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Introduction
In this thesis I wish to discuss the design of books in the

Victorian period. When I speak of book design I mean all the

ingredients which when successfully put together make up
books which are a pleasure to handle and look at.

Before discussing the ingredients which make up the book, I

wish to look at Charles Whittingham andWilliam Pickering's
work for the Chiswick Press. I wish to show how the

Whittingham/ Chiswick style of typography was revolution-

ary. Chiswick Press was revolutionary in its rejection of attenu-

ated 'modern' typefaces and its revival of Caslon's 'old face'. I

wish to show how the revolutionarymoves of Chiswick Press

in relation to typographymay have sparked off James Mc Neill

Whistler to instigate whatmay have been the first revolution in

the art ofmodern book design.

The second chapter discusses the Kelmscott Press and, through

it, howWilliam Morris saw what was for him good book

design. I wish to show howMorris set down rules for what he

saw as good book design in his Ideal Book, though the

Kelmscott Press editions totally went against those rules.

Once again, I wish to mentionWhistler and by so doing I hope
to show the similarities between Morris's theories on the use of

white space as laid down in his Ideal Book and the work of

Whistler. Finally, in this chapter I wish to look at what was

common to the Chiswick Press and the Kelmscott Press.

Over the next three chapters I will to discuss some of the most

important ingredients thatmake up the book. In the chapter
entitled the Title Page, I will show what a typical title page was

like for the Victorians, how it was generally crowded and
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sometimes consisted of hundreds of words taking up the whole

page. I wish to show that in the hands of Pickering, the formula

used by Bulmer in 1804 became the basis of the title page in

England for 100 years. I also wish to show how a title pagemay
be composed.

In the next chapter I hope to look atWord and Line Spacing
and show howWilliam Morris's theories on this topic, affected

the shape of the 20th century book, rather than his work at the

Kelmscott Press. Through Morris's work, I wish to show that in

relation to word and line spacing he achieved the opposite to

what he wanted. I wish to show what the norm was and, by so

doing, I can show whyMorris reacted in the way he did. I also

wish to discuss what could be considered to be good typogra-

phy, in relation to word and line spacing, and show how

Victorian book designers, including Morris, fell down in this

regard.

In the chapter on margins I hope to open by stating what the

normal practice was. I wish to state Morris's views on margins
and show his consistency in going against his own rules. I also

wish to look at the opinions of scholars such as J.P Edmond

and W. Poland.

I would like to deal with illuminated gift books in the next

chapter, showing its origins. As a subsection in this chapter I

intend to look at illuminated initials, which is an integral part
of the illuminated gift book. In doing so I wish to look at the

work ofOwen Jones, Thomas Astel and Henry Shaw and dis-

cuss their reasons for looking tomedieval manuscripts for

inspiration. The illuminated borders are the most striking ele-
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ment of the illuminated gift book. I wish to compare the work

ofHenry N. Humphreys and that of Joseph Cundall. In so

doing I wish to compare their illuminated borders, looking at

the amount of white space as opposed to heavy decoration. I

also wish to look at how both designers integrated the block of

type with the borders.

A chapter on children's book illustration will look at the work
ofWalter Crane, and how the Japanese print influenced his

work as an illustrator of children's books. I wish to compare his

work with the work of Peter Parley, and look at their different

approaches to the double page spread as well as the single

page, and consider their contrasting styles of illustration.

During the Victorian period the techniques of book design and

manufacture were changing. However, while they were chang-

ing slowly the world, the readers and users of books and,

indeed, the nature of the book itself were changing fast, as I

wish to discuss in the main body ofmy thesis. An old world

was disintegrating and the foundations of a new world was

beginning to emerge. Children were being born into new urban

conditions. Because of the influx of people into the towns to

work in the new factories of the industrial revolution, the need

for education became greater. As a result of these new changes
a growing demand for books was being created. This growing
demand was being met with the help of the newly acquired

techniques ofmanufacture.

I wish to show that although the advances in book design in

the Victorian period were slow, there were those, as I have out-

lined above, whose work or theories were forward looking and
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revolutionary. These, however, were the exceptions to the

rule.In pointing out these revolutionary figures I wish to point
out what made them revolutionary.

The skills of Victorianmachinery in relation to printing ismost

clearly seen in relation to its black and white work. However, it

was in this period that colour printing first raised its head.

Victorian printers produced some outstanding results which

shows a unique contribution to the book. These skills which the

Victorians slowly acquired in relation to their book design no

longer exists, and many of their fragile books will never again
be produced as they once were.
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Chiswick Press





Chiswick
Press In this chapter I wish to look at theWhittingham/ Pickering

style as can be seen in the work of the Chiswick Press. I wish to

show how Chiswick Press' revolutionary moves in relation to

typographymay have sparked off James Mc NeillWhistler to

instigate whatmay have been the first revolution in the art of

book design.

"No act of creation is built ina vacuum and anyone who
cares about the look of the printed page would be most
unwise if he ignored all that has gone before".

( Lewis 1978 p 13 )

"The first revolt against the use of the attenuated 'mod
ern' typeface's was made in the 1840s by the printer
CharlesWhittingham at the Chiswick Press, with a
revival of Caslon's 'old face'. (Fig 1.1) This was an isolat
ed protest and the general standard of book typography
and printing continued to decline".

(Lewis 1978 p 17)

Perhaps the most outstanding name in Victorian book design is

that of Chiswick Press. It became synonymous with good

typography and printing throughout the period and indeed

continued its high standard until it finally closed down in 1962.

CharlesWhittingham for the soundness of his typography.
However, it was as a result of his partnership with the publish-
erWilliam Pickering that he produced books which were

known to be among the most successful in British book design.
NeitherWhittingham nor Pickering could have succeeded to

such an extent alone.

When one finds a book designer and attempts to analyse his

style and tries to say in what way he is original, it is nearly
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always possible to find examples of where he had made

changes from a previous period. It can be said with near cer-

tainty that in book typography absolute novelty is not only
rare, it is a danger because there is the tendency to interfere

with the convenience of the reader. Yet having said this, design-
ers do have style and Pickering's is unmistakable as indeed can

be seen in his Diamond Classics.

Pickering's Diamond Classics (Fig 1.2) were so called because

they were set in diamond type.The Diamond classics were so

called after the diamond type in which they were set. This dia-

mond type was equivalent to 4.5 point. As a result, this allowed

the book to be of a pocket size. The Diamond classics were very
hard to read because the type size was so small. Having said

this, however, they were very successful. This success was due

to the very fine quality of workmanship which went into the

printing and binding of the Diamond Classics. They were

indeed a most attractive series of books.

When cloth was first used to bind books the titles were printed
on paper and stuck onto the spines. Pickering worked in the

same way formany of his titles and formany years but in 1830

he published what was probably the first book in the world to

have gold blocked direct onto the cloth spine.

Pickering's style was not developed in isolation. He chose to

collaborate with both publishers and printers who themselves

had their own styles.

It was in 1844 that Pickering published no less than seven mag-
nificent folio editions of the prayer book. Six were historical
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reprints set in black letter using Caslon Roman type face and

printed in red and black. The seventh of these folios was a

book which was intended for contemporary use. This book

was also set in black letter, rubricated with a wood engraved
border on the title page superbly in keeping with Barry's and

Pugin's new House of Parliament which was then being con-

structed. The engraved border of the title page of this seventh

and final folio reflected the newly completed House of

Parliment in order to draw parallels between the power of the

state and that of the Church of England. It was an attempt to

show the ties which exist between the two bodies. All of these
were being printed byWhittingham and it is safe to say that

even if the initial idea was Pickering's, the execution and typo-

graphical design and detail were the printers.(Mc Lean, 1972

p 13). Books which are commercially produced today owe

more to Pickering's enterprise than has ever been admitted.

This was so because of Pickering's revolutionary revival of

Caslon's 'old' face in his commercially produced books as Fig
1.1 shows. Pickering was prepared to go against the norm in

relation to type. The norm was to use 'modern' typefaces
which had been elongated and thin. In Fig 1.3 we can see an

example of the modern typeface which Pickering reacted

against.

While Chiswick Press was revolutionary in relation to typogra-

phy I intend to show howWhistlermoved one step farther.

Chiswick Press with its good typography and the revival of

Caslon's old face laid the groundwork for people like James Mc

NeillWhistler to make good use of typeface's to which his

printers were indifferent.
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Whistler's work seems like a natural progression from

Chiswick Press' revolutionary move in relation to typography.
Whistler could be seen as being the instigator of the first revo-

lution in the art ofmodern book design. Chiswick Press and

Whistler were closely connected in their love of typography.

Whittingham was known for his soundness of typography
whileWhistler's strength lay in his minimal use of typogra-

phy. (Lewis, 1978 p 17) The painter James Mc NeillWhistler

turned his attention to the design of his exhibition invitations

and catalogue in the 1870s. It was his use of white space and

minimal use of type in his layouts which was so remarkable.

While there is no clear similarities between the work of

Chiswick Press and that ofWhistler, there was, however, a

common desire for good book design.

Whistler totally went against the rules which were set down

by people like William Morris in his Ideal Book as can be seen

inWhistler's design of the title page of 'The Gentle Art'. ( Fig
1.4) This title page has charm, balance, harmony and, the

touch of personality which he gave to everything.

Whistlermade good use of typefaces to which his printers
were indifferent. This flies in the face of the views ofWilliam

Morris who was often concerned to the point of obsession

with type design and the materials on which he was printing.
Whistler's use of white space and the way in which he placed
his copy on the page was not to be seen again until the New

Typography had reached its crescent in the years after the sec-

ond world war. (Lewis. 1978. pp17-18)
The partnership between Charles Whittingham andWilliam

Pickering in the Chiswick Press produced books which were

known to be among the most successful in British Book
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design.

Pickering's style is most clearly seen in his Diamond Classics

which, in spite of the very small type in which they were set,

proved to be very successful. This success was due to the fine

quality of the workmanship of the printing and binding of the

books. Chiswick Press was revolutionary in relation to book

typography. This brought about the first revolt against the use

of 'modern' typefaces which were elongated, with the revival of

Caslon's old face. Such a revolutionarymove prepared the

ground for James Mc NeillWhistler to launch what is arguably
the first revolt in the art of modern book design.
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Kelmscott Press

Chapter 2





Kelmscott
Press In this chapter I wish to discuss the theories ofWilliam Morris on

what he considered to be good book design as set down in his Ideal

Book. However, his work as seen in the Kelmscott Press seems to

contradict all that he proclaimed, in his writings.

My intention is to show the similarities between Morris's theories

as laid down in his Ideal Book and the work of James McNeill
Whistler. I also wish to look at the common factor between

Morris's Work in the Kelmscott Press and the work of the Chiswick

Press, which was the use of Caslon's 'old' face.

Kelmscott Press books, which appear in every history of printing
and book design, is recognised as a large folio which is printed in

dense black type with large overpowering wood engraved initials,
borders and illustrations.

William Morris developed a set of rules in relation to typography,
and applied these rules to particular books with great subtlety and

skill. However, there is no such thing as a simple completely typi-
cal Kelmscott Press book. It is possible to find evidence ofMorris's

growing self confidence as a book designer as successive books

came off the press. His ornamentation became richer and images
and words became more integrated. Morris slowly became more

daring in his use of red ink. In Psalmi Penitentiales of 1894 the Latin

text of each verse was in red while the English text was in black.

The elements known as Morris's typographical signature, such as

the shoulder note (Fig 2.1), the engraved title page ( Fig 2.2) and

the all caps unleaded title ( Fig 2.3), arose as the result of a long

process of trial and error.

Morris's principles of good book design were applied to books

which were produced commercially as well as those which were

14
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produced as limited editions. It was Morris's opinion that any
book, even those which were cheaplymade, could easily be

improved if only a few very simple rules were adhered to. His

rules encompassed some of the following. Because of his love

ofmedieval manuscripts he was more inclined to use old type-
faces. The reduction of white space between words and lines

and the careful adjustments of margins were prominent in his

work. He felt that it was best to avoid ornament and illustra-

tion entirely rather than to adopt unsuitable ormass-produced
ones (Peterson 1991 p 67). Morris said on another occasion

"Whatever the subject matter of the book may be and

however bare it may be of decoration, it can still be a

work of art, if the type be good and attention be paid to

its general arrangement. He said that 'a book quite un-

ornamented can look positively beautiful and notmerely

un-ugly, if it be, so to say architecturally good".
In spite of all that Morris said about how good plain un-deco-

rated books are, he appears to contradict himself by producing
the Kelmscott Press volumes which were anything but plain
and purely functional. (Peterson 1991 page 70 ff.)

While his views on design seemmodern looking, critics who

focus on the Kelmscott books see his style as regressive and

pseudo-medieval, and irrelevant to the needs of contemporary
times. On the other hand, some have seen him as the unac-

knowledged source of the great revival of English commercial

printing that took place in the 1920s. (Peterson 1991 p 63 ff.). It

cannot be disputed that there is a definite contradiction

between what Morris spoke of in his Ideal Book,on what he saw

as good book design, and the books he produced in the

Kelmscott Press. His Kelmscott Press books were highly deco-

rated and far from being plain as can be seen in Fig 2.4.
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Note here Morris's leaf and grape design, which he used to deco-

rate his borders and his highly decorated illuminated initials. This

is far from being plain. They were more along the lines of

medieval documents. As we can see his books bore a certain

resemblance to Victorian interiors. There was a tendency in

Victorian times for people to fill every available space in their

homes. William Morris's prints became very popular on fabrics

and were used verymuch to cover furniture. There was also the

tendency to over decorated everything from furniture to everyday
household objects. When we look at the background in which he

producing his books, it is not surprising to see that his books were

highly decorated.

Even though in our eyes his books seemMedieval looking, we can

see from his essays and lectures that his ideas on design were for-

ward looking and seemed to be a source of the revival in English
commercial printing in the 1920s. Nikolaus Pevsner recognised the

importance ofMorris's writings on design when he called Morris

one of the 'pioneers ofmodern design' ( Pevsner, 1974 Ch 1.).

Morris in themain was influenced byMedieval Manuscripts, how-

ever, he was also influenced by the book designer EmeryWalker

who was one of his contemporaries. EmeryWalker andWilliam

Morris as book designers were not limited to their revolutionary
views on margins and word spacing. They also revived the use of

the type Caslon which was comparatively rare in its use. Under

their influence George Bernard Shaw helped to restore it to general
use. He did this by choosing it as the standard typeface for his

books. Pickering, however, pioneered the use of Caslon's old face

which can be seen in Fig 2.6. The Diary of Lady
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Willoughby shows the use of Caslon's old face and was

printed byWhittingham for Chiswick Press.

The typeface's in England in the early nineteenth century
were all much the same. The main reason for Pickering opt-

ing for Caslon as a typeface may have been because he

thought it looked old fashioned in the best sense of the

word. An example of Caslon's old face in print is The Diary of

Lady Willoughby of 1844. (fig 2.6) This book was wholly set
in Caslon's old face.

Although Morris's work within the Kelmscott Press was

totally different to that of Whittingham and Pickering in the

Chiswick Press, Caslon's old face was clearly a unifying fac-

tor. They both opted for Caslon because of the old fashioned

look about it. Their reasons for reviving it ended there.

Morris used it for its medieval look but Chiswick Press used

it because it was different and looked better than the elon-

gated 'modern' typefaces.

In Morris's Ideal Book he expresses the desire for white space
on the page. This, however, does not come across in his

Kelmscott editions. James McNeillWhistler in his work

seems to have taken Morris's views to heart. He uses white

space to very good effect in his book Gentle Art. (Fig 2.7). He

also uses Morris's shoulder notes to punctuate his margins
( Fig 2.1).

William Morris in his Ideal Book set down the rules and reg-
ulations for what was for him good book design. These rules

covered typography, the reduction of white space
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between words and lines and the careful adjustments ofmar-

gins. He felt that it was best to avoid ornament and illustration

entirely. His work in the Kelmscott Press, however, seems to tell

a different story. The rules which he laid down in his Ideal Book

seem to be totally ignored in the Kelmscott editions, especially
in relation to ornament which was quite overcrowded. This

was, however, in keeping with the times and was considered to

be quite pleasing to the eye. Fig 2.4 is a good example of this

over crowded feeling to his work.

The use of Caslon's old face which was used in the Chiswick
Press was adopted by Morris in the Kelmscott Press. The theo-

ries ofMorris which were to be found in his Ideal Book, seem to

be taken on by James Mc Neill Whistler who used white space
to very good effect in his Gentle Art (Fig 2.7).
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Chapter 3

Title page





Title
Page In this chapter I wish to discuss the title page and how it was

developed. Under Pickering the title page developed from a

typical Victorian title page, which sometimes contained hun-

dreds ofwords, to a title page which consisted of a minimum

number ofwords and a publisher's emblem. I also wish to

look at Morris's views on the title page. I also wish to show

how a modern title pagemay be composed.

In England in the early nineteenth century the usual layout of

a title page was quite crowded. The title was very long, usual-

ly taking up the whole page. These titles were sometimes

hundreds ofwords long, set in capitals and withoutmuch

variation in size (Fig 3.1). Pickering came to the realisation

that if the number ofwords were reduced to the bare mini-

mum on the title page and they were set in small capitals, the

letters carefully spaced, with a simple openly engraved device

or ornament, he could hardly fail to achieve a beautiful title

page. This formula for a title page was not invented by
Pickering; it was used by Bulmer in his 1804 edition of the

Goldsmith and Parnell poems. In the possession of Pickering,
however, it became the basis of the title page in England for

100 years. Among his successes with this formula was the

1822 edition of Chaucer's Canterbury Tales which were printed

by T. While. This, among others, was produced before he met

Whittingham or indeed used the Chiswick Press.

Pickering's style reached its perfection of simplicity in the

Aldine Edition of The British Poets printed byWhittingham.
Morris held that the earliest printed books were the best

because they were produced at a time when the spirit of

medieval craftsmanship was strong. Morris was of the belief
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that only in the second half of the eighteenth century was to

be found the most illegible type that was ever cut. Bodoni (Fig
3.2) and Didot (Fig 3.3) relentlessly maintained the develop-
ment of the 'modern' typefaces to their logical conclusion.

Morris wrote " It was reserved for the founders of the later

eighteenth century to produce letters which are positively
ugly and which it may be added, are dazzling and unpleasant
to the eye owing to the clumsy thickening and vulgar thin-

ning of the lines". ( Peterson 1991 pp 62 - 69) It was because of
these views thatMorris rejected the 'modern' typefaces and

moved backward to using older typefaces such as Caslon's

old face rather thanmoving forward.

Because the Title Page is an integral part of the book it logi-
cally follows that typographically it has to match the other

elements of the book. The title pages ofmany books look as

though they had been set at the very last minute. The title

page is in fact the herald of the text and thereby has to be fit
and strong enough for the job. It should proclaim its message
and so should not be missed. The truly beautiful title page is a

very rare thing.

The general page layout of the book by it very essence is the

starting point of a strong title page. The rules of the propor-
tion of the margin and the position of the of the block of type
apply equally to the formation of the title page. The title

must never go outside the parameters of the block of text of

the page as established within the book itself. It is also impor-
tant to prevent the title from reaching up to the total height of

the page for aesthetic beauty.

30





While the title of the book remains in the top half of the page
it leaves room in the bottom half of the page for the publish-
er's imprint. The white expanse between these two elements

must not appear as if it happened by accident. The tension

caused by this white space must contribute to the effect of the
whole page. A publisher's emblem could be used here to cre-

ate harmony as seen in Fig 3.4, which is an outline of the lay-
out of the title page. Fig 3.6 is one of Pickering Whittingham
prayer books printed in 1844. Fig 3.5 shows the publishers
emblem while Fig 3.6 shows the publishers emblem in use. If
a publisher's emblem is being used then it is important that it
is harmonious with the typography. Printers of the Gothic and
Renaissance found it quite easy to create title pages. They
accomplished this by using a large illustrative woodcut or a

publisher's emblem which formed the centre of the title page
and successfully opened the book. During the eighteenth cen-

tury, however, this method gave way to a smaller woodcut or

copper engraving. The title pages of the eighteenth and nine-

teenth centuries have left their legacy in thatmany of the

demands which are placed on the title page of today have

their roots in the eighteenth and nineteenth centuries. It was a

rigid rule for the Gothic and Baroque printers that they did
not break words. This rule today has been discarded in

instances where the outward typographical appearance
makes it a necessity.

/

The shape of a title page is very important and one of the

most elegant shapes is based on the outline of a wine glass as

can be seen in Fig 3.4. This is particularly effective if it can be

achieved without apparent effort. It is in examples such as

Fig 3.6 that a publisher's emblem plays a very effective role.
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Fig 3.4
This shows the most elegant shape for a
title page which is based on the outline of
a wine glass.
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Fig 3.5
Avariation of Pickering's Aldine anchor and
dolphin device. Engraved byMary Byfield
and was used by Pickering in his Book of
Common Prayer of 1844.
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The Book ofCommon Prayer
Printed by Whitcharch March 1549.

armmensly calbed

The Firth Book ofEdward VIL
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Fig 3.6
Title page of one of Pickering/Whittingham Prayer
Book reprints of 1844.





The title page for Victorians was generally very overcrowded.

Pickering used Bulmer's idea to reduce the number ofwords on

the title page to a minimum and to set the title in small capitals,

carefully spaced. Morris in his title pages and in his books fol-

lowed Pickering's lead inmoving away from 'modern' type-
faces and adopting Caslon's old face. The shape of the title page
is as important as the minimal number of words. The shape of a

wine glass is often seen as an elegant shape for a title page and

the publisher's emblem is sometimes considered to be an attrac-

tive feature within the composition of the title page.
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Word and Line Spacing

Chapter 4





Word &
Line
Spacing

In this chapter I wish to show that it was Morris's theories in

word and line spacing which effected the shape of the twenti-

eth century book rather than his work at the Kelmscott Press.

Morris's work at the Kelmscott Press achieved the opposite
effect in relation to word and line spacing. To show what

Morris's end result was, it is important to show what the

norm was. Having achieved this I wish to discuss typography
in relation to word and line spacing.

William Morris's renown as a fine book designer was more for

his typographical theories which he proclaimed in the1890s

than for his work at the Kelmscott Press. His theories have

had their effect on the shape of the twentieth century book.

Morris was very rigid in his views on word spacing. He insist-

ed upon the reduction ofwhite between words and lines of

type. There appears to be an amount of truth to the allegations
ofMorris's critics, who accused him of being Pseudo-

Medieval in that he praised the sturdier typefaces of the early

printers. We can see from such early prints that they used

leading much more sparingly than Victorian printers.

Morris was influenced by EmeryWalker's views on compact
word spacing. In the 1880s Walker was arguing for a return to

the practice of the printers of the fifteenth century. The

Victorian printers liked to use what are known as 'thick

spaces' (Thicks) or
' middle spaces' (mids)when separating

words. Walker claimed that such white spaces destroyed the

texture of the printed page. Morris went along with Walker's

ideas as can be seen in Fig 4.1 the engraved title and first
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page of Tennyson's Maud (1893). It is clear from this that the

word and line spacing is very close, thereby creating solid

blocks of type. In contrast we can see in a trial page from The

story of the Glittering Palm (Fig 4.2) that the word and line

spacing ismuch looser. This version was clearly set before

Morris accepted the views on word and line spacing which

Walker was championing. This page was in fact the first trial

page and was never used at the Kelmscott Press. This is a typ-
ical piece of Victorian book composition. When comparing
this to Fig 4.1 we can see that the word spacing in Fig 4.2 is

extremely loose, somuch so that after full stops there are 'em

quads'. This is the widest space which is used by the compos-

itor, the width of a capital "M'. It was only after about four

versions of the trial page of the story of the Glittering Palm

does the page become more like a Kelmscott page with

smaller spaces between words which is in reaction to the

looseness of the Victorian page.

Morris went to the other extreme by bringing words so close

together that it interfered with legibility. While all of this was

going on, English commercial printers continued in their bad

old ways until the 1920s when there was a general accep-
tance of Walker and Morris's attitudes towards word spac-

ing. The acceptance ofWalker and Morris's views were taken

on board only in that the word spacing was reduced but not

to the extent to which Morris went.

While Morris admired the Medieval scribes and the first

printers it is perhaps more likely that the medieval printers

probably pushed their lines closer together, more for the sake

of economy rather than for aesthetic reasons. Morris's unlead-
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(Fig 4.1)
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The engraved title and first page of Tennyson,sMaud
(1893). In order to achieve a solid block of text, Morris set
the poem as prose on the first page.
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The old man answered not a word, and
he seemed to be asleep, and Hallblithe deemed
that his cheeks were ruddier and his skin less
wasted and wrinkled than foretime. Then

of those women: Fear not, young
well and willsoon be better. Herspake.one

iv sweet as a spring bird in the morn
man; he is
CIE WAS a8

ing ;. she was white-skinned and dark-haired,
weetly fashioned ; and she laughedon

Iblithe, but not mockingly; and her fellws
also laughed as though it were strange for him
to be there. Then they did on there shoon
again, and with the carle laid their hands tothe
bedwhereon the ofd man lay, and lifted him up,
and bore him forth on to the grass, turning
their faces towards the flowerywood aforesaid;
and they went a little way. and then laid him
down again and rested; and so on ittle by little,
till they had brought him to the edge of the
wood, and still he seemed to be asleep. Then

ils

the damsel who had spoken before, she with
the dark hair, said to allblithe : " Although
we have gazed on thee as if in wonder, this is
not because we did not look to meet thee, but
ecause thou art so fair and goodly a man : so

abide thou here till we come back to thee from
out of the wood."

Therewith she stroked his hand, and with
Rar

(Fig 4.2.)
The first trial page of The Story of the Glittering Palm in the
Golden type, printed on 31 January 1891. A rejected lower -
case 'g' appears on the page, and the word spacing is much
looser than later versions of the same version.
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ed type made a pleasing block of colour on the printed page.
There appeared to be a conflict between pattern making and

legibility for Morris. Morris in some instances chose to opt for

pattern making, rather than legibility which inmy opinion
went against his theories on word spacing.

I believe that Morris fell down when his Kelmscott Press books

were put to the ultimate test of what was considered to be

good typography. Good typography was seen as not limited to

the selection of type size or the typeface used. Word and line

spacing play a very important role. Overly spaced words and

lines ofmany Victorian books opened up blocks of type to the

extent that it interfered with legibility. I believe that, while

William Morris did not make his type too small, he did in fact

irritate the eyes of his readers, especially in some of his later

Kelmscott books, by reducing his words and line spacing so

much that he caused a problem with legibility.

IfMorris's books were put to the test of good typography,
would it stand up to the scrutiny of those who judge best?

This test of good typography is always placed in the hands of

those who read. If it cannot be read by everyone then it is use-

less. Even for someone who is concerned with readability and

legibility, it is not always easy to tell whether something can

be easily read or not. The ordinary reader on the other hand

will at once reject something if it set in type which is too small

or if it bothers the reader. Clearly these are signs of eligibility.

As can be seen in Tennyson's Maud (Fig 4.1) Morris set his type

very close.This made a solid block of colour on the page and so
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made the lines look as if they are solid lines. As a result of this

appearance of being a solid line, I believe that it interference

with the legibility of the block of type.

No matter what the typeface, too wide or too close spacingwill

automatically diminish the look of the line and the typeface.

Really good typography should be legible and should never

repel the reader. Because of the values set down by Morris and

the practice of James Mc Neill Whistler, simplicity became the

mark of nobility in any piece ofmasterful work.

WhileWilliam Morris's views became a landmark for good
book design, I hold that his typography was not as good as it

should have been. In his Ideal book he lays down the rules for

what he was as good book design which were to be taken on in

the 1920s. I think that it was a real pity that he produced no

books which encompassed all of his rules.

While the spacing between words is very important and can

greatly improve the look of a block of type, the same can be

said of line spacing or Leading. Leading is the spacing between

lines of type. It is very important for legibility and beauty to

calculate the space between the lines correctly. In spite of

William Morris and EmeryWalker's rules on line spacing, I

believe that it is very difficult to establish general rules for line

spacing which can be universally adhered to. Different type-
faces need different word and line spacing. For example, some

display types need to be set tightly to prevent the disintegration
of the line. The situation is very different in relation to typefaces
of the eighteenth and nineteenth centuries. When they are set

tightly they have a tendency to look bad. By their very nature
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they need plenty of space.

Margins in a book play an important role in relation to word

spacing. If a margin is wide and the word spacing is sufficiently
wide then it allows the type to stand out and so adds to the

overall beauty of the printed page.

William Morris's rules which he laid down in his Ideal Book on

word and line spacing effected the shape of the book of the

Twentieth Century as opposed to his work at the Kelmscott

Press. Morris's work at the Kelmscott Press changed a lot from

when he took on the views ofWalker in relation to word and

line spacing. This change can clearly be seen when we look at

the first trial page of The Story of the Glittering Palm 1891

(Fig4.2) which never reached the press in this form. Tennyson's
Maud 1893 (Fig 4.1) was the work ofMorris. His word and line

spacing here is very tight in comparison to the trial page of Fig
4.2. Morris in his Kelmscott editions moved his word spacing

very close to achieve a block of colour on the page butmanaged
to interfere with legibility in the process.
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Margins
My starting point in this chapter onmargins is by stating the

normal practice in relation tomargins for Victorian book

designers. I intend to show what Morris's views were on the

subject. I also wish to look at what other scholars such as J. P.

Edmond and W. Poland had to say. Once again I wish to look

at howMorris broke his own rules in relation tomargins.

The construction of the page has twomain elements: the type
area and themargin. Together they make up a single unit. The

dimensions of themargins do not dominate the page of a

book, as seen in Fig 5.1. These seem to be the principles of the

medieval book and, in turn, became the principles for

Victorian book design which was based on the medieval book.

Therefore, the Victorian book showed surprising conformity
of the position of the type area in relation to themargin. We

can see this very clearly in Henry N. Humphreys' Parables of
Our Lord of 1847 (Fig 5.1).

The basic layout ofMedieval printers appears to be the stan-

dard layout of today. Unlike designers like Humphreys we

today do not fill the margins with decoration but leave them

untouched. Margins today, however, tend to be a lot smaller

thereby reducing the need to fill them with illustration.

Victorian printers as a rule usually placed their text very close

to the centre of the page. Morris, the book designer focused on

the proportions of the margin. He held that when twomargins

opened together on a double page spread they should always
seem together. Indeed they must seem not as two individual

pages but as a single unit. Therefore the two adjoining inner

margins should be narrower than the outermargins. Morris
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Fig 5.1

Henry N. Humphreys'
Parables ofOur Lord 1874
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said "I think you will very seldom find a book produced
before the eighteenth century, and which has not been cut

down by that enemy of books the binder, in which this rule is

not adhered to: that the hinder edge ie. that which is bound in

must be the smallestmember of the margins, the head margin
must be larger than this, therefore (ie. the outer) larger still,
and the tail largest of all. I assert that, to the eye of any man

who knows what proportion is, this looks satisfactory and

that no other does so look". (Peterson, 1991.pp 70-71) J. P

Edmond had said that after careful study he came to the con-

clusion that themedieval rule was to make a difference of

twenty per-cent frommargin tomargin. The observation

made by Edmond had simple reasoning behind it. Mc Lean

1972 p 141 ff. He noticed that theMedieval printers realised

that an optical illusion was needed in relation to their inner

margins, ie. the margins which are closest to the binding. To

make all of the margins on the two pages opposite each other

seem equal it is best to reduce the inner margins by 20 %. The

printer could then bring the two inner margins so close

together that they would appear as one. When the two inner

margins were taken together they would appear the same as

the two outer margins. Tennyson'sMaud (Fig 5.2) is a good

example of this optical illusion. In 1933 W. Poland examined

Morris's view onmargins and by so doing showed that the

historical evidence is more ambiguous than Morris had

thought. After the study of fine books of the fifteenth century
and others from modern presses he came to the conclusion

thatmost printers includingMorris allowed for less than a

twenty per-cent difference between the inner and top mar-

gins. Jan Tschichold, who was one of themost thoughtful

designers of the twentieth century, alsomade an in depth
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Fig 5.2

Tennyson's Maud,
Another example of an optical illusion
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Morris's shoulder note
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study into the history and theory ofmargin proportions. He

came to the conclusion that the latemedieval printers arrived

at theirmargins by what is known as the Golden Cannon and

not by trial and error or by scribal precedent. (Tschichold, 1966

pp179-191).

Morris's practice at the Kelmscott Press did not always prove
to be consistent with what he said concerning margins in his

essays and lectures. For example he was convinced byWalker

that headlines weakened the unity of the printed page. In

order to get around this Morris used shoulder notes instead of

headlines. Fig 5.2 is a good example ofMorris's use of the

shoulder note. As a result of this his outermargins had to be

much larger than his theory would allow. This in turn lead to

an unusually broad expanse of blank paper at the bottom of

the page. Morris contradicted his formula on margins once

more in his reluctance to continue a line of poetry onto a sec-

ond line and so to avoid what printers call a 'turnover'. Instead

he would allow a long line to drift well into the margin.

Conformity of the position of the type area in relation to the

margin was known by the Victorian designers as can be seen

in Henry N. Humphreys' Parables ofOur Lord. (Fig 5.1) The

basic layout of today was inherited from the Medieval print-
ers, but the Victorian Humphreys had the tendency to fill his

margins with decoration. This was in response of the aesthetic

taste of the times.

Morris agreed with the medieval printers that the inner mar-
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gins of a book should be the smallest, at least 20% smaller.

W.Poland, however, discovered that less than the 20% differ-

ence between the innermargins, not only withmedieval print-
ers but also withMorris who spoke about the 20% difference.

Once again Morris writing in the Ideal Book did not always

prove to be consistent with his work in the Kelmscott press.
His outermargins had to be larger than he said because of his

shoulder note.
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Illuminated Gift Books

Chapter 6





Illuminated
Gift
Books In opening this chapter I wish to show that the origins of the

Illustrated Gift Book are to be found in Medieval Manuscripts
and then show how the Victorians normally presented them.

Illustrated initials are an integral part of the illuminated gift
book. In this sub-section I wish to compare the work of

Thomas Astel with that of Henry Shaw, as well as Owen

Jones.

In relation to illuminated borders within the illuminated gift
book I wish to look at Humphreys' books Parables ofOur Lord

and The Poets Pleasure Through these works I wish to look at

his use of white space, or lack of it, at his integration of type
and image and his word and line spacing.
I also wish to look at the work of Joseph Cundall and com-

pare him to Humphreys. In this comparison I wish to look at

the use of white space, word and line spacing as well as illus-

tration.

The Illuminated Gift Book was another strand of Victorian

book design. We can see that the illuminated gift book clearly
has Medieval Manuscripts as its influence. (Fig 6.1).The pages
of these illuminated gift books were highly decorated in a

style which had its roots inmedieval volumes.

A prominent feature of the medieval manuscript and also of

the Victorian Illuminated Gift book was the use of the illumi-

nated initial. Fig. 6.2 shows a page of Owen Jones's Song of

Songs . Here we can see his highly decorated border and ini-

tial. Owen Jones concerned himself with the arts of the past as

a source of inspiration. The seven initials drawn by Owen
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Fig 6.1
Title Page from Volume II of the Works of Aristotle.
Venice, illustrated by Girolams de Cromona or
Jacometto Vreneziano; Printed by Andreas
Torreanus. Venice 1483
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Owen Jones's The Song of Songs
Fig 6.2

52

Rem. en
Tae:

»

we *}Nae Ax3.
Barth. ag Te it a SUT he alinekG Hf

briehag seh phurg

Homer with whaukki. wt uyvee58ie By fnt te rraauiagiabere
Wu

a muard ho mathe dugal ne Be
ef suerg aye beealtReeRaneur _ bar

Bese

aRe oudmile dan at fy aud fg wy
tera

span sf tie

i
ey +

54

* tals ike alsued sf
TERRIGUA Saye

Pra >
seals?Hat ty petty# orreTeore

Fg

nearky By wugics Reva pare af Le\f

pamGanate eau ths lathe. < eS
Feui haerch like thy anterr af3 nt in

Ed

i 8 abut seer enart, *oe
» eyne

"re
of ago.

RSs inverta tealfat inka fete batat efi hartins

Babess - 'Bae ts i
ain tare Lat Re 2"ilnhon
mt

wlk tree assuring fhe hihes ;"it
od

+ AtwyUND tr tay au tly
intIMis irre

shan)jera 'wil
ne nn

'Beay

C)
cae ea We2

NPBek
%isas

rk is »Be

SBS ss





Fig 6.3
Three of seven initials drawn by Owen Jones in
two colours, their purpose is unknown.
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Fig 6.5
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Jones (Fig 6.3) shows that he had a good feel for design. He

combined the initial with the decorated background and

together theymade up one unit. This was an attempt tomake

a bridge between the letter and the illustratod border. We can

see this in context in Owen Jones's Song of Songs (Fig 6.2)

In contrast to Owen Jones, Thomas Astel in his work on the

illuminated initial concerned himselfmore with the shape of

the letter and was less interested in the overall effect that the

letter had on the whole page. Henry Shaw (1800-1873) on the

other hand was using an illuminated initial in trying to accu-

rately convey the art of the Middle Ages (Fig 6.4) which is the

subject of the book in Fig 6.4. (The practise of Illuminated

Initials). While the illuminated initial is an intrigral part of

the illuminated gift book the illuminated border is perhaps
the outstanding element. The illuminated Gift books were

perhaps one of the most carefully and concisely designed
books of the Victorian era. Their printed pages were among
the most outstanding and were verymuch a product of their

age.

Ruari Mc Lean in his book Victorian book Illustration Design
and Colour Printing while speaking about Henry Noel

Humphreys says, in relation to illustration, 'fitness for pur-

pose' was already being affirmed in the 1840s. Henry N.

Humphreys in his book Parables of our Lord had inserted at

the end of a page the following.
"The symbolism of the various borders is explained
and the artist's intentions are further explained in the
words "...it has been the aim of the designer to render
the ornamental borders of each page appropriate to the
text and to avoid all mere arbitrary or idle ornaments".

(Mc Lean, 1972, p 100)

56





Henry Noel Humphreys, likeWilliamMorris and many other

Victorian illustrators and book designers, had a great love of

medieval typography and book design in general. This love

formedieval typography and book design can be seen in

Humphreys' book Parables of our Lord. (Fig 6.5). Humphreys

captured some of the medieval Flemish illuminator's spirit as

well as adding a freshness of his own. Humphreys' black and

white borders found in his book The Poet's Pleasure (Fig 6.6)

shows an originality and power which is hard to find in any
other Victorian book.

They are fine examples of typically Victorian books. Each

page is highly decorated as can be seen in Fig 6.5. It cannot be

disputed that the borders are decorated to the highest quality
and that the ornamentation have been rendered appropriate
to the text. However, it appears to me that although the orna-

ment and the text share the one page, they are not in harmony.
The panel of text looks as if it is placed on top of the ornament

and the ornament appears to be the dominant feature. The

body of type in my opinion is a typical example of Victorian

type in that the word spacing is very wide. People like
William Morris and James Mc NeillWhistler reacted against

examples such as there. The word spacing in Fig 6.5 is very
wide, making the text hard to read. It also effects the look of

the body of text. The whole page does not hold together as a

single unit very well. This lack of a coherent unity is caused

not only by the wide word spacing but also because of the line

spacing which is also too wide. In Fig 6.5 Humphreys, in my

opinion, appears to try to bring the text together by adding
solid lines (or rules) between each line of type. This for me
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The Poet's Pleasure, 1847.
One of the borders designed by Noel Humphreys,
engraved in wood by W. Dickes.
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only isolates each line from the line above and below. I believe

that Morris's theory was correct when he held that the word

spacing as well as the line spacing should be closed up some-

what. As I have already said however, Morris went to the other

extreme by closing his type up toomuch and in so doingmade

legibility difficult.

After Pickering, the publisher who was most devoted to good
book design inmid-nineteenth century England had to be

Joseph Cundall. His career as a book designer and publisher is

hard to follow but what is known of him shows the high stan-

dard of his ability for book design. Cundall appeared to have a

passion for Caslon Old Face as a type and chose it whenever

availability would allow. What made him unique was that he

knew how it should be used. Nearly all of his books look as if

they have been designed, although it is impossible to know

howmuch. His well arranged title pages, for example,may
have been due to the skill of his printer Richard Clay (Fig 6.7)

The normal typeface used formost types of books was 'mod-

ern' so it was rare to set books in Caslon Old Face. (Mc Lean,
1972 p 146).

While Cundall's name was not always on his work, his particu-
lar style of illumination often pointed him out. Fig 6.8 is an

example of this. We can see the fine quality of his illustration

which was delicate and yet strong. He used small leafmotiiefs

to balance the page. It is clear from Fig 6.8 that he seperated his

type from his illustration, but created a harmony between the

type and the image. It is such harmony which identifies his

work. It is clear from the work that is known to be his that he

was a man of considerable originality and taste. I believe that
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the part he played in Victorian book design was quite impor-
tant.

To compare Joseph Cundall with Henry Humphreys, Cundall

appears tome to be more forward looking in that his illumina-

tions are more open. He does not appear to be afraid of open

space on his page. Humphreys' quality of illumination was

very high but he loved to fill his borders with dense illumina-

tions (as can be seen in Fig 6.6) Cundall, on the other hand, kept
his decorated borders quite simple in comparison, as Fig 6.7

shows. As I have said before, Humphreys' block of type had the

appearance of being set on top of the borders. This in my opin-
ion divorces the block of type from the borders. They appear as

two distinct entities.

Cundall does not seem to have such a stark contrast between

the block of type and the border. An illustration should accom-

pany and complement the text rather than overpower or dis-

tract from it. Joseph Cundall's text seems to be proportioned
better than the general norm as Fig 6.7 shows. His word spac-

ing was closer than the norm although his line spacing still

seems rather wide. His printed page seems to be a lot more

'Modern' looking as can be seen in Fig 67. (Mc Lean pp143)

To summarise The Illuminated Gift book shows that its roots
are set inMedieval Manuscripts. The illuminated initials of

people like Owen Jones were an integral part of the illuminated

gift book and also had its origins in the medieval manuscript.
Even though the illuminated initial was an important part of

the illuminated gift book, the most outstanding element is

clearly the illuminated borders.
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Humphreys' Parables ofOur Lord is a good example of the high-

ly decorated border of the illuminated gift book. His text how-

ever, gives the impression of being placed on top of the border

with little attention given to the integration of the two.

Joseph Cundall on the other hand, does not use asmuch deco-

ration in his borders. He seems more inclined to use white

space to good effect. Cundall, unlike Humphreys, in his typog-

raphy thinks more along the lines ofWilliam Morris and Emery
Walker in that he sets his words closer than the norm for

Victorian Book designers. Humphreys on the other hand set his

type according to the norm of the day.
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Children's Book Illustration

Chapter 7





Children's
Book
Illustration inthis chapter I wish to deal with the illustration of children's

books. In so doing I wish to look at the norm in relation to

illustrated books which also applies to the illustration of chil-

dren's books. I wish to look at the work of Peter Parley using

examples of his book Home Treasury, which was considered by
some to have been given the most distinguished design treat-

ment in modern times. I wish to compare the work of Peter

Parley with the work ofWalter Crane. I wish to look at their

treatment of not only the single page but also the double page

spread. Crane's work was influenced by the Japanese print, so I

wish to look at how he was influenced by them. I wish to dis-

cuss his use of white space on the page and compare him to

Parley in this regard.

There appears to be two types of books with illustrations, those

where the pictures are scattered throughout the text and the

other where the text and the image form two parts of the same

book. However, harmony in a book can sometimes be achieved

if the image size and the text area are the same size. Walter

Crane (1845-1916) in his children's books saw the need to cre-

ate this harmony and thereby saw the importance of the dou-

ble page spread. He saw this in relation to both the block of

type and the illustration. Fig 7.1, the centre page from

Bluebeard of 1875, is a good example of the double page

spread containing both the block of text and the illustration. He

saw the importance of the spread over and above the single

page. This I believe is in sharp contrast to Humphreys' work.

His pages weremirror images not only of the page opposite
but also of the pages which went both before and after the

page in question, as we can see in Fig 7.2 (Humphreys' Parables





Fig 7.1
Walter Crane's Centre Page from Bluebeard
1871, wood engraving.
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Parley's Home Treasury.
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ofOur Lord). This, however, was as a result of the influence of

the medieval manuscripts whose style was to work in this fash-

ion.

Peter Parley's children's books were seen as being very good.
He gave the book Home Treasury the most distinguished design
treatment ever given to children's books. (Fig 7.3) As well as the
overall design, it is not surprising that the illustrations in this

books were of the highest taste. The reason for this is simple.

Parley's desire to put the best art into the hands of children.

Parley's Home Treasury was considered quite successful to the

Victorians. I would hold that there is a certain charm present,

mainly in the colour printing.

It was pretty much the norm for the Victorians and their succes-

sors to have their illustration and their type as two distinct enti-

ties. The illustrations in children's books were much the same

as the illustrations within the illuminated gift books in that

they were, as one would expect, a pictorial representation of
what was written (as Fig7.4 Humphrey's Miracles ofOur Lord

illustrates). Apart from that there appeared to be little or no

thought given to the integration of the illustration and the type.
It was the rule, in my opinion, that the illustration distracted

from the text. The illustrations were generally of a very high
quality and were highly decorative, almost filling the whole

page. As I have already mentioned this was very Victorian.

They appeared to like lots of decoration and very little white

space.

Crane was most successful in the area of Children's book illus-
tration although it was in this area that he considered himself
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Fig 7.4
A pictorial representation
of what was written
Humphreys' Miracles of Our Lord
1848
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Fig 7.5
Crane's This little pig
went tomarket (1871)
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Fig 7.6
An example of Parley's work
where he frames his work with stylised
twigs and branches
Peter Parley's Annual
1849
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to be the least successful. Although it was the smallest part of

his work the area of children's book illustration it is perhaps
that for which he is best known.

Crane tended to lean more toward the medium of the wood

engraving technique for his illustrations.

It was in Evans's engraving and printing workshop that Crane

did his work. Their success as a partnership was based on their

ability to take advantage of the simple strengths of the wood

engraving techniques at a time when the technique was in

decline as a result of the advance ofmore cost effective meth-

ods.

Crane studied the Japanese print for its flat decorative quality
and clarity of design. In Crane's use of colour and outline in his

"toy books" it can be seen that there is an influence of Japanese
woodblock prints which he greatly admired, as we can see in

Fig 7.5 (This little Pig went to market 1871). Here we can see

the influence of the Japanese print. We can see his use of flat

colour and can also see his strong linear approach which led to

the spontaneity which made his work so popular. In the use of

colour and outline we can see the influence of the Japanese
wood prints. His study of the Japanese print played an impor-
tant part in his early illustrations. He did not neglect design in

his book illustration. Indeed, what he learned from Japanese

print was applied to his work and indeed is quite fascinating.
In reference to the Japanese woodblock Crane says:

"Their treatment in definite block outline and flat, bril
liant as well as delicate colours, struck me at once and I
endeavoured to apply these methods to themodern fan
ciful and humourous subjects of children's books and the
method ofwood engraving and machine printing".

(Engen, 1975 p 2 ff).
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Walter Crane in his children's book illustration represented
whatmay have been the first successful attempt to mass pro-
duce well drawn as well as well well designed and printed
books, in colour for children. The illustration of children's

books may have been the first real success in regard to the

marriage of type and image in the modern printed book.

Crane hadmany influences, all of which played their part in

making him the success that he was. He was the first to con-

sider the design of the double page spread. He was influenced

by Japanese prints which opened up his illustrations and

helped him to appreciate un-crowded illustrations.

When we compare Crane's work with that of Peter Parley we

only need to look at their work to see how different they are. It

could be argued that they are just two different styles. This of

course is true, but there is more than just a difference in style.

Parley's work is clearly very Victorian, cramped and crowded.

Although Crane was Victorian his work was forward looking.

Having said that I believe that it would be unwise to say that

the work of Parley was backward or stagnant because the

overcrowded Victorian style was clearly seen to be good

design at the time. .

Parley's work, unlike that of Crane, is highly decorative. He

frames his work with stylised twigs and branches as we can

see in Fig 7.6. He does this with both his illustrations and his

blocks of type. I consider them to be nice decorations but I fail

to see the need for them. He appears to give the impression
that he is afraid of white space,feeling the need to fill that
which is not filled.

Crane's work is in sharp contrast to Parley's. Crane's love for

73





nach,neBreesVS SY

Fig 7.7
Crane's Little Red Cap
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the Japanese print is clear in his work because he shows no fear

of open space. In sharp contrast to Parley, Crane does not feel

the need to fill the space which remains. Crane does not over-

crowd his illustrations as Parley seems to in his illustration of

Little Red Cap. (Fig 7.7). Crane, unlike Parley, takes into account

the double page spread and looks at the relationship between

type and image. Even thoughWhistler was not involved in the

illustration of children's books I believe that he was quite suc-

cessful in this regard. I believe that certain comparisons can be

made between the work of Crane and the work of Whistler.

Like Crane,Whistler had no fear ofwhite space on the page. In

factWhistler used white space to very good effect,mainly
because he seemed to have a respect for white space. This can

be seen in his The Gentle Art. (Fig 2.7).

In summary, the children's book in the Victorian era seem to be

quite densely decorated with illustration. As a result of this, the

illustration and the block of text seemed to be two distinct enti-

ties.

Peter Parley's work is a good example of the type of work

where a high quality of illustration is present and the illustra-

tion fills the entire page. Walter Crane's work, however, is total-

ly different in that he is more inclined to use white space to

good effect. This is due mainly to the influence of the Japanese

print. Walter Crane represented whatmay have been the first

successful attempt to mass produce well designed printed
books for children. His treatment of the double page spread
and hismarriage of type and image appears to have been quite
successful.
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Conclusion
We saw in the chapter on Illuminated Gift books that the

Victorians in their book design on the whole were generally
backward looking. People such as Owen Jones, Humphreys
and Parley looked back to the Medieval manuscripts for their

inspiration. They not only looking backwards for inspiration as

regards illuminated initials and borders but people such as

Humphreys looked tomedieval manuscripts for inspiration in

regard tomargins as well as word and line spacing. Generally

they had the tendency tomake the word and line spacing very
wide thereby opening up the text.

This looking back to the medieval manuscripts was not always
a bad thing. Many of the elements within the Victorian book

were of a very high standard. These elements included wood-

blocks which were used within the title page. Illustrations with-

in the children's books such as in the work of Peter Parley, were
of a very high quality and showa contribution to the book

which is unique.

It is important to point out that there are twomain elements

within any book, whether it be a Victorian book or a contempo-

rary book. These elements I believe to be type and image and

their relationship. As I have shown, the Victorians seemed to

have been very fond of using images within their books

whether it be a publishers emblem as Pickering and

Whittingham were fond of using in the Chiswick Press or as an

illuminated border within an illuminated gift book. The illumi-

nated capitals, illuminated borders and illustrations comple-
mented the text in that they were often pictorial representations
of the text. I feel that some of the book designers of this era

such as Humphreys and Parley made the illumination or illus-
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tration and the block of text compete with one another. Their

illustrations seemed to overcrowd, the block of textmaking
the two elements seem as two distinct entities. I believe, there-

fore, that Victorian book designers generally failed to success-

fullymarry their images and bodies of text within the book.

Having said this, however, I believe that there were individual

book designers who laid down the foundations for what today
could be considered to be good book design. William Morris,

for example, in his Ideal Book set down rules for what he con-

sidered to be good design. He held that the word spacing

practiced by his contemporary was too wide. Inspired by

EmeryWalker,William Morris closed the spacing between his

words on the printed page. I believe, however, that he reduced

the word spacing too much and so interfered with legibility.
He also seemed to be of the opinion that decoration on the

printed page should be kept to a minimum. However, in his

Kelmscott editions he seemed to fly in the face of his own

rules on the subject. Morris like Pickering rejected the attenu-

ated modern typefaces and opted to use Caslon's old face. This

move Ibelieve prepared the ground for people like James Mc

NeillWhistler to make a total break with the past in the way
he presented his book The Gentle Art. He was not afraid to use

typefaces which were rejected by his printer and to use white

space to good effect. He also combined type with the image of

a butterfly and, inmy view, he did it in a subtle way.

Walter Crane is often considered to be the first inmodern

times to have successfully married type and image in his chil-

dren's books. He appears to be the first to give careful consid-

eration to the layout of the double page spread in relation to
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type and image. People like Humphreys seemed to see the

see the double page as mirror images of one another. Crane

on the other hand saw them as a single unit as opposed to

two single units.

The topic of Victorian book design is very large and I believe

that a thesis could be written on each of the elements which I

have discussed here. I chose, however, to look at Victorian

book design as a whole in the attempt to give a general
overview of the topic in relation to their approach to the

marriage of type and image. I believe that the Victorian peri-
od was a very important time within book designmainly
because it is where the foundations ofmodern book design

may be found. For this reason I believe that it is well worth

study.
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