little smaller than Penguins, the books were rather more 

bulky, with glossy laminated covers. Considering the huge runs, they were 

quite well made and well printed. Within a couple of years a rival firm had 

sprung up, whose books had an almost identical appearance. These were 

Avon Books, started by Joseph Myers, who were promptly and unsuccessfully 
sued by Pocket Books for plagiarism. 

After the 1939-45 war, paperback firms sprang up all over the place and 

many hardback publishers moved into the field once more. Original publica¬ 

tions began to supersede reprints and a new move was made into informative, 

educational publishing. Once again Sir Allen Lane had blazed the trail, with 

his Pelican series, begun in 1937 with such titles as Shaw's Intelligent 

Woman's Guide and The Floating Republic by Dobree and Manwaring. By 

this time they had almost grown into a complete home library. The Pelicans 

were followed by other series, including in 1946 the Penguin Classics. In this 

series nearly a million copies have been sold of just one title, E. V. Rieu's 

translation of the Odyssey. 
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THE PENGUIN SHAKES P E A K I' bi8 

The following volumes have so far been 

issued: several are at present out of print, 

but new editions are in preparation. Further 

volumes will follow in due course. 

ANTONY AND CLEOPATRA 

AS YOU LIKE IT 

CORIOLANUS 

HAMLET 

HENRY IV, PART I 

HENRY IV, PART II 

HENRY V 

JULIUS CAESAR 

KING LEAR 

MACBETH 

THE MERCHANT OP VENICB 

A MIDSUMMER NIGHT’S DREAM 

MUCH ADO ABOUT NOTHING 

OTHELLO 

RICHARD II 

ROMEO AND JULIET 

THE SONNETS 

THE TEMPEST 

TROYLUS AND CRESSIDA 

TWELFTH NIGHT 

a winter’s TALB 

One shilling and sixpence each 

PENGUIN POORS 

0 

bi8 

1 949. The Sonnets, and A Lover's Complaint by 
William Shakespeare. Designed by Jan 
Tschichold. A volume from the Penguin 
Shakespeare published by Penguin Books Ltd. 

Harmondsworth. Printed by Wyman and Sons. 
London. 7g"x4f". Cover design, printed in 
black on white board with a wood engraving by 
Reynolds Stone and text spread. 

28 Shakespeare’s 

7 

Lo in the Orient when the gracious light, 

Lifts up his burning head, each under eye 

Doth homage to his new appearing sight, 

Serving with looks his sacred majesty, 

And having climb’d the steep up heavenly hill, 

Resembling strong youth in his middle age, 

Yet mortal looks adore his beauty still, 

Attending on his golden pilgrimage: 

But when from high-most pitch with weary car, 

Like feeble age he reeleth from the day, 

The eyes {fore duteous) now converted are 

From his low tract and look another way: 

So thou, thyself out-going in thy noon, 

Unlook’d on diest unless thou get a son. 

8 

Music to hear, why hear’st thou music sadly ? 

Sweets with sweets war not, joy delights in joy: 

Why lov’st thou that which thou receiv’st not gladly, 

Or else receiv’st with pleasure thine annoy ? 

If the true concord of well tuned sounds, 

By unions married do offend thine ear, 

They do but sweetly chide thee, who confounds 

In singleness the parts that thou should’st bear: 

Mark how one string sweet husband to another, 

Strikes each in each by mutual ordering; 

Resembling sire, and child, and happy mother, 

Who all in one, one pleasing note do sing: 

Whose speechless song being many, seeming one, 

Sings this to thee thou single wilt prove none. 

SONNETS 29 

9 

Is it for fear to wet a widow’s eye, 

That thou consum’st thyself in single life? 

Ah; if thou issueless shalt hap to die, 

The world will wail thee like a makeless wife, 

The world will be thy widow and still weep, 

That thou no form of thee hast left behind, 

When every private widow well may keep, 

By children’s eyes, her husband’s shape in mind: 

Look what an unthrift in the world doth spend 

Shifts but his place, for still the world enjoys it: 

But beauty’s waste hath in the world an end, 

And kept unus’d the user so destroys it: 

No love toward others in that bosom sits 

That on himself such murd’rous shame commits. 

10 

For shame deny that thou bear’st love to any 

Who for thyself art so unprovident: 

Grant if thou wilt, thou art belov’d of many, 

But that thou none lov’st is most evident: 

For thou art so possess’d with murd’rous hate, 

That ’gainst thyself thou stick’st not to conspire, 

Seeking that beauteous roof to ruinate 

Which to repair should be thy chief desire: 

O change thy thought, that I may change my mind, 

Shall hate be fairer lodg’d than gentle love ? 

Be as thy presence is gracious and kind, 

Or to thyself at least kind-hearted prove, 

Make thee another self for love of me, 

That beauty still may live in thine or thee. 



Paperbacks for serious reading 

The Siege 
of Leningrad 
LeonGoure 
Foreword by Merle Fainsod 

(**9S) 

McGraw-Hill Paperbacks 

Stanford University Press 

1 965. The Siege of Leningrad by Leon Goure. 
Published by McGraw-Hill Paperbacks and the 
Stanford University Press. Printed in the U.S.A. 
8"x5f". Cover designed by Rudolph de Harak. 

2 'On Mass-producing the Classics' by Jan 
Tschichold. Translated by Ruari McLean. Signa¬ 
ture No. 3 (New Series) March 1947. 
3 See pages 15 and 250. 

Sir Allen intended that the design and typography of his new series should 

match the quality of the texts, and in 1947 he invited the famous Swiss 

typographer, Jan Tschichold, to come to England to overhaul the typography 

of all Penguin productions. Tschichold had already designed a handsome, 

inexpensive series of books, the Birkhauser Classics, which were proportioned 
5:8 in. by 4| in.). He gave his ideal proportions for trimmed page sizes 

3:5 and 5:8.2 

The Penguin Shakespeares, which he redesigned, were immaculate books, 

set in Monotype Bembo and (like the Heinemann Evergreen Books) in paper 

jackets. The series had an effective cover design with a portrait of the bard 

engraved by Reynolds Stone, set within a wide black border. 

Tschichold, with typical thoroughness, applied himself to instilling some 

Germanic precision into the wayward methods of English printing. And he 

achieved it. His typography (by then based on Renaissance classicism) was 

distinguished by its neatness; his title-pages showed impeccable spacing, his 

colophons on the verso of titles were set in minute (6 point) letter-spaced 

small capitals. There were few hard-cover books of the late 1 940's that 

typographically could match the looks of these Penguin books. 

The design of paperbacks is mainly a matter of packaging. In hard cover 

books, much money and care is spent on the jackets, but the matter does not 

end there. The binding case has to be designed and care taken with the 

layout of text pages, illustrations, cover and end papers. For most paperback 

publishers, providing they have what they consider to be a good selling cover, 

the devil can take care of the rest. This, of course, was not the policy of 

Albatross, Borzoi or Penguin, who remained faithful to their series designs. 

But even Penguin wavered in the late fifties and started using coloured 

illustrations on some of their covers. A new format was designed for these 

books by Abram Games and one or two exciting covers appeared, including 

Dennis Bailey's vivid drawing for Zane Grey's Tappan's Burro. Back in 1938, 

the Penguin Illustrated Classics under the editorship of Robert Gibbings had 

made use of wood engraved illustrations on their covers. 

Dr Desmond Flower, in the paper that he read to the Double Crown Club in 

April 1959, said: 'The realization in the early fifties that there did exist a wide 
market for books concerning themselves with matters above the navel 

encouraged a number of hard-cover publishers to start soft-cover lines on 

better paper and at higher prices.' This educational market has come to stay. 

With large international markets there is also more money available, so that 

texts can be more easily commissioned, and more can be spent on layout and 

presentation. An art director is now an obvious necessity, for design becomes 

an integral part of the concept of the book. Graphic techniques for charts and 

maps, photography and illustration all play a part, taking a step on from the 

Tschichold conception of immaculate typography. American publishers such 
as Prentice-Hall, with their Foundations of Modern Political Science series, 

McGraw-Hill with their Paperbacks, Harper with their Torchbooks, Time Inc. 

with their Time and Life Reading Programme, and the various University 

presses are all producing books that are not only essential student reading but 

are also exciting to look at. 
The narrow format Washington Square Press paperbacks from Pocket Books 

Inc. show much care in the design of their covers. Two of their titles, which 

were exhibited in the American Institute of Graphic Arts 1966 Exhibition, 

show an interesting return to art nouveau letter forms. Both Zane Grey's 

The Trail Driver designed and illustrated by Jerry McDaniel, and Doris M. 

Stone's Projects: Botany designed by Richard Adelson use typefaces that are 

very like Otto Eckmann's Eckmann-Schmuck.3 
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1964. The American Party System. Cover design. 1963. A Biological Basis of Behavior. Cover design. 

1962. Geometry by H. G. Forder. A Harper Torch book. 
Published in their Science Library by Harper and Brothers. 
New York. 8" x 5i". Cover design. 

1962. American Poetry and Poetics edited by Daniel G. 
Hoffman. An Anchor Book. Published by Doubleday and 
Co. Inc. New York. 7i"x4J". Cover design by Ben Shahn. 
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( ilizen 

Politics: 
I lie Behavior 

of the 

Electorate 

In the United States, as elsewhere, all citizens 
are not equally active in politics. Some Americans have 
little political potency. They fail to act on their beliefs even to 
the degree of voting. Others, as we saw in Table 3 
of Chapter 2, not only vote but also employ a variety of the more 
demanding avenues of expression available to the citizen, 
such as membership in pressure groups and letter-writing 
to public officials. Still others are far more politically active 
and potent than virtually anyone caught up in the broad net 

of the normal public-opinion survey. These are the thousands of mdi 
viduals in actual leadership positions-for example, elected and appointed 
officials at various levels of government, directors of interest groups and 
other associations, key figures in the communications industry, and eldeT 
statesmen such as Bernard Baruch and former Presidents Eisenhower. 
Truman, and Hoover. 

It follows from the uneven distribution of activity that the views of 
some citizens have more political impact than the views of others. We 
therefore cannot be content with studying the behavior of the undif 
ferentiated "general" public in our assessment of the citizen base of the 
political system. We must go on. as we do in the present chapter, to con 
sider the behavior of the effective public. After our analysis of groups in 
the electorate and their effectiveness, we shall look at the dvnamics of 
electoral choice. 

t Groups in the Electorate and Their Behavior 
vm miticimtu ia miriesr 

Figure 2 provides us with an indication of who the politically active mem 
bers of the electorate arc. Even in the simple act of voting, the range of 
participation from group to group is striking. Looking at the extreme cases, 
in 1960 nine out of ten of the college-educated voters interviewed by the 
University of Michigan Survey Research Center reported that they had 
voted. On the other hand, only slightly more than half of the Negro 
population seems to have exercised the franchise, 

f Of course, it is immediately evident that the “groups" shown in 
Fig. 2 are not discrete entities. Voters are not either college-educated or 

Ficure 2 Electoral Turnout of Key American Categoric Groups. 
I960 Presidential Election Source. National survey conducted in 
1960 by Survey Research Center, University of Michigan Philip Con 
verse of the Survey Research Center has kindly made these findings 

available. <* 

« Citizen Politics: The Behavior of the Electorate 

1 964. The American Party System by Fred I. Greenstein. 1963. A Biological Basis of Behavior by F. J. McGuigan. 
In the Foundations of Modern Political Science Series, Published by Prentice-Hall Inc. N.J. 9"x 5|". 
editor Robert Dahl, published by Prentice-Hall Inc, N.J. Illustration and text spread. 
Designed by Walter Behnke. 9"x6". Text spread. 

26 Receptors 

A) 

FIGUti ta 

227. In Figure 13, write in the parts of the ear, in 

A. External Ear the blanks provided. 

B. Middle Ear 

C. Inner Ear 

D. Pinna 

E. Auditory Canal 

F. Eardrum 

G. Ossicles 

H. Cochlea 

I. Hair Cells 

J. Auditory Serve 

228. Without looking at the preceding discussion, 

draw a diagram of the parts of the external, the mid¬ 

dle, and the inner ear. concluding with the auditory 

nerve that runs to the brain. State each step that occurs, 

from the point at which a vibrating object sends off 

a sound wave, to the point where a nerve impulse is 

transmitted to the brain. Be sure to label each part 

of the ear. Then check your diagram and steps for 

accuracy against tlu* preceding discussion. {Standard 

size notebook paper may be used for all drawings that 

appear in th‘s hook.) 

RECEPTORS 

Section III: The Eye 

229. We liave just seen how the type of energy' that 

auditory we call an _ stimulus leaves a 

vibrating stimulus object, impinges on the ear. and sets 

brain off a nerve impulse that runs to the__• 

230. In like manner, we shall now trace the process 

by which the type of environmental energy, that we 

call a visual stimulus, leaves a stimulus object und 

sets off a nerve impulse that runs from the receptor, 

eye called the____ to the brain. 

231. Some stimulus objects emit what we call radiavt 

(ra'dl ont) ENERGY. A light bulb is an example of a 

stimulus__... . object that emits radiant energy. 

232. Consider the various stimulus objects, in a 

{versons environment, that emit radiant energy. A 

stimulus object, such as a light bulb, itself produces 

energy the radiant_that it emits. 

233. Other stimulus objects, however, do not produce 

radiant radiant energy, hut rather they reflect_. 

energy wining from other sources. 

234. For example, a light bulb in a room produces 

radiant energy that strikes the wall. That radiant 

energy is then reflected from tlve wall and is trnns- 

receptor milted to the organism‘s visual- 

that we call the eye. 

29 
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ry\^W,:, 6 HERMAN 

1965- The Feminine Mystique by Betty Friedan. 
Published by Penguin Books Ltd, Harmondsworth. 
Cover designed by Alan Aldridge. 7^"x4§". 

MELVILLE 

NOONDAY 221 $1.95 
i_ 

1 962. A Reader's Guide to Fierman Melville by James E. 
Miller, Jnr. Published by the Noonday Press, New York. 
8''x 5f". Cover designed by Robin Fox. 

zanegrey 
1965. The Trail Driver by 
Zane Grey. Published by the 
Washington Square Press, 
Pocket Books Inc, New York. 
7" x 4". Cover design by 
Jerry McDaniel. 

1965. Projects: Botany by 
Doris M. Stone. Published by 
the Washington Square 
Press. Pocket Books Inc, 
New York. 7"x4". Cover 
designed by Richard Adelson. 

the trail driver 

ft WASHINGTON SQUARE PRESS W-631/60C 

PROJECTS: BOTANY 

AN EXCITING GUIDE TO PLANT SCIENCE WITH SIMPLE 
EXPERIMENTS THAT CAN BE DONE IN YOUR OWN HOME 

DORIS M. STONE/ILLUSTRATED 
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Die 
russische 

Revolution 
1917 

Von der Abdankung des Zaren bis zum 
Staatsstreich der Bolschewiki 

Herausgegeben von Manfred Hellmann 

dtv 
dokumente 

1964. Die russische Revolution 1917 edited by Manfred 
Hellmann. Published by dtv, Munich. 7^"x4J". 
Cover designed by Celestino Piatti. 

1 965. Berlin Alexanderplatz by Alfred Doblin. 
Published by dtv, Munich. 7g"x4g". 
Cover design by Celestino Piatti, and title-page. 

Alfred Doblin: 
Berlin Alexanderplatz 
Die Geschichte vom Franz Biberkopf 

Nachwort von Walter Muschg 

Deutscher 
Taschenbuch 
Verlag 

1 962. Revolution from 1789 to 1906 edited by R. W. 
Postgate. A Harper Torchbook. Published by Harper and 
Brothers, New York. 8"x5i". Cover design. 

Alfred Doblin: 
Berlin Alexanderplatz 

Roman 
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WOQ ) •« «AUl*t COITION 

THE CIVIL WAR AS THEY KNEW IT 
ABRAHAM LINCOLN'S IMMORTAL WORDS AND 

MATHEW BRADY'S FAMOUS PHOTOGRAPHS 

1 961. The Civil War as They Knew It by 
Abraham Lincoln and Mathew Brady. A Bantam 
Gallery Edition volume. Published by Bantam 
Books Inc. Printed in the U.S.A. 
Cover design and text spread. 

And so the Army of the Potomac got a 

new commander—General Ambrose 

It urn side (left)—and the army tch ich 

had not been lucky in its leaders 

note had the worst. It was Iiurnsuit * 

notion that he could run e/uiekly 

down the Ra pinthannock River, jump 

across before Let Incur he teas there, 

and chareje towards Richmond. Sot 

surprisingly, when It urn side got on 

the river in December, Lee was 

opposite him and busily entreaching 

on Marge's Heights behind the 

town of Fredericksburg. There tr«* 

mo bridge over the river, but 

Rtirnsule t j/h did to build om — 

while Lie presumably just sat quietly. 

91 

1 964. L Eglise et la Republique by Anatole 
France. No. 5 in the Libertes series published by 
J. J. Pauvert, Paris. Printed in the Netherlands. 
7" x 3i". Cover. 

Illustration in paperbacks 

In Germany, the gayest looking of all paperbacks are from Deutscher 
Taschenbuch Verlag, who are known by their initials d t v. These are designed 
by Celestino Piatti, who uses a simple formula of a white laminated board, 
with the title set in Aksidenz Grotesk and printed in black, with a boldly drawn 
illustration vignetted in colour. The insides are immaculately laid out, with 
title-pages that look as if they belonged to the same world as the covers. 
Dromersche Verlagsanstalt from Munich publish the Knaur paperbacks 
with some colourful covers, designed by Hermann Rastorfer. 
Paperback publishers were slow off the mark with fully illustrated books. The 
wide use of offset and gravure has done away with the need to use expensive 
coated stock for half-tone illustrations. Bantam Gallery Editions with such 
titles as The Civil War as they Knew it, with Mathew Brady's famous con¬ 
temporary photographs, are a praiseworthy example of intelligent presentation 
and layout. 
The designer of this book makes a lively use of negative prints both for his 
title-page spread and for section titles, which consist solely of the date of the 
year, set in an extended Victorian typeface. Dutton Vista Picturebacks edited 
by David Herbert is the first trans-Atlantic series of comprehensive pictorial 
surveys to appear in paperback form. These are fully illustrated, well designed 
books. New Cinema in Europe by Roger Manvell, shown here, is one of 
this series 
In spite of indications both in the United States and in Europe of a con¬ 
siderable increase in well made, well laid-out paperbacks, the bulk of the 
books are still for the roman po/icier and the blood and sex markets. Once 
again we revert to packaging and find some very lively, good looking covers, 
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the first a form of lyrical fable aimed against an excessive tech¬ 

nological and scientific organization of humanity, the second a 

subtly equivocal and comic picture of life in a prisoner-of-war 
camp and the complex forms of comradeship it generates. Renoir's 

career has spanned the whole development of modern French 

cinema, from the avant-garde movement of the 1920s to the new 
wave and television. His zest, his humanity, his magnificent pic¬ 

torial sense in handling countryside locations, and his sheer love 

of film-making, rise above all the theoretical and technical disputa¬ 
tions of the cults and the anarchy of thought which too often 

makes what seems new one year appear out-of-date the next. 
Jacques Tati is a brilliant mime who has used the film to extend 

his art, though he has also occasionally appeared as an actor in 

films other than his own. His personal films have appeared at rare 
intervals: Jour de Fite (1949), Les Vacances de Monsieur Hulot 

(1953) and Mon Oncle (1958). In each he uses the medium with 
an unpretentious subtlety to observe the incautious antics of a 

central character who, although he changes with each film, 

shares a common inability to come to terms with the physical 

Jour da Fite France 1949. Director Jacques Tati 

1 966. New Cinema in Europe by Roger Manvell. 
Published by Studio Vista Ltd, London and 
E. P. Dutton and Co. Inc, New York. A 
Dutton Vista Pictureback. Printed by Richard 
Clay. Bungay. 7i"x4|". Cover design by 
Gillian Greenwood. 

Pierrot le Fou France 1965 Director Jean Luc Godard 
Anna Karma 

world, but gets in and out of difficulties with a balletic effro 

which turns his special awkwardness into an act of spirited g 
His timing is as expert as his wit; no one has moved on the s< 

with the athletic assurance of the cycling postman of Jour de 

since Chaplin's youthful slapstick. Like most clowns. Tati 
loggerheads with life, but survives with the masterly resilien 
a man whose cheerfulness defies defeat. His highly indiv 

and endearing humour was all the more welcome for firs 

peanng during the harsh days of the film noir. 

1 964. Napoleon le Petit by Victor Hugo. No. 4 
in the Libertes Series published by J. J. Pauvert, 
Paris. Printed in the Netherlands. 7"x3i". 
Cover design. 

standing out like flowers amongst all the corn. The use of display letters with 

no illustrations is still a rarity. The French series 'Libertes', published by Jean 

Jacques Pauvert, has a tall, narrow format, with cover design printed from 

large black sans serif capitals on brown paper. The texts are carefully set and 

well printed in Holland. These are thoroughly readable books and though 

printed on cheap paper, have an elegance about them, which comes from the 

care and thought that have gone into their production. 

Since this book was first published, the great change in the appearance of 

railway and airport bookstalls has been the flood of Science Fiction titles. 

Another has been the presence of large-format illustrated paperbacks, in¬ 

creasingly popular especially in the United States. Brian Aldiss, one of the 

great SF authors, writing in The Saturday Book in 1964 drew attention to the 

cover artists of the old SF magazines such as Galaxy and Fantasy. He also 

described the swing towards paperbacks. He concludes prophetically: 'Nowa¬ 

days the old covers and their mighty white cities, impossible architecture, 

man-devouring forests and other delectable props are steam engines among 

the diesel traffic of paperbacks. Their days are numbered. But science fiction, 

which today reaches a wider and more critical audience than it ever did, goes 

on; and in anothertwenty years... someone else may be nostalgically recalling 

the glories and idiocies of paperback SF covers.' 

The two covers shown on page 255 are of a recent selection of Aldiss stories 

called New Arrivals, Old Encounters, and Foundation, the first volume of 

Isaac Asimov's classic trilogy. The artists are Tim Wright and Chris Foss, who 

more than live up to the traditions of the old SF magazine covers. 
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Scholem-Aiejchem: Knaur 
Menachem Mendel, 
der Spekulant 

. The IPCRESS File/LEN DEIGHTON 

Panther Secret File No. 1 

‘It’s authenticity will make M.1.5 wonder where 
he gets his material from’ [Z>|lY sketch | 

1965. Menachem Mendel, der Spekulant by Scholem- 
Aiejchem. Published by Knaur at Munich and Zurich. 
Cover design by Cristoph Albrecht. Tts"x4^". 

1 961. Borstal Boy by Brendan Behan. A Corgi Book 
published by Transworld Publishers, London. 

Cover design. 

1 964. The Ipcress File by Len Deighton. A Panther Book, 
published by Hamilton and Co. (Stafford) Ltd. 7"x4i". 
Cover design by Raymond Hawkey. 

1 965. Le Fils by Georges Simenon. Published by 
Presses de la Cite, Paris. Printed by Bussiere at 
St Amand. Series cover design. 
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1980 Zorba the Greek by Nikos Kazantzakis. A 
Touchstone Book published by Simon and 

Schuster. 8" x 5g". Cover by Seymour Chwaste 

$2 45 • IN CANADA $2 

ARTHUR 

"Reads like a thriller”—Esquire 

1 973 The Case of the Midwife Toad by Arthur 
Koestler published by Vintage Books. Random 
House. New York. T^" x 4§". Cover by Trubshur. 

1983 New Arrivals. Old Encounters by Brian 1982 Foundation by Isaac Asimov. Published by 
Aldiss. Published by Triad Granada, London. Granada, London. 7"x4§". Cover illustration by 

7"x4§". Cover design by Tim White. Chris Foss. 

Panther Science Fiction 

asimov 
Foundation 

‘HOW GOOD BRIAN ALDISS CAN BE!’ 
* ' SUNDAY TELEGRAPH 

cddfss 
NEW ARRIVALS, 

OLD ENCOUNTERS 
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1931 HOMAOB to dicky doyle specially drawn to show the use of colour 
applied by stencilling for the Curwen Press. Reproduced in Curwen 
Press Miscellany, 1931 

- 25 - 

It was (I think) in our second session that KB and I, and Sam 

Heiman, a most cheerful and charming Design student, each had a 

l>ed-sitting room in the lodging-house of Miss Helen (Jroom at 58 Red- 

cliffe Road. South Kensington. We often paid visits to each other’s 

rooms and had great fun with dear Sam who was a Theosophist, a 

dew. a Vegetarian, a Pacifist, a Lil>eral Catholic and much else of the 

same harmless character. We had breakfast together in the basement. 

Or rather we were supposed to breakfast together. But Sam preferred 

to consume mysterious compounds and beverages in the sanctity of 

his own room. Bawden was always down before me and would be 

sitting stiffly at table, reading as he ate. He did not look up as I en¬ 

tered. His social temperature was near freezing-point in the morning. 

When I bustled in announcing that it was a good morning or other¬ 

wise, he would go on chewing slowly, his eyes on a book, and would 

only murmur: ‘Is it?’ I hated this. I was always ready for conversa¬ 

tion in the morning. So I took notice of what EB was reading. I rem¬ 

ember that he went steadily through Anna Karenina, Fergusson on 

Architecture and Jackson's Hietory of Wood-Engrainng. He read to 

learn, unlike Ravilious who read for fun and whose favourite book was 

Huckleberry Finn. Once or twice 1 found EB deep in a trade periodical 

on ironmongery and hardware - his father was in that line at Brain¬ 

tree - which he would recommend to me, smiling faintly, ‘as good 

sensible stufT and ‘literature’. 

Bawden had a habit of wearing his hat indoors and his hats were 

dignified, mitre-like ornaments. He used to sit back on his chair at 

very dangerous angles. Sometimes he tipped the chair too far back 

until there was a crash. He would get up from the floor, resume his 

seat, still mitred and expressionless, and join again in the conversa¬ 

tion. His hands, like those of William Morris, were always itching to 

do something (Morris as a school-l>oy made nets at Marlborough). We 

had to watch Bawden and catch him before he damaged the land¬ 

lady’s property. He might, bit by bit, during a conversation, with 

24 

Student Days 

1979 Edward Bawden by Douglas Percy Bliss, 

published by the Pendomer Press in England and 
Canada. 11i"x8". Illustration spread and jacket 
printed in black and brown and reproduced from 
a wallpaper design and typographic borders, 
both by Edward Bawden. Designed by John and 
Griselda Lewis. 

Art books 

Art books still proliferate-more of them appearing in large-format paperback- 

though it looks as if the day of the coffee-table book is over, which is no bad 

thing. In no way a coffee-table book was lain Bain's The Watercolours and 

Drawings of Thomas Bewick which the Gordon Fraser Gallery published in 

two volumes in 1981. This is an exquisite production, beautifully printed by 

the Westerham Press. The often minute watercolours (drawn the same size as 

the final wood engraving) sit on the page like little jewels. 

Quite a number of monographs on contemporary artists have appeared, often 

from presses where the publishing aims have not been solely concerned with 

profit. The Lion and Unicorn Press at the Royal College of Art produced a 

handsome book on Stanley Spencer's drawings in 1964. In 1978 a new 

imprint appeared, the Pendomer Press, a trans-Atlantic venture operating 

from Godaiming in England and Toronto in Canada. The moving spirit behind 

this was Simon Heneage. His first publication was John Nash: the painter as 

illustrator by John Lewis. This was followed by Edward Bawden, a study of 

the artist by Douglas Percy Bliss. This book was a revelation of Bawden's 

staying power as an illustrator and designer for books. His work over fifty 

years has a remarkable consistency. 
As an example of the detailed planning of a series, the following account may 

be of some interest. Studio Paperbacks was a series of introductory handbooks 

on art and design that was launched in 1963. These books were aimed at the 

student market and intended to cover the basic principles of different subjects. 

They had to be relatively inexpensive, to be very fully illustrated, usually with 

colour, and to be designed in a manner acceptable to students and profes¬ 

sional designers. To meet all these requirements meant long runs and eco¬ 

nomic machining. This was achieved by printing an American and an English 

edition at the same time, by offset on large machines, giving ninety-six pages 

printed on two sheets (twenty-four pages to view). These sheets were cut in 
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Signs in action 
James Sutton 

1 965. Signs in Action by James Sutton. A 
Studio Vista/Reinhold Art Paperback. Published 
in London by Studio Vista Ltd and in New York 
by Reinhold Publishing Corporation. Printed in 
the Netherlands by Koch and Knuttel, Gouda. 
7f"x6J". Cover photograph by Herbert 
Spencer and text and illustration spread. 

Trademarks 
a handbook of international designs 

by Peter Wildbur 

1 966. Trademarks by Peter Wildbur. A Studio 
Vista/Reinhold Art Paperback. Published in 
London by Studio Vista Ltd and in New York by 
Reinhold Publishing Corporation. Printed in the 
Netherlands by Koch and Knuttel, Gouda. 
71" x 65". Cover design by Peter Wildbur. 

Germsn street sign 
Photo Oar’d Lac* and Tarry Smith 

Safety for 50,000,000 motor vehicles is not materially 

helped by this confused Christmas Tree' of signs - 

downtown Washington DC 
Photo Unrtao Statai Information Sarnca 

These monstrous Christmas Trees are confusing, 

difficult to read and hideous. An ill co-ordinated 

mass of verbiage. 

Is every sign on p. 16 necessary? If the author¬ 

ities tidied up the mess, the driver could see, 

clearly, one sign. Even two or three co-ordinated 

signs supporting rather than fighting each other 

- or repeating the message - can be effective, 

but completely different signs saying the same 

thing can never be. 

How it can be done. 

Painted wood aign, Cortina. Italy ► 
Photo PubMoto Milan 

17 
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1950-60. Catalogue Covers from the Stedelijk 
Museum, Amsterdam. Printed on various 
papers and produced under the direction of Dr 
Willem Sandberg. Average size 10^" x 7j". 

The Stedelijk Museum catalogues 

three, making three sections of sixteen pages. On one side only of one of the 

sheets, colour would be printed, though in collating for binding this could be 

scattered fairly widely through the book. The format, a squarish one (7| in. by 

6J in.), was perhaps not ideal for a jacket pocket, but most students do not 

wear jackets nowadays, and this size is far better for displaying illustrations, 

than, for instance, the upright Albatross-Penguin format. For most of the 
titles the type was set in a narrow measure, in one or two columns, which gave 

considerable scope for marginal illustrations, by the simple expedient of 

dropping one of the columns of type. The covers were printed in full colour, 

with some conformity of design. The formula proved a success. 

New trends in book design have rarely come from the ordinary publishing 

houses. Such trends appear from other sources such as art galleries or in 

commercially promoted books, where expense would appear to be of little 

concern. These books, at their best, can be models of clarity in arrangement 

and design. They may range from prestige publications to service handbooks 

and even to catalogues. Where copy has to be made explicit, even appetising. 
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1 n lie Art of the 
Engineer 

Two hundred years in the development 
of drawings for the design of transport 

on land, sea and air. 

1978 The An of the Engineer by Ken Baynes and 
Francis Pugh. Produced by Design Systems. 

Portfolio cover. 

4 I have noticed, when using 35mm slides, that 
colour slides will bring the black and white pages 
of books etc. to life in a way that monochromatic 
film cannot do. The same lesson applies in the 
printing of illustrated books. 

the clever hands of a hundred clever graphic designers have given it order 
and clarity. 

Exhibition catalogues were first given a new meaning by Dr Willem Sandberg, 

the former Director of the Stedelijk Museum in Amsterdam. A brilliantly 

exciting series of catalogues was produced under his care. That some of them 

are typographically eccentric, with many more words to the line than makes 

for comfortable reading, is almost by the way. Here was fresh thinking on the 

presentation of type and pictures, and the use of unusual and often inexpen¬ 

sive papers. The Stedelijk Museum catalogues were packed with ideas that 

the publishers of picture books might well have followed. 
Another and different approach to catalogue design can be seen in the Welsh 

Arts Council publication of The Art of the Engineer, written by Ken Baynes 

and Francis Pugh and produced by Design Systems. This took the form of a 

portfolio of twelve folded sheets tracing the development, through two hun¬ 

dred years, of drawings for the design of transport on land, sea or air. The 

most effective portfolio cover is taken from a hand-coloured lithograph which 

Scott Russell, I. K. Brunei's contractor, had drawn of a section of the Great 

Eastern after the great ship had been fitted out in 1859. 

A particularly notable catalogue was produced in 1972 for the Armand 

Hammer Collection, which was exhibited at the Los Angeles County Museum 

of Art, the Royal Academy of Arts in London and the National Gallery of 

Ireland in Dublin. The catalogue was designed in Los Angeles by James L. 

Wood and printed by the Anderson Lithograph Company in Los Angeles, with 

a prodigal use of colour, particularly for the reproduction of drawings, some 

of which had the merest hint of colour in them. No commercial publisher would 

have contemplated such an extravagance, yet if colour reproduction, which 

is so costly, in spite of (or maybe because of) great advances in electronic 

scanning techniques, could be used for reproducing monochromatic drawings 

or even the printed pages of books, it would lift the illustrations right off the 

page, in a way that no monochrome reproduction could do.4 
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1982 David Gentleman's Britain written and 
illustrated by David Gentleman RDI, published 
by Weidenfeld and Nicolson. London. Cover and 
illustration page. 

1983 Drain Pig and the Glow Boys in 'Critical 
Mess' by Dan Pearce, published by Junction 
Books. London. 5f"x8i". Cover design. 

DRAIN PIC an d the clow soys 
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In conclusion 

Some twenty years ago in a leading article in The Times Literary Supplement 

the anonymous writer said: 'For new types of books a new kind of author is 

emerging, a man who is able to handle words with skill and economy but 

whose books, in fact, evolve out of a balanced knowledge of both words and 

techniques of visual communication'.5 This new kind of author-designer (like 

the 'directing intelligence' that Leon Pichon talked about) may play a bigger 

and bigger part in the book of the future, not as one who provides a 'pretti¬ 

fying' element, but as one who can act as an elucidating factor in the graphic 

presentation of a text, as well as assisting in the economics of production. 

David Gentleman is such an author. He is a painter, an engraver and a designer 

who can also handle words. His lavishly illustrated book David Gentleman's 

Britain, published by Weidenfeld and Nicolson in 1982, is an example of this 

kind of book that combines all the author-artist's skills. Such an approach of 

course does not apply to books to be read in the train or even in bed. For 

this, the Renaissance book, as for example those printed by Aldus in Venice 

in the early years of the sixteenth century and sometimes set in space-saving 

italic types, is a very satisfactory and utilitarian solution to the arrangement of 

type on a small page, but it provides no possible guide for the disposition of 

half-tone illustrations or other pictorial matter in the modern book. The 

Russian, Hungarian and German typographers of the 1920s made the first 

real contribution to solving this problem. A quarter of a century later typogra¬ 

phers such as Willem Sandberg in Holland, Paul Rand in the United States 

and Max Bill in Switzerland applied further new thinking to the design of 

books and catalogues. Little has come from the modern book publisher that 

can compare in typographic skill with these productions. 

As to the future of book design, in spite of radio, television and electronic aids 

for storing information, it would seem that there may still be a place for books. 

The question is, what kind of books? One answer would seem to lie in the 

paperback bookstalls, where the only sign of the designer's hand is in the 

covers, where, with the rare exceptions of SF titles, colour photographs of 

naked girls and heavy-handed typography are the main components. In the 

years since this book first came out there has been a marked decline in the 

design of such covers. The insides vary from the impeccable typography of 

Penguins or of the American and English University Presses to the abysmal 

standards of the pulp printer. As for covers, at the bookstall level I was hard 

pressed to find even four tolerable new paperback cover designs to include 

in this edition. 
Apart from informative and educational books, the ever expanding market is 

for children's books. As children are conditioned by television, any stories 

that appear on the small screen tend to become immediate best sellers in book 

form. The comic strip either on the TV screen or in the Comics is a form of 

drawing a child can understand. The success of the adventures of Tintin or 

of Asterix the Gaul is an indication of where children's tastes lie. The reason 

for the enormous success of these books is not just in the drawings. Georges 

Remi (who drew under the pseudonym of Herge) put much research into his 

drawings for Tintin, as does Albert Uderzo for Asterix. Both these series of 

books are compulsive reading (and viewing). There is a lesson here for any 

publisher or illustrator of children's books. All the design in the world will not 

compensate for the lack of a good story line and this does not only apply to 

children's books. Dan Pearce's Drain Pig and the Glow Boys in 'Critical Mess' 

published in 1983 is a strip cartoon book for adults, a brilliant piece of anti¬ 

nuclear propaganda that rivets one's attention from the very first page. The 

reader becomes utterly absorbed in the subterranean adventures of the un- 

5 The Times Literary Supplement 26 April 1963. comely little pig. This is the first book by this young cartoonist. 
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