Illustrated Books from the
Edmund S. Muskie Archives and
Special Collections Library




Bound

Illustrated Books from the
0 Edmund S. Muskie Archives and
Special Collections Library

Art

Katherine A. Stefko, Editor

Bates College, Lewiston, Maine 04240




Edmund S. Muskie
Archives and Special
Collections Library
Bates College

010 marked the 25th anniversary of the Muskie Archives and Special Collections Library at Bates

College. The Archives celebrated this auspicious occasion through an eighteen-month series of
programs, culminating in the exhibition Bound to Art: lllustrated Books from the Edmund S. Muskie
Archives and Special Collections Library. Events and exhibits throughout the anniversary period provided
an opportunity for the college community to reflect on its past and to be inspired by some of the unique
and world-class archival and print holdings of Bates College.

Published on the occasion of the exhibition

Bound to Art: Illustrated Books from the Edmund S. Muskie Archives and Special Collections Library
January 14-March 25, 2011

Bates College Museum of Art

Olin Arts Center

Copyright © 2010 Bates College
All Rights Reserved ® Printed in the United States of America

Produced by the Edmund S. Muskie Archives and Special Collections Library
70 Campus Avenue, Lewiston ME 04240 * 207-786-6272 * www.bates.edu/muskie-archives

Editor and curator: Katherine A. Stefko, Muskie Archives and Special Collections Library
Designer and photographer: William Ash, Bates Imaging and Computing Center
Printer: Penmor Lithographers

ISBN : 0-9769921-1-6

Front and back cover, top to bottom: Thomas Gray, Gray’s Elegy, 1846: Paul Verlaine, Femmes. 20" century: John Gould, A Monograph
of the Trochilidae: Or Family of Humming Birds, 1861: Samuel Taylor Coleridge, The Rime of the Ancient Mariner, 1888.

Inside front cover: Frontispiece from Michel de Marolles, Tableaux du Temple des Muses, 1655

Inside back cover: Frontispiece from Famiano Strada, De Bello Belgico, 1640.

The Exhibit

he Edmund S. Muskie Archives and Special Collections Library holds an extensive

collection of rare books ranging from incunabula of the earliest days of printing in

the late fifteenth century to the finely printed and bound works of today’s flourishing
book arts movement. Bound to Art is the first ever exhibition of these holdings, presenting a
selection of important illustrated books spanning the past 500 years. The exhibit explores the
three-dimensional and multi-sensory ways in which images and text presented in book form
can delight our eyes and inspire our minds.
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ates College has collected rare books from its earliest days when it operated as a college
B preparatory school known as the Maine State Seminary. When the school became a

college in 1864, it possessed a library of 500 volumes, many of which today reside
in the Edmund S. Muskie Archives and Special Collections Library as part of its rare book
holdings. Since Bates was founded as a school of modest means but considerable aspiration,
the early college librarians faced the financial challenge of supplying the institution with an
appropriate library to fit its expanding curriculum and goals. A budget to meet this challenge
did not afford the luxury of the acquisition of rare or precious books, so such items were
acquired primarily through donation.

No individual is owed a greater debt of gratitude in this regard than professor and
bibliophile Jonathan Y. Stanton. Personally recruited by Oren B. Cheney, the founder and
first president of Bates, Stanton arrived at the college in 1864 to teach Greek and Latin. He
also served as librarian and historian of the college, led debates, and taught a popular class
in ornithology. He collected books for his private study and pleasure, spending hundreds of
dollars from his meager salary each year to build a substantial library that filled nearly every
wall in his house on Main Street in Lewiston, Maine.

Although he was referred to universally as “Uncle Johnny,” when one glimpses his bearded
and unyielding visage in an old photograph, it is difficult to imagine what his students found
so avuncular about him. Yet his serious appearance belied the acerbic wit and playful manner
of a man who had seemingly endless affection and patience for his students, one of whom
recalled upon his death, “A more tender, loving heart has seldom beat in a human breast.”
Stanton was equally generous to Bates.

Stanton gave the college his prized collection of ornithological books during his lifetime,
a collection that included the so-called Bien or chromolithograph edition of Audubon’s Birds
of America, an enormous book printed on double elephant folio size paper (40 x 26Y2). Various
works by John Gould, now all preciously rare and highly valuable, were also part of this gift.
The works were housed in the Ira H. Bickford Biological Library in the Carnegie Science Hall
that opened in 1913.

Following Stanton’s death, his nephew offered Bates the remainder of his uncle’s library
from which another 2,725 volumes were selected.! These books spanned an array of topics,
from science to history and the classics to biographies, and were placed in a dedicated room
in Coram Library.? Among the collection was the Breeches Bible, as well as many reference
sources about the history of books and book illustration, evidence of Stanton’s interest in the
field of bibliology and still useful to librarians, curators, and researchers today.

Stanton had a profound influence on his students. One of them, Arthur Newton Peaslee,
class of 1890, in turn had a great influence on the college’s holdings of rare books. A minister

Jonathan Y. Stanton, “Uncle Johnny,"in his library



2 DELL : :
et LA DESCRITTIONG ’ DELI'INFERNO.

31-"&‘?“’ il

volto i
qual mifchiato d; (%’SCI'AQVRA : : \ - . S £ e
i : T - P : [ el cerchiovolto. Fadunque I'infernoinogni i, che ne la contemplatina vita eflendofi nebilifimamente
'fﬁ-“"’ » CI2 rac- 1 CHE : ;m:egﬁg‘;h - #ncor P‘::ﬂzzmﬁgme:ondo. Hoia é da vedere del primg,e effercititi, s'eranorendut famofi, echiari, & primipone
d 'E?HP'.-“" loro ildiftgiode]] Et Frimd h.'w:'m;murzlmmcutcdzll’uen detto Limbe nelquai i fparfi di fuoriper lo cerchio ne letenebre,, & i fecondi, e ter-
2 faftidiofi ver.- goéquciio WO« prchiv mgslm - [eender, immediate paffato il fiume Acheronte. ziraccolu dentroal nobi'e Caltello, ¢he di fopra dicemmo
mi, Ne 13 feconda “  detto m:.ll?'/if"iﬁ"' mel quarto Canto, oue d'effo primoe cerchio {i efferin quelto cerchio in luogo ameno, € luminofo, ymcdxan-
4rte cotcnutedy | Liabo- 0‘” diceaDante, Hor difcendiam qua giit nel ciecomon-  telo fplendor d'vn filoco, cheerainquello: ma diuifi in due
M Pprima, ¢ che gin vty i olere, difcefi che furon a quello, il Pocta dicedi  pasti, cliel'vna contienl'altra, ciog, quelli; che nelacon-
fapolintorno a la doy Jio. Cofimi mife, ¢ colimi feintrare Nel primo cer-  templatiua , da uelli, che l'attina vita s’erano eflercicari .
$boccaturadel pri "‘;"E che I'abiffo cigne. In quefto primo cerchio adunque  Onde hauendo ﬂc:co de gl act, € volendo dir decon-
mo,emaggior cer uc.iplﬂ“’li“”“j fen;.: battefimo, e nel peccato origina-  templatiui, dice, Poiche inalzai vn poca pitt le cighia, Vi~
0, laqual & yn | cquelliche innanzia [auenimento di Chrifto nencrede~ di'l macfro di celor, chelanne , Seder tra Filofofica fami-
i"“ fume , dal soninlui venturo : ma Viffero ‘moralmente fccondo 1a legge ﬁ_lia, & cet. Ela penadi i coftoro mette, che fianon fen-
Pacra detro Ache l deh pawura, € quelti divide intre parti, ciog, quellichedi fibile: madimente , & ¢il defiderio dela beatitudine, fen-
fonte, pone , che. Joronon hanno lafciato , mediante qua Iche famofo gelto,al-  za fperanza di poterla giamai confeguire , & il difegno del
1aCaron demo- qunafimadiloro almondo; Quells, che nel'striua,, equel-  cerchio ¢ quelto.
no a cﬁiﬁ'ﬂl ‘ani- .
:“:',,“ 1e ,S‘ha‘;mq
& dannare , e d'e- Dopa'l primo i1l , € men graue
wna di quefte rggm‘.nfgmndo ¢ ltaro il peccato
UE partt, trata’l cachiny cerchio minore € Joro. Erilfuodi«
il ¢ pit baflo,del qual fegno & quefto .
¢ lof fi grarta el quin=
 foriof« mc;nm&)ndul
rincipio diquel-
radice,ﬁﬂ_ﬁ difce
fi del cerchio pri-
i maio Git nel fe-
+ gondb 5 che men
5 Joco cmlghia, 8ec.
$ Nel qual fotto Mi
2| i SN y i , tudice vni-
-, uerlaldi o I'In
ferno, ono puniti
; : , ilnururioﬁ,eheg_t-
| % Dramere =, ; L 2
1 6% DIAMETRO Mz L ccc del continuo agi-
oo A5 M_Gr..u. ccexvw C_g sl Gd‘:
y imaginiamo: e X sabbiofo,e crude
!!l Sagimamon S 5 e — sboccatora, equi yento s ma pitl, &
ghchods coperto & LIMBO ; B dispfondina s o (o0
gt | czromro pmimo o | shpmiil | s
£ain Rk ® 2 atue
:n :a,’?i?éc vfg.' ' == Ny Vi . | radelvnoaglh
lion effet le fpe- A2 N JHN delialtro.Eraccid Chelft
onche. 11 piccio- AL MK S il /) QNS che la forma dig- lnenf
L ‘C_EQ e s ; : g, o \ . 'FOQ.F e['ogg:;nlm fained
s s ‘ O\ o < ) fua editur- gu
fa chto y G : o | lnf:;no infie- ' :
d me ad vn tatto tmoa '
veggiamo,, ¢ che fieme| ‘
hia, - puu.gad‘habbizmof:m Ly -
A 2 i \ : : > cagio di rracear di =
o piti diftintamen | £ / ; = ' i qn%l_a,-n,ot‘et_mo." g
e yedremo, che | /4 i Z N che'l Poeta nel xie-
+- 588 Sene ol { : SR Canto, oiie finge ]
s | delfergitroalari '
‘uadela sboccatu= =
13 del fettimo cer ;
s chio, dicein plo- - i
- na di Virg. quefte : o A
e | parcle. ngsiis_h = s =
1 reltidatin C 3 $ : L 320, = o=
' Tty e f“ 3+ -
24 .
4 +

it
]

R it R R P T
it L

k(e

e
J
F
%
I
[N <




and teacher by training, Peaslee, like his mentor Stanton, taught Greek and Latin. He was also an
accomplished scholar of Dante, translating and lecturing on 7he Divine Comedy. He compiled
a collection of more than one hundred rare books (many illustrated) related to Dante, and,
in 1954, he gave them to the college in honor of Jonathan Stanton. Included among these
books were the 1596 Sessa imprint of 7he Divine Comedy and John Flaxman’s fine portfolio of
drawings illustrating the epic poem.

For the past several decades, the college has grown its collection of illustrated books by
focusing on the acquisition of fine press and artists’ books. Since the 1980s, the college has
actively collected the works of fine presses located in Maine and, beginning in the mid-1990s,
the scope of interest has expanded to include the United States and Europe, where the book
arts are flourishing. These collections too have benefited from the generosity of donors who
have given their personal collections to augment the college’s holdings. The accomplished
soprano and faithful patron of artists and poets Alice Esty, class of 1925, presented the college
with no. 22 of Tiber Press’s monumental work 7he Poems, a work she likely reserved both out of
respect for the artists and poets who created it and her desire to assist them in the experimental
and costly endeavor of producing a work of this scale. More recently, John Moulton Lovejoy
gave the college his important collection of books in 2008 in honor of the fiftieth anniversary
of his graduation from Bates.

A student of the famed English professor and book-lover John Tagliabue, Lovejoy spent
nearly forty years running a book business in Massachusetts representing independent
publishers and selling books to independent bookstores throughout New England. Lovejoy
also built a substantial personal library, focusing much of his collecting energies on the output
of fine presses and, in particular, the work of artist Leonard Baskin and his Gehenna Press.
Books by Baskin, Lynd Ward, and several other illustrators that are included in the exhibition
are from the Lovejoy collection.

It is largely through the generosity of these and other donors and ardent book collectors
that the exhibition Bound to Art: Illustrated Books from the Edmund S. Muskie Archives and
Special Collections Library exists. Through their gifts, we are graced today with the opportunity
to consider the multitude of ways that illustrated books can evoke desire and delight, captivating
the eye and inspiring the mind.

Preceeding page: Dante Alighieri, La Divina Commedia (Venice: Sessa, 1596). The woodblock prints accompanying
Dante’s epic poem were originally cut for Francesco Marcolini da Forli, who published a version of the work in
1544. The illustrations show (counterclockwise from top): the vestibule of Hell, occupied by souls who committed
themselves to neither good nor evil during life; Limbo, the first circle of Hell, where resides the virtuous pagans and
unbaptized; and the second circle of Hell, containing those who committed carnal sins. Dante and his guide Virgil
are identified throughout with a“D"and "V

Boundless Possibilities
The Art and Production of Illustrated Books

by Amy Keneally and Katherine A. Stefko

ver the course of many centuries and up to the present day, the underlying purpose
O of book illustration has remained constant—to literally and figuratively illuminate

the text, augmenting our understanding and enjoyment, and enriching our sensory
pleasure. Illustrators, from monastic illuminators of late antiquity to fine press printers of
today, have sought to translate authors’ words into a visually stimulating picture. And yet
in spite of this centuries-old continuity, the history of illustration is richly varied and ever
adapting.

Like other forms of art, the development of illustration has been shaped by its wider
social context. Technological advancements profoundly influenced illustration techniques and
practices, simultaneously establishing visual norms and breaking down obstacles of production.
So too did social trends exert considerable force on the type of books being published as well
as the role of illustration within those books. While for readers illustrations augmented the
text, stimulated the senses, and helped bring the world of the author to life, for publishers they
offered economic advantages—illustrated books have always sold for a premium.! The drive
to produce illustrated books more cheaply and easily in turn encouraged the technological
innovations that allowed illustrated books to flourish.

The history of illustrated books is intertwined with the history of the printed book itself.
In the search for a means to affordably and efliciently reproduce multiple copies of a work,
Europeans experimented with moveable type and woodblock printing in the mid-fifteenth
century. In Germany, at the hands of a blacksmith named Johannes Gutenberg, the modern
printing press blossomed. For a short period of time, Europeans also produced block-books
where each page was printed from a block of wood into which both text and image had been
carved.

By the end of the century, these two mutually compatible forms of relief printing were
combined. While the text was printed with movable type, images were produced from wood-
blocks, uniting the strengths of each method in the production of a single illustrated book.
Because both the type and the woodblock had raised surfaces, they could be positioned in the
same frame, inked, and printed simultaneously. Illustrations were thus fully integrated into

Woodblock printing was used in China and Japan as early as the ninth
century. In the thirteenth century, medieval trade routes though the
Islamic world eventually brought the technique to Europe. Woodblock
printing is a type of relief printing, meaning that, much like a stamp,
negative space is carved away to reveal the design or image that will be
transferred from the block of wood to the paper when inked.




The Bible (London: Robert Barker, 1612)




Federici Commandini
(1509-1575), Federici
Commandini Urbinatis
liber de centro gravitatis
solidorum (Bononiae: ex
officina Alexandri Benacii,
1565). One of the many
woodcut diagrams Federici
Commandini used to
illustrate his treatise on
calculating the center of
gravity in 1565.

both the layout and flow of the text, seamlessly melding the graphic with the typographic.
Because the lines of a woodcut must be sufficiently broad to sustain the pressure of the printing
press as the block is printed, woodcuts typically lack detail and shading and have a broad
outline appearance. Nonetheless, many of the illustrated books produced during the first two
centuries of printing remain among the finest examples of the form ever produced because of
their fluidity between word and image.

During these formative years of printing, illustrations were used primarily to instruct. The
so-called Breeches or Geneva Bible, for example, was filled with material of a didactic nature—
cross-references, introductions, printer’s notes, marginal glosses, indices, and many illustrations
such as the map of the Holy Land at the introduction of
the New Testament. Renaissance scholars of the human-
ities and sciences also relied on the instructive nature
of woodcuts to enhance works as diverse as Federici
Commandini’s study of the center of gravity from 1565
and Francesco Sansovino’s edition of Dante, originally
printed by the Sessa family of Venice in 1564 and
republished in 1578 and 1596.

Woodblock printing was gradually supplanted by
other technologies that allowed for more gradation
of tone and precision of detail. Yet the form survived
and prospered in the world of print and graphic art.
In the mid-nineteenth century, Japanese prints came
into vogue among Modernist painters as the form’s

unmodulated, flat planes appealed to the aesthetic
values of abstraction and primitivism. By the next
century, book designers and illustrators had returned
consciously to the form precisely because of these
visually distinct characteristics.

The twentieth-century graphic novels of Lynd Ward
epitomize the enduring power and communicative
capacity of traditional woodblocks. Ward was the first
American to publish an entirely textless novel in wood-

cuts, inspiring the graphic novel tradition that flourished
in America during the 1930s and 1940s. Gods’ Man
from 1929 is the first of six woodcut novels published
by Ward between 1929 and 1937. Aesthetically, the
woodcuts show a clear Art Deco and Expressionist influence in their use of dramatic, evocative

contours and shading. The novel tells the cautionary story of a young painter from the country
who is seduced and ultimately ruined by the money and corruption of urban life. He eventually
rediscovers himself with the help of a woman he meets upon his return to the countryside. The
physical form, a book composed entirely from woodblocks, also harkens back to the block-
books of fifteenth-century Europe.

Whereas woodblock printing lent itself to a dramatically contrasted and graphic aesthetic,
the intaglio printing process, which was developed in Europe shortly after, allowed for sophis-
ticated shading and long tonal range. The process, particularly in its two most common

Lynd Ward (1905-1985), Gods”Man (New York: Jonathan Cape and Harrison Smith, Inc,
1930). The young artist who is the central character of this wordless novel looks at the
city from which he was expelled. Inset: cover. By permission of Robyn Ward Savage and
Wanda Wheedon Ward. Copyright estate of Lynd Ward.
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Giulio Casserio, De Vocis Auditusque Organis (Ferrara: Victorius Baldinus, 1600-01)
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Michel de Marolles, Tableaux du Temple des Muses (Paris: Antoine de Sommaville, 1655)
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manifestations, etching and engraving, reigned during the seventeenth century. The form con-
tinues to be popular with many illustrators and fine artists today, although the greater cost
of producing intaglio prints has often restricted their use to limited edition books. Unlike
woodblock prints, intaglio prints must be printed on a separate press and then tipped, or
glued, in with the text block. Thus, along with changes in the graphic character of illustration
came modifications in the typographic layout of illustrated books. The most common result of
this dual printing process was that text and illustration existed on separate pages.

Giulio Casserio’s critical work on the anatomy of the ear and throat marked a new era
in anatomic representation, and its publication in 1601 all but ended the use of woodcut to
illustrate medical treatises. The thirty-four full-page illustrations that accompany Casserio’s
text were done on copper plates and show a mastery of subject, detail, and printing techniques.
The book is rightly regarded as the most beautiful text ever published on the ear and throat
and as a masterpiece of book illustration.? The print of a human throat seems as fresh as the
day the printer rubbed away all but a few small spots of excess ink and pressed the plate onto
richly textured, hand-laid paper.

As shown by Abraham van Diepenbeeck’s stunning illustrations for the Zableaux du Temple
des Muses (1655), engraving was equally well suited for representing the beauty of the human
form for artistic and literary purposes as it was the scientific. The process is closer to drawing
than woodblock printing, resulting in more fluidity and variation of line. John Flaxman’s Dante
is a particularly fine example of the use of engraving to emphasize the simultaneous complexity
and simplicity of line.

Intaglio printing is the opposite of relief printing insomuch as what is actually transferred to
the printed page is that which is carved into the printing plate. In etching and engraving,
the two foremost types of intaglio, a metal plate is either incised with corrosive acid or
a v-spaded blade known as a graver. The plate is then inked and painstakingly wiped to
ensure that the ink is left only in the incisions. In order to successfully transfer the image,
the ink must be drawn out of the incisions by applying great pressure. The process requires
a great deal of skill and time, and the actual engraving was often done by a fine craftsman
executing the design of an artist. Plates were initially made of copper, but in the nineteenth
century engraving on steel became common in the commercial printing industry, the
harder surface accommodated larger print runs and greater detail.

An English sculptor and draftsman, Flaxman was commissioned in 1793 by the English
aristocrat Thomas Hope to illustrate Dante’s Divine Comedy.? These 110 line drawings were
engraved and sold by Tommaso Piroli and became well known and influential through this
wider distribution. Produced during the Romantic period, Flaxman’s illustrations are a model
of radical reductivism, yet they delight the viewer with their technical virtuosity and grace.
His subject matter tends toward Gothic grandeur but is rendered in a minimalist manner
reminiscent of ancient Greek red figure pottery. The background is almost non-existent, and
the figures themselves appear flat on the surface of the page. The result of Flaxman’s immediacy
and simplicity of line is a quality of print similar to an artist’s sketch.
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As Europe transitioned from the Romantic to the Victorian age, increasing literacy rates
and technological advancements spurred a revolution in book illustration. The introduction
of cheap wood-pulp paper, the invention of the steam-powered press, and the development of
stereo and electrotyping to replace moveable type not only redefined the printing industry but
also drove the demand for cheap and fast illustration techniques to new proportions. Wood
soon became the engraving was the preferred medium of many illustrators, although engraving
on steel rather than copper plates was also popular. Combined the affordability of relief printing
with the precision of intaglio, wood engraving was physically resilient enough to withstand

John Flaxman (1755-
1826), illustration for
La Divina Comedia
di Dante Alighieri
(1802). Flaxman
shows infants

being snatched

by the teeth of
death. According to
Purgatorio Canto 7,
which this engraving
accompanies, the
innocent babes who
died prior to being
baptized were Virgil's
companions in
Limbo.



the larger print runs now needed to meet the needs of the growing literate population. By
the 1850s, the transfer of an image from paper to block could be facilitated by photography,
further lowering the cost of production and increasing the availability of illustrated newspapers,
magazines and books.? The application of photography to the production of printing plates
and blocks is known generally as photomechanical reproduction, and the introduction of
several such processes in the second half of the nineteenth century, particularly the halftone,
supplanted wood engraving entirely in commercial illustration by the 1880s.>

The large scale and highly commercial production of wood engravings meant that most
artists did not engrave their own designs but relied on wood engravers to execute their drawings.
The famed French illustrator Gustave Doré had the habit of working on his drawings in the
morning and then, after lunch, visiting the various engraving shops of Paris, all of which he
kept busy as his work was in such demand.® Doré’s artistic process was largely spontaneous
and, during his short life, he completed a prolific number of works, many illustrating literary
texts. In these books, of which Samuel Taylor Coleridge’s 7he Rime of the Ancient Mariner is an
excellent example, Doré blended the details of the narrative with those of his own unbridled
imagination, in this case, fully visualizing the gloomy and supernatural world depicted in
Coleridge’s poem and contributing much to its popularity during the nineteenth century.

The introduction of lithography in the early nineteenth century broadened the possi-
bility of color illustration. Black-and-white lithographs, with their soft lines and richly textured
surfaces, were well suited to hand tinting with watercolor, a practice that was used to augment
illustrations in various ornithological, botanical, children’s, and other books of the period.”
Printers also experimented with using numerous lithographic stones, each inked in a different
color, to directly produce color illustrations, or chromolithographs. Chromolithography was
technically a much easier process than printing from numerous engravings or woodblocks, as
had been tried in the past.

Wood engraving was invented in the 1790s by ornithologist Thomas Bewick as an improved
means of illustrating his bird books. As its name implies, wood-engraving is a hybrid of
woodblock printing and engraving. The image is carved in the end grain of boxwood using
burins and other engraving tools.

Opposite page: Gustave Doré (1832-1883), illustration for Samuel Taylor Coleridge, The Rime of the Ancient Mariner, (New York: Harper and Brothers, 1888).
Doré depicted goblin-like faces on the crests of each wave in the churning sea making a macabre accompaniment to Coleridge’s poem.

I looked upon the rotting sea,

And drew my eyes away.

Page 8.



John Gould, A Monograph of the Trochilidae: Or Family of Humming Birds, pt. 22 (1861). Gould came into contact
with John James Audubon’s work when he was an ornithologist and curator at the prestigious Zoological Society
of London. Profoundly influenced by Audubon’s naturalistic fine-art illustrations, Gould used a similar technique to
present his most beloved subject, the hummingbird. The hand-colored lithograph convincingly captures a sense
of the bird's natural iridescence.

In the case of natural history books, both lithography and chromolithography were used
contemporaneously. Color was essential to identifying species and, as the naturalist movement
took root, the demand for accurate and vividly colored images grew.® John Gould in England
and John James Audubon in the United States standardized the practice of studying living
animals in their natural habitats, and their books, in turn, established a standard of excellence
for color reproduction. In Gould’s A Monograph of the Trochilidae, which was issued in twenty-
five parts beginning in 1849, images were produced using lithography and then hand colored.
The double elephant folio edition of Audubon’s Birds of America, which was issued from
1858 to 1860, utilized chromolithography. In both books, the oversized format, naturalistic
surroundings, and vivid colors of the birds contribute to the success of their life-like appearance.

Just as the status and nature of illustration developed alongside
technological advancements, so too did it respond to changes

in contemporary ideology. Social trends exerted considerable
force on the type of books being published as well as the
role of illustration within those books. The popularization
of chromolithography coincided with a Gothic revival
in Europe and designers such as Owen Jones and
Noel Humphreys capitalized on the market by
designing and producing gift books that imitated
illuminated manuscripts.” An architect and
historian of ornamentation by training, Jones
pushed the technical boundaries of the form.
His version of Grays Elegy produced in
1846 has elaborate floral borders of
primary colors and gold surrounding
text rendered in a Gothic script. A
deeply embossed leather bind-
ing alludes to the carved wood
covers of the book’s ancestors.

Front cover of Gray’s Elegy, designed and illuminated by Owen Jones
(London: Longman, 1846). While giving an appearance of being hand
crafted, this binding, known as relievo, was actually machine manufactured. Using
a patented process, the leather covers were embossed and blind-stamped with a steam-
driven press and then affixed to several layers of board.
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Lithography is a method of print-
ing from the surface of a lime-
stone block. Unlike relief printing
and intaglio, lithography is a type
of surface printing or planotype,
meaning it does not involve any
incisions or raised surfaces. The
lithographer inks a dampened
stone that has been drawn on
with a greasy crayon. Repelled
by the water and attracted to the
grease, the ink faithfully adheres
only to what the lithographer
has drawn.

Reacting to the mass production and commercialization of illustrated books, publishers
and artists consciously sought opportunities to revive the fine art and craft of printing and
illustration. These efforts manifested themselves in different countries under different names—
the private press movement in England, led by William Morris’s Kelmscott Press, and the
livre d'artiste movement in France being the two most obvious examples. Both eschewed the
photomechanical processes then in common use for producing text and image and favored
instead the use of traditional illustration methods and a more direct relationship between
artists, craftsmen, and publishers. Etching, in particular, saw a revival in these circles. The
anonymous edition of Paul Verlaine’s poems published in the early twentieth century is an
excellent example. Produced on high quality Arches paper in a limited print run of 122 copies,
the etchings are of sensuous subjects, articulated in rich tonal shades.

The private press and livre dartiste movements are the progenitors of today’s flourishing
book arts—the fine press and artists’ books movements. Fine press books promote the
traditional crafts of book production—typically letterpress printing combined with intaglio,
woodcut, and other handmade illustrations. The movement privileges beautiful books, high-
quality printing, and the craft of traditional production methods. Paper, printing, and binding
are equally considered and well executed in a fine press book. Artists’ books, essentially defined
as books intended as works of art and produced with a high degree of direct input from an
artist, have more commonly bridged the gap between trade books and fine printing, as they
are equally nimble at using traditional and commercial processes to achieve artistic, ironic, or
subversive effects in the production of books.

In 1946, Marcel Duchamp utilized halftone printing for the cover of Andre Breton’s
Young Cherry Trees Secured Against Hares, but he produced the image using such a large screen,
or low resolution, that the optical illusion of continuous tone inherent in halftone printing
is intentionally destroyed and the production process revealed. Duchamp’s subversion of the
visual intent of the halftone process is in keeping with the subversive nature of Dada and
surrealism, art movements with which he was closely associated.

A portrait of a woman by an unidentified artist, from Paul Verlaine, Femmes (early twentieth century).
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The second generation of Abstract Expressionists oper-
ating in New York took a particular interest in silkscreen
illustration, in part because the medium supported their efforts
to undermine the elitism of traditional fine art practices.'® The
inexpensive and straightforward process of silkscreening was
imported from Japan to the United States in the 1880s and
was associated with commercial art throughout the twentieth
century. In 1960, a group of four second-generation Abstract
Expressionists collaborated with four leading New York School
poets to create The Poems. Each book of the four-volume set
contains five original color silkscreen prints. Typical of the
Abstract Expressionist style, the prints feature broad and gestural
brush stokes in expressive colors and active compositions. The
illustrations complement the mood and tone of their respective
texts impeccably, engendering a sense of mutual respect and
camaraderie between poet and artist.

Left: Michael Goldberg (1924-2007), print from Frank O'Hara, Odes (Tiber
Press, 1960). By permission of estate of Michael Goldberg. Copyright estate of
Michael Goldberg.

Right: Grace Hartigan (1922-2008), print from James Schuyler, Salute (New
York: Tiber Press, 1960). By permission of estate of Grace Hartigan. Copyright
estate of Grace Hartigan.

Opposite page: Alfred Leslie (b. 1927), print from Kenneth Koch, Permanently
(New York: Tiber Press, 1960). By permission of Alfred Leslie. Copyright Alfred
Leslie.

These three remarkable works are part of the four-volume set known
collectively as The Poems. Each of the artists were introduced to the technical
aspects of silkscreening in the studio of Floriano Vecchi, an accomplished
artist and printer who ran Tiber Press along with his business partner, Richard
Miller. In the case of “Ode on Necrophilia” (above left), poet Frank O'Hara and
artist Michael Goldberg worked alongside one another in the printshop to
arrive at both the text and image of the work."
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Carolyn Trant, from The Garden of Earthly Delights (Parvenu Press, 2003). By permission of Carolyn Trant. Copyright

Carolyn Trant.
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a joke of leaves and birds

Faces of innocence
and alabaster arses
we're all here

happy as blue jays
green as woodpeckers

Sharp as the point of flight
All is one is one and one is all

every mouth is wrong
and every mouth is right -

English book artist Carolyn Trant has produced numerous award-winning books under the imprint of her own
printing house, The Parvenu Press. Her unique and beautiful books are characterized by textured, high-quality
paper, colorful woodblock illustrations, and playful foldouts and bindings. To turn the pages of The Garden of
Earthly Delights is to embark on a path of discovery, as Trant keeps many of her most elaborate and brightly colored
illustration hidden under foldout flaps. Trant commissioned her close friend and fellow artist Judith Kazantzis to
write the poetry for The Garden of Earthly Delights. Kazantzis'words and Trant’s images interact, spilling out over the

long pages of the book.
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Silkscreening, otherwise known as screenprinting, is a variation of stencil printing. Designs
are made on a mesh screen so that when ink is pressed into it with a squeegee, certain areas
remain uninked. Detail from Alfred Leslie (b. 1927), print from Kenneth Koch, Permanently
(New York: Tiber Press, 1960). By permission of Alfred Leslie. Copyright Alfred Leslie.

In many ways, the multifarious history of book illustration can be compared to the histories
of other art forms. It began with the belief that images have an inherent power, underwent
numerous transformations in response to technology and culture, and resulted in some of
the most exquisite images ever created. However, the division between the illustrator and the
artist has always been a controversial one. Historically intertwined but distinct, the modern
book arts movement has further obfuscated the differences between these roles. Throughout
history, many illustrators have struggled for their work to be seen as fine art, only to have it
cast aside as “mere craft.” Today, fine artists seek to revive the craft of book production and
establish the medium as an enduring art form. Perhaps the more pertinent issue is not where
illustration stands in relation to the world of fine art, but rather what the fate of illustration will
be in the digital age. As books are replaced by e-books and Kindles, and libraries by Internet
search engines, the art of the book is under ever greater threat. On the one hand, digitization
will ultimately bring the greatest amount of information to the greatest number of people.
On the other hand, elements of the book will have to be sacrificed. No matter how accurately
the digital book appears on the screen, certain features of it remain completely unknown
to the reader.'” The difference between holding one of Noel Humphreys' bijou illuminated
manuscripts and flipping though one of Audubon’s folios will be entirely lost. What about the
almost imperceptible glean of a chromolithographed print? The sound of a turning page? The
feel of the paper? The odor? In the end, what digital books lack are all the sensory pleasures that
are meant to accompany them. Such a loss robs the book of everything which makes it art,
potentially obscuring one thousand years of creative production that, undoubtedly, tells us a
different story.
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The Proverbial Bestiary (Woolwich, Me.: TBW Books, 1982). Calligraphy by Rick Cusick and illustrations by Warren Chappell. By permission of Rick Cusick. Copyright Rick Cusick.
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The halftone process was perfected in the 1880s and makes use of a screen to break the
continuous tones of a photograph into a matrix of dots, each of which varies in size based
upon the density of the color it represents. A screen is introduced while creating the
negative, which is then printed on a metal plate treated with a bichromated gelatin, a light-
sensitive substance. Light passes through the dots of the negative, rendering those areas of
the gelatin insoluble and resistant to the acid that is used to etch the plate.
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With lokkes crulle as they were leyd in presse,
Of twenty yeer of age he was, I gesse.

Of his stature he was of evene lengthe,

And wonderly delyvere, and of greet strengthe,
And he hadde been somtyme in chyvachie

In Flaundres, in Artoys, and Pycardie,

And born hym weel, as of so litel space,

In hope to stonden in his lady grace.
Embrouded was he, as it were a meede

Al ful of fresshe floures, whyte and reede.
Syngynge he was, or floytynge, al the day;

He was as fressh as is the month of May.
Short was his gowne, with sleves longe and wyde,
Wel koude he sitte on hors and faire ryde.

He koude songes make and wel endite,

Juste and eek daunce, and weel purtreye and write,
So hoote he lovede that by nyghtertale

He sleep namoore than dooth a nyghtyngale.
Curteis he was, lowely, and servysable,

And carf biforn his fader at the table.

A Yeman hadde he and servantz namo

At that tyme, for hym liste ride S0,

And he was clad in cote and hood of grene.

A sheef of pecok arwes, bright and kene,
Under his belt he bar ful thriftily,

(Wel koude he dresse his takel yemanly:

His arwes drouped noght with fetheres lowe)
And in his hand he baar a myghty bowe.

A not heed hadde he, with a broun visage.

Of wodecraft wel koude he al the usage.

The Prologue to the Canterbury Tales, illustrated by Ronald King (Guildford, England: Circle Press Publications, 1978).
By permission of Ronald King. Copyright Ronald King.
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Back cover of
Parables of Our Lord,

designed and illuminated

by H. Noel (Henry Noel) Humphreys
(1810-1879), (New York: D. Appleton, 1848).
This papier-maché binding gives the effect of carved

ebony but is actually a molded form covered in black plaster.

In each corner a wreath encircles an angel, a lion, an eagle or an ox,

representing the Gospels of Matthew, Mark, John, and Luke.
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