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Love and Kisses Heart Bock, cprrugated cardboard version.

Love and Kisses Heart Book,pillow-bock version.

Love and Kisses Heart .Book . pillov-bock version, p. 2.

Iove and Kisses Heart Book accordlaq fold vers;on, ‘
maqe tte. )

Lowe and Kmses Heart Book: oorrucrated cardboard wall
piece. , . :

"“The F‘all of the S'pide,r Man,"

Canadian Wonder Tales, °

"'Ihe Passmg of Glooskap,’ Canadian Wonder Talés, p. 69.

"The Boy who was Called Th:.dc—head," Canadian Wonder
Tales, p. 166. P

Canadian Wonder Talds,

"The Chlldren with One Eye,"
p. 233. {

"The Sad Tale of Woodpecker ard Bluegay,"

Canadian
Wonder Tales, p. 123.

"The Boy‘who was Saved by 'Ihoi:ghts ," Canadian Wonder

Tales, p. 246. - \ - S
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\ * © 18l. "The Man from Labrador,” The Witch of the North, p. 32. 253
P 182. Proposed cover design for The Witch of the North., 254 ’ ‘
i ' ' < i ‘
’; 183. Cover design, The Witch of the North. . 255 .
: 184. As Harry continued his journey through the forest he is ,
b ' forced to crouch and crawl among briars abd brambles that b
, invade his path. (unpublished) 257 , A
. . 185. The castle of the Sleeping Beauty, overgrown with ivy. CE
: \ (unpublished) 258 .
‘ 186. Inside the tower bedroam of the Sleepmg Beauty. ' © % ;
(unpubllshed) . \ 259 -~ % .
5 187. The Loon's: Nedclace, the evolution of a page fmn i
{ dravings, linoleum cuts, collage’ ocnpos:.tlons and
R reference material almg to the final image, N
{ cover design . . ] , . .267 g
’ 188. title page _ L . " 268 3
i . - . , - o ' 3
: - 189. pages 10-11 i Lo .. 269 M
i ' 190. pages 14-15 , ‘ 270 o
{ ‘ C ;
v 191.. pages 2-3° " : - ' , .21
’ 192, pages 4-5 ' 272 g
: 193. pages 6-7 - L ' 213
' 194, pages 89 . k L \ 274
' 195. pages 16-17 . R 275
; ‘ 196. pages 12-13 | _ , L 276 )
. 197. pages 18-1%  ° , ' 277,
/. . , . |
198. pagés 20-21 ‘ : 278 ' -
199. 'pages 22-23 ' . o . 219, L
A _ : . : {
200. page 24 - v . | © 280
201. "egende du feu," from Bowanibrs d'eau Dowce. | - 283
202. "Imgend du monst:ce mari.n," from Boucaniers d'eau Douce. . 284
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203, "Legende des moutons'de Panurge " frem Boucaniers d'eau SR
. Dowce. - L , ' ‘ 285

S

204. Tamara Karsavina as ﬂle ballenna. | . ‘ 287

2\65: .k‘Vaslav Nijinsky in Petroudlka.. o ; - 288 .
© 206. ._The balle‘rina drawing by *Alexande:; Benois. - . 289
'207. Linoleun cut of the Ballerina and Petrouchka. , 290
208. Setting 2, Petrouchka's roan. o - 297 s

209. Sett:mg 3, The Moor' s, roam. , © . 298
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’ 210j. Sett:m; 4, we see, the old puppet master ccm:.ng to \ .
drag the straw—sb.lfﬁed puppet off the stage o Thy e 299 Cf

R 21%. Seven virgins transformed. Francesco Colonna,
; / Cos Hypnerotamachia Poliphili. Woodcut by
: . Béroalde de Verville. C : 1

212. Fire bag, Ojibway desidm. - Coero 303
213. Back cover deSLgn ‘ . . .b“ v ‘ 3é2
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primitive methods of transmitting ideas are found on materials such

- as bone, .stche, wood, horm, bark of trees, bronze and shells that

- were either ca.rve'd or scratched. It is not dlfflcult to imagire that

during the long nights, as people sat around a fire, storytellers or
J

shar;gn would talk tbelr pecple to sleep and the moverent of fllckerma

' llght created shadows on the walls. Perhaps these movu.ng shadws gave -

-
B
inn e SRS g SRR

man the ldea to go g

hides.of animals' (sh
Writing cam
Q

little is known abou

step further and create smular images from the
adow f.tguxes) to help explain and ne—tell stories.
e later in man's cnltural developnent, and very

t the early hlstory of the“ooo}c The ongm of

T AR - - o
R} " LN ° .
/ \,"
" N [ ‘é"::
' ' 'I -4;4‘:
‘ I @
; ' INTRODUCTION .
Leonardo da Vinci in his notebooks ,stated that perhaps the. 'j'
le\ flrSt plcture was anly a smgle lme which c1rcurscr1bed the shadcm
*’J of a man cast Ly the sun awall. It is possxble that palnters
/ used t’nJ.s techn:.que to transfer neah.ty into plastlc fom. Some of :
. “the earhest J_mages yof ammals and ceahetrlc patterns appeared in. t’ne ;
Magdelenian era’ perhaps thlrty to 51xty thbusand years ago. ‘Many 4

R

the word "book" is b=11eved to be cmnected w1th the name of beech tree "

: although the exact comection is not’ kncwn

In the develogment of the book, various writing materials' have
been used The. earliest known books were written on x'nood ,and later

waxed tablet.s, anerL l:Lnen ' leather and pardxment were Lﬁsedl 'Ihere

are the Sumerian clay tablets but these were not illustrated. For the;‘

. begimings. of the'illustrated bock we lock to Egypt,and ‘the oldest -
4, . o N ' ' \ e
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AN

i+ develogment of the papyrus scroll by the Egyptlans,/ the second was the

“

and it was only in the fourth century A.D. t, the codex becare the
" ’ , L . . ,/

daminant form. - , ‘

- /

fu;stoenturyAD , a new fomfofthebook appearedwmmwas}m/oénas

the codex. Fopr -may centunes roll and codex danpeted with e other,

Three :Lmovatlons helped the book to evolve / The first was the
/ R

:anentl.m of the parchment codex at ti'xe end of/ the first oentury.

relate to hand—made book. The third was’ the invention of moveab

.

type by Guténberg in ‘the . fifteenth cent which led to the cnaat.lo of

the pnnted book

&

12

For most of the exanples that I cite to reccnstruct the
beg:.mmg of bock 1llLBtrat1cn, I am indebted to Kurt Weitzmann's

refnarkable book on Illustratlm in Roll and Codex, and for matenal on

the prlnted book I am indebted to print hlstor:.an ‘William Ivins' books

It is not My purpose” in this thes:.s to mvestxgate the qeneral

deve}omment of children's books. .

R
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The style of ‘the draw-
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The oldest known illustrated Egyptian papyrus
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PART T OUILINE FOR THE DEVELOPMENT OF PIC;IOPIAL NARRATIVE

In-order to gain insight into picture books as we know them

The Hand-Made Book

(a)

it is necessary to go back to aicient times.

today ,

<

of the art of the bock, fine illustrations can be seen in the papyrus -

scrolls of ancient Eqypt.

4

scroll,

the Ramesseum Papyrus (fig. 2), dates back .to 1980 B.C.> Ttis

a ceremonial dramatic play, written for Pharach Sesostris I

Twelfth Dynasty on his accession to the throme.

ings is simple anduthe figures are not very much larger than the

hieroglyphs.
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The illustratig.ns Tun along the bottam of the scroll and the text is
predcmlnant v . ‘.

The most frequently J.llustrated rolls that have come, down to-
4

us were the Books of the Dead, which contalned prayers and descnptlms

of the experiences that awaited the spirit‘of the departed in the wor\%S
to come. ' Sare of these rolls were beautlfully de51gned and included
J.llustratlons that were fltted intb the wrltlng ocolums with the text
abowve or:belo«r. A fine example is. the Béok of the Dead of Hunefer (fig. 3)
in the British Museum," Londmn.’
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The literary campositions of Greete,and Rore were also .

written an papyrus rolls, but only fragments have survived because

the climate was not conducive to their preservation. In the Endoxus

- >

. Papyrus ‘Roll, for exanplé, we find that there is a relationship between \ ‘

the diagram and the, text, which usualJ‘Ly appears after the end of the
« &

passage, although each picture is placed within the writing colum at

different heights.
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: 5. Wax tablet book, Berlin .

rus scroll was a first step t:wards the modem
, displaced by a second. The second mven’,y tion,

first oentury 2.D., was a new form of the bock

called.the pardment codex This affi the art of illustraticn more

than the art of writing. The codex evolved in imitation lc(gf the waxed
wooden tablets used in ancient Rame, Egypt and Greece in the €ifth -

centu:cy B.C.5 and was known as "the book with many folded skins.6
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Many fine illuzstrat,ions ‘can be seen in the -fragmentary
codices of the Vatican Vergil, (fig. €) the.e4a‘rli&st known medieval
mangscm::pt found in thefou'rth’orqearly fi{fth century A:D., the 1fiad
(fig. 7) in the Ambrosiana in Milan, and the earliest Christian book

fragment of the Book of Genesis (fig. 8) in Viennat.7 From the earliest

"times, drawings and paintings were inserted with the text, and it was

a revolﬁtionaxy step to sepafate picture fram the text and to enlarge

" each picture to the size of a page. In the progression from transient

shadows to a permanent art-fom, technological innovation was necessary.
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Iliad, Ambrosiana, Cod. F 205, Inf. pict. XXXIV.

7.

—.a—u. - ' ) ‘. '; L we - .
O B P " '
-

. W _ o )
. ] - ir s e e o d




R e ey

g

— .a

m
o
i |
o 1
P
8 M
L

<
o
8
=
Q
7]
b
g
8
n
o

8.




e

1 mesm e AN PERNOWNT G A -

/
—

N . 7

A pa -
. In order to wnderstand and recms;:ruet the beginning of book

- illustration, archeological methods have been used. The first

archeologist to make a comection betweeh classical momuments and
illustrated books was Otto Jahn in a study sbout small relief tablets.®
‘Subsequently, Carl Robert found that monurents with cyclic J.llustratlons
parallel glassmal illustration. He also dealt w1t~h Bellenistic terra

'cotta bowls an&%halysed other classical mmmrents in terms of their

"belng reflectlons of 1llum.nated books, partlcula.rly Ranan frieze

sarcophagi . Further, the masks found on Panpeian frescoes and Raoman

¥
mosaics were considered by him to be ‘copies of title miniatures, wh.u:h

can.be found in the later Terence manusc:::ipts.9 3

ﬂg\egsiest way to read a story iri'pﬁictuixe language is- in thg
frieze form, where, scenes of a q'/cle and figures share a camon ground
line. Kurt We:Ltzmann has shown that before the invention of the codex,
book rolls were not 1llustrated by, continuous frlezes but rather by self-

cmtalned plctuzes :Lnserted mto single writing oolums as denmstratgd

in the Megarian bowl (fig. 9) and recans tructed manuscript model with
. :

three scenes from the Little Iliad.l0
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»
' o e In&/the developine;n;: of the relgtiorship betwéen literature and
| the representational arts, Kurt Weitzmann has distingtﬁéhed three stages:
Exe ggultaneous, the monoscenic and the cyclic methods . |

\ 'Ihe simultaneous method (fig. 10) used fran the archalc

period unt.11 the fifth century B.C. descnbes a smgle scene where

several actions take place at the same time. I)In the Spart-an C\_p fram ‘
(O 'the sixth century B.C. .whidl illustrates Odysseus' adven ture w1th the - ¢

Cyclgpes, the archaic artist shows three moments of the story in one

«single séene wi thout repeating any of the participants. 'In illustrating o .
Odysseus' adventures, qum is depicted sitting upright and h?old.'ing

éue legs of cne of Odysseus' ocxrpamons whan he has just devoured. RPN

Odysseus who stands in front of him offers th a cup of w:.ne, but\ the \ :

© e a (a1

giant cannot take the cup since he has no hand fnee Odysseus offers the

“ CoL drink w:Lth ane hand, but he 1s holdlng “the beam yhlch He, intends thrusting

w o ' into the g:Lant s eye with the other.ll .

L T

' 10 'The Smultaneous Method. Odysseus and Polyphemus. Paris, Bibl. Nat.

"

\ .
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In the monoscenic method (fig. 1), used from the £ifth

. ‘century!B.C. until the ”Hé‘llgnistic per%od, ‘one single action is

représented in a piﬂcture, as in the vase painting scene from the

bdyssey, illustrating Odysseus slaying the wooers. We find one iwooer
hit bgg an arrow, while Odyss\eufls aum.ng at one of t-hé two other

wooers. - What we see is a specific morent: of the fight represented by
' - 12' T

one single action within the boundaries of a scene.

. {
2
| e ' t
11. The Monoscenic Method. The'Killing of the Wocers, Berlin,, Mus. Scychos.
. o . N |
. : |
\ g . ) |
\‘,,
‘l .
[ i f ‘ . . ‘
P " »~ ,—-/
} g . : -
by
=" ~ ' ' °
| ) ’
: ‘ " ' .’/ .
, i . s - . m J‘




, r
: , : 16
¢ n ’ ‘ 4 ’; ) \ 3
% . N The cyclic method, which appears in fully developed form in
’ the Hellenistic per:.od, is rendered by a series of -consecutive
~ campositions with separate and centered actions, J:epeatmg the actors
v ~in ‘each scene. In this method, the image can be closely related
to the. literary source, as the eye mowes from ane colum of writing to
’ o another, fram one picture o the next, and the beholder visualizes in
: x 3 h.'LS mind the changes which tock place between the consesutlve scenes.
& ' X
2 - A group .of monuments, the so-called terra cotta cups (figs. 12 and 13) '
* for the first time shows this method of consecutive soenes.13 ‘
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/" Other exanples which show the begimning of the cycllc methed

can be seen in the Deeds of Heracles and 'Iheseus

T

14.. The Deeds of Heracles, end of 5 c. B.C. Berlin , Mus. Pmphora.\

. N

S In the relief Amphora in Berlm, 'Ihe Deeds of H&racles (flg. l4) art
lined up in a fr:l.eze form: the Nemean L].Ol'l, -the Stymphalian BJ.rds the
Golden Apples of t-;he Hespendes the Cerynitian Hind, the Cerberus, and

the Lernasan Hydra:. Fram a formal viewpoint, each single deed ocnstltnt:es

Several scenes describing the Fifth Labour of Heracles.
Cup. Paris, Lowre. . .
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In the contents of Theseus (fig. 16), as illustrated in a Roman mosaic

fran Salzburg

the Ariadne epistde alme is rendered in four consecutive

’

Ariadne gives Theseus a clue to find the way through the -

.

Theseus battles with the Minotaur; Theseus and Ariadne board

~

.
r

>
th

.

scenes
lab

and finally Ariadne finds herself forsaken.™
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thist. Mus. Mosaic.

Theseus and Ariadne. Viema, Kﬁns
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A number of formal prablems canfrgnted the artlst whén distri-

butmg scenes in a m:.matu::e whlch fox:med a cycle. Kurt Weitzmann
N\~ !
has_ dxst:gql guished four stag% In the firststage, scene may follm

NGRS SN oy ety g
-

-

éeme{‘wi ta d_un.smn. In Ehe second stage, pictures ‘in a cycle /

o —

Vot el

C o are Qistriputed into a decorative system. In the third stage the
| P schbe leaves an open space in the colum whenever he wants the
S N o . a palnter to have.a pf;t:ure J;Jlmserted. in thlﬁstage, the artist cannot -
* . xelate the plctures, and 1t results in irregular spacing,, although . K

f E \there ig the ﬁvantage of enjoy;mg the text and image at the same :

¥

7 )L& 'ti.me The fourth stage Ueads /éo cmplete«distintegration where each

r

ks i : N

scene is isclated, fa{.hnq back into the monoscemc ‘method. X . ' . v

LN
e
;:

P
e

- ' ] ' 'For many centuries, roll and ccdex conpeted with each other,
and 1t was only in the fourth century that it became the danmant
m .1 . fonn With the squa.te format of the codex, the flat pa.mhma).t sheet \

Sk &;@S"“ .

i
:\-.-Mv"f"ra‘i -y e
.
-
~
]
-

could take the appllcatlon of. thick layers of'/pa.mt, and it also

1

R

s 2 20 o b R A
R

- i . . '
h o - allowed the‘é_r;ist to fill the pade, with several wn'.tinq colums. The
roﬂ)rtmn of a a pﬂmSpued the pami:e)i to adjust the format - R N

)

L Of the plcture and tb 1solate or enlarge a single scene. " “ - ,

v ey
>

a P

~

y v
’Jhe follcwmg dev.Lces helped the artlst to J.ncxease the i

Ay

. . » «Jdmportance of the mm:Lature frame, backgrmmd, decorative frames and

s s o LA g,
v N
~—

\'\‘ bordérl:l.nes fllln.ng in of a:.eas inside the frame Wlth landscape and oy 1

] sky, scerES _under a:ccgmes, the frcntlsplece saretimes containing the

&
author 5 por}:ra:gt, dédlcatlm p:Lct:m:es, column pictures, full-pace

P u ' . . Cy,
' picture, marginal illustration and commentary illustratiorx.]'-7 ‘

[
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\/} The development of the frame was the first stei: to isolate

LY

P

a scexe frcm the t:ex\;‘and give it a panel-].l.ke appearance. This can be

seen in the Milan Iliad (fig. 17) the earliest ex.15tant codex
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' 17. The hrbros.lan Iliad, Hecuba and ’]hreg Trojan Women: Hector, Paris
- . ki and Helen. ‘Milan, Ambrosiana Lib. Ms. F . 205. inf. Plc. 25.
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'Jf’an artist used a frame (fig. 18), care hadhto be taken to bhalance .
{
/ i
4 4
J'{: 2T YT AL ~(w-.:x Aw—;w EN&:‘! A&vrpw'xu . |
vu sw,\.&utcnhotcgw.uvcsuuuca::"hp.s.f
l“ .
!
4
3
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. o it
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2 4
18. Hunting with Dogs Vemce, Marciana. Cod gr 479, Fol. 20. 5
. ‘ ~ 5
and in ture ‘decorative frames and borderlmes were ated (flg 19) :
»
" * . « - 3
X -

(TOrFACIT INMOrTiay uentT €1
me-umumum- €cdecaudi coopert cwr:’gz.
' ﬁw uTnontdquy—ir deit Syl UeITf ' '

-19. Lion. Bemne, City, Lib. Cod. 318. Fol. 7.
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The next step was the filling in of the background area inside
the frame with landscape and sky. This already occurs in the Itala
4 . N “ S
fragment fram Quedlinburg (fig. 20), where the sky contains a pink
strip and at sunset gradusly turris into a cool blwe. - ' . '
p e
1
4
A
1
. 4
20. Quedlinburg Itala. Berlin, Staatbibliothek, Cod. Theol.
lat. fol. 485. fol. IT .. Samel and Saul.
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In fﬁne a more omamantal badcground was used, instead of

-

landscape as seen in medieval art (fig. 21) \ .
N -
f\;h\\n '
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i ehamamedrmm buitum,
e N l | debgnomlagnum wmunbe. r 3 2
¢ Tunum ue’dmelxpoun dabis & N
: neheffea:. opodagram, - ! S
- erba axmedriofm - ISRV
;,i ’ mollumo redada. mﬂﬂ' 2 .
mhda pha N\
i ferpermiunor: »_ N\ ‘
F mdurmpnmrmn usy .
2 ) moﬂ:mmmmtdadumumour 7
: weriporindam. oméuenenum '
{ 1) exbeasmelleefine depaEncf; -
a:rpoundm"azmumg,fdmn .
Py .. M m*arummu-
j Nomen whulherbetimda. fierargyn.am pristerem redads t
. - Lo,
t 21. Carteliaf London., Brit. Mus. Cod. Sloane'1975.
fol. 217,
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Besides frame and background the artist also used scenes

THY

v ) ' ;
under arches which were organized and lined up in superimposed - .

rows {fig. 22).
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.Te frontispiece which contained the author'é portfait

(fig. 23) or dedication picture (the author or scribe dedicated the

book to a dignitary, divinity, or saint), stimulated the addition|of
an.arch or a'frame around the picture, giving it a mondmental

character, as can be seen in the Gospels\of St. Augustine (fig. 24).
If 'the figural%conpqsitim fram the arch is freed and in’serbed into

a writing colum, it fits spatially into the text.
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23 The Camedies of Terence, Portrait of the Author.
Vatican. Lib. Apostolica, Ms, lat. 3868, £. 2.
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24. The Gospel Book of S{ Augustine, St. Luke, frontlsplece
Cambridge, Corpus Christi College LJbrary, Ms, 286. £.' 129v.
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) i It was a revolutionary step to separate the picture from the A
? text, ‘and to enlarge each picture to the size of awhole page. The
:; * o ‘ ‘ ¢
i artistic transformation of colum picture to full-page miniature, is '
§ not confined to the enlargement of figure scale. The transition fram
: a simple papyrus illustration (fig. 26), to codex miniature is seen’in

the Milan Iliad (fig. 25). ‘ ‘ o :

FRCENSSPTU IR RTE ™ | s

¢
3 < 25. Aphrodite before Zeus. Milan, Ambfosiana. Cod. ‘F. 205 inf., :
y Pict. XIX. - . -
; ' ) N
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K In the second cemtm:y Ponahoe papyrus (fig. 26), the individual’
figures that are lined up, void of background, reflect the same system
as in the Milan Tliad (fig. 25). The only addition is the frame

/

In the Qtndlinberg'Itala (fig. 27) the sceres are not X

° 4
giving it a panel-like appearance. \

interspersed in colums of the text, but the four scenes are united in

)

“ene full-page miniature.
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7. Quedlinburg Itala: Samel and Sau}. Berlin, Staatbiblioﬂ\dc,
Cod. Theol. lat. fol. 48 fol. II™. ) oy
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28. e Paris Psalter, Crossing of the Red Sea. Paris, Bib. Nat.,

MsN\gr. 139, £. 419v.
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The colum picture could be enlarged by cutting 2 scene in two
: - - halves and placing ane part above\ the other as seen in the Paris Psalter,
-~ " (,/ M \., ;
? - Crossing of the Fd Sea (fig. 28). ' - -
] If the artist wanted to give the narrative scene the monu—
- o il :A?a'
‘ « mentality of the frontispiece, the same figure s&é& was adopted filling
the page (fig. 29). ' " '
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Another*way of converting the colurr{ miniature.'to a full-page
- 3

- one was by filling the area with ornamental features such as a framing:
. .

arch (fig. 30). - s > : “ . ]
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Ccnmentaxy illustrations were placed next to the camentary

text as seen in the Elements of E\uclld (fig. 32). .
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. 12 y .
P * During the early Christian era until the end of the fifteenth

century t{xe illuninated manuscript daminates. Several manuals abouf
) . ' . ’
illuminating and painting were written by medieval artists, but they do

‘not discuss the creatiwve process. Fiqures 33, 34 and '35 shcw illumi~

! nators at work. One manual is the Il libre dell'arte by Cennine d‘'Andrea
Cermini frcm the fourteenth and flfteenth centur:.es ’i‘ne anonymous '

fourteenth century author of 'che De arte 111umand1 wntes lovingly ahout

h:.s Work: ' ' <

“ P:essi.ng the colours from flowers on an early moming in May
or June, with special devices and the most delicate sieve, so
that the splendor of natures own raiment could pass directly on
to be pressed an to e might say the 1llumnated page.
\
i ! , h The scribe, a man or saretJ.mes a wa'\an illulmnator, 1n a

nrmas?ic scriptoria, produoed the most perfect exanple of t‘ne book where ’

, . the pacges can ‘be stuched for porportion, decoration, spéclng, colour and

% illustration. The subjects treated in illuminated manuscripts were

mainly liturgical, codices of the Bible, theological or secular works.
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De civitate Dei of Augustine, ca. 1140

Prague, University Library, ¥s. Kap. &. X1, fol. 133 ro.

A Distracted Illuminator.
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An Illuninator Invelved in his Work. Iegendary, 12th c.
Formerly in Sigmaringen, Hofbibliothek, Ms. 9. fol. 244 ro.
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Celtic illumination which began at ‘the end of the fifth

.

century in Irish monasteries disregarded- \realism,. becausel “(they were
influenced by Pagan laws that forbade the copying of the works of the
Almighty Creator"® and therefore showed rich ’ornargntal decoratien.”
As‘can be seen in the Bock of Kells (fig. 36), written during 806—813',
the Bock of Durrow (fig. 37) ,-written in the sixth or seventh

centuries and the Northumbrian Lmd.lsfa.me Gospels (fig. 38) written in
687, the colour range in these works axe‘deiicate, usiné ‘red, yellow, ’
black, green-viclet and brown. The various Gospels have whcle pages with
caxpet-l:.ke designs and omarent used as a frarre to ehclose a full page
flgu:ce Only when the Irish artJ.sts developed the.lr ornamentalized bock

art, did certain forms like trg-z headpiece and initials spzead into the
writing ccluun to mingle with it.

In the bnelfth century Winchester Bible .
(flg. 39) thq lnlt.lals stretch the 1ength of the whole pace.
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The Bock of Kells, The Chi-Rho Menogram. Dublin, Trinity College Library

Ms. 58 (A.I.6), f. 4.
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p: During the Middle Agef a r‘u'nber of wanan amais—alsmmpled

and portray® sacred synbols‘ and painted the margins of bocks. In the
sixth century the waman scribe Radegonde, at Poitiers and in the

fourteenth century Sister Giovama Petroni at Siene directed ‘canvents

fomded with the specific intent of training woman copyist and

As seen in the manuscript Psalter (fig. 40), the initial 0 is
crfated with a tail made fram the image of a young girl who swings on the
1etter.“. The y;oung girl is Claricia,‘ a Roman art;ist who sil;ned her name. /
Her hair is done in pigtails, therefore, she is no mm.2' Figure 41 \.\)' ' |
éhows 'Marcia, an artist, paint a self-portrait with-the aid of a mirror. |
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oo / . The Beatus Apocalypse’ (figs. 42-44), the Spanish m!tanesqm .
. ) mamscnpt, ‘l:hough let’&red by a pn.esi: was 1llustramd in. pa.rt and .

A

sxgnedbyE:mth?S A.D. pmmxmmxmmm( (mﬂewmazpamter ’
and, servan | orfincagd) .22 " he pages of this manuscript.are filled with ‘*
angels, colourful dragons-, dancns, animals an%samts while the

£

opening pages are painted across. both pages disregarding thé fold in  °
the center. From these illuninations it is difficult to tell if the *

wox:kwaspamtedbyamanorawunanasthearusts relledoncopylng
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- 44. Christ in Majesty . The Gercna Beatus of 975, Gerona Cathedral,
‘ ,'Ms. 7: fol. 2r. . ,
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.One of the mostr remarkable abbesses, the mystic St. Hildegard .

of Bingen (1098-1179) created a bock of visions, the Scivias (figs. 45~
B
49). 1In this bock she reveals her visians: , )

I had been canscious from earliest girlhood of a power of in-
: sight, and visions of hidden and wonderful things, ever since
v the age of five years, then and eler since. But I did not
mentioni it save to a few religious persons who followed the
like cbservances with myself; I kept it hidden by silence .
until God in His grace willed to have it made mapifest....
L It was in my forty-third year, when I was trembling in fearful
M anticipation of a celestial vision, that I beheld a great
’ brightness through which a woice fram heaven addressed me: .
: . "O fragile child of earth, ash of ashes, dust of dust, express
} : A and write that which thou seest and hearest. Thou art timid,
timid in speech, artless in.explaining, unleamed in writing,
but express and write not according to art but according to
natural ability, not under the guidance of human cghposition

- *®
o= AT IR PTTISYTA E 7 E

= * but wder the guidancg,of that which thou seest and hearest in
. God's heaven dowe...
> '

S ~ St. Hild%gard's illurinations are expressed by stars, moon, sun, ;
: o , ‘ i
f ‘ flaring spheres all struggling against darkness which is filled with i
P / dsng:(ns, dragons and monsters. LT . o
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. 85, Contemporary manuscript of the Scivias.
"Hessische Landesbibliothek, Wiesbaden, f£.I.
ST St.. Hildegarde of Bingen receiving a vision
b} R ,in the. form of "a great flashlof light from
o 3 " heaven," prepares to record her revelations
on a wax tablet with a stylus, while a monk
waits to meke a pardment copy.
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egg-shaped and consisting
of flames. F. 1l4r.

centric layers of atmos-
phere, the middle two

Hildegarde's view of the
. Universe: the earth, a
\. gphere at the center,
ogal, the cuter-most

. surrounded by fdtur con-
.Choir of angels. F. 38r. \
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The French illuminations from the fourteenth and fifteenth

s

Lo 2

. centuries are most famous for their lavish illuminatione of the Books
of'Hou'rs. In the Middie.,Ages, Hours indicated portions of the day that
were set aside for religious duties.’ The Books of Hours, personal

prayerbocks, were used for the recital Of certain prayers at specific

A

times at hame or at church. The decorations of these bocks were pr.le—

pé.redbyéscribe whowroté ’textandﬁxearti’stwmpaintedﬂ\e ‘

borders and the pictures.” Sawetimes these vere supplied by different
" artists. The bssic elements vere the initial, the miniature and the

border. The initials were either decorative (fig. 50) Filled with

interlaced folidge or historiated (fig. 51) smail pictures instead of
/ . ' .
H ormament appear. The borders surround the miniature and frequently the
v;hole page (fig. 52). A famous specimen is the Book of Hours for the

. . N

Duke de Berry (figs..53, 54).
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Winchester (?). mid-twelfth century
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55, The Divine Comedy. Florence, Laurent. Lib. Ms. Tempi I, fol;er.‘

-
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4

- ‘ This il_lun.i'.natim,"the opening page fram Dante Alighieri's

Divine Camedy shows succegsive ‘actiorrs;ﬁas if they happened!simultaneously.
. ! ’ ¥
The four episodes’from the Fz.rst Canto are: -'Ihe'nprrﬁng su141 illuminates

N * . R . .Q\tv'z’ ‘ *
1 . . the hill which the poet has reached after leaving the wood; he meets the

i "

lion and the leopard; Virgil cames to help Dante as he is retreating
* from the wolf; and Virgil leads Dante away. o .
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- U s
_‘:Hlmcbakartdlfﬁersfmﬂeartpfcmstendan o
. (Byzantine, Ca.roimglan, Rauanesque, Gothic, lhnalssance) in style and ° . '
; G moths. Islanlc work, confined mainly to t’re penod follcmng the . .
- ‘ dmnfall of Oonstanmople, Was denved f.rcm co.mtngwhere the P \ a
., Moslems ruled, nanely, Syna, Armem.a, Pers:.a, Egypt and later. IndJ.a. - . ,
‘ ' T Gna.ractens\:lcﬁeatu:esofzsrabpamtirx;a:e&aestrmgsense ' ' %
-'-\, " . - of oargos:.tldn, whexg the various parte. are grouped simply, ladu.ng a. " é
o fram.ngdevioe (£ig. 56). ‘The colours are bold ands the art.lsts'useof L %‘
e ‘ space is dlfferent./ Human figures: shapless, which xepresent types “ ii
t T Wad not 1nd1v1c1ual persons. The animal J.llustratlons in, ‘ﬂwe Kal:.la and ‘ ‘
o ! Dnnna manuscript axe arranged in a simple, bal‘anoed catpos1tlon. These i 1
’ anmalshaveanamralaﬁdhfe-—lﬂaelod( S‘\ P
‘} oo T In Arab. Palntl_ng mcha.rd Ettlnghmlse.n stated that \several o
e influences affected the develogrent of ma.m:scnpt painting {n ‘the Areb |
S | 5 world Nanely, the Sh_'L—J.t:e passion plays,’ the puppet theatte and. the. |
e w o shadow plays show an’influence an book J.llg(ﬁtrat.lcn_.24 The' Ka\pla and
N \ ~ Dlmna manuscnpt (fig, S6), betrays the influence of the Turkish karagoz ¢
- T " figures where the group of flgures, dramatic ‘gestures, the plant in the ’
Y ¢ I . csntzrampemhir&shada@laysandseanlﬂcesetpleoesusedmz o
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TR scientific knowledge necessary for the autamatic machines.
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. 'Ihe 1llunmat1cn of " The Elephant Clock » fram Mook of the

4 Knowledge of Mechanlcal Devices (flg. 57), a technical treatlse on

’

* mechanical -ccr,xtr:.vances, written in 1206 by al-Jazari reveals the
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57. Book of the Krmrledge of Mechanical Devices of al-Jazar:. The '
.. - Elephant Clock. Prcbably Syria,. 1315 . 57.51. 23, Metropolitan .
o MuseunofArt,NewYoﬁc. ~ .
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) ‘ In The Wonders of Creation: The Ard'xangelaIsi'af.j.l . (fig. 58) .
‘ and The Mn.\aculous Rescue ofpthe Stranded Voyager (fig.-59), Irag, the
latter'scene ramnds us of the sailor’s tale that appea&'s in the - i
\ ‘
1 " voyage of ﬁy\bad in the Arabian Nights. : 1
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.58. The chders of Cr.‘eat_lon of al—Qazwini: The Archmgel Israfil.
. Probably Iraq, c. 1370-1380. Freer Gallery of Art, Washington, D.C.
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59. The Wonders of Creation of al-Qazwini:
Stranded Voyager. wWasit (Irag), 1280.
Bayerische Staatsbiblitotek, Munich.
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5 * ) Many beautiful Amenian miniatures (Gospel, of Rabula, . 586 A.D.) ) ]
’j ' date back to theé sixth centuzy The majority of these manuscripts are .« 1
; “ (ioépel'f;ooks (figs. 60, 61) where the source of inspiration for not\:l.\f‘s ‘ - -

were pagan, relat.mg to the cult of the sun, of water agd the Tree of
Life. The scenes re‘fer “to the ﬂmeatre the circus andi:he hunt Formal
chara.cterlstlcs reveal few figures, an absenoe of badcgromd arch:.tecture, ]

. " landscape, and a J,mwd range of colours with gold negated. The - ‘f‘ . ?
figures show- expre?ss:.ve gesuzres and faces with smple omanental motifs, - ,

13
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Characteristic of the Persian miniature are the use of - . .

sensual colours, pattemns, foms and harmonies. Usually, figures' and -

trees are rendered natur%hstlcally, wm‘re flat surfaces of bui\i.dmgs . " .
‘ and backgrounds are given an abstract treatment, Perspective is not '
'ﬁ . .meant to imitate cbjective reality. ' The subjects reflect Persian poetry,
_— ' associating the girls face with the moon, the night éky and the enclosed
' enchanmd garﬂen, a setting for love. (ne camon form was the sub~

' dJ.VlSlm of an illustration mto a nunber of rectangles creatn_ng an

g -
dbstract gearetrical plan (figs. 62, 63). __— ¢ ’
\ LS . "" .
‘ As rgpresentatimal art, especially the human figqure, was banned f

from the Koran, the art of calligraphy developed. Fragments of the earliest

.
- .i'\“s}% . P

lgmks have something in cammon with the Hiberno-Northumbrian schoo];, L ;1

. Whlch preceded the pure decoration reminiscent of the Bcggk of Durrow.

. The best decorations and calligraphy were produced .for ‘the Koran (figs. 64,
6§) as the best killuséatj/ons were of the Bible in the Wést.
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of shown on the previous page (Fig. 62)..
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. wid themtrod tlmofthepnntedbodcammdlsoo, .

mamscnpt illumination texed a daclme and was gradually replaced a

P / - by. woodcuts as the hand-d.rawn plcture could no lcnger be J.ntegrated ] .
"R
§' w with the pr.mted text. The foundatwn of many umvers:.txes and
'3 o 11brar1es also increased the’ demand for the prmtéd bodc Inportant
§ ; ",  scriptorias dJ.sappeared with t-he seculanzat:.cn of, many nrnasten&
r ‘even though individual wo;:ks by well known artlsis were still
Eg . ccmmssmred Eventually ﬁ1ese~ tists. t.ook to pamt @ a larger
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(b) The Printed Boak . ‘ CL

.

e

Tne third J.nnovatmn that Weltznam pomted out as integral
! to the develomment of the book was the J.nventlon of. prmung fram
o moveable type With the "dxscove.ry of nechanlcal ways to make )
pictorial records in dupllcate,. exactly, cheaply, and in vast
the illustrated boock ‘undervent a revolutionary change.
| ‘.?, ' ﬂ" Since the flfteenth oentu.ry the illustrations in a printed book ‘
d@énded o four printmaking methods for cbtainin; an J'.mpre‘ssion and
w may be classified as rellef %mtagln,o, planograph.tc or surface, and
o . screen.prnntmg. By the nineteenth century certain technological
. ' ) lnncvatl.cns, suc:h as the stean-pmered press, madu.ne—made wood pulp
aper, the invention of plwt:graphy, and photo-mechanical processes
. developed, enoourag‘:.rxg the further develo;ment of the printed book
By showing exanples of the pnnted bodck in terms of the fou.r processes
v we can understand ho.q, the nethod and fmctncn of the mlage changed
from conweying infbt:na’d.m in the fifteenth century to self-expression
P in the ment.leth. Wlllf&n Iv1ns, e of, the great pnnt hlstonans
ranarked. "what makes a mediun artistically imgortant' is not any
N quality of the‘medlum 1tsel-f but the qualities of mind and hand that

- its users bring tc\rit".26 - -
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Relief Process " . - . g Ll

William Ivins, the print historian,defined a print "as an

(LA ME e

Ex

ﬁxnag‘e made by a process that is capable of producing a number of exact

dupllcates v 27 The woodalt is' cnsidered ‘to be the oldest and

c gtk B e

sﬁﬂplest relief process for maklng an‘image. It is made fram a:plank- ‘ \‘

grain woodblock, cut with a knife, gowges or dnsels. The inked i ’

.

o .‘ block is prlnted by nbbmg the back of a piece’ of paper laid face down
o the surface of the bléck. |

[
»

In China, pnqtqng fran wood blocks dates back to 1000 A.D.:where
the Chinese printed cn paper long before papyrus and vellum was used in
}the western world” Their bocks are folded in the’ accordian-shaped

e o YT KB o e e s e ST

. B manner and, st:.tched at the back. These aocordlan—shaped books date back .

to 618 -/907 A.D.28 An exauple -of the e\arllest printed book, a ‘roll, with

a pictorial frontispiece is the Diamond Sutra (fig. 71) of 868 A.D.

v In Europe wood block printing has its origins in the late -7

fourteenth century as seén in the examples of textile c.lésigns, playing * , -
dards and sacred image pictures before printed books were invented. iood
blocké with hand-cut text and illistration known as block books appeared.

Same well known examples are the Ars Moriendi (fig. 7'2)' Art ofl Dving,

the Biblia Pauperum (fig. 73) Poor Man's Bible and the Ars Memorandi

‘(fi‘g. 74) Art of Memory.
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72. - Ars Morierdi (The Art of Dying). c. 1470, woodcut.
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: . The lnvent:x.on of moveable type aid not evolve from wood
. block prmtmg, but was, developed by men familiar with-the designing
of coins*and seals, cutting punches and dies, and melting, mixing, o,  :
casting metals in a matrix or npuld.zg Johdmi‘Gmenberg (1397-1468) a -

goldsmith, invented printing fram moveable type by replacin/ wood with

metal and the block replaced by individual letters. Pnn-tmg beqan with \ -
letter deslgn and the early models of type were based on the Med:.evalf - ~
. 5 . manuscnpt styles and later in'Ttaly on the 1nscnpt.1cns of Raman' .
Irmunents.Bo Hand papemek:.ng ong\mated with the anc:.ent Chm&ee and
. . .+ ' arrived in Gemmany by 1390. This stmulated/pmtmg and together with _

E Ly ‘ the mvent.lon‘pf prmtlng ink and the screw press, the prmung process

Q from moveable type £inally developed. Giferbery's famous Bible, printed

between 1452-56 in Mainz, was the first printed typograph:l.c book with

X T L

interchandgable, reusable, movesble lead type which consisted of 2500

i»( pieces orf type to evexy page. 31 'Ihe page was divided into two 42-11.ne
| 5 colunns with hand painted borders ancl initials ' (fiq. 75)\ ) .
~ . ‘s ;
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75. Bible, Mainz, Johann Gutenberg, 1454-55.
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The influence of the manuscript book on the 'pr:i.nted page is
. s

clearly mtloeable To make tpe printed book resemble the manuscript,

. margins, initials, headlines, chapter openings, title pages and page -
_mubers were left blank for illumination by hand.

’

The first attempt at the earliest printed colophan in a
printed bock, signed and dated, pﬁnﬁed in ocolours, spacing with leads
between the lines and'it\arginal notes is credited to Johann Fust

(1400-1466) and Petsr Schoeffer (1425-1302/3) in their Mainz Psalter

(fig. 76) of 1459. ;
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76. Psalter, Mainz, Fust and Schoeffer, edition of 1459.
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. Ulrich Baner, Der Edelstein, Banberg, 1461

-
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The earhgst prlnted book to ccnta.m type and woodeut illustra-

RS

tions is Ulrich Borer's Der Edelstem (fig. 171, prlnted in Ba!berg by
32

~ Ulrich Pfister.

. 'Iheintegrat'edseziegofwoodmtand.typecmbeseeninme

Marenberg Chronicle (figs. 78-80) printed in 1493. This informational |

, - . book contained 1809 woodcut illustrations, but printed from a smaller

: nmber of blocks. An interesting feature is that several cities are

' . representated by the same woodcut. '
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. ‘ 79. The layout for a double spread for the Nuremberg. Chronicle of 1493, .
, the earliest known book designs:. ‘ }
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8l. Woodcut fram Boccaccio's De ieribus Claris,

Gemman School, 1473.

The illustrations of Boccaccio's De Mulieribus Claris (fig. 81),

are b} an ananymous artist. The CI;UCE illustrations typify fbe earlier

:'JLllLBﬁ'ated. books. ’ ' | .

\ After an artist made his drawings, qthey were given o ;»
"woodcutters® who. specialized in'cutting away the surface of a wooden
block between the lines. Durer's and Holbein's wopdcnts were prepared
this way. glad1 school (city) had its own way of laying lines and
éesigns on a block. These differences can be seen in the printed books

" produced in Gijennany, France, Netherlands, England and Spain.

There is a contrast between the designs with intricacies and
cross-hatching of Durer's Apocalypse (fig. 81) and the delicacy of
Holbein's tiny illustrations (figs. 82-85) in the Dance 'of Death (fig. 86).
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Albrecht Durer fram The Apocalypse, woodcut.
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B 83. Bible, Moses appoints Josk;ua as his
: successor. Woodcut; possibly )

designed by Holbein, 1 67.
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84. Woodcut title border by

Holbein, Basel, 1523.
Cleopatra Comitting Suicide
and Dionysius of Syracuse -
Robbing Statues of their Gold.

Expulsion ‘fram Eden
Woodcut, Holbein
. from Retratos de

. las Historias del

Testamento Viejo.
Lyons. 1543.
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fram the Dance of Death,

c. 1529, woodaut.

portion shows the detail -
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In Italy fine woodcut printing is found and the printed
picture bock is praised for its ill\:;strat.:i.'ms of artistic value rather
than for thgte.xt. The notable fifteenth century §dlolar—print§r |
Aldus Manutmé (1450-1515), of Venice printed Hypnerotamachia Poliphili
(f:.gs. 87, 2051;;,'Ihe Strife of Iore amd D:eam'of\p:;upml , wEitten by

J
Francesco Colq)::ajgud 1llustrated by an ancnym:s J_llustrator. ‘This

traditi.a‘{"by producing a small bock in a lanie edition. Aldus Manutius
used a new carp&ﬁtypecaﬂed Ttalic which had been designed and cuf:i by,
Francesco Francia. : .

, Other examples of early pr:l.ntmg in sItaly are Turrecremata s

Geman prmér and valturis' De Re Mlllgan (fig. 89), the second illus-

was printed first with ablank left for the J’illustrations To arrive at
pnnt:.ng types and woodcuts together was the greatest dlsc;overy. . Note '
s:.milarlty :Ln layout between Eucid's Gea'tetnae elemanta (fig. 90) ahd

Elements of Euclld (fig.-32). o
1 ' ﬂ‘ E.\‘
} - ’ .
- f bl
. ' ' 1 J o
& AL s A > R e s - 3

Meditationes (f:Lg. 88) , the first :Lllustrated book pnnted in Italy by a .

. - “ . . »
] trated bock printed ingtaly in which the illustrations cen be traced to
» ‘ ' . !
a known artist, Matteo de Pastis. In each of these bocks the letterprgss‘

A J

13

fully illustrated bock broke away from the medieval manuscript = \/\ '
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87. Francesco Colanna, Hypertamachia Poliphili, Venice, Aldus Manutius, 1499.
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to optatiflime carne fentendo, nelle quale lalma fia nigerdo, T nutri -
uafeeuigiloc {ulpirulante, & reaperteleocdiitg palpcbie. Exrorepour
aurdiflimaanhellandoalla fuainfperata rerterationeric eunte le debilira-
te& abandonatebracce, piamente,& cum dulerfime & amorofe lachry-
mulecum (ingulrato pertractanulo,& manuagendulo &foucnte bafar
tilo, przfentandogl glimonfrauail mio, lmmo fup albente & pomige-
ro pecto palefemente,cum humaniffimo afpc&o,&j'cum illict ochiieflo
fécia uario di hora rivére nellentie cafte & delicatebracce, Qualefilafio
ne patito non haie(l, & alquantulo reaffumete il contaminara.u 1gore,
Comoalhoraello valeua,cumtremula uoce, & €ufpirieti, manfuctamen

"~ tediffe, Polia Signoramia dolce,pérchecufiatorto me faiz D1 {ubio,O

me Nympheceleberrime,me fentiui quafi dedolceciaamorofa & picro-
[.cexcelliuaalacritateil core p medio piumoleo dilacerare,per chequel
fangueche perdolore,&nimia formidinem fe craconfirido ptroppo &

e

inufitatalaticia laxarele u:lefcnti uacxhaufto, &tutaablorta &attoni -

6n cheivagliancora pallidae Labri,cum fo-
lura audacia gliofferfi blandicula uno lafciyaemullylentabafio, Am-
bi dwi ferati, & conftre@iin amoroff amplexi, Qualinel Hermenco Ca-
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del diumo Mecdico. '
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£ ne) of the first typographis masterpieces is France's

St. Augustifie's La Cite de Dieu (fig. 91), printed in 1496 in

\

Aobeville Ky Jean DuPré (1481-1504) and Pierre Gerard. Twenty-three
pe . o '

el acha o TN

woodcut pure line illustrations were used, one at the begiming of

- dach 'bock', The Paris Missal (fig. 92) was the first illustrated
N N v"l

' book produced in Paris containing full page pictures of God the Father
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. 91. St. Awgustine: la Cite de Dieu, printed by Pierre Gérard and
", Jean DuPr#, Mcbeville, 148-148/. Pierpmnt Moran Library, N.Y.
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' In England, William Caxton (1421-1491) set wp the first

printing press in Westminsteér in 1476. In 1483 he printed the second

edition of The Playe of the Chesse (fig. 93), illustrated with wo'odcuts‘ .

in yhich the playing pieces represent the various dlasses and

ions of man. Between 1484-1485 Caxton produced three of his most

famous :Lllus'trated bocks, the Fables of Aesop, Canterbury Tales (fig. 94)

and a Golden lLegerd. . o : .
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De Cessolis, The Playe of the Chesse, Westminster, Caxton, c. 1483. A
Pierpont Morgan Iibrary, N‘.Y.
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94. Chaucer's Canterbury Tales, Westminster, Caxton, 1478. Pierpont Morgan {..Jb
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& The first printed books in Spain were done by Gemman printers | :
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% who printed bocks with & raman type,:%ater this was replaced by a ,
g gothic type taking on a Spanish appearance., Another characteristic was -
L "~ the large woodcut title page, as seen in Boccaccio's La Fiametta .
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. Boccaccio, La Fiametta
Pierpont Morgan Library, N.Y.
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h The seventeenth and eighteenth century
. < o
"~ ment in typography rather than illustration.
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- , . 96. Arsbesque designs and orhamental 97. Fleurons and arzbesques,
| borders. Woodcut fram Giovanni . woodcut by Peter Flotmer
- Antonio Tagliente, Opera nuova... from a pattern book,
Venice, 1530. Zurick, Wyssenbach, 154“9.
. ' Pattern bocks decoratécj with arabesque borders and patterns influenced
\ . . : .
| - from Turkish designs provided motifs for hook pages and covers
\\ ' ' L4 a N v
” (figs. 96-100) . / : o ¢
\ . . . . \
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98. Arabesques pattems, woodcuts by Jean Gourmnt fram Livre

. Ne ork.

‘de mores%, Pa":s, Jerame de Gouwrmont, 1546, Met. Mus. of

jo Lt1ARNO

vj‘/ Jr)g Gioue mutato in Tauro rapifie BKL)‘I

L/ Eurapa, 38 Jf.&\?
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99. ..Bock page with arabesgue bofde:;\.
. Woodcut by Bernard Sal , from
Ia Vita et metamorfoseo d'Ovidio,
. Lyons, Jean de Toumes, 1559.
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100. The Angel of the Amunciation.
’ Woodcut by Geoffroy Troy in
Horae ad usum Ramanum,
Paris, 1529.
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/ ’ ' One of the most famous books of the sevenmsnth century is the

Orbis Senualium Pictus (fig. 104) by Jokn Amos Camenius with woodcut

illustrations. Cdmenius formulated his first'ideas for this bock at
Sarvspatak, Hungary, wbile teaching there between 1650-1654 and
managed to get a few sample pages printed. ‘The Orbis Pictus is
referred to as éhe first picture bodk printed for d';ildren emphasizing

a v:Lsual approach to education.” "Words should be leamnt. apart from

¢

cbjects. . .but cbjects.cannot be apprehended without words w33 He

suggested an altematlve, that iff ' cbjects were not available, class-rocm ¥
; v walls should be wsed for illustrative material as "images or representa-

tions are the most intelligible books d)ildrén can lock uppn...".:‘}4

A < e Lo N e e T e 1 T sy . . X
- : " i 20 SRR . S

©OETCoMEMUS T S

r , IH 50 ~ 1654 <

| 103. Wall relief of Comenius with pupils at the | S
e College of Sarovspatak, Hungary. .
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John Amos Cemenius, Orbis Pictus, originally printed in Nuremberg
Facsimile puSIIshEd by Oxford University Press, 1968.
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l‘ By the elgh‘beenxl century woodcut illustrations went out of
o ion in favour of omamental de51gns. In the 1780's the British -
T : llustrator Thomas Bewick p({bllshed British Birds (figs. 105,106),
, $ . ‘ whlch he developed wood engravings. By engravmg «the end-gram of the
e . 'S
o , woodblock he ‘used burins and other tools, to pmduce fire lines and
‘ N g'radated tints. Bed:.dc was one of the flrst artists to eam a living
W - | frép illustrating bocks for children. . .
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, . 105, Wood engraving by Thomas Bewidk, '
i . The Yellow Owl, fram the History
- of British Birds. -
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Kelmscott Press in 1891.
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~
I

In the nineteenth centuiyu there was a revival of fine printing

and bockmaking. William Morzis (1834-1896) the founder of lthe
Kelm.zcbtt ‘Pressa, revivea the decut, designed type and books, made paper,
created illustrations and bindiﬁgs. He conceived tho facing pages as a

it and design-ed borders and inital letters to use with his type. His

/
borders are mostly mterlac:.ng vire or floral\wotifs, influenced by

medieval manuscnpt :Lllutu.natlcn and 'I'urklsh arabesque patterns that w
The Story of Glittering _ >

transformed into his own idiam (flqs. 107—110) .
- Plain (fig. ill) written by Morris was the first book printed by the
In the 1894 edition, Morris' woodout borders

surrounded Walter Crane s J‘llustrat.mns The last pnnted fOllO,

Works of’ Chaucer, was 1llustrated by Burne-Jones with wood. engrav:.ngs.
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107. Turkish textile XVII c.
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109. Pencil, pen and ink design
\ Chaucer.

William Morris, 1884.
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108. Wallpaper, ‘Wild Tulip"
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110. Title page, wood engraving
William Morrxris, Kelmscott ]
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2 to the Douse of the Raven & % : D
G 'DHS been told that there was once a || ¥ 70N,
young man of free kindred anciyboee R
namewas Ballblithe: hewas fair, 6trong, {
and not untried in battle; he was o{ the §
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111. William Morris, The Story of Glittering Plain, Hammersmith, Kelmscott Press,
1897. Illustrations by WalterH Crane, DOICer designs by William Morris.
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The twentieth cent‘uzy broﬁ;;ht a revival of the earlier gra{.;hic
techniques. All the processes used in the beginning of the century
were used at the end qf the last, and French artists have gone back to -

" the earlier techniques of etching and engraving. The enlarged scale of
the close-up appears in illustrations and instead of the whole scene we.
have a detail from the .scere. The ooncept of the artist-illustrated
bock appears for- ttE‘. first time. Anbroise Vollard, .&xe great piéture
dealer and later publisher produced his famous edition of Verlaine's

(
Parallelement with rose-coloured lithographs by Bonnard. Instead of
whole scenes, Bcnnard used the enlamged scale of the close-up. These

v two types of illustrations have continued to the present day. .This book i

1

. | set a sta_nfia.td fo§ the "].ivrg d'artiste" also known as the "livre de
} peintre", énd fran then an, many r\najor paipbem and'smlptors .began
_  illustrating books. : L
L Englanf the private press pnblicaﬁms (Kelmscott Press, Doves
¢ ~ Press, Ashendene Press, Essex House Press, Nonesuch Press, Gregynog Press)
were created by wood engravings but in Frence where the”arti‘sts had not
been inhibited, they u‘sed woodcuts, lino-cuts, etching;, monoprints and
lithography. APmong the artist-illustrators were Ibdin,-TolaJse-Lautrec',
Picasso (fig. 112), Matisse, Derain} Braque (fig. 113), Dufy (fig. 114),
Roualt, Maillol, Klee, Kendinsky (fig. 115), Chagall and many others w;uo
brought new. concepts to bock illustration. For exanpie the work of the

Dadaists Marinnetti and El Lissitsky (fig. 116) and Hans Arp (fig. 117).

These artists have inspired ne.
' A

v
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Cantemporary rel:.ef methods bes:Ldes the woodcut, mclude
lmocut, plastlc, rubber, plywood and hardwood sheetmg. Linocut
printing was first introduced m the 1920's and was 1ater used by

Picasso and Matisée. Picasso was 77 years- old when he first used

(‘ .
hnoleun and develcped his own way of making coloured pnnm. Printing

frcm etched linoleun was acc1dent1y dlsoovered by Mlchael Rothenstem,

who has carb:.ned woodcut, etch"llno and photo—magexy in h:us work.

Y
AN
M 3
x ' -
. o R
: i ~
o o
N
1
N
, .
r ,.
N
~ } " '
b ¢
, .
«
) ¢ ,
A}
o -
- s
i
¥ .
\ ] o
L3
: -
v I3 -
i 4
.
. )
! @
.
‘ .
‘A




Bey L oL L o .
e P L. Lo . o bt e

¢ e e emaen

*

|
. R T ’ s .
! . . .
; . *
| '+
6-‘ +
. e \
o, = 1
1y I .
! . .
i : '
. .
i . >
» 1 b
et X : T A -
; 112. Mlle. Leaonie, Etching by Pablo Picasso in '
| , ' ’ - . . Max Jacob, Saint Matorel, Paris,
- _ : Kahrweiler, 1911,
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Frontispiebe. Etching by George Brague. Fram Hesiod.

Theogonie, Paris, Maeght, 1955.
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Dans vos viviers, dans vos étangs.
“Carpes, que vous vivez longtemps !
Est-ce que la mort vous' oublie,
Poissons de la meélancolie.

[}

114. Guillaume Apollonaire, Le Bestiaire, Paris, 1911. Woodcut by Dufy. +
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115. Woodcut by V.V. Kandins
- 1913.
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Ky. From Kandinsky's Klange, Munich, R. 'Pipér,
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116. Marinetti, Les mots en liberte futuristes. MiYan, 1919. ‘Typography and
design by Marinetti. Harvard Houghton Library. Foldout page 103 x 9§v1.n.
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Dte Gegenwart ist die Talt dev Ann;no-\.
des Resuitat aliar Systeme, din [emals ent-

standen siné. Xu unasrer Demerkutions.’

' grenzs haben dis Ishrhunderts dis Zel-
‘shen genraeht, In Ihnen werden wir Un-
e iton or die zur Ge-
wnd fahrten.

Vialielahi werdan wir daven nur dee de-
lov:-‘lhlh” netiman, um das System der
Einhent autzubauen. MALEWTTSCH,

]
KuBISMUS

Das, was den Kublsmus von
der Miteren Maisrel unter«
scheldet, Ist dleses: er Ist
nicht eine Kunst der Nach.
ahmung, sondern eine Kon-
zeption, welche strebt sich
zur Sch8pfung herauszu-
heben, APOLLINAIRE,

Stattderimpressionistischen
Raumillusion, die sich aut
Luftperspektive und Farben-
naturalismus grindet, gibt
der Kubismus dle schiichten,
abstrahierten Formen in kla-
renWesens- und MaBverhiilt-
nissen zueinander. ALLARD.

FUTURISMUS
DieFuturisten habendleRuhe
und Statik demolisert und das
Bewegte, Dynamische ge-
zelgt. Sle haben die neue
Raumauffassung durch dle
Gegenllibersteliung des .in-
neren und AuBeren doku-
mentiert. .
Die Geste Ist flr uns nicht
mehr ein festgehaliener Au-
genbiick der universalen Be-
wegtheit: sle ist entschieden
dle dynsmische Sensation
selbst und als soiche ver.
ewigt. BOCCION!.

EXPRESSIONISMUS
Aus Kubismus und Futuris-
}llus wurde der falsche Hase,
des metaphysische deutsche
Beetsteak, der Expressionis.
mus gehackt.

El Lissitsky and Hans Arp, De Kunstismen.

*
| '

Le terime actuel est Fépoqua des analy-
seu, la rdsuital da taud laa systimes qul
niqnt jamais $14 étadlis. Ce sontdes 81d-
sles gl ont apperté les signas de getre
fgne de dimarcation, neudy recernal-
trans los impa aul I 4ta

etana w. Pout-dtre
ave nevs n'ex prendrons que {es propas
sentradictoires pour censtruire notre sys-
time da 1unitd, MALRWITSCH.

I
CUBISME

Ca qui distingue fe cubisme
de la peinture précédente
c'est qu'll n'est pas un art
de {'imitation, mais une con-
ception qul tend a s'élever
en création. APOLLINAIRE.

Au lteu de I'llusion Imprés-
sioniste de l'espace basée
sur la perspective de 'air at
le naturalisme des couleurs,
Is cubisme donne les formes
simples et absiraites enleurs
relations précises de carac-
tdre et de mesures. aLLARD,

FUTURISME g

Les futuristes ont démolil 1a
qulétude et ia statique et dé-
montré le mouvement, la dy-
namique. lls ont documenté
ia nouvelle conception de
Pespace par Ia confrontation
del'intérieur et de |'extérieur.

Le geste pour nous ne sera
plus un moment fixé du dy-
namisme universel: Il sera
décidément la sensation dy-
namique éternisée comme

telle. BOCCIONI.

"EXPRESSIONISME

C'ast du cubisme et du fu-
turisme que fat fabriqué le
hachis, je mystique beefsteak
sllemand: [‘expressionisme.

"

<

The sctual time Is the epoos of analyses. BN

the resull of all systams that aver were
Centuries ] the signe

to our iine of uu’h.vcnlan. In tham we K

shall fecognise the Imperfections thet
led to on end

tradict! Por B

haps we hereof only sheil take the con. B8

trudictory to conatruct the systam of unt. .

) MALEWITSCH, Bi

m 3

cuBisMm

What dlstlngulsh‘es cubism N
from precedent painture Is ¥
this: not to be an art of imi- }
tatlon but a conception that §
tendstorise itselfascreation. §

APOLLINAIRE.

instead of the impressionist
‘Wusion of space based on
the perspective of air and
the naturalism of colour, cu- ¥
bism offers the s'lmpel and §

abstracted forms in their pre-
cise relatlons of character
and measure.

FUTURISM

Futurists have abolished
quletness and statilsm and
have demonstrated move-
ment, dyﬁamlsm. They have
documentated the new con-
ception of space by confron-
tatlon of Interior and exterlor.
For us‘gesture will not any
more be a fixed moment of
universal dynamism: it will
decidediybe the dynamic sen-

sation eternallsed as such.
BOCCIONLI.

»

EXPRESSIONISM
From cubism and futurism
hss been chopped the min-
ced meat, the mystic german
beefsteak: expressionism.

.

Erlerbach-Zurich, 1915.

Typography and design by El Lissitsky, Yale University School of Fine
Arts. .
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\ Intaglio Pz:ocess
Before engraving was used as a method of'pn'_nting it was used
by goldsmiths. Methods employed in the intaglio process are etching,

engraving, mezzotint, soft gromd dry pomt, 1ift ground and aoquatmt
In the J.ntagl:.o tedma,que the J.mage is drawn by a sharp tool and cut or
bltten by acid :.nto a metal plate usually copper or zincs 'Ihe plate is .
then J.nked [le} that the lines are fllled with mk then the surface plate
Damp paper is used an the pu;ess creating an embossed
surface. The edge of 'the‘plate also leaves a mark on the paper. 'This
process is the opposn:e to the relief method. One of the most interesting

experiments with- copper engravings were Baldini's engravings made for Dante“é.,

Divina Cammedia (fig. 118) based on Botticelli's drawings (fig. 119).
‘In the late siicteenth century, a transition took place fram
woodcut to copper engrav:.ng. Paris pt.bllsherimade a spec:.alty in

publa.shlng illustrated prayer books, the Books of. Hours (flg. 120) . " 'These

. J.];'Lustraticr;s are niwoodcuts but are pnnted fram Iellef plates of’

\
?
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Dante, Divina Camredia, Inferno, The

.

Al

Florence (Nicoolo di Lorenzo della Magna), 1481.
Quill drawing by Botticelli, 1492-97.

118.

119,
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metal cut.

1498.

The Adoration of the Shepherds,

t)

Book of Hours,
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) . Jean Duvet was the first important French engraver who took

most of his ideas fr&n Durer's Apocalypse (fig: 121}. Since printing
N was a ccmnerlcal business, there were numerous pmfwsional engravers
who produced the’ artists" work, Rubens ' (fig. 122), Callot, Barse and _ ‘
Rembrandt (fig. 123) worked in a traditimsl way. Rubens drew title ‘
"pages for the Plamtjn-:l\dbreuxs Press. Rembrandt.went bankrupt with his “
etchings, engravings, drypoints as he worked to please h:imself and had |
"httle J.ntexest in money makmg Nevertheless, according t:o Iv:Lns,
Panbrarxit and Callot wire the two greabest innovators of-etching. 'Ihé ‘
g 3 \Callot tradltlm was used by makers of prints after paintings. l
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N ©121. . Michael casting ocut the Dragon‘.‘Engravingby J. Duvet.

Print to illustrate i , Lyons, 1561.
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122, »A layout by Balthazar I Moretus suggestmg to Peter Paul Rubens ‘the
subject matter for a title page.

Title page drawing as engraved by Theodor Galle in 1614,
Plantin-Moretus Musetm, Antwerp.
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. In the 1780's when Thomas Bewick developed wood engraving,
almost simultaneouély, William Blake wrote and illustrated Songs of

Innocenoe and Expenenoe with relief etdung ' copper.

- These men were
vexy dlfferent m attltt:de

Blake was a painter, poet, engraver and

mystic who recorded his magméti\e irward vision represents the literary

tradition and if we want to study symbolism we go to Blake. In his work

we see the ﬁ.nfiuenae of medieval manuscripts. Blake was the firs® to

write his' text, design and engrave an copper, print, bind and hand-

colour his work himself. The Songs of Innocence and Experience (figs.

124 125) 1789 and Gates of Paradise, 1793 for which he engraved

illustrations, were pr.Lnted for duld.mem




. And smote Job with' sore Boils-. ™ ' 4 (
’ . fromthe sole of his foot ts the crown of his head

W Blnke v 25t
.

124. Engraving by W. Blake, Illustrations of The Bock of Job, Londen,
- 1826 . -
) ;
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; ‘ . o ’ Planographic Process ‘ .
An import:antP phase in 't‘he reprodu;:tion of illustiration in

the nineteenth century coincides with the invention of lithography by

Aloys Senefelder in 1796. Planographic implies that the p;inting‘is -

dare fram the surface and the lJ.thographJ.c process works on the basis

- that grease and water do not mix. 'Ihe ]_1.thograph1c stone or plate is

E T s U,

- drawing inked and printed. It is a medium that inspires very black and

processed to accept ink on the dralwn Jmage areas and accept water
. i veverzwhere else. The ocutstanding feature of this process was that ﬂ'xe .
g " artist could work 'directly on a stone or plate eliminating the engraver. ‘ .
o ' A drawing is made v:rith a crayon, pencil orjliquid an the sﬁ@‘of al ‘ ! :;|
’ I', stone or plate, then the stone is prepared by fixing it with a solution . %
- ' of gu’n-arap_ic ¢ontaining nJ.trJ.c acid. .The stone is dampened and the §
' 5
!

" white work. A number of artists especially Goya and Delacroix (fig. 126)
have used the medium, as well as Daumier, Prudhon, Ingres, Millet, Corot,

) Manet, Degas, Cezanne, Picasso, Renoir, Gaugin, Redon and Toulouse-

ye—

Lautrec, Dufy, Leger and Clave (fig. 127).
3 o | There are’ a number o‘fvways of ‘creating the image on the s;:me or
, . ” pla'ee other than drawing or pa.mtlng. Transfer papers with a lithographic
. ned\n:m can also be used. Plcasso made beautiful lithographs, treatlng
transfer papér as‘paper cut-ocuts., In 1953, Dubuffet developed a technique

with Indian ink moncprints, where hé worked in lithography with tusche

)

. s |
imprints an transfer paper creating Les Phenanenes.
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126, Mephistopheles retuming fram Heaven. Lithograph by E. Delacroix,
from Goethe's Faust, Paris, 1828. . :
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127., Candide and Cunegonde. Lithograph by A. Clave from Voltaire,

Candide, Paris, J. Porscn, 1948.
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. Oolour Printing
3 Today ma:;y different processes are used for colour printing.

G | The early oolour-printed books aimed at imitating manuscripts, by hand

| colouring the woodcut n.llustraum after it was pr.Lnted. Guterberg's Bible .
printed in 1455 did not feature colour printing only hand coloured ©
initials and borders. In Gemmany (1457) fot the first time, Pufst and
Schoeffer printed in.red and blue and in England (1486) William Caxton I I
first printed in full colour.

The three major oolour pz;inting processes thgt deyelcped were
the relief, the intaglio and the lithographic methods. ‘The chidroscuro !
wood blocks are the earliest. printed colour pictures in the smteenth
century. Another process greatly used during this penod was stencilling. N
In ';he'/sevmbemth century very little was dane in coloured printing, | o ° ]
but it is a period that is credlted to the invention of marbling paper.

The late en.ghteenﬂq century was a t:une of imovatim in pnnmaklng

a7 ~
striving towards creating rtet-hodg that reproduce the artist's original

- vy A o T TR TYY Som A Yk %oy i g s s

work created by pen, crayon, water colour or O,J}r ainting. For 'dne : C i
; B ned'lanlzatlm of colcur printing “the techmlogy of“the mneteenth century R

was necessary. The coloured-woodblock was take.n a step further after

Bewick revolutionized cutt:mg George Baxter, patented a method in
N 1835 when he over-printed eight to ten colours in register. Unta.l 1835,
| \ the hand-coloured print was still the most e‘concmicaJ: way to print in
colaour, d Evans, the British engraver and printer, and ore.of S

4

! - 's foremost colour printers was the first to print children's

books with colouged blocks using delicate colour. He printed the works

7




of Walter Crane‘,’ Kate Gieenzway and Randolph Caldecott.

“4’*

_Not until the-end of the nlnetee.nfh and early twéntieth
l ' ce.nulriéswasthexéarevivaloft}éwoodcutengraving‘as a perscnal
J art form. French a.t:tists ﬁac&d to the fine quality and t:onallty of
work onwood and searched for new sources which they found in the, r
Japanese Ukiyo prints. These prints came to France used as wrappers’ of
ch.ma dishes. The Paris E)d‘llbltlm of Japanese pn.nts also inspired
Mat:.sse, Dufz and Derain whose work had a primitive quality. In Noxvay,
- Edward Mnch, and J.n‘ Germany the Expressicnlst_ artists also returned ’
to the simpliéity of the early German Medieval woddcut.
With the inventicon of photography in the nineteenth century by #
Henry Fox ".[‘albot and Louis“ Jacques Mande Daguerre .and others,-a nurber of
photo-mechanical pzocegses,déﬁelcped for the printing of book illustratiom. _
Artists' illustrations were no lo;xger prédﬁmd by diract méthods but )
~ instead t-he images were trarisferred photographically to a block for

L p;nl‘tﬁng. Methods of photbgraphic ‘reproductJ,,m in relief are the line
block and the half—tcne block.. Exaxrples are seen in Awbrey Beardsley' s

.

work (flgs. 128, 129) . Through photography a t.ransi;er drawing made in .
pencil, pen or brush was transferred to a wood—block, later to be engraved

Mechenical tmts, patterns of lines or dots if added- to the lipe blod;s

%) Created a grey tint. .A toned picture is not possible in relief unless the .

AR
4

tones are simulated by different sized dots with appropriate spacing.” This

is dene by placing a cross-lined screen in frent of the regative glass

!

4

plate in a process camera. ' e




»' - - AN us ’ '

. - - - . ¢ \_’ “\ - .g* v
. L ', /. ™ photographic method used for inaglio printing if .
N - Yhotogravure . Afterﬂaearmﬂcismomgraptxtadmd;rfegativeis

.chtained, a trapsparent positive is made to the size of the.reproduction.

. ' © ‘,.D-‘ N K . . (I . . .
"7, . The image is transferred photographically to meta]l plates, in which

. . o , . e A )

P ' the printing is da'ue on an off-set press using lithographic principles.

@

/

4  Adeils image is in line, a line negative is cbtained. If it is to be
/) ’ d&xe in tmé, thenia half-tme speenm usedm themcane'r,a.' .Phbtoé o

e J v'liﬂ}ogfapt_xy is the method used for conmercial planograrhic pi:inj:ing.
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;;SA;LOME-

"FROM THE FRENCH

®

A TRAGEDY IN ONE

A

ACT :° TRANSLATED

OF OSCAR WILDE:
PICTURED. BY

'AUBREY BEARDSLEY

B

LONDON: ELKIN MATHEWS
. ¢ JOHN LANE
BOSTON: COPELAND & DAY
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\Ogcar Wilde, Salame. Lcndon and Bosta{, 1891!. I;lustrations by !/
Iey. Yale Beinecke Rare Bock Library. -
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.If several colours are to be printed in a picture bock, as in
Petrmaﬂqa, anly one colour can be printed -at a time. The sheet of

paper has to be put through.the printing machine for each colour.

| Figure 130 show the f"four-colégr" process, as used J.R the pﬁpting of
my picture books The . three primary colours, yellow, megenta and ¢yan blue
when pnnted over cme another full st.r‘ength creates a black.. If
\) ' honeve the colours arepnntedmava:ymgstrengthﬂueycanpmduoe
almost any - xoolour or shade of colour. Therefore, it is necessaixy to
make four half-tone bl&xﬁo be printed in these four colours,

\ ) ) vaxyirig strengths. After. four half-tone blocks au:elmade four negat:.ves {

- have to be made and for each a spec:.ally coloured glass is put behind or '

~ in'front of the lens of the caera. These \are calL_ed colour filters which
‘are carplementary in colour to the printing inks’and eath colour making -
black. The violet filter separates fram the artwork the colours necessary
v |

. ’for.: the yelicw pn'nti.ng plate.‘ The green filter sepa.rates fram the artwork

¢ Y the colours necessary for the ‘magenta plate, while the red filter |
E ). . " produces the cyan blue printing platef\ The fourth plate prints black. .
y : b Four printing plates are etched fram these 00101:: separat:.ons Separate )
‘ 0 progressme nroofs fmn Petmudﬂca show how the four colowrs built ;S, ~ - B

one over t'he\oﬂxer to form the plctu.re (figs. 131-137). °

L ]
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o “The three primary colours over one another ' x
with star in black BN

. Magenta Second Stage

Cyan Blue Third Stage

¢
; ‘ - Violet filter and negative . s 7
a " P} . “
' g Light E:> ——< -~ -, Produce the yellow printing plate -
. Q i ! ) ‘
Co b Green filter and negative ‘ ‘ _ C ‘
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o
’

. ll . . . . |
Q o . .L’S’"‘ E:>.“"I"—- Produce the magenta printing plate ° R -
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Red filter and negative
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 Light |'___>---I---~ Produce the blue prinsing plate * - o
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- 130 "Four-colour” process printing \ \\ :
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. .Caxton and Gutenberg enabled all men bo becag readers, ’ ' ,
mrm:hasenabledalln‘entobecmepxbllshers 4

Since the 1960's artists have beeh producing many ?iffemnt

types of books which are inexpensively printed in off-set lithograrhy,

mimeography and xerography. Sculptural book cbjects like ILucas | .

Sanagas' Book (fig.138) do not rely on bock &asugn and book illustration

even ﬂwugh there are references to these tradltlons 'Ihelr origin-ean

be traced back to the Eurcpean publications Of the Bauhaus and Surrealist
. jartists. Marcel Duchamp's Green Bax, 1934, Deiter Rot's Oollected -

Works, Edara.rd Ruscha's Twenty-5ix Gasolifiz Stations, Tom Phillip' s

I—hmurent and Traller, Michael Snow's .Cover to Cover. Edwardo Paclozzi's

As Is When (fig. 139) and Vagme Steen's A Hole Bock (fig. 140) are books

that make art stateaments. . , “

> In 1977 DOCUMENTA in Kagsel, West Germany was devoted entirely

to vbook,s and bock cbjects. Lucy Lippard stated’ that artists are led back

| ‘to me of the oldest vehicles, the bock, to express W eSthetic ideas as
it is still the cheapest and most portable conveyor of ideas. ’I‘he

Franklin Fumace in New York, Artworks in Califomia) and Art Metropole “

' .in Toronto are involved.with exhibiting, collecting and selling artists'

books.
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_Lucas Samaras

700-1 , _

A book/objact of original sjlk-scresned prints, paper foldouts, mintatur

'books and six stories by the artist. The bound book/object measures

107 x 10" with each leal 3/18" thick. Printad in a fotal of 98 colors in five

processes: sitk-screening, offsat lithography, embaossing, thermography and
_ dis cutting. Each book is signed and numbered in an edition of 100.

Publighed by Pace Editions Inc., 1968. ,
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o PARI'II B‘IVES’HGHI’I@]INI'O'IHECREATIVEPRIESS

" The imagination is a tree. It has the integrative virtues of
a tree. It is root and boughs. It lives between earth and
sky. It lives in the earth and the wind. The imagined txee -
becm&s 1m§we.rcept_1bly the cosmological tree, theagtee Whld‘l
ep:.tcm.;zesva universe, which maka a um.verse... ) .

, -When Nanabozo grew older, he often changed himself lnto other
‘tl'ungs. Once, to thrick a friend who was looklng for him,'{ he
. raised his ams, closed his eyes, and thouéQt hard about.
- . becaming a tree.
: Somrootsgzewoutofhlsfeetandburrmedmtoﬂ\egmnd
Then leaves sprang out of his hands.

. H:ﬁody turned into white bark; his ams 'into branch& that -
, s bgc; more leaves. Nanabozo had tumed into' a slender
birch. o )

The best way to describe the creatwe prgcess is to use the

. metaphor of the-tréee. In the larid of fantasy grows the tree of

imaginat;‘,m fram whose growing branches new realities. came forth,

3 blosscmmg, cmstantly c:hangi}xg, bnngmg forth fnntspf the J.maglna—

r

tien. In 'Ihe E‘J.re,Stealer, Nanabom the u;dcster shcms this transfor-
7

matlcn in fbur stages (fig. 141). With roots penetrata.ng ihto the eaxth
-,

and leaves sprom:i.ng fram his réad and hands, Nanabozo transfonns J.nto a

- . . Vd
slender birch. The seas formation’ of a tree shows the process
, . onalr éans < |
of : f-_ran\tbe seed tO the fulness of ¥evelopment. In the creation

awén:k of art there is a similarity; the seed of an idea grows and

de lop'sunt;'.litmatuies and stands n its' own. . )
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) ‘thesapthatflows ughh:marxithmughhlseye

./ His position, then, is a modest one m@d and the beauty‘ of

.
. . M .
1o e e o an s ety W AL - . - e =
v b era -
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In a lecture given at the Museum of Jena in 1924, Paul K}ee

uses tife tree symbol to describe the ative proéess at work within

the artis}: C

o . : !
...the artist, you miyht say, is like a tree. He has acped
with this bewildering world—reasonably well, we shall assume—
in his own t way. He}mcwshwtofmdhlswaymltwell
enough to M ‘same order into the stream of impressions and
expe mp:.pgnrg on him, This orientation among
phen a of natyre and:human life, this order in all E

. ramf:.catlms, that's like the oot part of 01.{:' tree.

antl@&eme

o 1s the trugrk of the txee—-zecelves

ﬁrﬁer the pnessuxe of this mlghty flow, he transmts what he
has seen to his work

His work, thc-m, is llke the crown of the tvee, spxe’ada.gg in t:me
and space for all to see.

««.dn his' capac:.ty as t'he trunk he aly gathers and transmits
what cares to him from below. Heigryalthermasternor.‘
'y servant but only a mdfiator. °. ‘ ‘

1

+ the crown, t's not t’ne artist himself—it has only passed
B \

. through him, 3 | ) .

CarlJungused neta;horofthetreeas'asynbolto scribe
Jthe psyche; he saw/:.t as an ancient tree with roots.

Taken on average the cammonest associations to its meaning a
~are growth, life, mfold:.ng of form in a physlc,al and spirit
sense, development, growth fmnbelo.v upwards and fram above
. &wnwards, the maternal aspegt (Protectimn, shade, shelter,
» nourishing fruits, source of life, solidity, permanance, - \
fimm-rootedness, but also being "rqoted to Sge spot", old age,
perscnality, and finally death and rebirth.

Hemderstoodﬂue/dxeanimqgeofﬂmetxeetobeasynbolfortheté\s

persmal self and confimed that it was for strengthem.ng the m.d:.v1d\.\al

~ cmscn.ous real:Lzatmn fof the self. The éymbol:.c image of the txee \\

5

appea.rs m d;:eans and fantasxes at a time when the J’.ndiv:.dual needs a \

J—al

. e’
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supporting image of growth and in
It is not new for visual artists %o record ktixe.u: .

* process. Same,artists have the need to verbahze and thus to dJ.scover ) oF
l : . ' dedper meaning in their work. \%is is most difficult because it - e
| \ . requues synthesizing so that sarething new c?rrf lop. éinoe the . |
\\ fifteenth centm:y artists hawe discussed their prcblems and aspirations.

\ Imqardodavlnclsnotabooksaxefllledmmdaservat;ons, andina - . ™

\

\ similar way Raul Klee and Ka.nd:.nsky wrote abouﬁ’"%helr Xvork and 1deas too,
- \ Henri Matisse had his work photograpted in stages P show the’ pmcess of
\ a plcture caning into being, "as did Plcasso C

v r \ 1

I am interested in {}mdersta.ndz.ng .the creatiwe p

, \ :
- seems like such a mystery because at some point it'is

only czeatebutgraspthékneaning ofwhatImake In the rQOess of
i

. creating a plctum book , I"fmd out a Jot about. nyself and make the most ’ ~

. :mtezestmg discoveries. It is exéitmg for e now to %o over my work

and discover. how m\agexy unfolds J.tse What are some of Lﬁ‘steps in:

~
3

. the cxeative process? wWhat changes é;o Y go through before they stand
an their own, and dun'.pg. this process what tranSformaticns take place’in N

‘ . )
me? ' S ' C

Mamomes, Dreams and‘ Reflections, (:arl Jung points out the L

N ’.rrpo , ofmrch:.l remories and of ‘going back to that time to
- ' . . LA ’
activate childhood‘ j .40 To see samething new, we have to . . \

41 fhen'I lock back to my child- -

-




e
remember the excn:snent when my father.-and I read together. before I

went to sleep. My flrst book an alphabet book, had shagow flgure
1llustrat1axs and to make them care alive he \\ld recreate, -shadow

images of —rabbi s, and birds ﬁmywallwz.thhls flngers. The

- maglcal attraction that shadows mﬂ@a@ puppets possessed for me .

then continte to xa'na}{strmg inme. I sull love to play with shadow
puppefs ard create them. S a :
Another gxeat J_nfluenoe was the paper cut-out book I could
be left alone for a whole afternoa’m cutting out characters and be:Lng
transporEed into another world. Cut-out Bocks are assomabed in my migd
w.th play and happmess.- It is strarge how my ea.rly c:h:.ldhood encee

have inﬂuemedmy life and have becare the core f:rcmmhid'xnwwoﬁc'

” drerged. Newertheless, as 1 grew older I have also been inflpenced and
-+ inspired b¥ many different periods of art and artists, . -~ )
DN ~‘ [

o ’ Since domg the J.llustratmns for’ my flrst hock, ']he Wind Has
CI -

s 'WJ.ngsJ/;;ems franCanada,Ihaveoaxetorealme thatscxrea.rt:.smly

illustration, but when the pictw ﬁ"}”

. be read on d:l.fferen{: levels,
. illustraticn then can became more valusble and more cammmiceble.
Whensearchingforthenestoworkm,lhadtofgodeepinto
myself, and I found that I was attracted to North American Indian, - PR
: ngaﬁm, and French-Canadian 1egends', as well as puppetry and

"Indian legends are ological material which function for Ca'nadiaﬁ

o wntersastheereekmyﬂisandﬂmeBJblelmgflmcumedforEuropeans

7
'meIndlansdeskmosareseenasomtrmanoesmrs,son;stothelr

1e9ends we should’ tum for source materlal" 42 As a child I was-

. . . ' ‘ . ' ) ‘ )
s * " / N '.‘ ) \ ‘
. . . ! ’- \ . . ) ' ﬁ ‘&
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fasc.mamdby IndJ.an legends and went an out:.ngs w:.ﬂw.mypa.rents t{the
EA o Caughnadaga Indian Rsservat:x.m outs:Lde of Iv‘bntreal. Same ‘of my sduool— “

ing was recelvedeuxopewhereI)was asked @out Indians and Eskimos

"and became more aware of.their presence in Canadian culture.
o When examining picture books mfae 1960's; found no colourful
. p:l.cture bocks published on Canadian®mdian legends. -This presented me

~ with an opportunity to try to illustrate a.legerd in picture beok

format. What tmths are hidden in picture books espeaallY' when they
ot ‘ . dealmthnyﬂ\ologlcalmatenal? What funcums canmythology haveuﬂ . [l
. our llves? N \ C Co
% . .The dlstmgulshed mythologlst, Joseph Camgbell, writes about ,
* suc:;i ‘functJ.ons He g:.ves four fmcums through Whld’l mythology can
| provide a meam.ngful mdexstand:x.ng of life. The fi;ét functiop, the
myst.ical, serves: : : , )
toavakenandmamtammﬂuemdlndxnlasenseofaweand ‘
gratlmcb in relation to the mystery dimension of the unlverse,,
not so that he lives in fear of it, but so that he recogmzes S
that he participates inl|it, since the mystery of belng is’ the .
texyofhlsowndeepbemgaswell... . e
. 'me‘_sxecmd function is the cosmologicals y ' ¢ ‘
toofﬁeraninageofthemversethatmllbeinaccordmthﬁxe‘ ) Q

" kntwledge of the time, the sciences and the fields of action ,
oo of the fold to whap the mythology is addressed. * .

*. Thetmrd'ftmctlmlssociologlcal . L ."A, o
- to validate, sypport and :imprintthe noms of agiven speczflc moral

order, that namely, of the socxety in which the mdiv:Ld\F! is
liVBxu. .

l

and the fcurt.h fmctx.on is psychologlcal
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, to guide him, stage by stage, in health, strength and harmmony .
,i - of spﬁit, through the whole foreseeable course of a useful *- ° - - ve
-~ life. : - c
§ , If we look at the fimctional aspects we reali.ze that the

_ second and thlrd functions correspand to the individual's soc:.ologlcal '

| ; needs and the first and fourth to his psychological ngeds. Campbell
§ s - " talks about the human child being bom prematurely and need.ing.protecti.ve
. nurturing to be able to further develop. -This is where myths can fulfJ.ll ' !
it ‘ 2 need in human development. On the psychological level, myths focus on
integration of the psyche and guide the individual stage by stage: ' ,
"through the whole foreseeable course of a useful life". L {
: | ' When .dealing with symbols a;ndrnyﬂ'is'fmnfar away, we are .
really comexsmg with ocurselwés...which is unfamiliar to 2
e " our conscious being: Hence the mythical tradition prov:.ﬁs
- Lsmthasortofmapforexplon.ngmirommierbemg

9

Ith.mkthat,. Ianattractedtoapa.rttcxﬂarnyﬂlorlegend

it 1s because of the verbal or VJ.SlJ.al images - symbols in fl.t. For each
.\ of u§, same symbols are more powerful' than others. For me, trees, the |

forest: and magical animals are significant. Jung believed that sybols
’ function as transfon;ers and that they

Co

remtalim.ng us. Symbols of nythology are never nmufacpn:ed as they are

theheartandthesoul

spontaneous producﬁ.ons of the psydae Myth:.c nnageg from any tradition s ] o (

'a‘reallxelatedsmoeﬂieyspeﬁtomn@pmtexsofmepsydie They

And, .

Came from the psyche originally and speak badc to it.

' \Eve_ty myth must renew itself...myths have had to be translated

. into current psychological language in order to find access to

.man's souls. Ifwew:.shtoacpenenmnyﬁxs as an.mceasing -

. activity of the depths of our uncmscious and wmderstand it
correctly we must first translate it into our language.and inte=
grate it with our world of ideas - aag the oxe.ly apprq:riate
expression is the image, the s‘yn‘le
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., The ux’aconsc:.ous can be reached.and expressed only by symbols, '
ch is the reascn why the’ process of individuation can never
do without the 1. The symbol is pr:.mr.tlve expression |
of “the unconscious, but. at the same time it is also an idea
correspoundlng R the hlghest 1ntultlcn produoed by
oonscxousness.

R

© ...We mean by symbolic the use of a’word that evckes a strong

- emotional reaction—pointing to a whole ~oamplex of ideas that

' have unu#tial significance and that also carry the sehse of41fhe
4 weight of more%an what J.s known—a quantlm of mystery...

Every artlst has a way of fonm.ng :\mages, and many artists use

ﬂuesaremagesbecausettemageofatreecfrlabymﬂu%armotmmam

TN
justmepersons,ltexpandsmtoanardaetypalsynbol. The tree a -

. symbol can express different aspects for the "self". I have since
fdlscowzred that trees and magical anmals featu.re mmywork.

Whatpmcessdolgothmughwhenlamwork:ngmaplcmm

L] s
..#hen I had diséovered my stbject, I sat before it for same
wh:.le.. .feeling my. way into it, asking myself these questions.
What attracted you to this particullar swbject? Why do you %want
' topa.mtht? What is its core, ﬂxethingyouaxe try:ing to
a:press?

These were same - of the questi.cns Emily Carr asked herself gmen she sat

beforehersubject Ia,skthevexy same questhnswhenIstartwﬁung
~cnaplcmrebod< Havinggonethrowhtheexpe céarimberofﬂmes,

Iam quite aware of the d:.fﬁexent Zhases of my -work . Cxeatmg plcture
books rhnands t::enendous dJ.sc1le.ne becausg evezy ank représents a new

world that I w:.ll have to create and whlch w:Lll present ‘a um.que set of

® -

d 'meptui:oseyoflod‘iiigatsymbolsisqogaininsmﬁintome‘
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a picture bock is like going on a journey, in the course of which I
can rediscover imaga‘s\md' -variety of feelings and/ can explore images
that conespcixd to those feelings. The theologian John Dunne writes . -
that: . N L o
- ]

- . o A [
, whole process, eliciting images from feklings, attaining
e . insight into the images and converting insight into a guide

" of life, goes on throughout the life time...Eliciting the .
izf\ages fmn the feelings has the taffeqt,'we havg seepy of ’
liberating the man from the tyranny of his ‘feelz.ngs’,. | _

‘ Afterxeadingﬁue-hextbfastoxyitxyj:oiﬁtexprettﬁemany
images that are found in the story to get me ilnégiﬁatign going and in the ’
process find out what 'images are espe;:i:aliy 1mportark1{: C?erbam 1méges
-evolve more easily than o&xe:_':s} Saretimes an image is blurred. There |
are no rules for making time’right choice astdtthae're are many"‘pos‘sibilities
a piétu.re might take. When working throwh myths, legends or fa:u.y ‘tale_s,
I a%n not merdly c:reatmg visual imagery but I am-intemmally processing it
’_ 80 these Thages feeMreal. I now Ie‘aiizg that I'm attracted b:l’myths and
" legends because they do not demand realistic picterial representations.

. » ’
I have the freedom to create imagipative pictures. - it’ '
The greatest powek of the artist, his dazzling weapoh, is the ‘
* . freedom he is allowed to take with what becames his landscapes, . N«

", his characters and his’ideas; it is the meaning, that he gijves o
.an otherwise unformed, uncreated, meaningless existence. o
- As a picture book artist, I anirite:esi;e&inthecmat}?c’ix of

imaginative imagery that presents a fantj_as'y or e/;@erience in a dreamlike
' ozﬂ" mzealisti.c; or perhaps abstract manrer. Cantemporary psychologists
distinguish o' types of \mages: memory images (vhich are fomed £ram
our past or recg{xt present) and unag:.naum s (Whld'x m;y omtain ‘ 1° |

\

-

' . past perceptions but are arranged éif.ﬁerently' than when they were
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- peroeived). Write:;s,“artists, scientists, and architects use imagination

images to create their new work. Fantasy and daydream ima;gery are'a © .,

51

cabination of memory and imagination mages Accoring to psychologists,

> visual imagery is a right hemispheric event where. visual, spacial,

-

aiditory and kinesthetic experience occurs. It is not time specific.

seconds. 1 v

from our own creative depth or dreams.

'\1‘:he psyche. They camg fram thé ps{rche originally and speak lbaqgc:’to it,

.

Thinking ::L}]WOIdS takes a long time but thinking in pictures tskes
[} .y H R

A
L)

To a.rnve at 3 visual image I h{:\ve' to use my imagination, and

i go to-that pléce within }rn{s\elf, to-my unconscious stdrehouse, which
contains inheri ted experience, memories, my backgro\md-cultum, and the
proposed ma@ I‘am cmtanplaﬁng\.\‘ Itis a pl\ace where T must\spend time .
and activate my imagination. There are a nutber of ways of activating the
imagination., Car ‘ Jung in his psygmlogy has suggested a technique by
which we can keep in tgudm w1th the unoonscious, by activating images

52 Another way of activating the
:;Lmaginaﬁ.gm is to prf:pose a mythic image for conta'_aplatic;x\. Mythic images
frem any\t}di';ion are related because they spesk to the deep centers of

Synbols %eak’ to another layer within ourselwes, not the thinking part.

'«..besides (the intellect) there is a thinking in primordial
images—-in symbols which are older than historical man, which "
are inborn “in him fram the earliest times, and etemally, .

 living, outlasting all generations, still make up the groung- N

. work for the human psyche. It is only possiBle to live the
fullest life when wecgre in hamony with these symbols:, wisdaw
is iretu.’m to them. . ‘ :

Jean Houstn, an American psychologist, writes about éxcerices that will

.

lewels of imagery: the senéor.?*, the. psychological, the.
[ r'4 v 2 T
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Once the visual imagery has been déveloped in a picture cycle
it is posgible to discuss*it with my editor.‘ When I am collaborating
with my editor/author Wiliian ‘lps/e,.we go .over the picture and story
sequénce five or six times, and each time theré are additional, méjor‘
changes % the structxi;:e of.the story and piétmes. At this stage my
pictures are in the form of rough drawings or linocuts. Col'laboraticn‘
could 'be difficult because it often means aweptmg and adapting the
other's ideas, but it also means that I am forced to expand and search,
j‘;o g0 fuftherhinto myself to find and discover new ways of thinking
and self-expreséim. I enjoy my creative collaboration with Wiiliaq
Toye.because h:.‘s insigfxts ard sﬁggestions inspire me. We havwe grgaé
respect for eacﬁ other's ideas; cmsequer;tlg, we are. bound to influence
me anothel’: and we are not afraid to disagree at times.

|

Afte.r the pictorial narrative and the text hawe been developed I

~

};egin to prepare drawings for linoleum blodks. I sit down with a’

lino block, the drawing, a pencil and an eraser, (and I redraw or
trace Jmam I prepare and work on several blocks at a time. The
process of cutting a block is different fram drawing. There is ?‘i.n‘cense
cmcan%gt}.wn It'is physicaliy tiring to cut linoleum, bmj' I low thel
feeling of the line that I can achieve. I have different cutting knives
for thicker or thinner li_nes After the first stage of cutting has been
done I make a pencil rubblng (fmttage) of the nnage and ne-evaluate my
work. I will then decwe to cut further or start all over again. If I
an.satlsfled I will prepare a black and white print. I fmd‘t'hat 1tl‘is

important to print on good paper.

Q




I find working in colour wery difficult. _aWhen I am ready to

begin work in colour I am faced with a completely different set of

prablems than work.i.ng with black and white. It is a great struggle for’

me tno arrive at a hamcmous oolour relat:.onshlp All my oolours are
chosen intaitively. I bng.n by prepar:.ng hundreds and hundreds of

texb.med mnopnnted papers. These papers are various welghts , each

) hav1ng a dn.fﬁerent character, e3pec1ally when the paper is cut or tom.

Paper edges have a character all their omn. I prefer using the hand- |,
made papers because of their texture. After this stage I am ready to

s

print sane of my lino blocks onto the textured papers and begin work m

i . 4 -

‘a collage canposmtmn.

S

The word "collage" is @nved fram the French werb "coller "

. to glwe or paste.‘ Same of it% famwous exponents havebeen Brague and

Picasso. Collage is a way of making pictures by pasting, cutting and

tearing, - and rearranging paper or cther materials oh a surface. It is a

o

. way of discovering and developing mmcpected configurations and is a fomm

of visual play I enjoy cuttmg colou:red paper shapes , and playing with
them by jugglmg the pieces. a.round umtil they fomm a satisfying
camposition. '.Ihrough collage I have found that I can create feellngs and
mo'odsma contauporaryway. At first I anafra:.dto bearorcutmy '
nmoprines‘. I'm afraid &will ruin a beaut!.fully ooloured paper. Slowly
I gain ccnfldence and ease my way mto the work. Sudchqu, cut and tom
- paper becc‘.mes a landscape . which is bu:th uwp from a backgmund fore— -
ground and m:.ddle gromd. The hmpr:.rrted images will beccm-z part of

.thJ.s canposition: I love werking in collage because I denve msp:r.ratlm

b

" 4

<
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from the materials T work with.
' . ' By anstructing collages from monoprinted papers, adding the
linolemn—prihted and other iélief—printed images plus various other

' : matenals (botamcal birch baﬁc léaves, etc - and such item az O

lace), T am able to create plctuzes that form a franework through

which I can e.xpress my 1deas. By work_l.ng.and reworking: my canpositions, '

Lt Tt o ok n e A

I exploit the accidental so that exci.ting things start to happen that
fu.rthér inspire . 1 feel it is thxough colour that I fmally develop
a cms:.stency of feel:.ng and_mood where expréssive ocontent is achieved.
the way "the elements are conbined. iThe printmaking techniques - .
° ' ::mzhn'xi maten.als mfluenoe fonn. Through new conbinations of

_—
B T e p——

tedhniques, possibilities are presented for.fresh experience and distinct,

expressian.

e ———— i e v

T

Tllustrations.in a picture bock form a relationship with the " .
rintea page The ;deight of the line used in the linocut harmoni zes with
! ‘ the mght of the typeface. I have fouﬁd that by separating the

plctures fmn the text, as in The lon's Nedclaoe, Petrouchka and

7

The Fire Stealer, I could create a better designed bock where the pict\més
! . .
' do not interfere with the text.
Landscapes have been an important aspect of my compositicns,

'alﬁ'm'xgh I have not been concerned witim interpretirxg landscape literally
because mine are mythic lahdscapes'. Textured colours and shapes help to
interpret the legend I am trying to "J:ecxeate. By cutting and tean.ng my
. " 'papers, the landscape develops a thxee—dmensmnal quality. The surface,

i 4 \cftensuggestsatactlle qua.].xty,l:.ketherodcsm'l‘tmb’bmtam Goats

-

‘ P
- . “

o

' P . . oy 4..—»—.‘..—-»‘-4‘1&‘!-7--. - - o o on vomn
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of Temlsham, pages 2 and 3 Each legend is expressed through different

180

colours as certain colours tend to daminate a bock. : coo

Earlier I discussed-trees as metaphors for the creative process.

’ They are also, in my bocks, more than that: they provide a key to my

o

work. .

LS

+ &

The representation of trees in art goes back to,ancient times,
and they ocauprise one of’ the most mdespread, oldest synbols in almost .
all cultures and mast ancient myths In prlmltlve times when forests |
ocowered the earth's surface), people locked in awe upon tz:ees and groves
| The movement of trees, with the1r creak:mg branches and whispering leaves, -

. endowed them with a personal lJ.fe. Many temples and rituals ‘were held

' 1n sacred groves. Sir James Frazer in The Golden Bough er.tes about’ tree

worship amq!::; many prunltwe people where gods and txees are often :

¥

mythological associated:. Osu'ls and the &dar, Attis and the pine, Jupiter

ax;d the oak, 2pollo and the laurel. Because it grows green every year and

. produces seeds for the future, the tree is also a symbol of life, fertility

and maturity. With the seasonal transformation from summer to winter it
offers life and death and change. '
Trées are one.of the ddmindnt features in y work, and satetifes

I have used them to balance my compositions. It is strange how my

- unconscious so frequently produced the image of the tree in my picture

books, long before I was aware of the mea;ning of the tree symbol. In

many instances the text did not specify that I use trees but trees

energedmoonsc:.ously. B
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In The Ioon's Necklace, pages 14 - 15, the underwater-scene

contains sea trees (fig. 146). This underwater scene functioned as a
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baptismal where I had to perfom the ritual of cleansmg myself - as did
’ )
the old man before he could see - before I coyld further galn ent:y into

the story

bt

‘In The Miraculous Hind (fig. 147) there are many different

G+ AT

rep;esentatlons of trees. The title page contains sacred trees sur-
. rounded by animals and birds. Many trees are imaginary and express
feelings through their shape and colour. Floral motifs of flovering *
_branches of pamegranates and petalled flowere appear in the maiden's
‘costures, and as backgroundsvin pages 6,7 and 9 (fig. 162).
The plant elements found in How Summer Came to Canada (fig. 148)

expresses the theme of g'mnm-g:.v:.ng Sumer. Found botanical natenal
like pine needles and cedar branches intemmingle with the monoprinted
paper to create a three-dinensional cmpositicn. In the dream sequence
(lt:a'gesr 8 -11), ‘as Glposcap dreams, a tree sprouts out by the side of his
head, a close parallel w:.th the idea of the tree as a rvetaphor for
maglnatlve thougrht.

The tree as a symbol of . transformatxcn best su1ts my needs, and

I express this trapsformation process. in The Fire Stealer (fig. 141),
I c:hose.the bireh tree because of its beautiful white bark and 'aJso. |
because I realized that it was sacred to the Ojibway Indians.‘ They
used the bark of the birch tree for mak.mg their dwel]_lngs, cances and
household and food-gathering equ:l.};ment By representx.ng ’d'xe tree with

roots and bough it expresses integration. For me then, the tree as a - ‘ , |
. ' . d . Lo [N ’ ‘A




symbol contains the elements of integration and transfomaticn and has

»

gu:.dedme inmywork an this thesis,

Ng
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PART I} INVESTIGATION INTO MY PUBLISHED AND UNPUBLISHED BOCKS
) # . ‘ * CHAPTER 4 -

The Dragm Story (ugpthllshed) , written by Ted Wood, worked on twenty

1 collage pleJIES during 1966-1967AToxmto. ‘ , !
After studying art for'a nutber of years, I decided to make .
J.mages for a stoxy During 1966—1967, a difficult period for me since -

Iwas trymgtofmdmywaymart, Iworkedon’lheDragonStmy

(figs. 149-152)'. Never having taken a course on illustration I had no
ideahwtobeginﬁaiilustrate abook. ButIe.xanlned many picture . .

books and followed may intuitdon in developmg the p:.ctor:.al narrat:we.

N

o Each picture represented a single action, and the attitudes and : 1
» . gesbmes related to cne precise mament. As gchild I alwayé enjoyed .

cutt:.ngpaperandplaymgw:.thmt—outbodcs In a way, I went back to ‘ i
~ that time and made my images from s:mple cut-out shapes, guided by
spcntaneous intuition.:

i
The Dragon Story 1s a whimsical story abouw a dragon, an old

man, his daughter Sasperilla, and King Oscar. After Sasperilla was
- I captuxed by“ the dragon, her father ran for help to Kirg Oscar who i?hen .
| 'prepared to rescue the ‘girl. But the dragon's, flames made his armour
'\exoeedin§ly hot, ®nd as a result he jumped into the lake to cool off.
Afber‘ many attempts he sw:‘ééeded in rescuing t’he hercine, ;r1d they all
" celebrated w:l.th a party at his castle. | '
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In ané'lysing the original artwork, I find that, for back- °
growds, I selected various textured mono-prints which suggest

landscapes. In many pictures, trees balance my compositions. Simple
silhouette cut-out sha;::es are used for the figures of the old méﬂ, his
: L

daughter Sasperilla, the dragon, musicians and children. ﬁ‘igures have

‘ very little detail and reflect a’child-like gaiety. The moncprints, used

 for ;;eople and water as well as backgromds, make the overall appeararce

even more ‘tactilé. Colour daminates the pictures.

It was throuch these Jmages that ‘I prepared myself for further .
stones Little did T reallze that collage would became my path to
e:@msion. It stxll remains my favorite way of -creating images since

p
it is very mud'x cmcemed with J.maglnatne 1ment1m.
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' Children's Bocks at Toronto Public Library, introduced me to William

_ work, said he had commissionedtan anthology of Canadian poetry for | N

' task of integrating the poems and the pictures. o

. 0 ‘ 190

¢

The Wind Has Wings, Poems fram Canada, ocampiled by Mary Alice Downie

and Barbara Robertson ‘(Toronbo, Londen, Oxford Universi.ty fmss; New )
York, Henry 7. Walck; 1968), 95'Fp.. ' |

At a Young CanadasBock Week recepticn at Boy's and Girl's
House in Nowmber, 1967, Miss Judith St. John (the fairy godmother of

The Wind Has Wiggs) , then in charge of the Osborne Collectiorn of Early

Toye, editorial director/of ‘the Oxford University Press, Toronto, to
| .

whan I showed slides of The Dragon Story. He was impressed with my

children and stated that if it were écmple&d to his satisfaction he ° Com

would consider'having me illustréte it. He asked me to call him in

Decenber after he retumned from a South American holiday. During my ‘*
meeting I told himhow disappointed I was that Indian legends were mot
illustrated in picture bock form in Canada. He agreed that samething * }
should be done about it but first warited me to work on the manuscript of |
Canadian poetry for children. Unfortunately, by December I became

seriously ill and called him fram the hospital feeling that I would not

be able to accept th; nn.am:s;:ript of Canadian poetry. I will never forget

how he encouraged me by saying that the m&ml@ typescript had been A

" finalized and that he would still like me to illustrate it. (I am certain ‘

that this news Speeded up my recovery.) " He said he would wait‘until I got

better. By March I was well enough to begin working on the difficult |

. 2
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The illustrations for The Wind Has Wings were first conceived

1

as mainly black-and-white draw:mgs with only'a few ooloured pages but -

e

* later developed mto colou.ted spreads altemating with bladt—and-whlm

aes. Ibeganbyxeading all the poeins many times. Then'I began to
sketch layouts for the poems that I found easy to get into. The
seventy—seven Canad:.an poems included translations of French Canadlan
folkscngs Eskimochants, nonsense poems and modem verse. The type was
loosely pasted on each page so that I was - able to move it amund,“‘thus
showing me the different arrangements of space I had in which I could

place my illustration. In same cases, it was difficult to integrate the

text with the artwork, since the poens covexed such dversity -of swbject

‘matter. Some lllustratmns like those for "I’here s a Fire in the Forest,"

"Eskum Chant, " "’Ihe Great Lak& Sulte " and "The Sisters of the Hotel
DJ.eu" (flg. 153) came together w1th the text without too great a struggle.
As a du.ld I often walked past t.he fleld-stdne walled garden of the Hotel

_Dieu Hospital, just as A.M. Klein probably did, so it was with great feeling
' ! !
that I ai:proached his poem "For the Sismrs of Hotel Dieu." I tned to

. create sisters that are like birds who pace the hosp:.ta.l garden walks A

mére difficult poemwas the very first cne, "orders.” I tried to'rinake an
illustrétiql that would create a mood for the whol‘e book, with a textured
green monoprint formi.n/? a landscape in which one could sit 31lent and
wonder. Amther prchlem was the mtegratlon of artwoﬂc for facmg pages, as
in "The Diver" and "Noah," where the cantent of the poems was different.

The role of the editor was important in pointing out elements in a poem that

'could be most effectlvely e.xpressed in lllustratlm. On sewveral occasions

] a
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For the Sisters of the Hotel Dieu

In pairs,

as if to illustrate their sisterhood,

the sisters pace the hospital garden walks.

In their robes black and white immaculate hoods
they are like birds, e

the safe domestic fowl of the House of Godi>

O biblic birds,

who fluttered to me in my ch:ldhood illnesses.
— me little, afraid, ill, not of your race, —

the cool wing for my-fever, the hovermg solace,
the sense of angels —

be thanked, O plumage of paradise, be praised.

A. M. XLEIN

B




s

I remember being told that I could do better and ended w c:reat.mg

several pictures befoxe I amved\ at the f:.nal J.mage I saretimes got

very g:.scouraged when, after spgmdmg many days developmg an lllus- ‘

. tJ:atmn, I would have to begin agaln

-

In analyzing the artwo:k I see that flower:.ng trees dominate
the cmpos1uons The jacket 1llustrates an ancient ginko tree (still

found in Montreal) with a flymg boy*bemg carried eway by-the power of .

‘the w:.nd for the clorth cover deslgn I used the J.mage of an owl.
7

The nompmtedﬂtext\ned paper-cutout collages were camera *
separated and printed in five colours. The black-and~vhite illustrations, -
‘mainly l:.noleum cuts, were placed on the page w:\.thln a frame, which
enclosed the illustration. Magenta endpapers, a blue haxd cover and’ a

: magenta paper jacket ccnplement the colours w;,tb.m the book.

’Ihe orlgmal artwork for The Wmd Has Wlngs was acqu:.red by the

Lluian H. Snlth collect:.m at Boy's and Girl's House in Toronto, where -
it may be seen. In 1971 it was awarded the first amelia Frances Howard-

GJ.H::on medal for Lllustratmn, given by the Cmadlan Ctu.ldxen s

Librarians Assoc:.a'lum. |

-
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f The Mountain Goats of Temlaham, retold by William Toye, (Toronto:

»; Oxford University Press, 1969) ' 32 pp.

Since my childhood I have been interested in %dl,an legends.
| In 1965~1967 I dedided to make a survey of children's picture bocks to
see what had been published on Ihdian legends, and I came across an

bock but at the same t1me was dlsappomted by the lack of research used

anthology published in Czechoslovakia. I was delighted to find this ~ | , i
?

for the dillustratiens of particular tn.bes I felt that there should be
Canadian plcture bocks an Indian legends and had suggested it to Wllllam (
Toye when initially neetq.ng hlm

After the ptbllcatlm of The Wind Has Wings, 'Ibye selected two

-

; Indian legends that would possess the pictorial quﬂal:.tLes necessary for
. visual presentation. He decided to produce two 32-page picture books
| . simultaneously. One was suggested by Professar Sheila Egoff of the
| University ‘of British Colurbia, who drew his aiébentiori to the Tsimshian'
| legend Gf The Mowntain Goats of Temlaham. Various folklorists' versions

of the Momtam Goats story were cbtaJ.ned By Tcye, n these he would
] ’

) ccnstruct his own z:etelhng. “
The Mov.mtam Goats of 'Ienliham is an ancient and farous legend
of the Tsimshian Indians and is set between the Nass'and Skeena Rivers in .
prritish Colurbia. The men of Temlaham we.re great hunters who killed aly
" what was needed for food, shelter, clothing and implements,.but later
. l:hey giew wasteful and greedy and killed for sport. When the goats took
. ’chex.r revenge on the people of 'lanlaham, they renembered that one day

Raven Fea'd:er had rescued a fJ.ghtened goat-kid that was being tornented by

e e e ———— ’
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the other village children and set it free. The goats helped Raven

Feather escape. I beganmy resegrch by travelling to British Colutbia.

I had received a Canada Cowncil Tra;él,g'rant (1969) and went through the
mounj:ams by air and by bus to 'gét impressions of. the spectacular
env:Lronment I exan:l.ned artifacts, pnnts and bocks at a nunber of

Im:seu@ the’,tg,\seun of An'dlrcpology (tniversity of B171§sh Colurbl,a) ’

the - Royal Q’lta;r.'le- Museum (’Ib::mto) , the McCord Muiseum (qutreal) , and the
Naticnal Museum of Man (Ottawa). I read anthr@ologlcal journals and \/\

(
' bocks by Piamnd Jennesses, Franz Boaz, Manus Barbeau and Viola Garfield.

Rese  was a very important part of the work. QIt impressed -

., Te several thJ.n that I resolved to suggest via illustratian. Slowly
pictures tock shape in my J'maginz;tt:i.m, the leqéxﬂ. and the pictures foming
and integrating together. The Mountain Gcsats" of Temlaham legend must have ,
been re-endoted many times for the glopification of chiefs, for the
spiritual benefit of@pdividuals, and for the pleasurk and istruction of
spect:abors I had to imagine .Indians Who lived their lives a;nd created
their works in this exivi ronment, along the shorss of the Pacific with
magnificent mountain ranges as b:adcdmps. I hadto ccnve'y the close band
| they had with nature and animals, andNheir highly deweloped decorative
art forms Their works of art functioned as a means of persnal and
cultural expression. Dancmg and music were lnseparable parts of thelr
lives, and the dramatic mpact of the performance was helghtened by the
use of costumes and masks, pa:.nted_screens and machamcal devices. I had
to create this mood and feeling in the illustrations for the legend toccte *

alive, My first images were rough sketches of totem poles, images for wall

[
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paintings and other artifacts.

In analysmg the artwork I find it interesting to see the way
certain images daminate. For example the totem poles and wall paJ.ntJ.ngs
are repeated an sewveral pages. Also, caxefully selected monoprints are
used as backgrounds. The people ‘are silhouettes and are camposed .fmm'
gut-gut moncprinted papers (showing very little detail). Linoleum pririts
’__'_g‘ie used anly for the totem poles and wall paintings. The image of the :

. é;cterior ofl’ the Indian lédge on page 15 was created from a carving found
@ a ladle 4t the Naticnal Museum of Man It represents the one-hofned
mouritain goafﬁ\ The interior wall painting repeated on page 16 to 22is @
'stjlimd Tsimshian design. The people seem dismayed, and this creates a.
mood of suspense. ’Jhe emational tone of thls part of the story isgconveyed
by the colour u:anSLtJ.om fran red j;/ blue/gxeen to oram;e/brom and .
fmallytommredmdbluempag%s 22 to 23 where thewallcnmbles :
(the paperhe.rewas npped) as it ig kicked to pieces by the goat who is

‘ chief of the mowmntain goat people (f;.g.154) . Nancy Herbert, a Capadian
uasp, ‘art-educator and writer, described her reacticn to this section of
the book in Bookbird: ' : i

.
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known. Because of the knowledge -that the painting has been executed

"of abstract shapes and curved lines mingle, cross, fade &nd reappear

|
B
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Ieaflrx;thmughthebookandsuddenlyocmngupmmcpene
painting in which abstract shapes and symbols flow, I feel the
desire to examine it fyyther and in greater detail. I enjoy this
painting very much. Iet us read. from the lower part of page 16
up and over. the surface. Black type on white pushes wp aga.msta
red blue line which fuses with its continguous colours.. The qyé/
then moves over graffiti reminiscent of other walls we hava

2

by hand (hand printed linoleum) there is an affinity between the
anlocker, (the reader) and the work under discussion. The
turbulent wall becands part of a theatrical movemerit. Raven
Feather and the yowng boy partmapat:mg in the action itself are- .
fused in background and fozegxound. A scintillating range of tonal %
blues and reds cause colour:tensions on the weathered surface.
Primary yellow is ted. .The shapes of blues repeated- ,
rhythmically an wmify left and right pages. Repetltlons

3
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on the lodge wall painting. This in tum camplements the

repetition of the outline of +two people.

The surface texture is tactile. We can trace our Fingers aromd °

the comer wall post which leads into the young boy with red -
markings, then aromd his eyes into the rattle held by Raven

Feather, until we are gradually led through all the abstract

maze~like Tsimshian wall painting. Certain areas (page 16) ¢ sare
reminiscent of frescoes mvduchﬂ)epamthas flakedaway . -
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In analys:mg the arbwork in The antaln Goats of Temlaham, Ny

¢

ten years later, I dlscover how :Lntn.uvely my nu.nd funct.!.oned in ; g
.211

" collecting research material, especially when T used the famous,
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