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compared the Kelmscott Press’s edition of The Works of Geoffrey Chaucer to a “pocket
cathedral.” A cathedral is an ornate architectural space, and the Chaucer is extensively
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Morris’s The Wood Beyond the World, with its single illustration, draws the reader into a holistic
and transformative space that functions like a cathedral.

INDEX WORDS: “pocket cathedral;” Kelmscott Press; William Morris; Edward Burne-
Jones; Arts and Crafts Movement; Wood Beyond the World; Works of
Geoffrey Chaucer; architecture; structure; home; Emery Walker; Pre-
Raphaelite Brotherhood; typography; moveable type; Nicolaus Jenson;
Old Style type; Giambattista Bodoni; Modern type; blackletter; Gothic
type; printing; book; decorative book; John Ruskin; A.W.N. Pugin; Gothic

Revival; 19" century; decorative arts



BUILDING AND TRAVERSING A POCKET CATHEDRAL: AN INTERDISCIPLINARY

READING OF WILLIAM MORRIS’S WOOD BEYOND THE WORLD

LAURA GOLOBISH

BA, Austin Peay State University, 2008

A Thesis Submitted to the Graduate Faculty of The University of Georgia in Partial Fulfillment

of the Requirements for the Degree

MASTER OF ARTS

ATHENS, GEORGIA

2010



© 2010
Laura Golobish

All Rights Reserved



BUILDING AND TRAVERSING A POCKET CATHEDRAL: AN INTERDISCIPLINARY

READING OF WILLIAM MORRIS’S WOOD BEYOND THE WORLD

LAURA GOLOBISH

Major Professor: Nell Andrew
Committee: Asen Kirin
Janice Simon

Electronic Version Approved:

Maureen Grasso

Dean of the Graduate School
The University of Georgia
August 2010



v

ACKNOWLEDGEMENTS
This thesis would not have been possible without the support of several people. I am grateful to
my mom for supporting me through all of my educational endeavors. I wish to express my
sincere thanks to my advisor, Dr. Nell Andrew, for helping me develop the confidence to believe
in my own work, helping me focus, and for reading and editing drafts at various stages of this
project. Thank you, Brooke and Brian for helping me maintain my sanity outside of the
academic environment. Last, but not least, I would like to thank the librarians in the University
of Georgia’s Hargrett Rare Book and Manuscript Collection for allowing me to use copy of
Wood Beyond the World from the original Kelmscott Press print edition. This project may not

have been possible without access to such a valuable primary source.



TABLE OF CONTENTS
Page
ACKNOWLEDGEMENTS ...ttt ettt ettt ettt e sabeeneen v
LIST OF FIGURES ...ttt ettt et ettt et e s e e e e vi

CHAPTER

1 Building and Traversing a Pocket Cathedral: an Interdisciplinary Reading of William

Morris’s Wood Beyond the WOrId .................ooecuueeeueeesiieeeieeecieeecieeeieeesveessvee e ens 1
IOt OAUCTION ...ttt ssesssssssssssssssssesnsessssnnsnnnnns 1
Morris, the Arts and Crafts Movement, and Their Roots in the Gothic Revival.....5

Nineteenth Century Printing and the Revival of Gothic and Old Style

TYPOZIAPNY . ...ttt ettt e e e e e e et e e e et eeesnbraeeeenraeeeenns 10

The Decorative BOOK .......cocoiiiiiiiiiiiiieee e 15

Constructing Space and Building a Typographic Foundation........................ 21

Wood Beyond the World: an Interdisciplinary Reading........................... ... 29

Transhistorical Content and Dreams...........coceerieiiiiiieiiienieneenieeee e 43

CONCIUSION <.ttt ettt ettt et b e st e e b e saees 47
REFERENCES ... ottt ettt et sat e et sbe e et esa e s beesateenbeesaees 50
APPENDICES

FAGUIES ettt e et e et e e et e e e st e e estaeeesbeeeenbeeennbeeennseeenaeas 56



vi

LIST OF FIGURES
Page
Figure 1: Edward Burne-Jones. Wood Beyond the World, frontispiece. ........c.ccceevevvevrcieeenveeennen. 56
Figure 2: William Morris, Edward Burne-Jones and Dante Gabriel Rossetti. Chair from 17 Red
LION SQUATE. ....eiiiiiieiiie ettt et e et e ettt e et e e e et e e esbeeessseeesnseeennseeennseeenneeas 57
Figure 3: Type specimen sheets comparing Modern with Old Style........cccceevvveeriieinieeenieeeeen. 58
Figure 4: William Morris, The Defense of Guenevere and Other Poems (1858),2—3 ................ 59
Figure 5: Emery Walker, photograph of a page of Nicolaus Jenson’s Historiae Florentini populi
(TAT0) ..« ettt e h e et e bt e et sat e s bt e bt e et e ebe e et e e i e 60
Figure 6: William Morris, preliminary designs for Golden font ..........cccceeeveeeiieenceeencieeceiee e, 61
Figure 7: William Morris, preliminary designs for the Troy font ........c..cccccveevvieencieeniee e, 62

Figure 8: Wood Beyond the World, 4—5 (spread with floriated border in the gutter) and detail of

illuminated capital measuring 6 1ines high ..........ccccoovoiieiiiiiiiiicee e 63
Figure 9: Type specimen sheets comparing Old Style fonts with rotunda blackletter fonts. ........ 64
Figure 10: Sandro Botticelli. La PrifAVEra ..............ccccueeeuieeeiieeiieeeeieeecieeeeieeeeaeeesveessveesnnees 65
FAGUIE 112 WOOM, 6T ..ottt ettt ettt et e e aae e st e e s e e e s saee e snseeeenseesnseesnnneas 66
FIGUIE 12: WOOM, 89 ..ottt ettt ettt ettt e s e e s aa e e s e e ssbeeeeabeesnseeennneas 67
FIUIE 13: WO0Od, 1213 oottt ettt et e e tae e st e e s e e e s bt e e snaeeeenbeesnseesnnneas 68
FIUIE 14: WOO, 2021 ..ottt ettt ettt et e et e e st e e s e e e s sbeeesnaeeeenbeesnseesnnneas 69
FAGUIE 15: WOO, 2223 ..ottt ettt ettt e et e et e e st e e s e e e s aeeeenaeeennbeesnseeenneeas 70
FIGUIE 16: WOO, 25 —26..c...uooeeeeeeeeeeee ettt ettt e et e e aae e s e e s e e e s aee e snseeennseesnaeeennneas 71
FIUIE 17: WOOM, 2829 ......uoieeeeeeeeeeee ettt et et e e ae e st e e st e e s e e s nseeennbeesnaeesnneeas 72

FIgUIE 18: WOOd, 4849 .......oooeeeeeeeeeee ettt ettt et e s e e s e e s bee e s naeeeesbeesnnsaeenneeas 73



Figure 19:
Figure 20:
Figure 21:
Figure 22:
Figure 23:
Figure 24:
Figure 25:
Figure 26:
Figure 27:
Figure 28:
Figure 29:
Figure 30:
Figure 31:
Figure 32:
Figure 33:
Figure 34:

Figure 35:

vil

WOOA, SO =51 et e e e e e e e e e et aaaeeeeeeeraeanaaaeeeeeeraae 74
WOOM, 5253 oottt e e e e e e e e e et aaeeeeeeeeraaanaaaeeeeearaae 75
WOOA, 55 5T e e e e e e e e e e e e et aaee e e e e e e e e aaeeeeaeeraae 76
WOOA G405 ..ottt ettt et 77
WOOA, 8283 ...ttt ettt ettt et sttt sae et 78
WOOA, 9203 ...ttt ettt st 79
Wood 94—95 & 96—97 ... 80
Wo0od, 106—107 ... e 82
WOOA, 12829 ..ottt et st 83
WOO, TO0 01 ..ot e e e e e e e e e e e aeaeeeeeeeraeanraaaeeseearaae 84
Wo0d, 184—85 & 18087 ..ottt 85
OO, 188 e e e e e et ee e e e e e e e e e e raaaeseeeeeeaaanaaaeeeeearene 86
WOOd, 189 —90......couiiiiiieeeeee ettt ettt sttt et eabe e 87
WOOM, 23T ..ottt ettt ettt et a b et neeas 88
WOOA, 23839 ...ttt 89
WOOA, 240 ...ttt et sttt sbe e 90
WOOU, 246ttt saesssasasssasssasasssssssssssssssnnsnnnns 91



CHAPTER 1
Building and Traversing a Pocket Cathedral: an Interdisciplinary Reading of William Morris’s
Wood Beyond the World
Introduction
In 1891, William Morris (1834 —96), a leader of the Arts and Crafts Movement, founded

his Kelmscott Press in response to the quality of modern printing. He had been unable to achieve
satisfactory results in earlier publishing endeavors and wished to produce books that would
correct the decreasing quality of print in his era. His solution for overcoming contemporary
printing conventions involved designing transhistorical books that were modeled after examples
of fifteenth-century printing. The Kelmscott books appeared to be objects of the past. However,
they followed a modern impulse to create decorative or material books. Morris highly revered
beautiful books and valued them second only to architecture. He wrote, “If I were asked to say
what is at once the most important production of Art and the thing most to be longed for, I
should answer, A beautiful House; and if I were further asked to name the production next in

91

importance... I should answer, A beautiful Book.”" Morris advocated the production of books
with architectural qualities involving the cohesive arrangement of type, ornament, and
illustration. Given these facts and the supportive role books held in a Victorian home, as a kind
of decoration or furniture and as an emblem of the owner’s character, it is remarkable that the

architectural intention of Morris’s book production has not received more attention.

In 1894, Edward Burne-Jones (1833 —1898), a member of the Pre-Raphaelite

' William Morris, “Some Thoughts on the Ornamented Manuscripts of the Middle Ages,” in The Ideal Book: Essays
and Lectures on the Arts of the Book by William Morris, edited by William S. Peterson (Berkley: University of
California Press, 1982), 1.



Brotherhood, Morris’s life-long friend, and an illustrator with whom Morris often worked,
compared Kelmscott’s iconic edition of The Works of Geoffrey Chaucer to a “pocket cathedral.”
This has become one of the most quoted and minimally analyzed statements made in reference to
the press. The term cathedral suggests an ornate architectural space, and the Chaucer is a dense
collection of borders, illustrated capitals, and engraved illustrations atypical of Kelmscott
production. While there is no volume that is completely representative of the press, most
Kelmscott volumes were unillustrated or minimally illustrated.” In “The Ideal Book,” Morris
supports books that have an “architectural arrangement” or are “architecturally good.” This
refers to a holistic layout in which all compositional elements function harmoniously with one
another, and permit easy legibility.” This is a basic structural description that can be achieved
even if the book lacks ornament or illustration, and may be used to view the architectural
qualities of the books of the Kelmscott Press. This means that volumes other than the Chaucer
are, in fact, suitable for analysis as architecture. I propose to demonstrate that the Kelmscott
Press’s edition of William Morris’s The Wood Beyond the World, a book with only a single
frontispiece illustration designed by Burne-Jones (Fig. 1), also functions as a pocket cathedral.
The Wood Beyond the World, though lesser known and more sparsely ornamented, may
still be used to underscore Morris’s claims that a book does not require illustration and to expand
the Burne-Jones analogy beyond the Chaucer. This novel is the first in a series referred to as
Morris’s late romances. An edition of three hundred fifty copies printed on handmade paper and

bound in limp vellum was completed in May of 1894.* The book block measures approximately

2 William S. Peterson, The Kelmscott Press: a History of William Morris’s Typographical Adventure (Berkley:
University of California Press, 1991), 105-106.

3 William Morris, “The Ideal Book,” in The Ideal Book, edited by William S. Peterson (Berkley: University of
California Press, 1982), 67.

* Robert L.M. Coupe, Illustrated Editions of the Works of William Morris in English: a descriptive bibliography
(London: Oak Knoll Press, 2002), 173-174.



210 by 147mm (8.27 x 5.83 inches) and the cover is 260 by 147mm (10.24 x 5.83 inches).
Morris used the Chaucer font throughout the entire volume, with chapter headings and
subheadings printed in red, and text blocks printed in black.

The concept of linking books and buildings is not new. In the fifteenth century and
earlier, it was common for illuminated manuscripts and later printed books to contain
architectural elements in the frontispiece. These types of images functioned as a kind of
meditative entryway into the text, a way for readers to prepare their minds for the content. The
architectural motifs also created the idea that the content existed in a space separate from the
space of the reader. English printers adopted this type of imagery as early as the 1460’s and it
became a common type of engraved or wood cut frontispiece.” This illustration practice creates
a foundation for the association of a book with building or space, but I wish to expand on this by
examining the entire book structure, as well as the text and page design, as architectural.

Currently, there is no cohesive study that analyzes both the design and narrative content
of Kelmscott volumes. This problem necessitates an interdisciplinary approach. Available
design scholarship narrowly focuses on the design features of the book or their place in the
broader context of Victorian design and culture, but not how the design is enhanced by the
printed text. Similarly, literary scholars focus on the narrative but not how it might be enhanced
by the design. I will use design scholarship as well as the literary analyses of Amanda Hodgson

and Blue Calhoun in order to examine each part of the book.

3 William H. Sherman, “On the Threshold: Architecture, Paratext, and Early Print Culture,” in Agents of Change:
Print Culture Studies after Elizabeth L. Eisenstein (Amherst & Boston: University of Massachusetts Press, 2007),
79-80. The quickest means to survey the trend of architectural frames in English printed frontispieces is to skim
through a couple of standard reference books for print studies. See: Alfred Forbes Johnson, A Catalogue of
Engraved and Etched English Title-Pages (London: Oxford University Press for the Bibliographic Society, 1934)
and R.B. McKerrow and F.S. Ferguson, Title-page Borders Used in England and Scotland, 1485-1640 (London:
Oxford University Press, 1932).



An interdisciplinary method is well suited to a topic involving Morris and the Arts and
Crafts movement due to the concern of the movement’s participants with the integration of art
into design and the holistic incorporation of art and design into life. Morris’s production method
was based upon integrating layers of material book components (paper, type, binding) in order to
build books for readers to interact with intellectually and physically. A pocket cathedral, like its
architectural counterpart, must use these layers of material information to guide the reader to an
improved state of mind and spirit. Cathedrals consist of an integrated program of elements and
resulted from a collaborative effort between guild members or different kinds of craftsmen, such
as architects, stone masons, sculptors, and glass painters that we can see Morris following. In the
nineteenth century, the Gothic cathedrals aroused the interest of the Gothic Revival ideologues
John Ruskin and Augustus Welby Northmore Pugin. Their observations regarding handcraft,
machine powered industry, honesty in design, the integration of beautiful design into life, and
their associations between nature, design and the magnificent cathedrals would give rise to the
Arts and Crafts Movement.

The Gothic influence and an interest integrating art into life would impact various aspects
of architecture, design, the decorative and fine arts, and literature. The effects of the Gothic
Revival include a revival of Gothic and Old Style typography of the medieval era and
Renaissance in printing; the Pre-Raphaelite Brotherhood’s medievalizing style of painting,
illustration, and poetry, and perhaps most importantly the integration of the decorative book into
the structure of the home. These layers of information and imagery would inform Morris’s own
aesthetic tastes and his craft methods and are an integral part of understanding a book like Wood
Beyond the World as a pocket cathedral, a holistic combination of design, text, illustration and

narrative.



Morris, the Arts and Crafts Movement, and Their Roots in the Gothic Revival

Morris is considered one of the most important participants of the first generation of the
Arts and Crafts designers. He was a highly esteemed writer, poet, and a practitioner and master
of several crafts. In 1852, he entered Exeter College in Oxford where he became friends with
Edward Burne-Jones. Together, they developed the habit of Morris reading aloud to Burne-
Jones from his favorite literature, which included Sir Thomas Malory’s Le Morte d’Arthur and
John Ruskin’s Seven Lamps of Architecture (1849) and The Stones of Venice (1851-53). They
spent long hours in libraries examining medieval manuscripts and woodcuts.® The friends were
from different social backgrounds. Burne-Jones was from Birmingham and had been exposed to
an industrial environment, while Morris grew up in Walthamstow, a rural area outside of London
with little exposure to urban existence. Despite his lack of early exposure to modern industry,
Morris’s interest in Ruskin and his affinity for the literature and medieval objects caused him to
consider the social impact of modern development and to follow his interest in the arts.

After graduation, he decided to train as an architect and entered the practice of George
Edmund Street, who was committed to the revival of Gothic architecture.” From Street, Morris
may have learned the proper use of decoration, and a holistic method that demanded an
architect’s understanding of all elements of a building, such as masonry, carpentry, joinery, and
ironwork. Morris did not care to continue working only with the craft of architecture, but the
concept that the architect or designer should be connected to all aspects of production would
continue to be relevant to Morris’s work in decorative art and printing *

Soon after Morris joined the firm, Street moved to London and took his student with him.

Morris let lodgings with Burne-Jones at Red-Lion Square, where they lived as rowdy bachelors.

® Rosalind P. Blakesley, The Arts and Crafts Movement (London: Phaidon, 2006), 29—30.
" Blakesley, 29-30.
¥ Blakesley, 30.



When they were unable to find suitable furniture, Morris produced his first furniture designs. A
local cabinetmaker built the furniture, and the pair’s recent acquaintance, Dante Gabriel Rossetti,
painted it. The simple design of the chair and cabinet emphasize an honest use of materials, a
concept put forth by Pugin. The two surviving pieces from the collection consist of decorated
wood planks with medieval scenes from the tales of King Arthur, and chevron and vegetal motifs
(Fig 2).° Later, this type of imagery would become a characteristic of illustrated Kelmscott
volumes.

Rossetti already had a reputation as a painter and as the co-founder of the Pre-Raphaelite
Brotherhood, known for its rejection of the idealized forms of Renaissance artists in favor of a
more naturalistic, medievalizing style. Rossetti invited Burne-Jones and Morris to participate in
a communal painting project to decorate the Debating Chamber of the Oxford Union and
encouraged Morris to abandon architecture for painting. The fresco painting in the chamber was
an unsuccessful endeavor; since none of the artists involved had experience with the medium, the
frescoes began to fade within a few months. This project is significant because it allowed for the
development of a system of medieval imagery and communal working practices characteristic of
Morris’s work and the Arts and Crafts movement as a whole."

One of Rossetti’s colleagues, Ford Maddox Brown suggested, in 1861, that Morris and
his circle organize a decorating firm, and Morris, Marshall, Faulkner, & Co. was founded that
year. In 1875, the firm was reorganized as Morris & Co. The partnership consisted of Morris,
Burne-Jones, Rossetti, Brown, architect Phillip Webb, engineer and amateur painter Peter Paul

Marshall, and Charles Faulkner who was a math dean at Oxford and had been best man at

? Blakesley, 30—31.
19 Blakesley, 31 —33.



Morris’ wedding. Fiscally, the partnership made sense, and it would concretize the loose
professional relationship that already existed between the friends."

Morris & Co. designed many types of decorative objects including tiles, tapestries, and
stained glass, which was most important to the fiscal health during the firm’s early years. In
1861, the Gothic Revival architect, George Frederick Bodley commissioned the firm to design
glass for his church of St. Michael and All Angels in Brighton and for several other prominent
commissions. The success of these projects increased demand for the firm’s designs to the point
that the partners hired a professional glass painter, a glazier, and a staff of twelve workers to
assist them.'? It is in this early work with stained glass that one begins to see Morris’s devotion
to guild labor methods and holistic design. The design of the glass was a collaborative effort:
Burne-Jones or Brown and Rossetti would design primary figures; Webb designed lettering and
peripheral details such as canopies, upper lights or architectural settings; Morris took charge of
the color palette. This might seem minor in relation to the design of major compositional
elements, but Morris would have sections of windows remade until they met his exacting
standards and produced harmonious lighting effects."

As Rosalind Blakesley argues, however, Morris’s design skills shone even more brightly
when, in 1867, the firm expanded to wallpaper designs in order to better meet the demands of the
market. Morris is acclaimed for his balanced patterns and his use of compositional variety to
conceal the repetition of pattern elements. He was again concerned with perfect standards of

production and initially attempted to cut the woodblocks and print the designs himself. With

! Blakesley, 34—35. Burne-Jones, Webb and Brown had already designed stained glass for private commissions
and the men often worked together. Webb was the architect chosen to design Morris’s marital home, Red House, in
1859. Morris had designed wall hangings and other textiles for Red House, and had supervised much of the other
decoration.

12 Blakesley, 37 —38.

' Blakesley, 38.



designs that required twenty to sixty separate blocks, Morris eventually delegated these tasks to
other craftsmen."

The Arts and Crafts Movement and Morris’s work with craft began several decades
before his interest in printing developed. In order to understand Morris’s interest in handcraft
methods and his ideology it is important to study contemporary concerns in design and the Arts
and Crafts Movement’s roots in the Gothic Revivalist ideology of John Ruskin and A.W.N.
Pugin. The Arts and Crafts Movement began as one response to the decreasing quality of
industrially made products and with the aims of repairing the disparity between labor, craft and
fine art. The nineteenth century witnessed dramatic technological developments that permitted
increasingly rapid production methods. Speed and efficiency came at the expense of aesthetics
and product durability, and diminished the social conditions not only of those operating
equipment and assembly lines but also of those that used the finished products. The earlier
philosophy of the writer Ruskin and architect Pugin influenced William Morris’s concerns
regarding these conditions.

In well-known texts, both Pugin and Ruskin would make observations about ideal design
with regard to Gothic cathedrals. Pugin believed that the application of industrial techniques
should be carefully monitored to maintain a balance between efficiency and craft. He further
suggested, in his True Principles of Pointed or Christian Architecture (1841), that designs
should present a refined balance between materials, structure, and ornament. Pugin believed that
a design should ideally contain only elements that are essential for “convenience, construction,
or propriety,” and ornament should enrich the structure rather than conceal or overwhelm it.

Most importantly, he believed that objects should be constructed in order to honestly display the

' Blakesley, 40 —41.



materials and function of the building."”> Several years later, in The Seven Lamps of Architecture
(1849), Ruskin supported a number of Pugin’s assertions about structure and materials, and
added that quality design should refer to the patterns of nature. However, contrary to Pugin,
Ruskin believed industrial techniques were intolerable and divisive of the labor process, and a
man’s body and spirit. Ruskin asserted that objects without signs of the human hand bring no
joy to the producer or the eventual owner of the object, and that this is what makes the hand
crafted object superior to its machine made equivalent.'® Ruskin’s observation that art is “the
expression of man’s pleasure in his handiwork,”"” and the concepts of truth to materials and

nature forged an ideology for Morris and the first generation of Arts and Crafts designers.

With a similar concern for the union of design and industry, the British government
began devising a plan to improve design education with a standardized curriculum and
envisioned a public museum dedicated to the decorative arts in order to improve the aesthetics of
the products fabricated in factories. The South Kensington Museum officially opened in 1857.'
Its collecting policy was steeped in the idea of treating utilitarian objects and decorative design
as a whole composition, and placed importance on the intertwined roles of artist and craft or
workmanship. Morris was one of the beneficiaries of South Kensington’s objective to enhance

the studies of industrial designers and craftsmen.

' A.W .N. Pugin, The True Principles of Pointed or Christian Architecture: Set Forth in Two Lectures (1841)
(Edinburgh: John Grant; 31 George IV Bridge, 1895), 1 —2. In regards to the honest display of materials Pugin
specifically states, “construction itself should vary with the material employed, and the designs should be adapted to
the material in which they are executed.”

16 John Ruskin, The Seven Lamps of Architecture, 1849 (New York: John Wiley, 1854), 141.

7 William Morris, “Preface,” in John Ruskin’s The Nature of Gothic; a Chapter of The Stones of Venice; 1851—53
(London: George Allen; printed at the Kelmscott Press; 1892). Here, Morris is paraphrasing one of the ideas he
learned from Ruskin in his introduction to the Kelmscott edition of Ruskin’s “Nature of Gothic.”

8 Tn 1899, South Kensington would become known as the Victoria and Albert Museum, which is still a crucial
institution for the study of craft and design.
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Nineteenth Century Printing and the Revival of Gothic and Old Style Typography

South Kensington’s most important action, in regards to Morris’s printing venture, was
arguably its exhibit of books printed with Gothic or blackletter type. In honor of the four
hundredth anniversary of printing in England an exhibit opened at South Kensington in June of
1877. This exhibit primarily featured the printed books of William Caxton (1421—91),
England’s first printer. The exhibit featured an elderly man operating an antique wooden press
and a display of modern printing equipment. This exhibit, which Morris viewed, brought
printing to the public’s attention and elevated Caxton to a sort of national hero. Later, the
typographer Stanley Morison stated that this exhibit “had a decisive effect upon bibliographical
and typographical studies.”"” The exhibit was well received by the press and public. The
immediate effects of the exhibit on printing have not been traced. However, by the early 1880s a
set of important firms, including the Unwin Brothers, the Leadenhall Press, and Messrs. George
Falkner & Sons, were employing typography in the style of Caxton who predominantly used
blackletter fonts. Although Caxton’s crowded page design would not appeal to Morris, he would
use a modern adaptation of a Caxton font in an early printing endeavor and would reprint five of
Caxton’s works with Kelmscott Press.*

William Morris would not begin working with printing and typography until late in his
life, but this new phase of his career would be no less relevant to the history of design than his
earlier work with decorative design and architecture. In 1888, he attended a lecture by Emery
Walker that was presented by the Arts and Crafts Society.”' Emery Walker, a process engraver
by profession, was becoming one of England’s most skillful and distinguished typographers.

Like Morris after him, Walker agreed that the solution to poor printing lay in fifteenth and

' Stanley Morison, John Fell: The University Press and the ‘Fell Types’ (Oxford: Clarendon Press, 1917), 203.
20 Peterson, 36 —37.
2! Simon Loxley, Type: The Secret History of Letters (London; New York: I.B. Taurus, 2004), 82.
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sixteenth century printing, and proposed that the problem with the current mode of printing lay
with incorrect margin proportions, excessive leading (space between lines of type) and kerning
(letter spacing), poor type design, and cheap materials.”

Printers’ general preference for more delicate letter forms and technological
developments colored Morris’s relationship to the modern printing and publishing industries and
the context in which the Kelmscott Press developed. Metal type is one of the foundations of the
printed book and Morris believed that, due to changes in type style, the quality of printed texts
had deteriorated since the Incunabula of the fifteenth century were printed. Morris believed the
Incunabula printed books were best because they were crafted at a time when ideas of medieval
craftsmanship still thrived and letterforms were closely related to handwriting. A fall from
Morris’s ideal began, in the sixteenth century, with the inclusion of historicizing classical
ornament that overshadowed the type. What Morris perceived as deterioration continued into the
eighteenth century with the founding of the Modern type of Giambattista Bodoni and Firmin
Didot.” Typically, the fonts designed by these men had a vertical axis rather than the oblique
axis seen in Old Style fonts that were common in the fifteenth and sixteenth centuries.
Unbracketed hairline serifs, and greater contrast between the thick and thin strokes characterize
Modern fonts. They would continue in popularity through the nineteenth century and Morris
believed them to be “positively ugly...[and] dazzlingly and unpleasant to the eye owing to the

clumsy thickening and vulgar thinning of the lines.” He believed Modern fonts to be more

22 William S. Peterson, “Introduction,” in The Ideal Book, edited by William S. Peterson (Berkley: University of
California Press, 1982) xvii-xviii.

2 Founding is a term that refers to the process by which metal type is produced. Each letter is carved or “cut” to size
at the end of a steel punch. The punch is then pressed into a softer metal to create a matrix. The matrices are then
filled with a mixture of molten metals to produce the final pieces of moveable type.
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difficult to read than the Old Style, and the sleeker forms represented a physical decay from
heavier forms of earlier type.*

Generally in this era, there were three categories of type used for book blocks: Venetian,
Old Style, and Modern. The first two are very similar and best exemplified by the type of the
Renaissance printer Nicolaus Jenson, but there is a very obvious contrast between the broader
stroke and oblique axis of the Old Style and the thin, spiky serifs and vertical axis of the Modern
(Fig 3).” Modern letter shapes are based on a vertical axis and the mechanical concept of
interchangeable parts. They are better suited to the frantic commercial and industrial
development than Old Style fonts that are based upon the shape of letters written with a broad
nib pen.”* This Modern trend and the revival of blackletter fonts generated by the 1877 Caxton
exhibit set the embattled context for Morris’s typography.

Traditionally after type was founded, a printer would arrange it in a very basic machine,
a hand press. The press and moveable type replaced the hand of the scribe, but it did not
completely remove the hand of the printer. A printer had to ink the type by hand and turn a
crank to make each impression. These hand motions create unique characteristics, lighter or
darker areas of type depending upon the amount of ink applied or amount of packing used as a
layer between the paper and platen of the press. Prior to the development of the iron press, circa
1800, all printing was done on a wooden press, which was typically built by a local carpenter or
joiner.”” This was only a basic structural improvement. Wood presses are rickety and require

more preparation to create a clear impression, whereas an iron press does not require

* Morris, “Printing,” in The Ideal Book (Berkley: University of California Press, 1982), 62—63.

2% Robert Bringhurst, The Elements of Typographical Style, revised 3™ edition (Point Roberts, WA: Hartley &
Marks, 2005), 119—142. He discusses the above terms briefly for their general use. However, Bringhurst, a leading
type historian, advocates a more specific system that aligns the development of type with historical terms such as
Renaissance, Baroque, Neoclassical, etc. However, the generality of the terms Old Style and Modern highlights a
difference that would have been noticed by the average reader.

26 Robin Kinross, Modern Typography (2™ ed. London: Hyphen Press, 2004), 37 —39.

27 Peterson, The Kelmscott Press: a History of William Morris’s Typographical Adventure, 10—11.
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premoistened paper and needs less physical force to achieve a fine impression. When Morris
founded the Kelmscott Press in 1891, the iron hand press was reserved primarily for the
production of broadsides and proof sheets and used much less frequently, even in book
production.”®

The most radical change, the development of the steam powered cylinder press, would
remove almost entirely the hand of the printer from the printing process. This technology
developed by Friedrich Koenig and first used by The Times in 1814 marked the first major
structural change to the press in over three hundred years.” With steam power a person no
longer had to apply the ink by hand or turn a crank to make an impression. This new technology
allowed for the production of a thousand impressions per hour, but it also fostered the
imbalanced environment that Ruskin, and later Morris feared.

Morris would observe how as mechanization increased, the materials of production
decreased in quality. In conjunction with increased mechanization, cheaper foundation materials
were introduced to the printing process. Paper and ink, along with the type and press are used to
construct a book’s block of pages. In the latter half of the century, paper was more likely to be
made with substitutes for cotton and linen rags, the least archival and most popular of which was
wood pulp. Morris found the poor quality displeasing. However, he found the practice of altering
paper to be even more distasteful. Manufacturers would often alter cheap paper create the
illusion of higher quality products. They would impress lines into the paper to create the
appearance of handmade paper and adulterants were added to the pulp to improve the paper’s

texture.® Morris did not deny the usefulness of cheap paper in certain kinds of books or

28 Peterson, The Kelmscott Press, 11.

» P M. Handover, “British Book Typography,” in Book Typography: 1815—1865 in Europe and the United States
of America, ed. Kenneth Day, trans. Ernest Benn (Chicago: University of Chicago Press, 1966), 141.

39 Peterson, The Kelmscott Press, 14.
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periodicals, but he also advocated Pugin’s concept of honesty in production, the
acknowledgement rather than the concealment of this cheapness.”'

Technical advancements and practical decisions also affected type design. New and
harder metal alloys led to type that could withstand greater abuse from steam presses, and
permitted type with finer strokes and serifs that required less ink to print. To some extent this
lightening of type was based on efficiency, but it was also associated with a sense of refinement;
even the heaviest styles were toned down to meet the demands of publishers and readers. Old
Style and blackletter fonts were condemned as too clunky and awkward.”” In this context, we
might imagine better how Morris and other printers that did use types reminiscent of Old Style
and blackletter would have appeared to boldly and aggressively reclaim the material space of the
page.

Morris’s resistance to modernization also extended to illustration technique. Woodcuts
were almost entirely replaced by zinc and copper plate etchings in books. Engravings require a
different press and therefore could not be included on the same page as text. Morris abhorred
this development because it destroyed a holistic arrangement that he deemed one of the

exceptional attributes of a well-printed book.”

3! Morris, “Printing,” 65. The poor archival quality of wood pulp paper holds up well for products designed for
shorter-term use. Periodicals or paper-wrapped novels were better suited to cheaper materials because the casual
reader might not own them long enough to notice any decay.

32 Peterson, The Kelmscott Press, 19.

3 For example, Albert L. Cotton in the Contemporary Review 74 (August 1898) 224-25, cites Morris’s and Walker’s
dislike of the arrangement of Samuel Rogers’ Italy (1830) and Poems (1834). He summarizes, “ [J.M.W. Turner’s
illustrations are] Beautiful as pictures, they bear no apparent relation to the volumes which they illustrate; their
charm is independent and extraneous; the artist clearly did not concern himself to harmonise them with the text or
with each other; taken apart entirely from the books, they would lose nothing of their force. They are steel
engravings, pure and simple, which might just as well have been issued separately in a portfolio. See also William
Morris “The Woodcuts of Gothic Books,” in The Ideal Book, edited by William S. Peterson, 36. Morris himself
never specifically mentions metal engravings in any of his published essays on printing, but in this essay he wrote,
“The question...I want to put to you is this, whether we are to have books which are beautiful as books; books in
which type, paper, woodcuts, and the due arrangement of all these are to be considered and which are so treated as
to produce a harmonious whole, something which will give a person with a sense of beauty real pleasure...or
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Emory Walker, William Morris’s engraver and adviser, was probably more
knowledgeable about the latest illustration techniques than anyone else in England; yet Morris
decried new chemo-mechanical printing processes, such as zincography, which replaced the
hand engraver.* By the inception of the Kelmscott Press chemo-mechanical processes were the
most common illustrative printing process and wood engraving was scarce.”” These changes in
type, paper, ink, illustration technique and printing technology primarily negotiate the materials
used to produce the interior of the book. The Arts and Crafts movement was concerned with the
quality of materials and the honest portrayal of those materials. This concern for materials and
an additional focus on the exterior of books helped usher in the period’s inclination to treat books
as material or decorative objects.

The Decorative Book

Kelmscott was founded in part as a reaction to the commercial decorative book and my
interest in connecting the material aspects of Wood beyond the World with its narrative are
informed by the period’s own emphasis on the materials and ornamentation of books as well as
the incorporation of decorative books into the structure of the home as a sign of the owner’s taste
and character. By the nineteenth century, books were available in such quantities for an
expanding literary audience that they were regarded, in some cases, as a kind of furniture *®
Literary culture had become less about textual content and more about the monetary, material,

and social implications of owning books, a vital part of a well appointed home.” In 1872, the

whether the beautiful and inventive illustrations are to be looked on as separate pictures embedded in a piece of
utilitarianism...”

3* Zincography involves the photographic transfer of a design to a zinc plate, which is then etched in a chemical
bath.

35 Peterson, The Kelmscott Press,21—22.

*® George Sampson, English for the English: A Chapter on National Education (Cambridge: Cambridge University
Press, 1921), 76-77.

3Gerard Curtis, Visual Words: Art and the Material Book in Victorian England (Brookfield, VT: Ashgate, 2002),
206-207.
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American bibliophile Oliver Wendell Holmes wrote, “of course you know there are many fine
houses where the library is part of the upholstery, so to speak. Books in handsome bindings kept
locked under plate-glass... are as important to stylish establishments as servants in livery.”*® In
other words, the books or library were as important to the appearance of the household as the
servants that helped take care of it. Through books, one could convey taste through physical
presence rather than actual literary or academic interests. Even if one could not afford a full
library, a carefully placed decoratively bound parlor book could be used to create an impression
about its owner.”” Further, in Wood, Morris would use decorative elements to inform the reader’s
impression of the characters.

From the 1830s to 1860s technological developments allowed for the cost-effective, mass
production of decorative bindings. These developments facilitated the simulation of fine
materials and embellishment. For example, deep embossing was used to manufacture cloth
bindings that mimicked leather or gold leaf inlay and lettering. Gerard Curtis asserts that it is
limiting to view this tendency for decorative binding as an extension of the Victorian fervor for
applied design or the commodification of literature. Rather, the taste for mass-produced ornate
binding mirrored a changing value of English and American literature. As literature became
more available, a book’s contents were no longer a rare object or signifier of education or wealth.
Therefore, the value of books shifted to the materials of the object itself, rather than the printed
words.*

Alongside the importance of the decorative exterior, as books were produced in increased

quantities, literature and literacy also rose in importance in English cultural, educational, and

38 Oliver Wendell Holmes, The Poet at the Breakfast-Table (Boston: Elibron Classics, 2000; London: George
Routledge and Sons, 1893), 188.

3 Curtis, 209.

40 Curtis, 216—17.
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political life. John Ruskin, and others, advocated book ownership and literacy among all
classes.” Ruskin in fact opposed public or circulating libraries, and believed that young men of

all classes should begin building:

a series of books for use through life; making his little library, of all the furniture in his

room, the most studied and decorative piece; every volume having its assigned place, like

a little statue in its niche, and one of the earliest and strictest lessons to children of the

house being how to turn the pages of their own literary possessions with no chance of

tearing or dog’s ears.*

Ruskin viewed the care of a personal library as a general kind of moralizing tool. Using
the care of books as a guide to self-improvement is not unlike worshipping in a cathedral to
improve spiritual or moral health. However, certain publishers and organizations believed that
literature with moralizing content could also be used for social improvement beyond the home
structure. The publishers Charles Knight and Henry Peter Bourgham promoted books and book
culture through their work with the Society for the Diffusion of Useful Knowledge. Both men
felt that specific moralizing texts should be available to members of all social classes as an
educational device, and they promoted the distribution of books and inexpensive prints with
appropriate moral content as objects that all classes could afford and appreciate.”

Although Knight himself went bankrupt from his involvement in this venture, it is
important to consider that he and other publishers expected to profit from the mass-market sale
of books. The book’s rise in social importance and the development of mass-market publishing

coincided with the development of a market for materials associated with books, such as

! John Ruskin, Sesame and Lilies (1865) (London: George Allen, 1908: digital copy from Internet Archive from the
collection of the New York Public Library), 87 —89.

42 Ruskin, Sesame and Lilies, X.

3 Curtis, 217—18.
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bookplates and security seals. These kinds of objects emphasize the ownership of books and the
claiming of a material object.**

Amy Cruse pointed out in her 1930 study, that critics, such as Charles Greville and
Charles Lamb, acknowledged the fact that the materiality of the book and its exterior appearance
often outweighed the interior content in the early and mid-nineteenth century. Cruse recounted
that the desire for the perfect parlor or drawing room book in the nineteenth and early twentieth
centuries prompted the design of special editions meant for the specific purpose of display for
visitors rather than frequent handling or study.” These editions, including Morris’s own books,
were often too expensive for readers of all classes to afford, but the visual qualities of these
books fostered a demand in the broader market for cheaper options designed to simulate the
appearance of more valuable volumes.*

Decorative binding also served another purpose. Early in the century, Isaac D’Israeli had
mentioned, in his often-reprinted Curiosities of Literature, that the most decorative bindings are
signs of the owner’s taste and feelings. He acknowledged that books were being decorated
simultaneously for the purpose of conspicuously displaying wealth and for the educated person

to express enthusiasm for literature and the intellectual content of the book."

* Curtis, 218. See also: W.G. Bowdoin, The Rise of the Book-plate; Being an Exemplification of the Art, Signified
by Various Book-plates, from its Earliest to its Most Recent Practice (New York: A Wessel’s Company, 1901) for a
more in depth history of the book plate. Bowdoin (37) notes that plates often emphasized ownership by bearing
statements on the sins of those that borrow books and fail to return them.

Also, there is a degree of tension between the ideas of owning a book for the sake of possessing a fine object and
owning a book for personal edification. In Ruskin’s statement one might find some balance between the two ideas.
Ruskin anticipates that book owners or their children will interact with books, appreciating the content just as they
learn the proper way to turn pages without marring them with dog-ear creases as they read. In this way, books
simultaneously support the development of personal character and build up the structure of the home.

* Amy Cruse, The Englishman And His Books: In The Early Nineteenth Century (Frazer Press, 2007; London:
George G. Harrap & Co, 1930), 278 —280.

4 Curtis, 223.

4T Isaac D’Israeli, Curiosities of Literature (Reprint of the 14" corrected London edition. Boston: Crosby, Nichols,
Lee and Company, 1861. Hathi Trust Digital Library: University of Michigan, 2008), 5-6.
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The tension between these two modes of materiality (decorative display of wealth and
decorative display of bibliophilic enthusiasm) led Morris and several other private presses on a
quest for the production of the ideal book. The ideal book would holistically merge art and
literature. Some members of the Pre-Raphaelite Brotherhood (PRB) were at the vanguard of this
development. Ford Madox Brown, William Holman Hunt, and Dante Gabriel Rossetti often
used text on the frames of their work to expand the meaning of the painting. Given the PRB’s
interest in Medieval and Renaissance illuminated manuscripts, it was not such a stretch to
reverse that process and make art an extension of text.*® Several members of the PRB
participated in the illustration of Edward Moxon’s edition of Tennyson’s Poems (1857). In the
catalogue Pocket Cathedrals, Joel M. Hoffman described this edition as a predominantly
“pictorial product” that was a precursor to the “pocket cathedrals” published by the Kelmscott
Press.*

Rossetti was one of the first Victorian artists to give careful attention to the materials and
designs of his books. He used the binding as a way to symbolically frame and enhance the
content of the book; creating a relationship between the interior and exterior. This is most
noticeable in his design for Christina Rossetti’s Goblin Market and Other Poems (1862).
However, the strength of the gold embossed cover and wood engraved title page and frontispiece
overshadows the more weakly composed typography.”

Following the work of his PRB associates, Morris rejected the poor quality of much
printed material in circulation but followed the fashion for the materiality of decorative books by

using an iron hand press and carefully selecting high quality materials. He used handcraft

8 Curtis, 223 —24.

* Joel M. Hoffman, “What is Pre-Raphaelitism, Really? In Pursuit of Identity Through The Germ and Moxon
Tennyson’ in Pocket Cathedrals: Pre-Raphaelite Book Illustration, edited by Susan Casteras (New Haven: Yale
Center for British Art, 1991), 44.

30 Curtis, 224.
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methods to navigate the materials,” and believed that the ideal book was an object that one could
“cosset and hug...up as a material piece of goods.””* To touch, interact with, and visually
consume the material aspects of a book was just as important as interacting with the ideas on the
printed page for him. However, Morris chose to separate his work from other keepsake or parlor
books, and the work of his friend Rossetti, by truly focusing on the interior elements (i.e. paper,
type, ink) rather than the cover.

From the late 1880°s until his death, Morris was preoccupied with the creation of his own
fine books. Before he actually opened Kelmscott Press he attempted other publishing options
that convey a perfectionist attitude early in his publishing career. His first volume of poetry, The
Defense of Guinevere (1858) was printed at the Chiswick Press. The typography is centered in
the page and neat, but otherwise unobtrusive and plain (Fig 4). Morris would later view this kind
of typography as stagnant and bland. Morris met F.S. Ellis, an antique bookseller and publisher,
and in the 1860s.” The two undertook a massive project to publish a collection of poetry known
as The Earthly Paradise (1868 —70). He planned to have it illustrated with hundreds of wood
engravings designed by Edward Burne-Jones. After initially employing the services of
professional engravers, Morris soon became determined to cut the illustrations himself. This
project was ambitious; ultimately, it never went to press.”* However, it does illustrate Morris’s
desire to be wholly involved in the manufacturing process and this early experience with

publishing incubated some of the ideas that would be relevant to his later Kelmscott publications.

! Curtis, 224.

2 Morris, “Some Thoughts on the Ornamented Manuscripts of the Middle Ages,” 1.

3 Peterson, The Kelmscott Press, 51 —52.

% Peterson, 52—52. The first unillustrated edition had over 1,000 pages of text. Hundreds of illustration would have
been an immense addition.
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Constructing Space and Building a Typographic Foundation

The failed experiment with Burne-Jones proved revelatory in other ways. Morris realized
that a well-printed and well-constructed book was dependent upon more than illustrations.”
Several years later, in a lecture of 1892 he expanded on this model by stating “an illustrated
book, where the illustrations are more than mere illustrations of the printed text, should be a
harmonious work of art.”*® In other lectures and essays, he would reiterate his ideas about the
holistic integration of illustration and design, which were central to his design process at
Kelmscott.

Burne-Jones’s comparison of the Kelmscott Chaucer to a “pocket cathedral” is frequently
quoted, but most scholarship only perfunctorily mentions it in regards to the Chaucer’s
illustration or briefly discusses it in regards to Morris’ ideas regarding typography and page
design.”” The phrase was originally recorded, in 1894, in a letter to his friend and an art historian

at Harvard, Charles Eliot Norton. Burne-Jones wrote:

I am beside myself with delight over it [the Chaucer]. I am making the designs as much
to fit the ornament and the printing as they are made to fit the little pictures— and I love
to be snugly cased in the borders and buttressed up by the vast initials—and once or twice
when I have no letter under me I feel tottery and weak; if you drag me out of my
encasings it will be like tearing a statue out of its niche and putting it in a museum—
indeed when the book is done; if we live to finish it, it will be like a pocket cathedral —so

full of design and I think Morris the greatest master of ornament in the world...”®

3 Peterson, 52.

3 Morris, “Woodcuts of Gothic Books,” in The Ideal Book, edited by William S. Peterson (Berkley: University of
California Press, 1982), 40.

57 For example see Peterson, “Introduction,” in The Ideal Book, xxxi.

8 Quoted in Martin Harrison & Bill Waters, Burne-Jones (New York: G.P. Putnam, 1973), 164.
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Burne-Jones is writing about the book and the arrangement of design elements in terms of gothic
architecture. His illustrations are “buttressed” by the illuminated capitals and borders. For him,
the encasing grid, not the illustration, is the foundation of the entire design. He implies that
weakness and structural instability ensue when there is no typographical support so that the book
is contingent upon order within the grid and a harmonious arrangement of decorative elements
within or surrounding the type.

The concept of a parallel relationship between a book and a cathedral is not unique to
Burne-Jones. He borrowed this analogy from Ruskin’s autobiography, Praeterita.” Ruskin
introduced the phrase while describing his first medieval illuminated manuscript, a fourteenth

century Hours of the Virgin:

But now that I had a missal of my own and could touch its leaves..., no girl of seven
years old with a new doll is prouder or happier: but the feeling was something between
the girl’s with her doll, and Aladdin’s in a new Spirit slave to build palaces for him with
jewel windows. For truly a well-illuminated missal is a fairy cathedral full of painted
windows, bound together to carry in one’s pocket, with the music and the blessings of all
its prayers besides.”

Ruskin compares only the illustrations to stained glass, a decorative feature, rather than referring

to the overall structure or its integrated parts. But Gothic cathedrals were designed as a holistic

program in which sculpture and stained glass were designed to conform to and enhance specific

areas of the structure and emphasize the religious function of the building. This structural model

*Georgiana Burne-Jones Memorials of Edward Burne-Jones (New York; London, 1904). Cited by Douglas E.
Schoenherr, “A Note on Burne-Jones’s ‘Pocket Cathedral’ and Ruskin,” Journal of William Morris Studies 15.4
(2004), 91 —92. William Morris Society http://www .morrissociety.org/jwms.html#indexes. Burne-Jones was
familiar with the work; his wife Georgiana mentions that he began reading it as installments that were published in
1885, and referred to the text as “the most heavenly book. ”

% John Ruskin, Praeterita (1889) (New York: Random House, Everymans Library, 2005), 437.
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was admired in the nineteenth century for the aesthetic qualities of individual components, and
the notion of integrated structure and decoration was seen as a rational way to improve design.”'
If one returns to Pugin’s observations from The True Principles of Pointed or Christian
Architecture, it is clear that cathedrals should both honestly display the materials or structural
elements such as buttresses or ribs, and reveal the religious or spiritual purpose of the building.*

Generally, a cathedral and its visual program can be thought of as a space designed to aid
one’s absorption into devotional activities or as a temporary way to transcend the secular world.
A cathedral also signifies a kind of protection from secular culture. The Catholic Church is often
referred to as the mother church; this further emphasizes the protective role of the church. Burne-
Jones, Morris and their PBR associates were interested in all aspects of medieval culture and
would have been aware of these functions. One can see Burne-Jones’s interest in the spiritual
function of the book or cathedral in the manner he includes himself in his analogy. He states, “I
love to be snugly cased in the borders and buttressed up by the vast initials.” This statement
suggests that he feels protected by the design elements or that he wishes to become a part of the
structure. A properly designed book offers solace from the exterior world, similar to that offered
by the church. The reader becomes like a fetus nestled in the womb or a child seeking its
mother’s embrace, and uses the material structure and protection of the book as a map to a
transcendent state.

As I began, there is no particular layout or design that is a specific marker of a Kelmscott
volume, but in creating Wood beyond the World Morris would have followed a standard series of

processes that helped him to achieve his ambition of constructing an integrated architectural

%' Blakesley, 14—15.

2 Pugin, 36—37. Pugin also suggests that the construction of different types of religious structures, such as
cathedrals and parish churches, should have a different appearances due to the financial means and needs of
different audiences
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product with his text, illustration, and ornament. Morris began his press and book production by
forming the most basic unit of printed text: letter forms. He owned a collection of early printed
books, but supplemented these sources by obtaining several examples of Gothic and Roman
metal type, which Emery Walker photographed in large scale in order to study their forms (Fig
5). William S. Peterson describes Morris’s process as a “painstaking procedure of tracing,
drawing, and redrawing photographs.”® Morris crafted the type forms in a palimpsestic manner
by drawing letters on vellum, painting over the drawing or scraping and erasing sections away
from the tracing vellum, and redrawing them much like a scribe with his parchment (Fig 6 & 7).
These efforts brought matrices, punches, and ultimately metal type. Morris then could configure
the type and woodcut illustrations into a grid on a press, impress them onto pages, and bind them
into volumes in which the grid and printed content are layered.

The page structure is a consistent grid; each two-page spread in Wood contains five
columns with two, twenty-eight line black text blocks, red subheadings in the unhinged fore-
edge (side opposite the spine), and a central column over the spinal gutter. This pattern is varied
by the placement of illuminated capitals either three or six lines high at the beginning of
paragraphs and chapters, red chapter headings, and the insertion of partial floriated borders in the
columns in the open or closed edges (Fig 8). The frontispiece of Wood (fig 1) also breaks the
pattern by using an illustration on the left of the spread instead of a text block, a full border on all
four edges of both pages, and a larger illuminated capital (ten lines high) in the text block on the
right.

Wood is set in the Chaucer typeface. This is a twelve point (Pica) Gothic reduction of his

eighteen point (Great Primer) Troy typeface. He described Troy as a “semi-Gothic type

8 Peterson, The Kelmscott Press, 92.
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% and argued for the revival of Gothic type in his

designed ... with special regard to legibility,
lecture “The Ideal Book.” Morris admired Gothic fonts but did acknowledge that Roman fonts
could be equally fine in appearance and were often more legible. He suggests that a designer
should add a Gothic font to his repertoire only after perfecting a Roman font.*’

Renaissance Roman letterforms are designed to mimic the modulated stroke of a
broadnib pen held in the right hand.® Morris’ blackletter designs clearly differ from a Roman
type; they have a thicker stroke and softer serifs. However, he chose to use a rotunda
blackletter.”” This is the most rounded variety and the most comparable to the modulated stroke
and humanist (oblique) axis of a Roman type (Fig 9). The oblique axis connects the text to
handwritten script and the ancient history of scribes.”® The oblique forges recognition by the
reader of the tactile or creative gesture of handwriting.

Morris admired the fifteenth century Venetian printer Nicolaus Jenson, who is best
known for his Roman type. In fact, Morris’s very first typeface, Golden, was a Roman based on

Jenson’s work, and he mentions the quality of Jenson’s type and printing on several occasions in

his essays.”” By the nineteenth century Jenson’s punches and matrices had long since vanished,

% Quoted by Peterson, The Kelmscott Press, 92, from William Morris to Bernard Quaritch 1.6.92. (London:
Archives of Bernard Quaritch Ltd.) See also, Bringhurst, 266. Gothic or blackletter fonts were the first variety of
moveable type used in Europe, and this category includes the type of Johan Gutenberg. Handwritten scripts and
printed type of this variety were used across Europe. This category of type has survived throughout the centuries,
but it is most commonly associated with the medieval period. Robert Bringhurst has suggested that blackletter is the
typographical counterpart of gothic architecture. Like the architecture, there is much variety within the category; the
letters can be tall and open or stout and heavy.

% Morris, “The Ideal Book,” 70.

% Bringhurst, 122.

" There are four major categories of blackletter: textura, fraktur, bastarda, and rotunda. There are several
distinguishing characteristics of each; however, the shape of the lowercase “o0” can usually be used to classify each.
% Bringhurst, 266.

% See Morris, “Printing,” “The Ideal Book,” and “A Note by William Morris on His Aims in Founding the
Kelmscott Press for examples. See also: Horatio F. Brown. The Venetian Printing Press, 1469— 1800 (Amsterdam:
Gerard van Heusden, 1969; London: 1891), 11 —13. Jenson, a Frenchman, was a prolific printer. Charles VII sent
him to Mainz, Germany in 1458 to learn the new art of printing with moveable type and he returned to France in
1461. He then traveled to Venice and began issuing books in approximately 1470 and consistently produced work
every year for the next decade until his death in 1480.
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leaving only printed copies to study. While Jenson and the early history of printing are relevant
to Morris” work, he did not slavishly copy Jenson’s letters. Morris wrote, “my Roman type,
especially in the lower-case, tends rather more to the Gothic than does Jenson’s.”"

Morris chose to model his first font after Jenson’s single Roman font, but Jenson is also
credited with at least one Greek and five rotunda blackletter fonts, along with one of the first
Roman fonts.”" It is interesting that Morris chose to focus on Jenson’s Roman font rather his
Gothic, even though two of his three typefaces are Gothic. The focus on Roman font and a
desire to perfect a Roman font before designing a Gothic stems from a concern for the legibility
of the Gothic type. Morris wrote, ““...herein the task I set myself was to redeem the Gothic
character for the charge of unreadableness which is commonly brought against it.”’> The need to
rescue the “Gothic character” and make it more legible may also indicate a desire to allow his
audience to more comfortably and intimately interact with text that more closely resembles
handwriting.

Morris does briefly discuss two examples of admirable Gothic type in order to emphasize
the correlation between legibility and smoothness of letter form. The first model is that of Peter
Schoeffer from Mainz. Schoeffer printed the first bible with its publication date (1462) recorded
in the volume. Morris states that the type in this volume “imitates a much freer hand, simpler,
rounder and less spiky, and therefore far pleasanter and easier to read.” This is to say that it is

more pleasant to read and less angular than the example put forth by Johann Gutenberg’s “forty-

two-line Bible.” He insists that the quality of Gutenberg’s typography has not been surpassed,

" Morris, “A Note by William Morris on his Aims in Founding the Kelmscott Press: an essay published in 1896,” in
The Ideal Book, Edited by William S. Peterson (Berkley: University of California Press), 76.

" Bringhurst, 339.

2 Morris, “A Note by William Morris on his Aims in Founding the Kelmscott Press,” 76
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but Schoeffer’s is easier to read and admirable in its own right.” We can see Morris further
encouraging a smoothing out of the letterform by his mention of the printing venture of
Swynheym and Pannartz.”* They began working at the Subbiaco monastery, near Rome, in
1465, and printed with “an exceedingly beautiful type,” that appeared to be “a transition between
Gothic and Roman, but which must have certainly come from the study of the twelfth- or even
the eleventh-century manuscripts.””

The primary function of legible type is to cater to a reader’s desire for a comfortable
reading experience, but in order to understand how the page begins to become architectural we
must understand how metal type is made and the results it produces in a press. You can see the
embossed quality in the original edition of Wood, but it is not possible to reproduce this effect in
photomechanical reproductions. The process of creating type is rooted in a tactile-material
process that resembles sculpture. Each letter is carved in the necessary size on the end of a steel
punch. The punch is pressed into a matrix of softer metal to produce a reusable mold, and the
mold is filled with an alloy of lead, tin and antimony to produce a three dimensional pieces of
type that can be locked into a press. Type is inked and imprinted on paper and produces a
material and visual image. Wet or recently dried ink has sheen and the printed letters are smooth
and slightly depressed or embossed. These textures contrast with the lighter and rougher fibers
of hand made paper. Renaissance printers took delight in the tactility of this method of printing.

Later, printers in the eighteenth century rejected the textural contrast between the smooth sheen

of black ink and rough texture of the paper. Lacking a better printing method, they often printed

> Morris, “Printing,” 60—61. Morris contradicts himself in his compliments of the typography. He states that
Gutenberg’s work could not be surpassed; yet, he states that Schoeffer’s type is the highest achievement (ne-plus-
ultra) of Gothic type. He notes that type similar to Schoeffer’s was more prevalent for twenty years after 1462. So
perhaps the statement on Gutenberg could be considered to be more of personal opinion and the quality of
Schoeffer’s has more popular support.

™ Morris, “Printing,” 60.

> Morris, “Printing,” 60.
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pages and ironed them like laundry to remove any sculptural quality.” Morris, on the other hand,
favored a heavy impression that created an embossed surface.” In comparison to Wood’s heavy

and sculptural type forms, the type in Morris’s early work with the Chiswick press appears to be

feeble and pale (Fig 4).

Thus far, I have dealt with the sculptural quality of the type present on each page of
Wood. This embossed texture creates tactile interest, but it also accentuates the grid or
underlying structure of the book. The flat surface of the page is the initial substrate for the grid,
but the method of printing literally builds up the surface structure and expands the grid. You can
touch the edges of the page and they are flat and smooth. The block of text has a slightly bumpy
texture. You can feel the individual lines of the borders and the illuminated capitals. You can
feel where the border ends and the unembossed paper begins. This quality alone is not
architectural. However, it is an interesting decorative feature; yet it introduces the concept of
space, which will be analyzed architecturally as I discuss the specific design and narrative of
Wood.

The term architecture implies a space that can be entered and navigated. A book can
fulfill the function of a decorative object, but it is also a container for information or a narrative,
a way to actively consume and move through information. Similarly, the pages of Wood also
suggest space. Although it is not a space that appears to be immediately traversable, the dark
block of text appears to recede into space in contrast to the lighter tone of the page. The visual
illusion is the opposite of the physical reality of the printed page. The printed matter projects
slightly towards the reader rather than recessing. The black elements create texture and build up

the surface, and this creates a tension between flatness and depth on the surface of the pages that

" Bringhurst, 138. The three dimensional quality of printing was common until the middle of the twentieth century
when photolithographic processes and offset printing became the predominant commercial printing process.
7T Peterson, The Kelmscott Press, 92.
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hinders absorption into the task of reading a narrative. The illusion of recession suggests that the
reader of the page will penetrate a flat meaningless surface and entering the meaningful narrative
and a new world.

Wood Beyond the World: an Interdisciplinary Reading

Wood is an attractively printed and constructed book, but ultimately Morris intended the
purchasers of his books to read his books as well as enjoy their aesthetic qualities. On the most
basic level, reading literary fiction is an act of forward motion. One selects a volume and
physically progresses through each page until the completion of the narrative, and to some
degree the reader is suspended from reality and absorbed into the reality of the narrative.

The materiality of Kelmscott volumes, the repetition of the grid, the heavy black text
blocks, and the archaic letterforms challenge the reader’s entry into the narrative space. Initially
the pages textured with blocks of black, closely leaded lines of type may be daunting to read.
One might have a tendency to focus on the shape of the letters or structure of the page rather than
the words or content the letters signify. In this context readers are forced to simultaneously
navigate a superficial material space and unconsciously strive to transcend a surface decorated
with type in order to interact with or relate to the narrative.

Surface and narrative are the two terms at play here. Somewhat like a worshipper using
an icon to aid the prayer or meditation process, one cannot get to the narrative without first
focusing on the surface. The reader is dependent upon the surface and structure of the grid in
order to become absorbed into the narrative. I would argue that the reader is specifically

dependent upon Morris’ placement of decorative elements: borders, dingbats,”® and illuminated

" Dingbat is the most commonly used jargon, but the term printer’s ornament is an equivalent term. See Bringhurst
(324 —25) for the definition. A dingbat is a “typographic glyph or symbol subject to scorn because it has no
apparent relation to the alphabet. Many dingbats are pictograms- tiny pictures of churches, airplanes, skiers,
telephones and the like. Others are more abstract symbols- check marks, crosses, cartographic symbols, the emblems
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capitals, to transcend beyond the repetitive patterns and spatial tension present on the page.
These, like the type, are superficial elements, but appear with less regularity. They break the
pattern of the grid based on the size and shape of the twelve point Chaucer type and a twenty-
eight-line text block.

Since the frontispiece, designed by Burne-Jones, is the only illustration in Wood Beyond
the World, Morris judiciously used decorative elements to invite the reader into the book and to
assist in the navigation of the text. Morris began his tale by presenting the reader with a stylized
illustration of a young woman in a lush landscape (Fig 1). She delicately walks towards the first
page of text. Tendrils of foliage encircle her feet, waist, arms, and hair. The serpentine gesture
of the vegetation mirrors the pattern of the border that surrounds the illustration, as well as the
patterns in subsequent borders, illuminated capitals, and leaf-shaped dingbats throughout the
text. So, from the beginning, the book and its contents are connected to earth and an implied
landscape.

Further examination of the frontispiece suggests a transition from one space into another.
The woman stands in an open field with flowering plants and vines, and the background is a
dense forest. The flowering growth does not extend into the forest. This kind of growth is only
possible in the full daylight of spring or summer, and may indicate a transition from darkness
into a new and enlightened stated of being. The floral borders, as a kind of decoration rather
than narrative illustration, move closer to the space of the reader and indicates that the change of
state or illumination will extend from the text to envelope the reader’s own body and

consciousness.

of the suit of playing cards, and so on.” Horticultural dingbats, like leaves or flowers, may also be referred to as a
fleurons.
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The woman’s elongated appearance and the delicate lines of her body, as well as the
natural setting recall the work of Sandro Botticelli. Her form does not quote a specific painting,
but Burne-Jones greatly admired Botticelli’s oeuvre.” Given the blooming flowers and
vegetation and the void of new growth and life in the darkened forest one might think of
Botticelli’s Primavera (Fig 10). Primavera presents a transitory scene. To the far left, Mercury,
with his winged boots, uses his snake-entwined wand to drive away the last of the winter wind,
indicated by a diaphanous, cloud formation. To the far right, the west wind, Zephyrus, is
capturing the nymph who will be transformed into Flora, a flower goddess, when Zephyrus first
touches her. The nymph emits a strand of flowers from her mouth and her new form stands next
to the nymph in a gown adorned with a floral pattern and garlands of flowers encircle her hair,
neck and waist, much like the vines around Burne-Jones’s illustration. Flora casts flowers from
the folds of her gown onto the surrounding ground. Around her, the flowers, new life, and love
are in full bloom. Venus, goddess of love and beauty, is the central figure; the blindfolded figure
of Eros flies and aims his bow above her, and the three graces of chastity, beauty, and love dance
in a circle next to her.** The importance of the concept of rebirth and the transformative qualities
of nature are introduced by the frontispiece, but the idea of feminine virtue as depicted by the
graces and the contrasting concepts of chaste love and a lust without emotional substance will
also be important to my upcoming analysis of the narrative.

Nature is a transformative entity, but the forest is, in western mythology and folk tales, on

its own a sacred and transformative location. Forests are often associated with gods and other

I Stephen Wildman, “The Seven Blissfullest Years,” in Edward Burne-Jones: Victorian Artist-Dreamer (New
York: Metropolitan Museum of Art, 1998), 141. On a trip to Italy in 1859, Burne-Jones made studies of Primavera.
Also, he quoted the Pose of Zephyrus and the nymph in his 1870 watercolor Phyllis and Demophoon.

% For more detailed analysis of Botticelli’s composition and the figures within it see: Frank Zoller, “La Primavera:
A Wedding Picture,” in Botticelli: Images of Love and Spring, translated by Fiona Elliott (Prestel-Verlag: Munich,
New York, 1998), 34—67.
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mythological creatures. Robert Pogue Harrison argues that the structure of a forest mimics the
structure of a cathedral. A forest, like a cathedral, extends towards the heavens and masses of
interlocking tree branches are like the ribs of vaults that open up the space. Occasional breaks in
the density of the forest illuminate the darkness much like stained glass reflecting on the stone
surfaces of a cathedral .’

The idea of nature as a cathedral was popular with Gothic Revivalists and the PRB. John
Ruskin believed that all good design should mirror the structure of nature. He wrote in his Seven
Lamps of Architecture (1849), “In the edifices of Man there should be found reverent worship
and following, not only of the spirit which rounds the pillars of the forest, and arches the vault of
the avenue —which gives veining to the leaf, and polish to the shell, and grace to every pulse that
agitates animal organization...”* Ruskin intended his observations to be applied to all design,
but in this work he pays particular attention to various cathedrals. This connection between
nature and architecture is interesting given the history of architectural frontispieces in books and
the fact that Wood’s frontispiece is an image of nature rather than man made architecture. As
previously mentioned, an architectural motif in a frontispiece serves as a meditative entryway
into the text. The forest, like an architectural motif is intended to prepare the reader for entry into
a new world, and the young woman acts as a guide.

In lieu of additional illustrations, decorative elements are employed to shape the story and
indicate important moments, activity, and stasis. The narrative begins boldly with an illustrated
capital spanning ten lines, and a statement in all capitals resembling the introduction of a

children’s fairy tale: “A WHILE AGO THERE WAS A YOUNG MAN DWELLING IN A

81 Robert Pogue Harrison, Forests: the shadow of civilization (Chicago: The University of Chicago Press, 1992),
178—179.

82 John Ruskin, The Seven Lamps of Architecture, 1849 (New York: John Wiley, 1854), 59. See also Ruskin, 8§9. He
writes a more universal statement about nature and design: “most lovely forms and thoughts are directly taken from
natural objects... so the converse of this, namely, that forms which are not taken from natural objects must be ugly.”
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GREAT and goodly city...” This is the introduction of the primary character, Golden Walter, a
merchant’s son (Fig 1).

Walter departs from his home on a trading voyage after leaving his cold and promiscuous
wife. While on this voyage he is plagued by visions of a beautiful woman (the Lady), a young
servant girl (the Maid), and a hideous dwarf. The maid is the woman referred to by the
illustration. The text indicates that she wore an iron ring on her foot. The image does not reveal
this adornment but the vines entwining her foot might be seen as a proxy. These characters
reappear several times and are integral to Walter’s experience on his journey and to his
transformation from the role of a merchant’s son into the ruler of a great kingdom. After a
simple typographic passage that contains only one leaf dingbat, the event of Walter’s
introduction to these envisioned characters is followed by a quick succession of three illuminated
capitals for each of the next three paragraphs (Fig 11). The visual format of the text indicates
that something important is occurring. And indeed in the story, Walter stands inactive until

suddenly movement surrounds him:

“So Walter stood idly watching said ship, and as he looked, lo! folk passing him toward
the gangway. These were three; first came a dwarf, dark brown of hue, & hideous,...
After him came a maiden, young by seeming, of scarce twenty summers...Last of the
three was a lady, tall and stately, so radiant of visage & glorious of raiment..”"

This lively passage is approximately one and a half pages in length and is preceded and
succeeded by sections with single leaf dingbats to simply indicate paragraph shifts and ease the

reading experience. These three characters are interjected into the narrative and augmented

visually by the repeated capitals. Walter watches these passengers until they have entered the

8 Morris, Wood Beyond the World, 6—17.
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ship and continues watching until the ship leaves port. Just as quickly as they enter, these
characters disappear and, “Walter stood awhile staring at her empty place where the waves ran
into the havenmouth,”®

Initially, Walter considers asking the captain of the ship on which he is travelling for
information about the other ship and its passengers. However, he convinces himself that these
figures were a dream or figments of his imagination. Walter’s act of staring into emptiness is
highlighted by an illuminated capital, but a page of solid text with neither dingbats nor
illuminated capitals follows it (Fig 12). One might argue that the thick mass of text mirrors
Walter’s confusion at seeing these figures. The repetition of bold black shapes is almost hypnotic
and the reader is drawn into Walter’s state of mind.”

While on his own ship, the mysterious triad of figures appears to Walter again. This
time, they are not indicated by a procession of illuminated capitals. Their narrative appearance
blends into the pattern of the type. As quickly as Walter notices the group it disappears and
Walter is unable to discern “whether those whom he had seemed to see pass aboard ship were
but images of a dream, or the children of Adam in very flesh.”®® These characters had been seen
entering a ship that had already set sail. This fact and their appearance shortly thereafter, along
with Walter’s own confusion and the hypnotic visual texture of the page work together to
heighten our sense that they are intangible dream figures.

Walter continues on his voyage. His ship, the Katherine, stops at several ports for trade.
A large illuminated capital and a partial border initiate the Katherine’s voyage because it is the
beginning of a chapter. However there is an increased use of leaf dingbats throughout the pages

describing his travels (Fig 13). The dingbats and capitals give emphasis to certain words and

8 Morris, Wood Beyond the World, 8.
8 Morris, Wood Beyond the World, 8—9.
8 Morris, Wood Beyond the World, 9.
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phrases, such as “Fast,” “But as for the other trouble, to wit his desire & longing to come up with
those three, it yet flickered before him... ,” and “Now this was the last country where to the
Katherine was boun...” These phrases suggest the transitory nature of sea travel. They also break
up the text block and create a sense of motion, a wave like pattern that suggests a state of
transience and forward progression. The highlighted phrases also emphasize motion of time by
stating what he had seen and what he will see.”

The border is also important. During Walter’s sea voyage, the border spans the upper and
outer edge of its page (Fig 13). This may indicate a state of successful travel. Other chapters with
less successful activity have a smaller border. The following chapter is decorated with a border
that occupies only one edge of the page (Fig 14). Here, we find the voyage is static: after four
weeks of swift sailing the wind has died and forward motion stalled. The ship unproductively
follows the swell of the sea and the crew prepares for a storm. A lone dingbat accentuates
Walter’s response to the oncoming storm. He goes to his cabin to sleep and is awoken by the
bustle of activity and the violent motion of the ship and is eventually lulled to sleep again by the
storm. Whereas the dingbats during the early sea travel form a pointed, triangular incline (Fig
13) of progression, the storm wakening is followed by a series of dingbats that form a very gentle
curvature across the span of two pages (Fig 15). This slight curve is contrary to the sea’s violent
motions, and is suggestive of Walter’s calm sleeping state.

After several days of poor weather and sailing, the sun begins to shine and land could be
seen in the distance. Here, the border flourishes (Fig 16). The line is more delicate and
expansive than that of the border during the stagnant period and it skims three edges. Four

illuminated capitals demarcate the process by which they arrived at land and continue forward.

87 Morris, Wood Beyond the World. 12—13.
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On land they find one man and his home. There are no other people. This man is introduced by
an illuminated capital and a series of dingbats to highlight statements made by the two parties
during a conversation (Fig 17). The dingbats form a zigzagging series of diagonals to indicate a
lively introductory exchange. The dingbats are fewer in number once the crew realizes that this
man is the only inhabitant of the island “betwixt the sea & the dwellings of the Bears, over the
cliff-wall, yea and a long way over it.”*® The ‘Bears’ are a primitive pagan people who are
somewhat bear-like in appearance. They also worship the Lady from Walter’s visions.” This
affirms that the Lady and her companions are real, but it does not yet explain how the party
emerged simultaneously in two places at once in its earlier appearances.

After enjoying the man’s hospitality for several days, Walter leaves the man’s house in
order to explore the land. He comes to a barren wasteland described as a ‘rough mountain-neck
with little grass, & no water.”” This passage is marked with two illuminated capitals per page,
but there are no dingbats to disrupt the pattern in the center of the text (Fig 18). Walter is not
confused or trapped in an entirely stagnant state. He is monotonously moving forward. It is as if
the page’s composition draws the reader into Walter’s monotony. The statements marked by the
capitals further convey invariable repetition. “When dawn came again he awoke & arose...but
pressed on all he might...” “Again, the third night, he slept in the stony wilderness...But on the
fifth morrow the ground rose but little, & at last he came on a spring...”' The last statement ends
the monotony and the next spread features a triangle formed by three capitals (Fig 19). A triangle
is a stable geometric form, but it incites more interest by creating three implied lines of direction

rather than two stacked lines at a similar angle.

8 Morris, Wood Beyond the World, 29.
8 Morris, Wood Beyond the World, 29.
% Morris, Wood Beyond the World, 47.
! Morris, Wood Beyond the World, 48 —49.
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Walter is received by a lush landscape. This quality is indicated by the presence of a full
border (Fig 20). It spans the entire length of three edges and occupies much of the width
between the text block and edge of the page and is nearest in size to the border surrounding the
frontispiece. The border is large and decorated with several different kinds of stylized floral
blooms. These flowers are evenly spaced and encircled neatly by spiraling vines. This
description of the border is somewhat similar to the textual description featured two pages later.
Morris wrote, “So he came to where the land was level, and there were many trees, as oak and
ash...not growing in a close wood or tangled thicket, but set as though in order on the flowery
greensward, even as it might be in a great king’s park.”> Here the blooms are larger and more
fully developed than the frontispiece and the vines are thinner and more constrained than heavy
leaves and tangle of smaller vines in the frontispiece border. This border and the space described
by the text are more refined and orderly than the unruly vines entwining the Maid in the
frontispiece. The border implies that the resident or owner of the land favors a more refined
appearance. Also, in the frontispiece, flowers and vegetation are aligned with the female form
and feminine virtue. If the feminine theme is continued with the later floral border it may further
indicate that the owner of this new space is the Lady who is more refined in appearance and
more sexually developed or promiscuous.

In this lush park, Walter is introduced to the dwarf from his vision. Once again, dingbats
are used to indicate a conversational exchange (Fig 21). Although, here the dingbats form a
longer diagonal rather than the chaotic zigzag formed by the early conversation with the man.
The dwarf admits that his Lady (the Lady from Walter’s vision) sent him to find Walter.”> The

dingbats grow further apart as the dwarf begins a monologue about the fairness of the Lady’s

2 Morris, Wood Beyond the World, 54.
3 Morris, Wood Beyond the World, 55—56.
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appearance without Walter’s interruption or participation. Fewer dingbats are needed because
there is not an exchange of ideas, but two leaf dingbats encapsulate the end of the passage and
the dwarf’s noisy exit. The dwarf “brake off and fell to wordless yelling a long while, &
thereafter spake all panting: Now I have told thee overmuch, and O if my Lady come to here
thereof. Now I will go.”*

Next, Walter is introduced to the Maid. He first sees her from across a river. There is a
physical gap between them, and this is visually indicated by a gap between the capital marking
Walter’s sighting of her and the dingbat highlighting his request to cross the river in order to be
near to her (Fig 22). Their encounter is marked by dingbats that form an upward sweeping curve
across the spread. This is more visually uplifting and positive than the disjointed series of
diagonals present during his encounter with the dwarf. The Maid refuses to permit him to cross
the river, but she professes her love for him and Walter reciprocates. I cannot argue that the
design specifically indicates the expression of love or happiness, but it does indicate that
something important and positive has occurred.

The Maid warns Walter about the evil mistress (the Lady) she serves. The Lady is fond
of luring young men to her Golden house with the aim of seducing and enslaving them, and the
Maid fears that Walter is her next victim.” In spite of her fear she bids Walter to go to the Lady’s
house and resist any advances so that they could have time to plan a successful escape and safely
be together.”®

Walter goes to the Lady, and the same border placed before his encounter with the dwarf
is present here (Fig 23). Walter is invited to stay in her home in the wood. There appears to be

no one else in the house save the Lady and her current lover. There are no servants, but he finds

% Morris, Wood Beyond the World, 56—57.
% Morris, Wood Beyond the World, 67—170.
% Morris, Wood Beyond the World, 74—75.
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bountiful food and comfortable sleeping accommodations. On the next day, the lush border is
repeated again to indicate spatial continuity and Walter’s continued stay in the Golden house in
the “Wood beyond the World (Fig 23).”"” He was invited, but the Lady was indifferent toward
him and “took no more heed of him than if he had been one of the trees in the wood.”*® His days
continue on somewhat monotonously much like in the wasteland, but with the occasional word
and dingbat from the Lady that highlight Walter’s sightings of the Lady around her home and
garden.

The presence of a new border, a curling vine without blooming flowers and the clean
pointed line of a freshly cut stem on the bottom edge of the page, finally indicate change (Fig
24). The Lady finally greets him with kindness, rather than indifference, and invites him to serve
her as a squire.” They have come to an understanding and achieved a kind of balance. The page
spreads here are not entirely symmetrical, but the diagonals implied by the illuminated capitals
are shallow (Fig 25). The vine’s stem at the bottom of the page is a sharply cut edge and
indicates the clean work of a florist or landscaper. This suggests the arrangement of nature and a
degree of artificiality rather than a truthful change in the relationship between Walter and the
Lady.

Walter gradually becomes enamored with the Lady, but one passage indicates that it is
more superficial than his love for the Maid. He is in the wood with the Lady, and she sends him
away to a nearby thicket so that she could bathe privately in a stream. While he waits for her
there are a series of dingbats on a single page forming a shallow curve (Fig 26). Walter thought

her to be a “marvel of a woman... and longed for her coming,”'” but this is not the grand

" Morris, Wood Beyond the World, 82.
% Morris, Wood Beyond the World, 83.
% Morris, Wood Beyond the World, 94.
1% Morris, Wood Beyond the World, 106—17.
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sweeping gesture that was present during his earlier declaration of love to the Maid. Itis a
superficial sentiment based on his attraction to her appearance, a “fair image fashioned out of lies
and guile.”'”" Later, when she attempts to make a sexual advance, there is a similar shallow
curve implied by the dingbats, and Walter kneels before her like a worshipper before an idol (Fig
27).!°* Initially Walter refuses the Lady because he fears her, but he eventually relents to appease
her anger.'” This illusion and appearances are further emphasized during a conversation during
this counter in which the Lady denies ever being present at a port at the beginning of Walter’s
voyage. She notes, “I suppose that thou hast verily seen some appearance of me; but never have |
been in Langton...”'™

The Maid and Walter meet quickly one afternoon, and Walter agrees to meet her again at
midnight.'”> When Walter arrives at midnight the Maid informs him that they are free to leave.
She provides no further explanation and they leave.'” The Dwarf comes after the Maid to avenge
the Lady’s death. The Dwarf attacks and Walter decapitates him. This narrative is very active
and violent here, but the page layout seems to be more erratic than some other passages (Fig 28).
Perhaps this format is necessary because the Maid has yet to give Walter a complete explanation
about the manner of their escape and the Lady’s death.

Walter and the Maid make camp and start a fire in the woods for the night. The Maid

then begins to confess to Walter how his visions came to be and how their escape was possible.

When she was first brought into the Lady’s service she experienced dreams or a trance-like state

1% Morris, Wood Beyond the World, 106.
192 Morris, Wood Beyond the World, 128.
19 Morris, Wood Beyond the World, 129—33.
1% Morris, Wood Beyond the World, 110.
195 Morris, Wood Beyond the World, 142.
1% Morris, Wood Beyond the World, 155.
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that magically transferred the likenesses of herself, the Lady and the Dwarf to the port.'”” She
explains that she had been plotting the Lady’s death since she first arrived at the Golden house.
She was becoming fearful that the Lady had discovered her plot upon discovering that the girl
had gone missing to see Walter one afternoon. So she feigned seducing the Lady’s lover and
drugged him with a “sleepy draught” so that he would not actually attempt to “move toward her,
nor open his eyes.”'”® When she hears the Lady moving in her chambers, she leaves her would-be
lover’s chamber. The Lady finds that her lover had been with another person. In her anger the
Lady stabbed him and in her grief she stabbed herself.'” The passage involving the drugs and
the Lady’s death visually mirrors Walter’s confused state at the beginning of his voyage (Fig 29).
There is a thick mass of uninterrupted text, and it is as if the reader is drawn into the drugged
haze of fear, anger, and death.

The Maid begs Walter for forgiveness and Walter admits to his failure to be faithful to his

love for her and attempts to appease her guilt. He states:

It was ill and ill done of me, for I loved not her, but thee & 1 wished for her death that I
might be with thee...If there be any guilt of guile; and if there be any guilt of murder, I
also was in the murder. Thus we say to each other; and to God & his hallows we say: We
two have conspired & slain the woman...as one body and one soul.'"’

Walter is attempting to reconcile their collective actions, and it is effective. A blooming grape
vine greets their renewed relationship, and they kiss for the first time (Fig 30).""' The bunches of

grapes in the border are interesting given the couple’s recent transgression of murder, Walter’s

affair, and the claim that the couple is unified as “one body and one soul.” Grapes or wine are

197 Morris, Wood Beyond the World, 176 —177.
1% Morris, Wood Beyond the World, 184.

19 Morris, Wood Beyond the World, 184—186.
"% Morris, Wood Beyond the World, 187.

" Morris, Wood Beyond the World, 188.
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associated with Christ’s crucifixion and the forgiveness of humanity’s sins. The couple is in the
process of being purified and transformed into a new body and soul. Further, grapes are an
attribute of Dionysus, the god of wine, ecstasy, and fertility. This multifaceted symbolism, in
addition to the printed text, indicates that Walter and the Maid are growing emotionally and there
is hope for a prosperous future.

They continue their journey and trick the bear people into believing that the Maid is their
goddess (the Lady) in order to receive safe passage through the mountains. Their fear of the
bears may be seen in a chaotic smattering of dingbats throughout the passage (Fig 31). These
highlight words such as “peril,” “sacrifice,” and “death.” After surviving the encounter with the
bears they descend the mountain and are discovered by the people of a kingdom.

Initially, Walter and the Maid feared this new group. They had been traveling as a
caravan in the mountains. Walter wondered “what would betide, and if peradventure they also
would be for offering them up to their Gods; whereas they were aliens for certain, & belike also
Saracens.”''” The new people had separated him from the Maid. He “strove to think the best of it
that he might,” but he continues to worry and the thick mass of black text mirrors his extensive
thoughts of worry and allows the reader to empathize with him.'"”

His worries were unfounded. He and the Maid arrived at the Kingdom unscathed. There
is a new border. The grape vine and hope for a new life has grown and extended to the edges of
the pages (Fig 32). There is once again a regular rhythm of illuminated capitals (Fig 33). Walter

is crowned King; this action is based upon their tradition of crowning the first suitable male

"2 Morris, Wood Beyond the World, 235.
3 Morris, Wood Beyond the World, 235.
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discovered in the mountains following the death of a King who had no heir."'* The cheers of the
people are highlighted by dingbats, and create celebratory variation within the rhythm (Fig 34).

The King demands that the Maid be brought to him so that he might have a queen. The
Maid kneels before the King who is illuminated by a capital “B” (Fig 35). At a diagonal below
the “B” is a single dingbat, which is significantly smaller than the letter. The diagonal placement
of the “B” and dingbat imitate the descending motion of Walter’s kneeling, and “the King
stooped down to her and raised her up, & stood on his feet, and took her hands and kissed them,
and set her down beside him...” Walter has finally moved beyond his superficial, lust-filled
desires and has lowered himself in order to lift up his pure untarnished Maid as Queen. From this
point the King and Queen, formerly the Maid, live fulfilling lives, and are much loved by the
realm’s denizens and their descendents. “Now of Walter and the Maid is no more to be
told...,”"" the story ends with a smooth pattern of illuminated capitals and dingbats to ease the
reading experience. The last page is only partially filled with type, which is balanced by the large
rectangle of the Kelmscott publication mark. The end is visually balanced and Walter has
achieved equilibrium in his life.
Transhistorical Content and Dreams

Morris used non-illustrative, decorative elements to construct a distinct landscape within
the surface of the text to create interest and to help guide the reader through the texture of the
type. He also used these elements to indicate layers of perception: depth and superficiality. This
allows the reader to expand upon the material surface and be absorbed into the narrative.
Further, Amanda Hodgson, a scholar of literature, has argued that the narrative is concerned with

the temptation of superficial appearances and perceiving a person’s inner character. Walter must

14 Morris, Wood Beyond the World, 237 —40.
15 Morris, Wood Beyond the World, 260
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choose between the seduction and sexual prowess of the Lady and the chaste reciprocal love of
the Maid who initially refuses to allow Walter to touch her. Walter nearly made the wrong
decision; he did sleep with the Lady. Similarly, Walter chose a promiscuous and beautiful
woman as a marriage partner. Eventually, he realized that a relationship with the Lady would be
unsatisfying; he chose to assist the Maid in her escape and to give her his undivided love. He
grew as a character, moved beyond the superficial, and achieved a balanced and ideal ending.'"°
By the end of the tale he is willing to humbly kneel before the one he loves in order to raise her
up as an equal partner, an act that is visually supported by the typographic structure describing
Walter’s kneeling action (Fig 35).

Amanda Hodgson suggests that the events occurring in the enchanted wood are much like
a dream or fantasy; isolated scenery designed for the dreamer to learn skills necessary for more
effective participation in the world outside of the isolated wood.'"” Dreams assist a person in
integrating the psychological interior into the material exterior, and if the text, itself, is to be
understood as a dream then the reader must somehow impose personal experiences onto the
existing narrative structure in order to attain a sort of edifying lesson via absorption into the text.

Morris’s narrative makes allowances for the reader’s imaginative alterations of the story.
Blue Calhoun has suggested that Morris constructs formulaic landscapes in his late romances.
This formula uses variations of the elements of mountain, wood, plain, stream, and town to form
an enclosed landscape and the elements of city, road or sea are used in association with the

transitory world outside of these environments. Narratives typically begin in a simple pastoral

116 Amanda Hodgson, ““The Very Garden of God’: the last romances,” in The Romances of William Morris
(Cambridge: Cambridge University Press, 1987), 177—78. See also: May Morris “Introduction,” in The Collected
Works of William Morris: The Wood Beyond the World, Child Christopher, and Old French romances, edited by
May Morris (New York: Longmans, Green and company, 1913), 105. Morris was also concerned with notions of
outward and inward in regards to this particular tale. He referred to the country beyond the enchanted wood, the
mountains and kingdom of Stark Wall, as the outward world concerned with trade and material wealth

""" Hodgson, 179.
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space, move into a more supernatural or otherworldly wilderness (i.e. mountains and woods),
and finally return to a familiar enclosed space, of rest and protection from the outside dangers,
like the Christian kingdom at the end of Wood.""® Morris also uses generalized character types.
Other than Walter, the other primary characters in Wood are the Maid, the Dwarf, and the Lady,
rather than characters with specific names. Further, Morris does not provide extensive narrative
illustration to give the characters or activity a more specific visual appearance. Instead used a
pattern of illuminated letters and dingbats to mirror the activity of the story.

May Morris, William’s daughter, provided an example of how a reader might apply
personal memories to the text. She recalled the enjoyment of reading the late romances. She
could experience the fictional affairs of the characters and would recall memories of her family’s
excursions in the English countryside.'" Calhoun has even suggested that parts of late romances
are based firmly in the English landscape.'” Thus, Morris’s fantastical adventure can be
structurally supported by a concrete location on Earth as well as the carefully designed
typographic grid.

As previously discussed, the texture of the type may be somewhat cumbersome to the
reading process and absorption into the text, but the book was designed to facilitate a more
comfortable and attractive navigation of the text. Morris opposed the common printing practice
of arbitrarily placing the text block in the middle of a page.'”' A reader seldom views a single

page at a time; it is less visually pleasing to treat a two-page spread as two separate units rather

18 Blye Calhoun, <’The Little Land of Abundance”: Pastoral Perspective in the Late Romances of William Morris’
in Studies in the Late Romances of William Morris: papers presented at the annual meeting of the Modern
Language Association, December 1975, (New York: Sentry Press, 1976),55—56. See also: Simon Joyce, “Maps
and Metaphors: Topographical Representation and the Sense of Place in Late-Victorian Fiction,” in The Victorian
Illustrated Book. Ed. Richard Maxwell. Charlottesville and London: University Press of Virginia, 2002, 43 for a
discussion of the importance of the concept of real or actual place to Victorian literature and tourism.

19 May Morris, “Introduction”, Xix-xxviii.
120 Calhoun, 55.
2! Morris, “Printing,” 64 —65.
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than a single unit. Treating a spread as a single unit balances the text around the natural center or
spine of the book, and it allows for comfortable margins with space for the reader to hold the
book. A book is an object to be experienced with the body, intellect, and memory.

Thus far, I have discussed only how Morris’s design methodology and narrative might be
perceived as architectural. However, the general book structure or, more specifically, the
vocabulary used to describe book structure is connected to buildings as well as the human body.
The term frontispiece was originally an architectural term used to describe the primary or front
facade of a building. It did not become connected to book illustration until the end of the
seventeenth century.'” Others, such as sill (space at the bottom of the page or the opening
created for windows and doors) and gutter (the central joint of a book where two pages meet or
the exterior water drainage system of a building), accompany this term. These architectural
terms are joined by anthropomorphic terms such as spine (exterior covering of the gutter joint) as
well as head and foot or tail (the top and bottom of the spine). These links between parts of
bodies, books, and buildings concretize the holistic relationship between architecture, books, and
their human readers or inhabitants.

In the phenomenological text, Poetics of Space, Gaston Bachelard suggests that people
experience architectural space with the body and memory, and that space ceases to be purely
material any time it engages the dweller or the reader to daydream or recall memories of the past.
Despite May’s recollections, it cannot be assumed that Morris’s book or its narrative would
engage specific memories in the reader, but by engaging with forms that reference the past,
Wood beyond the World might lead to additional associations with the past or imagined past.

Bachelard admits that a house or ,in this case, a book is initially something perceived in purely

122 Sherman, 79.
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material or mathematical terms, an object to be analyzed rationally. He describes the house as
possessing “...well hewn solids and well fitted framework. It is dominated by straight lines, the
plumb line having marked it with its discipline and balance.”'* Like the plumb line used to
ascertain depth or the vertical placement of an object in space, we might see the typographic grid
as forging and organizing the space of a book and similarly organizing the human memory and
psyche as the house becomes lived in. The house maps human memory, just as the cathedral is
a kind of worldly map to the soul or a transcendent heavenly space.

To take this comparison farther, Bachelard insists that houses, especially old houses,
engage the memory because they can be contemplated and re-presented in drawing and other
media. The act of studying the building in order to mimic or alter its structure is a powerful tool.
The act of viewing the illustration, he argues, also invites contemplation; the best illustrations are
the most simple, like “old...woodcuts” with their bold lines and reduced shapes. It is the
essential house that leaves room to expand upon the image through memorial associations or
daydreams.'>* Morris’s process is very similar. Wood is an illustration of an earlier model of
printed books and type, designed to engage the reader of the present. Thus, the combination of
past and present forms of books, letters, and illustrations, along with memory allows the reader
to traverse a transhistorical space through the medium of the printed book. In other words, the
reader can simultaneously navigate the landscape of the narrative and the remembered past or
imagined future by engaging with the material forms.

Conclusion
The concept of a “pocket cathedral” is more complex than any previous scholarship has

claimed. A cathedral is an ornamental space designed to aid one’s absorption into devotional

'2 Gaston Bachelard, The Poetics of Space, 2™ ed. Translated by Maria Jolas (Boston: Beacon Press, 1994), 46 —438.
124 Bachelard, 48 —49.
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activities, but this means more than Ruskin’s “painted windows.” Just as careful analysis of
Burne-Jones’s own use of the analogy and Morris’s own claims for the architectural qualities of
books reveals that the meaning of a decorative book is far more substantial than illustrations
alone.'” The underlying architecture of a building or book is significant. Additionally, in order
for a book to become like a cathedral one must incorporate a part of one’s self into the book.
The structure is merely a map leading to a space beyond the material world and without making
personal associations with the object it cannot lead to personal redemption and transformation of
character or a deeper understanding of the human condition.

In the Victorian era, books were an important part of the structure of a well appointed
home. Decorative volumes conveyed a sense of financial wealth, but the titles in one’s library
and the physical condition of those volumes conveyed a message about the owner’s character.
The acts of reading, educating one’s self, and taking care of a personal library were ways of
improving one’s character, but the library, the books themselves stood as a symbol of that
character or, in the very least, the illusion of a certain attribute.

Surface appearance, as the analysis of Walter’s story has shown, is influential. However,
the function and meaning of a building or book is dependent on more than its structure or
decoration. It is dependent on the way an inhabitant, a visitor, or a reader interacts with the
space and content. A cathedral is decorated with materials designed to guide worship. Similarly,
in lieu of extensive illustration, Morris used decorative elements (borders, illuminated capitals,
dingbats) within the Wood Beyond the World to guide the reader through the imaginary space of

his narrative.

125 Ruskin, Praeterita, 437.
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These elements do more than break up the heavy black text blocks; Morris broke the
gridded format of the type with carefully placed illuminated capitals, borders and leaf-shaped
dingbats that shape the story and indicate important moments, actions, and stasis in the text.
Using these elements, Morris literally constructed a landscape within the text that mirrors the
activity and emotions of the primary character, Golden Walter, a merchant’s son who is
transformed into a King via an epic-like journey. Through his experiences he learned to see past
the superficial physical characteristics of his companions to gain a better understanding of their
true temperaments. Similarly, by reading Morris’s unusual formal layout, and inserting personal
experiences or memories into the narrative, the reader is drawn by the emotional activity to
transcend, with Walter, beyond the material structure of the book and into an idealized

immaterial space beyond the building or narrative landscape and outside of contemporary time.
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Fig 2: William Morris, Edward Burne-Jones and Dante Gabriel Rossetti, Chair from 17 Red Lion
Square, c. 1857, oil on wood, 90 x 40 x 40 cm, Christie’s London.
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Fig 3: (Top) Bauer Bodoni is a digitized font based on the fonts cut by Giambattista Bodoni.
Design drawn by Heinrich Jost in 1926.

(Center) Linotype Didot is a digitized font based on the type of Firmin Didot. Drawn by Adrian
Frutiger in 1991.

(Bottom) Centaur is a digitized font font based on Nicholas Jenson’s Roman. Designed by Bruce
Rogers in 1912-14.
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Fig 6: William Morris, preliminary designs for Golden type. Tracings of page from fig. 5 in the
upper left and photographic copy (by Emery Walker) of Morris’ tracing in the upper right.
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Fig 9: (Top L) Sample of Jenson’s Roman font (Top R)Centaur: Digitized font based on Jenson’s
Roman

(Center) San Marco. Digitized font based on Jenson’s rotunda Gothic

(Bottom ): Lowercase “0” of Centaur, San Marco compared (left) with a sample of Morris’s
Chaucer font (right). Letter axis is indicated by diagonal slash.



Fig 10: Sandro Botticelli. Primavera. c. 1482. Oil on panel.
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there was before bim save the
Golden,

to make of it, whether those whom he
bad scemed 10 see pass aboard ship
were but images of a drecam, or child-
ren of Hdam in very ficah,

Fig 12: Wood, 8-9.




m«llLIlmnhmnm-.u
e death OF o father 8 8

e ]
-

Folk. butlent ahand, what Bemight, to

‘, ofton before bis mind's cye: and yet, a8
EINE wOre, moC 00 often. nor 80 froutl-
2

Fig 13: Wood, 12-13.

ounly;: & forsdoth boch 10 thoot aboet
e and 10 hims<if be neomed a0 aman
wll Beated of hin mlancholy mood.
they lefithat fourthatead, &
B0A OVCT IR Scas, and came 10
2 Afth, 2 wry andl Talr city,
which they bad mMOore tham seven
months from Langoom ¢n Potm; and
By thia time wao Watter taking heed &
Jorance in such things 20 wore 1oward
i That Fair city, 5O Far From b kin-
dred, & copocaily B Soched on the fair
womn there, & depired thom, & lowed
them: bt bightly, as befallech young
men @ Now [04a was 1b¢ Lant country
whereto the Kathiring was boun: 8o
Ehere they abodie 00me Ten momihe in
daily chafier, and in plessuring them
o beholding all 1hat there was of rare
and qooddly, & making merey with the
merchantsand the 1owns. foll, and the
Country: otk Boyond the gates, and
WLMter was grown 20 Buny and gay as
AMTONg YOuUng man (o bhe tobe. & was
&5 oo who would Fain be of pome ac-
count his own folb @ But at
he end of winile, it Befel on a day,
1"

The Lot
of twe

o
oleada

68



fhn St of mime cwn brain, And yet again,

" DY) why showuld | follow them: and what

74 2rovid Lt by it & imdecd bow ha
|

Lactaboutin?
fu\ IS he turned the matterons
) and over & at Lt eccing thatsf

Frewnowacr, he Becamt woary thereof,
and bestirrod him, & 04w 10 the trune-
4] Ing up of Mo goode, & mads all readty
DTor s departere, and 80 wore the
; “wmuuu
comen 1 lead o 10 theirheel,
which bight the Bartholomew, e tar-
ned niught, & with fow farcwclis went
4037 stoard ebip, & 3 Bour after they were
I/ s the open sca with the ovg's head
turned towand Langton on Pobes,
hap oo IV, Secrm befaliathe Barthow
ohe s dnven o hercourse P

Fig 14: Wood, 20-21.

phyhad beon clear.save Fora few
white clouds fMiyimg Befoee the wind,

INOwIDC ahipmantor, 4 muam righe cun-

ning e his oraft, locked long on nea &

shy, and thon ternced 2o badc IDCma-

miners LAk i asland be heedful,

And when Ealzer a0hed him what be
fooked Tor, & whircfore he spake not
10 bim thereol, be st owrtily: Wy
should ] tell thee what any fool can e
WREhOUT [ehing. to wit that there
weMher 10 hand? @ S8 they abode
what ahowkd bef il and Talter went
10 his room o slecp away the vscasy
while, for the might was now fallen: &
B hnew 50 more Tl be was wakod up
B e sy o
L ropes,
thundcer of fupping waile, and The
& welicring of the aivp withal,
Bur, Averysicutibeartod young
i



M gaie mhﬂnoﬂlhmmmw

Muwamduu
mind to tumbic about ™~
shigenen and hindcr them)
e i 10 amedte : TEhat macter whi-
ther 1 go @own Lo Ihe bottom of the
#ta, Or come badk 10 [
citrway my Wfccr my e
mfwnmmmmcd“ﬂ
\-«m‘mulmmmnm
of wind, that is not e il for
we b drives 10 other Lnds, and 80 A%
The least Owr et beder
ped, & ot tRSingo may
of owr B0 et 2l be 2o it will
,‘»mau:\cvﬂchmoﬂu
ahip'o & ¢ tumeit of the
wind and waves, Bt fell aslecp agaim,
and wehie 0o maee Uil it was foll day-
Ught. and there was the ahigmantcr
standing in 1h¢ 3aor of bis room, the
s¢awarer all Trcaming from Mo wets
weather eament. e skl 0o UWlalter:
Seng master, th¢ acic of the day f0

hap
10 anacher day. Now Lahall tell thee
rhat we Bave otriven 10 beat, 50 3 nt
23

Fig 15: Wood, 22-23.

robednwn o curccurae but all woukd H fout
ot avail, whorefore for Iheoe thege Wind

Hours we have boo rusning beforg
MEN.M*..O“.MM:
262 that but for our ahip being of the
stoutest, and owr men all yare, we had
all grown xoceding wise Conceming
(L CF 1 madomanin, Praiocbe
10 5¢, Nikholan and a8 MNallowe! for
though y¢ ahall prosently 0ok upon a
newoea. and maybea nowland toboce,
P10 that better than Koking on the
things down blow @ Lo Al well
ship and crow thon? skt alter
S Veatornaath, oald theabipmaster;
werily the Bartholomow i the darting
of Ouk Moods; come v and looh M
e, how abe in deading with wind and

weaven all free From foar,
Wiatter @t on Mo Fostweather
raimont, and wint up on 15 Ik
, and there ndeed
w0 A change of dars; For 1IN 002 was
Awrh & temnbling mcuntan Ngh, and
1he whitehornes wore down
theralicya thoreo & the drare
Jow ower all, and bore 2 scud of ram
b3
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Fig 16: Wood, 25-26 (recto/verso of same page, not a spread)



master @ Yea, sad the ol man, sane
| Tor the Deantn of the feld & the wood,

‘ Yourvoiooo @ Sakd the master: Wbere
be the othor Bowscs of the town @
bt;ld.- Lwgted. Said he: Wkn

Fig 17: Wood, 28-29.
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The
wmding
of s
Waste

change in that '
wivitis i wao meore £ wihniies 1096 steap.

(L

morcourofe uﬂoloﬂhcﬁ:
PEN daws came again B¢ 2~

woht boarceence much

veng ower bis fase; but

perso0d on all be might| and now he
ok 1o himadtf, that whatnoowr other
poril were attywart his way, B¢ was sut
of thhe danger of the chase of bis own
o,

L thes whilk be bad scoana foun
fostod beast, saw now & again
A MlLTOe, and once pome Sul-
Lndiah Kind of hare; and of fowd but
wory oW 2 Crow or two, 3 oegewinged
Pawk, and twice an cagic Mgh up aloft,

45

Fig 18: Wood, 48-49.

Toebiy away. 52 cager was be to drink,

- thatat fret he heodod noughl clae: but

whin hia thirst wan Fully Quenched b

From the well, £ h¢gane ashowt,
for 127 5 was russring scuth, Uikere-
1ore It wan with 2 merry beart that he

¢ a




i hadt Been harsd and vold, ke the face 'l far
e wend S0, 20 49 e WOM, CIME 20 0N of the denort itsclf.
: Oon hewent, ind presctty wad °"‘"

of the nidge. Then be stopped to

e Bead & ooked,
A 151 he waa wenly on I brow of the
great mauntannoeds, ad down below
bém was the hangng of the great ML

okpticog, v, and whenhewohe Shopes, which Fell down, not slowty. 20
u?’“""‘mm those he hadd Been thaoe day amosnt -
Ing, but apcedily endugh, though with
Nttle of brohes places or sheer chiffs,

Bt cyond thiabat of thedesert there
wean Defons ham a lowety Lindd of woodt-
cdbills, green plaing, and littic vallcyn,
mm £ar & wide, till it ended
dlutbcvmbhtmmhnﬁu

hmtmmorm&
waeered, & he felt fant and
M 59 that B¢ was Fain £ Sit

mithe

74

Fig 19: Wood, 50-51.
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¢"n“(;135-~ SV R w S
O MINNT /ea T c‘i'ﬁ‘; e
~ ~ . < 4
s =2
Pl wind again, and otood wp aad looked e treubled hem littic, whereas Be d cwict
- mm.umuomu-y wnummm.m-c.d«v
dweling of man, But be axd 10 him- and 10 BN 530 amall dogr. as hart
Sclf thar that might well 1Y because the | greoncy, and make 3 shaft 62 cook O
Land was sl 80 same, 3n0c 1 had with bim flnt and
: the fartherbe weat,
e suTer I wan That B¢ aR0wid so0m
| came AT008 A dwciling. 32 SIOCHN &
Mol x5 ooked Pefone bim,
Mnd b had scant Tar, st that be
“tmmeam-bow(l-

0> =X : ' Cyhestd

(:(' . - T when B¢ was (omd dowm
o N\’fdl frat of ThoS Thice creatored &8 pant the fest groen shopes, X
i“. b AT with coc thisg, - was 90 worm, that he asid 0
- L ‘;

! s

ekl Thatreot was tttor than s,
i ; 20 Btk 20 B¢ had skpt for the Lat
e  phrce days: 03 he Laid bven down wnder
W N 20 ONEYOE BY 2 SLrUIMskic, nov ashk
ol what was Schoch, but had Bus il of

Fig 20: Wood 52-53.



Cwosce again bt this tmg Wlalter cousd
mabe oot words therein, & knew that
I Creaters spoke and said: @ Now
now! What 2rt thow THIeoe comeat ?
Oihat wantest) @ Waker sat v and
gk Lam amam | [ hight Goldon Blat
oer; 1 oomns from Langion: | want v
teal @ Sakd the dwaf, writhing No
faee L G DN Foreo0th

and wilit repent it thoreaficr, as [ did
NOOAs DT Dem it i O Sre, ormar it Ob, the mocking and gites of It and
with ot water; a9 they say my Lady n?--'lm«ol't;.am
m«nmm Bife @t sarestehouof mey Lady
1 know that, for L have soen 1t e Bt Lady? O aben, what othes Las
O Nay. suid Tadicr, théo suloeth; dyisthere Andwhat shalll tell chigof
Ber? 0o Bhe that she made me, a0 she

e Wretch the Thing | & o harethle
porcly, 20 T &2, And some day 10 come

he had caten 2 whik, for benger com-
petiad him, e aaid 10 the dwar? : But

whatl meascot thow by the Wresch and o M Thereat be brake off and fell 10
™ 7 And what Lady s thy La- wordieso yeting along while. & there -
dy’ @ creature Iet cut anather Aoy opabe all panting | Now | hawe
wordicns roar 20 of funows anger: & told thee owermac®, and O if my Lady

1B¢n the woends came: 10 hath a face
wiite and red. L 10 thing and hands

w

0o 80 hear thoreaf, Now Lwilk go @
Hed therewith be 00k Sut twd mord
v

Fig 21: Wood, 55-57.
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Wlaltgr
cownes
Cach

senidod om herand tumed

mdwest aspace b I
of the caktreco. whinoe ahe was
ptitl wathin eyertdor Thire be abode
until the time peemid long £ bim: but
be achoaled Mmact! and faedond; foe resticsn
e said: Raot ahe sead me away again, cwihe first
50D atedod until a0 Thy ting scome thou hast
od long 1o Bem, & ob¢ calid ot 1o bie: this bowr,
Ma«uumw&m haot sct Deart upon me 1o
21 1401 he aroag, 3nd his heart ad Bt vt 1or thy spccch friond and thy
P Trembled. and he watked back agaim darting. And If this B¢ not 90, then o
spoodily, and came 1 Th¢ makion, who - Ay specch, yea & all my hope, come
wan atil standing by the rock of the g0 an ¢end at once @ O yea! said Ulal-
Ber armd dowm, her - ger, €ven 00 il i3 But bow 1hou hast

e drew wigh, & Ber face changed with
CApOmiDn 20 sih¢ 22t Lam gisd thow

art come back, though & be a0 kng Ung @ Push, she fuakd, bush! ieat the
while since thy departerc(s0oth tosay have cara, & thy spoeed is ed:
I8 wad SCACC NIE an hour i Al New- A, & L ohall Tl thee Dow | hmow it
ertheiesn 1 haw bom thinking many Whether thin thy lose shall cutlast the

thinge, and theresf will 1 now toll thee
P e nacd - Masdon, 1REre 10 2 river Ber
twict wh though it B¢ no bigone, Shall
1m0t olrdecwdr, and comd 1o thee that
n-:nlldmmto«o&"dt

Fig 22: Wood 64-65.
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Fig 22: Wood 64-65.

T

A A A

ety e stood uprighl A ot
and cast N cred af Ealter & grimned.

bt not 20 iF B hntw him; and scanid
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T scomed o ®alter a3 if the Chenent
R King' s S0 were dumbfounddrs 7
o 2t Per wonds : he

Che Lady quetiod In10 4 true tale; whoreas the
Ihretend s 1 doom oF »0 »o,
e Mad gaid the Lady sharply, it wmu
was abe silent 2 while; & then

S aait: Dowif thaman showid

Lady: | tell thee 1 hnow thine heat,
tut thou knlwest not ming. But beat

1 8y SindC thow ot praved 1or iy 80
camescly, she shall cacape this thme,
But whither it will B¢ Lo Sr g in the
ng run, | misdoubt me. See thew 10
that, Ot10! thow wio Bast hild me in
thing arme 50011 Hnd now thou mayps
o0 depart if thow wile,

33

Fig 24: Wood, 92-93.



Tre Lady cant down intd the ball there was
logrown  Ladysittingenthe baghescat A

S he weet and 01004 before her, and
sheasd  Thoughas vet thou hast had
e welcome tere, & oo hondur, it hath
macentered nto Chene beart 0o Mi¢ from
Ba: and 10 Ay S00Ch, that is well for
thee, foe fee away from our hand thou

catime Mistresa; there i bt cac who

mighest not, mor thow de- 80 calkTh e, tRarismy theall; & thow
part without osr swch, Thou ahalz call g Lady,
s we can thee thank, That thow hase i L ahatl by well plcased that thoube
Itedad bore sur DEBNg. & cates thing =y and for s present thou
heart throwgh i ~ ghalt eree mt in the henting. 50 get
duys, and mads no plamt. et 1 canndt . ; LARC Ty Dow andarrowa, and
| doem thee a dastand ; thaw 80 well hni 1het 32 thy sword for i this Tair
and shapty of bady, 80 clcarcyedand oncfind Peasts mone periiosn

tham B¢ buck or hart. | g0 now 10 array
me; we wll Separt while i day is et

Now  abodeberin theporchiand in lesn
Comath  gn Bowr o Came cut of the ball,
1he Mk @later's howt Det whon be saw
SR the Mt followedd her hand ax

andd wan chanaod i no W, sawe Makden, and oay if obe pleascth
owg troubied her face whon abe ot Aot thou deom that we had

blance of hoeding it, 1l the Makden's SI¢ 0C0M 10 MO0 any Wikt The
face was all according to e wont, troutie on Waleor's face, nor how he
T than Whatter foend tokorp Mo cyen from the Makt
that for her, o8¢ bad 00 whally mastered
Makt o trealidom which be had BT countonance, That tiihe she waed
hoard of £ Mistrons, and aftorall the e face guilefuity, for ahe 51004 an
threate agaimat her, now was the Mis- - o0t Pumbis but happy, with 3 el on
treas Decome mild and debonaire 80 ber Fage, Dlushing, and with ber head

* busag down a8 i shamdfaced befoee a

Whatter Dowed ¢ e 10 My, - gOOdly Young waas, A scranger & But
abe turmed unto the Maid, and sald: evelady 0okad upon herbindiy&sasd:
150w, my Maid, at thin fair new Come hither, chitd, and foar not this

~ frank and frec young muan, who telibe

fearcth thee ALt & full cortainty o

m:ﬂnﬂ YT only after the saanncr
o

Fig 25: Wood 94-95 & 96-97.
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The Lady andber facechanged, and oy i €3¢ & i cars told hea Tind, N ow

Aown 10 her becls @ D¢ aprang wp 10
mm“mf 'oh"..-:
spake a e X
O Aback 23 thou gacet, for thertin Bt tHow N0 IMAT i Ty wallet ) Foe,
- moscomcth, 1 fod thee when thow wort
. th¢ other day: dothoumow the
aame byme @ I'¢ omiled, and Wouted
} 10Dy, and 100k s wallet and
wow, when he was 2 littie space Qut thinct beead and flosh and wine, &
| away From har, be decmed her incdcod Spread them A cut Before ber om the
-nﬂaerm.nlmﬁg- grase, and then atood By hem-
Al s doubts & feare concoming ber, : DEFore Ber. But abe anid: Nay, my
whether ahe were 2 fair image faodions - BQwine, ot down Dy md &t with me,
for torday arc we DOth hentors toge-
ther @ 50 be aat Sown by her tromb-
BOg. Dt seither for swe of Ber great-
B0, noe FOr foar & hoeroe of Ber guic
ad porcery,

w7

Fig 26: Wood, 106-107.



pine Onem Y, and th sawing of me from Che Lad
Warer 1 AT wEre,agartind( : ot - | ”O"Lﬂﬁk“mnnwﬂb'

s growing
es1 the gifs of me unwoethy ! Thow, an
Alion, an cutcant : cnc ondowod with the
 Mttie wisdom of the W orid without the
 Weod’ And bere 1 otand Before thee,
all gloriows s my nahcdness, £ 90 el
A of wiadom, that 1 can make this
widcrneso 1O any whom 1 kv more
Full oF joy Mham the hingdoma & oitics
of the wortdand thou .. Hh, bet it lo
m. that bathdone thin, & madc
29

Tethought thic e' A gt e
;";.?n..mmumd
1

Fig 27: Wood, 128-29.



for fear of me. Yea, abe hath reason !
could Bare sct D shaft in hir heartas
c20dly 43 OCPatCNRg Per e bt I nced
Iy Dody alive, that | may weeak #C o0
Iy @ Tl hat wilt 120 Ao with hir? sad
Whatrer; for naw Be had heard that the
Mud was not elain he had wated wary
atood watcheng Ns chanie @@

wivle, & then B sakd; Mhat wil L wich
o0, and then shalt thau havd 2 strange
o

Fig 28: Wood, 160-61.

Per Lt meat her, and stand by & ook

ke 00 carry O with thee. for Twill e Tho

thet 990 thin winile @ Sand Elalter: Bt (003
towreah theoWhat hathahe ©7 4 Pead

donctothee! FThat neod whatnged'
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Wt be- that, whin (how cament inte the ball tresowouldbedeoming  sothat Tiochs Furthor
ofl for her spcedity, and wry beart wells 005 @

Lailed me for fearof hororudity @ 101 came
Presentty then Lhewrdaotirring i her *7
chamber, and 1 slipped from cut the
e, 2nd bid m¢ beend the hangings,
and was like 00 ¢ for fearof ber; & W,
mtvmumuumu»my.

a s coc hand and a hnire

in the other. 1 ool ther of A 000th
that Lalso hada sarp knife in my hand
todefend my life if need were, Sibe held
ehe Lamp up ADOwe Doy head Before abe
drew near 00 the bodoide, and T Beard
Doy muttor: She ta not thoee then! but
b ohall B¢ tahen. Then abg wint up
$2 the bod and atodped over it, & Lakt
Ber Band oo the place wiere | had Lain;

LT And INPewiTh ey CND Tumed 1o 1hat
met. Thon a8 thore [ Lay | cast Sver bim MO0 mage of thee tying thore, & o
thy shape, 50 that mone might have md , andd

Anoem, but that thau wert fpimg bymy fell [0 the ground & was quench-
@ide, & there, trombling. Labode what o IRCTE was Dright ssocnlight in
should b, Thus [ passcd thedugh e rO0em, and a0l 1 could see what bes
the hour whonao thou shosidest haw 1), Bt abe wetorod & noise She the

0w roar of 2 witd beast, and T saw ber

Bece st herhambirand the time of wy
-deup.mmm;:q
]

Iryet with thee was come 20 T Mis-
154

Yo of theateed Boncath thehand, and thes we fea
e G O
Twontrigh olowty, & touched ber 1N Mudo
1 had wroughvt notand she, forboaring all sob- 4%
were thy wry odlf, The dasterd Bing and L 03 Bocking
wilthout 2 groan; wiatfully onbim, e asid: T ehink thou
o) 1 cmnct. Bet the Lady deew him hast 1061 e all: and whether thy guile
foward her, and smatched the oW Dy, 0F her own il heart, $5¢ wan
Fromm 0 Dis shouldern and breast, and slan Lot who Ly s ming arme
fell L giaring scureds the might Lt wasill and i dome
Ot meaning, but brohes here of me, forLloved not byr, bet thee, mnd
with words. Thin T hard ber aay: | T wiahed for ber death that Tmight be
:'” ; mmw:om:‘tmmu-
ther sélesce oUWt me, T may "
OF ey abirtie, and tScreaftor sy cried mmmt»mm

Ot In & termibie woice: O 20, no, ot 1 -yg-«mwmumm

camnot foeget] L casnct forget; & aiv ancd f there be any guilt of mweder, 1
rascd a great waiing cry that flled 30 A0 wan In ™ . Chuswenay to
The gt wnt® horror (st thow not €ach aeher ) and 10 God & Mo Naliows
hoar @70 and caught up the keife from wooay: 0I¢ two hawe conspired & slain

¢ Dot and thruat #t mec ber brgast, thewoman who tommentod oneof us, &

and el dowm » dead heap cwer th¢ bed

ot ek ::ammmmg;un:
andm-la:'mnaﬁd TWOLORCINer pay the penmalty: forinthis
BN Arda my bomor; odall B WCAINC A8 e Doty and dag pcul.
M’MIMJ-'»M“ o.s
to‘o;mm-mmu

wr

Fig 29: Wood, 184-85 & 186-87.
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- REMLTH N put Na aomg
- soberty and frcadiy, .,

Fig 30: Wood, 188.

P Susner Hreay of the Madd 8 9

Chapotr XXT. OF the trivenphant

N (¢ day was bright
mm.mm
wp Froen I
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Fig 31: Wood, 189-90 (recto/verso).



0

,m’"'k 7"3‘?\-”

| PIY X.XYII Of I new King of
. !N LAty and Land of Stark vwall 8.5
—d NNl'ohucla (e

was ohiming brightty
’ /‘ A lueolMMba and he
, k M&MMN«
\_L umdmn&
rhen, amcngat all chat
Bad cwer scen: the coling dong with
MM&M thewalls hung
With arvas of I8¢ fairent, though be
mighe not tell what was the Motory
done therein, Thy chairs and stocls
| WOre OF carven wook well bespaimted, &
) AN OOL was 3 great ivory (hair un-
\ adomduuu.ormor
il 1 and groonmoch Gpeariod; & all
4 mm«mmm
WGJHMW
what bad Defalien him, whon 10!
thorc Camd folh into the chamier,
hm.mmmmm.
IBree ok men clad in neh gowes
ﬂ‘tbmmoalﬂn-d“tm
BAgne, without spcech) bade hm .

:

Fig 32: Wood, 237.
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Wateer i bade them lock 0 That he was nabed,

Laken 1 dosbrfuily, neitt

inesuch mmmm
nhmt.buonllmumr«-au.
and be & 80 perfonce. Ther browght
m with then cut of the chamber, and
Cheough certaim passages pillared and
M.clma-uoahdu.m
a.vmbum-amnm
mwmm.m
EI SRS e booh ing 20 the whede, Mlhen
It was done, still Ihey offered not to
h=the him, but ot hem cut. & theowgh
N PASA903 a0 aim, Bach 10 the cham-

Tenance despitg of all.

o i Some i peaceful arvay, bue P locked 80 Eherg™and I KT, and
:MWANIIM when e had 1ooked om the war-gear.
the the beart arcac in him, and be called o
"""'ﬂ“ Itaelf wan now & mind the arvay of 1h¢ Goldings in the
tate by ™, of great s Torefront of battle, and B¢ madi ong
Dot all these decming of thow aeray; Btep toward the weapons, and Lid bis
2TIng 200wt the ey ing cedierty I Band thereon. TR ran a glad marmur
i ot 1v0ry chaur aforesasdt. through 1hat concourse, amd the ofd

U6 1o0ks tomand T oY : Swetyal men drewup Lo him amding
‘-'u-whm;:“.*“* and belpod Nm 10 30 them on &Ko e
as COLaRtout coun ook ep I hotm, M nosed that overits

Fig 33: Wood, 238-39.

The two

O they lod him wp 12 th¢ (vory Famenis
Chair, £ he et 0m otherside
thareof a bonch, & on ¢ah was
Lkl agct of raiment fromthe abirt up-
wards | but there was mch diverairy
Betwizt thoos arvave, foroncwan allof
oo Of Flondun & begemmed,
WIECT FOF AN Y BNPCA JTEAT Ring  witiie
the other wan warsweed, noomly, well-
fashicned, but LItk sdorsed ; nay ra-
ther, woen and bootamed with woather,

aod the
1hooe old men sigmed o
Watter 10 take which of those
ralments bewould and &0 it on.
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Watrer
tadgthihe
wasigear

Fig 34: Wood, 240

when I wan wponed,
m'mamtaMmh
hand the chdern ahowed hn

£ Ehe fvory thecne, and B¢ Laid the ane
SN IRC armn o the chair, and drew foreh
Ihe swond from the scabband, and nat
M dwnand Likd the ancient dlade a
CTO03 NS Ances | thos I looked adoul
ORIROa great men, A spake: Nowlong
SOl we opeah ne woed ©0 each eeher,

OF 8 it 20 that Ged hath stncken you
Samb?

unenamm«cmm
oK .‘IIMOO!N L e
King of Battic' @ Bpae

IF 1 ¢ kimg, will we A5 vy will a8 | bed
Wu? @ Answcred the chder
hawe we willl £ do, Sord. auave a0
mmmucmm
lho-mamhmm’.'
Yea. bond, nnid the cier, if Ty bing afs
forward @ Thvn asid Mhalter; The wor
N ChAl camg wiib s into
m:m:m
Ml::uunmm«moml.
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She 1o o0t obe Anctt dows Defore bam, & Likd by

nthe
Quetn's
oeat

Fig 35: Wood, 246.

hand on M stoctclad mee, and skl
O my lord now 1 00¢ IPAT IHow hast bey
g:::mc.admmmolld:.'
a DO man comeng home to
et St 00 dear thaw bast been to
e and 0o fair and Clear, and 80 hind
withal A0 thing cyes ohing on me Mrom
wnder the grey warn betm, that Twill bes
BCech thee not 1O cant me out uttorty,
But ouffor me 1o ¢ hy servant & hands
muakd For 2 wiile, @it thow not?
T the Ring stooped down 10
herand rained ber up, & stood
Oom bis fect, and tack ber bande
and hasocd tham_ and o<t ber down bes
oide hm, 2t okl 1O her: Swectbeart,
thin in now thy place till the night come
b cvenbymy sulde @ 50 sy st ddown
there maech and vatunt, ber bands Lokl
In Py Lap, & her Tect One over the oth«
or; while the King saidd: Loeda, thvs i
My Belowed, & my spowsd, Now, thores
Fore i yewill haveme for King, ye meat
WOrshNg 1ha on¢ Ffor Queen and Lady;
Or <l owiTer wo DOEh 10 9O Cur waAYS
™ peace.
M
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