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{Slide 1}

In the Book Biography Project you have been allocated a specific copy of a rare book; that is, an incunabulum, an early printed book, or a book printed in the middle period of printing to about the end of the eighteenth century (all of which are ‘rare books’). You are being asked to demonstrate a coherent and detailed understanding of your book’s production, structure, and life, that is: (a) the book’s printing and bibliographical details; (b) the physical structure of the book and its binding; (c) evidence of the book’s history of ownership and use. We have now covered (a) in the classes on the development of printing and on bibliographical description. Today we shall focus on (b), the physical structure and binding of the book.

{Slide 2}

Already we have begun to think about the physical structure of the book, in terms of format, which is determined by the number of times the printed sheet is folded into a gathering or quire. In relation to this you have learned the ‘proper purpose’ of signatures, which is ‘to serve as a guide to the binder and ensure the correct order of the quires and the correct folding and gathering of the sheets’.
 Today we examine the stages that follow through to the binding of the book and consider this from the broader perspective of book history.
To study the binding of books is to study books as distinct from the texts they transmit. This is more so than when we considered their printing. In this project you are expected to describe the binding of the book you have been allocated, contextualizing it as far as you are able within the history of bookbinding. In the entire period that we are considering, from the late middle ages to the late eighteenth century, binders dealt with matter presented to them by a range of clients. The client may be ‘a scribe, a bookseller, a printer or an institutional or private owner’, and in most cases ‘binders were handed texts in either manuscript [before the invention of printing] or printed form, as gatherings in a predetermined format and in most cases with a sequence of spine folds through which the binder could sew the gatherings to make a structure’.

Until relatively recently, if funds were sufficient, rebinding books in institutional repositories was ordinary practice. There is some advantage to us in Lampeter having always had little money and a small conservation budget, for books have not been systematically rebound. This means that the Roderic Bowen Library holds many books in early bindings. It also means that some of these early bindings are in a state of disrepair.

{Slide 3} (PHI 00246) This however gives us an opportunity to think more anatomically about books as having a physical structure. That part of the calfskin cover that concealed the spine of this book has fallen away to reveal the text-block of quires or gatherings beneath, as well as the evidence of the process whereby the gatherings have been assembled and secured in position by stitching with linen thread, the use of sewing supports (giving rise to raised bands), endbands (headbands and tailbands), and kettlestitches which secure the individually sewn quires to the quire below and to the endband. It is also sometimes possible to examine endbands in a book that is in relatively good condition. The endbands of PHI 03943 (not illustrated) are silk and barely concealed by the head cap.
{Slide 4} (ODS 01978) The boards which covered the upper and lower exposed leaves of the text-block were generally wood, mostly oak, and required the skills of a carpenter. By the beginning of the sixteenth century, millboard was being used. Lighter and requiring no carpentry skills, only sandpaper, millboard was cheaper to use and almost entirely replaced the use of wood by the end of the sixteenth century.

To cover the boards, leather was generally used, turned in, and pasted to the boards. The boards were secured with leather lacing from the sewing supports through channels created in the board for this purpose. To protect the leaves of the text-block from the surface of the boards, paste-downs were used. In this case manuscript waste has been used as a paste-down, though it has since become unstuck and detached, exposing the wooden boards. Manuscript waste was commonly used as paste-downs in the early period of printing because type was set up by the compositor from manuscripts. Also manuscripts were gradually being replaced by printed books. They were not yet seen as culturally valuable in the way that we now see them because until the development of printing they were ubiquitous. 

The manuscript that has been used as a paste-down in ODS 01978, however, is not medieval. We can tell this from the handwriting. But there is also another clue. Blue ink from the manuscript paste-down has transferred to both the upper and lower wooden boards. For this to have happened, the ink must have been wet when the manuscript was pasted to the board. This seems to mean that the illuminated (coloured) initials must have been just added to the text of the manuscript by hand. Why treat a just-written manuscript as waste, pasting it to the board of a printed book? Scribal handwriting of documents, letters, and so on, continued long into the era of print and this may have happened sometimes in print workshops. Perhaps the scribe made a mistake and rather than letting it go to waste, the binder immediately retrieved it for use as a paste-down, while the ink was still wet.
Let us now look at a series of slides to illustrate the process of making a book. {Slide 5} For instruction in the binder’s techniques we shall turn to a photographic demonstration by professional bookbinder the Allan Barton of binding a book for the BBC television dramatization of Hilary Mantel’s novel Wolf Hall. Allan was formerly our college chaplain. In January 2014 the Revd Dr Allan Barton was commissioned to bind a book for the BBC’s production of Hilary Mantel’s Wolf Hall. The book was to be a replica of a late fifteenth century Book of Hours and was to be as authentic as possible. The book was made using period techniques and materials. Holding the book in the the photo is Mark Rylance, who played the part of Thomas Cromwell in the production.
{Slide 6} The first part of the process is to assemble all the sheets of paper that make up the block of the book, a series of folded quires. These were folded with a tool called a Bone Folder and then the positions for the sewing holes are determined.

{Slide 7} A piercing guide is used and each quire is individually placed in a piercing cradle and each sewing hole is made with the point of a needle.

{Slide 8} Once finished the book block looked like this, with lines of holes where the sewing stations will be.
{Slide 9} The sewing frame is brought out, and is strung with the sewing supports, which are in this case hemp cords. The sewing frame keeps the supports in tension while the sewing takes place.

{Slide 10} The sewing begins. Linen thread is used to sew the quires to the sewing supports. It is wrapped around each support and each quire is secured to the quire below, at the head and tail of the book with a kettlestitch.

{Slide 11} This is the sewn text block complete. Each quire is attached to three sewing supports (hemp cords) and is secured to the quire below by a kettlestitch at the head and the tail of the block.

{Slide 12} After sewing, the spine of the book is glued up using an animal based glue. This is allowed to dry and then the book is placed in a lying press and with a backing hammer, the spine is ‘rounded’. This deals with what is termed the ‘swell’ – the excess thickness of the spine caused by the sewing. The boards of the book are prepared, in this case from millboard, and then the book is ‘backed’ to create a smooth joint between the spine and the surface of the board.

{Slide 13} After backing, the spine of the book is strengthened with a series of spine liners. These might be made of recycled paper, or in this case recycled parchment.
{Slide 14} The boards are bevelled where they meet the spine of the book to further enhance the smoothness of the joint. Then the endbands are sewn. These are sewn by hand using linen thread on a hemp cord support.

{Slide 15} The boards are pierced with holes and channels are created into which the sewing supports will be glued in order to attach the boards to the text block. Then the sewing supports are prepared for that process. The hemp cord is frayed out to create ‘slips’ that will better adhere to the board.

{Slide 16} The slips are saturated with wheat paste and threaded through the holes. When the boards are flush with the spine of the book the boards are set in place by hammering down the ends of the slips.

{Slide 17} The next part of the process is to prepare the leather cover. The turn-ins and the relative position of the spine is marked in pencil and the turns-ins are pared down thinly with a sharp knife. They need to be thin, in order for the pasted leather to stick down well to the boards
{Slide 18} This shows the calfskin leather after it has been pared and just before it is pasted ready to be attached to the book. The whole of the flesh side of the leather is saturated with wheat paste before it is attached to the book.

{Slide 19} After pasting, the leather is moistened, this allows the leather to be moulded and stretched over the raised bands of the spine and keeps the paste workable for longer, allowing for time to be taken to ensure the leather is properly attached.
{Slide 20} Once the leather is dry the book is dyed with vegetable dyes, coated with a dressing made of beeswax and tallow (a rendered form of beef or mutton fat) and then it is decorated using hot tools.
{Slide 21} (INC 41) In our library collections a range of historical bindings in a variety of materials, such as Alum tawed pigskin. Pigskin was the material of choice for bindings up until the 1470s. It is a durable material that takes blind tooling, that is, decoration using tools without using gold. Pig hide is tawed into leather rather than by using tannin. This is done by soaking it in a solution of alum, which is a chemical compound, usually a hydrated double sulfate salt of aluminium. Pigskin continued to be used for binding in Germany into the eighteenth century. This binding also retains engraved brass clasps, leather thongs, and clasp catch plates. (PHI 03112) There are also bindings in vellum or parchment, which were commonly used for cheap bindings in the 15th-18th centuries, as a covering for ‘limp’ bindings, rather than say, wood. 
{Slide 22} (MS 6) The predominant material for everyday bindings from the late 15th century is calfskin. It takes blind and gold tooling well. (PHI 00954) Much less common is Russia leather, a luxury material in the18th century. It is calfskin treated with birch tar, dyed with Sappanwood (Biancaea sappan) and diced. {Slide 23} (PHI 00343, PHI 03419) ‘Morocco’ is goatskin. It may be either red or black. Particularly in red, Morocco was in common use for luxury bindings during the latter part of the 17th and the 18th century. Morocco has a quite pronounced and visible grain and takes gold tooling well. Pigskin, calfskin, and Morocco may be found covering wooden boards, millboard or pasteboards. {Slide 24} (PHI 03108, BUR 03268) Among the books in the Roderic Bowen Library are also ones bound in vellum medieval manuscripts or printed sheets toughened with paste. In these cases recycled materials were used for making whole pasteboards or limp vellum bindings.

Supporting the bookbinder’s trade there was the engraver’s trade, and so engraving tools came to be used to decorate bookbindings. The main tools were fillets, rolls, panel stamps, corner and centre tools, and centerpieces. On a binding a fillet is a simple line, created using a wheel-shaped tool with a line engraved round the rim. A roll is a wheel-shaped tool with a pattern engraved round the rim, which creates a continuous line of ornament. A panel stamp is a single, large rectangular tool used to create a panel on a binding. A centerpiece is a single tool designed to provide a focal ornament in the centre of the upper or lower board. A corner or centre tool is a single design used for decorating the corners or other parts of frames created by fillets or rolls. I have mentioned both blind and gold tooling. 

{Slide 25} (PHI 03886, INC 34) These are examples of early sixteenth-century blind tooling. One is a pigskin full binding; the other calfskin, bound on wooden boards, and blind tooled with fillets, rolls and centre tools. {Slide 26} By the late sixteenth century, gold tooling becomes more widespread. ODS 01022 has a red Morocco binding, with ‘fanfare’ gold tooling. ODS 02583 has a calfskin binding with a gilt or gold tooled centre and single line fillet. ODS 01575 (no slide) has gold tooling on the edge of the boards as well as on the side or upper cover. 
{Slide 27} (PHI 03723) This book has late sixteenth-century wooden boards, a calfskin cover and a panel as well as fillets, rolls and individual hand tools. The date 1577 is blind-stamped on the upper cover. (BUR 02867) This has a calfskin binding on mid-sixteenth century pastebaord, with fillets and an early use of gold tooling, centre and corner tools. {Slide 28} ODS 01751 is an example of English ‘Cambridge panel’ binding, the standard trade binding between 1690 and 1740. A trade binding is put onto the text-block prior to the sale of the book, unlike what appears to have been the more usual practice whereby the customer would select the kind of binding they wanted or could afford after purchasing a book. Armorial bindings display the armorial crest usually of the owner, though sometimes this may be the crest of the author. BUR 02875 has an early eighteenth-century quarter binding combining vellum and Dutch gilt paper.
{Slide 29} (PHI 02676, PHI 03419, PHI 00914) Some of our books also contain decorative endpapers and paste-downs, such as Old Dutch comb-marbled patterns of the later seventeenth century, French ‘curl’ or ‘snail’ patterns from the eighteenth century, and stone or ‘spot’ marbled papers typical of the later eighteenth century. {Slide 30} (ODS 03001, ODS 02578) Particularly in the eighteenth century endpapers were also printed with paste blocks, that is, wooden blocks and coloured paste. {Slide 31} (PHI 03837) A variety of decorative papers were used both for covers and flyleaves, including this late seventeenth or early eighteenth-century example of embossed gilt paper with overpainting. This book is bound in red Morocco and the spine displays a title label and compartments of decoration created by the use of a pallet to impress straight (in this case double) lines on the spine, and centre and other gold tools. {Slide 32} (ODS 03001, BUR 03080) The Library also has examples of papier dominoté, which was printed on a press and then hand coloured. PHI 02920 (no slide) interestingly combines decorative paste paper with medieval manuscript waste in a method of covering the board which is called quarter-binding. Where the corners are of the same material as the back or spine, it is called half-binding.
{Slide 33} Another method of decorating books was to treat the edges of the leaves. The Library has examples of a variety of edge treatments. (PHI 04515, PHI 03723) These are examples of sixteenth-century edge treatments. The edges of one have been trimmed with a plough, stained blue, and polished. The treatment of the edges of the other has been divided into two parts coloured differently. ODS 02583, which we examined earlier for its gold tooled centre and single line fillet, also has gilded edge treatment. {Slide 34} (PHI 02460) Fine decorative edge treatments include seventeenth-century examples like this, which has been gilded and gauffered (BUR 02867, which we examined earlier for its gold tooling also has gilded and gauffered edge treatment). {Slide 35} PHI 02325 is an eighteenth-century example, which is gilded and gauffered, as well as being treated with paste and pigment.

It is important to understand bindings and decoration as ‘constituent parts of the unique histories of individual books’, but also to consider how books as artefacts influence the reception of texts.
 As David Pearson has argued: ‘A binding’s quality may signify the regard in which the text is held, or the level of use it is expected to have, or it may say something about the owner’s taste and standing.’
 It is therefore also true that, historically, binding is the beginning of a customization process that leads to signs of provenance – ‘inscriptions, annotations, bookplates, new bindings, armorial stamps, defacements’.
 But that is the topic of the next class.
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