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ABSTRACT

A CulturalHistory of the Book Cover
ParvizTalibli

This dissertatioroffersa historicallook at thebook coverasa materialobjectof particular
significance As a partof thebibliographicaltradition,the coverbindsthe booknotonly to its
reader put alsoto the culturethatgivesit meaning.Consequeny, by chronologically
reviewingthe book coverthroughamix of historicalandfictional accountsthis studyhadas
its goalto affirm thedifficulty of judgingthebook coverwithout knowingits socialhistory.
Thefirst projectof this studytakesthe elaboratelydecoratedindingsof Medieval
manuscriptastheorigin point for themodernbook coverandretracegheattitudesand
approacheso thebook coverthroughthe accountof printers,binders readersaand
collectors.Thedefinition of thebook cover thenemergesstheresultof thediscursive
dialoguebetweerthe materialandaestheticoncernsof thebook paratext.The second
projectexpandghe scopeof the studyfrom book coversmadefor Biblesandreligioustexts
to themechanicaproductionof commerciallydefinedgift booksandaesthetiovolumes.
Looking atthebook coverbothasanobjectanda culturalagentthediscussiorfocuseson
challengeseadergyo throughin attemptingto bring the meaningof the coverundertheir
subjectivecontmol. Finally, thethird projectfocuseson thetwentiethcenturyandthe
developmenbf massandartisticforms of designingandreadingthebookcover.Here,
specialattentionis givento thesimilaritiesanddifferencesbetweerntwo mainforms of
books,hardbacksandpaperbacksastheycontinueto collaborateandcompetan producing
the mosteffectivecoverparadigm.Thefinal sectionpresents brief summaryof the
dissertatiorandconcludeswith a brief projectian aboutthe futurerole andfunctionsof the

bookcover.
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Habentsuafatalibelli 1.

- TerentianusMaurus

Introduction

It is fair to saythat2020wasa particularlychallengingyearfor book publishing.
While thedevelopmentsurroundinghe COVID-19 pandemicdominatedhelatter half of
theyear,with manybookreleasecancellationsauthoi reader publisherconflictson social
media,andcontinuoussupplychainissuesthe beginningof 2020wasequallyeventful.
Perhapspneof the mostcontroversiatopicsdiscussedn onlinebookcirclesin February
2020wastheannouncemerdandrapid cancellatiorof Barnes& NoblesfiDiverseEd i t i on s 0
line. Theproject,whichwaspreparecandpromotedasBarnes& N o b | B&aék Blistory
Month tribute, involvedtheracially inclusiverepackagingf 12 classicattitles from the
Englishlanguagditerary canon.Accordingto the pressreleasesentby Barnes& Noble,the
mainintentionbehindtheinitiative wasto fiaddressheinherentwhitenes®f thec a n aml 0
fiensureherecognition representatiorandinclusionof variousethnicbackgroundseflected
acrosghec o u n (Hampton,AWhy Barnes& Noble Swiftly Cancelledts6 Di v Baols e 6
Coversfor Black History Month, 2020).Indeed Nawotkanotesthatthe maininspiration
behindthefi Di v e d is te projettsvasto reflectthemaximf Wh i& ytour favourite
literary characterseflectedthediversityof A me r i (cfaB?&RH CancelDiverse

Editions 2020).(Figurel)

i Everybookhasadestiny fsom De Litteris, De Syllabis,De Metris (1286)



Figure 1: Barnes& Nobleit Di v E d is te iCountesyof. TBWIA\ChiatDay

Within daysof theinitial mediabriefing, this initiative receivedan overwhelmingly
negativeresponsdy the public andthe organizersiecidedto scrapthe eventandreversehe
decisionto publishbooks with thesenew covers.If thereactionby Barnes& Nobleseems
rash,it is worth noting thatamid the backlashtheywerereceiving,the organizersverebeing
directly accusedy critics of engagingn ii | i t belr aacr kyiHaanptan 2020).A quick
glanceatarticlesreportingthe cancellatiorcangive us someideaaboutthe directionsthe
main conversatiorwastaking. For example Davenportdocuments numberof tweetsthat
arguethatthe messagef the selectedextsfundamentallypromotel thefi w h natraet i v e 0
andthatii s | a paptaomP@Conbooksby whitefolks[ é] sdd v e fiiBlag d e s
Noble Canceld.aunchof ClassicNovelswith New CoversFollowing OnlineBacklash 0
2020).

Following theseaccusationsBarnes& Noblechoseto addresshe cancelationin a
brief statemenon Twitter on Februarys, 2020,statingthatthesebook coversfiwerenot
meantto be a substitutefor blackvoicesor writersof ¢ o | @ndyatdhe sametime,
reiteratingtheircommitmentoi ¢ e | eladktastoy andgreatliteraturefrom writers of

c o | qBames& Noblg. While this specificincidentseeminglysoondisappeareffom the



news,partially becaus®f theinformationcrisis causedy the COVID-19 pandemicthe
intensediscoursat wasableto ignite revealsa lack of consensuaboutthe definition and
functionsof thebook cover. The mostnotableaspecobfthefi Di v E d is te projettsvas
thatit broughttogethemanydifferentparticipantsof the bookworld, suchaspublishers,
booksellersauthorsreadersand critics, who otherwisework separatelyrom eachother,and
it createda public conversatiornthatcentredonthebookcover.In this sensewhen
consideringts socialandculturalimplications,this incidentpresent@aninterestingcase
studythatcanhelpusto discusgshe modernbook coverasa uniqueculturalagentn its own
right.

To reviewthis case gachline of criticism needgo be observedlosely,with the
foremostfactor beingthetopic of equityandracialequalityin publishing.In manyways,the
Barnes& Nobleincidentrepresentthe midpointof anongoingconversatiorabaut diversity
thatwasexacerbatetly the 2020Black Lives Matter movementwhich criticized the
publishingindustryfor its allegedlack of inclusivity (Tager& Shariyf, ReadingBetweerthe
Lines: Race Equity,and BookPublishing,4-5). To understandhe extentof this claim, it is
importantto examinestatisticaldatafrom theindustry.Accordingto ReadingBetweerthe
Lines betweenl950and2018,almost95% of all publishedmaterialwaswritten by white
authorsand74.2%of theworkforceof oneof thebiggestbook publisherdan America,
PenguinRandomHouse waswhite (78%) (Tager& Shariyf,8). Additionally, structural
challengeswvithin publishinginstitutionspreventechonwhite employeedrom contributing
meaningfullyto publishingdecisionsincludingii b u s detigiansssimpleashow acover
isd e s i dilde).dt 8houldbenotedthattheseconditionsaremoreindicativeof the
situationpriortothed Di v le ir 15 edatr@versyTheaforementionedeportalsonotesthat
since2020,severamaja stepshavebeentakenattheadministratiorleveltogeti e mp | oy e e s

andauthorsof coloursthroughthed o o(Tager& Shariyf,ReadingBetweerthelLines:



Race Equity,and BookPublishing 14). In termsof distributionandmarketing theaim of
themainline of actionwasto dispelthefi d i vbeaksl @ rs éetiméxin,whichwas
prevalentamongmanymajor publisherd52). Interestingly the ReadingBetweertheLines
reportalsoargueshatmorethantheraceof theauthor.it is theunevemassignmenof
fidialledup marketingc a mp a to getectbooksthatmakesa significantdifferencevis-a&
vis their reception (ibid.). Accordingly,closeties betweerthe publishersandsales
departmentandthe booksellerdold specialimportancewith regardto highlighting different
titles.

It is importantto notethatthefi Di v e d is te projectsvashighly collaborativen
conceptioranddelivery,demonstratingnot only anawarenessf theissuesconcerningequity
andinclusionbutalsoanintentionalattemptby Barnes& Nobleto addresghe
aforementionedoncernsTheinitiative wasconceivedasa closecollaborationbetween
publishersPenguinRandomHouseandbookseller8Barnes& Noble,while its promotional
leadwasgivento anAfrican Americanled advertisingagencyTBWA\ChiatDay (Nawotka,
2020).Similarly, it wasreportedthatthe promoterscommissionedevenartistsfrom
A et h nandraxidllydyi v ebackgrotinds$o createthe coverdesigngibid.). Despitethis,
the projectwasultimatelydeemedlisingeruouswith regardto thetype of racial
representationt wasaimingfor. Forinstancethemainline of argumentatioomounted
againstBarnes& NoblewasaboutthetitlesthathadbeenselectedBarnes& No b | e 6 s
promotionalmaterialmadea boastfulclaim that the projectentailedfitwelve American
classicghatreimaginedprotagonistaspeopleof ¢ o | qHampion,2020).As is evident

from thereaderéreactionthedecisionto highlight classican the publicdomain(overhalf

2 Indeedthereportillustratesthe scaleof unevenmarketingbudgetsby referringto Peter
Hildick-Smith,formervice-presidentait PenguinRandomHouse who notesthatoutof i s e v e r a |
hundredbooksputout,only thirty t i t regelarigreceivedi f sufpbrtof budgetandma np ower 0
(Tager& Shariyf,ReadingBetweerthe Lines: Race Equity,and BookPublishing,52).



of whichwerewritten by Britishauthors)overcontemporarnandclassicworks by Black
authorswasseenasafi ma r k g it mmifMekhaRandom43:35)or asaploy by Barnes

& Nobleto avoid payingthe costof copyrightedworks by authorsof colour( Ma g ¢gBook 0 s
Shelf;4:00' 4:32).Many commentatorsilsochoseto counterBarnes& N o b |irgtiétige by
curatingtheir own lists of readingmaterialthey consideredliverse featuringworks by
authordike suchasToni Morrison,Jamed$Baldwin, MayaAngelou,OctaviaButler,and

Alice Walker (Burton,i M u ReadBooksfor Black History Month, 2020).Indeedthe
selectionof titles wasoneof the mainissueghatBarnes& Nobleattemptedo addressn

their statementnotingthattheintentionhadalwaysbeento fihelpdrive engagemenwith
theseclassict i t (Baenes®& Noble).While this alonedoesnot explainwhy Barnes&
Nobledecidedon thatspecificcatalogueijt wasnotedin anearlymemothatoneof the main
sellingpointsofthefi Di v [ d is te projettsvasthec o mp aracyuibrenof cutting
edgeartificial intelligencetechnologyto fi s cnaomethan100publicdomainc | a ste i ¢ s 0
identify thebooksii t Hdid ot specifytheraceor ethnicity of their maincharactergasthese
werefl d e e snitablefor thep r o mo tNawmtkag2020).1t is clearthatthis wasmeantto
ensureheimpartiality of the decisioamaking;however in light of the socialtensionaround
thetopic of racialrepresentationt is easyto seewhy readersandcritics interpretedBarnes

& N o b | eHoétssasapoorjustificationfor avoidingfull commitmento the definition of
diversity.

Indeed thedivide betweernhe pastandthe presenseemdo bewhatwasdriving the
centraldiscoursenere.A quicklook atsomerespons@iecesaboutthis projectcanhelp
contextwalizethisissue Accordingto Hampton the fiDiverseE d i t line exisibits a lack of
nuancedunderstandingf the history of the United Stateswhich is significantin boththe
historicalandcontemporargenseSheargueghatthe mainflaw of this initiative wasits

treatmenbf classicalorksasdevoidof anyracialor socialhistory:fithe projectassumes



thatstorieswritten by, andaboutwhite peope aresomehowacially neutralandthatyou can
justslapablackor brownfaceonthemanddeclarethemd i v e(iWheBarnes& Noble
Swiftly Cancelledts 6 Di v 8aolsCeversfor Black History Month, 2020).Hamptoris
emphasionthetermiid i v easaca&dagoryrepresentativef contemporarngocialpoliticsis
significant.Othercritics, suchasConstancésrady,alsoemphasizedhis point by suggesting
thatthefiDiverseE d i t cowenswedeinspiredby thebroaderculturalshiftsthatcompelled
publishersto declare2020fthebanneryearford i v e (Grady, fiBadnes& NobleCancels
Its DiverseEditionsSeriesafterAccusationof 6 L i t B Ir @ ¢ ky f@R208).Eromthis
perspectiveracially diversecoverscanbeseenmasa partof abroaderculturaltrendto cast
nontwhite actorsin traditionally norrinclusivecultural propertiessuchasthe Jame$Bond
franchise(ibid.). In otherwords,the coversof thefiDiverseE d i t line weseperceiveddy
onlinecommunitiesasemblematicof the movementvheren the pastis renegotiatecnd
reinventedwith thesocid, culturalandaestheticaiormsof thepresentay.

Indeed the inspirationbehindthe coverdesignsvasalsoconsideredaisadirecthomage
to therecenttrendof adaptingtraditionally white-perceivedcharacteraspeopleof colour.
Thefirst majorinstanceof this wasthe castingof NomaDumezweniasthe characteof
HermioneGrangerfromJK R o w | iHargy Bditerseriesn Harry Potter andthe Cursed
Child (Nawotka,2020) It is fair to saythatthereceptiorto this initiative wasextremely
divisive, with manyvocal supporers on both sidesof the debatearguingwhethercolour

blind casting is aneffectiveform of diverserepresentationlhis mayleadusto speculate

% Despitethe fact that Rowling herselfsupportedhis initiative by offering the following
statementfiThereis no reasorwhy Hermioneshouldbewhite. Thebooksd o rexgpticitly mention
herraceor skin colour,andsheis oftenportrayedasblackin fan art (Ratcliffe, i J Rowling Tells of
Angerat Attackson Castingof BlackH e r mi 20463,fanreactiongo this projectremanedmixed.
While the groupsympathetido this movenotedthatthereshouldbefi nagsthetic u | te casiing
decisionsabouti a n odvdiudonof theHarry PotterS t o (Egsienfi WaHermioneBlack?
OvercomingWhiteBiasinL i t e r 2009),atherfardslike Mimi Mondalhighlightedthe racially
problematicaspect®f Harry Potterseriesandrejectedthis choiceby statingthatfi ¢ h a r axendta r s
colouringb o o(KFh&eBookS mu g g Quartedydlimanac,2016).



that, perhapsmixedreactionwould havebeenexpectedor evenintendedoy theorganizers,
butthefactremaingthattheii Di v [ d is te covemswasmetwith overwhelming
oppasition with almostno public support

It is alsointerestingo notethatmanybookschoserfor this line (specificallytitles such
asRomeaandJulietandAlice@ Adventuresn Wonderland areculturally iconic narratives
thathavealreadybeenexploredin differentmedia.Theconflict hereseemdo stemnotfrom
theorganizersnviting thereadergo reimaginethe narrativesut, rather,from theway the
A Di vleir mceversapproachedhesecanonizedextsby reinterpretinghemexclusively
within the currentculturalparadigmln otherwords,the disparitybetweerthe datedtext and
contemporarygoveremphasizethe externalityof thelatterto thereaderwhich seemdo be
why thenew coverswereseenasdeceptivaatherthandescriptive As a by-product of this,
thedirectapplicationwithoutintegratingthe coverswith thetextscausedconcernsaboutthe
depictionof certaincharactearchetypessracial stereotypes-or example manycritics
notedthe shortcoming®of raceswappingby expressingher displeasuravith the coversof
MobyDick by HermanMelville featuringfi aAfrican AmericanA h a Do Jekylland Mr.
Hydeby RobertLouis Stevensonvith afi S i ckahnactein at u r baadirankensteirby
Mary Shelleyfi d e p ithemanstegvith blacksk i ramdongotherinstancs of insensitive
representatiofNawotka,2020).

Thesocialdiscourseshatemergefromthefi Di v le ir miret@rmsof performative
activismarevalid reflections,asis evidentfrom the criticism discusse@bove However it
shoud benotedthatin regardto the aestheti¢heoryof thebookcover,it would beincorrect
to categorizeBarnes& N o b | redésgnedlassiccoversasoutliersto thetradition.It is an
understatemertb saythatthe book covercanassumemanyformsanddesigns Accordingto
CharlesRosnerpookcoverscanbebroadlydividedinto pictorial andtypographical

categoriestheformeraddresig populartaste while thelatteraffirming theintellectual



maximof thebookasa symbolof learningandeducation(TheArt of the BookJacket 6). For
Rosnertypographicatoversarepreferablenot only becaus®f their costefficiency
(Aprinterswill alreadyhavein their possessioavarietyoft y p e f lautalsoberjusef the
easewith which they canbe adjustedandfimprovedwhenstill in theproofs t a (gie.p
Theillustratedapproachconverselyposegyreaterdifficulty for the publisherbecauséhese
coversareoftenjudgedagainstheinterpretativestyle of the designerandthe questionof
refererte Whatthisimpliesis thatwhenattemptingto visualizethetext, readercanalso
experiencanuncomfortablegapbetweenvhatthey conceptualizeandwhattheyactually
see.Despitethis, themainadvantag®f the pictorial coveris thatits fidisplayp ot e mani al 0
greatlybenefitpublishersandbookseller{ TheArt of the Book Jacket 7). Interestingly when
discussingdllustrated covers,Rosnerpositsthatthe choiceof covervisuals(which, according
to him, usuallyreflectfianincidentor charactein theb o o khouldbe madewith thedisplay
componentn mind, asonly thiswill allow thebookfienoughw e i gidcontpetewith other
titles in thebookstorg(ibid.). Overall,theemergingdeaof thebook coverfrom this
perspectivas thatit providesa visualcompositionthatconveysthe generaideaof thebook,
informedby its textualandmaterialcircumstancesrThisis partiaularly truefor massdfiction
publishing,whereinthe coveris usedasa specializednediumthroughwhich thebookis
givenformal representatiofof the genre author,style,andmoodof thetext) thatdefinesthe
settingin whichit will belocatedandsesnaccordingly.

If wefocusontheclassicsaasanindependengenre,we canseecertainestablished
covertrendsemerging As JohnWalsharguesthe classicssubstituteoneof thetoughest
segment®f thebook marketnot only becaus®f the wide pricerange,from very cheapto
very expensiveeditions,butalsodueto the vastnumberof editionsin circulationthatare
beingchallengedy thevintagebooktrade,aswell astherecurrentredesign®wing to new

adaptationgndcontinuedacademianterest( A dBook, New Look: Why the ClassicsAre



Flying off theShelves 2016).Amongmanypopularvariationstheclassicsareoftenre-
coveredfeaturingportraitsandpaintingsrepresentinghe periodto which theybelong,as
well assomemoresombreversionsmeant specificallyfor academiceadershipHowever,as
Walshconcludesthedesignof thec | a s c®vergs gir@ctly contingenion thetarget
audiencechoserby the publishersasa classicwith periodpaintingson the covercanbe
intimidatingto thegeneal readerwhile coverswith i ¢ | & e g @afeyringto the
classicabortraits)or thosethatappeato be moreaestheticalljharmoniouswith interior
designobjects,suchasmugs,rugs,or evenwallpapersaremorefavouredfor booksmeantas
colleciblesor intendedfor privatedisplay(Susannéean,qtd. by Walsh,2016).Walsh
concludeswith this note,quotedby privatefi o-kctioolc r a f t pubhsher@avid
Campbell:i B e a u tdesifjnedhihggsell betterthanbadlydesigned n e(ibid.). While
Wa | spleceis highly informativein termsof providinginsightsby industryprofessionals
andvaluablestatisticaldataaboutthe impactof redesignedoversinspiredby film and
televisionadaptations it ultimately perpetuatea widely held misconcgtion aboutthe
predictabilityof thebook marketandthe segmentshatoperatewithin it. This pointis also
reiteratedn PENA me r iReadidgBetweerthelLinesreport,which notesthatpublishers
oftenmakeself-motivatedguessesboutthe potentialsuccessof certaintitles ratherthan
relying onvalid marketingstudieswhich, in fairness seldomexist(Tager& Shariyf,53).
Thereportalsofurtherstheideathatthis kind of subjectivedecisionmakingoftenworks
againstheauthorsof colourwhosebookshaveto competewith thoseof their white
counterpartsln away, thedecisionto publishandhow to publisharea partof acomplex
proceswith manypersonabndculturalimplications.Indeed MichaelLanein his engaging

studytitled Booksand Publishers:CommerceéAgainstCulturein PostwarBritain examines

4 Forreferencetheidentifiedincreasds measuredy 10%in thec | a ssaleshatdirectly
resultfrom newtelevisionversionsandwhatWalshcallsii ¢ | ena e k e whichendompasses
targeteddesignandclearobjectivesby the publishers.



theconcepiofp u b | i selhirragendionly asbookproducerdutalso,andmore
importantly,asexpertsof literary andculturaltase whichis realizedthroughwhattheyselect
to be publishedundertheir patronageLanenotesthattheimageof thepublisherasfi a
recognizectulturala r b iemeaergedn the 1920swhena big majority of the practitionerof
thiscraftwerei meohl e t ind f $Réndissance i g ¢7u kadecallsthis mode
Atradpua b loinwhidhmedifferentiatesfromi mo deu Ml i @ poputagnode
thatbeganto takerootin the 1960sand1970swhensmallpublisherdbeganto beabsorbedy
multinationalpublishing corporationsyherethe decisioamakingwasdelegatedo
professionakditorialteamsandcentralcontrolgroupsratherthanindividuals(44i 45). While
expandingon thetheoreticaldifferencesbetweenraditionalandmodernpublishersLane
identifies thefollowing asthetrue watershegoint betweerntwo groupsthatexistsideby side
in thebookmarket:

Publishersseemto drawa radicaldistinctionbetweernpublishinggood

booksandpublishingfor profit. Althoughthisd i s t i racmoreo n 6 s

clear[sic] in theorythanin practice,it is nonetheleskighly relevant

to the classificationof books.Publisherhavevery clearideasabout

the potentialprofitability not primarily of specificbooks,but of

categorie®f books,andthe dynamicsof thedifferenttypesof

publishinghousg[sic.] thatarepartof the publishingscenean general

pivot aroundthis distinction.(Booksand Publishers 14)

While this maysoundlike aredundantletail,it is importantto keepin mindthatin an
industrylike publishing, abstractonceptsuchasfi g e n i a b andie ®r, e ali et 0
hold strongswayin theformationof public andprofessionabpinions(41). While Barnes&

N o b |rade@sabookselleris discussedvidely in manycritical opinion pieces the statenent

releasedy theorganizerslludesto a biggerrole playedby thebooksellersvhichis revealed

10



in theiremphasioni d r | engagemenwith theseclassict i t (Baengs® Noble). This
suggests degreeof intentionalityon their partthatsurpassetherole of notonly aretalil
vendoror distributerof booksbut alsothatof anagentwho activelytakespartin shaping
readingcultures.Fromthis perspectiveit canbe arguedthattheir attemptat modern
initiatives, suchasdiversecoversfor the classicswasdrivenby their self-envisionedole as
aculturalauthorityin thebookworld. Furthermoregdespitethe critical stancaakenagainst
thebookcovers this projectprovesthatfor Barnes& Noble,thebookcoveris the primary
mediumthroughwhich it establishesandsustainsts role ascultural arbiterin topicsranging
from, but notlimited to, accessdiversity,andinclusivity. This affirms therole of the book
coverasanactivechanneln thebook spherehroughwhich culturaldiscoursesre observed
andfurthered.Thus,if we acceptherole of Barnes& Nobleasa surrogatepublisherin this
instancejt canbearguedthataddressingts socialmaximabouthelpingyoungreaderof
differentbackgroundvisualizefi t h e moreHewv e ¢ @/eith,i Di v Editiene
Cancellechs6 L i t BIr @a ¢ k f2@20)ie theordy way for the organizergo absolve
themselve®f theaccusatiorof commercializingi s oac &l vi s mo .

It is importantto assesfiow thesedesignaultimately led to impression®of
Acommer di &k riktértisygfthebookcoverdesignonerecurrentdescriptionused
by readersauthors andcritics alike standsout quite prominentlyi the claimthatBarnes&
Nobleselectedliverseimagesandsimply i s | athgme dtbecove (Hampton,2020).
This expressiorsignalsa certainaesthetidissonancéetweerthe designandthe frameof
thecover,bringingforth amentalimagewherethebookcoverbegirs to flake andcomeapart
in front of our eyes It canbe saidthatthe separabn betweerthe coverimageandthe cover
frameactsasadestabilizingforce, untetheringhe coverfrom thebook.Rosnemotesthat
whenthe coveris pushedbeyondthe cultural contextof thebookthroughits jarring design,it

becomesin o i @lyeArt of theBookJacket 10).In otherwords,as thecoverbecomes
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moreaboutiip u b | iamdiedsabautthebook,its presentatiorfunctionoverpowersts
representationafunction(ibid.). The outcomeof this processs thatthereadeés constant
awarenessf thenonrepresentativeovermeanghatreadingtakesplaceonly with full
knowledgeof thedisunity betweerthe coverandthe book.

Theconflicting paradigmthroughwhich the book coveris seenin this casestudyis
indicativeof theuniquenatureof bodk coversthatsetsthemapartfrom otherformsof visual
media,suchascinemaWhenconsideredn tandemwith the greaterculturaldiscoursethe
mainquestionto ponderhereis this: why weretheinclusivecoversfeaturingcharacters
visually reimaginedaspeopleof colour metwith suchharshcriticism?Theanswerto this
guestionliesin the semioticcomplexityof thebook cover,which hasdevelopedver many
centuriesAs amaterialobject,the coveris envisionedasthe protectiveanddecorativeshell
of thebook.Fromthe culturalperspectiveit is evenharderto locatetherole andfunction of
thecoverin thediscourseasits primaryfunctionandauthorityin relationto thebookis
subjectto changeFor examplewhile theBarnes& Nobleexecutive clearlyreframedheir
stanceon the coverby affirming thatit cannotbe a substitutefor authorshipthe planningand
investmenin a costly projectof reimaginedcoverssuchasthis, aswell astheintensityof the
negativereactionit subsequentlgarnereddespitebeingonly fiana d d e n o thabook,
provethatthebookcoveris perceivedifferently from otherforms of packagingUltimately,
theunderlyingconflict hereis relatedto therepresentativéunctionof thebook wherethe
coveris seenas fia bridgebetweerthetextandthew o r [Meridelsund Alworth, AWhata
Book CoverCanDo, 2020).By uniting theinsideandthe outsideof thebook,the cover
allowsthebrowserto iir e atldookfrom adistancelt is this ability to underminethe
physicaldistancebetweertheform of the objectandthe eyeof the subjectthatframesthe

coverasanactiveparticipantin visualcommunication.
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While the productionof thebook coveris usuallyhandledoy onememberof the
designteam,its culturalmearing emergesn the procesf cooperationindeed Marco
Sonzognargueshatbook coversembodythe ficulturalassumptionsf their designersopf
their authorsandof thereadersof thetext (ReCoveredRoseg4). This placesthe coveratthe
cuspof themasspublicandtheindividual, whereit hasto balancedts form between
demonstratinghe uniqguenessf thebookandremainingrecognizableThis liminality allows
thecoverto connectthereademotonly to asinglebookbutalsoto bookculture.

Whenwe establishthatthe book coveris neverwithouta purposeor function,in this
respectwe canconsiderthefollowing: if thecoverdoesnotrepresenthebook,it needgo at
leastrealignit. It is aptto considetthis in thecaseof thefi D i v Editi® re project.Because
it wascancelledbeforeits launch,it is exceedinghydifficult to predicthow thesecovers
would havebeenreceivedby the generabublic or whethertheywould havebeeneffectivein
creatingnewreaderdy addressinghemin a persmal mannerHowever,oneimportantfact
thatcanbegleanedoy studyingthereactiondo this projectis thatalargemajority of those
who wereadamantlyagainsit werenot first-time readerof thesebooks.Italies assertion
thatfifew would arguethatAlice from Alice in Wonderlandor thetitle character®f Strange
Caseof Dr. JekyllandMr. Hydearefitting for atributeto blackh i s t(fiBaryes&k Noble
SuspendfReissue®f Classicavith New Images 2020)supportghis observationThis
statemenimpliesthatreadersopposingthefiDiverseE d i t cowemswebealreadyfamiliar
with thetextualcontentandthattheir interestin thesebookswasthereforenot perceived
solelythroughtheir valueasreadingmaterial. The complexityof book coversis animportant
factorto considerpecausavhile thebookis a singularobjectexistingin manycopies,its
usersaremany,andits usescanbe highly subjective This revealsaninterestingdynamic
aboutbook coversthatcomplicateshembeyondRosneés ideasaboutdisplayvalue:reading

is butoneof manyformsof engagemerthatreaderexperiencavith books.Forinstance,
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bookbrowsingandcollectingarealsoimportantactivitiesfor which the coveris adeciding
factorin bringingthebookcloserto its patentialowner.It is importantto keepin mind that
thebookcoverusuallyinteractswith anaudiencehatis considerablywider thanits target
group.Thus,it canbesaidthatthe negativeresponséo thefiDiverseE d i t line n s 0
demonstrateds lack of appeako returningreadersvho perceivedt asanactof
misrepresentation.

This begsthefollowing questionhow arecoverscompose® Sonzognidentifiestwo
formsof connectivitywhenit comesto bookcovers:thebondbetweerthetextandthecover,
and thelink betweerthecoverandthereader(Re CoveredRose 4). Here,the conveyancef
themessageccurswith thehelpof whatSonzognicallsfintersemiotic r an s Which i on o
entailsthefi i nt e r pfivesblalsignsbynonverbals i g (B)sApplying this modelto
bookcoversthen,meansxploringonemedium(textual,material)with the help of another
(visual,ideological) Thisis aneffectiveformulathatallowsthe coverto bestudiedthrough
the Saussureaoonceptf signifier andsignified. FurthermoreSonzognisuggestshatthe
translationrmodelallowsthe perspectivesf the author,reader anddesigneto be balanced
with marketdynamicsto help producea semioticreadingof the coverwherebyintentioncan
beassessedgainsimpact(ibid.). While Sonzognis approactallowsfor abrilliant survey
assessinthe effectivenes®f differentsimple complexandhybrid coversproducedor
UmbertoEcods TheNameof the Rose this approachdoesnot offer ameaningfulmodel
throughwhich thebook covercanbe studiedasa culturalobject. This canalsobe seenin the
caseof thefDiverseE d i t rowems®Vbenconsideredrom thesemioticangle thetension
betweertheinclusivecoversandthe selectectlassictitles cannotbe formulatedthroughthe
signifier signified paradigmbecausehe maincriticism hereis notabouttheillegibility of the
emergingsign(inclusivecover).Furthermorewhile the connectiorbetweerthetext

(signified) andthetranslatedcover(signifier) may seemarbitral in this case theintimate
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way in which the coverenvelopghebookeliminatesthe comfortof the naturaldistance
betweerthe signifier andsignified. Onceassociateavith thebook,the coverseekgo explain
itself in relationto thetextto whichit is materiallybound,renderingthe covercloserto a
symbolthana sign.Saussureonfirmsthisin his definition of symbo] which, accordingto
him, fiis neverwholly arbitrary;it is notempty,for thereis therudimentof a naturalbond
betweerthe signifier andthe signified. The symbolof justice,a pair of scalescouldnotbe
replacedoy justanyothersymbol,suchasac h a r(Coarsein GeneralLinguistics 68).
Thecloseintegrationbetweerthetextandthe coveris symbolizedin the book object,which
requiresbothpartsto actively engagewith eachother.Thebook, unlike cinemaor other
formsof visualarts,appeargo bea closedcircuit whereinthe meanings rationalizedwithin
the confinesof eachobject.

Oncewe establisithe book coverasa symbol,its historicdevelopmenplaysan
importantrole in establishinghow thebook covercreatesandcommunicatesneaningln this
sense| aimto examinethebook coverandits historicaldevelopmenasaway to formulatea
working definition andtheay thatseekgo definewhatthe book coveris andwhatit doesfor
thebookandthereader However,asFoucaultwarns,the historicalapproacthasa tendency
totransfei d o ¢ u nte manement®f thep a §Tth@Archaeologyof Knowledge /i 8). In
my historicalreview, | perceivethebook covernotasanossifiedrelic butasanobject
empoweredy the culturesof the pastthatreactsto andinteractswith the culturesof the
presentandfuture.In thisregard,l aim to identify andstudythe momentsof discontinuityin
which thebookcoverdevelopedandchangedn auniqueway, forging a differentpathfor
itself. Foucaultidentifiesdiscontinuityasapointof i t h r erapltue,brdak,mutationor
t r ansf o(6)aain thisragard, intendto challengesimplisticviewswhich
overdeterminghe coverasacommerciakool (i.e:fi ¢ o seklstheb o o kyjuktaposingts

complexsubjectiveandobjectivequalitieswith the materialrealitiesof the object. Thecase
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studiesandtheoreticaldiscussiasin this thesisall representritical pointsin culturalhistory
wherethe book coverwasboth materiallyandculturally transformedasa resultof intense
technologicabndsocialshiftsin society.In this sensethebookcoverl aimto locatein
history is the onethatcarriesthebooki notonly the materialweightof thebook, butalso
theculturaltransformationsvhich areembeddedhn the history of the book.

Consideringall thesepoints,| setoutto discoverthe historyandfunctionof thebook
coverwithin cultureandsociety.Thehistory of the cover,like the history of thebook, has
beenrecordedhroughoutmanytechnologicabndculturalrevolutionsthroughwhich the
coverhasbeenmateriallyandsemioticallyredefinedacrossmanycenturiesThe coverdid
notsimply emergeasafully developedbijectin its presenform. The conditionsof book
production distribution,andconsumptiorkeptthe coverin a constanstateof changewhich
correspondetb the shifting socialandculturalnormsof eachperiod.As thecover
developedit, in turn, shapedhereadingcultureandsocietyaroundthe auraof thebook.
Consequentlyit only makessensdhatthe greatmultitudeof booksmadein differentforms
andfor variouspurposesvould generatenumeras culturesandhistories As McGann
arguesthehistory of literary andaesthetiobjectsis alwaysfiamatterofp | u r sathert y o
thanafactualdefault(fiHistory, Herstory,Theirstory,Ourstory ©96).By temporally
reorientingthe history of thebookcover, | intendto capturethe momentsof greatchangeand
developmenin thehistory of thebookcover,identifying whenit beganto resonatelosely
with thechangeshatweretakingplacein culture.Consequentlymy thesisoffersa history of
thecovers amongmanyotherpossiblehistoricalreadingsTherole of thebookcovercanbe
analyzedasthefulfilment of its artisticandmaterialcapacityby differentagentssuchas
printers,binders stationersbooksellersandreadersyho contributedequally to the growth
anddevelopmenbf thebooksphereAs aresult,my centralargumenin this projectis that

theinnerstructureof thebook covercanbe moremeaningfullystudiedsolelyvia an
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archaeologicaleconstructiorof its history, culture,andcomectionsto societyratherthan
deterministicreadingsof the coverwhereit is posedsolely eitherasa protectiveor
commerciakool.

This dissertations dividedinto threechaptersthefirst of which will attemptto
formulatea working definition for thebook coverby reflectingon the existingtheoriesof
critics, coverdesignersas well asanalyticapproachefrom thebookhistory. In line with the
aimsof this chapter|t is importantto establisha working definition of thebook cover
becausét not only showshow the culturalhistory of the craftedbookbindingformsa
continuousprogressioneadingto the printedcover,butit alsohelpsfill thegapsin the
aesthetigcheoryof thebookcoverasanobjectinformedby bothmaterialandcultural
symbols.Thedefinition of thecoverthenwill emergedy contrastinghebibliographic
approaclof bookhistory wherethe coveris notedasa materialform, with Genettés
paratextuabpproactwhich explainsthe coveronly in relationto thetextualcontentof the
book In this chapter] will arguethat,ratherthanstudyingthebookcoverseparatelyor its
physicalandculturalsignificance a completedefinition of thebook covershould
accommodateoth materialandaesthetiagealitiesprevalenin the culture.Fromthis
perspectivethe studywill follow achronologicalpatternin exploringmajortransformations
in the history of thebook cover,startingwith the Middle Ages A speciafocuswill begiven
to understandingpow the developmenof Bible bindingshelpedestablishthe cultural
vernaculaof thebookcover.The attentiongivento Bible bindingsis particularlyimportant
becauseBible asoneof theforemostformsadaptedo print form, embodieghefull scopeof
transformatiorthattook placein manuscriptulturewith theinventionof the printing press
by Gutenbergn 1436.Ultimately, theaim of this chapteiis to shedlight onthewaysin
which changesn productionandutilization helpedaltertheimportanceandrole of thebook

cover.Thethird chaptewill addresshe emergingreadingculturesthatdirectly informedthe
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book coversandtheir visualcommunicationHere,| will tracktheimpactof threemajor
movements the ReformationRenaissancgndRomanticisni asthebookcovercontinued
to developalongsiddts readersandthereadingculturesthatwereprevalentbetweerthe
sixteenthandeighteenttcenturies As the mechanicaproductionof thebook gaineda strong
momentumn thefollowing century,manysignificantchangesook placethatimpactedthe
aesthetiandmaterialform of thebook cover.Theseshiftsarecoveredn the secondoroject
which offersa detailedreview of thebook cultureandcoversof the nineteentrcentury.
Startingwith theIndustrialRevolution,this periodis remarkabldor its heavyautomatization
of printing anddistribution.Thefirst chapterin this sectionfocuseson the Exhibition
movemenbf the early nineteentttentury,andthe secondchapteron the British Arts and
Craftsmovementhatgainedmomentumin thelatter half of the century.The discussiorof
William Morris andhis KelmscottPresswill provideajumpingoff pointfor analyzingthe
role of bookcoversin literary discoursewhich | will reviewin thelastchapterof this project
throughanexaminatiorof OscarWildeG ThePicture of Dorian Gray. This chaptemwill
reviewthe Decadeninfluenceon the book coverswhich becamearticularlyemphasized
with theidealof fartfor a r sai@s leadingtheway towardsthe Modernbookcover. Taking
theleadfrom here,thethird andlastprojectwill continuethis discussiorandextendit to the
impactof modernartandtheartiston book covers.l will analyzethis periodthrougha case
studyof theHogarthPresswherethe closecollaboratiorbetweersistersVirginia Woolf and
Vanessaell producedsomeof the mostpoignantbut revolutionaryexamplesof coverart.
Theemergencef graphicdesignasanartform andtheimpactof thetwo World Warsin the
twentiethcenturyhelpedusherin auniguereadingculturethatwill bediscussedn this
chapter Following this, the secondchapteroffersabridgingargumentrom theearly Modern
periodto the contemporaryglay by reviewingthe book coverthroughtwo mainbookformsi

hardbacksandpaperbackshatdefinedthe book cultureof thetwentiethcentury.The
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chronologicakeadingof the book coverbecomegarticularlyimportantin thefinal chapter,
asthefocuswill beonthe contemporarperiodin the history of the book cover,which will
bediscusedalongsidditerary andculturalconceptsuchasgenreconventionsandaesthetic
homologiesHere,by talking aboutthe aesthetiampactof thebook coversin enforcing
readingculture,l will arguethat,within the contemporanparadigmof thebook, the book
coveris notonly seerbut alsojudgeddifferently. Thus,by reflectingon the historyand
internalculturallogic of book covers this studywill concludewith alook into thefuture of

thebookcoverin the ageof theimmaterialbook andintensiwe digital reading.
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Project 1. An Archaeologyof Book Covers

Chapter 1: What is the Book Cover?

This chapteroffersa seriesof suggestionandinsightsinto the book cover,its nature,
form, role, andfunctions.Thediscussioropenswith a culturalanalysisof thebookcoverby
closelyobservinghow we talk aboutthe cover.By locatingthe coverin languageandhistory,
| aim to formulatea definition thatencompassédsoth materialandaesthetiaspect®of the
coverbasedn its dynamicculturalform andfunctionalitywhich historically evolvedand
changedlongsidehebook.Building on existingaccountdrom thedisciplineof book
historywhich discusse books asembodiedmaterialforms, | will attemptto expandon our
understandingf thebook cover.With the coverdefined,l will moveto a closereadingof
theoryanddiscoursdo answerthis questionWhatexactlydoesthe book coverdo?For this,
| will referto GerardG e n e tonce@osparatexthatoffersthe mostanalytical,albeit
incomplete theoryaboutthe functionsof thebook cover.As the coveris oftendiscusse@sa
manipulativemediumwith a singularintentionto sellthebook, | will attemptto
recontextualizehevisualappealof the coverby discussingt asanaestheticactiveandmass
mediumratherthana marketingtool. To localizethe discussion| will explorethe
functionality andimplicationsof the coverthroughtherelationsthatexistamongthe agents
operatingwithin bookculture,suchaspublishersauthorsaswell ascoverdesigners.

D.F. McKenzieopenshis monograptertitled Wh a tPastss Prologueby talking
aboutafi t e a d ke v rhgo#&emusedwherehewouldbringanfi u t tblanklhh otk the
classroomandaskhis studentdo deduceasmuchasthey could aboutthe book andits
subjectmatterusingthe materialcluessuchasthethicknessor thinnessof the papermpages,
Al i g lotopeangesin thet y pardthef b u bf kh@book,etc.(3). Overall,thisis an

importantexperimenthatdemonstratethe scopeof the bibliographicanalysisaswell as
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effectively communicatinglc K e n argueétsthatii e v lkeobkyells astoryquiteapart
from thatrecountedby itst e X8). ldowever,it shouldalsobenotedthat,otherthana
passingemarkaboutthedifficulty of makingdeductionsaboutthebookthathasi nlmwards
andno jacketto supplyary otherc | u (d)sMtKenziehassurprisinglylittle to sayaboutthe
book cover.The explanatiorfor this maybein theopeningsentencevherehe generally
describegshebookasfi b | aimptyiing thatno physicalcluesarepresentalsoonthecover,
to facilitatea conversationBecausehereis no cleardescriptiongivenevenabout
theabsencef the coverdesignotherthanthis, it is quiteimpossibleto visualizethis book.
Butif wetakeMc K e n moraod thisobjectbeingafi b o @3k thenit certanly musthave
acover.Thevery definition of theword bookcompelsthis assumption:

A portablevolumeconsistingof a seriesof written, printed,or

illustratedpagesoundtogetheifor easeof reading.In modernusethe

pagesaretypically printedandmadeof paperandareusually

trimmedto a uniform rectangulaor squareshapesewnor glued

togetheralongonesideto form aflat or roundedback,andencasedn

a protectivecover, butothermaterialsandconstructiormethodsmay

beused.( fi b o ©@BD ®nline)[emphasisadded]

Thefirst thing notablein this definition is how the bookis presentedsanobjectmade
of manyseparat@artsthatare,ultimately,i b o wogetherfor easeof r e a d Funthgeranore,
while this descriptiontells us specificdetails abouttheform of the book (uniform rectangular
or squarerim of its pagespr flat or roundedback),theform of the coveris only alludedto by

theuseof A e n c ia s @efihing abook coverfrom thisis exceedinghdifficult unlesswe

® It shouldbe notedthatwhatMcKenzieis doingin Wh a Pastis Prologueis, in fact, the
continuationof his maintheorywhichhefi t soeiologyoft e x Theooghthis conceptheargues
againsthedivide betweertextualandbibliographiccriticism, positingthatthe oftenreflectedii s o c i a |
re a | i (Bibliagmghyandthe Sociologyof Texts 15) andthe materiali e mb o d iofrthetaxts 0
(Typographyand Meaning 236) arefundamentatategoriesn understandingherole andfunction of
booksin society.
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settleon theideathatthe coverprovidesanessentiaprotectivefunctionto thebook. While
Oxford EnglishDictionary doesnot offer a definition for thecompoundi b o kv etheio
thaninstance®f its formal usaggdatingbackto the seventeentlenury), theentryonthe
keywordii ¢ o wangive ussomeclues whichreaddike this:fi t hvhidh covers;anything
thatis putor laid over,or thatnaturallyoverliesor overspreadanobject,with the effectof
hiding, shelteringor enclosingt; oftenathing designecdr appropriatedorthep ur pos e . 0
( A c o @EDrOaline).lt is notablethatthis definition offersa morespecificthelocationof
thecover( fi puaido v e mdirgctly affirming its protectivefunction( A h i shelterigg,
orenclosngi t Whenspecifiedasthebookcover,thenthe objectin mind constituteghe
very outsidephysicallayerof the bookthatcomesin betweertheinside (of the book) andthe
outside(world). Thein-betweematureof the coveralsoallowsusto seeit asa mediator
betweentwo partiesthathelpsto positionthe bookwithin the coverwhile simultaneously
positioningthe coverwithin thebookculture.

Evenwithout a cleartitle or ornamentationthe visualnatureof thebookcovercanbe
morerevealingthanaddressederbalcommunicationWe canstudythisideamorecloselyin
visualart by observinghow the symbolicandculturalaspect®of thebook coverare
communicatedhroughthe paintedform of the book. Vincentvan Goglts fiStill Life with
B i b (188%) is oneof thesepaintingsthatrevealsmorethanwhatis paintedon the canvas
(Figure2). The paintingcentreson two booksdepictedsideby sidei oneopenandone
closed.Accordingto theVan GoghMuseumithefi h e Bi tbylinehépaintingwith
illuminatedpageselongedo Van Goglis fatherwho wasa Protestaniminister. The other,
smallerbookboundin ayellow coveris identifiedasVan Goglts batteredcopy of Emile
Zolads 1884novellLa Joie De Vivre (TheBright Sideof Life). Thewritten entryon the

museunmwebsitelovingly describesheyellow-coveredbookasiiakind of i b foen@odern
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I i fAecordingly,juxtaposedvith the otherBible, fithe bookssymbolizethedifferent

worldviewsof Van Goghandhisf a t fVvanrGoghMuseum).

Figure 2: Still Life with Bibleod by VincentvanGogh(1885).
TheVan GoghMuseumAmsterdam.

In his notes,Van Goghmentionshis interestin exploringthefie f f ef thécolours
usedin thepaintingi theyellowedpagesof thebig Bible, theflemony e | |coverdf the
Zola copy,aswell astheimposingblackbackgroundhatreducegheroomwherethetableis
setinto darknesgibid.). Theinclusionof Van Goghts bookin the paintingaddsanintimate
feelingto the painting,whichis highly regardedy art critics for its biographicaldetails.
CamplinandRanauranotethatthe compositionof thesetwo bookstogethersignifiesa
deeplypersonaperiodin Van Goghts life andcareewhenheunderwent crisis of faith
following thedeathof his father(TheArt of Realing, 60). Whatis mostremarkableabout

this paintingis thatit tells a privatestory of objectswith no presensubject:thecharactersre
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books.Oncenoticed,theyellow cove® which oncesignified salaciouserotic literaturein
Franceandlater,Decadenc@ndhomoeroticismnin Britain, becomes groundof impending
crisisbetweerdifferentmoralandculturaltraditions CamplinandRanauraotethatthe
paintedBible is just as telling: iOpenatIsaiah,with its powerfulsenseof sin andthe needfor
repentancenojoiedevivrea | | o (bel.3l 0

It is interestingto speculaten whatdirectionthis pairingfunctions doestheBible
work to absolvethe socialstigmaattachedo yellow covers,or doestheyellow coverwork
onthereadelby takingmoral authorityawayfrom the Bible? Consideringhe personahature
of thenarrative,it is safeto suggesthatonly Van Goghknewthe exactanswerto this
guestionHowever,whatcanbesaidis thatby bringingtogethernwo competingsymbolsi
onerepresentinghehigherlife andthe othereverydaylife, the paintingintroducesadeep
innerconflict againstadarkbackgroundvith two fiBi b | woiking to outguneachother.

Thebookis seldomwithoutintention.Its physicalpresencdoth comfortsandpricks
theviewerby urgingthem,first, to noticeit andthen,daringthemto know moreaboutit.
Camplin& Ranaurcbservehatmanywar paintingsfrom the EnglishCivil War
prominentlyfeaturethe battlewoundedBiblesbelongingto the soldiers(TheArt of Reading

11). TheytheorizethattheartisticintentbehindthesepaintedBiblesis to elicit empathyfrom

¢ It is aptto briefly discusgheculturalmeaningof i y e |blocoG@nette Paratexts 24-25)
orfi y e I|-bl aoc\iRada,Apartfrom TheText,221). Genettenotesthat"at the beginningof the
twentiethcentury",in Zola'shomecountryFrance,'yellow covers"wereusedexclusivelyfor
"licentious" literature(24). To provehow strongly"the colour of the paperchoserfor the covercan
indicate[the] type of book", Genetteconveysananecdotdrom Frenchpoetandart critic Michel
Butonwho reminiscesanincidentthattook placeduringatrain journeyin Britain wherea memberof
the clergyconfrontedButon'sfriend andadmonishedherfor carryinga bookboundin theyellow
paper:"Madame don'tyou know thatGod seesyou readingthatyellow book!" (Paratext,25).
Similarly, Rotaconfirmsthe public appealbf yellow-backsin the secondhalf of nineteentkcentury
Britain, particularlyamongtrain commuterg221-224). Otherthanplayful disparagingheir aesthetic
uniformity, which bookbindinghistorianMichael Sadleircalled"stiff andugly”, thereappeardo be
no mentionof a similar moralcomplicationin Britain in this period® aboutbuyingor readingthese
books(Rota,225226). Whenconsidere@longsiddts culturalhistory, it is fascinatingto reviewthe
yellow bookasa symbolandmirror of sccial life andcultural shiftstaking placein society.
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theonlooker,giventhe humanizingnatureof thebook, particularlythe Bible, asa personal
object(ibid.). It is interestingto notethatthe sameeffectexistsin i T IS#l Life withBi b | e 0
aswell, whereunderstandinyan G o g Ipé&rs®nakymbolismwith thebookshelpsusto see
anewsideof him asa passionateeade whoseyellow book,with its curledanddirtied pages
andtheworn-downpapercovercarriesthesignsof heavyreadingHowever , Van Gogh
painting also gives us clues about the different functions that these covers perform in relation
to the book. Whettr it is the books or their covers that pull us into the narrative of the

painting can be debated, but we cannot deny that it is the cover that compels us to notice, see
andreadthe book In essenceyan Goghs yellow coverembodiedate nineteenthcentuly
concernsaboutthe book coverwhenthe culturaldiscoursanevitablyincludedaesthetic
objectsinfusedwith moralconnotationghatimposeda symbolicgravity overtheir
surroundingandowners.

Onebook positionedopen,the otherclosed the paintingshowstwo differentforms of
communicatiorelicitedthroughthebookcover.The Bible notonly appearsmposingbut
alsotakesthe centralpositionin the painting.While its binding’ is hiddenfrom sight, it is
presenin theway it supportghe heft of this largevolumewith full endurancemetallicbook
cornersprotectivelymarkingits edgesin thecompanyof theillegible paintedpagesof the

Bible, thecomparativelysmall,closedyellow book doesmoretalking, providinginsightinto

" While bothcoverandbindingaretermsreferringto the outerlayer of the book, it shouldbe
notedthatthetransitionherefromi ¢ o ofirbd n dvhentglkingaboutVanG o g IBiblsis
intentional. Historically, the convergencef thesetermsoccurral afterthe print bookbecamehe
dominantbookmedium,aswell asthe mechanizatiomf the bookbindingpracticein the early
nineteentrcentury( A B o 0 k b UnivdrsityofPRittsburghArchives& SpecialCollections).The
usageof i b i n dhéramefpisto thetraditionalmodeof book productionthatii d e s cthre madiegiad
thatis usedto makethe upper(front) andlower (back)c o v eThesmaterialherecanreferto
i v a r pagersoths,hides,andevenme t aSormedf the mostwidely usedbindingsare smooth
calfskin, pigskin,or Moroccoleatherbindingsto lendthe book durability, aswell asarich aesthetic
definition( A G uté Whdaerstandindgd i n d i AbeBsoks).PaulN e e d h exlnabstvedescription
of vellum andfabric bindingsin TwelveCenturiesof Bookbindings400-1600alsoreflectsthe details
highlightedhere.CoverhistorianAndrewHaslamalsoaddsthat, while pig skin bindingswere
preferredfor their sturdines@and"lesspliability”, amongothermaterialsused,goatskin bindings
werepreferredfor their softnesdo touch(BookDesign,230).
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thesocial,cultural, andpersonabhspect®f the history of thebooktold by its cover.It canbe
saidthat,while the Bible imposesauthority,the paperboundooklooks unaffectedoy this,
safeunderits thin yellow cover,tradition againstmodernityembodiedhroughmateial and
aestheticodesUndecoratec@nddrab,theyellow coverrepresents personabesthetic
choiceandreaderlytaste.Togetherthesebooksconnotetwo interlocutors- fatherandson,a
boundreligioustextandpaperight Naturalis novel.

This painting alsooffersusaglimpseinto thediverseformsthebook coverscantake.
InAiDust Jacket s, D e aTangele matioutbusly cat@lagomes watioas i 0 n
types of book covers that existed prior to the twentieth century, ranging from albth an
leather bindings to papé&ound booksthesdater would be called paperbacks), paper
wrappers, and "printed jackets", stpses, and other detached coverings”, as well as the
critical work done about these forms (45). While it is worth studying eattteeé material,
cultural and aesthetic forms for their craft techniques and technological variance, it should
also be noted that studying them separately may imply a more pronounced difference in
functionality than what is true. From a theoretical staimpthis separation also can be very
arbitrary’. For example, despite the fact many of these cover forms continued into the
twentieth century, Genetteds analysis of the
distinction between these two forms othi®n providing more details about the specific
objectheds addr essi ng, Paratexts i 2r3i)ntaendl didv exrdd n(@s 0 wl

accompanied with Atheir jacketso (30), etc.

8 EncyclopediaBritannicadefinesNaturalismasa literary movemenbf the late 19thandearly
20thcenturythatcontinuedn thetraditionof literary Realismi a i natanayenmorefaithful,
unseéctiverepresentatioof reality, a veritablefi s | of | ci efpesentedvithoutmoralj ud g ment o0,
with amoredefinedemphasi®nfi s ¢ i edrett iefr imdomparedo Realism.

® The samecanbe saidaboutthe historiansfocusingexclusivelyon book bindings of the pre-
Modernperiodaswell. For example PaulNeedhamin TwelveCenturiesof Bookbindings400-1600
useshothbinding( A t s portoelingwhateverontheb i n d amdapve)( A tddéceratoof the
coverswashimselfab o o k b i omtthesamipege (page280)whentalking aboutthe outerlayer of
thebook.
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about the functions ofteover , which he concludes to be
other words, while the enthusiasts and technicians of the cover are keen on deliberating on
different materiaforms that the book cover takes, as far as their cultural role is concerned,
thesetwo forms are often undistinguished. Another reason why this approach is less than
ideal is the fact that establishing clear historical divisiabout thgprevalemre or

inferentiality of different forms of book covelsexceedingly difficult!f we takethe

nineteenth century as the period when paper covers finally gained a stronger edge to leather
bindings,the historicrecordsshowthat indeed bindingsandpapercoverscoexistedsideby

sidefor manycenturieq fi G uto Whaerstandindindings AbeBooks).It is notsurprising
therefore thatthereexistsa metaphoricontinuity!® betweerbindings(particularlyii ¢ | ot h

b i n d ipopywasizedn the 1830sdueto their cheapnesandcolourful variety)andpaper

covers( fi djuas d koefit bsojo & ¢ k degigaedhsprotectivepapercoversto protectthe
bookboardsstartingwith the 1800s)asthey anthropomorphizéhe bookby likening thebook
coverto clothingitems.By viewing bindingsandpapercoversasconcurrenforms,we can
constructa newstudyof thebook coverwhereboththe materialandaestheticoncernsof
differentforms of book coversandtheir functionalitycanbediscussedn parallelto each
other.Saussureallsthisfi e v o | u tmbdeaf analygigdiachrony(Coursein General
Linguistics,81).As S a u s sobjec®fstadyis languagehe notesthatby shifting thefocus

from thenormalizedgrammaror the structureat a specificperiodin time, diachronyinstead

aimsto studythedominantphenomenalongsidehe eventstaking placewith individual

10 Thomsonoffers meticulousdocumentatiomf this by addressinghe mentionsof nineteenth
centuryFrenchbookbinderCharlesMeunierasa "clotherof dreams'to Pénedu Bois'slamentingof
monotonougovertrendsof the nineteentltenturyasiibanallivery uniforms ratherthana fitting
d r e (®Aesiheticlssuesn Book CoverDesign,1880191Q 232).Later,asimilaranalogycontinues
in referencdo papercoversor wrappersPetroskifor examplejn advisingbookcollectorsabout
waysto collectandtreatbooks,notesthat, despitethe factthati m a bopksaredressedn jackets
whosedesignsarehandme-downsform olderchildrenof the authoror cousins gspeciallysuccessful
ones,n publishinghouse thereis manyanonly child in thebookpopulationandnewfamiliesare
constantlybeingstarted For these thedustjacketoftenis tailor-ma d € ® D daskeDilemmas 0
329).
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speechgroups(91). In otherwords,the diachronicstudyfocuseson activecultural players
andcontextualize the objectandall of its extantformswithin the samesocialparadigmin
orderto generate theoryof progressionandchangg98). This is particularlyimportantfor
us,becausaotonly havebookcovers throughoutistory,beenmateriallyandaesthetically
diverse buttheyhavealsobeenobjectswith significantsocialandculturaldimensionsin
whatfollows, this studywill opttousefi b o & v asanwmbrellatermto referto all forms
of externalayeringof the book, exceptfor instancesvherethe materialandaesthetic
concernf thediscussiorrequirethe useof morespecializederminology(i.e. binding,dust
jacket,etc.)to addresspecificconcernsassociateavith them

Themainobjectof this studydefinedmoreclearly, we cannow moveto discusghe
functionality of thebookcover,for which,G e n e expangivevork on paratextsoffersan
excdlent startingpoint. Genette'spproacho thebookis bibliographicin its premiseashe
includesall bibliographiccodessuchasfi aanu t hname@ title, a prefacellustrations,

e t aunderthis newcategory:
Theparatexts whatenablesatextto becomeabookandto be offered
assuchto its readersand,moregenerally to the public. (Paratexts 1)
In otherwords,asthe Greekprefix i p adiinmglies, paratexts everythingthatis aroundthe
text, thecomplexweb of meaningswithin which thetext is encasedFromthis, we can
extendthis argumento suggesthatthe mainfunctionof the coveris to embodythe book
form andpositionit in relationto the materialworld andculture.

Similarly, the functionality of the book cover is discussed dlghly by both book
cover designers and design critasswell For instance, Drew & Sternberger propose that the
cover is fia bookds first communication to th
its content, but of its point in historiy ItsCover, 8). This provides the working ground for

other design historians to position the cover as an object of its present moment and the design
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past. As this definition suggests, the cover allows the book to engage the reader by conveying
therightcoordmt es about the book&d&ndewHaslaenorithe cul t ur
otherhand,characterizethe covernotonly asa culturalsignifier butalsoasa manifestation
of socialinteractiondbetweerthereaderandthe publisheroy suggestinghat“the coveris a
promisemadeby a publisheron behalfof anauthortoar e a {BookDesign 160).While
this explanatiorputsa strongemphasi®n thesocialrole of thebook cover,it alsoshowsthe
complexityof communicatiorthathappendetweertheinstitutionof publishingandan
individual readerwith theformeralsoactingii o behalfofo theauthorof thetext. For
Haslam thesucces®f thisinterchanges whenthecoverii s e rasameaticemento open
thebookorto purchasec o p(ipid.). BuildingonHa s | athéa of f@Aenticement
Mendelsund & Alworthy elaborate on the complexityot he cover 6s i nteract
onlookers and readers by suggesting the following:

Book covers will do just about anything to get noticed. They will flirt,

shimmy, wink, stare, shout, make promises, or break the fourth wall.

They might frighten, or tiliate, obfuscate, or illustrate, introduce

characters or obscure them, set the stage or set the mood, change your

perspective or save your time. They can be colourful or not. They

might vibrate or explode. They might be decorative or challenging.

They carbe literal or abstract, commercial, academic, generic, or

genre specific. They might be intentionally confusing or

unintentionally confusig. Some covers are bespoke, others are

boilerplate. Some tell us about the text; others tell us almost nothing at

all. (The Look of the Bogk-49)
This definition mirrors Mendelsund & Alworth's earlier conversation about the book cover

where they suggest that the reader envision the coverasij@betweerthetextandthe
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w o r [WhataBook CoverCanDo, 2020).Accordingto them,by unitingtheinsideand
the outsideof thebook,the coverthenallowsthebrowserto fr e atreelbookfrom adistance.
Indeed,it is this ability to underminethe physicaldistancebetweernthe form of the objectand
theeyeof thesubject thatframesthe coverasanactiveparticipantin visualcommunication.

Book designeChip Kidd framestheil v i s uocétheicaverdifferently. He suggests
thatit is thecovera r t taskipb idyize form to content” while maintaining "a very careful
balance between the two" (The Hilarious Art of Book Design, 2:54). The distinction made by
Kidd is significant because by reversing the role of the designer and the object, he argues that
it is the designer who then has to act as a bridge by fulfilliegdle of "an interpreter and a
translator”™ (11:46). I't can be noted that,
idea about the cover againt of connectioetween the reader and the designer, he attempts
to directly theorize how exactly theeer makes its presence known to the reader. For Kidd,
the designer managesdngagehe reader by formulating the cover as a riddle. In other
words,borrowingon bothdenotativeandconnotativecodes the appeabf thebook coveris
in theway it canbeconstructedsariddle that,if notentirelysolved,canatleastinvolvethe
readerIndeed Kidd explainstheworking mechanisnof the coverriddle like this:

Looking atbookjacketsis like watchingTV withoutthesound.lt's
like beingin abar,or atthegym, andwatchingthatsituation,eventhe
mostbenignphotograplof a smiling kid canspelldisasterYou
instantlyimaginetheworstcasescenariogChip Kidd, Vienne,16).

By applying Kidd's suggestion above on two different book covers that were
constructed using similar design aesthetics, we cah@eehisriddle-based communication
works inpractice Figure3 presentdwo coversdesignedisingiconic illustrationsthat
generallyconveythe genre(thriller; murdermystery)usingtonal cuessuchasthethreecolour

palette within which a narrativearrangemenis presentedvith the helpof symboliccodes
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borrowedfrom their respectivaexts.Ontheleft, the coverfor PaticiaHi gh s RAi t h 0 s
Suspensionf Mercy (Virago 1972)offersa simpleillustrationof arolled, black carpetwith
whatwe might assumas a deadbodyinside,includingthe detail of red high-heeledshoes.
While its colourpaletteis noticeablgparticularlythe redbackground)it is composedn
mutedtonesasthetitle of the book appeargo be paintedin white print letterson top of this
backgroundin comparisonthecoverfor Cyril H a r AndEsglishMurder (Faber& Faber
1951)usesa simplerrenditionof thetitle thatis stylistically integratednto the composition,

giving the coveraflat, posterlike look.

AN
_ ENGLISH
MURDER

Figure 3: A Suspensionf Mercyd by PatriciaHighsmith

(Virago, 1965)and An EnglishMurdeo by Cyril Hare
(Faber& Faber,1951).Courtesyof the publisher.

It canbe suggestedhatthe centralsignifiersusedin thesecoversnotonly position
thesebookswithin their respectivegenrecategorybutalsomanagdo communicatespecific
detailsaboutthetextthatcanbe easilyunderstoody anastutebrowser.For instancethe
prominentuseof white colouron An EnglishMurder coverhelpsto createa visualtension

betweerthe peacefulundisturbedandscapendthe spilling red bloodthreateningo sully
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everything,aswell asperforminga specifictaskby directingther e a dadentrgo the
well-establishedropeof the classicmurdermysteryknownasii s n o-iw@obodreads).
While neithercoverintroducesusto the castof charactersrom thebook,bookcoversimply
thar presencenside.ln thecaseof An EnglishMurder, thisis communicaéd by way of the
ominousred comingfrom thewindowsof the housessuggestinghe murdertaking place
inside,while thefragmentedllustration of awomanwith only herlegsandshoesvisible on
thecoverof A Suspensionf Mercydoesthis by showingusthe aftermathof murder.The
lattercoveralsourgesthereaderto seebeyondwhatthe scenedirectly showsus:the
intentionallyfeminineposeof thelegsof the corpsewrappedn a carpetsuggests different,
fetishisticelemento the story besideshe expectednurderthriller plot. Thefunctionof red
generallysupportghis reading:while thedrippingactionof theredon An EnglishMurder is
clearlyareferencdo the murdersuggestedh thetitle, theredsky onthe coverof A
Suspensionf Mercyaddsto the narrativean unnatural psychedelidone,communicatinga
strongempsychologicalindertondor which PatriciaHighsmithis known Thesecoverscanbe
analysedn otherwaysandwith probaby differentobservationdy eachreaderdependingn
their familiarity with the genrecategoriesndliterary conventionsHowever the purposeof
this experimentemainsthe same to demonstrat¢hatthe functionof the coveris to facilitate
aform of communicatiornthatbalancewisibility andlegibility. | suggesthatit is this duality
of thecoverthatis ofteninterpretedasits i s e | furictiorg 0

While this formulationallows usto appreciatehe visually informedconstructiorof
thebookcover,the subjectivenatureof the proposedengagemens understandablg cause
for concernMostfamously,Genettevarnshis readersof this by characterizingparatextsn
generalandthebook coverin particularasa passageatherthanafinishedmedium:i Mo r e
thanaboundaryor asealedborder,the paratexis, rather,athreshold|[ € {hatoffersthe

world atlargethe possibility of eithersteppingnsideor turningback(1). While it mayseem
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asthoughin this explicationof paratextasa spaceof transitionandexchangesenettas
simply elaboratinghatthe paratextuatommunicatiorrelying on negotiationanddialogue in
his conclusionof Paratexts hedirectly suggestshe following:
Theeffectof the paratexties very oftenin therealmof influencei
indeed,manipulationi experiencegubconsciouslyThis modeof
operationis doubtlessn thea u t hirderestthoughnotalwaysin the
r e a d Boaodeptit i or, for thatmatter,to rejectit i oneis betteroff
perceivingit fully andclearly (409).

To understandvhy Genettadistruststhe paratexipracticallyasagreyzone,it is
importantto discusshe metaphoiof the"threshold".It canbe assunedthathe useshis
concepto simply differentiatethe text from nontextualentriesthatresideoutsideof it.
Particularlyin talking aboutthe cover,Genettadentifiesthe addresseef the "coverandits
appendagesdsthe"public atlarge” (25). AimosteveryexampleGenettediscusse his
shortchapteris dedicatedo disruptivecovers:i g a i il $ ln s tof tkee tndvie tie-&n govers
(28), or Frenchbookswith fi mulindingsandj a c k(&0}, aswell asthemisleading
connectiorbetweenhe narratorandauthorof Recherchavhich its publisherorchestratedyy
presentingoicturesof a progressivelyagingProuston eachvolume(31). Overall,it canbe
surmisedhatG e n e dissati§factions with both materialandaesthetianodesof the cover,
suggestingthatfor Genettehe paratexis moreof animpedimenthana mediumof
communicationMcGann,interestingly associate§senette'proclivity to dismissparatextas
adisruptivepassageay with his inclinationto positlinguistic or textualcommuncationover
otherformsof engagement:

The text/paratext distinction as formulatedSeuils [Paratextsvill
not, by Genettebdbs own admission, explor

typeface, paper, and various other phenomena which are crucial to the
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understanding@f textuality. They fall outside his concerns because

such textual features are not linguistic. But, of course, all texts, like all

other things human, are embodied phenomena, and the body of the

text is not exclusively linguistic. By studying texts throua

distinction drawn between linguistic and bibliographical codes, we

gain at once a more global and a more uniform view of texts and the

processes of textual production. Body is not bruised to pleasure soul.

(TheTextualCondition 14)
In otherwords,for Genetteentrustingtherepresentationf the text to materialandaesthetic
codesof the paratextinevitably meanscompromisingextualintegrity. Whenwe considerthe
massmediumof the coverwhich heidentifies, his hesitationrbecomesvenmoreclear.As
Alworth notes,consideringhe aestheti@andmaterialvisibility andlegibility of thecoveras
too forceful, iGenette urges us to speak not of judging, but of nudging a book by it® cover
( A Par aArte &d27uVahatthis suggestss that,becauséne could notidentify a central
sourceof power,suchasthatof thetextualauthorwho controlsthelinguistic codeof thetext,
for Genettethereaderis alwaysatrisk of beingswayedeverywhich way by the paratext.
Indeed ,Genette'aanxietyaboutthe paratextwasso seriousthathe deviseshis own
terminologyto discusghe effectsof waywardparatextwhich hecalledtheil J u [Eif dre c t 0 .

ThetermiJupienE f f evasingpiredby Prousés Remembrancef ThingsPast

publishedn 1913.TheparallelGenettds building uponhereis Prousés characterizatioof
Jupienwho, despitebeingthelife companiornto Baronde Charlus,is only referredto asa
fis u b o r dnamservargTémeRegained184).While oftenbeing chidedfor his filack of
pr ud ewyhisécor oleverdroustmakesit clearthatthe Baronalsodepend®n Jupienin
morethanoneway andmoreimportantlyto managehis malebrothelon his behalf(ibid.).

FurthermoreAlex WatsonargueghatJupier@s roleis centralin the narrativeasheallows
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Proustto explorethe ficlandestinevorld of Parisianh o mo s e xasthelfoil tb gristocratic
heteronormativityfiJupienis a minor charactemwho nonethelesesmbodiesomeof themajor
changesn thenarrabrés socialworld andmentall a n d s(fH&storeipingthe JJupien
Effect, @0).In otherwords,it is theliminal positionthatJupienoccupiesn thenovelthat
giveshim uncomfortablgooweroverboththe high circleswherehis lover andemployer
resideandthe Modernurbanlife to which hebelongs Genetteusesthe JupienEffect to
describanstancesn whichthe paratextoecomesnimpedimento thetext, andby
extensionto textualinterpretationParatexts 409-410). Whenwe orientthefi J u [Eif dre ct 0
towardsthebookcover,it is easyto seethatGenettds pointingattheideologicalintrusionof
thebookcoverinto the meaningof the text by alteringits contextualizatiorandmanipulating
its receptionto thetexts detriment.t is interestingto notethat, with Genettés famous
warningto authors fiatchoutfor thePara e x(Paratexts410),his conceptualizatiomnf
the Jupieneffectrevealsnot adismissalbf butaconcernaboutthe paratextl arguethatthis
concernmainly stemsfrom G e n e toncerdéaboutthe socialandculturaldynamicsthat
dominatein bookspae@s,aswell aswithin the publishingindustry. This theorywill be
discussedfirstly, throughtheideaof bookishserendipity aswell asthedivide betweerthe
rolesperformedby authorsandpublishers.

CatherineSheldrickRosscallsfis e r e n dhospinstancesvherdy thebookcomes
into thereadeds attentioneitherthroughits coveror its premise(fiMaking ChoicesWhat
ReadersSayAbout ChoosingBooksto Readfor Pleasure ©7). Whenthebookcoveris
viewedasathresholdthis concepthenimpliesthe possibility of theright time andright
placefor everybookinviting in its reader However,asRossshows therole of the paratext
asa systemof meanings fundamentain allowing thereaderto noticeandselectthe said
book.In referringto the 1984Book Industry Study Groupsurvey,Rossidentifiesthatonly

for aquarterof readersthe covermarksthe mostimportantindicatorwhenbrowsingfor
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books,while evenwithin this category there'surthersplinteringbetweerthe synopsis
supportof thebackcoverwith the aestheticommunicatiorof thefront cover(15). Among
otherpartsof thebook paratexttitles, genreidentifiers,awardstatus andpriceratecan
factorstronglywhetherabrowserdecidedo inspectthebookclosely(ibid.). This suggests
thatfar from "selling thebook", the coverworkstogethemwith otherparatextuatodesto
allow thereaderto approactthe book.

Interestingly,Rossnotesthatthe main criterion thatallowsfor "encountersvith the
bookshapperserendipitously'areparatextuatietailsthatleadthereadergo feel adegreeof
familiarity (17). While the surveyresultsplacethe book coverrankedonly third on thescale
of importanceunderauthornameandspecificgenreindicators(ibid.), it canbeobservedhat,
thatthebookcover,dueto its dualmodeof communicatiorthroughvisibility andlegibility,
carriesa higherpotentialto arrestthe eyeof the browserby elementghatthey mayfind
familiar. Ultimately, Rossfindingsframethethresholdof paratextasarich mediumwhere
thereadersandpublisherscanestablishicommunicatiorvia paratextuatodes(fiMaking
ChoicesWhatReaderssayAbout ChoosingBooksto Readfor Pleasurg ©9). Whatthis
meangs thatthe communicationnitiatedthroughthe book cover carriesthe potentialto turn
into aserendipitougncountemwith thereaderWhenwe look backat Chip Kidd's conceptof
riddle covers this conceptbecome<learer. As Vienneexplains by designingcoversthat
"engage he readersd ghnhnatiobgeéené¢éOandKimhd fiempow
by demanding they take control of the communicat©nig Kidd,14). Therefore, far from
hassling the readers to purchase the book for their sake, the book cover is most effectively
employed when it is allwed to reach out to the reader with an initiation question which, if
successful, can turn into a dialogue.

Anothercasereviewmayhelpusto understandsenetté worries,aswell as

confusionaboutthe limitations of the paratextF. ScottFitzgeralds 1925novel TheGreat
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Gatsbyis oftenseenasoneof the mosteffectiverepresentationsf the JazzAge in the United
States The coverdesignfor TheGreatGatsbyis anintegralpartof thelegacyof this bookas
ahistoricalandculturalobject(Figure4). While its compositionis arrestingthe conceptused
for thecoveris quitesimple. Thedeepblue colourwith a cityscapeon the lower half of the
coverdepictstheglitz of theurbansettingat dusk. The mainpieceof thedesign however s
theabstactedfacial silhouettehoveringin the sky, with sadandtearyeyesstaringat the
reader.Theinspirationbehindthe compositioncanbe foundin thebook,in referencdo an
oculists giantpromotionalposter:
Theeyesof Doctor T. J. Eckleburgareblueandgiganticd theiririses
areoneyard high. Theylook out of no face,but,
insteadfrom a pair of enornousyellow spectacles 66/13 GREAT
which passoveranonexistentnose Evidently,some |
wild wagof anoculistsetthemthereto fattenhis
practicein theboroughof Queensandthensank
downhimselfinto eternalblindnesspr forgotthem
andmovedaway.But his eyes dimmedallittle by

manypaintlessdays,undersunandrain, broodon

F-ScoTT-FITZGERALD

overthesolemndumpingground.(TheGreatGatsby
Figure 4: A T IGeeatGa t shy k. ¢

64-65). ScottFitzgerald(CharlesScribner's
_ _ _ _ _ ) Sons).Coverartby FrancisCugat.
This obviousmentionof the subjectof theillustration, 1925.

however doesnot preventthereaderdrom makingtheir own discoveresaboutthe cover.
For example Barronargueghatwhenstudiedclosely,it canbe seenthatthedemureeyes
floating overthe city containfia pair of nudew o m g, pethapsalludingto fiGatsbys
objectificationof D a i srypassiblydepictingthe eyesof a husbandooking atthe evidence

of hiswifeds infidelity (fiThe GreatGatsbyBook Cover:Whais BehindThoseFamous
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Eyes 8021).Theoriginal coveroffersa complexlayeringof signifierswherethe
bespectacledyesof Dr. Eckleburd! arejuxtaposedvith the brightred lipstick andmagenta
eyeshadowaswell asthewispy strandsof hair of theillustratedfemalesubject.lt is
interestingto notethatin manymodernreiterationof TheGreatGatsbycover,the motif of
staringeyesis either directly retainedor exploredin differentways.Thebestexampleof this
is ChrisBrands coverfor the ModernLibrary editionof thenovel (Figure5) featuringiia
206 caremergingfrom thedarknessits headlightgpeeringout of the coverlike the eyesof
Dr.T.J.Ec k | e (&rady gilhe GreatGatsbyHasOneof the MostIconic CoversEver
Printed.How Do You Redesigrit?, 2021).This coveroffersamoresteampunk
interpretatiorof thefloating facesymbol;however the emptines®f the coveris justas
effectivewhenconsideredn relationto theallusionsin the novelto thelonelinessandthe
isolationof urbanlife juxtaposedvith wealth.Furthermorethenewcoverdesignis also
moreclearly masculinghanthe original design perhapshis timein realreferenceo either
Gatsbyhimselfor Tom Buchanarandthefatal caraccidenthatsetsthe climax of thenovel
in motion.More specifically,it canbe suggestedhatby observingthe developmenof and
alterationgo coversymbolism,onecanalsoobservethe waysthe coverparatextcanevolve
alongsidehebook.In the caseof Brands coverfor TheGreatGatsby theemphasi®nthe
male-codedsignifier allows usto deducehatthe contemporaryeadingof the novelis more
interestedn exploringthe undercoverctionsof the novels maleleadsratherthanthe
gendefperformativereactionof thefemalecharacters.

Despitethe possibilitiesof individual readingspverall,the caseof TheGreatGatsby
canbeseenasa convincingexampleof how certan aestheticymbolscometo permanently

embodythe book.Indeed the mostsignificantaspecof ChrisB r a ncavérfer TheGreat

11 perhapsonnoing the malegaze.
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Gatsbyis thatthe newdesignnot only referencesheiconic visualimagery? from the book,
butalsoit recallsthe aesthett compositionof the original cover.However theway the new
coverbringstogetherthei f a mi |of tree sourtemaberialwith anewartisticinterpretation
wherethetraditionalillustrative modeis replacedwith a photorealistidmageconnotingthe
Modernityandcontemporaneity, givesthe book anew pathosthoughtwhichit canproudly

introduceitself to bothnewreadersandcollectorsof TheGreatGatsby.

Figure 5: i T lGeeatG a t sbly K. ScottFitzgerald
(ModernLibrary Edition). Coverartby ChrisBrand.
2021.

2 Thecollaborativenatureof Fitzgerald'sandthe artist FrancisCugat'scooperatioris often
notedby critics. Accordingto Barron,FitzgeraldsawCugats 1924 paintingfiCelestialE y eand
intentionallyincludedit in the novel,affirming thatfihe hadwritten [the cover]into the bookin the
form of Dr. Eckleburds billboard (fiThe GreatGatsbyBook Cover:What'sbehindThoseFamous
Eyes? 8021).Converselyit is alsoworth mentioningthatin anothermccouniof eventsthe coverfor
TheGreatGatsbyis explainedasthe directresultof the continuouscollaborationbetweenCugatand
Fitzgerald.Citing the similarity betweerthethemedothartistswereinterestedn, Kriticos argues
thatthelastingimpactof TheGreatGatsbycoveris theresultof how fidifferentart formscaninteract
with oneanotherandcolourourinterpretationsn deely meaningfulways(fiStoriesBehindClassic
Book Covers:The GreatGatsby 2017).

BVeroniqueViennenotesthatoneof the borrowedtechniquesisedvery commonlyby Chip
Kidd is to usephotographyto re-tell "the stories told fiction and norfiction - all seemed more
contemporary, endoweHpKddi3h an edge reali smodo (
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TheGreatGatsbhyrepresenteneof the morefamousstoriesaboutthedirect

involvementof theauthorin the covercreationprocessCasef this level of involvementare
indeedrarein bookcoverhistory,however theyarenotimpossible While Genettefirmly
placesthecoverwithin thei maditeofthep u b | i B adirea (@&in todtrasto the
authorwhoisfir e s p d ro sheidxi(9, it is exceedinglydifficult to identify how he
imaginesthe distanceof the publisherfrom the author,in particular.indeed,asJulietGardiner
arguespneof themainshortcomingof G e n e théogy Isow, in arguingin defenceof the
Aaut por p@araess,407,heoftenconflatesthesetwo roles:

Genette'drequentfailure to accountor thedistinctionbetweerthe

authorandthepublisher his tendencyto seethe publisherasthe

enablerjndeedthe continuation of the author'sintention,and

paratextsasthevehicle,signalsanuntenablegssentialistixity of

meaningfor thetextthatis at oddswith his recognition(above)of the

fluidity of paratextuasignification.( i Re ¢ u pheAughori n g

Consumingrictionsof the1990s 858)
Indeed Genette is mistaken about his approach to publishers and authors on two counts.
Firstly, paratextual art is a social practice; and even when unsuccessful, the book covers are
the results of often lengthy and complex series of negotiations, conflictspammomises.
However, on this count, Gardiner's account is also incomplete. While she opposes Genette's
absolutism about the book cover Arepresentin
beenwritteias f ar as possi bédstinguishestheuntentignuokthen at ur e o
publisher from authors only as being positio
with books of the same genre, the futurity o
overlooks the cases when the represt@rdg function of the book cover is similarly motivated

by the textual narratives.
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Secondly, as wdemonstrated in the discussionRigsss analysis 6 serendipity,
Genette ignores that not only the name of the (popular) author, but the aughparatextual
category through which books are selected and categorized. Foucault provides a thorough
discussion bthe formation of authefunction through wtah texts are given aesthetic and
cultural continuity:

Theauthor'shameis notafunctionof aman'scivil statusnoris it

fictional; it is situatedin the breachamongthe discontinuitieswhich

givesriseto newgroupsof discourseandtheir singularmodeof

existenceConsequentlywe cansaythatin our culture,the nameof

anauthoris avariablethataccompaniesnly certaintextsto the

exclusionof others( i Wlis&n Author?, 805).
Whenviewedthroughits authorfunction,we canseethatthe caegoryof authoritself can
becomeanaestheticodeon the materialform of the book cover.Theinterestingaspecbf
Foucault'gsheoryis thattheauthorfunctionis activaedwith or without theacknowledgment
of theauthor,relying solelyon thereadels capacityto see readandconnecthe paratextual
codes.

Themainargumenin theforegoingis thatthe coverfunctionsin a multitudeof ways,
offering bothmaterialandaesthetiengagemenb thereader.Thefollowing chaptemwill
tracktheorigins of the materialandaesthetiadimensionf thebook coverstartingwith the

twelfth centuryby offering adeeplook into theworld of Biblesandtheir readers.
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Chapter 2: Material and AestheticConcernsof the Medieval Books

Alberto Manguelobserveshat,accordingto JudeeChristiantradition,evenGodwas
notaboveconsultingthe holy book Torah,whenhe createdheworld from thefire (Packing
My Library, 142). Theassociatiowith divine authoritymakesthebookanobjectof infinite
powerandintimatecreation.While thetabletform andscrollbookswereimportantmediain
allowing humango recordhistoryandmemory,it canbearguedthatthe book owesits long
legacyandculturalauthorityto its durableandrecognizabldéorm which becameestablished
with thefolded codex.PeterStochieffnotesthat,asearlyasthe seventhcentury,the codex
bookwould beboundin aheavywoodor leathemmaterialto keepthe pagesnsidefrom
deforming,asthe parchmenpaperwashighly susceptle to the elementg"Materialsand
meanings ©8).In otherwords,coversandbindingsservea crucialfunctionto the book by
extendingthetemporallimitations of the materialandform andimpactingits capacityfor
survival.

This chaptemarksthe begnning of a chronologicalktudyof thebookcoveratthe
heightof manuscripttultureduringthe Middle Ages.Thereforejn thefollowing pages) will
discusgherole of thebook coverin transformingthe bookinto a culturalandreligious
symbolof weath andfaith. This periodis markedby two greatchangesn book production,
thefirst of which took placeasthe centralizedproductionof the manuscriptsn monasteries
waschallengedy the nonreligious,scholarlyinterestin adaptingthe bookasa medum for
disseminatig knowledge Marcel Thomascallsthis thetransitionfrom thefi Mo n aAsgteioc
to theiSecularAge", which took placein thetwelfth century("Manuscripts ®47).The
comingof print representshe secondnajortechnologicablevelopmenthatputanemphasis
onreadingandlearning While therole of thebindingsis seldomthefocusof historians
writing abouttheseshifts, by offering this culturaldiscourse| intendto give thebook cover

theattentionandspotlightit deservedy discusingnotonly how the exteriorof thebookwas
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directly impactedby thesechangesbutalsohow the covercontributedto major shiftsthat
shapedsociety,history,andculture.

Acrossthis period,onebook showsa historic persistenceThe centralargumenin
this chapterconcerngheBible. Oftenreferredto asfiTHE b o o*kbypbookhistoriansthe
Bible historicallyhadbeenthefavouriteobjectof adorationandaesthetiexperimentatiorof
its producersandusers.The main contributionof the Bible to the bookartswasin theways
thatit emphasizedhe socialimportanceof thebookwith a distinctaestheticcsymbolism.
Becausef this, thewidely recognizedorm andlegacyof the Bible makeit standoutasan
importantreferencepointin thehistory of the book coverthroughwhich we canobservenow
the materialandtextualcontentof the book canbe exploredthroughthe aesthetidorm.
Furthermorebecausdiblesweresoprevalentpbservingthemalsoallows usto notethe
economictechnologicalandcultural developmentsn manuscripproductionin action.

Thepreviouschapterintroducedusto the maindiscussiorof the materialityof the
bookasit is recordedn thehistory of the book. However,aswe shift thefocusfrom thetext
to thebookitself, anewperspectivdbeyondmaterialembodiments neededo interpretthe
bibliographiccodes suchaspaper,nk, binding,typography etc.,mostof which are,
accordingto Davidson,culturalin nature:"Yet changingaesthetic$ thevicissitudesof taste
T areof particularinterestto book historiansbecausehey provideanimportantpoint of
intersectiorbetweerstudiesof the bookandotheraspect®f socialandintellectualhistory”
(3-4). Moylan & Stilessupportthis approachoy arguingthatthe categoryof "literacy" also
needgo be expandedo includenotonly "textualcompetenceyut materialcompetencean
ability to readthe semioticsof the concretdormsthatembodyshape'(ReadingBooks,2).

Thediscussiorof Bible bindingswill allow usto seewhatDavidsonandMoylen & Stiles

14 Etymologically,theword Bibled derivesfrom the Greek b 9 b awhithoneans the book®
(Oxford EnglishDictionary).
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proposeherein action.Therefore this chaptemwill employboth materialandaesthetic
approacheg orderto understandvhatrole the bindingsof the Bible performedfor its users
within culturaldiscourse.

Beforewe beginto discusshe conditionsunderwhich the Bible bindingsdeveloped
duringtheMiddle Ages,it is aptto first describethe culturalcontextthatled to these
changesPolegnotesthat, until thetwelfth century,Biblesmainly appearedn manyvolumes
of differentsizesandlengths althoughsomecommonalityexistedabouttheir form: "large
andexpensivemanuscriptswrittenin four or five volumes their sizeandprice befitteda
communabwnershipandmarksof usefrequentlyindicatereadinggfor choir andrefectory”
("ParatextandMeaningin Late MedievalBibles" 124).Susannalfrisheralsocorroborates
this point, but sheoffersmorespecificdetailsby describingthe decoratedindingsof the
pre-twelfth-centurybooks.Shenotesthat, specificallyduring late Antiquity, the most
commondecoratiorgivento Bible bindingswerethe crossandthefive-partschema
("FormulatingViewer ResponseEarly Medieval TreasuryBindings" 298).Whenwe
considertherichnessandgrandnessf thesevolumesi,it is not surpiising thattheir coversare
alsotalkedaboutas"treasurebindings”,representingnalmostmillennium-long practicein
Christianbooktradition (NeedhamTwelveCenturiesof Bookbindings400-1600,21).

While it is understandablehy their richnessandexuberancenarkedwithi b r i | | i an't
goldandshimmeringg e mafténtakethe mainstagewhendiscussinghe earlyMiddle age
bindings,it shouldalsobe notedthatthesebindingsalsofeatured'iconic andnarrative
decoration'complementingthe spiritualnature of the contentsaswell asthe magnificence
of the patrons"(Fisher,"FormulatingViewer ResponseEarly MedievalTreasuryBindings 0
296).However,asthedepictedscene®ftenhadno connectionwith thetextitself, Fisher
concludeghatratherthan "illustrating the text of the manuscript"theintentionbehindthese

visualnarrativesvasto "setthe stageandcuethe participantdn a culturewherethe
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oral/auralmeansof communicatiorpredominated(297). The mentionof "participants'is
importart. Needhammotesthat,while in early Antiquity these'jewelled bindings"would
havebeenownedby individuals', eventuallythesebooksii a | mamsvta r becaimd y o
synonymouswith themonasteriesndotherchurchinstitutions,wherethe concurrenuseof
symbolsonthe bindingsmirroredcloselythe aestheticstyle of crucifixes,eucharistic
vestmentsandthealters(TwelveCenturiesof Bookbindings400-1600,22). Thislist canbe
expandedy addinganinventoryof objectsof domestinature suchasii ¢ licesjJlampsand

s p o owmishgaccordingto Fisher,wereanimportantpartofthefi | i t frugind a&lur e o
( A For mViénertRéspogseEarly MedievalTreasuryBindings 298;304).

While this givesusavivid ideaof how elaboratdhe aesthetidhiarmonywasexpressed
throughtheBible bindings,it is alsoimportantto notethatthe selectionof decorative
materialwascloselyimpactedby the political andeconomiadynamicstaking placein the
backgroundFor example asMiller & Hubersuggestthefrequeng of exquisitelycarved
i wo o d v anrsendvingvolumeswhile showingastrongi e x per i mighnt at i on
ma t e andtee&tmdenbf bookbindingasi h i agr htverea matterof adaptatiorratherthan
achoice(TheBible: A History: TheMakingandImpactof theBible, 218-219). Fisher
confirmsthis pointandargueghatthe decorativeexperimentationvith the expectedross
andfive-partschemaon theseunconventionabindingswereselectedftento replaceother
materialswhich hadbecomeharderto obtain,suchasivory from Byzantium,therebyleading
to thevariancen artistryandadaptatior("FormulatingViewer ResponseEarly Medieval
TreasuryBindings 806).0therchangesverealsoafootin theform of manuscriptsWhile
the paperremainedarougherandmorefragile alternativeto parchmenteavesthis madethe

bookamuchlighter objectcomparedo its weighty predecessahatdominatedduringthe

15 Forinstance Fisherdiscussest lengththe materialrichnessof the ninth-centuryCodexAureusof
St.Emmeramownedby CarolingianemperorCharlesthe Bald, whosebinding containedbotha crossand
five-partschemaonthebinding( i F o r mViéwarRéspogseEarly MedievalTreasuryBindings 0
295).
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Antiquity (Thomasfi Ma n u s, c48). Howvever,asThomascontinuesthe material
varianceis only onemanifestationof shiftsin bookproduction,a moreimpactfultransition
beingthe movemenbf thebookproductionawayfrom "monasteriesindecclesiastical
establishmentsandcloserinto the scholarlycircle which beganto appeaiafter the founding
of universitiesanddevelopmenof learningandlaity in thetwelfth century("Manuscripts 0
147).

Thechangesn bookproductiontranslatednto the contentandform of the Bible
throughboth materialandaesthetieaneansAs Polegarguesthewhole paratextuabkystemof
the Bible waschangingwith thenewbookproductiontechniquessa newform of the Bible
beganto develop,informedby the growing academiaemando studytheBiblical texts
("Paratexiandmeaningn Late MedievalBibles 908).Accordingly,Polegcharacterizethe
new,scholarlyBible like this:

Beyondportability andcost,[the pandecBible] revolutionizedthe
way Bibleshavebeenreadeversince.Whereaghe earlier,heavier,
multi-volumeBibleswereconsultedorimarily in largemonastic
libraries,singlevolumeBibleswerenow alsotakenon theroad,to be
readwithout additionalvolumesof exegesisandtheology.Thenew
Biblesbecameself-sufficientbooks,volumesthatcouldfunctionas
thefirst andlastport of call for biblical study.[ é While thelayout
wasuniform, theaddenddkeys,glossariestables,diagramsfracts,
etc.)werevariedandversatileaccommodating@iblesto personal
tastesandrenderingheminvaluablefor the medievalclassroom,
pulpit, or lectern.("ParatextandMeaningin Late MedievalBibles, 0

112)
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In otherwords,it shouldbe expectedhatthis newinteriority would influencethe
exteriorof thestudyBibles. It is worth rememberinghat, with thetransitionto the
ScholasticAge, the producersof thesenewvolumeswereno longerjustreligious
authorities put their ranksalsoincludedmanycraftsmerfrom the artisanclasswho saw
bookproductionasatrade(Thomas,'Manuscripts ©49).As Petroskisummarizesthe
bindingsof booksduringthe Middle Agescontinuedto be"elaboratelydecorated(The
BookontheBookshelf57). Miller & HuberalsoobservehatmostBiblesduringthe Middle
Ageswereboundin "fine leatheretchedwith intriguing patternsfloral motifs or someother
artwork" (TheBible: A History: TheMakingandImpactof theBible, 219).This highlights
animportantaspecbf thebook covertheoryprevalentduringthis period.As Fisher
explains thegrandnesandlushdecoratiorof Bibles werenotjust meantto visually
confirmthearnstocraticor moralstatusof their owners As readingcontinuedto be a public
ritual, thesevolumeswerealsointendedto maketheir presenc&nownandfelt to everyone
attendinghesermonsincludingthefi i | | Bndle a igtthyd00 r m Vi¢wertResmrge:
Early Medieval TreasuryBindingso 304).

It is interestingto notethat,asthebook entereduniversitiesandlibraries, its spatial
significationwasnot abandonedAs Needhammotes,oneof themaindevelopment the
Medievalbooksthatimpactedtheir aesthetidorm wasthe disappearancef book clasps
from the bindings(TwelveCenturiesof Bookbindings400-1600,54), which wereintended
tofi pr otsceacnt EPettoskidheBookontheBookshelf30).It would makesensdo
interpretthis asa symbolof the powerstructureimposedoy the churchleadergo sustain
their moralauthorityoverbooksandreading.In this sensethedisappearancef claspsmay
signify aliberationof reading,however this wasnot entirelyso. As aresultof growing
scholastidnterest,changegook placein theway bookswerearrangedn relationto their

surroundingsThe creationof bookspecificfurniture to accommodatgrowingbook

47



collectionsin this periodnotonly indicatesa settlinguniformity in theform of thebookbut
alsotestifiesto thegrowthin thenumberof booksownedby universitylibrariesand
individual patrongthatneededo be organizedandkeptsafe.Petroskinotesthatanearlier
exampleof thewidely usedbookfurniturein British cathedrad duringthefourteenth
centurywasthe "elaboratelycarved"book chest fastenedvith locksandopenedwith a
singlekey" (TheBookon the Bookshelf42). 1t is possibleto seethis kind of chestsasdirect
descendantsf the Antiquity chestsFisherdescribeshemasii p r e formesaf lgurgical
furniturewherethe expensiverolumeswould belockedat theendof the sermon

( A For mViénwarRéspogseEarly Medieval TreasuryBindingso 304).

Despitethis, Petroskinotesthatthe bulky sizeof book chestgjuickly became
cumbersomenot only becausdibrary collectionsbeganto expandTheBookonthe
Bookshelf48) but alsobecaus®f the problemscausedy singlekey acces460). The
solution wasfound duringthe fourteenthcentury,whenbooks,ratherthanbeingstored
vertically, wereplacedon the uppershelfof thelecternhorizontally, attachedvith a chain
(Petroski,79). It shouldbe notedthatthe book chainwasusednotonly in libraries.Noted
by Miller & Huber,the chainingof the Biblesto churchpillars wasdonesoasto prevent
anyonefrom thinkingabout'r unni ng o f fTheBiblet AHistork: € h@Making (
andImpactof theBible, 219). As this demonstratabgintentbehindbook chainsseenedto
bemainly preventativeprotection.

However,it is importantto discusghe statusandrole of thebindingsin settingdike
librariesandmonasteriesvherebooksweregatheredn greatnumbersAs Christopher
Hamelnotes thereexistsavery clearhierarchybetweernhe survivingmanuscripts
belongingto the Middle Agessolelybasedon their materialconditions WhereagheBibles
andlaw booksweremadeandboundin expensiveanimalskin to ensureheir durability,

manuscriptgleemedo beof lesselimportancevereproducedusingmorefi mo d e st 0
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materialsfor the cover(A History of llluminatedManuscript,11). Petroskiobserveghatthe
binding of thebookin this periodseldomcontainedanyidentificationof thebooktitle or its
author(TheBookon the Bookshelf35). The materialandaesthetigichnessseemo be
directly associatedvith how the volumeswould be stored.Indeed Petroskireportsthat
bookswith expensivecoversdecoratedvith preciousstonesi w o undt ik shelvedwith the
morecommonb o0 o kasdinsteadplacedin fi t r @hlesasespord r a w®9).3his
suggestshat, at leastfor theinstitutionalpatronsof the books,the materialconditionsof the
bindingwerestill beingusedasa displayobjectinforming not only of the statusof the
patronbutalsothe exclusivenessf thebooks.

Theemergencef individual readerdhasbeenassociatedavith thetransitionfrom the
MonasticAge to ScholasticAge. Indeed, Thomastalksaboutanewfi r e aglu b hyhiah 0
emergdattheendof thethirteenthcentury:

A bourgeoislasswasappearingalongsidethe nobility andthe clergy,
equallycapableof developinga literary culture.Lawyers,lay advisers
at Court, stateofficials, and,lateron, rich merchantandtown citizens
- all neededooks,notonly in their own subjectdike law, politics, or
scienceputalsoworksof literature,edifying moraltreatises,
romancesandtranslationsThis kind of materialwasnotintendedfor
clerics,althoughtheyweresometimeshe authors,andusually,it was
in thevernacular("Manuscripts ©51).
Indeed betweenthethirteenthandfourteenthcenturiesamongthe mostdedicategatronsof
thebookswere"the king, princesor greatnoblemen'who would obtain"de-luxe editions"
with greatpleasurdan exchangdor "a dedication"by theauthor(Thomas,152). Similarly,
themembersof the aristocracywho personallyidentifiedwith moreseculartextsalso

adopteda tradition of gifting highly decoratedexquisitelyboundreligiousmanuscriptsvith
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beautifulilluminationsto the monasterieandchurchedo showtheir patronagef the arts
andtheir strongmoralstanding(Hamel,A History of llluminatedManuscript 53). The
bifurcationof thereadingpracticeshowever,doesnot meanthatpublic readingwason the
decline.A largevariety of heavyandluxuriousBible manuscriptdoundin gold andgem
coveredbindingsarevery revealingaboutthe readinghabitsof this period.As Hamel
suggeststheweightandlook of theseBiblesindicatethattheyweredesignedo beused
exclusivelyfor publicreadingsn churchesvherea memberof the clergywould readfrom
thetext, reemphasizetly the highly prominentdisplayof thebookon thelectern(A History
of llluminatedManuscript 111).

Underthe neweconomyof bookproduction theroyal patronagef booksandthe
interestamongthe upperclassedo associate¢hemselvesvith the symbolicvirtue and
morality thatthe bookresultedin the aesthetidooomof thefifteenth andsixteenthcenturies.
HamelnotesthatamongHenry VIl & favouritegifts for his brideswereelegantlybound
booksthatincludeda miniatureportraitof the pair (TheBook: A History of the Bible, 96-7),
oftencoupledwith therecognizabléludorrose(123).In generalthesetype of bookswere
oftenmeantfor femalereadersandtheembroideryappliedon the coverssignifiedthis
genderdifference.Thesamebooks,whenmeantfor respectablenalereadersyould be
coveredn redMoroccoleatherwhich quickly becamehevisualsymbolof thefigoodb o o k 0
(Hamel,95). As thesebookswith elaboratebindingsbecamea highly covetedoossession
amongthewomenin the Tudorcourt(TheBook: A History of the Bible, 123),the personal
valueassignedo themwasalsosignificant. The popularityof thesedecoratediblesasNew
Yeais gift atthe Englishcourtshowsthattherich coverwasanintegralpartthe esteenthey
wereimportingonthereciever(TheBook: A History of the Bible, 127).

Particularlyin Britain, theheightof bookaestheticsvastheinventionof specialised

Biblescallediigoldeg i fotfibookeof g o | Feot)TheHistory of Bookbindingasa
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Mirror of Society 126). ThesesixteenthcenturyportableBibles oftenbelongedo members
of thefemalearistocracyandwereworn on the body of the patron-readerasa pieceof
jewellery.Despitetheir unusualook, Footexplainsthatthesecopieswereindeedregular
Biblesboundin Aluxury ¢ o v €ilbids).dt is alsoimportantto notethatthesebooksmade
manyappearances portraitsin thesecondalf of the sixteenthcentury(Foot,63), which
showsthe symbolicimportanceof the decoratedooksin conveyingthe morality, virtue, and
educatiorof the sitter. More to the point: the paintingmediumshowsthatit wasnotjustthe
materialdefinition, but the aesthetidefinition (thelook of thebook)alsohadbecomean
importantdetailto consider.The portraitof Lady
PhilippaSpekepaintedin 1592is oneof the better
knownexamplef thefigirdleb o o krslecorated
Biblesworn by thereaderincludedin aportrait
(Figure6). With thedepictionof elaborate-rench
stylefarthingaleandgold jewellery (Gogm,"Grand
Ladies"),aswell asthe Rosewelifamily insigniaon
thetop right, the paintingstandsasanexuberanand

directdepictionof thearistocra&y in Tudor England.

However,it canbearguedthatthe additionof the

Figure 6: Lady PhilippaSpeke(neé
decoratedookcomplicateghis easyreading.When Rosewellp by anunknownpainter
(1592).PrivateCollection.

the paintingis studiedclosely,the eyeis drawnto the

gold-colouredbookwhichis attachedo Lady Philippawith aredstring. Therichnessof the
decorativecoverassignsa historyto thesitter by signifying therespectandimportanceshe
waspaidby simply beingin possessionf suchanexquisitevolume.However,placed
diagonallyoppositethe bookis the Latin inscriptionon thetop left-handsideof the painting:

fiNon gloriae.Sedme mo r, whackt@anslatesnto EnglishasfiNot for glory. But for
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me mo rCguplédwith theBible physicallyattachedo thesitter,theinscriptionhelpsto
balanceherepresentatioby showingthe presencef moraleruditionandthus,humanking
thesubject.The culturalandaesthetigntricacy of theseexpensivébindingsshowsthatthe
bookbetweerthefifteenthandsixteenthcenturieshadbeentransformednto a significant
andrecognizablesymbolof materialandmoralworth amongthe arisbcracy.Becausef this,
theemergencef theprint bookfollowing Gu t e n bneentigninghe 1450sneedgo be
carefully studiedin orderto understandhow thesesocialandculturaldynamicswere
negotiated.

As oneof its immediateoutcomesMiller & Hubernotethat,ii t priating press
enteredhe sceneandgenerateanorebooksfor lessmoney,lower-incomepeoplestarted
buyingbooks.They couldnotusuallyafford the elegantcoverartwork,sothe coversbecame
simpler,lighterandmorepracticali making Bibleslessa showpieceandmorea sourceof
guidanceandi n s p i r(TadBible: A History: TheMakingandImpactof the Bible, 219).
Theshiftin thedescriptionfrom i r igoldib,i n d itorfi @ $ @cgoavndsmatable While
the concernsaboutthe print technologyandits impactin makingthebookafi ¢ 0 mmo n
o b j ¥isdaxploredatagreatedengthin critical discourseit is equallyimportantto
highlight the aesthetishifts causedyy the print book. For example Eisensteirobserveshis
conflict particularlyamongthearistocraticclassedy recountinganepisodevherethe
famousFlorentinebook merchantespasianaaBisticci commentedn the distasteful

vulgarity of the printedbookwhich madeits way to the Duke of Urbinods previously

16 As the foremostexpet of the print culture,Eisensteirhistoricizesthe cultural crisis caused
by the print throughdifferentchangeghatthe print technologyhadcausedn society Her main
arguments that,in manyways,the printedbookmaterializedhe fearsof its opponentsvho sawthe
exclusivity of the bookbeingerodedby therecklesgractitionerof the print. While thereexisted
anothelline of argumenfocusingon cheape productionandloweredquality of the print bookin
relationto the handwrittenrmanuscriptsEisensteimotesthatthesefearswereeffectively countered
by the Humanistscholarsvho insteadhighlightedthe shortcoming®f the manuscripproduction,
suchasits originsduringthe Romantimesasa slavefuelledindustry (EisensteinfiDefining the
Initial Shift: SomeFeatureof Print Culture 240),butthe readingquality of the paperbookstill left
alot to bedesired.
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renowred privatecollectionwhich wasfamousfor its fibeautifullyboundb o o kfiBedining
thelnitial Shift: SomeFeature®of Print Culture 234).

Thepublic concernaboutthe newtechnologywassogreatthatevenGutenberg
decidedto producehis Latin Bible (laterknownasGutenberdgible) in two versionsin paper
andparchmenforms.While thetwo wererenderedndistinguishabldecaus®f their generic
bindings,the paperBible did significantlyworsein salesin comparisorto the parchment
printedcopieswhich resemblech manuscripmorecloselythanit did a print book (TheBook:
A History of the Bible, 209). Theturn of thetide in favour of the print bookwould notcome
until themiddle of thefifteenth centurywith the political changeghattook placeon the map
of Europe More specifically,the collapseof the ByzantineEmpirefollowing the conquesbf
Constantinopléy the OttomanTurks cailsedanupheavain manuscripproductionwhich
hadto relocatets centrefrom the EasterrEmpireto Venice(Manguel A History of Reading,
134-136).Furthermorethefearof furtherinvasioncreateda shortperiodof heightened
interestin religioustexts(Hamel, TheBook: A History of the Bible, 196).In manyways,the
emergencef theBook of Hoursasindividualizedprayerbookscanbe studiedasthe
culminationof theseevents.

Accordingto Hamel,thefirst Book of Hourswasprintedin Londonatthecloseof the
fourteenthcentury(TheBook: A History of the Bible, 13). Miniature expertandmanuscript
historianL. M. J. DelaissécallsBooksof Hoursfi t latemedievalbests e | (qtd.m Book
of Hoursand Their Owners Harthan,9). Hamelalsohighlights therich decoratiorof these
illuminatedandillustratedvolumes,alsonotingtheir domesticnaturewhich wasa daily
companiorof its owner(TheBook: A History of the Bible, 13). Theorigin of this visual
exuberancevasnot simple.Harthanassertsha the Booksof Hours,which werebeing
comgl edwithout theapprovalof the Church,weremeantas"personalprayerbooksof the

laity", "usedby menandwomenwho lived secularives" (Bookof Hoursand Their Owners
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9; 11). Overall,thereseemdo bea consensubetweerHamelandH a r t lacoudsabout
thebindingsandornamentatiorf Booksof Hours.H a m erkadisgfocuseson boththe
durableandaestheticallyndividuatednatureof the Book of Hoursbindings(TheBook: A
History of the Bible, 13). Harthanalsonotesthis, but hetakeshis analysisonestepfurtherby
suggestinghat:i d e ¢ owitlagreateor lesserelaboratioraccordingto thewealthand
positionof theowner.No two arel i KB®aksof Hoursand Their Owners 9). It is clearthat,
for Harthan the culturalandsocialstatusof theses very significant,which hedirectly
associatewvith therole of theowner/reader.

However this shouldnot mean for Harthan the aesthetidorm of thebookwasonly
dependentn thesocialclassof its owner. While critics like JoanEvansseethesebooksas
themainfi ¢ a andcensequencef thedevelopmenof castlec h a p (gtdl.is Bookof
Hoursand Their Owners,31), Harthanopposeghe proposedaristocraticassociationby
suggstingthatBook of Hoursprovidedii e v easspf thelaity from kingsandroyal dukes
downto prosperoudurghersandtheir wiveswith personaprayerbooksAll literatepeople,
andevensomewho couldnotread,aspiredto owno n gibich). However,whenwe look at
theinventorythatHarthanprovidesiit is very easyto spotthefrequencyof royal tittes among
them.This may certainlystemfrom survivalbias,however whenwe readhim closely, it
seemdike Harthanis notrejectingthe perceivedassociatinsbetweenhe aristocraticuseof
the Book of Hoursto signify "vanity andinfluence”,butratherheis hesitanto seethis asthe
primary causefor their popularity(Bookof Hoursand Their Owners 32;34).In otherwords,
for Harthan socialstatusvasnottheroot causebehindthe decorativenessf books,ashe
seeghemasactiveparticipantsan socialrelations.While Ma n g uobder@asiorthatthe
richnessanddecoratiorof thesevolumesdependedn i w htheecustomersv e r amdii h o w
muchthey couldaffordto p a yAistory of Reading,129)is apt,the pageHarthan

dedicatego writing aboutvariousandrichly boundBooksof Hoursgivenasweddinggifts or
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passedsprovisionsuponthe deathof their owners(Bookof Hoursand Their Owners 33)
leadsusto think that,for him, the caregivento their aesthetidorm showsthe personal
importancegivento thesebooksthatwereseerby their ownersaslegacies

Book of Hoursis oneof thedistinctcategorie®f bookswith very high preservation
rates(Hamel, A History of llluminatedManuscript 168).Survivalis animportant
bibliographicfactorthathasbeenstudiedcloselythroughthecritical work doneby Barker&
Adams.Accordingly,theylocatethe survivalwithin the "socio-economicconjecture'of their
modelwherethebook, notjustits text, is shownto bedirectly impactedoy bothintellectual,
social,andaesthetidnfluences(iA New Model for the Studyof theBook, ©4-15). Whenwe
orientthis readingto Book of Hours,thenwe seethatit is throughtheir bindingthatboththe
materialandculturalsurvivalof thesevolumeshavebeenensuredindeed Barker& Adams
confirmthis by suggestinghat"the placethatbookshadin the socialvaluesof thetimeis
expressedh theframebuilt to hold them” (A New Model for the Studyof theBook, 21).

| arguethatwhenwe look closelyat the bindingsof the Book of Hours,we seea
socialritual beingperformedthroughthe materialandaesthetisymbols.Forinstance,
Reinburgnotesthat, particularlyfor women,Booksof Hourswith their "embellished
bindingsandcovers"werenotonly luxuriousgifts butalsoa lastingsymbolof "emotional
andspiritualbondsuniting friendsor godmotherandgoddaughters(™For the Useof
Women":WomenandBooksof Hours 236-238).Similarly, Harthanobserveshatamong
manyleatherbindings,we canalsoobservea goodamountboundin "silk or velvet"
bindings,garnishedvith "gilt andjewelledclaps”and"cornerpiecesmadeby professional
goldsmith"(37). Thereareeven recordsof safekeepingboxes"to protectthe sewnbindings
(ibid.). Thesedescriptiongertainlyevokeanearlierdiscussiorpresentedhn this chapter

throughthe aesthetidormsandstoragemethodsof the Bible duringthe Antiquity and
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Middle Ages.Thereferenceso Booksof Hoursin visualart with religiouscontextd’ show
this parallelmoreclearly, offering usaninsightinto not only their cultural significancebut
alsothereferentialinspirationbehindrecognizableyell-ornamentedbindings.

Theaestheti@andmaterialconditionsof thesepreserved/olumesarealsonotable.
Indeed Harthannotesthatonly a minority of booksthatsurviveto this daycarrytheir
original bindings:

Thebindingsfoundtodayon Booksof Hoursusuallydatefrom alater
periodthanthetextinside.After acenturyor moreof use,the
chemisetteandoriginal coverbecamewvorn outandwerediscarded.
Thevolumewasthenreboundasanactof piety by descendantsr
successorsf thefirst ownerandputawayin adraweror cupboardo
beforgottenfor manyyears.(Bookof Hoursand Their Owners 37).

This provesthatsimplifying the bindingsof Booksof Hoursinto displaytrinkets
clasheswith the culturalcontextagainstwhich they existed.Thesebookscarry the signsof
all threestageof survivaldescribedy Barker& Adams,whichare:thefi ¢ r e andinitialn
r e c e pfolloweadby gperiodofii i n t eairs saidihefinal stagewherethebookis
deemedi d e s iasaadbh je€fid Nedv Modelfor the Studyof theBook, 82).Indeed,
Harthanprovidesa list of observationsincluding"bindingsarerubbed theintroductory
Calendasectionlost, edgedof the pagegshumbmarked stainedwith wax spotsform lamp
or candletorn,andblank pages andevenmarginsusedfor additionalprayerscopiedout by
laterh a n (B238), all of which showthatthesebookswerenotonly valuablepossessions

butalsotruly personabbjectsusedby their owners/readerdaily.

17 HarthanparticularlynotesJanvanE y ¢ R @ sAdorationof theHoly L a mivtierethefi gr e e n
chemisettédinding edgedwith gold from which four browntasseldhangatthe corners”(37). 1t canbe
suggestedhatthe useof thebook hereactsasa supportingsymbolfor thereligiousnarratiwe of the
painting.This suggestshatthe externalform of the Book of Hourswasnot simply anextravagantmold
for thedisplayof aristocraticwealth,but ratheranimportantaspecbf thebookin communicatingothits
materialrichnessandmoralmessagig.
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BarkerandAdams'smodelalsohelpsusrealizethatthe survval ratesof Book of
Hoursarenotsimply a statisticalfact thathelpsusto discusghe aspect®f literary or textual
contentbutsurvivalis alsoimportantin contextualizinghow the culturalandaesthetic
legacyof thebookis shapedy theirreades. Thefollowing chaptemwill discussa numberof
modelsof readershimndbook collectionthatexistedbetweernthe sixteenthandeighteenth
centuriedby looking atthebookbindingsandcoversacrosshe Renaissancdzeformation,

andRomanticism.
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Chapter 3: Readingthrough Covers

This chaptertracksthe scene®f readingandreadersasthe print bookgaineda
strongemomentunin transformingthe bookandits aesthetidorm. As readingcontinuedo
bea classsignificantactivity expandingmainly within theranksof aristocraticand bourgeois
classesthebook coverrespondedo the culturalandaesthetichangesccordingly.This
chapteridentifiesthe late Renaissancdreformation andRomanticismasthe mainperiods
within which readingasa culturalandaesthetiactivity flourished gaininga new, but still
recognizableulturalandeconomiadimensionthatbecamecrucialin the IndustrialAge.
Accordingly,this chaptemwill trackthe conceptof the"reader'betweerthe sixteenthand
eighteentltenturiesanddiscusshow our ideaof bookbindingis informedby the changing
normsof readingasa culturalandaesthetiact.

RobertCurtiusnotesthatthe prominencehatwasbestowediponthe codexbook
with thedawnof Christianitywasonly the continuationof pagantraditionsof Antiquity
wherebythe Homerictextswereconsecratedsthefirst recordof civilization (European
LiteratureandtheLatin Middle Ages 310). With the arrival of the Renaissace, thebooklost
someof its religiousconnotationsbut instead jt assume@ new symbolicmeaningunderthe
influenceof Humanismwhich signifiedintelligence,order,and,onceagain,civilization
(Curtius,322). This transitionis well recordedn literary cultureaswell. Accordingto
Curtius,D a n tThe®isine Comedy afoundationakextthateffectivelyshapedheliterary
cultureof the Middle Ages- carriesthetracesof this legacywhereinthe6 h e af the®toryis
astudentalearnerof books(Curtius,326).

Thebookhasoftenbeendiscussedn relationto the humanbody, however the
associationbetweerthebookcoverandthefaceremainoneof themostevocative
metaphorshathavealong history. Accordingto Curtius,in the Englishlanguage ,oneof the

earliestexamplesof metaphoriallusionsto thebook coverasthe faceof thebookwas
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offeredby Shakespearem RomeaandJuliet (Curtius,EuropearLiteratureandtheLatin
Middle Ages 335). Theline reads:

A T hpresiousbookof love, thisunboundover,

To beautifyhim only lacksa cover."(Romeaand Juliet, I; 3)

HereShakespeargresentsa parallelbetweera persomandthe book by interiorizingthe
A pr et b einbsthsubjectswhile the coverthatprotectsthebookin thesameway it
cloaksthelover from onlookersis meantto "beautify." Converselythis examplealsooffersa
Romanticizedmageof thebookasasite in which love andbeautyareunitedvery tightly,
similar to how bindingis boundto thebook. The concepiof whoenesds animportantfactor
in understandingheimplicationsof equatingthe book coverto ahumanface.Ontheone
hand,this positsthatthe book coveris opento constantulturalinterpretationn thesame
way thatthe humanfaceis interpretedand"read." This equationis furtherreinforcedby the
materialstructureof thebook. The coveris physicallyattachedgithersewnor glued,to the
restof thebook,which marksthis bondasstableandpermanenasthatof skinto flesh.Most
importantly,likeningthe book coverto afacesolidifiesthe unity of thebookby makingit
possiblefor the coverto sharein the spiritual deepreadingof the book.

In anessaytitled i T MAestheticSignificanceof the Fac® GeorgSimmelprovidesan
importantphilosophicalstudyof thefaceasa semioticfield. Simmelframesthefaceasan
importantexpressiorof subjectivityby arguingthatthe aesthetidorm of thefaceinformsthe
onlookersabouttheinnerunity of thesubject(231). To putit differently, theface identifies
andempowerghe subjectthroughits symbolicform. Simmel'sapproachassumeshefaceis
notonly asemioticfield thatcanbereadasatextbutalsoa symbolicform thatembodieghe
spiritualandmaterialnecessitiesf the subject.For Simmel, thefact thatthefragile neutrality
of thefacecanbe"destroyed any minutewith facial reactiongs whatreaffirmsthe authority

of thesubject:
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Theprimaryevidenceof this factis thata changehatis limited,
actuallyor apparentlyto oneelementof thefaced acurl of thelips,
anupturningof thenose,away of looking,afrownd immediately
modifiesits entirecharacteandexpressionAesthetically thereis no
otherpartof thebodywhosewholenesxanaseasilybe destroyedy
thedisfigurementof only oneof its elements(231).
Thetransformativecapacityof thefaceis exemplifiedby the aesthetigossibilitiesof
thecover,thedefinedspacewhich is constantlyrearrangedo createnew symbolicmeaning.
However,because¢hebook coveris asymbolicobject,its meaningis notfixedin denotative
linguistic codes.This allowsfor shiftsthatcancauseil d i s f i g inthewnytheboskas
seenor receivedby thereadersin this sensethe coverasa materialandvisualobjectremains
tied to thelargercultureto positionitseff in relationto thereader Whenthe bookremains
evasiveto thereaderwhatis lostis the spirit of thebook, becauseasSimmelarguesthe
Aunmi s pak ab kaadnly hegffr medthroughsymboliclegibility:
Converselyjn thesixteenthcentuy, the depictionof thereaderostin thebook
took onamorevisually signified form. Theimageof St. Jeromadn his library had
becomea popularsubjectin the sixteenthcentury.Henry Petroskihighlightsthe chaos
of bookscommonin manypaintingsof St. Jeromeasanartisticvehicleto characterize
readerof this period:
As with thoseof St. JeromeRenaissancdepictionsof scholars'
studiesseldomshowbooksarrangedn suchaway thatall of themare
orientedthe same Typically, somebookswould be shownwith their
fore-edgesout, otherswould havethetop or bottomout, andstill,
otherswould beleaningagainsitawall or ahorizontalpile of books

showingoff adecoratedront cover.This haphazargrrangemenis
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how onewould expectbooksto be foundarounda deskandonthe
shelvesof aworking scholar Becauseheretypically would notbe
thatmanybooksin aprivatelibrary, the scholarcould be expectedo
know eachof his booksby sizeandthicknesspy colourandtextureof
binding. Thus,therewasno needto markbooksor arrangeghemin
anysystematiavay, becausany of a scoreor soof volumescouldbe
locatedin aninstant.(TheBookon the Bookshelf119).

Despitesitting at the centreof thesepaintingsurroundedy the chaosof objects,
Renaissanceeaderappeargo bein full controlof their materialsurroundingsin the midstof
thisinteriority, theemphasigput ontheform, colour,andbinding of the booksalsowork to
affirm theintimatebondbetweerthereaderandthe book. This descriptionis particularly
revealingwhencontrastedvith thecommentdrom Renaissanceollectorswho, unlike St.
Jeromés visually orderedstudy,struggledto identify the booksin their vastcollectionsfrom
their fisizeandbindinga | o {Petroskj TheBookonthe Bookshelf120).However,it is also
notablethat, despitethe visualrichnessof his describedstudy,St. Jeromeas not depicted
readingor interactingwith books,butrathersitting amidstthe books.Whetheropenor
closedthebookseamingly possessethe powerto identify thesubjectasareader.

Whentalking aboutthe aestheticoncernf the sixteenthcenturybook, it is important
to notethe effectsof the Reformistmovemenbn thereaderasa culturalagent.Oneof the
mainchangscausedy the Protestanschismwasthedivision of thebookfrom thevisually
signifiedworld of public reading.Indeed,PopeGregorythe Greats famousspeechabout
imagesbeingfiwordsfor thei g n o is eguentlyquotedin scholarlyworksto charaterize
therole of imageandseeingin the actof reading(Gayk,Image, Text,and ReligiousReform
in FifteenthCenturyEngland 5). Furthermorethe imagewasoftenreferredto asthe

materialproof of thedivine magicuponwhich the Churchof Christwasbuilt. Thisidea
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highlightstwo mainaspect®f theimageasit relatesto thebook cover:ontheonehand,the
image,by giving form to ideasandconceptsactsassymbolicevidenceof manifested
authority.Onthe otherhand,unlike thetext, which carriedvery heavysocialandcultural
connotation@boutits userstheimagedid not put preconditionf literacyor learningupon
its viewers.Accordingto Manguel,betweerthefifteenthandsixteenthcenturiestheimage
serveda muchwider audienceof church visitorsthanthe selectgroupwho werethereaders
of Godds word. Becausef this, thevisuality playedanimportantrole in materializingdivine
ideassuchasfgrace beauty,andrefinement“for the public readingghattook placewithin
thewalls of the Church(ReadingPictures 283). The ProtestanReformation however saw
imagesandiconsasthedistortionof the authorityof God word. Theimplicationsof the
Reformistpushagainstheimageweremanifold: while it putthetextasthedirect
interlocutorof thereademeyondthe interferenceof the churchpatronsthis doctrinealso
assignedo thereadingof thetext ratherthantheimageatotal supremacyverthe
communicatiorbetweenGod (ibid.). Indeed,] suggesthatthe Reformationpresens an
interestingperiodin the history of thebookwhereinits symbolicmeaningoeganto be
redefinedunderthe heavyexpectatiorof readability.

To putit differently, the Reformationcaused hierarchicabpproactio differentforms
of readingandreades, positioningthe textualandvisualreadingoppositeeachother.The
extentto which this wasacceptedy thereadersof theageis debatablelt canevenbeargued
thatthe political undertone®f this schismwerestrongerthancultural. Nonethelesshe
Protestanverdictabouttheimagesexhibitedbothin churchesandin bookswasclear:the
iconwasafiv a ianddp r o f arareedtationhatattemptedo supplanthedivine
superiorityof thetext by the treacherousneansf deceivingtheeye(Gayk,Image,Text,and
ReligiousReformin FifteenthCenturyEngland 6). In the periodof iconoclasmthe church

walls thatcontainedmageswerewhitewashedindthel a y mbuthéranBible lostits
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illustrationsanddecoratedinding(3). Nonethelessthevisudly simplified bookdid not
makereadingany simplerthanit hadbeenbefore.

It follows thatthe aesthetidorm of thebookwasdirectly impactedby the political
situationthatdominatedn the aftermathof the Protestanschism Britain, in particular,
experience@nastonishingangeof changesandimprovementsn coverdesigngowardsthe
beginningof the seventeententury.Thearrival of the Huguenotrefugeedrom Franceas
theresultof the persecutiorof Protestantin CatholicFranceimpactedthe bookbindingcraft
acrosghechannelMarks, TheBritish Library Guideto Bookbinding:History and
Techniquest6). While in her"The History of bookbindingasa Mirror of Society"Foot
notesa superficialexchangef "generalpatterns'betweerBritain and France(15), later
whensheis analyzingthework of HuguenotookbinderJeande Planchehatbelongsto the
sixteenthcentury,shenotesthatthe exuberancef gold-toolingandii h a t &t hoeodshs 0 |,
concludeghatthebindingpossessel distinctly Frenchl o o kiioTBritesh Bindingsin the
HenryDavisGift, ©16).It is possiblethatby the Frenchnes®f thebinding Footis referring
specificallyto the ornamentatooling asthe gold-tooling wasperceivedo bethe specialtyof
VenetianbookbindergDiehl, Bookbinding:lts Backgroundand Technique35). It shouldbe
notedthatthis is nottheonly instanceof interactionbetweerbinding stylesandmethods
hailing from differentcountries Footnotesthatthe bourgeoigpatronsof binderieswould
actively collectanddocumentesignexampledrom their travelsto the Continent(Foot,
101).While the cultural discourseon the nationaldesignstylesdid not gainmomentununtil
thenineteentrcentury,astheresultof the exchangeadistinctly i E n g dtylesf gold-tooled
b o o k b i begantacemérgen the seventeentbentury(NeedhamTwelveCenturiesof

Bookbindings400-1600,270).

18 Hatchingis definedasfollows: fiThetechniqueof producinga seriesof fine closelylaid
parallellinesusedto fill opentoolsor compartmentin thetooleddesignoofb i ndi( Md s & gfua g e
Bindingso)
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Thereadingcultureof theseventeentkenturyneeddo bediscussedlosely.lIt is
notedthat,following the Reformationthe culturally favouredmodeof readingshiftedfrom
publicto private.In manyways,the Reformist'sdlitary reading"is referentialto the"silent
reading"practiceof theearlierChristiantradition. As Manguelnotes readinghadbeen
consideredneof the primaryfacultiesof aliterateindividual, alongsidethinking and
speakingsincetheearlyMiddle Ages(A History of Reading47). However,it shouldbe
notedthatthe Reformistreinventionof the solitary readetis differentfrom theimageof the
MedievalreaderUnlike the Lutheranemphasi®n interpretatioranddeepreading readingin
theMiddle Ageswasa materiallyconditionedevent.Using St. Ambroseof Milan astheideal
silentreader Manguelconceptualizereadingasa deep,absorbingengagementhatrenders
thematerialworld invisible:

Thereadethasbecomedeafandblind to theworld, to the passing
crowds,to thechalkyflesh-colouredfacadesof the buildings.Nobody
seemdo noticea concentratingeaderwithdrawn,intent,thereader
becomexommonplace(A History of Reading 42-3)

This characterizatioof thereaderis intentionallysuggestiveWhentalking about
thematerialworld which thereaderabandongo "withdraw" into a book, Ambrose
describegheresultasaform of sensoryincapacityin which the subjectis utterly
obliviousto thedifferencebetween'passingcrowds"or "flesh-colouredbuildings."In
otherwords,thereadebecomesinseeingandunhearingof peopleandstructuresvhich
remainoutsideof the book. This descriptionemphasizethe materialityof the book by
depictingit asa physicalstructureinto which thereade cancross.Furthermore,
Ambroseidentifiesthebook asthe mainagentwhich demarcatethelinesbetweera

world outsidethatis abandone@ndanothermplaceinsideinto which thereaderretreats.
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Thepresencef thereadeiis critical in silentreading,asit is only by thesightthatthe
readingcanbeconfirmed.

Martin Lutherts advocacyof theimportanceof the privatereadingof the Bible
andthe powerof interpretingGods word by everyindividual createchew, solitary
reading(Littau, Theoriesof Reading 17-18). Accordingly,this led to thegrowing
perceptiorthatthetextpossessed powerof fiselfi nt e r p whkich @uldb® n 0
accessethroughdevotionalre-readingqgCalinescugtd. in Littau, Theoriesof Reading,
20). Thereasorbehind thewide acceptancef Luthes meditativereadingwasthatit
reliedon theunderlyingsymbolicauthorityof thebookasa vesselbf learningand
emancipationLittau notesthat, while silentreadingwasnotdirectly causedy the
transitionto the print medium,neverthelesshesuggestshatii t shit towardsreading
in solitudemustbe attributedto atechnologywhich, onthe onehand,madethis
possibleandwhich, onthe otherhand,wasalsoreadily adoptedoy theemergent
[Lutheran]t h e o I(Thepnesof Readingl7). Davidsonoffersasimilar readingto
Littau, by pointingaboutthefi t Reformationwas,in onesenseinventedby
Gu t e n Iprentedb@ok(Readingin America:Literature& SocialHistory, 18). While
theemphasisn bothof theseaccountsis placedonthefi p r bi onat k shouldbenoted
thatthe ReformistBible oftentravelledacrosshebordersasprintedsheetgatherthana
boundobject.ForinstanceHamelnotesthatthe early ProtestanBible wasbroughtto
theBritish Islesunboundto avoid beingconfiscatedy theauthoritieswho aimedto
controlthefi mp oftthebook(TheBook: A History of the Bible, 240).With the"re-
making" of the Bible andits readersyve canalsoobservea newpatronageystembeing
introduced Bentleynotesthatit did nottakelong for HenryVIII to recognizethe power
of thebookandunderhisrule, the Bible wasofficially translatedrom Latin into

English,asthe Reformistdictumdemandedandreprinted,its printing rightsweregiven
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only to crown-approvedoublisherqfiimagesof the Word: SeparatelyPublishedEnglish
Bible Illustrations1539183Q ©04).Whatis interestirg aboutthe newEnglishBible is
that,in its secondedition, the bookwasprintedwith anelaboratededicationto theking
andwassentto replaceotherBiblesin all churchesacrossEngland.In otherwords,as
Hamelputit, the printedbookhadbecomethe symbolof the state(TheBook: A History
of theBible, 241),which meantthatits meaningwasalsocontrolledby this newsource
of authority.

Becausdhereader'silentandsolitary bondwith the printedtextbecameanorm
in the aftermathof the ProestantReformationjt canbe assumedhatstatecontrolover
theBible andits productionspelt,despitel uther'sbestefforts, alsothelossof freedom
of thereader However,whenwe look at theintricaciesof book productionduringthe
sixteenthandseventeentttenturieswe canseethatthereademvasstill a strongagent
within the book culture.For example Bentleysummarizeshatdespitethe bestefforts
of thecrownto retainits controloverthetranslatecenglishBible, printersand
booksellerswith the helpof illustrationsmanagedo fly undertheradarof copyright
(Bentley,iimagesof the Word: SeparatelyPublishedEnglishBible lllustrations1539
1830, ©06).In otherwords,to avoid anyissuesthe printersusednew patternsand
scenedor their own editionsof the Bible, sometimesrery boldly deviatingfrom the
textualdepictionof the selectedsceng112). Theartisticvarietythatwasavailablein
thebookmarket,in turn, invigoratedthe readerlychoiceaboutwhich versionto
purchasereclaimingthe bookonceagainfrom statecontrolandgiving somepowerand
validity to the choiceof thereader.

While my focusin this chapterns mainly focusedon theaesthetiandcultural
interpretation®f the Readebetweerthe sixteenthandeighteeth centuriesjt should

be notedthatbooksbetweerthis periodcontinuedo befii t eflwsiryc onsumpt i ono
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servingfi u r Andatademie | i(Buengh& VanZandenfi C h a thed Rigktre
We s, t&dl).Becausef this, manycritics preferto balancehe impactof thebookon
societywith literacyrates.Onthistopic, Blanningnotesthatuntil the nineteenth
century,theliteracyrateamongadultsin Europeremainedunder50% (TheEighteenth
CenturyEuropel6881815 3). Indeed,Buringh& Van Zandemotethatin the
sixteenthcentury,theliteracyratein citieswasaround23%,while in the countryside
thisfigurewasonly5%( A C h atlet R rofgtleWe s, t483).Despitetheslow rate
of spreadtheliteracyratescontinuedo improveuntil the eighteenthcentury,andthe
maindriving factorsbehindthe spreadf readingskills (albeitvery slow) beforethe
nineteenttcenturyareidentified asurbanization(Blanning,3; Buringh& Van Zanden,
433),andProtestanReformation(Ogilvie, i T HEeropearEconomyin the Eighteenth
Century 89;Buringh& VanZanden435).In termsof themainbuyersandreadersof
books,Buringh& Van Zandemotethatuntil the earlyModernperiodwhenthefi b o0 o k s
camewithin thereachof thelower middle classes, the mainconsumersandreaders
werememberof i t tlassof merchantandprofessionalsvho becaméhe main
consumer®fthep r o d(uit € o atmed R roitleWe s, td41).

As thecommercialscopeandproductionline of the printedbookbecamemore
definedand organizedn the eighteenttcentury theimpactof the socialand
commerciakelationsthatreaderdadwith their printersor bindersbecamemore
notablé®. Accordingto Howsam the conditionsthatled to this werenotonly the
division of labourwithin the print showto meettheintensifieddemandor reading

matter,butalsothe expandingnvolvementof thereadelin the creationprocesof the

19 Eisensteirdatesthe origin of the specializatiortaking placein bookbindingto the sixteenth
centuryprint culture,whena groupof bindercraftsmersplit from the stationersandprinters
(EisensteinDefining the Initial Shift: SomeFeature®f Print Culture 838),settingthe bookbinding
on adifferenttrajectoryfrom print anddistribution of thebook
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book ("The Study of Book History, 6). The mainoutcomeof this newreality wasthat,
despitethe personahatureof reading thereademwasnow connectedo otherreaders
througha sharedaesthetidanguageWhenwe referto bookbindinghistorians their
accountseemo associatehis with the movemenof thebindersclosertoi mar ket s 0,
At oansi t angdtinately,tofi b o o k sardstdtienersvho providedmostof
their custom(TheBritish Library Guideto Bookbinding:History and Techniquesl3).
Diehl, ontheotherhand,notesthatit wasthedevelopmentfii b i b | iamgnighel e s
leisurec | a stlwathalpedto developthe binderiesandstrengtheningheirrole in and
contributionto thedevelopingbook aestheticgBookbinding:lts Backgroundand
Technique38). Accordingto Foot,the mainevidencefor thegrowingrole of bindersas
independenartistsinvolvedin the creationof thebookwasthe explosivevariety of the
coversthatencompassedll designsensibilitiesof the seventeentleentury.

Thecommaecial andculturalinstitutionsbookscontinuedto changen the
eighteentttentury.Alongsidethe expansiorof thereadingsubjectdo include"classics,
law, history,andreligion, aswell ashumanistiexts'?® (103). Therangeof subjects
mentionechereshowsthatthereaderof the newcenturywereengagingwith awider
setof textsthanin previouscenturiesindeed ,asHabermasotes the developmenof
public andprivatelibrariesin this periodshowsthatreadingwasprogressingot on "the
spurto improvemengandenlightenmentof progresgrom lesserto greatediteracy,from

ignoranceandbarbarismo democracyhumanitarianismandvirtue. (TheStructural

201n thereadingcultureof the eighteentrcentury,it is importantto notetheimpactof the
Enlightenmentnovemenbn therapid productionanddisseminatiorof thereadingmatter.As
RobertDarntonnotes the proliferationof illegally printedvolumesduringthe political turmoil
of eighteentkcenturyEuropewasdirectly inspiredby the Enlightenmentvith its emphasi®n
scientificandhumanistexts(TheLiterary Underground 134). Darntonalsoaddsthat,
alongsideheworksof thinkerslike JearJacquefousseauMontesquieuandVoltaire, many
"popularandvulgar" textswerealsoin highdemandTheLiterary Underground,141).
Alongsidethe productionof newspaperghesepointsnotonly showa big diversityin the
readingtasteof thetime butalsorevealsmprovingliteracyrateswhich allowednewreadergo
engagewith political andliterary texts.

68



Transformatiorof the Public Spherge 181).Indeed therise of the public spherehat
beganin the coffeehousesandreadingsalons(The StructuralTransformatiorof the
Public Sphere 30) areimportantdevelopmentshowingthe expansiorof theworld of
booksandreaders.

Whentalking aboutthereadingcultureof the eighteenttcenturyi,it is importantto
notethe differenceherebetweerthereaderd'andii d i s ¢ r ibnmibnl aitoiathgi | e s o
emergedluringthis period(Diehl, ibid.). Thelatteris characterizedot only by their
aristocratidibrariesbut alsoby the specialcareandattentionthey gaveto their building
andpreservingheir collections.Thefollowing two depictionsof collectingandstorage
helpto depictthe possessivededicationof the bibliophilesexhibitedtowardtheir books:

AnnedeMontmorencylockedherbooksbehindglassfrontedshelves

to protectthe bindingsfrom the exposureo light.

JohnB | a c bomksarekeptpristinebecausdnewastheonly person

usingthemin the privacy of hisroom, evenhis family wasnot

allowedto readthem.(Foot, TheHistory of Bookbindingasa Mirror

of Society 109)
Readerspnthe otherhand,occupya similar, but differentcategory While the separation
from bibliophilesmightimply a casualnes® therelationshipof thereademwith thebook, it is
importantto notethatthe late seventeentlndearly eighteenttcenturywasthe periodwhen

thereaderstill took adirectpartin buying, binding,andcollectingtheir books. Therefore the

21 Graff notesthatthe modernunderstandingf literacywith all of itsi | i b e®nnatdtianss
often associateavith the Enlightenmentmovemenin Europeandwith i i d e o lor@igsiofc a |
Westernsociety(The Legacies of Literacy: Continuities and Contradictions in Western Culture and Society
82).In thissenseH a b e r emphagi®on the uniquerole of readingin theformationof the public
spherecanbe seemasthe extensiorof the ideawherethereadingslowly beganto takeoneveryday,
political, individual, andpublic, aswell aspersonaforms.
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proposedlivide hereshouldbeimaginedbetweerthepatronsof fi t r kandirg$20 and
cdlectorsof de-luxe bindings.

Whenwe try to provideanoverviewof thebookbindingcultureandtherole of the
reader®® in theeighteentrcentury,it becomeslearthattwo contestingnterpretation* are
presentontheonehand,Michael Sadleirtheoizesthatthereademwasthe absoluteauthority
overthebindingsof thebooksthey purchasedwhich hejustifies economiadynamicswithin
thetrade:"It is difficult to understand publisherin 1781goingto the expensef having
labelsdesignecandengmavedfor a bindingwhich very few book-buyersof thetime would
everconsidemworth preserving'(TheEvolutionof P u b | 1 BirdiegSty/lés, 1770 1900,
24).Bennetontheotherhand,showsthat, by theendof the seventeentioentury,ii o vegghty
percenbf books[werd soldd b o uapédré@ntagevhichturnsupin otherrecordswith

enoughconsistencyto revealan establishegbracticein thebookt r a (dradeBookbindingin

theBritish Isles,1663:1800,6). It is importantto notethat, while Bennettexdusively focuses
ontheBritish booktrade,S a d | analysi§despitetrackingthefi e v o | iruBnglaodof
publ iksihred(@regversawidergeographicatone,extendinginto Frenchand
Americanbookdesignaswell.

It is interestingto notetha, whentheyarereadtogetherS a d | andBredbnsn et t 6 s

accountgepresentwo formsof bookownershipthe formerdescribego usa collectortaking

22 stuartBennetdefines'tradebinding” asa book"sold readybound"from the bookseller
(Tradebookbindingn the British Isles,1663-180Q 7).

2 Coinedby Rold Engelsingthe termfiLesenrevolutionexplainsthe changesn thereading
style of the Europearpublic startingin the middle of the eighteenttcenturywhenreaderdegano
moveawayfrom intensivereadingsof the samereligioustextto extensivereadingof the mass
producedbookswhich dominatedhe marketplacdor printedmatter.While the exactparametersnd
timeline of "Lesenrevalition" remaindivisive (particularlyby RobertDarntonwho notedthe
impossibilityto quantify this type of change)ijt remainsanimportantconcepthathelpsusenvision
thechangesn therelationshipbetweerthereadersandbooks.

2 ThomasKinsellaalso makesthis suggestiorfirst in hisreviewof B e n n leookiErade
bookbindingin the British Isles, 16631 8 0 Oub, while hiscommenbffersa comparative
observatioraboutbookbindingasa trade,my focushereis to encompasthe implicationsof this
duality on our understandingf the eighteentkcenturyreadingculture.
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anactiverole in aestheticallydefiningtheir library, while thelatter'sinterestis in the passive
consimerwho truststhe bookbinderandthe booksellerto providethereademwith a "ready
bound"book(9). In otherwords,thedifferencebetweerthesereadersvould betheinterest
eachcarriedin eitherbeingimpressear impressingothers.Perhapsthird categorycanbe
imaginedin which thesetwo archetypesreunited.JohnBrewer,talking aboutthe perilous
economyof eighteentkcenturybook publishingfor authorsandbooksellershighlightsthe
critical role of patronagevhich allowedauthors publishersandbooksellerdo distance
themselve$rom the stigmaof producingandselling profit-oriented,or "hack" books
("Authors,Publishersandthe Making of Literary Culture 823).Within thebook culturewrit
large,not only the tradeof writing but alsothe meaningof thebook andits bindinghad
becomeanseparablérom commercialctivity. Despitethe bestefforts by the bindersand
readerdo disengagehesocialrole of the bindingfrom commerciaklctivity, thegrowing
world of thebooknecessitatetbr the culturalvalueof creativework to beunderstoodn
termsof its marketviability (Brewer,fiAuthors,Publishersandthe Making of Literary

Culture 824).Forauthorsjn particular,this hadbecomean extremelydifficult arrangement
in amarketfull of booksto read.Indeed the developmenbf the epistolaryform of interaction
betweenthereadersaandauthors(Habermas48), aswell asthe creationof Romantic
categoriedike i ¢ r e a andfvti a |inetelatiodsbetweertheauthorsandbooksellers
(Brewer,321)canbe seenasattemptdo re-personalizéhe book.

Thecategoryof "patron”,in this sensecallsthetradition of readetinvolvementin the
creation collection,anddisplayof books.Then,pre-boundbooks,or if we borrowfrom
Sadleir'serminology-p u b | i @ndiegrh&dt gainnotonly animpressivebut alsoan
expressivdunctionin orderto subvertthis danger As thebook sphereslowly grewand
changedhroughouthe late seventeentndearly to the mid-eighteenttcentury,the signs of

awider shift couldbenotedmorevividly. Dueto growing production booksnow existedin a
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largercommunitythanbefore,which causegroblemswith their shelvingandidentification.
As Petroskinotes thebland,nondescripbindingscomplicatecthis problemat the
bookselleds shop,wherethe stockbecamelmostimpossibleto managgTheBookonthe
Bookshelf267). Whatthis meantfor the eighteenthcenturyreademwasa call for morefine-
tunedawarenessf therelationswithin the dynamicworld of the book. With theundeniable
effectof themarketeconomyon thebooktrade,the book coverandreadingabsorbedhis
uneasydynamicbetweerindividualismandconsumerisninto its aesthetidorm.
Thus,thetransitioninto the nineteenticenturytook placeat a pointwhenthe aesthetic
form wascloselyassociateavith commerciainterest.The nextchaptemwill offer adetailed
reviewof how the creativeandcommercialdynamicsof thebook coverchangedn the

IndustrialAge of thenineteentitentury.
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Project 2: The Book Cover and Society

Thenineteentltenturyfrom its early decadesnarkedanimportantturning pointfor
bookcoversboth materiallyandaestheticallyywhich compelledoneof the moreinfluential
bibliophilesof the endof-the-century- Henri Beraldi- to namethis agefitherenaissancef
b o o k b i (gtd. in Thgnason AestheticTracts,229).To understandhereasorfor such
high accoladesit is importantto reviewthe book coverwithin largersocial,technological
andculturalcontextsln essencetheorigin pointfor the changeghatdefinenineteenth
centurybookcovertraditioncanbetracedto thesetwo maindevelopmentsthe mass
mechanizatiomf book production,andthe expansiorandsecularizatiorof readingpractice.
As Thomsonarguesthechangegrom this pointonwardswereall interrelatedthe new
printing technologymadeit easyandquick to producebookswith relativelycheaper
methodsa developmenthatled to the proliferationof boundreadingmatterin the book
market,andthis, in turn, acceleratedocialanxietyaroundmoralconsumerisnandmaterial
objectsin relation to Romanticsubjectivity (AestheticTracts,1). As aresult,muchof the
nineteenttcenturybook coverdiscourses focusedon the connectiorbetweerthe
consumptiorof booksasmaterialobjects,andmoraljudgemenbpf the aesthetidisplay
(ibid.).

Theemergencef newurbanspacesastheresultof thelndustrialRevolutionturned
major manufacturingeities, with their evergrowing numberof book shopsinto effective
hubsfor book culture(FeatherA History of British Publishing,93). Feathemnotesthat, while
therewerefl ddast1000bookshopsn EnglandandWa | etsheclosingof theeighteenth
century in thefollowing years thenumberof bookshop$adincreasinglygrowni u newven |
mostsmalltownsin the British Isles had a bookshop of some €06 ( i b Mdmby's Nor r i e
Publishingand Booksellingn the TwentiethCentury 78-84). Thegrowthandcentralization

of thebooktradein denselypopulatedndustrialcentresjn turn, createchewreading
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practicesvherebythereadetbecamenintegralplayerin book culture.In turn, therole of
thereaderwho until now wasthe solepatronof the aestheticallyandmateriallydistinctbook
covertradition,waschallengedy thewidespreagracticeof massproducedpre-bound
books.Commerciallymoreaffordable,theindustrialbookwasdefinedby its aesthetic
uniformity andits markedlossof materialquality, which servedasafoil to bookswith
handcraftedindingsthatwerepreferredoy wealthierpatronswidely recognizedas
collectors(Nixon & Foot TheHistory of DecoratedBookbindingn England,103). The
growingdistancebetweerreadingandcollecting,betweermmainstream¢cheapcloth case
bindingsandaristocraticgold foiled, calfskincoversbecamea preludefor the late century
revolutionizationof thebookcover.

Undertheinfluenceof the IndustrialRevolution,Britain, wherelarge scale
technologicaproductionoriginated ,experience@ successiowf culturalandartistic
movementsall of which extendedo the book cultureaswell. The mostimpactfulmovement
thatemergedasareactionagainsthelossof productionquality andwastefulconsumerism
wasthe British Arts andCraftsMovement,led by William Morris. His conceptof theldeal
Bookis celebratedasa majordevelopmenof thebookarts, bothin termsof designandcratt.
It is fair to saythattheldeal Bookhassinceleft a permanenmarkon the history of the book
cover.

Thefollowing chapterl is dedicatedo theindustrialbookandthetransitionfrom
utilitarian materialismto utilitarian aestheticsvithin a consumptiordriveneconomy My
analysisfocuseson the theoreticaimaterialgeneratedn the wakeof the GreatExhibition of
1851,which broughtthe industrialandcraft manufacturerso public prominenceAs Forty
suggestshecauseonsumptiororientedproductionwasoneof thefew areaghatrecorded
consumereactionspy studyingthe manufacturef books,onecanmakeimportant

observéionsaboutconsumebehaviourandchangesn the public responséo consumer
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objectsaswell (Forty, Objectsof Desire,17). Particularly the gift booksof the nineteenth
centurybroughttogetherartisticinnovationandcommerceThesignificanceof The
Keepsakehoweverwasnotonly its adherencé¢o thegreatgift booktradition. Thesebooks
werealsorenownedor their entertainingshortstoriesandpoems While upholdingthe
generalesthetisensibilitiesof the literary annualgenrethatmadea strang emphasion the
displayvalueof books,suchassilk bindingsandlavishornamentationsThe
Keepsakdindingscraftedby renownedartistslike JohnLeightonandothersrepresenain
interestingattemptby bookbindergo balancehe ongoingsocialdiscouseon identity,
nationalityandtastewith heavilycommercializedestheticzroguesof theday.In orderto
contextualizéhesedynamicsthefollowing two chapterswill initially reviewthe culturaland
historicimpetusfor the commercialdesignandthenshift thefocusto the Keepsakeannuals
anddiscusgherole of thesehighly decoratechinnualgplayedin educatinghe middle classes

abouttasteandbeauty.
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Chapter 1: The Nineteenth Century

It is fair to saythat, in termsof its materialform, the nineteenthcenturyredefinedthe
bookin everyway possible Accordingto Featherthe IndustrialRevolutiondisruptedmore
thanthreecenturieéworth of old andestablisheanethodsof printing which originatedwith
Gutenbergby alteringnotonly the materialbasisof book production(e.g.,in termsof the
papermakingndtype-founding),but alsoby transformingthe handcrafiof the booktradeby
adaptingprinting andbinding method€o machineoperation(A History of British Publishing
86). Anotherimportantfactorto consideris therapid successionf thesechangesln the
earlydecade®f the century,the paceof mechanicalnnovationsquickly overtooksocialand
culturaldiscoursesiroundthesechangeslf onewereto attemptto illustratethis specifically
for thebookcover,thetimeline of mechanizationvould look like this: the expansiorof
lithography?®, which wascrucialfor the developmenbf illustratedbooktradition following
its inventionin thelate eighteenttcentury;theadventof theiron pressin the 1800s;and
finally, largescalemechanizatiormf binding practiceswhich beganin the 1820s(Feather A
History of British Publishing 89-91). Thesechangesvereindividually impadful but,even
more,hada combinedeffectthatdictatedthe termsof the new publishing.As, Reithmayr
notestheintroductionof thelmperial Arming Pressn 1832optimizedthe engravingorocess
of cloth bindings,andthe developmenbf newcloth materids suchasstripedandpatterned
cloths,despitebeingminorimprovementsn themselvessignalledanunprecedenteshift in
thematerialandaestheticoncernf thebookcover( fi B e farlConymercePu b |l i sher s 6
Bookbindings1830i 1 9 1 .QJkirpately, thesechangesnadeit possiblefor bookbindersto
redefineits aesthetidorm againsiquickly emergingsocialdiscoursesroundconsumption

anddisplay.In otherwords,the coverof thebookwasnow a partof a visually signified

25 QOriginally inventedin Germanyin 1738,butits wide-scaleadaptionby British publisherss dated
to 1801.
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world of massproducedbjedsin whichits purposeandmeaningweredefinednotjustby
individual buyerswho boundbooksin accordancevith theirtaste butratherby larger
culturaldiscoursesinterestingly this readingis alsocorroboratedn thetitles of
contemporaryritical works dedicatedo the nineteentrcenturybook culture.For instance,
while the 2002 exhibitionaboutthe nineteenttcenturyBritish book bindings,curatedoy
AndreaReithmayrandUniversity of Rochesterwasnamedyery effectively,i B e afart y
C o mme raludng to thegrowingindustrialproductionandmassconsumptiorandmarket
trendswhich shapedhe generatasteandbookbuying,BetsyB u t | caticabasalysisof the
nineteenttcenturyAmericanbookbindingstakesthetitle of i T h AinGeAnythingin This
World ThatSellsaBook like aPrettyC o v esuggestinghat,by andlarge,the cultural
relationshipbetweerthe booksandreaderdiada pronouncecndundeiiable commercial
dimensionto it.

It canbe arguedthatcommerci$ization andcommaodificationof bookbindingand
bookaestheticsverethe directresuls of thedivision of labourandongoingmass
mechanizationlndeed,|t is importantto understandhe scaleof transformationsakingplace
in publishing which, until the nineteenttcenturywasa cottageindustryoperatednainly
form small,local shopsandpracticesFeathemotesthat with theadaptionof steampress
operationsn mid-nineteentltenturyBritain, it becamenecessaryo moveproductioninto
openfactories to respondo heavylabourdemandgA History of British Publishing 92). This
movemarkedthe transformatiorof printing into a fully -fledgedindustry;however the
relocationof productionfacilities from formertradingcentressuchasLondon,where
manufactureandtradehadexistedsideby-sidesincethe early daysof theindustrial
economyto newindustrialcitiesalsomeantthe separatiorof manufacturingrom
commerciakrade(A History of British Publishing 93). In otherwords,the Industrialshift

createchewregionalcompetitoran thebooktradewho weremoreinterestedn adaptingand
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utilizing all the benefitsof machineproductioninsteadof following thetraditionaland
laboriousmethodsn printing andbindingthatweremoreprevalentn formercentresof the
booktrade.

Anotherimportantfactorwhich significantlyimpactedhebookcoverdiscourseof
the nineteentrcenturywasuncertaintyaboutthe statusof bookbinding.Mirjam Foot,in her
essaytitled Altés Pretty,Butls It A r t rAeticulouslydocumentghelinguistic basisof
descriptorsuchasfic r aahdfieor dstheywereusedto talk aboutthe bookbindingpractice.
Historically, thetermsiia r dr filine a r weteusedinterchangeablwith thetermiic r atd t 0
denotepradices which requiredspecialisedkill or training (Foot, Publishingthe Fine and
AppliedArts, 1). However eighteentkcenturydevelopmenti culturalphilosophy
complicatethis interchangeablase.Footnotesan alternativedefinition for fia r ih \@rious
sourcege.g.,Chamberg€il728Cyclopedia;Johnsoi Dictionary 1755,etc.),whereit is
definedasfia systemof rules,which, beingcarefully observedrenderundertakings
successfuladvantageouanda g r e e(gtchih Foat,filtés Pretty,ButIs It Art?, B).
However,Foofts evidenceof the mixed applicationof bothfia r dndfic r atd the practiceof
bookbinderswho oftenengagedn both,challengesaneasycategorizatiorandshowsthat
thedivision betweerthesetwo fields wasdescriptiveratherthandefinitive. Indeed thevast
bibliographichistory of book coversshowsthatthe book covercanfunctionasanagentof
bothimaginationandof tradition.

In light of this discussionit becomeslearthatthe mechanizatiomf binding
practicesandtheemergencef industrialbindingfurthercomplicatedhe malleablestatusof
thecoverbindingamongthe practitionersof the craft. Historically, the craft of bindinghad
oftenbeenconsideredn closeassociatiorwith theart of illumination notonly becauseboth
elementavereaddedafterthe bookwasalreadyprintedbut also,becauseheywere

collaborativeelementsiefinedby the binderandthe ownerof thebookratherthanthe printer
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(FeatherA History of British Publishing 15). This canbereviewedasoneof the main
reasondehindthe aesthetidivergencesvhenit cameto bookcovers.Converselythe
inventionof industrialbinding- alsocalledcasebinding- consolidatedookbindingactivity
into the manufacturingprocessputtinga greateremphasion the materialasthe defining
aesthetigeferent(A History of British Publishing 92). As cloth coversbegarrapidly to
replaceeathercovers theformerof which wereunderstoodsa cheapenlternativefor the
latter,the uniformity of the coverwasfinally achieved A History of British Publishing 91).

It shouldalsobe notedthat, despitethe generaimechanicauniformity, binding
continuedto reflectartisticvariationsof differentsignificance For example anewtrendof
gold embossedloth covers which emergedn the 1830sin England andornamentationvith
traditionalandnaturalmotifs suchaslyresandflowersin the 1840sexistedsideby sidewith
genericeditionbindings(Reithmayr,2002).Similar variationscould be observedin the
Americanbooktradeaswell. For exampletheuseof illustratedvignettesfrom the text of the
bookor theapplicationof patternectloth insteadof blind coverswasquite popularamong
the publishersoperatingin urbancentredike New York andPhiladelphiaReithmayr
confirmsthesedevelopmentassignificantstylistic additionswhich helpednineteenth
centurybindingfito achieveabetterb a | abothie @rmsof ornamentatompositionand
within the formal proportionsof thebodk (Reithmay ABeauty for Commer ce
Bindings, 18361910)

Theseweresignificantdevelopments$or the book coverwhich showedts capacity
for quick adaptatiorandinnovation.But afterthe 1830s public opinionaboutmachine
produceceditionbindingsandoverallindustrialdesignwasgenerallynegative Theflooding
of theinnersanctumf Victorian householdsvith machinemadedomesticobjectsandthe
proliferationof pre-boundbooksin the consumemarketbroughtforth afearaboutthe

erosionof the cultural authorityof thebook. Initially, this wasassociateavith the material
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conditionsof mechanicallyproducedooks.Thus,theattentiongivento materialquality
became preludeto the 1840exhibitionmovemenin Britain which aimedto reclaim,amang
otherformsof craftwork,bookbindingfrom beingravagedoy industry(King, Victorian
DecoratedTrade Bindings,1830:188Q xi). Theimmediatereactionto this wasthe
introductionof aestheticallymorepliable materialssuchaspapiermachéandthe
devdopmentof specialisedypographicanddecorativedetailssuchasexpressivdettering
andgoldembellishment§Re i t hmayr, ABeauty for Commerce:
191® )However, it is notable thatheseinnovationsdid very little to alleviateall concerns.

Outsideof the perceivedstandardizatiom bindings,whetherthe mechanizatiorof
thecraftwastruly detrimentakto designpracticein the 1850sremainsunclearfor various
reasonskFor example Forty notesthatwhile designtechrology wasindeedorientedtowards
producinguniformity in massproducedbjects technologicakxpansiorwasalsothedriving
forcebehindthe designvariations(Objectsof Desirg 13). Furthermoreit is alsopossibleto
arguethatthe degredo which the mechanizatiorf the bookbindingprocesshadbeen
achievedvasvastly overestimatedasthe completemechanicatakeoverof differentcrafts
actuallytook muchlongerthanmanyscholarshavepreviouslytheorized(ibid.). Forty argues
that,atthis time, not only designbut alsomanufacturingvasstill heavilyrelianton manual
labouror manuallyoperatednmachineabour(Objectsof Desirg 43). Thus,in orderto dispel
public misconceptionsiboutmachineproductionaswell asto helpimprovethe quality of
designof machinemadeobjects the organizerof the GreatExhibition setout to bring
togetheravastarrayof everydayobjectsin their exhibitioncatalogugGiedion;qtd. in Forty,
Objectsof Desire,43).

The GreatExhibition cataloguenotesthat, to representlifferentaspect®f domestic
crafts,theorganizergiecidedon 214 objectsto be shownto thevisitors,amongwhich the

bookbindingsweregivenaspecialprominencgLuckhurst,491). This moveis significantfor
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two reasonsfirstly, the categoizationof book coversasitemsto be displayedshowsthe
significanceof thebindingin highlightingthe personabnddomesticnatureof the bookin
nineteenttcenturydiscourseSecondly this alsoaddsaninterestingcomplicationto therole
thatbinding playedin cultureasanobjectof consumptionAccordingto Forty, the biggest
variationin nineteentlcenturydesignscouldbe observedn the marketof personal
consumptiorgoodssuchasfurniture,wallpaperandclothing,asproducersawtheseobject
ashavingthe mostobviouspotentialfor designandpersonalizatiorfObjectsof Desirg 87).
This suggests connectiorbetweerindustrialproductionandaesthetidesignasit pertained
to consumptionForty alsoargueghatthe producersof suchartefactswereinnatelyoblivious
to the historicalprogressiorof materialandaesthetianeaningsandthetransformativegpower
of socialandculturalagentqObjectsof Desire 8). Thereforewhenlooking for adirect
causeof the aestheti@andmaterialstagnabn thatwasoccurringin the 1840s a special
prominenceneedgo begivento theimpactof consunerismon massproducedyoods.
Nowhereis this moreevidentthanin theintroductionto the catalogueof the 1851 Great
Exhibition:

It is auniversalcomplain amongmanufacturershatthetastefor good

Art doesnotexistin sufficientextentto rewardthemfor the costof

producingsuperiorworks:thatthe public prefersthe vulgar,the

gaudy,theugly even,to thebeautifulandperfect.(qtd. in Luckhurst,

fiThe GreatExhibition of 1851, 419)

Despiteits indirectnessthis paragraptshowsan attemptby theorganizergo define
ideologicalphenomenauchastaste beautyvulgarity, andperfectionin relationto mass
materialobjects.While absolvingmassmanufacturingrom its perceiveddetrimentalimpact
ondesigntheimportanceof this paragraphies in the stresst putsonthedynamicbetween

demandandsupply.Furthermoreijt shouldalsobeestablishedhat, whais beingdiscussed
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hereis notsimply individual consumptionAs Luckhurstpoints out, thereferencepoint of the
exhibitionwastheformationof fpublict a sthraghmaterialconsumption:

We arepersuadedhatif Artistic manufacturegsrenotappreciatedit

is because¢heyarenotwidely enoughknown.We believethatwhen

worksof high merit, of British origin, arebroughtforwardtheywill be

fully appreciatedndthoroughlyenjoyed We believethatthis

Exhibition, whenthrownopengratuitouslyto all, will tendto improve

thepublictaste (fiThe GreatExhibition of 1851 419)

Theparallelbetweerthe publicandworksof high merit, of British origin is evocative.

It is awell-documentedactthatoneof the primaryinspirationsbehindthe 1851 Great
Exhibition wasto resolvethe growing concernsaboutthe nationaldesignaestietics which
provedaweaknesgor Englandin globalcompetition(Luckhurst,414). Viewing in this light,
it canbe observedhat,theorganizerof the GreatExhibition werealsoattemptingto adda
socialandpatrioticdimensionto theactof consumptiorwhich would serveto absolvethe
classbasedstigmaabouttheindustrialproduction Furthermorethe useof the phrase
fiartisticma n u f a ¢s alsoimpostahtasit framesthe massproducedbjectsandaesthetic
craftsmanshipnnateto the nationalsprit of the British Empire.Whenreviewedin tandem
with the previousstatemenfrom the cataloguefor the organizersthetrainingof public taste
beganby teachingindividualson how to separateigly andvulgarpiecesfrom objectsof
beautyandrefinemen thatbefit the characteof the nation.

Theconsecratiomf nationalisticdecoratiorastheartistic calling of the century
effectively givesthe materialaesthetic®f Industrialdesigna socialcause Forty, reviewing
this pointin the contextof geneal commercialdesignin the nineteentltentury,offersan
examplefrom the potteryindustry,which experience dramaticgrowthin this period,not

only becaus®f anysignificantdemographior aesthetichanges$ut alsobecausef the
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newfoundpopularity of teain British societyasaresultof colonialexpansior(Objectsof

Desire 18). Similarly, a curiousincidentinvolving a directresponsérom the producersof
bookcoverscouldbe observedn Americain this period.BetsyButlers comprehensive

study identifiesthe decadeof the 1860sasaninterestinganomalyat atime in which the
Gothicrevival trenc?® dominatedbook coverdesignbetweerthe 1850sand 1880s More
specifically,insteadf traditionalgeometricandarchitecturaimotifs embossedh opulent

gold andstampednto patternectloth bindings,the designson Americanbindingsin this
periodweresolemnanddowdy, with unmarkedorownor darkgreencloth coversandlittle to

no ornamentatioffiThereAin& Anything in This World That Sellsa Book like a Pretty
Coved2Rei t hmayr, fABeauty for Co m868rx.)c e: Publ i
Butler explainsthis phenomenomsa patrioticreactionto the AmericanCivil War of 1861

65, representinghe nationalmourningoverthedivision of Americanpeopleandunnecessary
bloodshedIn comparisonRdthrmayrnotesthat,in the 1860s,in Britain, dueto the

prevalencef the chromolithograph¥’ andonlaytechniquesgheaplyproducedcolourful

cloth bindingsweredominatingthe populartasteasmoreaffordableimitationsof more
expensivdeatherbindings(ibid.). Furthermorewhile in Britain the framedcentrepiecef the
Coswaystyle binding€® mainly featuredii b o aitteposagoldenfacsimileoftheaut hor 6 s
s i g n ain Amergathesemagesmainly alludedto fimartialandpatrioticthemes. The

quick reappearancef colourful bindingswith amplegold decorationsn Americanin the

1870snotonly servesasthe evidenceof thisthesis,butalsodemonstratethe celebratory

26 The Gothic Revivalstyle of the midcenturyshowsitself particularlyin high ornamentation
andfi | a gadldstamped! e s i af thesl80s(Butler,24), whichwasreplacingsoberfi b et t er
b a | a nsoneledésjgnwof the 1840swith its dominantbinding style of ruledborderleather
bindingsandpatternectloth bindings(Reithmayr,i B e afar CommerceP u b | i Birdirgs,s 0
18401849).

27 Originally inventedin Francein thelate 1830s.

28 Accordingto A b e b ofoEkdd@GoKkectingGu i dfieCoo,s wia § d iarerighdydramedand
ornamentedbindingscontainingfi amallportrait(s)embeddedn theirc o v eNameatafterRegency
periodportraitpainterRichardCosway thesebindingsareconsiderecamongfi t r a dleathero n a |
bi ndistyleg s 0
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moodin societyat theendof thewar, which playeda fundamentatole in nationbuilding
processn the United Stateqibid.).

While this comparisoroffersananalogueo theemergingnationalgroupingsof book
bindings,theformationof clearly delinedaed andcohesivenationalstylesrelied directly on
the effectivepromotionof the socialvalueassignedo prevalentaesthetidorms. It is not
surprisingthatthefirst attemptto introduceanddiscusghis new paradigmpublicly was
madeat the GreatExhibition of 1851.King notesthatoversix million visitors attendedhis
eventwith greatenthusias andthe positivereceptionof this initiative enabledadirect
communicatiorbetweerthe mainindustrialistsandcraftsmerof theageandregularpeople.
This, in turn, usheredarevival of manycrafts,includingthoseassociatedavith thebooktrade
(Victorian DecoratedTradeBindings,18303:1880,xi). While individual participationwasa
greatimpetusfor the GreatExhibition, the agendaliscussedby the organizersclearly
indicatedtheir intentionsto be equallyeducationabndinformative. ThadLoganrecordsa
corroboratiorof this intentin areviewwhich appearedn the 1851 editionof the Art Jourral
lllustrated Catalogue describingthe GreatExhibition asfialessonint a sfdr eoosumers
from themiddle andworking classegRalphWornum;qtd.in Logan,TheVictorian Parlour,
46). To emphasizéheir point, this paragraptwasincludedin theintroductionof the
catalogueo forewarnthe attendees:

Thevisitors of theseobjectswill requirenotto glanceatthemmerely
butto studyandexamineandlearnto appreciateghem.These
specimengrenotall of thebest,nor evenall good,andthevisitor
mustdiscriminatefor himself.Let him praisein theright place,let
him blamein theright place,andthe objectof our exhibitionhasbeen

attained(qtd. in Luckhurst,i T hGeeatExhibitionof 1851, 419)
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Ontheonehand,this statementirgesthevisitorsto rejectpassiveobservationn favour
of activesight,while onthe otherhand,it positionsthe collectionof the GreatExhibition asa
casestudyto trainindividual visitorsin designappreciatio. The methodofferedhereis
straightforwardonly througha reflectivevisualstudycantheindividualid i scr i mi nat e 0
betweergoodandbad.In this new paradigmtastefor aesthetidorm playsacrucialrolein
creatinganassociatiorbetweerthe beautyandthe usesof the object. This showsa clear
departurdrom the measuremerdf utility thatfocusedonthegoodnes®f thething. Here,we
seea clearshift wherebythe aesthetidasteis seenasanability to identify beauty whichin
turn, signifiesthe moralachievemenodf consumerismiurthermoreit is notablethatthe
GreatExhibition cataloguaepresenta clearcritical pushto establisha directcorrelation
betweendeaslike beautyandtaste the latter of which carrieda heavyimplication of
consumptiornthroughsightor readingwhenappliedto culturalproductsWilliams,
Keywords 249).While the origin of theuseof tasteasa methodof Adiscriminatingbetween
goodor b a datesto the eighteentitentury(Keywords 247), theshiftin the aesthetic
functionof tasteshowsa cleardeparturdrom a passivesensen meaningo active
intellectualengagementvhich Williams alsonotes(Keywords 248).

The outcomeof this processvastheintegrationof theideologicalvaluesof aesthetic
form, expressedhroughbeautyandtaste into the middle-classmoralcodeof consumption.
Interestingly the massscaleof theseprocessesoupledwith the Utilitarian ideal of aesthetic
uniformity actively createdheideal of anaestheticonsumemwho, unlike theactive
masculingflethimp r a e sid &entb | a ndecodersketchedy the GreatExhibition
catalogueyas in practice a passive appositionallyfeminizedagentof consumptionlin fact,
this passivamodeof consumerisnoftenhada domestiaundetone,linking it to female
consumersvhoseengagemenwith theaestheti@andmaterialworldswastightly controlled

by the governingmoral codes Oneexpressiorof this phenomenomvastheemergencef gift
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bookswith excessivelydecorateghigh quality silk covers.Oftenforgottenby book
historiansbecaus®f their mainly femalereadershimndovertdecorativefunctions,these
booksled aclearline of resistancegainsthe nearconstanimoralizingof the book andits

cover®.

2 Indeed gift booksandliterary annualshavebeenwidely critiquedandanalyzedy literary
scholarsMouradnotesa few of theseworks,amongthem:L.E.L., GlennisSt e p h e1935stui\d s
on howthe gift booksaestheticallyecreatedhel mi dcth$sdomestid d e ntheywese madefor
( A Re me mdf ThingsBast.Literary Annuals'Self- Historicization ©08),andSaraL o d ge 6 s
2004studyaboutthe culturalassociatiorbetweerliterary annualandmemory(111).1t is clearthata
vastmajority of the critical work in thisfield is aimedatdispellingdescriptordike ™ v a pi d 0
(Tennysongtd.in Mourad,109),i p i cbboksfoegrownc h i | (Southeygtd.in Mourad,109),
andi g i [flié s(Blonthly Chronicler1839,qtd.in Mourad,109)which have beenhistorically
associateavith gift books.Mo u r awndeadingof thegift booksdoesnotrejecttheclear
commerciaintentbehindthe gift bookgenreandaimsto locatetheseannualsasthe evidenceof the
economicandculturaltransitionthattook periodbetweerthe RomanticandVictorian periodsin the
1820s30s(108).In my analysis] continuewith this approacho gift booksasobjectsof both
aesthetiandcommercialalueasit pertainsto the developmenof the bookcover.
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Chapter 2: The KeepsakeMaterial againstAesthetic

Gift booksor literary annualof the nineteentrcenturywereamongthe mostvisually
distinctivecommerciabookforms chiefamongthemTheKeepsaké drintedspecificallyin
Octoberto precedéehehdliday gift-buyingrush, TheKeepsakevasconsideredn
investmentCheapethanathreedeckemovel,it madea perfectpersonalizedift alternative
for themiddleto upperclassegManning,fiWordsworthandTheKeepsake 45).

Accordingto Logan,gift bookswerea combinationof the Renaissanceommonplace
bookandeighteenthcenturytablebooks(TheVictorian Parlour, 126). Oftenscattered
aroundthe house thesebookswereaestheticallyornateperiodicalsoffering light
enterainmentto femalereadersaswell asshowingoff thelearnednesandsophisticatiorof
thelady of thehouseg(ibid.). Displayedin centrallocations theywerevisually distinctive
objects someof themspecificallychoserfor their bindings(Logan,2). This reiterateshe
mainreasorfor their popularityamongmiddle-classreadersvho boughtandexchanged
thesebooksasworksof art (Feldman,TheKeepsakdor 1829,7). Similarly, Harrissuggests
thattheseannualswverepartliterary journals,part Continental almanacgwhich alsoservedas
gift books)(fiBorrowing, Altering andPerfectingthe Literary Annual Form, ©0-11), part
Germanit a s ¢ h eanpgoncketboaksor their smallsize(13), andpartalbumor scrap
booksfor collectingmemoriesThearrayof functionsandusesfor the gift booksshowsthat
theywerenot simply for reading(Harris, 17-18). Fromtheir literary andpictorial contentto
their distinctredsilk covers gift books,in generalandTheKeepsaken particular,changed
themid-centurybook cultureby creatinganarchetypeof acommerciaventurewhich
managedo supplemenits materialvaluewith socially chargedaestheticodesfor women

In termsof their technicalinnovation,TheKeepsakeasCindy Dickinsonnotes,were
amongthefirstbooksto beadaptedully to machinemadeleatherandcloth editionbindings,

andmachinemadedecorationsn the 1830s(fiCreatinga World of Books,Friends,and
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Flowers:Gift BooksandInscriptions, 182560, 55). Initially meantto beboundin paper
coversthesebookscouldalsobefoundin bindingsmadeof expensivecrimsonsilk because
of thefavourableeconomicconditionsin the British silk industryat thetime (Feldman,The
Keepsakdor 1829 15). Shortly afterits first experimentalise,redsilk hadapparently
becomesucha hallmarkrequirementhatthe editor of TheKeepsaké CharlesHeathi at
onepointhadto buy fifour thousand/ a r w meettheextrademandor fififteen thousand
¢ o p i(Feldmian15; Manning,49). The effectof the uniform bindingdistinguishedvith
ornamentatecorations animportantdevelopmenin thewaysthatmassproduction
permeate@ndchangedheupperclasshabitof book buying (Butler, iThereAin't Anything
in ThisWorld ThatSellsaBooklike aPrettyCover, 83).

Theuseof colouredsilk is aninterestingdetail thatcanbe explainedin severalways.
Accordingly, Manninghighlightstheimportanceof achievinga certainlook of opulencewith
thesilk (AWordsworthandTheKeepsake 45). The connotation®f luxury anduniqueness
seemto drive this theoryassilk wasnotanexpectedinding materialfor massproduction.n
generaljt seemghatsilk asamaterialperformedanimportantsocialfunctionby indicating
the nationalandaristocratioorigins of the designandbindingto the potentialcustomemho
might considemifting a certainedition.Indeed,Feldmansuggestshattheassociatiorof The
Keepsakavith colouredsilk appealedo socialandpatrioticsentimentg TheKeepsakédor
1829,15). While paronizingafailing British industryseemedo generate positivepublic
imagefor this venture,ultimately,the useof British silk alsoaimedto establishTheKeepsake
asa purelyBritish enterpriseFurthermorethe framing of TheKeepsakéy its first editor
William HarrisonAinsworthasfia gift from [Royal] TunbridgeWe | |lwhichwasawell-
knowntouristlocationin the southof England furtheremphasizegheintentionhereto
associatehefielegant i g h tofrthesstmakswith the nationalcharater of Britain

(Manning,fAiWordsworthand TheKeepsake 44). With thisin mind, it canbetheorizedthat
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therole of the bindingto connotesocialandculturalvalueis whatmadeTheKeepsaka
popularpublicationthroughouthe mid-nineteentlcentury. Anotherfactorto keepin mindis
thattheir high socialvaluewassymbolizedby theunfitnessof thefie v o ¢ gft fi e midoni ne
co d erdd@oloursilk asabindingmaterialfor booksmeantfor everydayuse(Feldman15).
Indeed,| arguethatit wastheaestheti@xchangezalueof thesebooksthatfuelledtheir
popularityasitemsto purchasendgift, ratherthantheir materialproperties.
Dickinsonbestexplainsthis by usingtheconcepibf fieconomyofs e n t i -mtermt o
borrowedfrom IsabelleLehuu,which explainsthe way massproducedjift booksclearly
signifiedanexchangef fisocialc u r r evhile rgt@iningtheir uniqueaura.The additionof
fidecorativanscriptionp | a talleveedthe buyerto personalizeéhe gift bookto theneedsand

sensibilitiesof theintendedreceiver(iiCreatinga World of

Books,Friends,andFlowers:Gift BooksandInscriptions,

b 52
& o
£y

el " Dpaicn,

182560, 57) (Figure7?). In otherwords,gift books

sublimatedhe exchangef commerciallydefinedmaterials
with aestheticodesthatsymbolizedhigh cultivationand
taste.To discernthe significanceof this statementit is

importantto contextualizehe usesof consumenbjectsin

Figure 7: TheEmbossed

- . : InscriptionPlatefromf T h €
daily life. Victorian parlourswherethe Keepsakswere Keepsakel 8 3 1 0 .

exchangeddisplayedread,andtalkedaboutprovidean

engagingsettingin which theseeverydaydynamicscanbe observed.
ThadLogannotesthatstartingwith the 1850s the parlourroombecamea highly

contestedareaof subjectivityandmorality (TheVictorian Parlour, 1). Thiswasnotjust

drivenby the proliferationof consumegoodsin the marketastheresultof industrialization,

butalsoby thegrowinguseof aestheticsignifiersto communicateniddle-classmorality. The

parlourwasconsiderd to bethe heartof thehouseholdthe privateworld of family repose
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cut off from theworld of work andmarket.As aresult,differentapproacheso its decoration
cameto highlightthe subjectivedifferencesbetweenndividualsandfamilieswho inhabited
thesespacesFurthermorethehistoricalorigins of the parlourdefineit asamiddle-class
alternativeto aristocratiadrawingrooms(Logan, TheVictorian Parlour, 12). Thesocial
natureof activitiesreservedor parloursemphasizéds classsignificance.As a spacean which
guestsverewelcomedandfamily rituals,suchasreadingaloudor playing parlourgames,
wereenactedthe parlourrepreserdgdthe symbolicpassagepeninginto the public sphere
(Logan,TheVictorian Parlour, 29-31). Thesefactors which locatethe parlourat the cuspof
privateandpublic, socialandpersonaldemaneda specialattentionpaidto its visual
decorationswhich Logandefinesasa ficonstitutiveratherthano p t i panta padour
culture(ibid.).

Despitehavingawider readingaudienceTheKeepsakavasfirmly setin therealmof
feminineaudienced®ecaus®f the associatiorbetweergift booksandthe decorativeand
domesticsettingof the parlour.Thisis a particularlytelling point asit revealsthewaysin
which TheKeepsakavasimpactedoy the culturaldynamicsof thefemininity of theparlour.
A closereviewof designandhouseholdnagazinesf this periodshowsthatwomenwere
castasthe primary supervisor®overthedecoratiorof the parlour. This assignatiorof duty
waspartially drivenby the genderpolitics of the day thateffectively subjugatedvomenat
homewith alimited socialrole. Logansurmiseghatit wasapartof w 0 me maradduty to
aestheticallyeshapehe houseasafamily havenvisually distinct from therealmof work
(Logan,TheVictorian Parlour, 35). It is interestingto notethat, while thehousedelineated
thespacewithout or outsidetheinfluenceof work for themaleinhabitantsof thehousehold,
for womenit wasa domainof work andlearning.In otherwords,the significanceof the
parlourasa placeof intentionanddisplayshowedhe aptitudeof thewomenof the

householdn keepingup with therapidly changingmaterialandaesthetidrendsof theday.
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However,noteveryaspecbf the housewasunderthe aesthetigurisdictionof women For
exampleLogannotesthat,in abourgeoishouseholdyhile the acquisitionof furnishing
objects fabricsfor clothingandcurtains,aswell asall otherornamentaltemswasreserved
exclusivelyfor women,taking careof food andotherordinaryhouseholgrovisionswas
perceivedasthe duty of servantgibid.). This division of dutiessuggesta differencein the
culturalvalueassignedo certainobjectssuchasbooks.The quick progressiorof fashion
trendsandthe introductionof newindustrialobjectsmeantfor domesticusein the market
madeit necessaryhatladiesof thehouseholdemainup to datewith the latestaesthetic
voguesandtheir socialimportanceThetastein domestiatemswascontrolledby a strict tier
systemwhich, by itself, wasstratifiedin genderedsubcategoried-or instancewhile
RenaissanceandRomantiestyle mahoganyandrosewoodurniturewasseenasthe best
parlourselectionto complementhefeminineauthorityover this spacefor thedining room,
library andstudy,which wereperceivedasmasculinespacesgarkerand Gothicstyle
furnishingsweremoreacceptabl€TheVictorian Parlour, 41-43). Despitebeingseenasan
ultimateexpressiorof femininesubjectivityrealizedthroughaestheti@appreciationgventhe
numberof itemsin thetypical parlourswasatopic of intensepublic discourseFor instance,
qguotingMrs. Orrinsmithof Art andHomeJournal publishedn 1878 Logansurmiseghat
oneof themainrequirenentsof parlourswasthe multiplicity of objectswith everythingin
pairsto signify thecommunal socialaspecbf the spacg(ibid.). Thisaccounthallengeshe
argumenthatseeghe participationin consumereconomyasatestamento womerts liberty
to chooséan the nineteentttenturysociety.lt becomeglearthat,in spiteof beingoneof the
mostsocially prestigiousemininespacesinderthejurisdictionof women,the parlourandits
decoratiorrequiredonly a passiveengagemerfrom female consumerdy compellingthem
to follow the establisheshormsgoverningaesthetiobjects.This rationalewas,in turn,

transferredo gift booksaswell, aswomen,again,despitebeingcastasactiveagentsseeking
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to developtheir worldly knowledgeand taste wereseenaspassivejift receiversHowever,
oneinterestingdifferencebetweersocialnormsimposedon otherdomesticobjectsandgift
bookswastheexchangeriteriafor thelatterbeingmoremoralizingthangenderedCindy
Dickinsonclearly d€fineswho couldexpectto receiveagift bookfor a specialoccasion:
Gift bookswerefrequentlyexchange@mongfamily members:
Fathersandmothersgavegift booksto daughtersandsons brothers
presentedhemto sistersunclesandauntsgavethemto niecesand
nephewsSonsandhusbandsveregifted bookgivers,asweresisters,
cousinsandevengrandparentsGift bookswereevenappropriatdor
relativeswho joinedthe family throughmarriage (fiCreatinga World
of Books,Friends,andFlowers:Gift Books andInscriptions, 1825
60, B8)

Theeducatiorof thetasteof thosewho wereconsideregunior membersf themiddle
classhouseholdvasnecessaryo ensurethe propagatiorof the moralvaluesandcollective
memoriesof thefamily. FurthermoreManningexplainsthis necessityoy usinganeconomic
paradigmarguingthatagainsthe masculinejncomeorientedmarketeconomythe
formationof thefeminine,consumptiororienteddomesticexchangectedasa balancing
forcewhich aimedto affirm middle-classidentity (iWordsworthandTheKeepsake 67).
This point paintsaninterestingout equallycomplicatedmageof gift books.Thesebooks
representethe heightof designinnovationandbeauty makingthemstandout from other
massproducedbjects.However the stylistic mixing anddecorativemishmaskhatwasused
to achievecommercialvisibility hereopposeshe Victorian orderwhich dictateda visual
cohesionn theparlour,aswasdiscusse@bove.Thereforewhentalking aboutgift books
andliteratureamuals,we needto notethatthesevolumesnot only servedassymboliccarries

of classandwealth,buttheyalsopresentanindividualizedresistancéo standardization.
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Thesocialimportanceof gift bookswasemphasizedby their namingpatternaswell,
which is worth discussingSimilar to their coveraestheticsthetitles givento thesebooks
mostlyfollow overtly feminine,butabstractonventionsOntheonehand,it canbe
suggestedhatRudolf Ackermanids fiForgetMe N o toritherannualssuchasfFriendshids
Of f e oritfRemme@mbeM e ,@aswell asiiTheK e e p sad émphlasizehe scrapalbum
convention(Harris, iBorrowing, Altering andPerfectingthe Literary Annual Form,  8).
Extraemptypagesatthe endof thesebooksweremeantto encourageheir leisureclass
ownersto engagen collectingexcerptdrom selectegrosetheyfoundparticularlyevocative
anddecorativeassortmentastokensof memory(Feldman,TheKeepsakédor 1829,10).
Accordingto Harris, theseparatextuamaterialsformedan extensionof thetext, offering
womenasocialrole beyondbeingpassivereceivers insteadallowing themto becomeactive
makersof thetext. In this regard the externalbeautyof the book seta standardor its owner
to pursuenteractionwith the book beyondreading.On the otherhand,Feldmamotesa
wholearrayof namessuchasfiTheG e midTheR u b yilbeP e a fiThe®,p a étdthat
wereusedto differentiatenon-holiday-orientedgift booksfrom theannualqTheKeepsake
for 1829 8). Theassociatiorof bookswith gemswasarguablymeantto conveyvalueand
sparkfeminineinterestthelatterof which wastransferredo theredcolourof the bindingsof
the KeepsakeUnlike the coversof the holiday-themedannualsvhich oftenfeatured
ChristmasthemedornamentatiorfAmos, iMeaninganddaterial Realityd JaneMorris 6
KeepsakdBooks ©09),thesebookshada moreformal andstatuesquéook, with gilt and
marbledmaterialto complementhe gemtheme(Dickinson,Creatinga World of Books 55).

It is interestedio seehow the publishersof the gift bookstranslatedoth of thesemotifs
(thegift book asa storageof memoryandparticipationandthe gift bookavaluableobject
with gemtlike valueandvibrancy).Oneof the mosteffectiveexampleof this arethe

bindingscreatedby JohnLeightonfor TheKeepsakeavhich showeda greatcomplexityof
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aesthetignspirationsL e i g hstyle, whick oftenbroughttogetherRenaissancenspired
decorationsvith contemporaryandOrientalmotifs, quickly gaineda notablefame,allowing
him to reprisethis succesgor atleastninebindings (Figure8). It
canbeobservedhat,despitetheir ornamentabeauty Leightorts
designsalsoexemplify a confusingmix of stylesandinspirations.
Thegeneraldisregardor the materiallimitations of the coloured

silk which lackedpermanenceandthe useof Orientalornaments

theeditorswerenotfully dedicatedo creatinga British product
Indeedthefocusseemsto beonachievingafb e aut i f ul

marketableproductby maximizingthe aesthetidorm of thebook

(Manning,fiWordsworthandTheKeepsake 68). This showsthat,  Figure 8: The FrontCoverfor
i T KKeepsakel 8 5 @egignec

despitebeinga partof atradition, the bindingsof the gift books by JohnLeighton
hadbecomeanexperimentamediumwherethe aestheticapacityof thebookwasbeing
exploredto its full extend

Theaesthetidbeautyof thebookwaspursuedwith the contentof the gift booksas
well. In thisregard we canseeboththetextualandiconic contentstriving for grabbingthe
attentionof the gift-buyers.Ontheonehand,theengravingsisedin thegift bookswereaa
big selling point, especiallyfor TheKeepsakeFeldmamotesthatthe editorof TheKeepsake
- CharlesHeath,who wasa sonof anengravehimself-- paidcloseattentionto securing
prominentengravergo producetheimagesthatwould accompanyhe stories(TheKeepsake
for 1829 7). Theengravingdeaturedn gift booksrangedfrom religiousimagesof the
Madonnaandthe Child, aswell of cherubsandangelsto fipoeticali | | u st (bad.The n s .

imagesweremadewith a hybrid methodof machinetechnologyandsteelplateengravings

(Feldman,TheKeepsakédor 1829,13). Theinspirationbehindthesevisualaccompaniments
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wasclearlytheimmensepopularityof Victorian serialzationsthatfeaturedllustrationswith
eachinstalmentAccordingto Harvey,the expectationgor theseengravingsvasso
significantthatthe writersweredirectedby the publishergo producefiat leasttwo striking
scenegto be] adaptedor graphici | | u s {Victartan Nowelistsand Their lllustrators, 8).
While thesharedccommerciainterestbehindboth of theseprojectsis undeniablypresentthe
demandor engramngswasalsoled by thedesirein readerdo seecertaincharacterand
situations(Harvey, Victorian Novelistsand Their lllustrators, 9). Theintegralnatureof the
illustrationsandengravingsanbe seenn waysthattheywereimpactingthetradition of
writing andgenretoo. Contrastingthe novelsof JaneAustenandCharlesDickens,Harvey
notesthatit wasthedemandor illustrationsthatmadeit arule for the Realistfiction to pay
closerattentionto theindividuality of charactergndtheir desciptions (Victorian Novelists
andTheir lllustrators, 177).Whatthis suggestss thatthe textualcontentof the nineteenth
centurynovelhadalreadygrownresponsiveo the socialnormsof the Realistgenrethat
requiredelaboratescenego showasmuchastheytold. ThedisagreemeretweerDickens
andhisillustrator CruikshankaboutOliver Twistés appearanca theillustrationsoffersa
new perspectiveo conceptualizeéhe collaborativenatureof the nineteenttcenturynovel
(Victorian Novelistsand Their Illustrators, 200), aswell astherole of theillustratorand
designeiin the productionof meaning

However thisis notto saythatthe editorspaidlessattentionto the textualcontent,
namelythe poems storiesandessayshatpopulatedhe pagesof gift books.Theimportance
of theboththetextandtheimageis evidentwhenwe look at engravingsisedin The
Keepsaké aswell. While divergng stylistically from thosefor serialnovelswhich seened
to favourthe elaborativefunction of thevisual accompanimentandcloseintegrationwith
textualreading the gift booksengravingsvereproducedasart piecesjooselyrelatingto the

text, but makingno significantcontributionto textualreading.A goodexamplefor this is the
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engravingusedfor Mary Shelleys contributionto TheKeepsakéor 1834,iThe Mortal
I mmo r Magley.natesthatthe designwasmade
by oneF. Bacon,whichwasbasedn a separate
painting,titled iB e r t df andnknownwoman
(AMary Shelleys ShortFictionandHerNo v e | s
116)(Figure9). It is alsonotedthat, theinventionof
thestoryreflectsShelleyés inspirationfrom the
portrait which meanghattheimageprecededhe
textin this case While thestoryis centredon a

masterfulliterary reflectiononthedangersof

recklessscienceandimmortality, unfortunately the

Figure 9: An lllustrationfor Mary

form in whichit wasprintedin TheKeepsakéails to Shelleys 'TheMoral Immortab by F.
Bacon.TheKeepsakel834.

expresghefull potentialof thiswork. Depictinga

minor scendrom the story of a chanceencountebetweerloversi Winzy andBerthain the
companyof Berthas elderly,rich guardian- theimageoffersvery little to elaborateon the
premiseof the story.Interestingly Markley notesthatthis depictionis very unusuafor The
Keepsakengravingswhich oftenonly featureda singlefemalefigure (fiMary Shelleys
ShortFictionandHer Novels 916),dressedn whatManningdefinesasatthe heightof
middle-classfashion(fiwordsworthandTheKeepsake 68). The classicakettingand
ambiguoussisual compositionof theimageherespeakof two competingnarrativesthe
centralconflict of thestoryin which Winzy is the protagonistasthedetailsaboutBe r t h a 6 s
upbringingwhich actsastheindirectimpetusfor the mainstoryto unfold. While keepingthe
themeof womancentredillustration,the useof this specificengravingresuls in anoticeable
lack of cohesioron the page Furthermoreasthis effectivelyfails to amplify the aesthetic

effectof thestory by conjoiningthesetwo narrativestheindependencef boththetextual
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andiconic narrativesshowsthatthevisualcontentwasjust assignificantfor thebookasthe
textualmatter.

Despitebringingtogetherarepresentativeéody of work from highly regardedauthors
andthinkersof theday, TheKeepsakeéemainedunderattackby critics. For Tennysonjt was
the pictorial contentwhich madethesefivapidb o o kinditdor readergRuthven, 2021).
Similarly, WordsworthandRobertSouthey poth of whomcontributedseveraworksto these
annualsseparatelymplied thatthe gift bookslackedthe critical edgethatadult material
shouldhavehad.lIt is possibleto explaintheseattitudes within the overalldynamicsof the
publishingindustry.For instanceManningsuggestshatit wasSoutheys disappointment
overthelack of salesof his own poetrycollection ( " dMsworthandThe Keepsake 48) and
Wordswortlis principaldifferenceswith the editors(Feldman 24) thatenflamedtheir critical
point of view of TheKeepsakeHowever,accordingto Harris the mainreasorbehindthe
disparagingeviewsof the gift bookswastheir predominantlyfemalereadership
(ABorrowing,AlteringandPerfectingthe Literary AnnualForm, ). Indeed discussiorof
TheKeepsakavasoftenfollowed by awider commentaryaboutthe dangerof the bookto
thereaderln JaneWildeé 1855reviewfor Dublin UniversityMagazine45, thefirst echoes
of acertainfis i ¢ k anelf®weravhelmingdesireto readandownandr e ¢ e ¢anbeheard
- aconditionthatwill befully diagnosedsdibliomaniadaterin thecentury(Wilde; gtd.in
Harris, (iBorrowing, Altering andPerfectingthe Literary Annual Formo 1). The echoof this
is evidentin the prefaceof TheKeepsakdor 1828aswell, whereit is distinctly notedthat
whatsetsTheKeepsakapartfrom otherliterary annualdgs theunionof i | i t neer ramitty o
A athelbeautyandelegancef a r whith generatesistrongfi p e r s uragenierajuldic
aboutthevalueandworth of theirii y o u nigsaevivip FurthermoreasMaysnotes the
critics wereworriedthat,readingtoo muchcouldalsofO r i e n thanhind,snetarn

womeninto fidesultoryr e a d(BTheDideaseof ReadingandVictorian Periodicals ©77).
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Indirectly, thesearethe early signsof a growing public concernaboutreadng
increasinglybecominganindividualizedactivity ratherthanasocially controlled
performancef leisure.TheKeepsakevasparticularlyimportantin this respectin termsof
thebookform, its mainachievementvasnormalizingtheregularbooksizefor gift books
insteadof continuingwith the smallersizepocketbookgMourad,i R e me m bof Things e
Past.Literary A n n u 8dif-Hisioricization ©07;Manning,iWordsworthandThe
Keepsake 45). PreviouslyconceivedasportableBibles,thesmaltsizebook alludedto a
femininesubjectin needof constantemindersof moraldogma.The normalizationof the
booksizefor TheKeepsakenarksaresistanceo genderedooks,albeita commercially
motivatedone.lt is alsoimportantto notethat,despiteits moud-breakingdesign,The
Keepsakavasnotinterestedn political advocacyAccordingly, it wasvery commonthatthe
radicalcontentit featuredfrom thinkerssuchasColeridgewould eitherbe watereddown or
juxtaposedwith piecesfrom politically conservéive writerssuchasSoutheyin thesame
edition (Manning,iWordsworthandTheKeepsakge 65).In otherwords,theambivalencef
its socialfunctionalityis anothereasorthatexacerbatethe critique mountedagainsthese
volumes.

Ultimately, looking atforty yearsof TheKeepsakgroduction,it becomeslearthat
TheKeesakdailed to achievethe creationof flanidealreaderfrom commonr e a Mayso
fiThe Diseaseof ReadingandVictorian Periodicals ©82).While theyoccupyanimportant
rolein thelegacyof gift books,asindividual bookstheyarerememberea@sprivate,aesthetic
objectsusedto locatetasteandprivatesensibilitieswithin the moralbondsof family and
society.Despitethis, the main achievemenof gift bookswastheintegrationof artand
literaturewithin oneobject.Furthermorethe creationof anewritual of artful readingneeds
to bementionedIt canbearguedthatattheroot of thesessuesstooda noticeabldack of

critical understandin@f the culturalpotentialof the bookandbookcover.This gapwas
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filled in thelastdecade®f thenineteentlcenturyby theleadingthinkersof the British Arts
andCraftsmovementwho aimedto liberatethecritical discourseof the crats from machine
led determinismThefollowing sectiondiscusseshe essentialdeasof this movemenandits

aesthetiagendahatemphasizedhe creaton of acompletebook.
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Chapter 3: The British Arts and Crafts Movement

Naylor explainsthe socioculturakeasoningehindthe British Arts andCrafts
movementsfacrisisof c 0 n s ¢ (TeeArtsanu Crafts Movement7). Amongmost
famousnameghathelpedto canonizethis movementasanactiveagentin culturaland
aestheti discoursedn thesecondalf of the centurywereJohnRuskin,William Morris, and
T.J.CobdenSanderamongmanyothers.The nameandmissionof the movemenivere
coinedin 1887by bookbinderanddesigner CobdenSandersonyho summedup its project
likethis:

Themovementpassingunderthe nameof AArts andC r a fatinstsof,

manydefinitions.lt maybe associateavith the movemenbf ideas,

characteristiof the closeof thelastcentury,andbe definedto bean

effort to bring [crafts] undertheinfluenceof artasthe suprememodein

which humanactivity of all kindsexpressesself atits highestandbest,

[ é Jorit maybeassociatedavith therevival, by afew artists,of hand

craftasopposedo machinecraft, andbedefinedto betheinsistenceon

theworth of man'shand,a uniquetool in dangerof beinglostin the

substitutionfor it of highly organizedandintricatemachineryor of

emotionalasdistinguishedrom merelyskilled andtechnicallabour.(The

Arts and Crafts Movement3)

Positimedagainsthe technicalanddehumanizegrocessof machineled industry,the

Arts andCraftspractitionersaimedto reviveall formsof craftsundertheumbrellaof Art.
CobdenSandersosawartsandcraftsasinseparableasboth broughtskilled work together
with emotionallabour(ibid.). While this type of framing positionsthe Arts andCrafts
Movementagainsthe IndustrialRevolution,in essencets premiseemergedisa natural

reactionto the exhibition movemenbf the 1840sthatculminatedn the GreatExhibit of
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1851.Accordingto the mainorganizerof this event,Henry Cole,massmechanization
representea perfectopportunityto modernizethe traditionaldesignandcraft work (King,
xi). However thecriticism from anotherorganizer archiectOwenJonesshowsthatthis was
notasharedyoalamongall membersindeed ,Naylor notesthatJoneswvasparticularly
dissatisfiedwith thelack of fiprincipleandu n i df theexhibitioncatalogueywhich
presentedhandcraftecatndmachinemadeobjectsmixedtogether Jonesarguedthatby
ignoringartistic cohesionthe overallimpactof the exhibitionwasrelegatedo promoting
finoveltywithoutb e a wt Alyeautywithouti nt e | |(gtdgireNaydoe TheArts and
CraftsMovementA Studyof Its Sourcesldealsand Influenceon DesignTheory 20). The
useof fib e a untthys&tatemenis importantasit signifiesthe nonrmaterialqualitiesof the
artisticactivity whichwerenow beingerodedby the mechanicaimpositionson artsand
crafts.

CobdenSandesonmentionsthatthe call to form the Arts andCraftssocietywas
takenwith the iNew Gallery Exhibito of 1888in London,which offereda vastcollectionof
samplegepresentingraditionalartsandcraftsprior to the IndustrialRevolution(TheArts
and Crafts Movement5). Inspiredby thefiold things,long sinced o n @winto new
relations,& uponahigherp | a themowementimedto revivethe artsbothmateriallyand
ideologicallyastheyhadhistorically existed,aswell asreclaimingtheintegrity of theartist
in relationto thearttheycreate:

And thatwork, which for theworld hadlostall associatiomwith
humaninitiative & solicitude,wasto be madeto resumehatintimate
relation,andtheworkmanhimselfto berecalledinto the assemblyof
thosewho areconsciouslystriving to theacknowledged@nd.The
workmencontributingto the creationof awork wereto be

thenceforwardchamedts author,andto havetheir namesnscribed
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uponthegreatroll of theworldé evervisible record.(TheArts and
Crafts Movement6)

It is importantto notethatthe approachakenby the Arts andCraftsgroupto advocate
for theunity of artsandcraftswasto organizea seriesof lecturesandtalks givenby
prominentmembersuchasWilliam Morris (RONT a p e ¥ Emeny\Walker(fOn
Letterpres®® r i n tdobdgnBandersomimself(fONB o o k b i rambihepgesiding
presidentatthetime, WalterCane(fiOnD e s i @ meArds and Crafts Movement8). The
critical materialgenerate@stheresultof theseacademiengagementsevealsthat, at least
initially, the Arts andCraftsmovementvasmoreinvestedn creatingatheoreticalcanonfor
bothfine artsandlesserarts(mainly, crafts),which they perceivedaspartsof awhole.

With a clearagendathe practitiones of this movementverefocusedto bring
attentionto thefittastelessnessf massproducedyjoodsandthelackof honestc r af t s mans hi p
in orderto emphasizéhe needandyearningfor craftsmanshi@ndartistry (Meggs,A History
of GraphicDesign,176).By positingtheindividual subjectatthe heartof artandcrafts,both
in termsof productionandconsumptionthe newmovementimedto shift thefocusfrom
objectcentredmorality to subjectiveexpressior{Naylor, TheArts and Crafts MovementA
Studyof Its Sources|dealsandInfluenceon DesignTheory 8). In otherwords theintention
with the Arts andCraftsmovemenivasto challengehe socialmoralcodeandcentrethe
craftsaroundtheideaof individualts spiritual and physicalwell-beingoverthe mass
conformity. For the Arts andCraftspractitionersthe domainof beautyandgoodnessvas
nature(Naylor, TheArts and Crafts MovementA Studyof Its Sources|dealsandInfluence
on DesignTheory 23). As LambertCharbonnienotes,a simpleprocessvasdevelopedy
Ruskin,whoseworksplayedaninstrumentalole in the Arts andCraftsmovementwhich
urgedtheindividual to usetheir eyesto transferthe beautyof natureinto artthroughtheir

hands(fiJohnRuskin,William Morris, andWalterPater ). Thebodily unity andcomplete
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physicalengagementith this procesof creationdefine Ruskirds criticism of industrial
machinerywhich he sawasa harmfulforcethatfracturedthe subject:
We havemuchstudiedandperfectedpf late,thegreatcivilized
inventionof thedivision of labour,only we give it afalsenamelt is
nottruly speakingthelabourthatis divided; butthe men:dividedinto
meresegment®f men- brokeninto smallfragmentsandcrumbsof
life; sothatall thelittle pieceof intelligencethatis left in amanis not
enoughto makea pin, or anail, butexhauststself in makingthe point
of apin, or theheadof anail. (fiThe Stonesf Venice dheCollected
Worksof JohnRuskin,196)

Therejectionof thetautologicalnormsof the designschoolg(mainly, the South
Kensingtoncircle in Britain whichwasknownfor its strongadherenceo rulesandformulas
(Young,i C o mmeArtd¢oiGeaphicD e s i 220)@verthecraftsandthefreeingof
imaginationwasRuskirgs solutionto redeemwork (Naylor, TheArts and Crafts Movement:
A Studyof Its Sources|dealsandInfluenceon DesignTheory 25-26). Theresultof machine
productionin theartsandcraftswasthe erosionof theartistandthe disappearancef the
maker,which enabledhe producergo imbuethe objectwith socialvaluestheyaspiredo
convey® Theworkercouldonly overcometheindustrythroughfhonestyof expression,
materialandw o r k ma nThigshopsnatonly Ruskirs dislike for Industrialsociety,but
alsohis aimto connectfartto theartistby firevealing[its] marnrmadeo r i @hidr).o

Time andtime again,Ruskinusesthe idealizedmodelof the churchto showthe

differencebetweerbuilding andarchitectureandemphasizethe unity betweerthe detailand

30 Removedrom the objectis not only creativeexcitementput alsothe pleasurédt should
impresson theviewer,which hasbeenreplacedy judgementR u s k ideadf gleasureandrepose
tiesthe senseglirectly to the experiencef pleasureasopposedo judgementwhich celebrateshe
masteryof themind overmatter( i Mo dPainters 26-27).
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baseasthe sourceof individual andspiritualvalue(TheArts and Crafts MovementA Study
of Its Sources]dealsandInfluenceon DesignTheory 27). Oneway to interpretthisis
throughthediscourseon ornamentationwhile Ruskinhighlightsthe formativeimpactof the
aesthetiornamentisanessentiapartof theart, healsopositionsit in relationto the object
itself, whereinthe materialform shape®rnamentsn accordwith internalunity. Morris, in
turn, reiteratedhis pointin anessayhighlightingtheimportanceof harmonybetween
materialandart:

Furthermorethoseof you especiallywho aredesigningfor goods try

to getthemostout of your material, butalwaysin sud away as

honourst most.Not only shouldit be obviouswhatyour materialis,

but somethingshouldbe donewith it whichis speciallynaturalto it,

somethinghatcouldnotbedonewith anyother.Thisis thevery

raisond 0 °of de@rativeart: to make stonelook like ironwork, or

woodlike silk, or potterylike stoneis thelastresourceof the

decrepitudeof art. ( i Aandthe Beautyof the Earth ®heCollected

Worksof William Morris, 169)
Theunity of craftwith itsfin a t umaterialdhere,repatsRuskints postulationof natureas
thesourceof morality andgoodnesstHowever,Morris takesthis argumenfurtherby
suggestingn his essayfiTheLesserA r tthatbhe accordancevith natureis the basisof the
aesthetiozalueof crafts:fiEverythingmadeby marts handhasa form, which mustbeeither
beautifulor ugly; beautifulif it is in accordwith Nature,andhelpsher;ugly if it is discordant
with Natureandthwartsh e (TlbeCollectedWorksof William Morris, 4). Thereforejn the
sameway thatnatureexcitedafeeling of the sublimein the Romanticsprovidingthe main
inspirationfor bothRuskinandMorris in their aesthetidheoriesthe nineteentkcenturyartist

wasresponsibldor awakeningheeyeof theviewerwith art.
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Thus,it is no surprisethatthe addresseef CobdenSandersods treatiseon the
movemenis theftheartistorc r a f t ($hekrta and CraftsMovement5). Upholdingthe
concepbf finaturalb e a wasoppdsedo the Industrialdoctrineof futilitarianb e a ythey 0
theay of the Arts andCraftsmovemenbffereda uniquelook at everydayobjectsandthe
artistsin relationto them.G.T. Robinsoids lecturefiTheNoteon F i ¢ t3icdnexdualizeshe
idealbondbetweerthe objectandits makerasfit e | lofieackpther,whereartis anodeto
theintellectandcraft anodeto skill (TheArts and CraftsMovement13). Thesuggestion
follows thatmassindustrializationcausedarift betweerthesetwo interconnectedaculties
whendemandor theskill of the craftsmarsuppressdthe creativity of theartist. While
directly tied to thedivision of labour,thereactionagainsthe divorcing of theskill from art
becamdhe maindriving force behindthe Arts andCraftsmovemento whichits
practitionerssoughta lastingresolution. Seeingthe pastasa worthy teacherMorrisbway to
resolvethis issuewasby readaphg medievalforms andteachingn Moderncrafts This
approactprovidesthetheoreticandaesthetidasisfor the British Arts andCraftsMovement
Thefollowing sectbnreviewstheextert of Mo r rthea@y@ndpracticein bookartsby
discussingcloselythe Chaucewolumecreatedoy his publishinghousel the Kelmscott

Press.

31 Oxford EnglishDictionarydefinesthetermfi f i c asfollowirg:di Mo u lintb éodm by
art; madeof earth,clay,etc.byap o t twhich.in&implertermsrefersto pottery andclay work.
CobdenSandersomotesthattheimportanceof R o b i n Iscture@n fictileswasinthel at t er & s
pioneeringattemptin bringing togethertheartof i d 0 md g tivithadhecraftof i f | waseishk e
createdrom [the] commonclayo. In the lecture,Robinsonusesthe unity of Aibeautywith u s asa
metaphorfor the unity artandthe artist,ashearguesfiThe craftsmarandthe artistshould,where
possible be united;or, atleast,shouldwork in common aswasthecasewhen,in eachcivilization,
the Potter'sArt flourishedmost,andwhenthe scientific basewasof lessaccounthanwasthe art
employeduponit.0 TheArts and CraftsMovement13-4).
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Chapter 4: A Casefor the Kelmscott Chaucer

TheKelmscottPressgstablishedn 1891, representeneof the mostimportant
turningpointsin Mo r rpiofes8ionatareerin regardto his critical contributionsto the
British Arts andCraftsMovement.Locatednextdoorto Mo r rKelrmsgottManorin West

Oxfordshire the KelmscottPresdss celebratedor

severalaluablevolumesproducedherein limited

chaptemwill discusst moreclosely,Morris envisioned
theKelmscottPressasabeacormf book artsandcrafts
in theageof massproductionandmassconsumption.
Indeed bringing togetherthe domesticandprofessional
aspectof Mo r rlife, shéKelmscottPressvasanode
to the pre-Industrialperiodwhenprinting wasstill a

cottageindustry. Furthermoreasanembodimentf

Mo r rsoecisléndartisticwork, the KelmscottPress

Figure 10: i APocketCathedrald T h

representetiis dedicatiorto traditionalandmedieval KelmscottC h a u oMarykara
University Libraries).Designedoy T.J

CobdenSandersonl896.

aestheticslt is fair to saythatall fifty -threebooks
producecherewerehighly architecturabnddistinctly ornamenteabjects.Indeed the
illustratorfor the KelmscottChaucer EdwardBurne- Jonesnotoriouscalledthis volumefia
cathedrabf ab o o(Karrington 6:16) (Figurel0). Petersorargueshatthereasorbehind
Mo r rfaurglidgof the KelmscottPressvashis desirefor a socialistutopia, which Morris
exploredatlengthin his laterworks.In otherwords,a privatepressvasM o r rrasistaiceo
the Victorian bookswhichhedeemedasiill d e s i gamda chdf e duetconrechanization
(Theldeal Book xx). In termsof designaestheticsthelegacyof the KelmscottPresss more

definitive, from its useof linen paper(insteadof acidicwood-pulp papemwhich hada
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propensityto loseits white colourwith time (ibid.)), to thetechnique®of productionand
ornamentationbooksproducedoy Morris arethe materialmanifestatiorof his Ideal book.
Definedin termsof their uniquelyfifteenth-centurytype, wide-pagemanuscripillustrations
andilluminations,andthe quality of the craftwork, KelmscottPresshooksrepresentelics of
anaesthetiatopiaof pre Renaissancglory of theartsandcrafts(Theldeal Book xxiv).
Publishedn 1896,the KelmscottChauceembodiesMorris @pproacho aesthetics,
conceptsandideasthatevokemedievalsentimerdg. Myron Groover for instancenotesthat
asapartof his projectto evokethe Medievalrevival, the Chaucewvolumewasgivena setof
claspsto keepthebookclosed? Similarly, theuseof a colophonatthe endof thebookto
identify the publishe?®, aswell asthereadjustmenof thelanguageof thetext to achievean
fianachronistip a s t ,i( ¢ M\dhele Schemeof theBook, ©4:13)showhis dedicationto
his goalto createa pre-Industrialbookin the Industrialageby aligningtheform of thebook
with its content A similar readingcanalsobe generatedboutthe bindingwork of the
KelmscottChaucerThebindingsweremadeof white pigskin,amaterialnotoriouslydifficult
totool ( fi TWhele Schemeof theBook, 40:40)butchoserasanhomageo the pre
Modernmanuscriptswhich would oftenbe boundin animathide materialsratherthanthe
tanleathertypical of the nineteenttcentury.Douglassuggestshatthe front designon the
coveris directly copiedfrom oneof Mo r rowndbadoksi the1478CoburgBible (Peter
Harrington,5:25). Similarly, amongthe maindecorativepatterns,;Thomsomotesthe useof
architecturalozengesandstylizedshape®f vine leaves grapesandotherfloral motifs asthe

centrepiec®f thecoverdesign(AestheticTracts, 31). It is significantto notethatMo r r i s 0

32 A practicewhich becameobsoletewith thetransitionfrom medievalvellumi printedbooks
to paperbooks.Grooverexplainsthatthe claspsof medievalbookswereusedto squeezéhe vellum
pagesnto shapeastheyhada propensityto dry whenleft exposedo air. Grooveralsonotesthatthis
detailis entirelydecorativeandaddedby Morris to emphasizéhei me d Fneevsabtlie Kelmscott
Chaucer.

33 Colophonsor title pagesheganto beinsertedat the beginningof booksin the eighteenth
century.The endplacementagain,wasintentionalby Morris to referencepre-Industrialprinting.
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adoptionof medievalistaesthetigrinciplescarrieda doublesignificancefor him.
Representinglementf the Gothicrevival andthe Romanticemphasisn nature the
KelmscottChaucercovercombinesn itsdf a perfectharmonyof materialandaesthetidorm.
Thomsonrexplainstheimpactof this approactby suggestinghatthe binding fiappeardoth
highly ornateandelegantlys i mp(ibid.). 0

While it is informativeto compilealist of Industrialdesignelenentssuchasthe
guality of paperandink, or thetypographicanddecorativebalance] would arguethatthese
points,whendiscussedndividually, distractrom M o r rgénsr@thesiswhichis centredon
the materialandaesthetianity of the book. Interestingly,whenconsideringhebookcover,
neitherRuskin,nor Morris clarified theirintentionsaboutthe binding. For instancewhile
Mo r rfascinétingessaytitled fiTheldealB o o (@ &3)providesvery clearallusionsto the
role of the coverin thegeneralstructureof thebook, his interestin this manifestais very
clearlyin therecreatiorof the Medievalbook by adjustingthe typographicandphysical
quality of thebooks.It isin Mo r rexas@lesof the unfortunatébut permanenassociatiorof
bad ornamentationvith thebook, or therestlessnessf smallbooksdemandingo be pressed
openwith ahandto bereadandto be pressedlownwith domesticobjectsto be closed(fiThe
IdealBook, @2),thatwe seehis vision for the coverasanintegralpar of abook.Whatis
alsonotablein arriving attheideal coverby this methodis thefactthat, ratherthanputting
thebookon amantlefor its displayvalue,M o r rdéssriptionattemptgo defineits formin
relationto humanbody;the handholdingthe book open,eyesfollowing thelines. For
Morris, the bookwasmeantto positionitself naturallyin relationto thebodyin orderto free
themind to enjoy the pleasuresndbeautyof reading(ibid.). So,in orderto allow thebookto
fulfil its capacity Morris believedthatthereneededo beadirect,harmoniousorrelation

betweerits aesthetidorm andits naturalfunction.
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Thebinding of the KelmscottChaucemwasajoint projectbetweerMorris andthe
Dovesbindery,whichwasownedby T.J. CobderSandersorDespiteits high valuetoday,
Petersomotesthat,for Morris, the coverof thegreatChaucemwasmeantto be a provisional
arrangemenantil thereadercouldgetit reboundaccordingto their own taste.Indeed,n
conversatiorwith CobdenSandersonMorris wascontroversiallynotedto mentionthathe
favourediroughandc h e himdibgs,evenanticipatingtheinventionof somesortof binding
machineryto endtheworriesof the publisher(gtd. in PetersonTheldeal Book,xxx). When
reviewedin light of his closeattentionto the minutedetailsandornament®of the Chaucer
volume,this commentmay soundcontradictory The unconventionahatureof this
suggestiomeeddo benotedasbooksmeantfor ther e a dbandingwould oftenbe offered
in plain boardsratherthanafull leathermaterialandornamentedlesign.IndeedMorri s 0
d i s moftheCGhaucembindingcanbecontextualizedvithin his aesthetighilosophywhich
hebelievedin bothasamedievalisandasanavid reader Despitethe bookis expressive
decorationsseverakexpertstAdamDouglassMyron Groover etc.) notethatthe pigskin
bindingwasultimatelyaft e mp o cowerfoy the KelmscottChaucerlts white colourwas
proneto damageanddiscolourationandthe sheersizeof thebookrenderedhebinding
materialtoo weakfor readingit without a bookstandHarrington).Ultimately, Morris
expectedhereadetto personalizeéhebindingwhentheypurchasedheir own copy of the
book (PetersonTheldeal Book,xxx). Theintertion hereis, onceagain,to normalizeand
evendramatizethe practicethatwasquite prevalenfor the pre-Industrialperiod,whenthe
readeés choiceof bindingwasappliedto createthefinal form of thebook. By putting his
bookandits fatein thehards of thereaderMorris was,in away, showingthatthe function
andeffectivenes®f thebook canonly berevealedwith it is beingusedby its readerrather

thansitting onaparlourtable.
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Despitetheirwide-spreadartisticacclaim,neitherM o r rboolsn@r his publishing
waswassafefrom negativecritiques,the mostwell-known of which wasofferedby
sociologistThorstenvVeblen.In TheTheoryof the LeisureClass VeblencalledMorri s 6
fihistoricalr e t sociapvopagandand,discussinghelimited accessibilityof the
KelmscottPressooks,heaccusedorris of attemptingclassicism:

TheKelmscottPresseducedhe matterto anabsurdity- asseenfrom
the point of view of bruteserviceabilityalone- by issuingbooksfor
modernuse,editedwith theobsoletespelling,printedin blackletters,
andboundin limp vellum fitted with thongs.As afurther
characteristideaturewhich fixes the economigplaceof artistic
bookmakingthereis thefact thatthesemoreelegantbooksare,at
their best printedin limited editions.(TheTheoryof the Leisure
Class,163)

This critique needgo befully contextualizedn orderto understanavhereVeblenwas
comingfrom. ThomsorexplainsthatVeblerfs scepticismof the Kelmscottcataloguevasa
complexmix of positiveandnegativecommentgatherthana completedismissalof Morris 6
projects(AestheticTracts 5). Indeed both menshareda commonsocialview which
highlightedthe functionality of artisticdesignandthe necessityfor improvementgo the
working conditionsof craftsmerandfactoryworkers(TheTheoryof the LeisureClass 5).
However,themainpointof contentionbetweerthemappeardso becentredon the utility of
machineproduction.For Veblen,industrially-producedbjectswith their precsely executed
designsandaesthetiainiformity werefrownedupondueto their associationsvith the
fic o mm panddot becausef theirlack of artistry (TheTheoryof the LeisureClass 160).
TheKelmscottbooks,accordingo Veblen,failed in bothof thes criteria. Firstly, despite

their original intention,theemphasigput on their archaicandunusuaimodeof production
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transformedheserarebooksinto statussymbolfor thosewho could afford them(TheTheory

of theLeisureClass 164).Secondly the uniquenes®f the Kelmscottbooksdid not always

lie in their perfectform, butratherthevisible signsof imperfection. As Thomsonexpounds,
theartisticvalueof the Kelmscottbookswasgeneratedolelyfrom theiriic r u dndfb n e pt 0
handicraftmanufactue which stoodout starklyin contrastto theindustrialuniformity of
otherbooksatthetime (Aestheticlracts 5). In otherwords,the Arts andCraftsbookswere
anexampleof whatVeblencallsconspicuousvastei a conceptusedto explainthe objectsof
luxury purchasedby theleisureclassesolelybecaus®f their socialvalue(TheTheoryof the
LeisureClass 112).

Whencontrastedvith positivereviewsof the KelmscottChaucerjt become®bvious
thatwhatfor Veblenwasthe mainshortcomingof thesebooks,specificallytheirimbalanced
socialsignificancewas,in fact, the artisticinspirationthatimpressedhe admirersof the Arts
andCraftscircle. Amongthereviewscollectedby Petersoncommentariefrom Morris 6
colleaguegparticularlystandout. F.S.Ellis 7 Mo r rcoll&dratorontypographyi
highlightedthe perfectharmonyof thetext, imageandornamentan effectwhich Morris
achievedoy planningthedoublespreadsasawholeratherthanseparatelyqtd. in Peterson,
TheKelmscottPress:A History of William Morris' TypographicalAdventure228).Burne-

J o n rewe@,ontheotherhand,singlesout the KelmscottChauceiasfithefinestbook ever
p r i nitapothtwhichwaslaterrepeatedxactlyin areviewin thejournalAthenaeum
(1896).Theuseof superlativesereis significantto note.While suggestinghe
individualisticnatureof Mo r rbookd@signthereviewalsoemphasizeM o r rintestiénin
creatinguniqueobjects.This pointwasconfirmedonceagainin the AmericanLiterary
Exhibition Catalogug1976),wherethe KelmscottChauceis referencedsfithe [second]
greatestkon, theotherbeingthe Gutenber@ i b ([s&]pqtd.in PetersonTheKelmscott

Press:A History of William Morris' TypographicalAdventure228). Then it is truethat,
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while thesebookswereindicativeof a consciougeactionagainsthe massmechanizatiorof
thebook.However,M o r rinsistedceandattentionto thetransformatiorof thebookfrom a
readymadeconsumeproductinto areaderorientedaestheticobjectthatwasconveyedoy
the simultaneousichnessandtemporalityof its binding allowedfor thebookto balancdts
broadreachandmassstatuswith visualsignificanceln this regard the establishingf the
bookasanaestheticallywaluabk form wasoneof Mo r rglieaeSachievements.

Thomsondefinesthe KelmscottChauceialsoasan fiaesthetic r a atdrnéwhich she
borrowsfrom SarahWhitman,who wasoneof the early practitionersof the Arts andCrafts
stylebindings.Combiningin itself both psychicalandartisticform, a bookis madeinto an
aesthetidractwhenit is madenotonly for readingbutalsofor displaypurposegThomson,
AestheticTracts 32). Theduality of its functionality needso beemphasizethere.
Dominatingits spacebothmateriallyandaestheticallythe KelmscottChauceidemandedis
readerdo positionthemselvesn relationto the book. Sitting wasnot anoptionto readthis
book, its sizedemandinga lecternon which to openit (Thomson AestheticTracts,31).
Despitethis, the KelmscottChaucemasnotjusta museunpieceto be setasideasa
decorationlts uniquetypographypossessethe powerto enticethereaderto studythe
elaboratedesignandprint moreclosely(William Orcutt;qtd.in Thomson Aesthet Tracts,
32). Theeffort exertedto keepthebindingtight dueto theweightof the bookwasrewarded
with thetactile pleasureof holdinga bookmadeof beautifullyrenderednaterialsuniquefor
its day. Thisis oneof thedefinitive instancesvherethe bookandits aesthetidorm bothtake
activepartin thereadingof thebook.

Mo r rradisatexperimentationvith the Chaucenolumebothin termsof its aesthetic
andsocialvaluebecamea big driving force behindthe critical discourseon thebook coverin
thelate nineteentttentury.ldeasaboutbeauty functionalityandreadingin generabegarnto

bechallengedy moreradicalapproacheto the aesthetigphilosophywhich resistedhe
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moralfoundationghatRuskinandMorris establishedor the nineteentkhcenturyavantgarde.
CobdenSandersosummarizedhesetrendslike this:
But arttodayhasno eyes,no devotion& sofor artthereis nogreat
object,andfor thegreatobjectno art. Nor doesthe greatartist,asdoes
thegreatopportunity,sojournin our midst. Suchart andartistsas
thereare,arethereany? [sic] arebutengagedn the conscious
cultivationof artfor artds sake,or of beautyfor beautys sake pending
thegreattransformatiorwhich, meanwhilejs no affair of theirs.(The
Arts and Crafts Movement28)

The Decadenmovementasit is recordedoarticularlyin theworks of OscarWwilde,
continuedthe developmenof the aesthetiadiscourseof the book, this time notthroughits
perfectharmonyor moralidealism butthroughthe dangersf aesthetikeautyanddeception
of materialform. CobdenS a n d e canmentmutthelack of opportunitiedor great
artistsis importantwhenconsideringhe erosionof individual patronagédor the binderies,
which heassociatewvith changingviews aboutartandbeauty Emphasizinghe charmof the
artificial andculturalovertheinnerbeautyof nature the Decadenphilosophyemployed
privatereflectionasa methodof artanalysis Books,beingwidely availableandaesthetically
diverse Jentthemselveasilyto this purpose Amongotherformsof readingghatappeared,
the positionof an Aesthetereaderis animportantoneasit alsooffereda culturalcritique of
everydaplife in thelate Victorian period Viewing booksbothasobjectsof exquisitebeauty
andimmensedangerOscarWilde in his writings aboutthe book coveroffers aninteresting
foil to the Arts andCraftsidealizationof thebook. Thenextchaptemwill follow thisleadand

discusghe peculiarrole of booksin OscarWilde 1890novel ThePicture of Dorian Gray.
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Chapter 5: The Readerly Cover in The Picture of Dorian Gray

While thefirst half of the nineteenttcenturysawthe co-optionof theindustrialbook
in serviceof collectivemorality, by the endof the century,thebookitself hadbecomea
symbolof aestheticsindividuality, learnednessnd taste.The main causefor this shift was
thelastingimpactof the Arts andCraftsMovementn GreatBritain, which soughtto unite
aestheti@andmaterialconditionsthrougha moralizingdoctrineof goodtaste Thus,it is not
surprisingthatin the cultural discourseof the late nineteentlcentury,thebookis envisioned
asadifficult objectto understanéndtrust.

Ontheonehand,the materialistapproactof the Arts andCraftsmovemenicompelled
readerdo think aboutthe bookandits utility in its historicalcontextandseekthe aesthetics
of theideal bookin previouscenturiesandpasttraditions.As aresult,the bookwasnot
perceivedassolelya staticreadingtool, but alsoasa mediumof styleandself-expression
burdenedwvith theaesthetidoctrinesof the pastandpresentThe mainreasorbehindthe
rigid rulesgoverningbooksandbook coverswasthe expansiorof massreadingbeyondthe
sphereof thearistocraticclass.Accordingto Feathera communityof everydayreaderghat
first beganto emergan the eighteenttcenturyhadeffectively definedBritain asa fiprint-
dependens o c i fa@lawyn@ thelndustrialRevolution(A History of British Publishing 85).
This madethe bookanimportantobjectfor competingdeologiesattemptingto lay claimto

its form andcontent.While Utilitarian®* discourseemphasizedheimportanceof the book

34 Accordingto EncyclopediaBritannica,the Utilitarianismwasdevelopedn the works of
thinkerslike JeremyBenthamandJohnStuartMill asareactionarynovemento egoism.Overall,the
wide socialreachof the Utilitarian philosophypositedtheimportanceof i h a p pandpd s£sa four e 0
thewide societyoverfi u n h a pgndprad Ir@centralideahereis to ensurehe satisfactiorfor
themasesoverani n d i v intdrastsln thissenseparticularly,in artsandliterature the
Utilitarianism canbe seemasa reactionagainstheindividualistictendencie®f the Romantic
movemenivhich precededt andthe AestheticandDecadenmovementhatwill follow thereafter
More importantly,the Utilitarianismalsoreliedheavilyontheconcepiof i i nsicg o adne s s 0
(Driver,i T Historyof Ut i | i t g whiclabedamermiaindiscussiorpointfor the Aestheticand
DecadentnovementsWhile the Utilitarian thinkersaimedto categorizeboth everydaymaterial
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throughits materialservility to theuser,the Arts andCraftsmovementaswell asthe
Aestheticmovemenbf the nineteentttentury,alsoattemptedo improvethereadeés agency
overthebookthroughaestheticodesandsymbols.More specifically,the Decadent
movementhallengedheimposedmorality overart andcraftsby aimingto shift the standing
of thesubjectin relationto the objectsthatfloodedthe privateandpublic sphers. However,
it canbearguedthatthediscussion®f this topic hadbegunwell beforethe Aestheticist
movement®f thelate nineteentlcenturytook hold. The positionof thebookandbook cover
bothasmaterialobjectsandculturalsymbolsallowedfor this discourseo takeplacein a
variety of platforms;literatureandthevisual artsbeingoneof thesefields. The mostfamous
andlastingexampleof this concernghe origins of the phrasejudgingthebookbyitsc o v,e r 0
which s oftenassociateavith GeorgeEliotés 1860novel, TheMill onthe Floss.Despiteits
metaphoricconnotationgn contemporaryisagejn its nativecontext,Eliot usesthis phrase
notto dismissthe cover,butinsteadto addresshe complexrelationshipbetweerthebook
coverandthereader.Thediscussions framedin the novelascautionarywordsshaedby
Mr. Tulliver in aconversatiomwith his daughtemboutthedifficulty of reconcilingform with
content:

| thoughttheyad beall goodbooks.. theydve all gotthe samecovers,

andl thoughttheywereall o Gdnesampleasyou maysay.But it

seemo©nemustri judgeby th Gutside.Thisis apuzzlindvorld.

(Eliot, TheMill ontheFloss 62)

This statemenembodieghe socialrealitiesof the secondhalf of thenineteenth

century,atimein which objectsandtheir meaningsvereoftencontestedn intense,critical

objectsandabstracideaslike goodnes®r beauty basedn theirinnatecapacityfor goodnessfor the
followersof the latermovementsbeautyshouldnot be seerasanagentof goodness a meandor
achievingthe satisfactiorfor the masseshut anendin itself for anindividual purposeWi | dwer&ss
continuethis line of thinking.
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debatesAs thenovelimplies,badbooksdo not alwaysappeatto be coveredn fbadc o v er s 0
thesameway goodcoverdoesnot meana goodbook The moralcomplexityof this
suggestiorsignalsthat, morethantheir predecessorshecitizensof the nineteenttcentury
weremorewary aboutthe disunity betweerthe aesthetis andmaterialasit pertainedo
discoursesroundreadingandbook collecting.Wi | diteratisnof this conflictis
particularlynotablebecauséenot only exploredthe extert of this separatiorbut also
managedo forge his own aesthetidanguagdo achievethis.

In tandemwith this, the discussiorof therole of the readerin bookdiscoursas also
interestingwhenreviewedin the contextof thebook cover.It is no coincidencehatthe
readeés adoptingof thecoverasanexpressivanediumhappenedtthe sameasthe book
coverwasexperiencinghe mostartistically viorantperiodin its history. The emergencef
thelate-centurybibliophile assomeoneavho appreciatd the externalbeautyof the book,
specificallyits cover,showsthatthe aesthetidorm of the coverremaineda critical topic
amongthe proponentaindopponent®f thebook. A fictionalizedaccounf this discoursas
embodiedn OscarWilde& ThePicture of Dorian Gray, publishedn 1890.While reception
of thenovelwasnotuniform, ultimatelyit allowedWilde to explorethedoctrineof flife
imitatesa r which heintroducedn therevisedprefaceof thenovel.In this context,The
Picture of Dorian Gray actsasa propheticcautionarytalefor a cultureobsessewvith
beautifulbooks.By exploringof the powersof thebook cover,Wilde showsthe impactsof
theaesthetiobjecton the subjectivityof thereaderby chroniclingthelife of its protagonist,
DorianGray,within theframeworkof his passion@andobsessionsiith objects.| intendto
explorehow Wilde usesthe characterizatioof Dorianto commenton the character®f
bibliophilesandbibliomaniacsvho bothfoundandlostthemselvesn their bodks. This
chaptewill explorehow thebook,throughits cover,canprovidesolacefor andprovokeits

readeratthesametime.
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ThePictureof Dorian Gray is anovelsetagainsthe backdropof the contemporary
life of late Victorian England.The contempéative natureof its narrative which closely
follows Dorian Grayés life, allowsfor aninterestingcharactestudyof a nineteentkcentury
Aestheteln sharpcontrasto Dorian Grayés increasinglyselfishandimmoralactionsandthe
crisishefinds himselfin astheevidenceof his alternatdife beginsto manifestitself in his
portrait,long passagededicatedo Dorian GrayGs impression®f peoplehe encounterand
objectshe obsessesvergive the storya strongresonancéor its audiencdascinatedvith
materialculture.However,Doriandoesnot simply embracematerialistdoctrine.His
transgressionsf therigid normsof materialculturein this regardalsoconstituteanessential
partof thereaderlyresponséo him.

RobertMighall analyzesThePicture of Dorian Gray essentiallyasa story of Gothic
doubles Similarto Stevensoés 1886novelDr JekyllandMr. Hyde Wilde& novelcontrasts
Dorian GrayGs public persongsignified by his beautyandyouth)thatis talkedaboutat
partieswith the private,asocial secretife helivesin thishomeamonghis belovedobjects.
Booksplay animportantrole in exploringDorian Grayé doublelife. AmongDorian Grayés
manydifferentinterestsandhobbies Wilde highlightshis proclivity for readingand
collectingbooks.AmongmanyothertastedefiningepisodesyVilde describesn detailhis
enquiringaftera certainfivellum-coveredb o o (Rh&Pictureof Dorian Gray, 106).
FurthermorePorianis alwaysawareof thebookshelfin the dark attic wherehe spendshis
nightsin the companyof theenchantegbortrait(118). Centralto theplot, theinfamous
yellow bookDorianreceivesdrom Lord Henry,which fundamentallychangeghe courseof
hislife (120)is presentecstheculminationof D o r i @harakteasanAesthetereader
Both asareaderanda collectorof expensiverolumes,Dorian Gray projectsa complexmix
of affectionandobsessiotowardsthebooksheprocures! arguethatthis duality is another

layerof doublelife Wilde exploreswith Dorian Grayds characterin fact, GrayGs claimto
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beinga nineteenthcenturyAestheté® is solidified throughhis episode®f externalized
bibliomaniaandinternalizedbibliophilia.

Chapterll of the1891edtion is oneof thelongestentriesin thebook.Narratedasa
streamingmonologuethis sectionmarksa mid-point breakin the actionto conveyDorian
GrayGs deliberatepursuitof variousAestheticexperiencesMore specifically, Wildeés
characterizatiomerereliesheavilyon Dorian Grayds responseo variousimmersive
experiencedhis evergrowing collectionof rareobjects,culminatingwith an Aesthetic
critique of everydaylife. Here,Wilde combineshistoricalreflectionwith momentsof
personalnsight on numerougnaterialobjectsto characterizéorian Grayds willingnessto
rejectandtransgresshe socialnormsof his day. It is no coincidencehatthe narrativealmost
exclusivelyfocusesontherole of thebookbothasa privateandculturalobjectin relationto
DorianGrayés actionsandhabits.Indeed,Wilde leadshis readersnto this introspective
episodean Dorian Grayss life by introducingthe yellowbookatthe endof the previous
chapter.

Despitebeinga centralmotif in thenovel,theyellow bookarrivesandstaysin Dorian
Grayts library in completeanonymity,remainingunnamedn the novelwith the only textual
descriptioncentredonits cover:

Onreachinghelibrary hefoundthatit wasjust afterfive o&lock,and

thattheteahadbeenalreadybroughtup. On alittle tableof dark

% fAesthet@ is definedessentiallyasa i @ersonwho understandandenjoysb e aut y o
(CambridgeEnglishDictionary). While thearchetypeof the Aesthetes seenasthe by-productof the
capitalismof the late nineteentttentury theideaof Aesthetesuggestsa separatiomndfi d et ac hment 0o
from thedominantideology.Indeed,it is suggestedhatthelifestyle of an Aesthetewhich often
cause a fascinatiomanddiscourseamongthe public with its eccentricity actsasa form of resistance
by itself. Theresistance&entredon theideasof beautyandaestheticeanbe seerasa directchallenge
againsthe moraldogmaof the Utilitarian ideologythatsawbeautyasa meando a greaterend
Wi | d1888monouncemerthatbeautyandgoodnesareinherentlyconjoinedideasnotonly
conveyshesignificanceof the aesthetidform onceagainbut alsopositsthatbeautyandaesthetiare
whatall artistsinterestedn makingfi s o me @ & ¢ i g lAntroductionto the Aesthetic
MovementV&A Museum)
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perfumedwoodthickly incrustedwith nacreapresenfrom Lady
Radley,his guardiaris wife, a pretty professionainvalid, who had
spentthe precedingwinterin Cairo,waslying anotefrom Lord
Henry,andbesde it wasabookboundin yellow paperthecover
slightly torn andthe edgessoiled.(ThePicture of Dorian Gray, 119)

In anattemptto identify theyellow book,which carriesa major plot significance,
Wilde scholarshavegenerated long, comprehensivést of critical worksandrealtlife
referencegoundin ThePicture of Dorian Gray. For example,Thomsonargueghatthe
yellow bookin thenovelis basedn JorisKarl HuysmansA Rebourswhich Wilde readin
1884 while on his honeymoor(AestheticTracts, 83). However,in aletterto RalphPayne
dated1894,Wilde rejectedthis suggestiorassertinghatfithe book thatpoisonedpr made
perfect,Dorian Graydoesnot exist;it is afancyof mineme r e($eledied ettersof Oscar
Wilde 116).As therealidentity of this bookis unknown,it becomegprudentto studyits
culturalandaestheticues.Thecolourof its binding s thefirst leadgivento thereader

Theyellow books,or pennydreadfulsastheywerealsocalled(Cachin,
Al ndust r 808)hadetmospeacdvieybecomehesymbolof cheaplymadeliterature
of thenineteentttentury.Accordingto Weintraub however the eroticandsubversive
connottionsof theyellowbacksin the British Islesdateto the public scandathataroseasa
resultof WildeGs involvementin the grossindecencytrial atwhich hewascondemnedo
prison(fiThe Yellow Book: A Reappraisal ©37).In fact, it is fair to conclude thattheonly
realisticreatlife allusionto ayellow bookwould beto AubreyBeardsleys Aestheticcult
classicmagazinelheYellowBook which specialisedn worksrepresentinghe Aestheticand
DecadenphilosophiesWeintraubreportsthatthe incident behindtheassociatiorof The
Yellowbookandyellow coversin generatiorwastheresultof a curiouscoincidenceWilde

beingsightedon thedayof his arrestwith a copyof TheYellowBookcreatedhe mythin
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Britain aboutthe eroticconnotation®f the colouryellow with the book (fiThe Yellow Book:

A Reappraisal ©45).In this senseit is importantto keepin mindthatWi | dusedf ¢he

yellow bookasa directallusionto the foreignnessashewasborrowingthe allusionsand

referenceso the movenentsthatdominatedn the continentatthetime. However whatis

mostnotableaboutthe motif of theyellow bookis thatWilde notonly usedit to signify the

i ot h e of higckasacterdike Dorian GrayandLord Henry,buthealsomanagedo create

anewaesthetisymbolwithin theliterary narrativethatconveyedhereaderlygaze

Readersnaynotethatthe appearancef theyellow bookin this novelrepresenta

personaturningpointfor DorianGray.Wi | ddesoriptionof this episodds intentiondly

evocative:

His eyefell ontheyellow bookthatLord Henry hadsenthim. What
wasit, hewonderedHe wenttowardsthelittle peartcoloured
octagonabtand thathadalwayslookedto him like thework of some
strangeEgyptianbeesthatwroughtin silver, andtakingup the
volume,flung himselfinto anarmchairandbeganto turn overthe
leaves After afew minuteshebecamebsorbedlt wasthe strangest
bookthathehadeverread.lt seemedo him thatin exquisiteraiment,
andto thedelicatesoundof flutes,the sinsof theworld werepassing
in dumbshowbeforehim. Thingsthathehaddimly dreamedf were
suddenlymaderealto him. Thingsof which hehadneverdreamed

weregraduallyrevealed(ThePictureof Dorian Gray, 120)

Fromhis slouchingpostureto the bookis unbreakablenchantmenthatalmostresults

in him forgettingabouthis socialengagemen(tl21),thedeep,immersivereadingdescribed

hereis often characterizedy the scholarsof nineteentrcenturyreadingcultureas

bibliomania.For instance eahPricedefinesbibliomaniaasa collectivetermgivenfor
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socialandmedicalailmentsassociatedavith extensivebookreadingthatmanifestedtself in
idlenessrejectionof sociallife, bookhoardinganddeterioratingeyesight(Howto do Things
with Booksin Victorian Britain, 3). Despitebeingcentredon physicalailmentsof the body
(Raflabby stomachandeyeandbraind i s o r(ldttau, Theoriesof Reading5), bibliomania
wasseenequallyasa sicknesof themind. Ravennotesthatthe sedentaryactivity of book
readingwasalsoexplainedasiiiteraryo p i uomsédatehereader(fiFromPromotionto
ProscriptionArrangementsor ReadingandEighteenthCenturyLibraries ©65).At this
earlystagethediagnoss of theobsessiveeadercollectoris oftenfollowed by the patients
disengagemeritom sociallife andpersistentack of interestin society.Furthermorein
displacingtheindividual from society,bibliomaniais alsocharacterizedsthereadeés
growing interestin thevisualsignificationof his library. Wilde describe®orian Grayds
library asa flargeoctagonathambeion the groundfloor that,in his newbornfeelingfor
luxury, he hadjustdecoratedor h i ms (87). At anothermpoint, whenDorian is havinghis
breakfasin his library, Wilde usesthis asanopportunityto expoundonD o r i ldorarg s
noting fia smallroundtablecloseto theopenw i n d,@sweéll asafluxuriously-cushioned
c o u ¢9R)dhelibrary, which alsoservesasa socialplacewhereDorian meetswith his
visitors (41), resembleshe Victorian parlourbothin functionanddecorationHowever,as
Logannotes thedifferencebetweerthelibrary andparlourwasnot just theasocialnatureof
theformer, butalsothefemaledominateddisplay-orientedaesthetic®f the latter (The
Victorian Parlour, 31).1t canbearguedthatWilde& play with usingfemininecoded
semioticsto redefinea masculinespaces anintentionalpartof charactetbuilding strategy
for Dorian.Gray.

Indeed, WildeGs adoptionof thelibrary asavisualspaces notwithout precedent.
Ravensuggestseveraldomestigportraitsof librariesin which fialarge,free-standing

bookcasdadenwith beautifullyboundvolumesfeaturescentrestage(fiFromPromotionto
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Proscription:Arrangementgor ReadingandEighteenthCenturyLibraries ©88).Dorian
Grayts library seemgo be decoratedrery similarly to manyeighteentkcenturyEnglish
librariesof aristocratigpatrons which includeddevicesto be usedfor reading,suchas
ornamentabook stallsandlamps;a hearthwherewoodfire would providelight andwarmth;
aswell asanelaboratalisplayof spiritsthatultimatelyidentifiesthis placeasa safespace
whereonecouldfipauseandd i s cigoa@ompany(Raven fiFromPromotionto
Proscription ©98199).This mix of the privateandpublic spacewherethe bookis anactive
participantin socialinteractionsjs oneof the mainindicatorsof how eighteenthand
nineteenttcenturysocietieghoughtof thebook asa part of their socialandprivatelives.
However,it shouldalsobe notedthat,within the contextof thefin desiécle it is clearthat
bibliomania,or thefeverof the century,wasoftenperceivedasvisceral hyperfixated
reading(fithe novelreadingdise a s(ReterdeBolla; gtd.in Littau, Theoriesof Readingb)).
Particularly,Frenchnovelswereconsideredo bedeeplyimmersiveandiid e b a u dnhtthisn g 0
regard.Theimportanceof theseelementscanbenotedin theglimpsesof Dorian GrayGs inner
reflectionsaswell:

Thelife of thesensesvasdescribedn the termsof mystical

philosophy.Onehardlyknewattimeswhetheronewasreadingthe

spiritual ecstasie®f somemediaevakaintor the morbid confessions

of amodernsinner.Ilt wasa poisonousook. Theheavyodourof

incenseseemedo cling aboutits pagesandto troublethebrain.The

merecadencef the sentenceghe subtlemonotonyof their music,so

full asit wasof complexrefrainsandmovementslaboratelyrepeated,

producedn themind of thelad, ashe passedrom chapterto chapter,

aform of reverie,amaladyof dreamingthatmadehim unconscious
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of thefalling day andcreepingshadows(ThePicture of Dorian Gray,
121)

Thevisionsdescribecherearealsoincludedin thelist of whatcouldbe seenas
symptomsof bibliomania.Oneinterestingparalleldrawnby nineteenthcenturysocialcritics
wasbetweerthe deepstuporandlossof controlinducedby readingandthefastmovingtrain
which turnstheview of thecountrysidanto ablur. Becausef this, the mechanicallyinclined
readersimilar to thetrain-riders,failed atregisteringtheir surroundingsandcould only
passivelyobservehenatumal sceneryMays, fiThe Diseaseof ReadingandVictorian
Periodicals ©71).Thecriticism hereseemdo stemfrom theideathatnovelreadingwas
detrimentalko critical thinking by demoralizingthe readerandfragmentinghis body (fast
moving of the eyeoverthetextjuxtaposedvith alethargic,unmovingbody),a condition
which wasmoreoftenassociateavith womenthanmen.Indeed May notesseveral
denotativausesof the adjectivessuchasfisensualsimplistic,u n b a | anmretagodt@both
fidesultoryfemaler e a damdfi@riéntalizedmaler e a d(BThe®ideaseof Readingand
VictorianPeriodicals ©74-177).Thehistoric contextfor readingandbooksis importantto
note.In oppositionto thesedepictionsof theficommonr e a ghmete@nttcenturysocial
attitudesfavouredfidealr e a dwho seléctivelyengagedvith bookswith a clearintention
to cultivateones mind 3¢ (181). This modeis clearlyreversedn thenovel.lt canevenbe
arguedthatthefocushereis notthebook, butthedangersof excessiveeading.

It is no surprisethat,despiteotheraesthetigursuits,it is Dorian Grayds personal,

activeengagemenwith his booksbreaksthis patternandrevealshim asan Aestheten search

36 Dorianis acomplexreaderOnthe onehand,Wilde useshis masculineselectivityandfeminine
codedpassiorfor novelreadingto contextualizehis homoerotidnclinationsandliminal positionasan
aristocratanda social.outcastHis cold disinteresin hisold, i d & @ r scldoolbooksandother
ornamentabookshe obtainslateris notanalogouso the deeppassiorhe exhbits for the yellow book
which becomedis guideto leadanaestheticallydefinedlife. However,Wilde did notrushto definethis
form of readingasfi e d u ¢ a, horDomaadn® i dreead doeurehim of thesymptomf early
bibliomania.
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of sensationsWi | drefedeacepointfor thisis Walter Paterwhoseworks canbeheardas
anechoin Dorian Gray. More specifically,Patets controversiapropositiondor an
aestheticallyfulfilled life in therescindedctonclusionof his book Renaissancdescribes
D o r i selectivefascinationwith books

At first sight,experienceseemso bury usunderaflood of external

objects pressinguponuswith asharpandimportunatereality, calling

usoutof ourselvesn athousandormsof action.But whenreflection

beginsto actuponthoseobjectstheyaredissipatedunderits

influence,the cohesivedforce seemsuspendetike atrick of magic;

eachobjectis loosenednto agroupof impressios i colour,odour,

texturei in themind of the observer.(TheSelectedNritings of

Walter Pater, 59)
Depictinghis Aestheteseekingexperienceatherthanoutcome Wilde, here,offers his
versionof thefiartfor artts s a kthedry.However,it canbeobservedthat, it his
characterizationDorian Grayds love of booksis not posedasanaccomplishablgoalbuta
constanpursuit. Wilde alsoenvisionsDorian, like manyotheraristocratiomenwho came
beforehim, asa proudmemberof the societyof bibliophiles

Accordingto Thomsonpneof thesocialoutcomesf the materialproliferationthat

definesthe nineteentlcenturywasthe developmenobf consumetastefor rareobjects
(AestheticTracts 6-7). Indeed theuseof fr a rordid e | Lasaelgscriptorseemsto resonate
with thelanguageof the GreatExhibition, andits useof fib e a uasthe main motive of
moralconsumptior(Georgesi®Avenel; qtd. in Thomson AestheticTracts,7). In this case,
despitebeinganamateumpursuitof the middle andupper classmen,bibliophilia wasa
strictly regulatedactivity in trendsettingDelineationof bibliophilia from sociallyfrowned

uponbibliomaniawasexacerbatetly theemergencef specialisedook clubs,suchasthe
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Grolier Club (1884) In their statenentof intent,the membersf the Grolier Club hadaclear
assertiorabouthow theirinterestin bookswasdifferentfrom the baseobsessiorspousedby
thebibliomaniaof theage

Theyaretruebooklovers andnot merebookhoarderstheyare

bibliophiles, not bibliomaniacstheylove abookfor its intrinsic

beauty nhotfor its accidentararity. (BranderMatthews;qgtd. in

Thomson Aestheticlracts,7)

Indeedthegenerabicturedrawnherestandsn starkcontraswith Michael Sadleits
descriptionof a mid-centurybibliomaniaci afrustratedaristocrassurroundedy books(The
Evolutionof PublishersdBinding Styles1773-190Q 79). Oneperceivedlistinctionbetween
thesetwo conceptavastheinvoluntary,backward passive andfeminizing natureof
bibliomaniaasopposedo the calculatedjntentional,progressiveactive,andmasculine
practiceof abibliophilic book enthusiastin ThePictureof Dorian Gray, Wilde observeghis
differentiationaswell. Indeed asthenarrativeprogresseshecomplexityof D o r i taste$® s
is fully exploredasWilde notesD o r i teansiliafrom anobserveiof dominanttrendsfrom
thesafetyof his parlourandprivatelibrary, to him seekingto learntheskills of anintentional
collectorwho loveshis objectssomuchthathefeelsthefi n a tinstmedf terrorabout[his]
p a s s (185)the@mnewhoappreciatesi my s t with itssnaryellouspowerof making
commonthingsstrangé overadheringto aesthetimorms(128). At thezenithof his pursuit
of beautyandart, Wilde tellsusthatD o r i feenzgts pursuetheartof tapestryand
e mb r o i(182slowlpturnsinto his huntingdowncertainbooksboundin i t a \watinor
blues i lhitldei s o uaghctc u my133) Daeiand dedicaion to conquerandcollect
fi t hteeasare$..] in hislovelyh o u §l84dcanbeseemasacall-backtoD o r i eanied s
movef tpor o c hisbbaoksfrom Parisbooksellerg123).The parallelbetweertwo acts

showsthatDorianasa citizen of the ninete@th centurywasno longerinterestedn blindly
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following thevogueof the ageandbe influencedby the conventionshbuthewason the path
of becomingsomeonevho ratherfoughtpassionatelyo createa deeplypersonalizegpace
reflectinghis Aesthetidastes.It canbe suggestedhatthis type of characterizatioservesa
very particularfunctionin the novel WildeGs replacementf the sociallyuneasyelementsof
obviousbibliomaniathatwould signalpassiveconsumptiorwith D o r i kabhiophslic
inclinationsandintentionalpursuitto collecthis booksfrom far andwide - outsideof
nationalboundariesandsocialcodes presenta complicatedmageof a bibliophile which,
ultimately, servego shelterDorian Grays positionin society.Furthermoe, Matthewso
criticism of fiaccidental a r is dlspsignificant. Theimplied preferencdor anotherform of
fr a r whiclywiould beintentionalandnot coincidentakenableghebibliophile to locate
their passiorfor booksneatlyin the contemporaryiscourse Wilde exploresaestheticarity
herethroughDorian Grayés uniquetastefor vibrant colouredlieatherbindings,which are
madeaestheticallyareasWilde establishesheir associatiorwith Dorian Grayé mood.In
otherwords,ratherthanbeingaccidentallysalaciousi thusculturally problemati¢ Dorian
Gray6s choicein leatherbindingsshowanimportantdegreeof intentionalityand
individualism.

In thenovel, Wilde alsoexpoundn fin-de-siécleennuiin relationto onegs
possessiondespitebeing a sourceof pleasureandexperimentthe book, by its influence
overhim, alsoexhaust®orianto the point of causinghim to accededo lethargy.Ratherthan
servingto exalthis happinessthe bookfor Dorianperformsa clinical function. As Wilde
movesto dubthisbookasiip 0 i s o, it legirstoinducein its readerfia maladyof
d r e a n{ThaRictureof Dorian Gray, 121)which eventuallyturnshis desireto
forgetfulnesg134). The novels rejectionof moralbeautyinevitably createsa duality in the
narrativewhich s rectified by Dorian Grayts growinginterestin thebook asa collectionof

parts.Thisis evidentnotonly in thefragmentedvay in which hereactsto the pagesor
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sentencatructureof thebook,asnotedabove but alsoin thewaysthatherefersto the book
in his laterreveries.Thereis aninterestingpatternof referenceso Dorian Grayts infamous
book, rangingfrom fipoisonous o o*kaiiwonderfuln o v @38p°. Theseparatiorof
signifiersbetweertb o odndfin o v enabledDorianto adjusthisimpressiondetweerthe
form andcontent In turn, the adjectiveshe usesto referto theformerpositsthefi b 0 ak 0
moredangeroushanthef n o vtleukn@oreintriguingto him. However,anotablefacthere
is thatthe attractionfor Dorian Gray comesfrom the juxtapositionof bothelementsn one
book.Thepublishedreviewsof WildeGs novelatthetime seemto havepickedup onthis
themetoo. Thereviewof Dorian Gray in Daily Chronicler, in particular,usesevocative
languagdo crede anassociatiorbetweerthe book andthe avantgardeculturalmoresof the
time:

Dullnessanddirt arethe chieffearsof Lippincotts this month.The

elementn it thatis unclearthoughundeniablyamusings furnished

by Mr. OscatWildeGs t o rltys &talespawnedrom theleprous

literatureof the FrenchDecadents A poisonousook,theatmosphere

of whichis heavywith themephiticdoorsof moralandspiritual

putrefaction(ThePictureof Dorian Gray, 217)

It canbe arguedthatthereferencen his novelto the FrenchDecadentss very much
intendedby Wilde. SeverakimesthroughouthebookWilde employsbook coversto
commenton alargerculturaldiscoursearoundinternationalismStandingn starkcontrast
with the mid-centuryexpressiorof nationalismthroughmoralconsumptiorof locally
designedandlocally madeobjects which still dominatedn ContinentalEuropedespitethe

growinginfluenceof EmpireandOrientalism,Dorian Grayés aesthetidastesor eclectic,

37 Also referencedsii y e Ibloooyk &t r dro@@20randil ¢ u r b oa(Bb).
38 Also referredto asfi movelwithoutap | q12@).
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foreignmadeobjectsarelessideologicallydefined.Accordingto Thomsonthe pushfor
RomantidNationalism(WendyKaplan)in the nineteentrcenturywasfuelled by both
industryandeconomy seekingto empowetrthelocal production thatwasbeingthreatened
by machinecompetition throughestablishinga seriesof nationalandmoralnormsfor
aesthetidaste(AestheticTracts,10). Oneexampleof this is thebanon illustratedbooksin
Franceunderthe pretextof fibadtasteandindustrials p i canbéseenasanattemptto curb
the popularityof British publishingwhich hadadoptedithographyandengravingdong
beforethe Continentakcountrieshaddoneso((ibid.). A similar attitudecanbeobservedn The
Picture of Dorian Gray whenLord Henrycompareneof hisrecentromanticinterests a
lady who fidevotedherselfto the pleasure®f Frenchfiction, FrenchcookeryandFrench

e s p (167} do afbadFrenchn o v @69HHowever for Dorian,thesenationalsignifiers
carrylittle moralweight. Whatthis suggestss that, despitepositioninghimselfin opposition
to thesocialnorms,Lord H e n rcliaflesgeof the dominantmorality waswell within the
establishedliscourseshatprevailedin Britain. Dorian,on the otherhand takeshis Aesthetic
rejectionof the normsevenfurther.Wilde notesthatthe passiorhedevelopedor theforeign
objectsweremeantto fosterhisfif o r g enbadd,to kllow him to escapehe shadowhis
deformedportraitcaston hislife (134).In otherwords,D o r i urswitaf beautyandform
compelledhim to concocthis own symbolicdefinitionsratherthanrelying on the existing
dynamicswithin the society.Dorian,morethanarebel,wason the pathof becominga
prophetof the Aestheticphilosophy.

Dorian GrayGs appreciatiorfor the Continentakraftsis evidentin his booksaswell.
Thomsomotesthatthe predominanapproacho bookcoversin Francen this periodwas
predicatedy therole of thebook,which wascontestedy both nationalisticandaesthetic
discoursegTheOrigins of GraphicDesignin America,1870-192Q 230).Consideredo bea

partof theinterior decoratiorof the householdlimited editionbookswereviewedasart
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objects(fiobjetsdé r tvérymuchin keepingwith Dorian Grayds passionfor assorted
treasuregTheOrigins of GraphicDesignin America,1873192Q 231).Thisis oneof the
instancesn which we canseethedirectimpactof the British Arts andCraftsMovementnot
only in Britain, but alsoin the continentwherea new generatiorof bookbindergdrewtheir
aesthetignspirationfrom thevery objecttheyworkedi namely,thebook Theinterestin
expressinghe symbolicmeaningof thebookthroughits form soonled to major changesn
theway thebook coverwasperceivedAccordingto Thomsonthecritical turnin French
coverdesignbeganwith Henri Marius Michel, who developedhefia b o u t ai thexa/ear
in relationto its contentg(ibid.). In otherwords,for Marius Michel andhis followers,each
book coverrequiredanindividualizeddesignin keepingwith the moodsandstyle of thetext.
Much like William Morris, in orderto bring outtherichnessof the colourin the covershe
executedMarius Michel wasalsoinspiredby traditionalFrenchmotifs, which heusedashis
mainsymbolicimagery(Thomson,TheOrigins of Graphic Designin America, 18731920,
233).

However,it shouldbe notedthat, theideaof colourcodingbookcoversdid not
originatein France As earlyas1848,EnglishpublisherJosepiCundallcommenteanthe
confusingmix of coloursusedfor leatherbindings,suggestinghatfieverybookshouldbe
decora@edasfar aspossiblein accordancevithitsc o n t @@rhameéntalArt in
B o o k bi mtd.in Mhgraspn,TheOrigins of Graphic Designin America,237).Indeed,
Dorian Grays aesthetigrinciplesexhibit a closeridentificationwith the Frenchmethodthan
the English,which, unlike the latter,lackeda clearconsensuaboutwhich coloursbestbefit
which books For example Michel himselfwasoneof the biggestopponent®f Cundalts
contextuakolourcoding. Thomsomotesthat, insteadof basingthe colour significationof
thecoveron thegenreof the book,which wasfunctionalonly within the nationalbordersof

eachcountry,Michel wasmoreinclinedto usebook-specificinspirationasthe baselingor
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creatingbindings(fAestheticlssuesn Book CoverDesign1883191Q 235).Betteryet,in
orderto overcomeegionaldifferencesMichel drewup his own authorcentredcolour
codingmethodwherebycertaincolourbindingswould bereversedor the Frenchclassical
canon(237).Accordingly,Michel reservedlue andorangebindingsfor works of poetry,as
wasevidentfor his bindingdesignfor fiLesOrientaleso by Victor Hugo. The useof heraldic
emblemsandnationalandnaturalsymbolssuchasfleur-de-lis, which wereamongMichelGs
favouritemotifs for poetry(Thomson237;242) Theemergencef therevealingsymbolism
employedfor book coverdesignis animportantstepin the developmenof the earlyModern
bookcover.Indeed,Thomsoncharacterizetheseshiftsastheimpetusfor the commercial
exploitationof the coverby publisherdor its masspotential(fAestheticlssuesn Book
CoverDesign1880G1 9 1 R43)dHowever,it is worth notingthat, unlike the material
significanceof the cover,thedisparitiesbetweerdesignstylesnot only acrosshational
boundariesut alsowithin similar culturalandlinguistic regionskeptthedesignvariations
mostly expeimental(ibid.). It is interestingto notethat,amongmanyvaluablecollectibles
thatDoriangatherdar andwide, Wilde noteshis silk-boundbooksfi w r o with Heur de
lyso (ThePictureof Dorian Gray, 133).While thebookitself is notnamed,ts aesheticand
materialdeails givenby Wilde could haveallowedthereaderof thetime to imaginean
Orientalistpoetrycollection

Despitethe abundancef Decadenbbjectsin this novel, it is fair to suggesthatthere
areno uselesdooksin ThePictureof Dorian Gray. Wilde usesbooksvery selectivelyand
purposefullyto urgeDorianinto sensatioreitherthroughennui intrigue,or coercion.In
Chapterl4, Wilde intentionallysetsanothersceneof aestheticrisis againsthe quiet
backgroundf Dorian Graygs privatelibrary. This sceneoccursearlierin the novelwith a
shortremarkfrom Dorianabouta Gautiervolumehe hasleafedthroughin the companyof

BasilHallward: il remembepicking up alittle vellum-coveredbookin your studiooneday
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andchancingonthatdelightfulp h r gTh&Pdacture of Dorian Gray, 106). While thetitle of
thebookis, again,not specified,Dorian Grayds keenmemoryof its covelts properties
suggestdis sensitiveeyefor book covers.Grayds strongawarenessf the binding materialis
alsosignificant:vellumis aninterestingdetailwhich Wilde usesto contextualizeDorian
Grayés referenceo the aesthetidunctionof artasa distractionfrom the humdrumof a daily
life shapedy constantonsumptionParchmentnatrialssuchasvellumwereeffectively
replacedat the endof the nineteenttcenturyby leatherandcloth materialsbecaus®f their
fragility whenexposedo temperaturehangesandhumidity (Fitterer,i L e a & Viebum
B o o k b i n Harerthg®mbjinaton of thesmooth,sensitivevellum coverwith the
portableandpersonalizedbook (fbeautifulthingsthatonecantouchandh a n d10® , 0
symbolizeghe Aesthetés resistancagainsimassculture.
Later,anotherGautierbookappearsn the narrative,andit hasa moreprominentplot
significance .The physicalform of the secondoook, whichis in Dorian Grayds possessioris
definedwith morecareandattentionthanwasthe casewith thefirst book:
He frowned,and,gettingup, wentoverto thebookcaseindtook outa
volumeathazard He wasdeterminedhathewould not think about
whathadhappenedintil it becameabsolutelynecessaryhathe should
do so.Whenhehadstretchechimselfon the sofa,he lookedat the
title-pageof thebook. It wasGautieGs i £ maetiCka m®e s 0,
Charpentieis Japanes@aperedition,with the Jacquemargtching.
Thebindingwasof citron-greenleather with a designof gilt trellis-
work anddottedpomegranatest hadbeengivento him by Adrian
Singleton(ThePictureof Dorian Gray, 156)
This passagseemsdo bein directresponseo the previousscenejn which Dorian

confidentlyembracesrtin orderto escapdrom the externalconcernsmposedby society.
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Here,however theoppressiorDorianfeelsis deeplyinternalizedIn asenseWilde
challengesGautieis concepibof fla consolationdesa r £° by@reatinga situationin which
thesubjectobjectrelationshipis exploredthroughthe breakdowrof innerconcertatiorrather
thandistractionfrom the outside.Thetensionof the scends renderedlearthroughDorian
GrayGs yearningto be carriedawayfrom his reality by engagingwith anaesthetically
intriguing book. Wilde highlightsDorian Grayés forceful attempté° to pay attentionto the
grandMediterraneamomancesn Gautiets poems putin the end,thebookfails to engage
Dorianfully: fiBut afteratime thebookfell from his hand.He grewnervousandahorrible
fit of terrorcameoverh i rilhePictureof Dorian Gray, 158).In otherwords,thebook
conclusivelyrejectsaneasypleasureandinsteadforceshim to remembethe murderof Basil
Hallward. To understandhis, we needto takea closerlook at thebookitselr.
Theaestheticonditionsdescribedn this passagarecomplexandlayered.The
mentionof greenleatherandfloral ornamentationn tandemwith fiJapanesp a p sa 0
sourceof tensionsimilar to Dorian GrayGs innerturmoil thatresultsin hisinability to readat
peaceThomsomotesthattherise of interestin Japanesenotifs andJaponismen generain
thesecondhalf of the nineteenttcenturywasa reactionto the perceivedsterility and
parochialismof westernaesthetiaesigrt! (10-11). It is not surprisingthatJapanesgraphic
art, with its artificial andexoticlook, appealedhe mostto artistsrepresentinghe avantgarde
movementsn Britain, namelythe PreRaphaelitegndlater, the British Arts andCrafts

Movement.Theinfluenceof this trendis ThePicture of Dorian Gray is alsonoted. For

¥ Thephrasehatdirectly translatesnto i t toasolatim of thea r signifiesthe essential
functionof the artasarespiteandprotectionfrom the distractionof life (Eels,2016)

40 f Hsghedandtook upthevolumeagain,andtriedtof o r ¢168). 0

41 Theinfluenceof internationakexhibitionsbetweerthe 1870sand1890sin Britain andEurope
atatime suchasthis allowedartiststo experimentvith the mixing of nonwestermartswith European
conventiongo achievenewandexcitingforms. Japanesart,in particular,becameanimpetusfor
movingawayfrom Realismin visualartsthroughmethodsuchasasymmetryflat colours,and
rejectionof the centralperspectivd Thomson,TheOrigins of Graphic Designin America, 1876
1920.
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example Mighal identifiesseverainstance®f the Japaneseffectin ThePicture of Dorian
Gray, mostprominentlyin theinterior décorof the painterBasil Hallwards art studio(232).
Mostly importantly,discussiorof Japanesart alsocomesup quitefrequentlyin WildeGs own
critical work. In iTheDecayof L y i i\jlde argueghatthe Japaneseffectis best
observedn onds own countryratherthanin Japanpecauséehe stylistic methodsusedby
Japanesartistsarestarkly differentfrom how Japanespeopleandcultureactuallyappear
(Intentions 55-56). In otherwords,ratherthanbeingreferentialof a specifictime andplace,
theartificial andexaggeratedatureof the Japaneseffectwas seenby theartistsandcritics
asanimaginativemethodto representhe own pointsof view. This maximprovidesa big
incentivefor the Decadenmovementwhich favoursculturalforms overnaturalforms.in the
Gautiervolume,we canseeanintentionaljuxtapositionnot only betweerculturaland
artificial elementsvokedby JapanesgaperandEuropearieather butalsobetweemational
motifs suchasgilt trellisesandOrientalmotifs suchasdottedpomegranateesigns.
Moreover,thecolourpaletteusedfor the bindingalsoaddsa palpablemmediacyto the
aestheticrisis. In generalthecitron-greenleatherbinding, with its evocationof tropical,
warmerclimates,seemdo havebeenararetrendin Britain. Furthermorethe useof
Gauties coupletsin theoriginal Frenchin The Picture of Dorian Gray seemgo suggesthat
the publishersvantedto makethe allusionsmoreexplicit for the Frenchaudiences.

The curiousshadeof yellow-greencanalsobeviewedasthe continuationof Wildes
Decadentnspiration,which suggestyellow andgreenarethe coloursof idecayand
br ui BurdetgioA e s t h anttDecadescs )However,it shouldalsobenotedthat,
despitetheclearallusionsto Frenchnessndthe Frenchart movementsWilde, again,seems
to bereluctantto pointto any specifictraditionbut insteadaimsto offer apersonal
commentaryaboutcultureby offering the following explanatiorto the editorof the Daily

Chronicle
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Finally, let mesaythisi theaesthetianovemenproducedertain
colours,subtlein their lovelinessandfascinatingn their almostmystical
tone.Theywere,andare,our reactionagainsthe crudeprimariesof a
doubtlessmorerespectabléut certainlylesscultivatedage.My storyis
anessayon decorativeart. It reactsagainsthe crudebrutalty of plain
realism.(TheCompletd_ettersof OscarWilde,436)
Theavantgardeinclination Wilde demonstratealignsstronglywith thecritical work
developedy the membersof the British Arts andCraftsmovementspecificallyWilliam
Morris andT.J. CobdenSandersonWilde makesmanyreferenceso theworks of bothartists
whendiscussingrook coversin his essayandletters.Consideringhis, it is importantto
locateanothersourceof inspirationfor thegreencover.

In termsof the designaestheticsthe closestanalogyto
Wildeds descriptionis amongtheworksof T.J.Cobden
SandersonPublishedn 1865,Swinburnés poeticdrama
Atalantain Calydon:A Tragedy(1865)wasboundin green
leatherwith floral andpointillist ornamentatiorfFigure11).
Thomsonalsonotesthat,in anexchangevith afellow designe
HerbertHorne,CobdenSandersostressedhe fiallusive

s y mb o bfiths cover,explainingits colourand

decorationssuchasflowersandseedsasasignfor the

Figure 11: i At a in&alydoa: A

passionfor life andyouth(238-9). T r a g byd\lg@nonCharlesSwinburne
(The British Library). Designedoy T.J
In this sample CobdenSandersomchievedan CobdenSandersonl865.

impressivelystrongvisualcompositiorby combining

materal andstylein theserviceof anexpressivalesignthatis purelyornamental This
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approactseemso befirmly rootedin his beliefin theunity betweerbeautyanditheg e ni us 0
of thebook:
No onecanproducearight designfor abookwho knowsnothing
aboutthebook. Thebook mustitself, in somesortof cooperatiorwith
thedesignerdictateits own decorationfiCobdenSandersos 1893
interviewfor the Studia ¢td.in Thomson fiAestheticlssuesn Book
CoverDesign1880191Q 238).

Wildeds positionon this matteris moreambivalentDespiteapprovingof Cobden
Sandersofs methodshe ultimately disagreedvith him conceptuallyon the expressive
functionof thecover,notingthe following: fiThe beautyof bookbindingis abstractlecorative
beauy. It is not, in thefirst instancea modeof expressiorior amartss o YAThe Beauties
ofBo o k b i mMhkEssagsaf OscarWilde,282).In his latercommentaryhoweverwe
canseea changen Wildeés positionaboutthe art of bookbinding In the prefaceto The
Picture of Dorian Gray, Wilde warnedhis readeraboutthe dangerof readingartwhich is
simultaneouslhsurfaceandsymbol(4). Theliminality of thebookcover,in this senseasit
blursthelinesbetweernthe normalcyof Naturalismandthe avantgarderesistancef the
AesthetiandDecadenmovementsallowed Wilde to useit asasymbolto commenton the
culturewrit large.Thesameway thatit fails Dorian,art cannotactasadistractionfrom life
becausdts purposes notto aestheticizdife, butto existfor its own sake.In soarguing,
Wilde masterfullyshiftedthe discoursdrom objectbackto subjectoy proclaimingthatfilt is
thespectatorandnotlife, thatartreallymi r r (dheRictureof Dorian Gray, 4). The
intentionbehinddecorationthus,projectsitself ontothe subjectwho readsanddecodest
accordingto his personataste.

This concepts exemplifiedin theway Wilde employsthe Gautiervolume.

Respondingo areviewin ScotsObserver(1890),Wilde famouslyjoked abaut fisome
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ghostlyp u b | ig#tihngeacopyof Dorian Grayto Goethefin theElysianf i e &lahgside
a Gautiervolume.While Wilde did not elaborateon theideal coverfor his own book, he
suggestshatthe Gautierbookwould be bestfitted with fipoweredgilt a s p h o(8etetted 0
Lettersof OscarWilde 84). This descriptionalignsdirectly with thebookhe putsin Dorian
GrayGs handin the passagenentionedcabove.The symbolicassociatiorbetweerfgilt
a s p h oahdfdiltstrellis-w o r theéallusionsto fiElysianf i e (aldogadledrifields of
a s p h oathdddpanjegranated thesymbolof Hades all emphasizehe Decadentegacy
of ThePictureof Dorian Gray wherethe bookis usedbothasa shieldandaweapon.
Thementionof Goetheby nameis alsosignficant, becaus¢he endingof Wildeds
novelthatculminateswith Doriands deathat his own handswhenhe attemptdo destroyhis
portraitonceandfor all resonatestronglywith Goethés impactfuldepictionof Werthets
suicide.In this sensesimilarto Goethés lastinglegacyin developinga literary expression
for the Romanticidealof individuality, WildeG ThePictureof Dorian Gray remainsrelevant
for its subversivecultural commentarySettingscene®f murder,betrayalandceaseless
enrui in the private,peacefulquartersof Dorian Grayés houseis oneexampleof this.
However,Wilde is mostmeticulouswhenherecountssocially upstandingactivitiessuchas
thebourgeoishabitof collectingdecorativehouseholdbjects which the 1880Caselics
householdyuidedefinedasthe sign of prosperity,wealthandrepose(Lipscomb,2:25), asa
way to characterizéoriant moralcorruption.Indeed towardsthe endof thenineteenth
century,the motif of the poisonousookitself becamea propheticdeclarationfor the
Decadentgewhenthe Victoriansdiscoveredhatthe objectstheywerecollectedfor their
Aestheticvalueandbeautywereactuallypoisoningthem.Here,of coursejt is aptto mention
thewide useof avibrantgreencolour (Scheelé Green)in parloursfor wallpapersandother
objectsof interestthat containechigh concentrationsf arsenic Similarly, UmbertoEcods

useof the samemotif of the poisonedbookfor his 1980novel TheNameof the Roseshows
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thatthebestway to challengehereadelis to combineaweaponandabook.As aneffective
plot device this still requiresafair degreeof suspensionf disbeliefwho inherentlyremains
unsuspectingf thebook comparedo otherobjects

In termsof book covers,Wildeds explorationof the newformsof readingin direct
associatiorwith aestheticoversbecameevenmoreimportantin thetwentiethcentury.On
theonehand,thedevelopmenof newgraphicart disciplinesandthe Modernistmovement
pushedhelimits of thebodk coverandits culturalrole to anewlevel. Ontheotherhand,the
expansiorof readingastheresultof sociopolitical changesnadeit necessaryor the book
form to adaptto theneedsof avisually awarereader.The nextchapterexplorestheartistic
transformatiorof the book coverin thetwentiethcenturyfrom the perspectiveof authors,

readerspublishersand,for thefirst time, the artistsdesigningoook covers.
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Project 3: The Modern Book Cover

Ellen Mazur Thomsonargueghatthe mainsucces®f the AestheticandBritish Arts
andCraftsmovementsvastheir discursivelegacyin establishinga socialparadignthrough
which theimpactsof industrializationrandmassconsumptiorcouldbediscussedThe
Origins of GraphicDesignin Ameiica, 1870192Q 32-3). However,by the earlyyearsof the
twentiethcentury,the conversatioraroundartsandcraftsbeganto shift awayfrom thesocial
andaestheti@vantgardismof thesemovementandtowardsa newartisticdoctrine. This
shift wasinspiredby theworks of the late-centuryDecadentritics advocatingor fiartfor
arttss a k Radicularlyin Britain, thelmpressionisandPostimpressionisexhibitionsof the
1910splayeda significantrole in generatinga desireamongthe artistsandthinkersof this
periodto reactto the shifting aesthetidrends.

Thepushfor thenew,in turn, necessitated reconsiderationf the establishedolesof
artin society.Forexample RogerFry arguedhattheinterpretatiorof art andaestheticasa
modeof morality advancedy Ruskinandothershadcreateda precedentor the pulic to
associatgoodartonly with the Realistrepresentationf nature(Visionand Design 25). By
assertinghatfordinarypeoplehavealmostno ideaof whatthingsreallylook | i kReiskin
meantto critique the dogmaticnaturalismof artandthe public reactionto non-Realistart
categoricallyasiiu n t r (ibitl.)hFor ys@dggestiorwasto rectify thistruismby embracinghe
postimpressionisapproachandreturningart to therealmof emotion(27). Theseare
significantargumentsagainsthe socialnormalizationthatthe artsandcraftshadbegunto
undergan thenineteenttcentury.As the moralizingideasabouttheart still prevailedin this
period,any attemptgo conceptualizartin the early Modernistperiodinevitablyreignited
debateaboutiigood a r Rainerargueghatthis concepis reflectedin the Modernist
discourseasaresponseo themassor popularculturethataroseastheresultof

industrializationwhich wasseenby the proponent®f the Moderrist artasiencroaching,
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inauthenticformlessandf e mi r{lnstitigiansof Modernism 2). Accordingly,the
descriptionof fhigha r dasmontraditional,authenticandautonomousvasmeantto establish
thenewmovementsthe oppositeof massculture.

Within artcircles,it wasagreedha thedifferencebetweernthe public andthe artist
compelledsuchadivisionto protectartfrom commodificationandcommercializationWhen
reviewinghis work, for instancejt becomespparenthatFry himselfconsiderghe masses
to beutterly untrainedto usetheir figift of s i gthpergeivethevariedformsandcoloursthe
artistsof the twentiethcenturywerecreating.Thereforethe appreciatiorof Modernartwas
eitherlostto themanof the street or the interestin artwasexpresseanly for the purpose®f
collectingficuriods ¢Vision& Design 49). Thesuggestedlivision hereis betweeranobject
whichwasproducedor consumptionandart, which heavilyreliedonimagination.Fromthe
socialangle,modernartwasperceivedasaform of defenceagainstheimposingurbanlife
which dominatedoothspaceandtime with heavyrestrictionsln this regardthe separatiorof
artistsfrom themassesvasimportantin establishingartisticbohemiasuchasSohq Chelsea
andBloomsbury the latter of which Fry himselfwasa member Cooperargueghatthese
fisocialandartisticl a b o r awhevethe celwiralelite specialisedn differentartformsand
workedin isolationfrom everydaylife werethe basisfor the marketeconomywhich beame
animportantpartof the Modernistproject(Modernismandthe Culture of MarketSociety 4-
6). This wasevidentin thedevelopmenof art criticismin the twentiethcenturyaswell,
which soughtto highlightthe fiexperimentabndi n n o v astform ef tnaginativeand
spiritualtriumph (Cooper Modernismandthe Culture of MarketSociety 30). FryG work, in
thisregard,is particularlysignificant.He posiedthe artistat the heartof progressand
masteryandby sodoing, challenged socially definedaesthetideautywith artisticbeauty
andidisinterested e e | (Visigh& Design 45). By furtherdeductionit becomeglearthat

by rejectingthe aesthetianerit, artistsandcritics aimedto protectthe Modernartfrom
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comnercialandconsumeristonnotationsvhile identifying the artistasthe prophetof the
newage.However,asbothRainerandCoopersuggestthedivide betweerthe capitalist
marketandModernartwaslessclearin practice Thegraphicartswereoneof thefew areas
wherethedivide betweerhigh andlow; consumerisandartistic; massandelite was
intentionallyblurred.

IskinGs 2014 studyof urbanpostersoffersa goodexampleto assesshegrowingrole
of thegraphicartanddesignasa Modernartform. Shenotesthat,in the earlytwentieth
century,the posterwaswidely consideredo bealow artform notonly becausef its
connectiorwith the Naturalistswho largely depictedthe lives of theworking classand
ordinary citizens,but alsobecaus®f its hybrid art form thatcombinedicon andword for the
purpose®f consumptior(ThePoster.Art, Advertising,Design,and Collecting,1860s1900s
50). Hiddenin this critiqueis the emphasizedole of postersasa massvisualmediumthat
employedurbanspacesasasitefor opendisplay(193). Furthermoregdueto their simple
graphicstylethatcombinedtheflat surfacef Japanesdesignwith stylizedAestheticist
motifs, postersvereseldomconsideredasanartform (ThePoster.Art, Advertising,Design,
and Collecting,1860s1900s 63). Despitethis, the pronouncednajority of postermakers
weremainly trainedartistswho sawa biggeropportunityfor work in thefield of commercial
artthanin traditionalfine arts.Here,we seethe subversivenatureof thegraphicartsthat
aimedto transgresshedelineationof stylesandaudiencegnforcedby the early Modernist
movementindeed,accordingto Rainer,the Modernistavantgardeemergedat atime when
theartistscut off from the patronagesystembeganto reactto the finstitutionalizationof high
a r hy assumingheoverlookedforms of popularculture (Institutionsof Modernism 2-3).
Theoutcomeof this wasbothatrtisticallyandsocially significant. Coopemotesthat
innovationin the artswasdrivenby the Modernartistswho dabbledn bothhighandmassart

forms,which allowedthemto developa sensdor the capitalistmarketwhile working
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constantlyto challengeheestablisheshormsandconceptf commercialart (Modernism
andthe Culture of MarketSociety 29). In thisregard,oneof the maindevelopmentsf poster
artwasachievedoy the Moderniststhroughtheirimprovemenof its visualnarrative While
theinnovationof this methodis remarkablethis new modeof visualcommunicatiorwasnot
quickto gainawidespreadpproval Oneof themostvocal critics of posterartin Britain,
CharlesHiatt, for exampleexplainechis dislike of posterdy highlightingtheir busyand
confusingvisualarrangementthatfidazzledthetired eyesof thet r a v éid.linéskin) The
Poster.Art, Advertising,Design,and Collecting,1860s1900s 176).However,at theturn of
thenewcentury this problemwasactivelyresolvedby theartistsinvolvedin posterartin
Britain who improvedthevisibility of thecompositionby producinghigherqualityimages
andlimiting thetextualcomponentso achievemorepersuasivé f a@rgressionsn the
mindsof thepassingy i e w@skirs ThePoster.Art, Advertising,Design,and Collecting,
1860s1900s 179). Theemphasion visibility andlegibility of the compositionsaanddesigns
is animportantfactorto keepin mind whenwe considerhow thedynamicsof the capitalist
marketwhich ruledthegraphicartwasbeingnegotiatedvith thedemand®f theartimposed
by the Modernistelite.

While thefirst half of the twentiethcenturyis consideredo be a periodof great
aesthetigroliferationof the book coverart, a similar collaborativeandinimical dynamic
betweerthecommercialandartistic forces,massandelite audiencegould be observedn the
form of thebookaswell. Thefollowing chapterexploresthe notionof fitheartisticc o viemr 0
the publishedinventoryof Virginia Woolf andthe HogarthPressMy maininterestin this
chaper is the procesf productionandreceptionof thebook coverdesignscreatedoy
fellow BloomsburyartistsandWoolfés sisterVanessaell for Virginia Wo o | bbaksThe
analysisherewill focusonthedomestianodeof productionof the HogarthPresswhich

embodiedculturalvaluesof boththe Modernistmovementandthe privatepressmovemenof
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the previouscentury.Thechaptewill alsodiscusgheuniqueapproacho thebookcover
takenby the HogarthPressthelacklustrereceptionof Bellés coversand Woolfés refusalto
changehecoversin responseo this pushbackTherelationshipbetweerB e | daidtisgsand
Impressionisartandsamplesof hergraphicdesignwill alsobediscussedin thisregard)

will attemptto reflecton BellGs coversashybrid aesthetidormsanddiscusgshembothin
termsof their artistic meritandculturallegacyin affording Modernbook coversgreater

visibility andprominence.
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Chapter 1: Designers,Publishersand Critics: The Caseof Hogarth Press

Theuniquemix of its public andprivatefunctionsmarksthe book coverasoneof the
mostdistinctmassartforms. As discussedn previouschaptersthereasorfor this stems
from the establshedperceptionaboutthebookasa sacredobject.Bookshavebeenthe
maintool of selfimprovementindeducatiorsincetherise of Humanismandlaterthe
Enlightenment{Powers Front Cover, 6). Theuneasybalancebetweenhebookasa
consumenbjectand a symbolof value,knowledgeandmeaninghasbeentransferredo the
bookcoveraswell. Becausef its protectiveandaesthetidunctions,which havebeen
discusseaxtensivelyin this thesis the developmentsf thebook coverwereofteninspired
by the bookin termsof its materialandtextualbasis.Theliminal existenceof thecover
resultsnot only from thetensionbetweerits ideologicalandmaterialhistory,but alsofrom
its refusalto berecognizedasa stableform until thetwentiethcentury.Undertheinfluence
of theindustrialandcapitalisteconomy the discoursearoundthe book coverwasdeveloped
with anexpectatiorthatthe coverwould remainsuperficiallydisconnectedrom all
commercialbperationsahile, atthe sametime, embodyinghe bookandrepresentingts
truth for themasses.

Themodernizatiorandspecializatiorof the book covertook placeboth
technologicallyandartistically. Not only did thebook coverof the twentiethcenturylook
different,butit wasalsoproducedifferenly, theresultof which wasthe separatiorof the
craftof printing from theart of thecover.Furthermorep u b | i growiaginsestin the
book coverasa masscommunicatiormediumcompelledthemto utilize technical
innovationswith the help of trainedartists.Groupedasbookdesignerstheseartistsplayeda
significantrole of mediationbetweerthe publisherandthe public. Oneof thebestexamples
of thecloserelationshipbetweempublishersanddesignerss the exampleof the Hogarth

Presswhich wasestablishedby Virginia andLeonardWoolf in 1917.
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Fromthe press$s conceptionthe Woolfs envisionedt asa privateprinting venture
focusedprimarily on publishingbookswritten by Virginia Woolf andafew otherselect
memberof the BloomsburyGroup. During its twenty-nineyearsof activity, the Hogarth
Presgquickly becameacentreplayerin Modernistbook culture.LauraMarcusargueghat
oneof themainfactsaboutthe HogarthPresswhich setit apartfrom otherindependent
publisherswasthe greatdiversity of its publishedcatalogueyhich rangedirom works of
poetry,fiction, essaysandliterary andart criticism to psychoanalysi§iVirginia Woolf and
theHogarthPress ©28).In this sensethe HogarthPresss alsoimportantin understading
thedevelopmenof the Modernistcanonbothin literatureandthearts.

Furthermorethe Hogarthmodelalsooffersaninterestingcontrastwith William
Morris KelmscottPresswhich s often consideredo bethe progenitorof theindependent
pressmovemenin nineteentkcenturyBritain. Morris definedhis purposen foundingthe
KelmscottPresdike this:

| beganprinting bookswith the hopeof producingsomewhich would
havea definite claim to beauty while atthe sametime they shouldnot
dazzlethe eye,or troubletheintellectof thereaderby eccentricityof
form in theletters.(Theldeal Book: An Address 74)

Whatis emphasizedby Morris hereis the materialexcellenceof the book, which, it
shouldbe noted,did not excitethe samepassionn the Woolfs. Oneof the main piecesof
evidencdor this is the mediumthroughwhich William Morris andthe Woolfs explained
theirintentionsfor their publishingpressesThe essaywhereMorris outlinedhis expectations
for the pressalsoactsasa professionamanifestovhereinhe publicly announcesis aim of
reviving thefifteenth centurymedievalbooktradition. Converselyabig majority of the
backgroundietailsaboutthefoundingof the HogarthPresscomesfrom the Woolfés personal

lettersandjournalentries wheretheydiscusghe smallinvestmentandmodesigoalsthey

144



envisionfor theirhomeboungress(Marcus,fiVirginia Woolf andtheHogarthPress 124).
This suggestshat, while the Woolfs took their work seriously their intentionwaslessabout
engagingn acritical discourseandmoreaboutcreatinga creativeoutletfor the likeminded
artistsandcritics who sharedheir beliefs. The HogarthPressvasa professionabpportunity
for Virginia Woolf to provideanimportantfunctionfor all BloomsburyGroupmembersas
shejoyfully recordedn oneof herletters:iiWe arethinking of startinga printing press for
all ourfriends& t o r(gtdersMarcus,iVirginia Woolf andthe HogarthPress 125).For
LeonardWoolf, however the HogarthPresscarrieda morepersonakignificance.
Southworthnotesthatin its earliestdays,Hogarthwasessentiallynear to bea hobbyfor
Virginia Woolf to practicethe craft of printing asa distractionfrom herfailing healthandthe
stressassociatedvith herwriting (AiThe BloomsburyGroupandtheBook Arts, ®49).This
leadsusto deducehat,LeonardWoolf alsosawthe HogarthPressasaform of aartistic
expressiona professionahobbyeven thatcould engageVirginia Woolf andalleviatesome
of the privateconcernghatoccupiedher.

Despitethe personahatureof its productionfacility, this wasnotto saythatthe
HogarthPressconsideredhe bookasan aestheticallynsignificantobject.lt is often
suggestedhatthe HogarthPresswvasinspiredby RogerFryés OmegaWorkshopwhichwas
launchedonly 4 yearsearlier,in 1913.Thestylistic traditionsof the HogarthPresswere
fundamentallyimpactedby Fryé worksin severalways.Southworthargueghatthefeminine
domesticitythe HogarthPresswvasvery similarin styleto the productionfacilities of the
OmegaWorkshopsvhich combinedifemininequality with masculinggpr of essi onal i s mi
(AThe BloomsburyGroupandtheBook Arts, ©50). Thegenderedlividein this statements
notable.Therole of womenin publishingremainedcomplicatedduringthe British Arts and
CraftsMovement.Themainreasongor this werenot only the labourintensiveproduction

conditionsthatresultedfrom therejectionof printing technologybutalsotheinheritedPre
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Raphaeliteview which perceivedhefemininesubjectessentiallyasa passivenuse(Amos,
fiMeaningandMaterial Realityd JaneMorris &KeepsakdBooks ©16).This paradigmwas
clearlythwartedin the Hogarthhouseholdsomuchsothat,ashasbeenanecdotally
recountedVirginia Woolf sewedthe pagesandthebinding of thefirst thirty-two-page
Hogarthbookin herdining roomin Richmond(Southworth fiThe BloomsburyGroupand
the Book Arts,0 149). This cozy sceneof Virginia Woolf working busily on the earlyHogarth
booksto bedeliveredto the booksellelis quiteinformativein termsof locatingthe aesthetic
concernf the earlierworks putoutby HogarthPress.

Similarly, the integrationof the printing activity into the HogarthHousewherethe
Woolfslived is asignificantdetail. As discussedn previouschaptersthe Victorian
householdvasconceptualizeasatightly controlledandaestheticallydefinedfeminine
spheren whichwomenwereexpectedo engagen leisurelyactivitiesthatwould inspire
strongmoraleducatiormandcommunabonding.In this respecit is importantto notethatthe
physicallabourthatthe Woolfs, particularlyVirginia Woolf, performedn this domestic
realmby producingbooksby fiyoung,unknownw r i t (®outlswrth fiThe Bloomsbury
GroupandtheBook Arts, @45),includingthoseby feministcritics suchasWilla Muir and
Margaretllewelyn Davies (Marcus,fiVirginia Woolf andthe HogarthPress ©28),embodies
theModernistreactionagainstVictorian society.The uniquenatureof the arrangemensf the
HogarthPresdid not securehe Woolfs from whatVirginia Woolf callediis t i ngi ng o0
criticism (Bradshaw TheBloomsburyArtists, 16). While the Woolfs admittedto the
fic | u mesdidr a foakywiich frustratedthemby spoilingtheillustrationsandbinding,
thegendercomponentn this caseshouldbe highlightedin relationto capitalisteconomy
(Isaac,Virginia Woolf,the UncommorBookbindey 5). This providesanimportantcontext
for theuneasyrelationshipbetweerthe Woolfs andthe critics thatexistedfrom its earlydays

ontheaesthetiqreferencesf the HogarthPressand the BloomsburyGroupin general
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Cooperwritesthat,despitetheir traditionalistandhistoricalbasis,manyof the
Modernistartisticcircles,startingwith the British Arts andCraftsMovementreliedonthe
undeniablgoowerandauthorityof theart of the pastwhich hadbeenpushedasideby
industrialuniformity (Modernismandthe Culture of MarketSociety 13). However,asthe
patronbasedraditionalartscameto anend,with the newurbanrevolution,thevalueof the
formersystemsvasincorporatediirectly into the capitalistproject.CooperseesModern
capitalismasthe perpetuatiorof theseconservativeralueswherebytraditionalnormsare
preservedindrecreated15). In otherwords,patriarchalor categoricakuperioritywasnota
capitalistinvention,butinsteadwasincorporatednto the capitalistprojectasviable
commerciainterventionsThe projectof the HogarthPressbecomeglearerif we recognize
thatthe productionof the selectwell-definedbookssymbolicallydifferentiatedthe works of
the Bloomsburyintellectualsfrom the cheapjneffectivemassart andliteraturethatgarnered
popularstatus Consideredn this light, the visualexpressiorof the booksplaysanimportant
role in solidifying this conservatismvhich, asCooperpostlates wasaimednot to gatekeep
butsimplytofip r e s éModemismandthe Culture of MarketSociety 26). Therefore the
thevisualform of the Hogarthbookswastaskedwith animportantmissionto reflectand
conveythis Bloomsburyideal.

TheWo o | disregardor typographicakexperimentationandmore
significantly,theirrejectionof Aide-l u xeditins,is alsosignificant(Beechey;The
BloomsbunyArtists, 15). Indeed,t is aptto suggesthat,while beingadeliberate
decisionby the Woolfs, thereasorfor this wasalsothe productionlimitationsthatthe
HogarthPressvasexperiencingindeed,it is well documentedhow the Woolfs hadto
turn downpublishingJamesloycds Ulyssesdueto its voluminoussize(Zakaria,i A
Publisherof O n e @vs n.&Consideratiorof the aesthetidesignof their bookswas

performedwith similar care.As wasalreadymentionedyVirginia Woolf wasnota
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trainedbinderandobtainedherknowledgein bookbindingfrom the graphicdesign
booksthatsheavidly read(Southworth fiThe BloomsburyGroupandthe Book Arts, 0
146).In this sensethe personabkndartisticinspirationbehindthe HogarthPressvasan
inseparablgartof thevisualfrom thatcameto beassociatedavith the Hogarth
catalogue.

Southworthalsonotesthatoneof the primaryreasongor LeonardWoolf in founding
of HogarthPresswvasto celebratahe fimmateriali n s ofdhebdok (fiThe Bloomsbury
GroupandtheBook Arts, ©45).However this doesnot meanthatconsideratiorof the cover
wascompletelyignoredby the Woolfs. Indeed asboth BeecheyandSouthworthnote,the
Woolfs wantedtheir booksto flook n i omihda caveathatthefl u rofeh& coverwould
remainunderthe controlof thetext (TheBloomsburyArtists, 15; fiThe BloomsburyGroup
andtheBook Arts, ©45-146).Southworthnotes that,one of themainquestionghatoccupied
Virginia Woolf wasfiHow far the decoratiorof a bindingshouldbeinfluencedby the
contentof abook? avhich sheborrowedfrom DouglasC o ¢ k e binglihgiméansial
A B o o k b amhtkeiCarapf Books:A Textbookfor BookbindersandLibrarians(1901).
Cockerellwasarenownedoinderassociatedavith T. J.CobdenS a n d e DgvesBiddsry,
andbecausef this, it is assumedhatWo o | idsgdirationaboutachievingfi b e awaks y 0
directly inspiredby the British Arts andC r a fdeéagt’s Southworthconcludegshattheearly
paperbindingswasintendedfor this purposejn otherwords,to allow Virginia Woolf
experimenwith amorepliable materialthatwould not strainthelimitationsofWo o | f 0 s
A c r e abutii n pabticularlyg i f birdithgskills( A B1 o o GreupandtheBook
Arts, ©47).Theanswerto thequestiomabove howeverremainsunclear.While the

conclusionarrived by somecritics who notethe prevalencef simple bindingsintheWo o | f s 6

“2Indeed,in i B o 0 k b andtheiCaremf B 0 0 kCGoakerellurgesthe bindercraftsmerto
strivefor i &ertaina p p r o p r whenfienmaek thaetayerb e a u tthafwill bllow for the
personaktreativerangeof the binderto shinethough(31).
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personalibrary (currentlyheld at WashingtorStateUniversity)astheevidenceof Wo o | f 0 s
preferencdor moreii p r a cathertbaagurelya e s t Istgld(ibicc) dsaacrecallsaletter
Virginia Woolf pennedo Violet Dickinsan in 1902whereshementionsreceivingcertain
beautifullyboundbooksthatfi d e | i[lefst ceUiThéLettersof Virginia Woolf: Vol. 1,57;
gtd.in Isaac,7). Whenconsideredn this light, | surmisethat,the early simplerdesignsby
theHogarthPresswereprobablymoredirectly inspiredby Virginia Wo o | skilbsstasan
amateubookbinderatherthanherpersonatastein bindings.

Eitherthroughthe publisherbrandor artisticapproachthe goalfor the HogarthPress
seemdo havebeento createunique designghatwould helptheir booksto standoutfrom
othertitles in thebookmarket It canbe seenthatputtingthis ideainto practicewasmore
complicatedhansimply conceptualizingheseapproached-or instanceRogerFry argued
thattheforemostgoalfor abookdesignemasto bring togetherthefie s s e of thebaok
with its appearancégtd. in Marcus,fiVirginia Woolf andthe HogarthPress ©26).Virginia
Woolf, ontheotherhand,drewfrom personakxperiencesareaderandcollectorto pin
downwhatmadethe book special.lssacoffersanobservatiorpointingtowardswWoolfés
admirationfor booksasobjects which he notesthatWoolf persomlly configuredto preserve
astrongvisualdiversityin herpersonalibrary (Virginia Woolf,the UncommorBookbindey
7). In additionto this, IsaacalsonotesthatWoolfés library wasnot a hidden,protectedplace
with doorsor glassframes.In fact, it wasleft accessibl@endopen,welcomingher
observatiorandrandominteractionwith booksastheycalledon her(8). Fromthis, we can
surmisethat Woolf herselfdid not shyawayfrom pushingthe expectedimits on materialand
aesthetidorm whenit cameto bookdesign.For examplejn orderto creae a uniquevisual
look, Woolf tried to establisha designpatternfor the Hogarthbooksby experimentingvith
wallpaperdor theendpaperandcovers(lsaac,Virginia Woolf,the UncommorBookbinder

14). Indedd, evenbeforeWoolfés artistictreatmentthe Hogarthcataloguevasknownfor the
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beautyof theendpagesandcoverswhich would be handpickedy Woolf herselffrom
variousheavypapematerialsandcolourful patternwallpaperthatwasavailableto the public
(Virginia Woolf,theUncommorBookbinder 15). As theultimateevidencewhenconsidered
in light of Woolfés admirationfor herart andstyle, it canbe arguedthattheinvolvementof
Vanessa&ell in thedesignprocesf the Hogarthbooksfrom 1918onwardsshowsWoolfés
determinatiorto give their booksthe bestchanceof successn their journeyto readers.
Beforeanalysingthe coverconventionf the HogarthPresscreatedby Vanessaell,
it is importantto establishthe artistic basisof the BloomsburyGroupwhich informsthar
coverartaswell. Johnstoneotesthat, while thebroadconceptuatheoryof the Bloomsbury
artswasinformedby G.E.Mooreis ideason moralor fig o o leeauty Fryé workson
aestheticanddesignwhich emphasizedheimportanceof self andsensesparticularlysight,
is whatinspiredtheworks of the Bloomsburygroup(TheBloomsburyGroup, 46-51). It was
alsoFryG admirationfor postimpressionisartthatintroducedthe Groupto Modernand
abstractrt Rejectingthe moraljudgemenof art, Fry stronglybelievedin thelasting
impressiorof artoverthe subjectwhich led to imaginativeexaltation(TheBloomsbury
Group, 45). Therole of theartist, in thisregardwascritical in capturingthefr e a lthiattayy ©
behindtheart(37).1t canbearguedhatthe Modernismof the BloomsburyGroupresembles
theavantgardismof boththeBritish Arts andCraftsmovementandthe Aestheticmovement
notonly in its beliefin fartfor artss s a k mut@lsoin its elitist conceptubization of artasan
exclusiverealmbelongingto the artist. Marcusexplainsthis by notingtheintroductionof the
Postimpressionisandltalian Futuristworksin Britain, wherethe aesthetipleasureof new
Modernistartformswasseenasaprovinceof afichoserf e wido engagedn aesthetic
criticism (ABloomsburyAesthetics ©69).While in conflict with massbook production,
aesthetiselectiveneswasanessentiaModernistelementof theburgeoninggraphicartsas

well. Thesucces®f this modelwas notedby LeonardWoolf, aswell, who acknowledgedhe
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role of the aesthetidefinition of the coversin the early succes®f the Hogarthbooksand
wentasfar asclaimingthatquite afew graphicstylesthatdominatedhe marketatthetime
wereoriginaly conceivedy the Woolfs for theHogarthPresgBeechey TheBloomsbury
Artists 15). Theaesthetisupremacyndinspirationof the Hogarthproductionscameunder
aclose scrutinyonceagainwhenVanessdell beganto collaboratewith Virginia Woolf for
herbooks.Thefollowing paragraphsvill discussheimpact,receptionandlegacyof fithe

s i s aref? in dosedetail.

While beingoneof the mostfamousartiststo havedoneso, Bell wasnottheonly
Bloomsburymemberto createbook coversfor the Woolfs. However,whatsetsBell apart
from the othersis a certainfiof the period(twentiethcenturyp look that,accordingto art
critic BenjaminHarvey, marksoneof theearly signsof thefimoderna e s t lbangddapted
for bookcovers(ii L i g hMisible: srsAppreciationof B1 o 0 ms BaoksandBsl o c ks, 0
89, qtd. in Southworth fiThe BloomsburyGroupandthe Book Arts, ©54). Despitethis, her
work asabookcoverdesignelis seldomacknowledgesa partof herartisticlegacy.
SouthworthnotesthatHogarthowesits fihouses t ytb Bel§ who createdheiconic and
recognizablevisualrenditionsof hersisterVirginia Woolfés booksthathelpedthe Hogarth
booksto standapartfrom otherpublications.The collaborationbetweerthetwo sisterswas,
notably,bothdomesticandinformal, havingstartedwith Woolfés requesto haveBellés
fiadviceaboutthesec o v gfiThe Bloomsbuy Groupandthe Book Arts, ©54), which

markedthebeginningof analmostlifelong collaborationbetweerthe sistersasprofessional

43 ScholarDianaGillespiecoins this termin referenceo the closecollaborationbetween
Virginia Woolf andVanessaell. As shenotes hereGillespieintentionallymodifiesthe classical
associatiorbetweerthevisualandverbalartsasfi s i praaiceghoweve, thisis nottheonly
motivationbehindtheterm.The adaptionof thefi s i & 1t tef8Di sat retoshedvorksof Woolf
andBell signifiestheimportanceGillespieassigngo individual artistic practiceqtheliterary and
visualarts,respectivelyeachsisterengagedn, aswell asthesharedandfi ¢ o m nmataréof their
artisticinspirationwhich Woolf herselfidentifiedasfi aetof experienceselatedvalues,andadesire
to embodytheir perceptionsn appropriateartisticf o r (bhe® i s tAd, 4)sinbotherwords,

i s i satreasadomnceprimsto showhowintegrallyrelatedtheworksof Woolf andBell arebothin
conceptiorandimpact.
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artists duringwhich Bell producedcoverdesigndor almostthe entiretyof Virginia Woolfs
oeuvrewith the HogarthPress evenposthumousl{f (Gillespie, TheSisters@rts, 116).
BellGs artisticstyleis oftendescribedn termsof its intensityof line andcolour.
Gillespiealsoobserves clearinclinationfor still-life arrangementi Bellés canvasvork
(TheSistersdrts, 252).1n contrastBellGs designgor book coversarelessdefinedin terms
of their stylistic modes.Therelativesimplicity of the designshasbeendiscussedhn different
ways,but mostlyto highlightthelack of careor interestfrom Bell in this field. Gillespie
challengeghis ideaby referencinghe sketcheshatsurvivedasthe evidenceof theintensive
draftingBell haddonefor eachdesignbeforedecidingon thefinal cover(TheSistersarts,
253).1t shouldalsobe notedthatthe designprocesdor the Hogarthbookswashighly
collaborative AmongtheremrdedcorrespondencieetweerBell andbothVirginia and
LeonardWoolf, therearemanyinstancesvhenthe Woolfs drew BellGs attentionto certain
coversor providedbrief feedbackaboutthe completeddesign LeonardWoolfés initial
commentaryon Bellés coverfor Jacoh® Roomis oneof theseinstances:
Theletteringon the Jacolds Roomjacketisnd plain enoughandthe
effectis rathertoo dazzling.Couldyou makethefr of roominto a
Capital?
Couldtheletteringbe pickedoutin somecolourwhich would makeit
bolder?(TheLettersof Virginia Woolf Vol. 11:1912-1922 543).
While LeonardWoolfés notesareunderstandable the contextof the publishing
house Gillespieobservesninterestingcontrasin Virginia Woolfés attitudetowardsthe
covers.Ontheonehand,shewasclearly attentiveto theimpressiorof the book coverandits

rolein the floverallimpactof theb o o (RheSistersdrts, 253).Her notesto Bell, in which

44 Gillespienotesthatthe only exampleof a Woolf novelsfeaturinga covernot designedy
Bell is Orlando(1928).
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shecommentonboththedl o v e | @ndfie s 8 ©t iofBallés desighashowthatshe
wasalertto boththe aestheti@andfunctionalaspectof thebookcover(ThelLettersof
Virginia Woolf Vol. IV:1929-1931, 251).Ontheotherhand,GillespienotesWoolfés
hesitanceo passall commentsalongto hersisterfor fearthatthes notesmight fispoil the
d e s i(TheSdastersdrts, 254). Despitetheseconcernsit seemghatBell wasalready
developinganintegralvisualstylefor the HogarthPresshooks.Commonin herstill-life
work aswell, thefloral compositiongplay a significantrole in combiningtheworks of the
two sistersIn manyways,Bellés designformulafor bookcoverswasrelatively simple.
Almostall of Bell&s coversfor Virginia Woolf werecreatedwvith the helpof alimited, two-
tonecolourpalette(HermioneLee; gtd. in Southworth fiThe BloomsburyGroupandthe
Book Arts, ©54),bold lettering,andabstracbbjectimagery(Beechey TheBloomsbury
Artists,16-17). A motif thatstandsout is thedomesticfemininebut mostimportantly,
modernnatureof the objectssuchasflowers, curtains circles,andabstracshapeghatBell
choseto representhe booksshewasworking on (ibid.).

It is bothimportantandinterestingto seehow thefloral symbolismis integralto both
Virginia Wo o | ahdd/aness® e | drt.dndeed the useof flowersin Woolfés work is
widely documentedParticularly,ElisaKay S p a r2@14studymeticulouslycatalogues
everyflower referencan Woolfés novels,referenceshatoccurin avariety of contextswith
symbolicweight, suchassuchasredrosesfor romanceasphodel$o connotedeath,and
lilies to symbolizeinnocencefiEverythingTendedo Setltselfin aGarden 45). Most
importantly, Woolfés useof flowersallows herfemalecharacterso remembeandreminisce
(by sensoryengagementvith flowersandrecallingof memory),performtheir femaleidentity
(by acceptinglowersfrom their suitors)andaffirm their classbelonging(by showinginterest
in certainkinds of flowersonly) (Ziegler;qtd. in SparksfiEverythingTendedto Setltself in

aGarden 43). FurthermoreWoolf alsoemploysflowers asa meango recontextualize
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masculinity.Sparksargueghatthereferenceo Barnards vision of Percivalficoveredover
with| i | (R6&)g dheWavesdoesnotsimply telegraph

Percivafs impendingdeathatayoungage,butalso

Barnaras homoeroticaffectionfor him (fiEverything
Tendedo Setltself in aGarden 44). While notascomplex |
asWoolfés iconic languagefor Bell, flowerswereoneof the i
mainvisualsymbolssheusedto exploretheworld of solid }
objectsthroughform andline (Gillespie, TheSistersdrts, |
228).Interestingly BellGs useof flowersin graphicdesignis

N
morecritically analyzedhanherstill-life portraits Indeed, t urgl na (4/00//

oneof theearlyusesof Bellés flower motifs, which appeared

Figure 12: i J a cRoobo' 1o
Virginia Woolf (HogarthPress).

for thefirst of Woolfés bookspublishedthroughthe Hogarth Coverartby Vanessasell. 1922.

Pressn 1922:Jacoh® Room(Figurel12).

Gillespieidentifiesthe particularflower onthe coverof i J a ¢ R d @ @dceland
poppes,whichitself is referentialof B e | daidtisgof by the samename albeitin singular
(Al c Bb p p(®@6))Therecurrencef thesamefloral motif andstylistic connection
betweerboth paintingsandgraphicdesignsy Bell emphasizethe sharedaesthetidanguage
thatboth Woolf andBell sharedIn thecaseof J a ¢ dRlbdingt canbe arguedthatthevisual
compositionof the coveris directly referentialof Wo o | wiritthg. Theframeof thecover
designis createdby theabstracformulationof curtainsthatimply the existenceof ahidden
window* behind,aswell asthe centralflower detailwhich s directly takenfrom thetext of
thebookaswell, albeitwith slight modifications.Overall, Gillespiesummarize8ellG

adjustment®f thetextualformulationlike this: fAlthoughthetablein Jacolés roomis round

4 Therearein total 93 referenceso windows,andspecificallyto characterstandingoy the
windowsin J a ¢ dRbadins
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andtheflowersarein ajar, the coverdesignstill suggest8Voolfésd e s ¢ r (TheSii sn @& r s 6
Arts, 255). A striking elementof this designis its strippeddown colour palettedominated
with blacktypeagainstawhite andcrimsonbackground illustration. Gillespieobserveghat
Bell reliedon herprimarycolourpalettenotonly for coverdesignssheproducedputalsofor
herpaintings(ibid.). In this senseBellés useof the colourblackin particularbecomes
versatileconnectingmotif astheflat contoursof herbrushworkcreatea vivid Impressionist
compositiorreminiscenpf Japanesgraphicart (TheSistersdrts, 257).Black also
symbolizedooth Woolfés andBellGs fascinationwith death(ibid.), which whenjuxtaposed
with brightercoloursmakesanimpactfulimpressioron theviewer.Mostimportantly,
GillespiealsoargueghatBellés evocativeuseof coloursandflowersdefinesherimpersonal
styleof depictingabstracideassuchaspermanence

andfemininity (TheS i s Arts, 119. Bellé 1908

R

paintingflcelandP o p p powesfally embodieghis | A
effect. Theflow of softcolours,here,is interrupted
by thebrightredandwhite flowersthatlook to be
onthevergeof withering (Figure13). Theboldness
of theredhereis asstrongastheimpactof the
daringblackin the coverdesigndiscusse@bove.

Furthermorethefragility of theflowersis alsoin

contraswith thesolidity of theurnandcup,which
Figure 13: i | ¢ eR aappdby & anéssaell
themselveglashin termsof thesolid, squarestandof ~ (19089). Vanessaell EstateandHenriette

Garnett.
theurn andtheperfectroundnes®f theglass.
We canseethat, in transitioninginto coverdesign Bell employedfat colours and

roundshapedo createa vibranteffectto showthefolds of the curtain,which emphasizethe

containerof theflowersin theforeground.The continuity hereis alsointerruptedoy the
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roundstandof thejar, contrastedvith the sharp,angularedgeof thetable,creatingawide

AV oshapepossiblyin referencdo Virginia Woolf, thatrecurson othercoversdesignedy

Bell. Thecoveralsofeaturegsheamendedcapitalizeditle in Bellé handlettering,which is
curiouslyoff-centre.The effecthereis not onethatbreaksthe compositionsputinstead,t
givestheflat, static,abstractompositionasenseof movemenandflow. Thefragile stemsof
theflowersBell paintedon canvasn 1908completelydisappearsnthecoverofii J ac o b 6 s
R o 0 md922,wheretheflattenedflowersaresuspendeth air ratherthansitting in the

vase Whenwe considerclosely,it canbe seenthatmorethanbeingstylistically unique,it is

B e | deculsruseof therepeatedflower motif acrosdifferentmediagivesherworksa
notabledepthandreferentialitybeyondthe singlecomposition Maybeit canevenbe
suggestedhatoneof thereasonsvhy Virginia Woolf showeda greatresistancéo altering

B e | dov@rswasexactlythis closeintertextualityandaesthetiageferencesbetweerthe

| at pantingsavhich Woolf admiredgreatly,andthecoversBell designedorthes i st er 6 s
books.

Bradshawnotesthatthe productionof the coverfor Jacob® Roomwasa highly
collaborativeproject,with Bell producingthe sketchand Virginia Woolf finishing it with
terracottg earthycolouring(TheBloomsburyArtists 16). 1t is interestingto notethat,
despitehis only feedbackoeingaboutthe typographyLeonardwWoolf hadsubtlereservations
aboutthe coverpotentiallymisrepresentinghe HogarthPressasanunprofessionaventure
(Morley, fiThe SisterlyCollusions 2022).Theemphasion the corporatedimensionof the
coveris importantandastherecordshow, unforturately,LeonardWo o | féa&Gwerenot
completelyunfoundedThereactionto thebook,andits cover,wasa big disappointmentor
theHogarthPressLeonardWoolf bothreactedo andexplainechisin his autobiography:

Thereceptionof J a ¢ dRbainwascharacteristiclt wasthefirst

bookfor which we hadajacketdesignedy Vanessalt is, | think, a
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very goodjacketandtodayno booksellemwould feel his hackles pr
his temperatureiseat sightof it. But it did notrepresenadesirable
femaleor even Jacobor hisroom,andit waswhatin 1923many
peoplewould havecalledreproachfullypostimpressionistlt was
almostuniversallycondemnedby thebooksellersandseverabf the
buyerslaughedatit. (Downhill All theWay, 76)

It is notablethat, here thereasorfor the lukewarmreceptionof the coveris assignedo
its artisticstyleratherthanto its misrepresentatioaf thebook. It is clearthatbothLeonard
andVirginia Woolf agreedon the artisticmerit of the cover.Particularly,in the midstof all
the negativecommentsyirginia Woolf wasthe mainsupporterof hersistefs coverart, and
herpersonalettersandaccountshowsincereadmirationof andsupportfor BellGs work,
which sheinsistentlycallsfie x g u iasdil toevoéThel éttersof Virginia Woolf Vol.
11:1912-1922 543).

A similar patternof negativereceptionfollowed with thereleaseof TheCommon
Readen(1925)(Figurel4). In thisinstancehowever thereviewsmadeno qualmsabouttheir
intentionandidentifiedthebookcove asthe mainshortcomingof thebook. Forinstance,
oneof theCommorReaderreviewersn TheStaraimedthefollowing criticism at Bellés
cover:

Whatmeanghis flaunting of crudeart, this almostreverentattemptto
copytheearly paintbrusheffectsof achild?| think it is acuriously
accurateeflectionon the misguidedeffort of theauthorin her
criticism of contemporaryvritersto vindicatecrudeliterary art
againstthe cultivatedandpolishedliterary art. (Majumdar&

McLaurin, Virginia Woolf: TheCritical Heritage 17)
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Overall,despitethedisparagementGillespienotesthatthereviewes commentshows

The >>377720099

cover,albeitonedefinedhereasiimisguidedandc r u d e COmmO’p
(254).Woolf, too, observedhis pointin aletterto Bell, b Y’@C({b :

whereshejokingly suggestshatii try to live up to themby
l

themestablishinga clearlink betweerthebookandthe [

beingasrevolutionaryandn o n s e n(EhéLett@rsob

Virginia Woolf,Vol. 111:1923-1928 182). This cover,

similar to thatfor Jacol® Room wascreatedwith asimple,

[
two-colourabstractrawingof agreenflower vasewith V&ygm‘q oo g

two flowersandanuncapitalizeditle. Fromthe
descriptionsaboveit is clearthatmanycritics foundthis ~ Figure 14: i T lCemmonR e a dbg
Virginia Woolf (HogarthPress)Cover

particularcovermoreiid e ¢ o r thansymbmlic.While it artby Vanessaell. 1925.
did notexploreanyvisualreference$rom the essaygeaturedn this collection,Gillespie
notesthatit wasneverthelesa fistrikingly appropriater a r i aftthie Wavolbcovers(The
Sistersdrts, 254).

To further pursuethis themeof variation,we canalsoreviewthe coverfor Woolfés
pivotal essayA Roomof One® Own, publishedn 1929,which presentsa semioticallydense
composition(Figure15). Anotheroneof Bellé two-colourcompositionsit featuresa square
clock seton atwo-tier stand.This coveralsoappeargo be moreelaboratelydecoratedsewn
pearllining following the arch),which Morley explainsasareferenceo the themeof
femininefreedomaddresseth thebook (fiThe SisterlyCollusion 2022).Interestingly the
simplesquareclock whichis the centrepiecef the compositions not mentionedn thebook
(ibid.). More broadly, it is suggestedhatBellGs useof a clock herealludesto Woolfés famous

statementha A womanmusthavemoneyandaroomof herownif sheistowritef i ct i on o

(A Roomof Oned& Own, 4). In otherwords,the coverenablegshe comingtogetherof time and
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spacewhich transformghis hypotheticalspacanto arealplace.Furthermoretheimage of

theclock carriesa symbolicalsignificanceaswell. As

Rabacksuggeststhe creationof iV cbetweerits arms ri%m G Toom

ane’s P
pointingati2 @ndfl Oabeatesatriple signaturereferringto Qf ones own

both Virginia Woolf, Vanessa&ell, aswell astoWo o | f 06

love affair with Vita Sackville West(iCoveringfor Her ”hj“ol}“ ;“

Sister 8). SeverahistoriansnotethatWoolf expressea

greatdelightin herfeedbackaboutthe cover(Raback,

UI010101ICH0I01010
fnCoveringfor Her Sister 8). However,herdirectcomment % anging
0 ‘9 & virgmid LJOOI?

ontheusesandimplicationsof theclock is justas

Figure 15 i ARoomof One's
O w nhy Virginia Woolf (Hogarth
Press)Coverartby Vanessaell.

1929.

remarkablefiwhata stir you 6dauseby thehandsof the
clock atthatprecisehour! Peoplewill sayd buttherds no
r o o IfTéedettersof Virginia Woolf,Vol. 1V:1929 193], 81).

Fromall threeexamplesliscussedbove |t canbe surmisedhatwhatexcitedand
pleasedvirginia Woolf the mostabouthersistefs coverswerepersonahllusionsshecould
deducelnstead,aclosestudyof theseelementperhapsevealsa socialbasisfor the negative
receptionFor instanceaccordingto Southworth criticism aimedat Bell accusingher of
fidiosyncrasyparochialismandcommercia n v i a bchdedhé puhdic percepton
regardingthe BloomsburyGroupin general156). Onetheonehand,theseconcernsvere
relateddirectly to the Modernart conventiongracticedn Bloomsburyart at this period.
Accordingly,thelack of humanfigureson the coverof the Jacol® Roomled to quiteafew
accusationsf thecoverbeingfreproachfullyposti mp r e s Beechey,TkeBloomsbury
Artists 16). Ontheotherhand,therejectionof B e | dow@rsby thebooksellersvho stoodin
arbitrationof the public tasteshowthatthe discomfortaboutthe Bloomsburyartwasalso

becaus@f mixing of high arttechniquesvith commerciakrtformslike graphicdesign.In
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otherwords,theelitist natureof Modem culturalthinking requiredthatmassandavart-garde
formswould remainsocially separatendvisually distinct However,the Bell-Woolf
collaborationthe exchangéetweertwo formswasmoreapersonapreferencehana
culturalundercurrentindeed theuseof privatecodesandsymbols,aswell assharedartistic
reference$rom Woolfés andBellG pastmakeit quitedifficult attimesto decodeBellés
workswithout properbiographicaknowledge For example BradshawnotesWoolfGs
excitemenin seeingBellé coverfor Tothe Lighthousedor thefirst time, compimentingher
sisterfor fhertruthful anduniques t y(TheRloomsbunyArtists, 17).Indeed Morley notes
thatthe symbolof thelighthousewasa commonmotif betweerbothsistersvho associated
their motherwith the strengthandgrandnessf the monument:
Forthesistersabookcoverwasri a marketingtool: it wasa
celebratiorof joint memoriesanacknowledgemertf their shared
artisticorigins,andanembraceof familial collaboration(fiThe
SisterlyCollusion 2022)

Theemphasion personahatureof art andreadingis a partof Roge FryGs theoryof
design(VisionandDesign 49). Accordingly, hedividesthe humansightinto two main
categoriesthefirst of which s practicalvision thatcompelstheviewerto seekthe
fia b o u t aftbemrsaaddistill its meaning Fry notesthatthis is atemporarystateof
visibility asthe momentthe meanings discernedthe objectof art goesbackto obscurity.
Thesecondorm is identified asficreativeor artisticv i s i(5t)rBécausereativevision
dwellsin therealmof imaginationandabstractionthe artistwho possesseis doesnot seek
aesthetiozalue,which s socially negotiatedput seeksnsteadto go beyondandattainan
aesthetiorzision:

In his continualandrestlesgreoccupationvith appearancheis capable

of looking at objectsfrom which both aestheti@ndevencuriousvision
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may turn instinctively,or which they maynevernotice,solittle prospect
of satisfactiordo theyhold out. But theartistmay alwaysfind his
satisfactionthe materialfor his picture,in themostunexpectedjuarters.
(VisionandDesign 53)
Whenviewedwith Woolfés creativevision, the coverbecomeiographicain allowing her
experiencandmemoriesvith Bell to be sharedhroughthesecompositionsin otherwords,
thesecoversconfirm the Bloomsburyidealby markingbooksasuniquelybelongingto their
creatorsandtheworld of art, ratherthanto a public curiousto entertheir closedcircle. So,
while we havetheevidenceo think thatit wasoriginally notintendedfor this purposethe
s i s fareetegatiedhe coverinto therealmof avantgardetradition.

We canseetheavantgardistlegacyof Bellé coverswhenwe reviewthemint the
contextof Moderndesignaswell. In this sensethe coexistencef bothmassandexclusive
dimensionof B e | desigs need to be noted.PaulRand,for example argueghatdesignis
notinherentlybusinessorientedbut rather,it representshe ficreativeimpulseof an
i ndi v(DesigreFbrimandChaos 19).In otherwords,designis amethodwhich requires
apersonaldeepanddeliberateengagemenwith form andcontentfrom the designemwho
seekdo achievea clearcommunicatio. Claire Badaraccexpandson this ideaby locating
thebookcoverbetweerthe forcesof productionandconsumptionfibelongingat onceto the
interpretativdevel of thebookandthe marketforcesthatled to the productionof its meaning
asanobjectivet e XfAGeaorgeSalter'sBook JacketDesigns 1925 194Q 40). Thiswidens
thefunctionsof thebook coverbeyondits protectiveandaesthetionesbut addsa new
functionof i nt e r p to¢hénaix In tbisnéw paradigmthedesignerwhois perceived
astheauthorityoverthereadingby fivisualizingtheboolkdsi n t e is thexhogermiddle
pointbetweerthe authorandthereader(ibid.). In this case definedasarepresentative

readingof thefboolkdsi n t e thecaoveris effectively definedasthe outsideof the book.
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It canbe arguedthatthe useof Adustjacket® in the contextof the HogarthPress
carriesaspecificconnotationrwhich servesasa precursoito the Moderndiscoursehatseeks
to establisha hierarchybetweerthe contentandform. Indeed trackingthe usesof theterms
like i ¢ o vaedii d | satc kyaheWoolfs canbeveryinforming. Bradshawnotesthat
bookjacketsor dustjacketswerenota commontraditionin the 1920s,andparticularlythat
theBell-designedcoversweredirectly workedon the cloth bindingratherthanon separate
papercoverlets(TheBloomsburyArtists, 16). Indeed Morley observesNVoolfés first
interactionwith Bell coverin 1917,in whichthetermusedby Virginia Wodlf isfic o v er 0
andnotfj a c kileManiyouradviceaboutc o v €fiTte SisterlyCollusion 2022). Onthe
otherhand,in his autobiographyl.eonardWoolf in his defenceof their coverdesign
repeatedlymakesreferenceso thefipaperj ac k et 0 :

Looking atthemtodayanybooksellewould admitthattheyare
extremelywell-producedooksandthattheir jacketsareadmirable.
Within tenor twelveyearsthe binding of booksin gay, pretty,or
beautifulpapersoverboardswaswidely adoptedor all kinds of
books particularlypoetry.(Downhill All the Way; 76)

Thetransitionfrom fic 0 v dorfidustj a c kalsanarésthe separatiorof Virginia
Woolf, asabinderandauthor from thedesignof coverwhich wasmasteredy Bell. From
thebusinesgoint of view, theemergencef the Hogarthdustjacketsin the 1930ssignalsa
shift in theoperationof the HogarthPres. For instance JJohnLehmannwho wasthe
managinglirectorof theHogarthPressjn a personaletterto Virginia Woolf wassuggesting
thatfithe dustjacketshouldnot be considerednintegralpartof theb o o (gtéby Raback,
fiCoveringfor Her Sister  B). This suggestshatthe externalityof thejacketcover,which
wasanewdevelopmenembracedy theHogarthPress.It canbe suggestedhatthe shiftin

technicalterminologyhereembodieow the functionality of thebook coverevolvedwithin
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theHogarthPresdorm a directly associated@ompositionto an attachmentesponsibldor
mediation.This, in turn, signalsthe growingrole of the designethatcameto overstadow the
role of thebinder,andthecritical changen the productionof thebook coverthatbeganto
transitionfrom awork of craftinto anartisticmedium.

It canbe arguedthatoneof the mainoutcomef this wasthe designspecializatiorthat
thedustjacketunderwentin orderto becomea mediumof visualreading Modernistdesign,
with its emphasi®n bothform andcontent,shouldbe our primary sourceto understandhis
processkFirst,accordingto PaulRand,the aesthetigudgemenbf designis first andforemost
intuitive (Design,Form and Chaos 4). In otherwords,whenpresentedo theviewer,the
form of thedesignalwayssupersedess contentReadingjn turn, emergesastheresultof
themeaningfulinteractionbetweerform andcontent.Randnotesthattheresponseo visual
designis eitherassociativésubjective)or formal (objective)(Design,Form and Chaos 6).

In the caseof theformer,the viewerbringstheir personakxperienceso readthe messagéy

creatinganassociatiorbetweera symbolandsocialor culturalmeaning Formalor aesthetic

judgementpntheotherhand,is largelydependenon
ideologicalconceptsuchasbeauty talent,taste etc. (ibid.).
Onemainexampleof this is the early twentiethcentury
Modernposterdesignthatbroughttogethemrecognizable
contentwith avantgardeforms.Particulaly, the postersy
EdwardMcKnight Kauffer commissionedby the London
Undergroundn 1906emphasizethe fibenefitsandjoys of

t r a (Adlistary of Graphic Design 236) (Figure16). The DOWNS B

readinghereis framednot throughscene®f traveland

Figure 16: TheNorth Downg,

commuting but ratherthroughthe pleasuresnd LondonUnderground by Edward
McKnight Kauffer (1915).

entertainmentesultingfrom taking suchjourneysby using SmithonianDesignMuseum.
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newtechnique®f colourprinting andModernart. Thetext accompanyindheillustrationis
colourful, largeandreadablewhich helpsto establisitheideaof a beautifuldestinatiorthat
canbeaccessety publictransportAccordingto Meggs,Kaufferds graphicstylewas
famouslyinspiredby the CubistandArt DecomovementgA History of Graphic Design
263),showinga strongemphasi®n the geometricanddynamc shapeshatimpressa sense
of movemenbntheviewerin theplay of light andshadowachievedhroughtheflat colours.
SalisburyalsodescribeK a u f warksdsthe perfectblendof contrastingcolour,shadeand
shapeghatcreatea simplelook fby makinginvisibility v i s i(AHis®ry of Graphic
Design 119).Thecentralfigure in this designis aninvisible subjectwho attainsa presence
by decodingor readingthe deepemnarrativebothtextually andvisually. Similar to this, a
groupof the Bloomdury artistsalsotried their handin populargraphicdesign.Another
BloomsburymemberDuncanGrant,producedoromotionalpostergor the Shell Oil
Companyin 1934,focusingon the celebration
of therusticbeautyof the Englishcountryside
(Figurel?). Themainmessagef the
commissionsvasto frametravellingasan

educationahctivity wherebythe citizenscould

-

EVERYWHERE YOU GO

experiencédoththeuntouchedeautyandthe YOU CAN BE SURE OF SHELL

distantpartsof the country(Beechey;The _ _
Figure 17: Stlven,Hu n t i nbyg Ruocansrant

BloomsbunyArtists, 20). The framing of the (1932).The NationalMotor MuseumTrust.

graphicwaterlandscapevith a clear,white caption,onceagain,emphasizetheimportance
of readingin orderto understan@ndbenefitfrom this design.

Unlike the poser designersBell did notseemto havethe sameinvestmenin guiding
thereadeds eyeinto anarrative.Whatis notablehereis notthe potentialfor misreadingof

form or contentbut ratherBellés rejectionto allowing readingto commercewith hercovers.
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In otherwords,while posterdesign,in ano lessartisticallyaccomplishedvay, prioritizes
readingby offering avisualintrigue andkeepingthe eyewanderingon the surface BellGs
methodof designwasmeantto interruptandguidethe viewerto the depthof thebook. The
useof theterminologyof i d e pabhdfi 6 u r Mmaycaesaconcernsaboutthe shallownessf
thebookcover,however,it shouldbe notedthatthe divide suggestedherebetweersurface
anddepthof thebookis moredisaursivethanpractical.Whatthis meangs thatthe surface
anddepthof theModernbookareintrinsically connectedandthereceptionthe latterhaveto
be negotiatedvith theformer.As Shustermamposits,theunderstandingf depthinevitably
beginsandendswith the surface(Surfaceand Depth 3). Ultimately, it canbe arguedthat
Bell&s methodof coverdesignis indicativeof the Modernistartistswho soughtto separate
their artfrom the socialandhistoricalcontext,thusmakingthereadingindirectand
discontinuousThis approachShustermamxplains,wasanintentionalmoveby to distil art
from life (Surfaceand Depth 10). In this senseby emphasisinghe division betweerthe
surfaceanddepth,the Modernartistattemptedo securea certaindistancebetweertheart
objectandsociety.

Therelationshipbetweera designerandthe object,however,is morecomplicated.
While theinterpretatiorof art canbeleft openendedthereadabilityof the designdoesnot
havethe samdiberty. Indeed the transformationof thetextualreadinginto thevisual
mediumis nota straightforwardorocessForinstanceaccordingto GeorgeSalter,who was
oneof themostrenownedlesignerof the Moderncoverin thefirst half of thecentury,iiThe
goodbookjacketis the productof aneditorialmind, [which is] ableto extractthe essencef
thewhole contentsf the bookandprojectit onthecoverin avisualma n n(gtd.io
BadaraccofiGeorgeSalter'sBook JacketDesigns 1925 194Q 45). Thepractice however,
revealsotherwise Specifically,for Salter,readingwasnot alwaysa primaryelementn his

designpractice As apolitical émigréfrom interwarGermanyliving in the United States,
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Saltercouldnot proficiently useEnglishat thetime of his arrival in the New World.
BadaraccaotesthatSaltets jacketdesignsshowthe economyof detailwhich he could
obtainonly with thehelpof his youngerbrother,who readthe manuscripaloudto him
(AGeorgeSalter'sBook JacketDesigns 44). Thevicariousnessf thereadinghereis
notable A similar casecanbeobservedvith the HogarthPressBradshawargueshatBellGs
coverswereoftencreatedvithout herreadingthe book, baseckeitheron thetitle or ashort
summarygivenby Woolf (TheBloomsburyArtists 17).In otherwords,whatis capturedoy
Bell in thecoversaremorecumulativeandcollaborativeratherthanbasedon a definitive
textualsource.

Thedivide betweerthe surfaceanddepthof the Woolf booksbecameamore

pronouncedvith herlaterdesignsvhen,accordingto Bradshaw, [T (@@ 00 a b onnaay

thecoverbecameoutrightimi s |1 eadi ng o:
Theheavydarkroselying overtheinterlocking
circlesonthecoverof TheYears the pretty swagged
floral curtaindesignfor Betweerthe Acts makethese|
novelslook lesspowerfulandangrythantheyare.

(TheBloomsbunyArtists, 17) (Figure18)

ThesuggestedlisparitybetweerBellGsiid e c or a't i

visual compositionsandWoolfés explorationof darkerthemes ~ Figure 181 T ¥ee a bys
Virginia Woolf (Hogarth
Press)Coverartby Vanessa
Bell. 1937

we havethe samepair of eyes,only differents p e ¢ t a(gtd. ire Bra@ighawibid.).

did not seemto hampetrthe lattei®s enjoyment(fiDo you think

Converselythe continuedreferencesn reviewsto thecoverslackingfia b o u t*&ingply s 0

A Wh areéMrs Woolf andMrs Bell goingto find in KewGardensworth writing about?And
engravingonwoodandbindingin a coverthatsuggestshetulipsin afamousDutch-English
catalogud 6 b | o tspotted sreakedspeckledandf | u s h(@ndighé&deviewfor Times
Literary Supplementl919;Majmudar& MclLaurin, 66).
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that,for readersthe aesthetiaivide betweerthe surfaceanddepthof the bookwereneither
arbitrarynor absolute.

Furthermorethereasorbehindsomeof the negativefeedbackalsocould havebeen
causedy thethematicindependencef Bellé avantgardecompositionghatdisoriented
thesereadersThisideais atthecoreof TheovanDoesburgproclamationfiThebookis no
i ma @heheéBookandlts Design 82).As oneof themostvocalcritics of bookcovers,
TheovanDoesburgntroducedo thebook coverdiscourseof thetwentiethcenturya
perspectivéocusingon restraintandfunctionality. In this sensehis repeatedllusionsto a
bookasfiah o u §iEheBookandlts Design 80)andfia r ¢ h i t(8&)istanecheod
RuskinandM o r rconseption®f theharmonyof the materiallyandaestheticallydefined
idealbook. Similar to the British Arts andCraftsthinkers,Van Doesbur@s addressees the
artist or in this case pookdesignerwhomheaccuseaf creatingpresumptuousesignghat
treatthereaderasfatleasthalf-blind andsleepyontop of t h &ilidd). It is clearthatVan
Doesburdhereis alludingto the coversdesignedolelywith anintenion to pull theeyeof
thereaderby all meangossible.

Van Doesburgs dislike of whathecallsid y n a waversémbodieghevisceral
discomfortthe visually definedbook caninstil in the readerifiThebookfalls like abombon
your table,andits colours, covers punctuatiorandaggressivdines give theimpressiorthat
theauthoris holdingagunto yourh e a(dTbeBookandlts Design 80). Thevictim in this
scenarias clearlythereademwhosesensorycapacityhasbeenassaultedby the book.
However it is importantto notethat, unlike thatof his nineteenthcenturyavantgardist
predecessothe pushbackrom Van Doesburgvasnotaimedat the decorativeelementsof
thecover,butratheratthelack of understandin@f therole of the cover.Instead Van
DoesburgarguesfiA poorbookwill notbecomebetterif it hasslashesstripes,bars,and

dots.It remainsapoorb o o (RThebookandlts Design 82).Whatis clearfrom this
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statements that,accordingto Van Doesburgabookis a compositeobject of its surface
coverandtextualdepth.Thevalueandmeaning,n this model,is retainedn thetext, while
thecoverremainsa passiveransmitterlt is interestingto notethatheusestheterm
fi nt e modalk abpuddistractingcoverswhich he seesasdetrimentatothefd u r a thato n o
thetextrequires(ibid.). This signalsthatVVan Doesburgconsiderghe bookasa controlled
containemwherethefi n t e wfghedowershouldremaininvisible to aid thevisible
Aid u r a ofitheimedactionwith thetext. While this modelseeminglyhelpsto explainthe
strongresponséo intrusive,or fi n t ecoversmadeby Vanessaell, it ultimatelyfails to
accounffor thelatersucces®f thesecoversnotonly for WoolfG booksbut alsofor
establishinga visualbrandfor the HogarthPressNor doesit explainthe positiveshift with
regardto Bell&s coversin thelatteryearsof the 1930s whenthe coversbecamenotonly a
sourceof inspirationfor Woolfés own increasinglyabstracprosebut alsoa positiveinfluence
onthereceptionof herbooks(Bradshaw,TheBloomsburyArtists, 18). In otherwords,while
he offersaneffectivemodelto reviewthe Moderncovers thelack of nuancen Van
Doesbur@s modelneedgo be overcomeThisis mainly becaus&/an Doesburgconsiders
visibility asalinearmovemenbf the eye(fiTo besure,thebookwill bereadfrom left to
right andfrom top to bottom,oneline aftertheo t h, & T Beok andlts Design 82).
Shusteman,in turn, arguesagainsthis view andsuggestshatvisibility is anactof
recognitionof fipatternsaandc o n v e n dndtrusasighly contextuaprocesgSurfaceand
Depth 169).In this casewhile the early renditionsof the coversdid notappe&to awide
audienceBellé methodof visualrepresentatioeventuallycameto be adoptedasan artistic
conventionyepletewith flowers, coloursandforms, which becomesecognizablethus
fiv i s itdalameraudienceasaculturalicon.

Ontheotherhand,thetransitionto fibookj a ¢ knstdadbf flbookc o v leyithe

memberof theHogarthPressalsosupportghis theory.Whereaautility is imposedasthe

168



mainfunctionof thecover,thefibookj a ¢ khargeghis role by becominga metaphoric
garmentfor thebook. This allowsthe coverto bereviewednot only for its functionality but
alsofor its adherencéo thefashionsystemthatis a socially signifiedfield*’. This doesnot
seemto beawell-exploredto full capacityin the caseof the HogarthPresscovers mainly
becausdiogarthis indeeda uniqueinstancewvherethe publisher who alsowasthe author,
workedin closecollaborationwith the designerin the big pictureof Modernpublishing,this
cases notavery commonmodel.Particularlytowards the middle of the twentiethcentury,
thedevelopmenof visibility throughconventionsanda commonvisuallexicongaineda new
importanceasnew middleagentssuchaseditors,art directions booksellersandindependent
book critics enterthesceneln this newworld of publishing,thereceptionof thecover
be@mea ceaselesprocesof negotiationfor how eachbookwasseenreadandcanmized.
Thus,thedevelopmenbf thebookcoverthroughthe culturalandartistic history of the mid-

twentiethcenturywill bethefocusof thefollowing chapter.

4" The connectiorbetweerthe classandthe history of fashionis exploredat a greatlengthby
GeorgSimmelin his1904essaytitled i F a s hwhepehedotesnot only the hierarchicahatureof
thefashiontrendsbut alsothe socialnatureof the transmissiorof thesetrendswherethe bourgeois
classis keenlytakingonthetrendssetby the aristocracywhile thelatteris constantlyin procesof
exploringnewtrendsandsymbolsto enforcetheir statusasthe patronsof tasteandculture.
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Chapter 2: The Book Cover and Publishers: A Comparative Study

This chapterchronicleshe emergencef thenewbookformi the paperbackthat
transformedookculturein the secondhalf of thetwentiethcentury.The paperback
revolutionwasa sociallyandculturally significantdevelopmenthatmadethebook atruly
everydayobject. While existingsideby sidewith hardbacksthe paperbaclook offereda
newexperiencef readingandbook collectingthatimpactedtheway book coverswere
conceiveddesignedpublishedcritiqued,andreceived While reviewingtwo quintessential
book forms, hardbacksandpaperbackghis chaptemwill discusgheimpactof themodern
book coveronreading.This periodis oftenmarkedwith manyclashesirregularities,and
contradictionsastheyarerecordedn historyandtheory However,| arguethatthese
undercurrentshouldnot be perceivedastheimpossibility of conceptualizinghe bookcover
asacohesiveorm, butratherthe varietyandpaceof thesedevelopmentsieedto be seenas
anintegralpartof the culturally reflexive natureof thebook cover. To achievethis, | will
adoptCampbelfs formulaof fiModernH e d o n tio exphadethe culturalimpetusfor the
divergencesndconvergences coversignpostsAt theheartof C a mp b adummenis the
conceptiorof aModernconsumermvho seeksnewpleasuresvith repeatedxperiencesn
this sense] will offer alook athow the coverbalanceshedynamicsbetweerthenewand
traditional,elite andmassunknown andfamiliar. Becauseéhe paperbackookis considered
asamassmediumof productionandconsumptiorwhenit comesto books,assessinghe
aesthetiégmpactof the paperbaclcoverinevitablynecessitatea closereadingof the
publishingindustryandemeging readercommunitiesin this sensethe analysisherewill
complicatethe easydivision betweerpaperbackandhardbacksandoffer acomparative
readingof designacumerof the Moderncoverin the ageof masspublishing.

This accountpenswith a corsiderationof the book coverin theinterwarperiodfor a

very importantreasonStepherGreengardargueghatthe goldenageof book jacketstook
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placebetweerthe 1920sand1930swhentheartistic heightsof the graphicdesignthatwas
directly inspiredby the JazzAge cameto anendduringthe GreatDepressior{fiCoverStory, 0
101).While Greengar@ approactto the modernbook coveroffersaninsightful look at
Americanbook coverhistory, theexacttimelinesfor along-passedjoldenagevary from
histoly to history. For example Drew & Sternbergehighlightthe 1930sand1940sasa
particularlysignificantperiodwhichis remembered@sthe periodwhenthe main hubsof
graphicdesignin Europewereclosedeitherbecausef censorshir war, relocateceitherto
Americaor Britain (By Its Cover, 22). Dueto thepolitical changesthe influenceof artists
suchasGeorgeSalterin America,andJanTschicholdin Britain playeda significantrolein
bringingthe newModernistinspirationto the book coverin the Englishspeakingvorld
(ibid.). Thefoundingof PenguinBooksin 1935asthefirst British paperbaclpublishers an
importantturning point. Dueto theimpactof growing nationalismduring theinterwar period
andthe socialandculturalshifts of the postwar period,thesebooksbecamea stapleof
readingculturein the English.speakingvorld in generalandparticularlyin Britain.
Throughoutheyears manysimilar taxonomieshavebeendevelopedaboutthe book
coverin thetwentiethcentury.Theemergnceof newformsof coverssuchasmore
specialisedlustjacketsandpermanenpaperbaclkcovers,aswell asthe constantepackaging
of backlistbooksin subsequergditionsall makeit necessaryo accepthe contextuahature
of bookcoversandtheir effectivenesswhich, attimes,mustbe consideredrom an
interdisciplinaryperspectiveFor instance Matthews& Moodyds 2007 studyof bookcovers
combinesculturalstudiesandmediastudiesapproacheso analyzebook covers which they
defineasfimaterialobjectswith avisuald i me n @udgingtbe Bookby Its Cover, xvi).
This showsthat,theduality of thec o v esangbicapacitywasstill importantasthe book
form wasundergoingadicalshifts. Secondlythe sheemumberof designmonographs

producel by coverdesignersthe manyspecialisednanualspublishinganthologiesandeven
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bookcoverexhibitionssuggesthatnotonly readersput designerscgollectors,andcritics
alike hadbecomemoreawareof the culturalimpactandartisticlegacyof bookcoversin this
period.Finally, andmostimportantly,the changeghattook placein publishingandbook
distributionin the twentiethcenturymakeit moreimportantto reflecton thefunctionsof the
bookcoverin the contextof the complexsocioculturakelationshipamongpublishers,
booksellersandreadersThesechangesncludethe emergencef specialisecdagentssuchas
editors,artdirectors,andpermanentlesigndepartmentsaswell asindependenand
corporatebooksellersThewideningof thebookworld in this way naturallycauseda
divergencen theusesandpurpose®achindependenagentassignedo thebookcover,
eitherasamarketingtool, a brandingopportunity,awork of artindicativeof literary
brilliance,avisualrepresentatioof thetext, a historicaldocumenof visual culture,an
aesthetiobjectworthy of collecting,etc. Someof thesecategoriesnay overlapfor different
partiessuchaspublishersanddesignergmarketingtool); however this doesnot rule outthe
possibilityfor multiple motivationsfor eachgroup,aswell asanundeniableotentialfor
divergencesvithin groups.

It is oftenarguedthatthe mainpurposeof all participantsof thebookspherds to
deliverbookstofi n t e rreadersBablocoversareimportantto this processAs Matthews
assertsfibook jacketsarea key conduitthroughwhich negotiationgakeplacebetween
authorspooktradeandr e a d(&udgingtheBookby Its Cover, xi). However,it is alsovery
commonto comeacrosdiscussion®f bookcoversthattalk aboutthefil u riiesoe d u,©t i o n 0
fia t t r aotbbdkavers.Theuseof termssuchastheseoftendepictsreadersasagullible
andimpressionablgrouphelplessagainstthe coverthatworksrelentlesslyon the onlookers
until thebookis purchasedwhile this ideamaybehelpfulto provideextracontextaboutthe
impactof the covers,asCampbelinotes currentlyit is impossibleto assesshe affability of

thereaderglueto thelack of valid sourceslocumentinghe consumebehaviourof theearly

172



modernperiod(TheRomanticEthic, 77). In generaltheideathatcovershavea significant
influenceasafsellingd e v i(Alaa BowersFront Cover, 6) is a particularlycommon
misconceptionn thebooktrade mainly becausef thefact that,otherthanin afew isolated
casesthereis no substantiabndpervasivesvidenceo fully proveor disprovethis claim.
FurthermoreMatthewschallengeghis ideaby suggestinghatthe book coveris not
employedsimply to lure readerghroughnefariousmeansputalsoprovidea physical
locationfor thebookin the bookstorg /And AnotherThing ... DustJacketsandthe Art of
MemoryDustJacketsandthe Art of Memory, ©57).Here,theemphasi©nmaterialityisan
importantconceptsuggestinghatthe conditionsof book storageanddisplayareintegral
elementgo considemwhentalking aboutthe coveiis impacton thevisibility of thebook.
Theexpansiorof thebookspheran the twentiethcenturybeganto put pressuren
thelimited bourgeoisconceptiorof thebookasanobjectof use(educationafunction)and
luxury (displayfunction). Thecreationof a public library systemthatspecialisedn
distributingbooks,in turn, allowednewforms of readingandbuying to emergeBook
readingasthe main pastimeactivity amongthe commutingworking classesvho spentat
leastanhourof their dayin traincompartmentsvith fienforced e i smasoreedf these
developmentgAltick, TheEnglishCommorReader89). In orderto meetthegrowing
demandrom commuterdor books,publisherdbeganto offer booksdirectly from bookstalls
setup atrailway stationg(Matthews& Moody, Judgingthe Bookby Its Cover,xiv). The
bookbeganto adaptto this newreality bothin termsof its contentandform. Altick notesthe
emergencef whatis now knownasfrailway| i t e r(TdheéEnglisha@mmorReader 89).
This particulartrendin publishinghasbeendiscussedn two ways.On theonehand,book
historiansseepaperbackasaresut of a naturalevolutionrepresentinghe transformatiorof
thebookinto areadeés objectin thetruesenseof theword (McCleery,fiThe Paperback

Evolution, d). Combiningin itself lightweightdesignutility with affordabk, low pricing,
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thepaperbaclbookembodieghe everydaynatureof thebookthroughits portability.
However,whenviewing from this angle,cheaplymadepaperbaclcoversof the early
twentiethcenturyalsoemphasizeheir ephemeraform thatcompelledreadergo think about
themfasrelativelydisposablaiponr e a d(ibid.)y In otherwords,bothits form andcontent
initially positionedthe paperbaclasanobjectwith temporaryfunctionality thatwould expire
whenthereademwould eitherfinish the story or thejourneywhenit wasbeingreadwould
cometo anend.At this point, the paperbackookwould be deemeda disposablebject.

Ontheotherhand,accordingto coverhistoriansthe paperbacks notanevolution,but
ratherarevolutionof the Modernbook. This approachs oftenhistoricallybasedandseeshe
paperbaclkasarecurringformatthroughoutistorythatonly succeedetb its full capacityin
thetwentiethcentury. ForinstancepPietSchreudersrgueghat:

TauchnitzandAlbatrosswerenotonly importantpublishersin their

ownright. In addition,theyservedasforerunnerdor whatlater

becameknownasthefipaperback e v o | théwortdwide,

productionanddistributionof inexpensivanassmarketedooks,
universallyandwidely availableat pricesmostpeoplecould afford.

(TheBookof Paperbacks12)
Schreudergxplainsthe simple,colourcoded mostly typographicpaperbaclcoversby
suggestinghatthe mainpoint of the paperbackormatwastheir icheapespossible
pr od u ¢(TheBaokobPaperbacksb). This suggestshatpaperbaclcoverswere
primarily the outcomeof theeconomianodelfavouredby the publishersvho aimedto
keeptheir booksin avery low-pricerange(ibid.). In otherwords,thematerial
productionof the paperbaclcoverprioritizesaffordability ratherthanaesthetic
definition. Interestingly McCleeryexpandon this ideaby arguingthatthe design

priority of thepaperbaclcoverwasaimedatallowing thereaderto identify thebookas
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apartof aspecificpublishets catalogudfiThe PapebackE v o | u 4).iTlisrcanioe
seenin theuseof certainpatternegapersvhich becomeassociatedvith individual
publishersandbrandg(5). The emergingdefinition of the paperbackcoverthensignifies
anobjectthatis bothaffordableandmassn its designappeal Thus,it is not surprising
thatthe paperbacks the main mediumin which theformulacoverwasfirst introduced.
While it is easyto imaginethatthe solefunctionof the formulacoverswould beto
inform thereademwith directtextualcommnunication,its original form, theformula
coverwasnot purelytypographical The occasionaliseof small,illustrateddetailsalso
contributedto establishinghe aesthetiaepertoireof the papercovers.This suggests
that,evenwith newfunctionality of positioningthebookin the marketfull of reading
matter,thec o v &isuélmediumwaspreservedndactive.

Whenwe talk aboutthe materialdefinition of the paperbaclcovers,it shouldbe noted
thatthe useof papercoverletsoriginatedwith the hardtackbooksattheturn of thetwentieth
century,long beforethe paperbackevolution.Dueto the needto protectbooksfrom the
grimeandpollution at therailway stations cloth-boundbooksbeganto bewrappedn
standarcpapercoverletsghatwerefashiored anddesignedasdustjackets(Matthews&
Moody, Judgingthe Bookby Its Cover,xii). Theuniqueelementf thedustjackets however,
wastheseparatiorof the printedbookfrom its environmentthe papercoverssurrounding
thebookactedasa solid boundarybetweerthetwo. This createsaninterestingdynamicin
thewaysthatcoversbeganto identify andrepresenthebook.In thisregardthelegacyof the
Modernistdesignerss undeniablelndeed,oneof the main benefitsof theremovabledust
jacketandfastmoving productionwasthe endlessexperimentationvith the formulacovers.
It is interestingto notethat,form the designstandpointthe visual uniformity wasalready

beingseenmasA ¢ h i heklferdhépapercovers.Thereforethedesignerattemptedo
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developdustjacketsby concentratingpn the coveits capacityfor innovationandcreativity by
pushingbackagainstspecialisedlesignformulas.

Amongthe mostnotablepioneersof the coverdesignin the US wasGeorgeSalter,
who left Germanyfor the United Stateson the eveof the Nazi takeover Badaraccaotesthat
Saler wassurprisedat how differently the Americanpublishinghousegunctionedcompared
to his experiencetn Germany(fiGeorgeSalter'sBook JacketDesigns, 1925 194Q 41).The
differencewasmainly in waysthatthe designwork wasexecutedBadaraccanentonsthat
theWeimerperiodwasnotoriousin Germanyfor usingbookjacketsfor their fipropaganda
v a | byexploitingtheirmasscommunicatiorcapacity.Thefocusfor Germancoverswas
to fAinfluencethereadeés mi n rdterthanrealisingthe artistic potential of the medium

(ibid.). In the United States Saltercarriedon with his preferredstyle of designthatcombined

traditionalillustrationwith his imodernt wi ¢Drew &
SternbergerBy Its Cover,28). Onebig innovationSalter
employedon his American coverswashis explorationof the
representationalapacityof the cover.This is whatmakeshis
stylestrikingly original. For exampleamongthe coversthat
hecreatedn 1947,0necanseeSaltefs uniqgueapproacho

coverdesign.Thecoverfor Robat Bloché TheScarf

Rotort Rloch

combinedSalteiis surrealisinspirationwith dreamlikecolour *

Figure 19 A T ISe& a byRadbert
Bloch (Diall Press)Coverartby
GeorgeSalter.1947.

swirls aroundthe singleeyeball,a designthatgivesthe cover
afresh,intriguing look (Figurel19).

Ontheotherhand,his coverdesignfor Elias Canettés The Towerof Babelshowsoff
his artisticdexterityin acompellingcompositionhe createdusingModernisttechniquesuch
asiicollage,geometricabstractiorandfigurald r a w {Drey & SternbergerBy Its Cover,

28).Heller & Viennesuggesthat Salteits useof papercut collagesachieves youthful,
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timelesdook thatembodiesviodernistanxietiesaboutmaterialismandindustrialuniformity
(100Ideasthat ChangedGraphic Design 54; 90). Salteitis economiauseof thecoverspace
shouldbenotedtoo.Hisfie d i t approaaHhs dearlyevidentin his selectiveuseof
representedontenton his covers(BadaraccofiGeorgeSalteis Book JacketDesigns 1925
194Q 47).

Whatis noteworthyhereis that,despitea clearModernistresonancéetweerthese
two samplesthesebookswerepublishedby two differentpressesBlochés TheSarf,

categorizedinderthe mysterygenre wasreleasedy the Dial

Presswhich specialisedn publishingselectworks of fiction
but mostly narrativenonfiction andmemoirs.TheTowerof
Babel ontheotherhand,waspublishedby Alfred A. Knopf,
whichwasanestablishedhardbackpublisherin the United
StategFigure20). Beyondthe obviousstylistic connection
betweerthetwo coversthatresultedrom bothof them

belongingto the samedesignerthis alsosuggestshatfor the

hardbackpublisherstheindividualscopeof thedesignwas

Figure 20: i T Mewerof
B a b bylEliasCanetti(Alfred
A. Knopf). Coverartby George
Salter.1947.

still moresignificantthanachievinga public brand.However,
whenwe look atthisfromthep u b | i poihtef viewdwe
canseethatthe oppositewassuggestedatleastin theory.For example Salternotesthat, at
Knopf, thefipersonat a sof tlkeepublisherdid not matterasmuchashavingavisual
cohesionn their catalogueBadaraccaxpandshis by addingthatiThe Borzoi style [of
Alfred A. Knopf] wastheinstrumentuponwhich the compositionis played,notthe
compositioni t s (83edrgeSaltes Book JacketDesigns 1925 194Q 46). In this sense,
thedesignewasallowedto independentlyinterpretthetextasar e a @4&)rwbich

suggestedhatthe coverwasultimatelyfor the benefitof thereader.This meant thateach
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coverhadto beformulatedindividually with thefinal bookin mind. Whatthis suggestshat,
while it hadnotfully cometo fruition yet, the pushtowardsvisualbrandingof thebooksin
accordancevith their producersvasanideathatpublishersweregreatlyinterestedn.
Furthermoreascanbeseenfrom Saltefs covers with theimpactof the Modernist
movementthe principleof coverillustrationhadalsoundergone shift. Oneof themore
prevalentexplanation®fferedfor this trendof non-Realistic,nonrepresentationabversthat
metaphoricallyconnectedvith the book by aesthetianeanssuchasmoodandstylewasthat
their intriguing designicaughttheeyeof ther e a dTaiswasaviewpointmostly sharedoy
publishersvho wantedto explorethe commerciakcapacityof the cover.Indeed despitebeing
adamantlyagainsthe commercializatiorof the book througherotic motifs andcinematic
clichés,Salterhimselfwasabig proponenbf theideaof developinghefip r o mot i onal 0
capacityof the cover(fiGeorgeSalter'sBook JacketDesigns, 1925 194Q 47). Knopfwas
notasconvincedof theideathatcoversaidedsales but Badaraccsuggestshatevery
publisherthatcollaboratedvith Salterreporteda big uptickin the salesof their books'2,
Whetherthe coverleadsto the purchasef thebook or not, whatis certainis that Salteits
designsverememorablesnoughfor bothreadersaandpublisherdo speculatebouttheir
hiddencommercialalue.l would arguethatthe key to understandinghe appealof Saltefs
andotherdesigndies in thewaysthatModernistart wasadaptedor the purpose®f graphic
design.Theuseof asymmetricabndvisually complex,aswell asstrippeddown,
compositiongid not alwayslenditself to the creationof themostiil e g icovergbatthese
coverswereableto engagdheobservelby replicatingthe aesthetichaosof life duringthe
Modernperiod.It canbesuggestedhatit wasthe variationsof the Modernthemethat

createdanappeafor thereaderdo pursuenotonly the sensorybut alsothedeductivenature

48 BadaraccaotesthatS a | tpepuldyitywasevidentin his designscausingthe booksto be
fisoldmorethan20,000c o p i(SeomeSalter'sBook JacketDesgns, 19251 9 4 87). o
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of thecomposition.This wasparticularlyimportantin establishingrzisual signsthatwould
distinguishoneobjectfrom anotherin a saturatednarketplaceThe specializatiorof the book
coverfor this purposeis understandablezhenoneconsiderghatthe coverwaswhatreaders
andbooksellerdirst sawandreactedo whenencounteringa bookon the shelf.

As Campbellexplains,of all sensoryexperienceshe senseof sightoffersthegreatest
potentialfor long-lastingaesthetipleasurd TheRomanticEthic, 114).In thisregard the
ideaof ModernHedonisnis directly connectedo visualsignsallowing theindividual to
explorethe pleasureof thebookfor themselvesHowever,unlike pain,which accordingto
Campbellis a concentratedensationthe pleasuresoughtby the ModernHedonistis more
scatterecandcomplex.This meanghatpleasurds not alwaysconnectedo passivityand
enjoyment.Theindividuals capacityfor pleasurés alsodirectly tied to thefinegative
e mo t iewokesby the constanstateof overstimulatioranddistraction.This allowsthe
subjectto exercisea degreeof dominanceandauthorityovertheexperiencefiBeforeany
emotioncanpossiblybe6 e n j daherefdréjt,mustbecomesubjectto willed control,
adjustablan its intensity,andseparatedrom its associatiorwith involuntaryovert
b e h a v (Tle®RomaniicEthic, 120). Whenappliedto thebook spherethis statementan
beinterpretedn two ways.Ontheonehand,it is undeniableghatthe fichatterandn o i af e 0
thesenewsettingsin which booksweresoldandreadresultedn a differenttype of
experiencen comparisorto the silenceandaestheticohesiorof privatelibraries(Altick,
TheEnglishCommorReader91). Thus, sensorypressuranadeit necessaryor the
individual to makeprivatecommitmentgisconnectedrom the outsideworld. Then,the
extentto which thereadercould exerttheir mentalcontrolovertheir surroundingsvould
determingheintensityof pleasue theywould drive from reading(ibid.). And because
Campbellpositsthefi p & tp e r ia®nmysidesttosensorystimulationasoneof the

precondition®f pleasurg TheRomanticEthic, 112),we canseeaninterestingdynamic
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emergingbetweerthe pushfor novelty andthe groundingof familiarity. This allowsusto
deducehatthe aesthetiandcommercialconditionsof thebook sphereverebeingshaged
undera newreadingculturewherethe newbut familiar experiencesvould be soughtasthe
locusof the heightenegleasureOntheotherhand,the dynamicbetweerfi n éowtf ami | i ar o
madeModernartwith its finwardt u ramdcejectionof Realismanidealmediumthrough
which theindividual couldrealisethe pursuitof pleasurelt shouldbe notedthattheunique
natureof this experiencas its centralizatioron the subjectratherthanthe object.
Accordingly,theModernHedonist,n anattemptto disengagdrom the outsideworld, turns
to their own subjectivityinto a sourceof meaningandreflection(TheRomanticEthic, 123).
This meansa clearrejectionof all aestheti@associationsvith reallife in favourof the
individualGs desireto controltheir interactionswith the fiobjectivew o r [(184% Thesubject,
then,performingtherole of meaningmaker,is allowedto chooseexperiences deems
pleasurablgrom thosethatdoesnot excitean aesthetiexhilaration.FurthermoreCampbell
alsoassociatethis shift towardsModernHedonismwith the growing self-consciousnessf
twentiethcenturyreadersAs boththe contentandform of thebook beganto adaptto this
new paradigmthe coverdesignbeganto featuremoreabstractnon-Realisticdesignpatterns
thatdid not containa clearnarrative(Heller & PomeroyDesigningwith lllustration, 12).In
otherwords,the pleasureof themoderncovernow effectivelyresidedn ther e a dcapaaditys
to reflectionon anddecodng of its meaning.Thelongerthe coverheldthe eyeandattention,
thebette its standingappearedo bein relationto the otherbooksit wassurroundedy.
Indeed,| arguethattheartistic excellenceandlastinglegacyof thetwentiethcenturybook
coverswhich haveoftenbeenexplainedwith their radicalexperimentationvith icommercial
d e s | agethéresultsof the Hedonisticnatureof their conceptiorandthe fundamentatole

playedby thebookcoverin the creationof the Modernbookculture.
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If welook atthe contemporaryeaderasthedescendamf the Modernreaderthen
we canunderstanavhy the subjectivenatureof its communicatiorcarriesatendencyto be
interpretedn termsof the commerciaimotivationasthesetwo aspectareessentily
intertwinedin theideal of ModernHedonist.In this senseanotherimportantinnovationof
coverdesignof thetwentiethcenturytook placein relationto illustrationthatbecamea
fundamentapartof thevisualbrandingof thebookcovers Heller & Pomeroynotethat
illustrative designwasparticularlyimportantfor the Modernistdesignersiot only becauset
wasa versatilemediumwith avastcapacityfor artisticexperimentationput alsobecausef
its mythicalconnotation®f fih e r @epresentabn thatallowedthedesignergo juxtapose
traditionalcompositionsvith Modernalterationg Designingwith Illustration, 10). These
experimentationgveresoonstabilizedin anewdesignstyleusheredn by artistssuchasPaul
Rand,who masterfullybrought togetheModernistartandcommerciadesign.Theresultof
this combinationof traditionalandhistoricalmethodswith the subjectivawist wasthe style
knownasModerne(12).

In termsof designapproachModernecombinedthe artisticandornamentaforms of
illustrativedesignwith fausterd u n ¢ t i @ Madérnistary. Bhe mixing of thesetwo
stylescreatedvery interestingexampleof coversthatrelied on both photographyand
illustration (Designingwith lll ustration 13). Heller & Pomeroynotethatthe Modernebegan
to appeawon book coversduringthe 1930s,andmostof its practitionersvereEuropean
Modernistswho wereworking in theUS, wherecommercialdesignwasheavily basedn the
illustrationformat. To overcomethe disparitybetweertwo traditions,asBauhausartist
HerbertBayersuggestedyloderneconstantiyunderwenthangegso adaptiEuropean
objectivity to Americannarratives e n s i (gtd. in Helleyr & Pomeroy Designingwith
lllustration, 13). This wasintentionalasthe Modernistinterestin commerciakrtwasdirectly

focusedon eliminatingtherealistillustrationthatsignified the massstatusof the graphic
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design.Thedirectionchoserwasa complexstyle calledfiobjectp o s thatcentedon
graphiccompositionwith minimal textualcaptioning.The creationof whatHeller &
Pomeroycall fivisuals i g n pnastheismpetusfor thenewcoverstylebasednthe
publisheés brand.Theprevalencef thistrendcanbeobservedothin paperbaclkand
hardbackpublishing.Indeed,oneof the mostpopularexampleof this wasthe collaboration
betweerdesignerAlvin LustigandJamed.aughlin,whowasthe headof the New Directions

publishinghouse(Figure2l).

Figure 21: Book Coverdesignedy Alvin Lustigfor theNew Directions
betweenl945and1950.Courtesyof the publisher.

Lustigds mostprolific periodat New Directionstook placebetweerthe 1940sandthe
1950s.Simplebut evocativetypography andmutedbut symbolicimageryin atwo-tone
colourpaletteis the signaturestyle mostcommonlyassociateavith the culturallegacyof
New Directions(Heller & Fink, Covers& andJackets!17). Drew & Sternbergearguethat
Lustigés abstraceindsymbolicdesignsvereindicativeof the New Directionscataloguehat
specialisedn avantgardeliterary projectsin which the fispirit of thebook cannotbe
expressedby naturalisticrepresentatioof episode®r by anypreconceivedormala p pr oac h 0

(By Its Cover, 48). This, notonly marksa significantpointin theadaptionof Moderne
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traditioninto thecoverartbut,asw e Geeih thefollowing paragraphshroughthis
transitionwe alsoseetherise of the publisherbrands.

Despitetheir outlandishlook, Lustigés covers overall,garneredsery positive
responsefrom readersandcritics. Jamed.aughlinnotedwith greatjoy thecommercial
succes®f Lustig-designedccoversthatresultedin salesbeingtripled comparedo previous
editionsof thebooks,notingthatthe critical acclaimof Lustigds worksfisymbolizedin
physicaltermsthe desiredsolationof [New Directionts] editorial programfrom thatof the
greatcommerciah o u s(RBy#sdCover,49). By itself, this statemenimpliesthecomplete
acceptancef thecommercialmerit of thebookcover,howeverin abiggercontext,we cana
differentimageemerging Specifically,whenviewedtogethemwith L a u g hcomnreritss
abouthis discomfortaboutthe massappealof the coversandficoverb u y theprevious
commentarymay seemcontradictory However,whenwe analyzethesetwo statementside
by side,we canseenotaseparatiorbut ratheranattemptat reconciliationof two dimensions
of thebook cover,namey their capacityto visually individuateandcommerciallyappraise
thebook. The choicebetweenreitheroneof thesefunctionsseendifficult for thepublishers.
Fromtheinstitutionalperspectivepublishersvereparticularlyhesitanto limit the scopeof
theirrole to commercialactivity. Instead theyalsosawthemselvess patrors of bookarts.
As theformerstatemenshows the degreeof integrationbetweercoverdesignandthe
culturalauthorityclaimedby the publishinghousewasanimportantdetail for the publishers
Laughlings follow-up statemerg makeit clearthatthe only to validatethe marketsucces®f
thebookcovershouldalwaysbethroughthe culturalimportanceof thetext:

It is perhapsotavery goodthing thatpeopleshouldbuy booksby
eye.In fact, itGs avery badthing. Peopleshouldbuy booksfor their
literary merit. But sincel haveneverpublishedabookwhich| didn&

considera seriouditerary work andneverintendto, | haveno bad
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consciencaboutusingLustig to increasesales His beautifuldesigns

arehelpingto makea massaudienceawareof high-quality reading.

(qtd.in Drew & SternbergerBy Its Cover,49)
While it maysoundlike furtherdisparagementf the bookcoverby Laughlin | would argue
thathis wordsare alignedwith the culturalideal of the completebookthatexcekd at
aestheticallydistinction,commerciallysuccesandliterary value This beliefwassharedy
manymajorpublishersvho werespecialisedn hardcovemproduction.

Ontheotherhand,paperbackpublishersattemptedh similar strategyto associateheir

brandedcoverdesignwith theliterary merit of thebooksthey ' |
publishedthis approachook a differentshapean practice.

Schreudersneticulouslydocumentghe personahistory

_ ) _ _ o FLYING
behindtheinventionof publisherlogos(ofteninspiredby DUTCHMAN
f YING \ PENGUIN
animalmotifs*®) andformulacoverswhich showedhe ANTHONY
FOKKER
complexandlayered butalsoextremelycolourful history of
thepaperbacksThemainelementof the paperback \ o O

fis i g n pnasthatthépublishersof thesebookswerenotas
interestedn thesortof subtlebrandingmethodsemployedby Figure 22: TheOriginal

Penguincovergrid, designed
the hardbackpublishersindeed paperbackorm wasoften by EdwardYoung, 1935.

Courtesyof PenguinBooks.
definedby their overt,formulacovers.
It is impossiblenotto mentionPenguinBookswhentalking aboutformulaiccover

designin themid-century.As thetitle of PhilB a i rsensnalhistoryof the PenguinBooks-

Penguinby DesignsuggestsPenguinbookswereconsidered

49 In TheBookof PaperbacksSchreuderapproachesachpaperbackmprint separatelyby
offering manyanecdotabut detailedstoriesbehindthep u b | i isven¢edcélaphonsandthe
creativewaysin whichtheywereupdatedegularly. Thistakesup a big sectionof the bookbetween
pagesh6 and104.

184



to bePenguindecaus®f their recognizablelesign,morethanfor their individual success.
ThePenguincovergrid wasinventedby EdwardYoungin 1935andremainedalmost
unchangedintil theendof the 1940s.Divided into threehorizontalbarswith clearvisual
brandingof the logo, the Penguingrid wasboth colourcodedandtypographicaln its useof
separatdontsfor the Penguinlogo, andthetitle andauthorname(Penguinby Design 19)
(Figure22).

It canbe arguedthatsucha simpledesignwasindicativeof thetreatmet of paperback
booksasasecondarynedium.As Warpolenotes thefirst editionsof literary fiction works
werealwayspublishedin hardbackorm fidestinedor aseriousr e a d e, arsldniy @ftéra
periodwould theybereleasedn cheappaperback$or massconsumption(Readingby
Numbers7). However,it is importantto notethat, unlike the Americanpaperbacksvhich
werecommonlyassociateavith sensationaliction, Penguinbooksin the UK did nothave
similar negativeassociationsvith fic h e a p of makesThis canbeexplainedoy themain
audienceof Penguirreadersywho werenotjust public commuterdyut alsostudentsand
academicsvho preferredpaperbacksothfor their affordability andportability (Ketron &
Naletelich,iHow E-ReaderdHaveChangedPersonalConnectionsvith Books 440). Thisis
oftencreditedto PenguinfounderAllen Land&s intentionaldiversificationof the Penguin
backlistthatincludedbothclassicsgenrefiction andscholarlymaterialgMcCleery,iiThe
Paperbaclevolution 1).

Bonnnotesthat,soonafterits adoption paperback$iadbecomea constantompanion
for readersn placesrangingfrom the comfortof theirhomesandbedroomso airplanes,
busesandcars(UnderCover: An lllustrated History of AmericanMassMarketPaperbacks
10). Readinghowever wasnot limited to theurbanlifestyle As Bainesnotesthe
coincidenceof the Penguinbooksizebeingcomplementaryvith the sizeof battledress

pocketssoonmadeit possiblefor paperbackso reachthefar trenchesf thewar (Penguinby
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Design 15). Theyearsof war weresoimportantin establishingeadingaspartof everyday
life that,afterthewar, economicchallengeghatplaguedeverydaylife includedtheconcerns
aboutthe costof booksaswell. Paricularly in Britain in theimmediateaftermathof thewar,
paperbacksverethe mainform thatthe povertystrickenmassesouldrely on for reading.
With its wide public appealMcCleeryargueghatthe easilyrecognizableypographiccovers
of Penguinbodks wereconceivedasa meandor the companyto removethefic h e atignia
from their booksby showingfdiscipline,goodmannersandeconomia e a | (fiTkem o
Paperbaclevolution &4).Here,we seeyetanotherparallelbetweerthe hardbackand
paperbaclkpublsherswherethe commercialuccessvasnotthe solemotivation,butrather
oneof thecriteriathatdeterminedhevisibility of thebookcover.

However,asAllen Lan&s controlover PenguinBooksbegano loosendueto the
corporatechangeghattook placein the 1940sand1950s the Penguingrid becomeatopic of
heateddiscussionBaines,Penguinby Design,16). Theappearancef visually distinct
Americanpaperback the British marketplaceput thewell-establishedypographidorand
imageof Penguinatrisk of beingoutcompetedTschicholds reworkingof the covergrid
eventuallyled theway for moreradicalchangesThe verticalgrid, which wasintroducedin
the 1950s put moreemphasion the authorshipof thebook (Baines,80). However,themain
visualshift in the Penguinbrandoccurredunderthe leadershipf HansSchmoller who
commissionedsermand-acettito redesigrthe coversto allow illustrationsandimagery
withoutthe coverslosingtheir essentiaPenguincharacteristi¢McCleery,iThe Pagerback
Evolution &7).While theredesignedoverswerestill basedn the Penguincovergrid, it
wasclearthatthe directiontowardswhich the new coverswereevolvingdid notalign with
thelimited scopeof thegrid formula. The appearancef full-sizesurrealisipaintings
commissionedpecificallyfor Penguinbookstowardsthe endof the 1960seffectively broke

thedominanceof thecovergrid overthevisual aestheticef the Penguinbooks.In thenew
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reality, asthetextualcontentchangedn responséo culturaldynamicsthe coversbeganto
reflectthis shift aswell.

Themostnotableaspecbf thenewgrid wasits flexibility. Unlike rigid guidelinesabout
thefont andstylizationinitiated by Tschicholdin the late 1940s the new covergrid designed
by RomekMarberfifeatureda morerelaxeduseof capitalizationin [genre]t i t whiehs 0
allowedgreaterfreedomto coverdesignergo experimentith the medium(Penguinby
Design 103) (Figure23). Bainesalsonotesthatafteradaptionof the Marbergrid to Pelican
titles, the Art Director of Penguinbooksatthetime - GermanoFacettibeganto switchthe
commissiorpolicy for artworks,preferringto work with coversdesignersatherthan

independenillustrators(ibid.) As aresult,newcovers

Penguin Crime 2'6

Y abcdefghijk
\_‘mnopgrstuvwxy
\ abcdefghijkimnop

\

exhibitedbroaderintegrationbetweenrall design

pifubjepoqe D

elementssuchastypographyillustrations,and

photographyAesthetically the Marbekgrid wasalso

effectivefor fisuggestiveratherthanl i t eoweas| 0

JbdouwpBiyBepoge

which emphasizedherole of thereadelin everyaspect
of thepaperbackook.Evenasgrid coversbegano go
out of practicetowardstheendof thedecadegenre

traditionstheyinitiatedremainedstrong.Bainesargues

thatthedistinctvisual cohesiorof the Penguin

Figure 23: A T WMarberGr i designec
by RomekMarber,1962.Courtesyof
PenguinBooks.

cataloguespeakdirectly to the geniusof the Art
Directorslike Facetti,who managedo strikean
effectivebalarce betweerformulaicandartisticdesign:fiLaterin the 1960sstrict observance
of thegrid wasno longerthoughtnecessarhut becauseoverswerecommissionedvith
careandwereof a high standardvith a consistentypographideel, the seriedook was

ma i nt aRengeinby Diesign 103). This showsthatthe papercovers similar to high-end
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dustjacketswereessentiallyModernin their balancingof masswith exclusive,commercial
with innovativeandavantgardeandultimately, readingwith collectingandowning.

Overall,the secondhalf of thetwentiethcenturywasatime of big changesn publishing
anddistribution,the main changebeingthe takeoverof smallerimprints by corporate
publishersandthe expansiorof the book marketbeyondbookstoresnto mallsandbookstore
chains Miller notesthat,unlike theindependenbookstoresvhich emphasizedhe
importanceof public relations drugstoreandbookchainsoffereda non-intimidating
alternativefor bookbuying (ReluctantCapitalists 34). Thesewere commerciakpace®pen
andwelcomingto everyoneregardles®f their culturalor socialcapital,which wasnotthe
casein renownedndependenstoreswith their crowded,dustybookpiles,andthelonesome
andelitistimageof independenbooksellersvho deliveredjudgemenuponthereaderrather
thanrecommendatioriThefocusin thesenewspacesvason self-serviceandminimal
intrusionon the browsingreadergReluctantCapitalists 43). This meantthatthe coverhad
anopportunityfor directinteracton with thereademwho would be browsingbooksandthe
magazinesectionof departmenstoreswith a passinggaze.Unlike in previousdecadesvhen
the purposeof the coverwasto standout by disruptingthe observeds attention with the
impactof the paperbaclgenerationcoversnow showeda clearyearningto relatetheir
signpostgo the canonsof visual culturethatincludedtelevisionandcinema,aswell as
magazinecovers.

In this regard the exuberanBurrealisinspirationfor pgperbackcoversduringthe 1960s
andthe 1970scanbeexplainedby the communakhelvingof bookswith manyscience
fiction magazineswherethetraditionof usingSurrealistsartworksin the coveroriginated
(Warpole,Readingoy Numbersy). This trendcanbe seenmasthe continuationof the
Modernesensibilitiesalbeitasaretrospectiveakeon theoriginal. Accordingto Barnard the

emergencef the Bauhausnovementwhich successfull}combinedraditionalGerman
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aestheticsvith thenew,technologicallyadvanceditopian
simplicity (GraphicDesignas Communication124),wasthe
final developmenbof theintegrateddesignprinciplesthatdrew
inspirationfrom boththegraphicartsandindustrialculture.
Thedynamicshapingthetypographicdimensionsof book
coverdesignwasintenselycontestedOn theonehand,the
designdisciplinedemandedhigh readabilityfor the typefaces,
while, onthe otherhand,the Modernistinfluencemade

typographya site of contentiorwith the notableresistancef

thedesignstylesto beeasilyread(Figure24). Theblurry,

. ) Figure 24: i APlagueof D e mo t
distortedfonts,aswell asthe psychedelicoloursusedonthese py Keith Laumer(PenguinBooks).

Coverartby Alan Aldridge. 1965.

coversshowthat,while appealingo contemporaryaste the
Modernismin coverdesignhadnotyetcometo anend.

Thetransiencef thebondbetweerthe coverdesignandthe paperbackookhasalways
beenapervasivepat of thediscourseon thetwentiethcenturybookcovers.indeedthe
culturalresponsivenessf thebook coverhadbecomeparticularlypronouncedn therapid
world of paperbaclpublishing.Thefi r e s p o n $nithis easegvassobtalwaysin relation
totheb o o hresstructuredefinedby its producersbut alsothe culturalpositionin the
book spherewvherethe externalagentdike readersbooksellerandcritics operatedThis
meanghattheresponsé¢o anindividual coverwasnow moredirectly contingenton theargle
of theanalysisandthe partiesinvolvedin thediscourseForinstancewhentalking aboutthe
history of the surrealistPenguincovers designmanualoftenhighlightAlanAl dr i dge 6 s
works (specificallyii APlagueof D e mo assliscussedbove)for theiriconic simplicity and

artisticexcellenceHowever,we seelook up the sametitle in theonlineimagesearch
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enginesthe saiddesignappearstthe bottomof thelist whichis formulatedbasedn the

popularityof eachdesign(Figure25).
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This experimentevealsaninterestingdynamicaboutpaperbaclcovers:therelevanceof
thedesignoftenseemso resideoutsideof the bookratherthanbeingconnectedo the bookis
innerform or textualcontent Furthermorethefie x t e r af thécovie ge@msevenmore
pronouncedor thebooks belongingto definedgenrecategoriesThe nextchaptemwill
considerthe subjectof the genrecoversthatresultedfrom the expansiorof the paperback
marketandoffer areviewof howthebookcoveris perceivedanddiscussedy readersand

critics in the contemporargulture.
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Chapter 3: Challengesin the Contemporary Period: The Book Cover and Genre

Despitethefalling numbersof readershigoday®, theimpactof the paperbackook
canstill befelt in its lastinglegacyof avid andextensivereadingpracticesin termsof the
book cover,the stability andpredictabilityof paperbackeadingwassolidified by the
emergencef thedesigndepositoryfor book coversrelianton somewhabverusecultural
referencesThis shift inspiredaninterestingdiscourseaboutthe aesthetiandcultural
functionality of thebookcover,a discoursehatdominatedhelastdecade®f thetwentieth
century lastingwell into the contemporarperiod.Whenthebook coveris imaginedasthe
faceof thebook, certainlythe standardizatiomf coveraestheticganbe explainedby the
formalizationof the textualgenreson which the paperbaclpublishinggrewvery dependent.
In this light, to understandhe conventionof coverdesign,onemustaddresgherole and
importanceof genrecategoriesiotonly in theaestheticoncernsf thebookbutalsoin
contemporaryeadingpracticesThis final chaptemwill attemptto exploretherelationship
betweemarrativegenresandthe coverwhile addressingomeof the contemporaryworries
abouttheimpendingendof thebookandits cover.l will useDick Hebdigés concepiof
fiStyleasH o0 mo | to furghércontextualizénow recycledsigrs havecometo inform the
bookcovernotonly in its recentmanifestatiorbut alsoin its future prospects.

To explorethe usesof visualtropeson the covers,we needto establishaworking
definition of genre.JohnFrow argueghat, ratherthanbeinganintegralfeatureof thetext,
genreis a categoryfito whichatextb e | o (Ggnsed01).Indeed Frowés theoryof genre

suggestshatreadingis alwayscontextualizedy the Alayersof backgroundknowledge

0 Zandt& Richterreportthatthe averagenumberof booksreadin the United Stateshasfallen
from 15.6(2016)to 12.6(2021),which meanghataverageAmericanis readingonly onebookper
month.It is importantto notethatthe reportexplainsthis statisticby notingthatthe sizeof thebookis
afactor;thetime spenton a singlebookwith alongerpagecountcanskewthe mediandownward.
Thetruth of this pointis evidentwhenreadershipatesarecontrastedvith othersocialactivities.
Readingfor bothacademi@andleisurelypurposestill remainghefi f a v @ uarsit fosAmdyicans.
Overall,thosewho identify asreaderssonsumeanorebooksthanwhatthe statisticaveragesuggests.
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whichtextse v o khatié basednthereadeés previousexperienceavith readingandbooks
(ibid.). In otherwords,the comprehensiorgnjoymentandclassificationof thetext are
predicatedbn the experiencef thereademwith similar textsin the past.Furthermorethis
definition alsoreorientsthe concepof genreawayfrom thetext by suggestinghat,asa
categorygenrefis afunctionof r e a d(L02)gCatherineSheldrickRosscorroborateshis
pointin her2001studyaboutthe habitsof readerdy expandingibackgroundk n o wl ed ge 0
from anindividualGs personakxperiencdo greateraggregatethatthereadingcommunities
rely onin decidingon their nextread:

The systemghey[readersjdescribedor choosingoooksusually

dependedan considerabl@reviousexperienceandknowledgeof authors,

publishersgcoverartandconventiongor promotingbooks,and

sometimeslependean a socialnetworkof family or friendswho

recommendedndlentbooks.We canconsidetrthis to be fibehindthe

eye skaowledgethatthereadercandrawuponwhenconsideringor

selectionor rejectionany particularbookthatcomesto hand.Past

experiencesvith booksandremembereéhformationfrom reviewsor

from word of moutharecarriedin thereader'sreadandavailableto be

calleduponwhenthereadelis browsingin abookstoreor library.

(AMaking ChoicesWhatReadersSayAbout ChoosingBooksto Read

forPl eadl)r e, O

Ross@mentionof the paratextuamatterof thebookis veryimportant,asit allowsusto

exploretheway throughwhich the genreestablisheshe communicatiorbetweerthe book
andreadersFirstly, the effectivenes®f the coverasa categoryof tasteis ensuredy the
variety of waysin which it canbe manifestedWhatthis suggestss thatthetopicaland

symbolicelementof genreconventiondendthemselveso be easilyadoptedy thetextual
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andparatextuaformswith the aim of ultimately contextualizinghe text within the cultural
discourseThis meanghat,thankstofie x t e r ngenreclzegteoteaders allowedto
harmonizeheir personakxperiencevith theknowledgeof otherreadergo increasehe
potentialfor pleasuraeading.In this sensegenre similar to Genetté conceptiorof
paratexthotonly marksthetextasbelongingto aliterary community,butalsoconditionsthe
readingthrougha seriesof fisemioticp r o m (Paratexts,105;109).

For example asoneof the mostpopulargenrecategoriesvith a notoriouslydedicated
andloyal readershipRomanceébooksadoptedan easilyrecognizableoverconvention
referringto the eroticnatureof the genre.Thetrendof figuyswho havelosttheirsh i rwas 0
satirizednot only by thelibrarianswho curatedtargetedshelvegustfor thesecovers butalso
by readersvho havecreatedecommendatiofists of the samenameon popularbookreview

andrecommendatioplatformssuchas ‘1 y - |
" Guys Who

Goodreadslt is aptto notethat,despitetheir | . ' A Have Lost

‘ SO R Their Shirts Pl
humoroumature thesebookshelvedothin :
their physicalandonlineform revealavery . :
importantfact abouttheway booksare S| N EIRR J&i-\*‘v ;

introducedto their potentialreadersThe

synecdochimatureof thesefis h i r toleessf :
bestowshe genrebookswith asignificant

advantagdy makingthemeasilyperceivable,

, . . Figure 26: A Library Shelftitted i G u whe have
allowing themto reachtheintendedreading J losttheir s gi (RIFsindy) 2oo\g.

community(Figure26). In this sensethe
addresseef thecoveris notjust thereader put alsothe culturalinstitutionsthatfacilitatethe
distributionof thebook. This is for avery simplereasonbeforethe bookreachests reader jt

first hasto passthroughthe inspectionof thebooksellersor librarianswho ultimately make
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thedecisionaboutits placementRinzleridentifiesthe dangerof beingfishelveda w a fyom
their genrecategoryfor genrebooksasfithekissofd e at h 0 :
Saleswill suffer,ontheotherhand,if i horrorsi abookis shelvedaway
in Sociologyi acatchall sectionfor ambiguouditles, andthekiss of
deathfor book sales Evenworseandmostfrustratingof all, is if astore
clerk mis-shelveghebookto beginwith. Thenthebookis doomedItés
impossibleto locate,evenif a customerequestshe bookandthe store
showsitGs in inventory.(iShelfWars 2010)

This truth of this statements supportedy oneof the mostrecentstudiesof thebook
market.PortlandStateUniversityds ImmersiveMediaand Books2020Report conductedy
Noorda& InmanBerensassessethe effectivenes®f eachboolkss paratextuatietailsin
convincingthereadergo purchasea certaintitle (Figure27). Theresultshelpputinto
perspectivehat alongsidaeviewsandauthorname the genrecategoryof the book playsthe
mostsignificantrole in inspiringthe purchaselecisionin the buyer(filmmersiveMediaand
Books202Q 1).It is alsointerestingto notethat, alongsidethe genre therole of pricing
(9.2%)andbook cover(collectively 6.6%)scorea higherattractionpointfor readerghanthe
identity of the publisher(3.8%)perse.

However,while this reportis helpfulin providingsomeideaaboutthe generatrends
duringthe COVID-19 pandemicijt alsohasseverakhortcomingsForinstancethe
researcheraotethat, despitetheir studybeingcategoryreliant,respondersveregenerally
unawareof thefindustryspecifictermsof-a r (flmmersiveMediaandBooks202Q ).
Becausef this, thegenrecategoryherelargelyreflectseitherthe publisheés or the
bookselleés cataloguessuchasAmazonKindle (56), ratherthanr e a doamgsodpings.
Thelack of consensuamongthereaderson genrecategorieor ambiguityaboutwhatis

consideredinindicatorof genreleadsoneto questionthe conflationsbetweercategories.
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Furthermorethefocusontheimpetusbehird firecentp u r ¢ hby eadsranakeshedata
lessfocusedon thebookandmoreon thegenerabuyinghabitsof readersBecausef this,
thefig e n categoryhereleavesoutthe capacityof thecoverto providesupporting

informationto readersn guiding their purchaseaswasevidentwith thefis h i r tolveess s 0

Most important factor for book purchase

Back cover, 2.6 Other (please specify), 1.6 Publication date, 0.8

Publisher, 3.8 i

Front cover, 3.9

Price, 9.2

Genre/category, 39.8

Reviews, 15.0

Author, 23.2

= Genre/category = Author = Reviews = Price = Frontcover m Publisher = Back cover = Other (please specify) = Publication date

Figure 27: i M o ImportantFactorfor Book Purchaseffom Septembeto November
2 0 2 (RachelNoorda& Kathi InmanBerens PortlandStateUniversity,2021).

Ultimately, whenspeakingaboutthe designof the book cover,we mustnotethatthe
designerarebetterinformedby the genrecategorieexistingin the book marketthanthey
werein earlierperiods.For example Sonzognsuggestshatthe genrebelongingof the book
is amoresignificantfactorin definingthe book cover,scoringmorehighly thanboththe
fico nt enmdfisce t tof thelgooki two subcategoriewhich alreadyhold arelatively
higherimportancehanotherindicatorssuchaswho publishedhe book (Re CoveredRose
22).We canseea strongerresonancef thisideain the paperbacknedium.Schrewdersnotes
anumberof genrerelatedvisual signpostghatexistfor popularfiction, suchasfipeepholes,

Gothic,skullsandskeletonslargehandsdisembodiecyes barelegs,nakedandpartially
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nakedwomen,swampgirls, deadwomenlying onthe ground,womenon bedswith men
standingnextto them,womenin red dresseswomenbeingcarriedby men,boundwomen,
womenbeingslappedn theface,andon alighter note,anextremelypopularmotif
embraceandk i s $TheBaokof Paperbacksl116).Ontheone handthefi t r dasedo
coversof thegenrebookscanbeviewedasa partof the corporatecultureof manypaperback
publishinghousesBonn,on the otherhand,notesthe specializatiorof paperbaclpublishers
on certainsubset®of theliterary field asthebasisfor thefi g i m micavdrsfUader Cover:
An lllustrated History of AmericanMassMarket Paperbacks115).1t is particularly
interestingto notetheimportanceof theseconventiondor the Romancecategoryand
RomanceublishersWhile mysteryandthriller genresverequick to moveawayfrom the
clichédillustratedcovers,Gothicromancesin particular,remanedheavilyreliantontwo
archetypatovers.Onehadadark,romantictoneandfeaturedi | ehaigedyoungwomen,
torturedlandscapeandeeriec a s t(Boensl08).Theotherwassimply anillustratedimage
of i t haadthatlit themysterioud a m(jbid.). As Schreudersonfirms,manypublishers
believedthatthis motif alonewould improvethe salesratesof a bookby 5% (TheBookof
Paperbacksl114).Indeed thealmostsuperstitiousledicationto theformulacoversof the
Romancegenreby bothpublishes andreaderss oneof theimportantelementghatsetit
apartfrom othergenrecategories.

It is importantto notethat,in light of thesedevelopmenté genrebasedcover
conventionsthe previouslyimportantelementf the coversuchasits regional variations
lostits importancan determiningthe covertrends.This s true bothfor theapproachaken
by publishersanddesignersandfor readeresponséo the covers.Someof thisis certainly
drivenby therise of theglobal publisherconglomergesthatnow servicemanycross
audienceskorinstancejn aninterviewwith thebookblog TheCasualOptimist,the creative

executivedirectorandcoverdesignerfor PenguinUS, PaulBuckley, statedthatcurrently
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thereis no noticeablestylistic differencebetweerthe book coverscreatedexclusivelyfor
British andAmericanaudiencegfiQ&A with PaulBuckley, 2016).

It alsomakesonewonderif this statemenis drivenmoreby the generalack of
interestin researchindproadercovercategoriesvhenthe succes®f thetargetedcovers,due
to theirrecognizabilityanddefinereadershiparebeingperceivedasa selifulfilling
prophecyby theindustryinsiders.In this regard AngusPhillips éseminalstudyof there-
coveringprocesdor severalAgathaChristiebooksdeserves specialmention.While
P h i | drgurpestppearsnoreauthorcentricthangenrecentric,his methodologyfocuses
ontheimportanceof modernizedyenreconventiorfrom the commerciaperspective.
Looking attheupdatedcoversfor Harper& C o | | AgathsGhristiecataloguePhillips
concludeghatthe coverdesigncanimprovethe bookés standingwith ficasuab r o wsne r s 0
thebookstoreby striking theright balancebetweenthe contentsof thebookandtheideas
popularin book coverdesign(fiHow BooksarePositionedn the Market: Readingthe
Cover, B4).Here,of coursethefocusis onthe clarity of genreindicatorssuchasthe
backgrounccolourandillustration. Particubrly for the debuttitles, the greateresonancevith
thegenreconventionss of paramountmportanceto ensureghesucces®f thebook (Kean;
gtd. in Phillips, iHow BooksarePositionedn the Market: Readingthe Cover, 21).
However,it is importantto notethat AgathaChristieis alreadyan establishechamenot only
amongreaderof mysteryanddetectivefiction, butalsoamongthe book communityatlarge.
Therefore the broaderapplicability of this methodis, atbest,uncertain.

It is interestingto notethat, despitethe succes®f herbooks,Christieoftenhadan
uneasyrelationshipwith the coversof herbooks.Indeed,shenotesseverabnecdote# her
writings aboutdisagreementsboutthe coverchoiceswith herfirst publisher,BodleyHead.
As oneof hermoredetailedaccountsChristierelatesthefollowing episodedatingto 1923

aboutthe coversfor herthird publishedtitle:
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TheBodleyHeadwerepleasedvith Murder onthe Links butl hada

slightrow with themoverthejackettheyhaddesigne for it. Apart

from beingin ugly colours,it wasbadlydrawn,andrepresentedasfar

asl couldmakeout,a manin pyjamason a golf-links, dying of an

epilepticfit. Sincethe manwho hadbeenmurderechadbeenfully

dressedndstabbedvith adagger] objected A bookjacketmay

havenothingto do with theplot, butif it doesit mustatleastnot

represenafalseplot. Therewasagooddealof badfeelingoverthis,

butl wasreally furious,andit wasagreedhatin futurel shouldsee

thejacketfirst andapproveof it. (An Autobiography282-3).
While Christigds personatislike of theartworkandherdisparagemerdf the covers
depictingfiafalsep | @renbtable thedescriptionof the coveritself seemto bein perfect
alignmentwith the genreconventiongor murdermysterybook coversshowinga clearcrime
sceneor the murderweapon(SchreudersTheBookof Paperbacks116).In otherwords, it is
theformulaicnatureof the BodleyHeadcoverthatChristieis reactinghereratherthan
disliking the stylistic or aestheticompositionof the design.

It is noteworthythatthe problemwith the Christiecoversin thelate 1980swasa
similar oneof similar misrepresentatiorut this time of the genre ratherthanof detailsof
themystery.More specifically,it wasbeingarguedhatii b gpncentratingpnthegory
aspectof the crime,the coverswerepresentinghe booksmorein the horrorgenrerather
thanasmysteriesthorrorstylecoverswererepellinghernaturalma r k @Villiants; qtd. in
Phillips, iHow BooksarePositionedn the Market: Readingthe Cover, 7). Surprisingly,
despitetheir commerciakuccess increasingsalesby 40% (23), thesenewiimoreupmarket,
grownu p abversdo notdepartsignificantlyfrom the previouscovers While thefiedgy,

slightlys i n i anddarkertonesof the coversmakethesecoverslook differentfrom those
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of the previouseditions(28), the subjectmatterseemgo haveremainedhe samemany
coversfeatureobjectcentredphotographsvith a similar clinical feelaboutthem.For
instancethe coverfor One, Two, BuckleMy Shoefeaturesa photograplof a seriesof dental
instrumentgFigure 28). The backgrounds aneeriegreencolourthatgivesthe shadowplay

in theimagea creepyeffect.

(erallalChuisllz

Figure 28 i O nTevp, BuckleMy S h oly Agatha
Christie(HarperCollins).2002.

As thenewcoversbuilt thesenseof dreadin alessovertway, it canbearguedhatthe
positivereceptionof thenewcoverswasnot becaus®f thelack of goreonthe covers,as
mysteryreadersvould befamiliar with thefact thatthegenreis centredon murder.Then,the
mainquestionhereis notaboutthe changesn thegenreconventionsbut ratherin the
aesthetigepresentationf thevisualtropes.As Phillips observesn passing,themainselling
pointof thenewcoverswasfthemodernl o ockeatedoy thetypefaceandthe useof
photographgfiHow BooksarePositionedn the Market: Readingthe Cover, 88).Indeed,as
Powersdocumentsthetransitionfrom illustratedcoversto photographicoversin the 1990s

wasa partof abiggercultural shift towardstechnologicakxperimentationn design(Front
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Cover, 107).Furthermorethe succes®f thenewcoverscanalsobe measuredby thevisual
intriguetheycreateby bringing establishedgenreconventiongogethemwith moderndesign
techniqguesThesucces®f thebookcoveris oftendependenbn its capacityto compressias
manylayersof meaningof thetextandinterpretatioroptionsasp o s s intb its enagery
(Armstrong;qtd.in SonzogniReCoveredRose28). Becausaet is readerorientedthegenre
coverembodieghe accumulatiorof thereadeés personabndcommunalexperiencesvith
books,allowing thereaderto engagesimultaneouslyvith a multitudeof texts. This, itself,
lies atthe heartof thegenretheory.Overall,the casestudyof thenew Christiecoversreveals
animportantfactaboutgenrecovers.Relyingon avasttraditionof literary andartistic codes,
theaestheticsymbolsof the genrecoverchangeandgrow accordingto the complexdynamic
betweerreadingcommunitiesandculturalandtechnologicatdevelopmentdn this sensethe
symbolusedon the coveris neverfully outof commissiorandreturnsto colloquialuseafter
anecessaryedefinitionin form andusage

This dynamicin genrecoversimpliesthe existenceof a certainstylistic basisfor genre
coversthatdesignerandreadersiseto definereadingcommunitiesandliterary preferences.
CatherineSheldrickRosenotesthata readingcommunityis definedby the constant)ayered
readingghatallow its membergo becomebetterat choosingtheir nextbookwith a higher
likelihood of satisfaction(fiMiaking ChoicesWhatReadersSayAbout ChoosingBooksto
Readfor P | e a QuRurtherdorepecausef their perpetualeadingof certaingenresand
of their ability to recognizecorrespondingignpostsreadersftenestablishtheir association
with booksthroughintuition ratherthandeliberataeading(10). In otherwords,it is the
connotativenatureof genrecoversallowsreadergso form acomplexrelationshipwith the
coverdesignthatnot only visually indicatesthe genrebelongingof thebookfor newreaders,
butalsovalidatesthe membershipf thereturningreaderasa partof adefinedreading

community.
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Thisis thecoreof theargumentboutthe socialhistory of the gothicandromance
genrespothof which makeprolific useof coversignpostsThe historicalprecedentor thisis
alsonoteworthy.Campbellsuggestshatthe excessiveeadingof gothicromancedegan
amongthe middle-classwomenof the eighteentlcentury(TheRomanticEthic, 69). Because
of this middle-classorigin, theromancegenreshowsa deepinclinationto subscribeo
bourgeoismoralvaluesthatrequirevisible symbolsto communicatets culturallegitimacy.
However thehistory of readingshowsthattherewasa clearsocialoppositionto female
readersvho readoutsidethe moralcode.Hence the conflict heretakesplacebetweera
yearningfor fashionablesymbolssuchasmeekfemalecharacter®nthe coverfor thereader
to identify with, andthe needto disguisethe genreof thebookbeingreadfrom othergenres.
This reflectstheunderlyingandalmostunanimouscriticism of romancecoversfor their
representatioof outdatedemalearchetypeswith no substantiaprogresdo this formula

until very recently.

eng s metmg he s ey ety smatieasd sdge el =il rvvanats = bapen
e et eoa md 4 magate tha eimghasied o Ad o maders Colenanidge
Now Fark Tomes bavtraling sothor JAYNE ANN KRINTZ

Acthor of The Kone Quotsant

HELEN HOANG CASEY McQUISTON

Figure29: A | | | uRomaneet @ \d e(The Book Riot, 2019).
Courtesyof the publisher.

There-emergencef illustratedcoversfor romancebodks atthe closeof the2010s

quickly becomeatopic of discussior(Figure29). While thegraphicillustrationis anew
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designphenomenoffior the genreromancesthe currentstyleis characterizeésaradical
moveawayfrom realisticrenderingof charactes onthecover.Theinitial reactionto this
trendwassurprisinglynegative arguedthatthefi ¢ a r ¢ mweaverefioi nf anand | i zi ng
sexisttowardsromancea e a d(&ensend A lustratedCoversTrendin RomanceWhatis
Being SaidAbout Womerts Interests? 8019).This showsthatthemainline of resistanceo
new coverssuggestedhatnew coverdesignanisrepresentedotthe book,buttheromance
readeriithebookscontainthetantalizingcomponent®f aromancenovelbut aresheathedn
contemporarylesignghatmakefor embarrassmerit proof andharassmentree public
readinge x per i (bidx es . 0O
Despitethis, somepositivereactionsalsoemergedJessicd&ryde for example noting

the socialandculturalimportanceof this newtrend,discussedhe potentialimpactof this
trendfor thefuture of theromancegenre:

The problemis muchbiggerandmuchmoreinsidiousthanan

illustratedbookcover.l t tidebeliefsunderpinningheneedto turn

romancento somethingotherthanwhatit is thattrips theindustryand

holdsthe genrebackfrom reachingthe potentialreadersvhoit can

truly reacl® andtruly impact.( il | | CovérsAa tea d t

Conspiracyto Belittle theReaders 2019)
It is interestingto notethat, unlike Jenserwho criticized corporategreederodinggenre
boundariesPrydds supportfor thenew coversis motivatedby a potentialexpansiorof the
readershipRatherthanseeingthe genrecoverindicativeof the collectivereadershipPrydes
argumentttemptgo showthe pluralismthatexistswithin the community:AThis is how
wedl havemorecoverswith peopleof all complexionsandpeoplewith disabilities.How

wedl havemorecoversfeaturingnonwhite interracialcombinationsHow wedl havequeer
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repandtransrepandnonbinaryrep.Becausahosepeoplereadromanceandwrite them,
t o dildid.).

WhenJenserandPrydes commentsarecontrastedit becomesapparenthatthe
aesthetidorm of the coveris oneof the mainsourceof conflict. In this sensethe minimalist
caricaturestyle of theillustrations,combinedwith theflat colourbackgroundsndplayful
typefaceallowsawider flexibility for therepresentatioandidentity discourseo bereflected
onthecoverdesign.Indeed,Prydeemphasizethis pointasapart of hercommentary:

As long astherds a centrallove storyandanHEA [happily Ever
After], thefoundationsof romancewill remainthesamé andany
changesn whois beingrepresentedndwho picksthemup only
makesit a greaterexperiencdor thewhole romancecommunity.
(Al 1 CoversAa te a@rnspiracyto Belittle theReaders 0
2019)

While this debatedepictsa point of divergenceébetweerthereaderof romancetheuse
of sharecsymbolsandreferencesnformsa commongroundbasedon aestheti symbols.In
this sensetheromanceeadersat largearetypified asa homologicalentity with stylistic
definition. Dick Hebdigeexplainstheideaof homologyof styleasa symbolicassociation
betweercertaingroupsandculturalobjects( i S agHbneogy, 46). Whenappliedto
bookcovers,it canbesaidthatthe adoptingof objectsascodesandsignsof belongingto a
communityis animportantpartof thereadingexperienceHebdigealsostresseshe
importanceof well-definedsubculturedbasedn sharedsymbolsamongthe memberof the
group:

Despitetheseindividual differencesthe memberof a subculture
mustsharea commonlanguageAnd if astyleis really to catchon, if

it is to becomegenuinelypopular,it mustsaytheright thingsin the
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right way attheright time. It mustanticipateor encapsulata mood,a
moment.It mustembodya sensibility.(fiStyleasHomology, 51)
Furthermorethestylistic unity of theromancecoverscanalsobe arguedhroughthe

emphasigputon the materialandeconomidactorsby thereadersHebdigeemphasizethe
role of consumptiorn establishinga commonaesthetidasisthnroughwhichthestyleis
beingexercisedandsustained i S asHonwlogy, 47). Interestingly bothsidesof the
debateaboutthe newromancecoversaccusehe otherashavingthe marketadvantagen
their side.For example Prydereturnsto whatshedisparaginglycallsii ¢ | eeroo/ o s 0
quickly explainthereasorbehindthesecoversbeingstill in use,which sheassociatesvith
thesucessfulcommercialegacyof thisstyleof cover( Al | | CoversAa tea @ t
Conspiracyto Belittle theReaders #019).Jensenpn the otherhand,counterghis by her
observatiorthatthebooksellersuchasBarnes& Nobleoftenadverti® theillustrated covers
moreprominentlybecausef their YA appeathateasilytranslatesnto acrossgenreinterest
for readersvho do notreadromanceexclusively(fiAs lllustratedCoversTrendin Romance,
Whatls Being SaidaboutWomen'dnterests? #019).Theclashbetweenlensefs and
Prydds views, in fact, showsthattheromancegenrecoversoperatebasedon a certain
stylistichomology,which is centredon the affirmation of the subjectivityof thereader.
Indeed Jensets rejectionof the newromancecoveris aimed atreclaimingthe unique,
familiar aesthetidorm of theromancegenrefrom the uniformity of globalism.Hebdige in
turn, explainsthis dynamicasa caseof symbolicassociatiorbetweerthe progressiveand
conservativadeologies:

Thewayin which[anfia u t h emorkirig-classbacklashto the

proletarianposturingsof the newwaveis] signified, via amagical

returnto the past,to the narrowconfinesof thecommunityandthe
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parentculture,to thefamiliar andthelegible,wasperfectlyin tune
with its inherentconservatism(fiStyleasHomology, 51).

This oppositionbetweerthe old andthe newalsodefinestheway materialand
ideologicalrealitiesof subjectivityarenegotiatedor readersf theromancegenre.
Ultimately, for Pryde,thegraphicstyle of coverdesignis moreacceptabléhanracially
biasedr e a | togetswhizlfragmentthe humanform into shapesuchasbeheadedorsos
for entertainment A 1 | | CoversAa te a@nspiracyto Belittle the Readers 2019).
Here,it is importantthatthe agencyof theindividual subjectis assuredvhenthebodyis
alloweda materialwholenessndculturalrepresentationlensenhowever locatesthe power
of thegenrein the collectivity of its readerspositingthatiRomancas a genrewritten by
womenthat,while not exclusively,offersa spacevherewomenarethe heroineswhere
womenaregiven powerandautonomyandwherewomenfind romanticand/orsexual
satisfactionWomenhaveagencyinr o ma iffdsdllastratedCoversTrendln Romance,
Whatls Being SaidAbout Womerés Interests? 8019).In this sensetraditionalromance
covershistoricizethevictory of womenoverthe oppressiveulturalinstitutionsthat
controlledbooksandreadingwith a patriarchaldogma.

The pushandpull betweerthe contemporaryandtraditionalcoversareoneway
throughwhich the homologyof thevisual aesthetic®f thebookandreadingis effectively
adaptedo discusghepointsof tensionthatexistin society.While theideologicaldiscourse
herecancertainlybe extendednto genderpolitics, my interestin this debatdies with the
impactof the changinggenreconventionson the materialform of thebook. Accordingto
Jensenthe erasureof genreboundariesreatesybrid categoriesn which the established
convention®of narrativestylesareproneto radicalchangeg2019).Forinstancethecross
impactof thefiyoungA d u genreonromancehadalreadyresultedin anewshortform

genrewith auniqueformat:
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Theseromcomromancenovelsarealsoseeingtheir trim sizeschange:
no longeraretheyrelegatedto thetraditionalmassmarketpaperback
size.More andmorearepublishedn thetradepaperbackormat,
puttingthemin line with non-genrefiction which seegaperback
releasesn thatsize.Tradepaperbaclalsocomesata higherprice
point, which mayalsoexplainsomeof theincreasen romancesales.
(JenseniiAs lllustratedCoversTrendin RomanceWhatls Being
SaidAbout Womerts Interests? 2019).

This is animportantobservatiorthat may help to explainthe mainreasorbehindthe
newillustratedcovers.The existencenf largeromancereadingcommunitiesonline maybe a
clueto this processMore specifically,it canbe arguedthattheemergencef thegraphic
styleontheromancecoversis anoffspringof thefthumbnailc o v @DoesYour Small
Book ThumbnailCoverStandOut?, 8022).DerekHainesargueghatthe developmenof
thesesmaller,graphicallysimplercoverstylesoccurredafter Amazonbecamea permanent
playerin theeverydaybooktrade.Consequentlynow bookcovershaveto useeveryinch of
theb00x 333p i xwerticalrectangleo their bestadvantageFurthermoreH a i raeided
alsoprovidesa selt-helpguideto independenauthorson how to adjustthe pixels andsizesof
their book coversfor Amazonandotheronlineretal platforms.

While the densityof informationpresentedby Rainesaboutcreatingan Amazon
friendly coverwithout croppingthe coveris revealing,| considerthatthe debatecentredon
ficlarityorr e a d a mardpertingnio thediscussiorof thecontenporarycover.indeed|
would positthatthedemandaid thebook coverto adhereo the simplified graphicsof online
platformsis the mainchallengethatthe coverdesigneface.On theonehand,the simplified,
abstracillustrationscanbe seemasanadaptivereactionto the movemenbf book

distribution,particularlyfor theromancegenre to online platforms.On the otherhand,the
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negotiationcarriedout betweerthe colourful, recognizablendsimplegraphicstylesfor the
backgroundandabstractminimalistillustrationsfor the foregroundcausesnobservable
fracturein theform of the cover.l suggesthatthe compromisebetweerthe professional
guality of thedesignandhomogenizedormulareducedn resolutionandsizecanbeseenas
apartof thedeepernxietyfelt aboutthe survivalof thebookform.

It canbesaidthatthe contemporaryiscourseon theillustratedRomancecoversand
digital coverdesignin generahaveresurrectedatentfearsabouttheimpendingdeathof the
cover. Accordingto somecritics, the disapprovabf the newcovertrendsis nativeto theway
eachbookform havehistorically beenmetpublic panicandcriticism. However,someof the
ongoingconversationaboutthe coveralsosignala fundamentashift in thefunctionof the
coverasanally of thereaderForinstance,Tim Kreiderargueghatthe egablishmenof
homologoussymbolsfavouredby the digital platformsis a sign of degradatiorandeven
disappearancef the cover.If oneconsiderghe developmenbf the paperbackasaformative
stepin anevolutionaryprocessTim Kreidei®s assessmemf the Modernbookcoveris very
striking. Calling contemporarypookcoversfi n b rwighdftenrepeatedihalf-faces,napes,
piersstretchingnto thew a t @Thé&DeclineandFall of theBook Cover, 8013) Kreider
argueghatthe mainchallengeodayfor book coverdesignis to standoutamongthe
Adisturbinglys a maowersthatdominatethelandscapeComparingcontemporarylesignto
thatof the 1970sand1980s Kreiderargueghatthe missingelementn newcoverdesignis
thelack of excitementndintrigue:

Looking atthoseold, belovedcoverg[in referencdo the 1970s
sciencefiction coversjmademewonder:How comebooksfor kids
getto look somysteriousandtantalizingandspooky,while booksfor
usgrownupshaveto be sodull? Why dond the coversof mainstream

literary booksmakemefeel thatsamewayd almostscaredo find out
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whats inside?For somereasorchildrerts books,Y.A. literature,and
genrefiction still havelicenceto beguiletheirreaderswith gorgeous
coverillustrations,but maturereadersarerié supposedo requiresuch
enticementsk-or seriouditeratureto panderto uswith cosmetic
allurementsvould be somehowtacky,uncool.(fiThe DeclineandFall
of theBook Cover, 2013)

Whatis suggestedhereis thatcoversaremadeto look noticeablyplain, in orderto
framecertainbooksasa partof a prominentliterary legacy.Interestingly Kreider extends
this critiqueto thecritically acclaimedcoversaswell, jokingly suggeshg thattheearly
typographiccoversof Jamesloycéds Ulyssesshouldbe seemasthe prototypeof nondescript
covers.This notonly suggests certaindegradatiorof designcreativity, butalsoassertshat
thefuture of the coveris anemptyspacewith no character.Ultimately, it canbe saidthat
Kr e i dceauntissnorealarmistin its intention However,it is notableto highlightthat,the
way heframestheargumenin historicalprecedenshowsthatthefall from graceof the
simplisticcoversdoesnot only concernthe contemporaryoverbut the history of thecoverat
large.

As afinal note,l would arguethatthe shiftsin the coverdesignarenot necessarily
signsof thedisappearingreativity or functionality of the cover,but ratherthe resultsof
competitionfrom thegrowing e-bookformat. As e-booksbeginto gaintractionin themarket,
newonlinebookstoresuchasAmazonbecomeancreasinglysuccessfulthey contributeto
pushingthebook covertowardsminimal designfor its adaptivenestotheiit hu mbnai | 0
format. Thus,thefuture developmenbf the coverneedgo be negotiatedvithin the context
of the coexistenc®f the print bookwith thee-book. This providesthe basisfor thefinal
entryin this studywherewe will reflecton this thesisby summarizinghe chronological

developmenbf thebook coverandits changingole in theageof digital visualmedia.
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Conclusion

In thisthesis,| lookedatthe conceptof thebook coverwith theintentionto providea
betterunderstandingf how it first emergedandchangedn reactionto manyculturaland
socialmovementsMy methodin accomplishinghis wasto studyit from thetwelfth century
to presenday by reviewingdifferenttheoreticalschoolsthatexploredthe cultural potential
of thebookandits cover.lt is oftentruefor accountgdealingwith the history of objectslike
booksto endon aforlorn note,mourningthelong-passedime of status prestigeand
authority.While the history of book coverscanalsoclaim severahighsoftendiscusse@s
fir enai siis ancfgadenage | amnotsopessimistiaboutthe future of thebook
covers.Thus,asthis studycatchesip with the presentlayin its recountingjt is worth to
summarizeéhe conclusionsirawnfrom the historicalanalysisconductedn this dissertation
andusetheseasaway to discusguture projectionsfor thebookcover.

While thereadelis oftentemptedto judgethe cover,the maingoalof thisthesiswas
to balancehis impulsewith the notionthatthejudgemenbf thebookcoveris acomplexand
conflicting process.Theintroductionto this thesisopeneddy reviewingsomeof theongoing
discussionsiboutthe presenstateof thebookandbook cover.Thedifficulty in finding a
clearanswerto questiongaisedin this sectionshowedhatthe discussiorof book coversand
how we judgethemareincompletef not contextualizedn their history.Judgemenand
historyareinterrelatederms;aseveryjudgementasits history, historiesalsorely on
personabr professionajudgementThus,the history of thebookandbook cover,atits core,
belongsto everybookandbookcoverthathasbeensubjectedo judgementbr discussion
Despitethefact thatbook coveris exploredthoroughlyin designmanualsandcritical work
doneontheparatextjt is clearthatthelack of consensusnwhenit comesto whatbook
coveris andwhatbook coverdoeslies atthe heartof the coverconflictsdiscussean this

dissertationWhile it is difficult to separatéheincidentwith Barnes& Nobled 8 Di ver s e
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E di t withthesocialdiscoursegegardingraceandequity,whenwe look atthe proposed
covers,we canunderstandhatthe biggerissueherewashow oneindividual coveris bound
to anindividual book. Thecoveris expectedo definethe bookagainsia culturalbackdrop.
While the fiDiverseE d i t crowemsattemptedo do this, the proposeccompositionsvorked
moretowardsdestabilizingthe bookthanrecontextualizingt. As such,the materialbond
betweerthebookandthe covermakest necessaryhatthe outsideandtheinsideof thebook
remainconnectedPerhapshe massadoptionof thetruee-booki abookwith only adigital
existenceandno materialform, may bring therelevanceof thebooksto our daily livesinto
guestionIf judging materialcoveris difficult, the capady of humansensessuchastouch
andfeel, to penetratehedigital coverremainsuncertain.

As theopenerthefirst chapteiin this studyattemptedn contextualizinghe coverin
theoryandin history. Thediscussiorherefocuseson the definitionsandfunctionsof the
bookcoverin orderto understandhathow thebook coverengagesn a culturaldialogue
with onlookersandreadersThebookcoverdoesnot simply handthe bookto its reader put
ratherleadsthereaderto thebook Booksaresointrinsically tied to our lives that,we spenda
lifetime learninghow to read,collectandassesshem.Whatdoesnot changehowever,s the
primaryfunctionof thebookcover.In my opinion,this functionis to assisthereadetin
reading.l envisionreadingasa public performancebutalsoasa privateadventure.
Interestindy, thesetwo conceptsoexisttogetherin books,oneneverdenyingthe possibility
for theother.Becausef this, thefocusof this projectwastheinteriority andexteriority of
thebookasit impactedandinspiredpersonabndpublic formsof reading If oneis to suggest
thatreaderdearnedandgrewalongsideheir books,the coverthenis the historicalwitnessto
how ideas thoughts andconceptsveremanifestedreimaginedandmaterialized The Bible,
aswasdiscussedhn thefollowing section is a greatexampleof abookthathastaught

millions howto see listento, readandreverebooks.Thefinal chapterin this project
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attemptedo paintawider pictureof thereadingandthereadelin relationto the cultural,
economicandpolitical changesappeningn thebackgroundf pre-Industrialperiod.Here,
thediscussioraimedto locatethebook coversin depictionsanddiscussion®f thereaderand
reading becausealongsdetheir visuality, book coversareanintegralpartof thereading
experience.

Thesecondproject,on theotherhand,offereda fully focusedaccountandhistory of
thebookcoverbetweerthelate-eighteentrandearly-twentiethcenturiesWhile the
techndogical developmenten bookprinting andbookbindingduringthis periodwaslargely
drivenby theIndustrialRevolution,thebook coverwasexploredat largeby socialcritics
who wereinterestedn assessingheimpactof the massproductionon artsandcrafts,aswell
ason everydayculture.Bought,bound,gifted by thousand®f readersthe nineteentrcentury
bookembodieghetriumph of the aestheticallydefinedbookasa symbolof thetaste beauty,
history. Thediscussiorof the British Arts andCrafts movemeniwasalsosignificantfor the
history of thebook coverasit chronicledthefirst aestheticgevolutionof thebookcoverby
bringingtogethemoderntechnologicatevelopmentsvith the historicalmethodsand
traditions.As this projectdiscussd at a greatlength,the beautyof the book covercanalsobe
inattentiveto the socialimplicationsof indiscriminatereadingwhile filling thereademwith an
insatiablehungerfor booksandthe madnes®f reading.Towardsthe endof the century,
WildeGs castingof the beautifulbookasa poisonousveaponboth crownedthe Romantic
symbolismof thebook andusedits moralsignificanceandreligiouslegacyagainsttself.
Readingnow wasa communalandprivateactivity. Performedn total silencejt wasspread
by recommendationsom onereaderto anotherdriving thembothinto a sharedrenzy of
obsessiorandadoration.ThePicture of Dorian Greyis essentiallyabookabouta bookand
reading.It speaksof amomentin the history of thebookcoverin which thereadergensnared

andempoweredy their own possessionfieganto readwhile remainingconscioughatthe
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bookin their handswerereadyto pounceuponits nextvictim in anewreaderDoriants love
andhatredfor this beautiful,yellow-coveredbookis nota storyemblematiconly for the
nineteenttcentury,asDorianstill inspiresmanyreaderdo this day. The coveror bindingis
thedomainthroughwhich thereaderclaimsits ownershipto the bookandits history.

Thefinal projectin this thesisopered by addressinghe changeghataffectedthe
twentiethcenturybook cover,namelytheimpactof the Modernistmovemenin artsand
culture.Theclosestudyof the Bell coversfor Virginia Woolfés bookspublishedby the
HogarthPresspwnedandoperatedy the Woolfs, revealsanimportantturning pointin the
bookcoverasit begarto fully embodythebookratherthanthetext. Thecomparison
betweernthereceptionof BellGs coversthenandnow provesthattheimpactandaesthetic
readingof the coveris never staticandcanchangeafterthereleaseof the book. Ultimately,
the coverbecomesulturally meaningfulonly afterit is allowedto find its readerandreading
by interactingwith individual andinstitutionalparticipantsn thebookworld. The
publication of Woolfés booksspansacrosgwo world wars,which alsomarksthe period
whenthe bookform beganto bifurcateon a massscale.The culturalexplosionthatthe
paperbaclook causedundamentallyjchangedheway book coverswereconceivedand
produed. The extensivaeadinghabitsandreadingcommunitieghe paperbackostered
madeit necessaryor the coverto acquirevisual cuesto assisthebookin its journeyfrom
the publisherto thereader Consequentlythe book coverasa mediumdemonstratedesthetic
compatibilitywith everynewbackgroundt wasexposedo, beit trains,privateor public
libraries,or the shelvesof the corporatebooksellers.

Ultimately, theemergencef e-booksin thebooksceneat the beginningof thenew
centuryonceagain caused shift in waysthatthebookcoveris understoodThedigital
existenceof the covernow impactshow physicalcoversarebeingmadewith thedemands

andrulesof theonlineretail platformsin mind. Furthermoretheriseof onlinereading
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communitiesalsocreatechewopportunitiedor authorssuchask.L. JameswhoseFifty
Shadeseriesbeganasonline-only fanfiction basedon Stephaniévieyerts Twilight sagaand
wassubsequentlpublishedn physicalform with innovativecoversthatfundamenthy
impactedromancegenrecovers,causinga shift from peopleorientedcoversto upmarket
objectorientedcovers.This wasparticularlyimportantfor thevisibility of thebookand
readingin public spacesThereadersof genrebookshaveoftenbeenleft out of thegreater
book communitydespitehavinga significantimpacton the aestheti@andculturalnorms
prevalentn differentgenrecategories.

In thecontemporaryeriod,the book coverremainsasoneof the mostdivisive
manmadebjectsin termsof its aesthetidorm andvisibility. Humaneyesremainhighly
sensitivetowardsa poorly designectover,asis reflectedin currentdebatesboutit. While
thechangesn thebook coverhavebeencontingenton thebookfor now, | would observe
thatthatthe coverhadalwaysshowna greatadaptability reactingvery quickly to theway the
bookform grewandchangedAs | amendingmy researcton the cuspof thetransition
betweemrintedanddigital book, it is importantto emphasizehatthis processs just
beginningto gainenoughmomentunto causea culturalandaestheticstir in thediscourse
surroundingoook covers.In this senseto attemptto predicttheendof thebookcoveris as
naiveaspredictingtheendof thebook. While materiallysignificant,thebook coverhasa
very complexrelationshipto the bookitself andthereaderandl expectit will still putupa
valiantfight beforeit is readyto be pronouncediefunctanddefeated.

In thefollowing sectionl would like to expandon this possibledoomtheoriesabout
thecover.Havingdocumentedhe history of the coverandwitnessednanyoccasionsvhen it
survivedagainstall odds,my perspectiven this matteris simple:becausehe coveris still
ableto elicit reactionsgithergoodor bad,from thereaderf bothdigital andphysical

books,thentheendis still prematureo theorize The mainreasorfor thisis thefactthatthe
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e-book,asit is oftenpositedby thecritics asthemainvillain thatcanundothe history of the
book,is still manly adigital replicaof the print book. Perhapghis point, morethanany
argumendealingwith technologicabdaption explainswhy the closecompetitionbetween
thesetwo bookformseasilylendsitself for alarmistprojectionsin this sensethe cross
pollinationbetweerdigital andprint coverconventionss ofteninterpretedasthe erosionof
thedominanceof the print form asthe soleclaimantto the culturalauthorityof the book.
Thesimmeringtensionresultingfrom the side-by-sideexistenceof materialand
digital versionof the sameobjectis not uniqueto book covers However,whendiscussed
within the paradigmof the endof thebook thetrajectoryof discussions oftenpredictable:
theboolkds hopelessaceagainstotherforms of mediais observedy presentingheexpected
statisticaldataaboutthe percentagef youthforgettingaboutbooksbecaus®f their cell
phonesandadultsobsessevith watchingtelevisionor playingon their tabletsinsteadof
readingprint books*. Anothercommonfeatureof thesethesess the deterministicnmannerin
whichthey posittheexperiencefferedby booksasstableandunchanginge.g.:booki
reading;bookcoveri identifying thebook),to the pointthateventheslightestdivergence
from the conventiorrisksthe completelossof its relevanceThis approachs highly
ineffectivein understandingpow objectsadaptto the culturalnorms,andhow their
functionality reflectsthatof their communityof users A compellinganalogyto theuneasy
dynamicbetweerprint booksande-bookscouldbetheresurgencef thevinyl form despite
themasddigitalisationof music.Oncepronouncedieadandoutdatedyinyl hasmadea full,

comebaclagainstall odds,exactreason®f which remainuncleab? Regardlessf this, it is

51 RobertCooves 1992articlefor TheNewY ork Time$i The End of Booksd andBen
Ehrenreiclds 2011seminalessaytitled fiThe Deathof the Bookd area goodexamplefor thistrend.

52 A compellinganalogyto the uneasydynamicbetweerprint booksande-bookscouldbe the
resurgencef thevinyl form despitethe massdigitalisationof music.Oncepronouncedieadand
outdatedyinyl hasmadeafull comebaclagainsiall odds,exactreason®f which remainunclear.
Accordingto somecritics, thevinyl form is widely appeako peopleof all agesFor exampleOlivia
Deffeshighlightsthisin aninterviewwith DanalLabat,the ownerof CapitalCity Recordsn Baton
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interestingto notethat, while digital musicstreamingemainsthe dominantform of
consumptiontheway thevinyl hasbeenableto reflectcontemporargesthetidastesdhecame
abig contributorto its popularity.For instancewhentalking aboutthe attractionof thevinyl
form, it is impossibleto avoid commentsaboutits fipostersizep a ¢ k a (@Peffasgz020),
andfvibrantc o | oaf thesegordandits coverart, which makefor a ideepelistening

e x p er {Garnia2621).Whatmadevinyl relevantonceagainwasnot justits capacityto
allow privateaccesgo recordedmusic,but ratherhow it connectedvith musicloversin a
deeplyaesthetiavay, offering them,notonly agoodmusiclisteningexperiencedithewarm,
mellow analogues o u R3datalsoavisualoutletto expresgheir tastein artandculture.In
otherwords,the easewith which thedigital platformshaveenabledhedisplaycapacityof
theobjectsis oneof thereasonsvhy vinyl now appealdo abroadrangeof audiences,
possessingothfin o s t ahddni ocvoe Valtieatéthe sametime.

Whatdoesthistell usaboutthe future of book covers?Certainly,print books,like
vinyls arealsoadaptingio the aesthetimmormsof their day; butwhatcausesll this fearand
anxietyaboutits disappearancehenit is still relevantto our everydayin manyways?What
setsbooksapartfrom vinyls or otheraesthetiobjects,is thefact thatthe changesiappening
with thebooksaredifficult to discusswithoutreflectingbackto their history. As books
becomeneutralizedcitizensof thetwenty-first century,everychangen their form translates

into arestlessnesaboutthe lossof symbolfor wealth,status)earning,faith andknowledge,

Rouge LousianafiLabatsaidthatthereisn'toneagegroupthatfrequentCapital City Recordsmore
thanothers filtés agesl1to 80.1 havealot of teenagendcollegeagedcustomersvho areinto
music,sothatmay bethe biggestdemographic]..] iBut thentherearemanywhoaremiddle-aged
andhavebeeninterestedn recordsall their lives. ItGs really all overtheboardo (fiRepeat
PerformanceMusic LoversWarmingupto Vinyl i Again, 2020).0Ontheotherhand for othersthe
vinyl resurgencewesits successo GenZ andyoungadultaudiencesQuotingPitchfork senior
writer Mark Hoganwho emphasizethefin o v e factosofithe vinyl form for fiyoungerpeoplewho
dond haveanyexperiereatall with physicalmusicconsumption, Garciawritesthefollowing:
fiEventhoughvinyl waspopularin the 80s,its returnis not causedy theadultswho lived through
this era,but ratherby the youngadultdemographicSinceyoungpeoplehavetheir musicdigitally,
vinyl hasbecomea novelty o (iHow Vinyl RecordHaveMadea MiraculousComeback 2021).

53 (Deffes,i R e pPerfotmanceMusic LoversWarmingupto Vinyl 1 Again, 2020).
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amongotherculturalconnotationsHowever,| would arguethatthe changesn thebook
designin the currentdayis no differentthanhow Bibles adaptedo thetasteof their readers
or giftbooksboughtandgivenfor their displayvalue.In otherwords,the gloomyreactionto
thecoveris nota historicalreaction but rathera socialoneaiming to controlthe behaviour
associatedavith the object.For instancethereactionto growingimpactof thealgorithm
drivensocialmediaplatforms,suchasYouTubeandTikTok>* onthebookcovermaynotbe
fully positivebut sufficeto saythisis notthefirst time the book coverhasturnedto asimple,
iconic look in orderto makethemeasilyrecognizabldo thereadersin fact, therearemany
clearparallelsbetweerthe paperbackendingmachinesn early-twentiethcenturyurban
centresandthefiBookTo k shelvesn bookstoresledicatedo the bookspopularonthe
TikTok platform. Thebook coverremainsattachedo its reademwhethertheyareanurban
commuteror asocialmediauser.Onethingis for certain, the contemporarygover,now more
thanever,is boundto its reademwhods travelling not only betweerphysicalspacedutalso
cyberspaces.

Perhapsit is aptto presentafew pointsaboutwherethis journeymaytakethe cover
in theimmediatefuture. It would be predicableéo suggesthatthe transformatiorof the book
coverwill continuefull force,undertheinfluenceof the newdigital technology However,as
thee-bookandprint book continueto co-exist,| envisionthata biggerdialoguebetweerthe
two formatswill ensuesimilarto theway paperbackandhardbackooksexistedsideby side
andin dialoguewith eachotherfor mostof thetwentiethcentury.E-booklibraries,unlike
physicalbookshelvesshowthefront coverconstatly facingthereader.This condition

change®ncethebookis readin a perpetuaktateof scrollingleavingthe coverbehind.The

> 1n arecentBBC article, therole of TikTok in driving thesalesof, notonly the newreleases,
but alsothe backlistedbookswasdiscussedtagreatedength( i T i kelpsUK Book SalesHit
RecordLevels,Publisherssays 8022).With this, it is now becomingvery commonseeing
fi B o o kFTaovko u shelesleslidatedo thelist of titlesthatgeneratea lot of view-countonthe
platform.
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needfor the coveris now to offer anopeninitiation to thereadercompellingthemto
deliberatelyseekandcreatemeaningthroughscroltreading.

Thefuturity of the coveris oftendiscussedn two scenariosthe mostextremeof
thembeingthe deathof thebookcover.Somepeoplebelievethatthe e-bookasadigital
objectseemdo endangethe existenceof the coverwhich still remainsa materiallysignified
objectin theworld of paperbackandhardbacksl believefearingthe demiseof thebook
coverin ourdigital future is anunjustifiedfear, for thebook,whetherin print or asane-book
remainsanobjectwith a strongvisualsignification.We careandcontinueto careabout
booksbecauseave spendmanyhourslooking atthemwhenwe engagen reading.Justlike
how thee-bookdid not bring aboutthe deathof thebook, the digital coverwill not makethe
book coverdisappearBut it may makeit fade. Theimpactof the digital ageon thecoveris
felt morestronglyby thereadersvho like to readfor the questionsaswell asthe answers.
Thealgorithmicsystemsusedby theinternetplatformswherethe digital bookis sold,
discussedandcollectedalreadyseemnto strip the coverfrom its complexityandpuzzle.
Simpletwo-tonedesignswhite, abstracbackgroundsvith evensimplerillustrationsappeal
is god-sentfor left-leaningminimalisticaesthetidasteghatprevail acrosgheinternetsphere.
Theresultof thisis the confusionandoveruseof the samesymbolslike flowers,crowns,and
shakedor awide variety of genresandcategoriesThelack of clarity makesthesecovers
turninto almostafun accessoryto borrow from Genetteratherthanpurposefubbjects.

As | mentionedn this dissertatiorseverakimes,booksareobjectsof intention.This
appliesto book coversaswell. While theyaretechnologicallyimpressivethetrendof
suggestindyperrealispainings createdoy Al programsasthe coverdesignof thefutureis
notconvincing,becausét is nottheimagesor symbolsthatmadethe cover,but ratherthe
synthesiof thetwo. The aesthetiduture of thebook coveris unknown,but| believethat

thereis afuturefor thebook cover.Evenwhendeprivedof its materialform, the coverwill
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alwaysremainavisualandaestheti@bjectthatprodsandpricksthereadersTheunsettled
discourseaboutwhatthe coveris andhow it is supposedo look provesthatwe havenotyet
discovereckverythingthereis to know aboutthe book cover.However,onething is certain:
thecoverstill very muchbelongsto its readermaybemorethantherestof thebook,because
theyremindusthatour judgmentcanbe correctsomeimes.

While this thesismostlyfocusedon the culturalhistory of thebookcoverasan
aesthetiobject,anotheristory of book coverstill waitsto bewritten from the perspectivef
theauthorof thebook.lt is impossibleto readaccountsabout,for instanceKafkainsisting
on not havingany insectillustrationson the coverof TheMetamorphosisor J.D. Salingets
strictrulesabouthavingonly typographicatoversgivento his book,or evenPenguinArt
Director David Pelhands failed experimenin trying to createcoversthat GrahamGreene
suggestedor his books,without wantingto know moreaboutwhy the authoris oftenkept
awayfrom the cover.ls bookdesignetPeterMendelsundight whenhe saysthat fidead
authorsgetthebestbookj a c k (Altersi TolCeeativeArt of SellingaBook by its
C o v @ Atdtgcore,thedifferencein vision andexpectatiorbetweerthe authorand
audiencess certainlyatopic of immenseanterestthatcanshedlight into how we canexpect
thebookto changen thefuture. This researchhasthe potentialto finally explainthe
existenceof a gapbetweerthetextualandvisualandwhy all attemptgo unitethemunder
therule of oneauthorityfigure has,sofar, failed. Both the materialanddigital book cover,
first andforemost,engages visualmediumof communicationTherefore any theoryof the
bookcover,bethatfrom the perspectivef theauthor,publisheror theobject,needgo

considerthe eyeof thereaderasa partof thefuture of thecover.
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