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Chapter 1: The Transformation of the Medium and Meaning of Illustration 
in Early Nineteenth-Century America

1. Introduction
	The nineteenth-century transatlantic world saw an array of innovations in printing and imaging technology, a revolution in transportation, and an expansion of the literary and pictorial market that transformed the publishing industry as well as the nascent consumer culture of which it was a part. These transformations resulted in optical images being produced and reproduced more rapidly, with more sophistication, and in unprecedented numbers; and it turned illustration, over the course of the long nineteenth century, from an expensive ornament to a crucial component of print culture. As literary and art historians have suggested recently, it was illustration—specifically the cultural technology of engraving—and not photography which fueled the rise of a mass print culture across the nineteenth century on either side of the Atlantic (Anderson 1991; Brown 2002; Brake and Demoor 2009; Maidmert 2010; Leja 2011; Leja 2015). In the American context, illustrations were central to the development of what art historian Michael Leja calls a new “image ecology” (83) in print culture as publishers began to target larger audiences during the 1840s and 50s. As the predominant optical medium for nineteenth-century publishers, engraved illustrations propelled the enormous popular success of gift books and literary annuals during the first third of the nineteenth century (McGill 2004; Kooistra 2011; Harris 2015) and encouraged the demand for pictorial histories and biographies, illustrated magazines, and pictorial weeklies in the decades to come (Pfitzer; Patterson 2010). 
	While the significance of illustration to the rise of a mass print culture across the nineteenth century has been well documented, our understanding of what illustration actually meant during the period leading up to its dominance remains confused. For many, the question of what illustration meant is not even raised, because the answer is obvious. Illustration simply refers to “any picture in a book” (Hodnett 1). Yet, this familiar understanding of an illustration as a picture in a book did not originate until the beginning of the nineteenth century and it would remain in tension with older meanings throughout the century. “The pictorial illustration that we have in mind nowadays when we speak of a book with illustrations was not taken for granted before the 1820s,” Martin Meisel reminds us, “before that time, the use of ‘illustration’ to mean a picture that illustrates a text was almost sure to be supported in the book titles by other information, such as a well-known artist’s name, or a specifying term like ‘engraved’ … It was, in short, something more, something extra, an embellishment.” (30). The problem with our familiar understanding of illustration as “a picture in a book,” as Meisel’s remarks suggest, is that the picture’s relationship to its print environment has been historically variant. Sometimes pictures embellish or decorate the book, at other times they elucidate the book’s text, and sometimes they bear no relationship to the book’s text at all. “In the case of periodical illustration,” for instance, “where plate and text are frequently separated one from another,” Paul Goldman observes, “it can prove surprisingly difficult to be certain exactly what point is being illustrated” (39). 
	Yet, even as scholars such as Meisel and Goldman acknowledge the variance in the relationship between illustration and its print environment historically, they both work from the assumption that an illustration is first and foremost an optical medium. What Meisel identifies here, without saying so explicitly, is a conflation between what an illustration is (its medium) and what it does (its action) in the determination of what illustration means or might have meant historically. I will return to this point later in the chapter, but for now, I want to note that the conflation between the two is significant because the extent to which we allow a later understanding of what an illustration is (in this case, a picture in a print medium) determine what an illustration does (e.g. elucidate that text pictorially), we risk importing a particular historical meaning of illustration (one which reduces illustration’s function to its medium) in our efforts to understand what illustration meant in the period before optical media became the predominant form of illustration. To put it another way, the precedence of the medium over the action in determining what illustration means—one that continues to inform scholarship on illustration today—risks creating rather than recovering its history. In fact, as the following pages will show, this understanding of illustration obscures what illustration actually meant in the period immediately before it became indistinguishable from its (optical) medium and, as a result, it muddles the role that literary images played in the rise of illustration. 
	This conflation between what an illustration is and what it does, to a certain extent, is a product of the complicated history of the word illustration itself. In its earliest uses, the action of illustration took precedence over the medium doing the illustrating when it came to what an illustration meant, largely because the media in question was textual. To illustrate during this period, as Richard Maxwell notes, “was to use one text to shed light on another” (“Scott” 1). From the fifteenth to the seventeenth centuries, “illustration” referred to this action of “lighting up” or “illumination” (OED), a sense undoubtedly informing J. Hillis Miller’s later twentieth-century understanding of illustration as “a bringing to light” (79) in which pictures illuminate and make present what words can only evoke. The meaning of that action, however, would change in the beginning in the seventeenth century to “the action of making or the fact of being made illustrious, brilliant, or distinguished” (OED). Over time, its meaning expanded to include the nominative meaning of “example” or “means or cause of distinction” which would last until the middle of the nineteenth century (OED). By the end of sixteenth century, however, a third sense--“the action …of making clear or evident to the mind” appears and it is this sense of illustration as clarification, elucidation, explanation, or exemplification that would remain dominant through at least the middle of the nineteenth century (OED). In fact, from the late seventeenth century forward, education theorists, including Comenius, Wotton, and Locke, began to recommend the inclusion of engravings inside of dictionaries because they reasoned that the new optical media would aid definition by clarifying or exemplifying ideas which remained indistinct from verbal description alone (Hancher 245). The “new technology of engraving,” William Wotton noted in his Essay (1694) can now “compensate for the limitations of the word” (qtd. in Hancher 24). Wotton’s remarks are telling because they reflect how this third meaning of illustration expanded to include not just the action of clarification, elucidation, and exemplification, but also the means by which an idea is made clear. 
	This third meaning—in both the sense of the action of making clear to the mind and the means by which it is accomplished-- would become the principal meaning of illustration during the first quarter of the nineteenth century. Yet, there would be multiple media by which the action of illustration would be accomplished between the late eighteenth and mid-nineteenth centuries (Maxwell “Scott” 2). “Pictures could illustrate,” as Megan Walsh explains with respect to the situation in America at the end of eighteenth century, “but illustrations were not necessarily pictures” (Walsh 2). While pictorial illustrations in mid-nineteenth-century gift books, to take but one example, were often identified as “embellishments” or “ornaments” and were frequently separate—both physically and conceptually—from the texts they illustrated, it was not uncommon for a literary text to “illustrate” the image. As Cynthia Patterson has shown with respect to American illustrated magazines of the period, publishers often hired authors to textually “illustrate” paintings they had already selected to be engraved for an upcoming issue (87). Many of the more popular American women writers of the day—including Lydia Huntley Sigourney, Elizabeth Oakes Smith, Frances S. Osgood, and Caroline Kirkland “composed at least a few pieces on commission to illustrate an engraving” (Patterson 92). “These large, steel-engraved reproductions of existing academy paintings,” Lorraine Kooistra notes with respect to the practice in the British context, “were not illustrations. Instead, they were illustrated by literature composed in response to them” (15). Illustrations, as the practice of mid-nineteenth-century gift books and illustrated magazines on either side of the Atlantic demonstrate, were not exclusively optical media. For at least the first third of the nineteenth century, if not longer, transatlantic Anglo-American print culture was an intermedial environment in which images were produced by words; texts “illustrated” images; and images, in turn, illustrated texts. 
	For this reason, the relationship between illustration and print culture during the first half of the nineteenth century is much more complex, nuanced, and fluid than simply a “picture in a book” which variously illuminates or interprets its accompanying text. In fact, it would not be until well after the first quarter of the nineteenth century that our now familiar understanding of illustration as a picture (an optical medium) in a print medium began to emerge and that the medium of illustration began to determine what the action of illustration was, so much so, that the two would become inseparable.[endnoteRef:1] Before the middle of the nineteenth century, however, illustration remained a practice of multiple media and its predominant meaning was more often than not something other than a pictorial elucidation of a text.   [1: 
 The OED provides two meanings of this sense of illustration. The first defines illustration as “the pictorial elucidation of any subject; the elucidation or embellishment of a literary or scientific article, book, etc., by pictorial representations” as in the 1899 usage, “The artists engaged in the illustration of this sumptuous work” (OED). The second meaning of illustration as “an illustrative picture; a drawing, plate, engraving, cut, or the like, illustrating or embellishing a literary article, a book, etc.” (OED) is perhaps the meaning that is most prevalent today. It is worth noting how the shades of meaning in the third sense of illustration (the action of explication and the medium which exemplifies) are reproduced in the shades of the fourth and final definition (the action of illustrating something pictorially and the optical image that embellishes a text). ] 


2. Case Study: The Meaning of Illustration in the American Periodical Series, 1775-1825
	So what did illustration mean in the period before its meaning became conflated with its optical medium? When did illustration shift from a predominantly textual to an optical medium? And what factors might have contributed to this transformation? The issues at stake in answering these questions are large and difficult, and my answers to them here will be necessarily limited to the evidence that I have examined in periodicals published in America from 1775 to 1825 and digitized in ProQuest’s American Periodical Series (APS) database. Nonetheless, based on this case study, the prevalent meaning of word “illustration” during the first quarter of nineteenth century was not same as ours today and its relationship to optical imagery accompanying a text (as in the case of a “picture in a book”) was far from the prevalent understanding. The preliminary evidence suggests that the medium of illustration remained primarily textual during these fifty years and its meaning was far more exegetical—at least in the American context--than we realize. More often than not, illustration did not mean the “pictorial elucidation of a text,” but rather a textual explication, example, or demonstration. Even in the few cases where the word illustration did refer to optical imagery—and I will discuss these in more detail at the end of the chapter--, it is clear that the function of an illustration had much more to do with the book as an object than with the book as a text (if we may apply this distinction to periodicals of the period).[endnoteRef:2] Illustration, to the extent that the word referred to optical media before 1825, contributed to the periodical’s status as an objectified form of cultural capital and, as it was downwardly distributed to an increasingly broader market segment, an object of consumption for an emulative middle class. These preliminary conclusions, which I will examine and expand upon in more detail below, are based on combining quantitative and qualitative methods working with the APS database. In the following pages, I will outline the quantitative results before moving into a qualitative analysis that delves a bit more deeply into what those numbers tell us about illustration in America at the start of the nineteenth century. [2:  In discussing the illustrated book, Michel Melot suggests that “from the onset, even if this does not always appear clearly, it was really a matter, not of books, but of an objet d’art in book form—a book considered and treated as a precious object” (L’Illustration: Histoire d’un Art [The Art of Illustration]. Trans. James Emmons. New York: Skira, Rizzoli, 1984, 195). ] 

	First, a word on method: These conclusions are primarily based on quantitative and qualitative analysis of the results yielded from a keyword search for “illustration” in the document titles of every periodical in the APS between the years 1775 and 1825. The APS contains the full text of over 1,200 American magazines and journals that began publishing between 1740 and 1900. The search was limited to matches for the word “illustration” within the document-title of a periodical since a full-text keyword search for “illustration” within the APS generated too many matches to allow for a subsequent qualitative analysis of that same data set (the importance of confirming the initial numerical data with a subsequent qualitative analysis of those results when working with the APS will be discussed in a moment). Periodicals were chosen for this case study because they would be the primary medium for the introduction of illustration across the nineteenth century. “In the history of illustration,” Michel Melot notes, “the key event of the nineteenth century was undoubtedly its introduction into periodicals.”[endnoteRef:3] In addition, the appearance of the word “illustration” in the periodical document-title suggests its centrality to the document (as well as to the imagined reader) and, when read in context, it can help indicate what the word meant during the period when we know that illustration referred to multiple media and had multiple meanings. While optical images (typically engravings), for example, appeared within periodical print culture during these fifty years and were often referred to as “ornaments,” “embellishments,” “plates,” or “engravings”--, none of those words would rival the force of the word “illustration” by the end of the nineteenth century.  [3:  Michel Melot, L’Illustration: Histoire d’un Art [The Art of Illustration]. Trans. James Emmons. New York: Skira, Rizzoli, 1984, 151. ] 

	The chronological parameters of 1775 to 1825 were established in order to better understand what illustration meant during the fifty years leading up to the explosion of optical media within print culture between 1825 and 1875. The year 1775 was selected because the number of optical images (again, almost always engravings) appearing in the APS before that date is minimal. The year 1825 was selected because it has been understood as an important marker in the technical history of reproducing images in Anglo-American print culture. After 1825, “steel replaced copper as the metal upon which some engravings were made; stereotyping improved the durability of woodcuts; and an entirely new printmaking process, lithography … became commercially useful and viable” (Barnhill 426). The substitution of steel for copper plates around 1825 increased the printing of engraved impressions ten-fold and is particularly relevant in the case of periodical publishing since “the use of steel facilitated large runs of illustrated periodicals” (Barnhill 431). One of the important, but still unanswered questions, to emerge from this research is what role these technical innovations played in the cultural transformation of what illustration meant, but to answer this question definitively, the chronological range of the analysis would need to be extended beyond 1825 (which is beyond the scope of this chapter) as well as include other digital archives (such as the American Antiquarian Society’s Historical Periodical Series). To conduct a document-title search (not to mention a document-type search) for “illustration” in the APS for even the second half of the 1820s would require collaboration  from multiple researchers since the number of matches after 1825 expands to thousands per year and, given the established FMRs [false match rates] for searches conducted within the previous fifty years, it would take a substantial amount of time to verify these matches individually. 
	For the moment, a key-word search for the word “illustration” in periodical document-titles in the APS between the years 1775 and 1825 yields 1,138 unique matches spread out across several document-types (see Table 1).[endnoteRef:4] The vast majority (~96%) of these unique matches, however, belong to two document-types: ~61% of which are identified as “illustration” (which are primarily optical images) and ~35% of which are identified as “article” (which are exclusively textual). To conclude, however, that nearly two-thirds of the time the word “illustration” was accompanied an optical medium in periodical document-titles of this time period would be misleading for two reasons. First, the number of unique matches for “illustration” in the periodical document-titles is inaccurate due an extremely high number of false matches for the periodical document-type “illustration” (71% FMR). After factoring in the FMR for the periodical document-type for “illustration,” the number of true matches drops significantly from 697 to 205 (to a mere 18% of those original 1,138 unique matches) (see Figure 1 and Table 3).[endnoteRef:5] Second, of those 205 true matches, if you inspect the actual optical images, the word “illustration” almost never appears on the same page as the image itself (which is typically an engraving), nor does it appear in the text which refers to that optical image (where it is sometimes referred to in terms such as “ornamented with a handsome engraving” or “a description of the plate”).[endnoteRef:6] Indeed, the high number of matches for the periodical document-type “illustration” appears to be more the result of an anachronistic application of the tag “illustration” to periodical engravings before the conflation of the term illustration with its optical medium had occurred historically. Based on my corrections to the original APS search numerical results, it appears that there were nearly twice as many instances of the word “illustration” appearing in the periodical document-titles of textual matter in periodicals (~35%) than there were actual optical images (or what we would now call illustrations) in periodicals (~18%) during the period between 1775 and 1825.[endnoteRef:7]  [4:  The APS document types provided by ProQuest include “illustration,” “article,” “banner,” “statistics,” “letter,” “poem,” “illustration,” “review,” and “poem”; see Table 1. The search was conducted January 2017.]  [5:  There is a similarly high FMR in search results for the APS optical document types “illustration,” “editorial cartoon/comic,” and “image/photograph” (FMR = ~86%). For the years between 1775 and 1820, a document type search for “illustration” yields a total of 1,826 matches of which only 251 are true matches (~14%). As scholars as illustration know, optical images were also known to appear in the “front matter” and “table of contents” of periodicals (often as vignettes or portraits). Our search of the APS document types labeled “front matter” and “table of contents” for the years between 1775 and 1820 found 141 additional optical images out of 2,866 matches. These document type searches were conducted by Kelsey Dilday and the true hits individually verified between 2013 and 2015. The number of true matches for the document “illustration” (205 total) in the APS from 1775-1825 is obviously preliminary and probably undercounted (see note 5), but it does provide the basis from which to make direct comparisons to the appearance of the word “illustration” in document titles of the same data set for the same years. ]  [6:  See the table of contents to the January 1790 issue of The Massachusetts Magazine and the “Description of the Plate” in the May 1794 issue of The Massachusetts Magazine respectively. ]  [7:  Of course, these percentages do not account for false non-matches (FNMR) in the APS. It is difficult to know exactly how many optical images were published in APS periodicals during these fifty years, but not marked as document-type “illustration” within the APS. Such false non-matches, however, do exist in the APS. The 1810 The Port Folio engraving, “The Trapper’s Return,” for instance, can be identified through a document-type search for “illustration” within the American Antiquarian Society’s Historical Periodical Series, but not through a document-type search for “illustration” within the APS.] 

	If the word “illustration” appears in the document-titles of textual matter nearly twice as much as actual optical images do in American periodicals, then what did illustration mean in those instances? Of the 441 periodical document-title matches for “illustration” in periodical document-types that are textual in medium (such as “article,” “review,” “letter,” “poem,” etc.), there were 429 true matches with “illustration” in the title. Based on reviewing the 429 titles alongside the content of the texts they accompany (that is, actually reading them in context), the top three meanings of the word “illustration” when it appeared in the titles of textual matter were: “explication,” “example,” and to a much lesser extent, “optical image” (see Table 2). By far, the most common meaning of illustration in the document-titles of periodical textual matter was “explication,” which occurred approximately 73% of the time, followed by “example” (~19%), and “optical image” (~5%). While the percentages may suggest clear and fast divisions, it is important to keep in mind that these meanings were not necessarily mutually exclusive. This is especially true with respect to the top two meanings of “explication” and “example.” In the 1802 Christian Observer article, “Practical Illustration of Genesis, chap XX,” for instance, the word “illustration” means both “example” and “explication” since the scriptural passages are discussed in terms of what they exemplify (such as the “evil example of Abraham”; 6) as well as the author’s intent to demonstrate what they mean (“interpretation”; 6). Nevertheless, the larger point remains true: that the sense of an illustration as a pictorial elucidation of a text was uncommon in American periodical document-titles before 1826. 
	Based on these APS document-title and document-type searches, the most common meaning of illustration in periodicals published in America between 1775 and 1825 was a textual explication of another text, typically a biblical passage. Of the 429 true matches mentioned above, approximately 82% of the content of that textual matter was religious in nature (no matter the exact meaning of the word “illustration”). The 1802 article, “Illustration of Ecclesiastes VII, 16, 17,” for example, is typical of this sample. The article contains no optical images, nor does it refer to any, and the word “illustration” in the title refers to the explication of a biblical text which has “perplexed many” (212). Indeed, for over 90% of the periodical documents with “illustration” in the title and whose document-types were textual in medium, the meaning was not optical, nor was an optical image reproduced within or near the textual matter. 
	What is interesting about many of these articles, however, is that the function of the image/text operation that would become characteristic of illustration at the end of nineteenth century (as in the pictorial elucidation of a text) was already in place, but the explanatory or illuminating media were words instead of pictures. In the August 1807 article, “Scriptural Illustrations,” for example, a verbal image illuminates the text intertextually rather than an optical image doing the same intermedially. The article contains a variety of scriptural passages that are then explicated by the descriptive text. This use of one text to illuminate particularly obscure passages in another also suggests that the action of illustration still mattered more than the medium doing the illustrating during this period. In the October 1807 article, “Scriptural Illustrations. Isaiah xiv. 9, 18”—to take another example-- illustration again explicates by means of words, but the explanatory or illuminating image is supplied by the pictorialism of a third text, in this case, a work of travel literature. The article attempts to illustrate scripture by telling readers that “this sublime description of the fall of the king of Babylon, …will be more clearly conceived by a view of the royal sepulchres in the east, which is accurately given by our countrymen in his travels from Aleppo to Jerusalem, page 76” (388). In this case, it is travel literature, not the optical media of engraving, that will more clearly provide an accurate “view” to readers. This convergence of illustration and a clarifying image, but not necessarily an optical one, is also evident in the 1825 article, “Scripture Illustrated: Illustration of Isaiah 27:5.” The article praises Reverend T. N. Toller for the way he illustrated biblical passages for his congregants: “His most affecting illustrations (and the power of illustrating a subject was his distinguishing faculty) were drawn from the most familiar scenes of life; … An example of this will afford the reader some idea of the manner in which he availed himself of images drawn from the domestic circle” (17). Here, illustration once again refers to an image which explicates a text, but the image is not yet optical. 
	It is remarkable that even in few instances when optical imagery is specifically referenced within a periodical article before 1826, the meaning is not necessarily a pictorial elucidation of the text. A review of Frances Douce’s Illustrations of Shakespeare published in the 1809, for instance, reveals the extent to which illustration means something other than “optical image” during this period. Even though Douce’s book contains optical media within it, its wood engravings have nothing to do with the meaning of illustration in the review (nor in the title of the book). When the reviewer refers to “the various attempts to illustrate Shakespeare,” the reference is to the notes, annotations, and “different explanations of the same passage” in Shakespeare, all of which are said to aid in “the elucidation of the author” and “explaining the writing of Shakespeare” (105). In contrast, the function of the wood engravings in Douce’s book is to provide examples of the clothes worn by characters within Shakespeare’s play which is why the “plates” (107) have been copied from sixteenth-century sources. In the case of Douce’s Illustrations of Shakespeare, the optical medium does not “interpret” or even “illuminate” the text—which is what the supplemental annotations and notes do as “illustrations” of Shakespeare—so much as they exhibit or provide an example of a specific referent from within that text. Illustrations explicate the text through a supplemental textual medium, whereas the “plates” exhibit or depict specific objects referenced within that text through a supplemental optical medium. Indeed, this sense of illustration as an “example” or “specimen” was the second most common understanding of the word “illustration” in periodical document-titles between 1775 and 1825 even though it was accompanied by an optical image only once in the 83 document-title matches that were examined. In “Illustrations of Graphic Art” (1811), for instance, the engraved “outline prints now given are fac-similes of the original work” (568). The use of an engraving as a “fac-simile” of a fine art form (typically painting; usually European) was characteristic of The Port Folio’s practice. [endnoteRef:8] [8:  See “The Lion and the Horse.”] 

	A second and equally important point to keep in mind is that these various meanings of illustration (such as “explication,” “example,” and “optical image”) were not distributed evenly over the fifty years under consideration. For example, in those cases where the meaning of the word “illustration” in the periodical document-titles of textual matter was “optical image,” nearly three-quarters of them (~74%) were published in the last five years of the period under investigation (between 1821-1825) (see Figure 2). This distribution roughly corresponds with a similar increase in the number of periodical document-type “illustrations” (that is, actual optical images) appearing in the APS during these same five years (see Figure 1). Indeed, nearly one-third of all matches for the periodical document-type “illustration” were published in those five years (for an average of ~13 per year) as opposed to the previous forty-five (which averaged ~3 per year). It is worth noting that both the increase in the meaning of the word “illustration” as “optical image” in the periodical document-titles and the increase in the number of actual optical images appearing in periodicals (a rise in the APS document-type category of “illustration”) occur before 1825 (the year often identified as a significant due to the introduction of steel plates). This raises the question: If technical improvements to reproducing engravings in print were not yet available during the first half of the 1820s, what factors might have been contributing to these transformations to the meaning and number of illustrations in American periodicals? 
	Although it is difficult to point to any single factor, the evidence from this case study suggests that the illustration of literature (particularly the novels of Walter Scott) played a significant part in both of these developments. Between 1821 and 1825, the illustration of texts (literary and biblical) by optical images accounted for nearly a third of all periodical document-types of “illustration” (see Table 4 and Figure 3) in the APS, nearly double the amount from the previous forty-five years. To be sure, the prevailing meaning of illustration remained “explication” and its medium was primarily textual during this period. In fact, the over-whelming majority of matches for the word “illustration” in the document-titles of periodicals, for example, continued to mean “explication” (~80%; see Table 6 and Figure 4). Yet, of the eleven instances in the APS in which the word “illustration” appeared in a periodical document-title and was accompanied by an optical image between 1775 and 1825, all eleven transpired in between 1821 and 1825. Moreover, over half of those were illustrations of literature (and the number rises to over 80% when you include pictorial illustrations of the bible as well). 
	For example, to the best of my knowledge, the first time the word “illustration” appears both in a periodical document-title and refers to an optical image that accompanies a specific literary text within the APS is in a notice for Richard Westall’s Illustrations to Kenilworth that was published in Boston’s The Atheneum in October of 1821. Westall’s Illustrations to Kenilworth was originally published in England that same year as an independent suite of seven plates designed by the American artist Charles R. Leslie and engraved by a number of London engravers (Garside 129).[endnoteRef:9] While the word “illustration” in The Atheneum’s notice does refer to a pictorial representation of a literary text (in this case, picturing a narrative moment from Scott’s Kenilworth), the function of the image/text operation is less an elucidation or illumination of that narrative moment (in the sense of textual explication so common for the word “illustration” during this period) than an optical equivalent to it. Note the title of Westall’s publication is Illustrations to, not Illustrations of, Kenilworth. Indeed, as The Atheneum’s notice makes clear, the engravings speak more to the book as object than to the book as text. Westall’s illustrations are described as “ornaments” intended to gild “the refined gold of this admirable romance” (“Miscellanea” 88) and contemporary practice suggests that these engravings were at times purchased to extra-illustrate copies of Scott’s romances. Westall’s Illustrations to Kenilworth, as another periodical notice from 1821—this time in The Literary Gazette--would refer to them, were considered “elegant specimens” in which Leslie has done “ample justice to the author of the tale” (“Leslie’s Illustrations” 704). It is important to note that this sense of “ample justice” is to Scott the author and not to his text per se, because it suggests how the period understood the image/text operation in terms of the engraving’s capacity to generate an optical equivalent to Scott’s verbal images as opposed to a remediation of his novel’s textual meaning. Illustration, in other words, was not yet an interpretation of the text, but considered an optical equivalent to its pictorialism. This subtle, but important difference can also be detected in the notice’s criticism of Westall’s plates in The Literary Gazette (and, indeed, in much of the criticism of book illustration found in periodicals during this period) which discusses the material quality of the prints at least as much as it does the optical image’s remediation of the text. That Westall’s illustrations were optical images, but not necessarily explications of Scott’s text, demonstrates how images were the domain of both novels and engravings at this time and it suggests how engravings were initially understood to be optical equivalents to literary pictorialism more than interpretations of its meaning (no matter how we might view and retrospectively understand them today). [9:  The engravings for Westall’s Illustrations were printed without any textual information and were most likely designed to create additional revenue from the proofs (which are described as india proofs “before the letters”). As Erin Blake explains, “Publishers began to cater to market demand for proofs by deliberately printing additional copies of the last few stages of a print, then selling them at a premium. For example, a “proof before letters” has a completely finished image, but does not have a title, publication information, or any other lettering in the lower margin.” ] 

	It is striking that literature also marks the first time that the word “illustration” (in the sense of an optical image of a literary text) appears in a periodical document-title and is accompanied by an actual optical image in the APS. The occasion was once again Richard Westall’s illustrations for Scott’s fiction. Westall’s drawing entitled, “Ivanhoe. The Tournament” (see figure 5), was engraved by Francis Kearny as the frontispiece for the January 1822 issue of The Port-Folio and it is accompanied, on the opposite page, by an excerpt from Scott’s novel which sits underneath the title “Illustrations of Ivanhoe” (3). Kearny’s engraving would be the first of six frontispiece engravings for the series “Illustrations of Ivanhoe” that The Port-Folio would publish throughout 1822.[endnoteRef:10] Each of Kearny’s frontispieces was slavishly copied from Charles Heath’s engravings of Westall’s drawings which first appeared two years earlier in the Hurst, Robinson, & Co.’s London publication of Ivanhoe (although Kearny may have copied them from other available source texts).[endnoteRef:11] The Port Folio’s series of “illustrations” from Scott’s novel departs from the magazine’s previous and more nationalistic emphasis on engravings of American scenery and portraits of distinguished American men. While the Port Folio had long featured engravings—publishing at least two an issue since 1809--, the vast majority of them fall into the familiar categories of diagram, portrait, and landscape view that were typical for this era. The Port Folio, however, relaunched on January 1, 1822 and likely turned to literary illustration as an attempt to capitalize on both the transatlantic success of Scott’s Ivanhoe (1819) as well as the demand for illustrative sets of Scott’s novels that had begun in 1820 with the London publication of lllustrations for Sir Walter Scott's Novel Ivanhoe (Garside 131).  [10:  In all, The Port-Folio would publish six of Kearny’s engravings after Westall’s drawings in their January, February, March, April, June, and July 1822 issues.]  [11:  Charles Heath’s engravings of Westall’s designs were also published as an individual set of illustrations under the title, Illustrations of Ivanhoe, a Romance, by "the author of Waverley," &c. [graphic] / engraved by Charles Heath ; from drawings by Richard Westall, Esq., R.A. (London: Printed for Hurst, Robinson, and Co., 1820). In America, six of Heath’s engravings were copied by Francis Kearny and these were first published by Harrison Hall in Illustrations of the Romance of Ivanhoe / engraved by Francis Kearny from drawings by Richard Westall Esq. R.A. (Philadelphia, 1821) and Mathew Carey in Illustrations of the Romance of Ivanhoe (Philadelphia, 1821) before appearing in The Port Folio in 1822.] 

	The Port-Folio’s series of literary illustrations demonstrates how the meaning of illustration continued to address the book or, in this case, the bound periodical, primarily as an object even as it began to address the book as a text. On the one hand, The Port Folio identifies Kearny’s engravings as “embellishments”—as they are called in the magazine’s table of contents--, and they were intended, as the above notices for Illustrations to Kenilworth would suggest, to ornament the magazine and position it as an object of refined consumption (that is, the engravings were considered fac-similes of fine art).[endnoteRef:12] Their placement as separately printed and bound frontispieces, complete with tissue guards, establishes their distance from and their perceived value over the brief excerpts from Scott which accompanied them. On the other hand, The Port Folio’s placement of the engravings alongside specific excerpts from Ivanhoe positions them not only as optical equivalents to Scott’s pictorialism, but as “illustrations” of the novel in that sense of explication that had been historically the domain of words (Maxwell “Walter Scott” 43).[endnoteRef:13] This sense of textual explication, however, is mitigated by the fact that Westall’s drawings are less invested in optically exhibiting a particular item from within Scott’s novel (as the engravings had done in Douce’s Illustrations to Shakespeare for example) so much as they attempt to picture a narrative moment from his text. Indeed, Westall’s illustrations were often criticized for their historical inauthenticity (Garside 133). [12:  See “Art. VII. Ivanhoe; A Romance” 493. ]  [13:  Although “the shift of illustration from a verbal to a visual form was not confined to Scott’s works” (“Walter Scott” 42), Richard Maxwell has argued that “the use of visual illustration to authenticate and supplement the text develops within the world of literature embodied, above all, by Scott, crowned as successor to Shakespeare. Soon afterwards they are recycled back into history and journalism—in other words, to realms where authenticity is an even more important value than it is in historical fiction” (“Walter Scott” 43). ] 

	For this reason, The Port Folio’s publication of Kearny’s engravings does not represent a transformation in the meaning of the word “illustration” (in that sense of a pictorial elucidation of a text) so much as it reflects a gradual convergence in two meanings that had been historically assigned to separate media. The previously distinct alignment of the meaning of illustration as “explication” with a textual medium converges with the meaning of illustration as “example,” “fac-simile,” or “specimen” with an optical medium. As a result, the image/text operation of literary illustration produces a particular type of visibility, one in which the explanatory and clarifying function of textual illustration converges with the exemplarity historically associated with the medium of optical illustration. This type of visibility had a number of effects, as later chapters will discuss, ranging from a shift in understanding the accuracy of an image in terms of the legitimacy of its vantage point, on the one hand, to a shift from an active mode of readerly visualization of verbal images to the passive consumption of optical ones on the other. 
	While it is clear that the value of The Port-Folio’s engravings consists primarily in their status as fac-similes of fine art (that is, as copies of Westall’s drawings) and in their capacity to embellish the magazine in the sense of the book as a material object for consumers (as they had done in the original 1820 printing of Scott’s novel), the placement of the literary passage immediately next to the engraving and directly underneath the title of “illustration” also allows for the multiple meanings of illustration to cohabitate the same print environment, as it were, and operate across multiple media simultaneously. With respect to the textual medium, literature (specifically, Scott’s Ivanhoe), serves as both (a) the source text for the optical image (in which Westall’s drawing functions as an “illustration” in the sense of an optical equivalent to Scott’s pictorialism) and, in the case of the excerpt, (b) as a textual “illustration” of the engraving which directs the reader back to the optical image and explains what it depicts in a manner similar to an extended caption. In the former, literature serves as the occasion for the production of fine art (of which the reproduced engraving is a fac-simile of the original Westall design), whereas, in the latter, it serves to guide the reader to the engraving and legitimate its presence in the periodical.[endnoteRef:14] With respect to the optical medium, Kearny’s engraving after Westall’s drawing (c) illustrates Ivanhoe insofar as it provides a fac-simile or an optical equivalent to Scott’s pictorialism; and (d) illustrates the excerpt—in the sense of explication—by virtue of its pairing with a specific passage from the text. These last two senses are crucial for they anticipate the course of illustration we will trace in chapters three and four, in which a reader’s active visualization of a work of imaginative literature is supplanted by an optical image which was originally intended to supplement it.  [14:  Westall’s Illustrations to Ivanhoe, for instance, was listed under the category of “Fine Arts” in notices of new publications (see “New Publications” 281-86). ] 

	Although illustrations to Scott’s fiction would initially be at the forefront of these changes to the meaning of the word “illustration” between 1821 and 1825, illustrations to literature by Crabbe, Irving, and Cooper (among others) also received notices or were reproduced by engravings in American periodicals. The Port-Folio, for example, published a series of frontispiece engravings designed by Gideon Fairman and Henry Inman and based on scenes from James Fenimore Cooper’s The Pioneers and The Spy in 1823 and 1824. [ADD COOPER ¶S; Figure 6] Charles Leslie, Washington Allston, and Gilbert Newton’s Illustrations to Irving’s The Sketch Book and Knickerbocker would be published in London in 1823 and Richard Westall’s Illustrations of The Sketch Book would be published in 1825 with its engravings appearing in the Ladies Monthly Museum as late as 1827.[endnoteRef:15] Literature, as chapter two discusses, may have been the catalyst for these transformations in the meaning and medium of illustration because of its longstanding capacity to generate powerful images for its readers. A reader’s visualization of a literary text remained the standard for an image even as optical media were in the process of supplementing and eventually displacing it. An 1823 review of Richard Westall’s illustrations of Crabbe’s poems, for example, commends the illustrations for being “just what the imagination would conceive” (126). This is a subtle, but important moment in the history of literary illustration as well as in media history more generally, because an optical medium is being discussed as part of the process of visualization from the literary text to the reader’s imagination even if the standard continued to be the images generated in the mind of that reader. That Westall’s illustrations to Scott were described in terms that suggest their equivalency to the images produced by a reader’s imagination would be a sign of things to come. By the 1840s, the meaning of illustration as a pictorial elucidation of a text would not only be predominant, but illustrations would be in danger of displacing the very texts they were supposed to supplement. “The improvements in engraving are such that ‘those means, which at first were in to aid, now bid fair to supersede much of descriptive writing,” the Quarterly Review observed in 1844, and “certainly they render the text of many books subsidiary to their so-called illustrations” (qtd. in Brake and Demoor, 1). [15:  At least ten notices of Murray’s 1823 Illustrations to Irving’s The Sketch Book and Knickerbocker were published on either side of the Atlantic before 1824, including eight in America.  ] 


3. Conclusion
	Although the results of this case study into the meaning of the word “illustration” in periodicals published in America from 1775 to 1825 are necessarily limited to what has been digitized in the APS archive, they do expand, I believe, our understanding of the rise of illustration during the nineteenth century and contribute to reconsidering the media history of the period. By attending to the multiple media surrounding illustration in the period before its meaning was understood primarily as a pictorial elucidation of a text, these findings provide us with a more comprehensive account of illustration than studies which concentrate on a particular author, artist, periodical title, or smaller time period. I would like to close this chapter with five points from this study that are relevant not only to the study of the rise of illustration and optical media across the nineteenth century, but to the literature so central to its emergence. As we will see, these five points will make appearances throughout the book. 

1. Illustration involved multiple media in American periodicals between 1775 and 1825, but the predominant medium was textual, not optical. During this period, illustration was indeed understood as a clarifying image, but that image was usually not an optical one. The function of the image/text operation that would become characteristic of illustration at the end of nineteenth century (as in the pictorial elucidation of a text), however, was already in place during this period, but the explanatory or illuminating media were words instead of pictures. For at least the first half of the nineteenth-century, American periodical print culture was an intermedial environment-- in which images were produced by words; texts illustrated images; and images, in turn, illustrated texts. For this reason, we need to decouple our understanding of images from the optical and integrate more intermedial methods if we are to better understand the history of illustration, the history of literature, and their relationship to a more general media history.   

2. Illustration had multiple meanings in American periodicals between 1775 and 1825, but the most common meaning was one text explicating another, not a pictorial elucidation of a text. In the vast majority of cases under review, illustration meant a textual explication, example, or demonstration. In fact, the most common meaning of illustration in periodicals published in America between 1775 and 1825 was a textual explication of another text, typically a biblical passage. Our now familiar understanding of an illustration as a pictorial elucidation of a text was clearly uncommon in American periodical document-titles before 1826 and the transformation of the meaning and medium of illustration from textual explication to pictorial elucidation is a subject worth exploring further, especially in the context of different print media (imprints, annuals, and newspapers come to mind).  

3. When the medium of illustration was an optical image in American periodicals between 1775 and 1825, its purpose addressed the book as an object more than the book as a text. This finding is consistent with the fact that the meaning of illustration as a pictorial elucidation of a text was unusual during this period and it lends support to Cynthia Patterson’s claim that some of the leading illustrated periodicals in 1840s America “served as an important vehicle for the widespread distribution of American art” (19). In general, when illustrations as optical images appeared within periodicals before 1826, especially with respect to literary illustration, they served as “examples,” “specimens,” or “fac-similes” of fine art. They were, in other words, para-textual elements intended to supplement the book as an object more than the book as a text. The inclusion of illustrations, typically engravings, contributed to the periodical’s status as an objectified form of cultural capital and, as it was downwardly distributed to an increasingly broader market segment over the course of the nineteenth century, as an object of consumption for an emulative middle class. What remains to be understood is the precise nature of the relationship between the book as object/book as text and the rise of a mass print culture in the American context. At what point, as publishers sought to attract larger audiences, did illustration begin to address the book as text more than the book as object? And what factors determined the nature of this transformation? And to what extent did the emergence of literature as a consumer item drive these transformations? 

4. The transformation of the meaning and medium of illustration appears to have begun before 1825 and it was not the result of technical innovations alone. The illustration of literature appears to have played a prominent role in these transformations. The increase in the meaning of the word “illustration” as “optical image” in the periodical document-titles and the increase in the number of actual optical images appearing in periodicals (a rise in the APS document-type category of “illustration”) complicates the identification of the introduction of steel plate engraving in 1825 as a decisive moment in the history of illustration. To be sure, the replacement of copper with steel was significant to the history of illustration and it undoubtedly facilitated the large runs of illustrated monthlies that would follow in the 1830s and 40s—as scholars such as Georgia Barnhill note—but it is also clear that cultural factors were equally at play in determining what illustration meant and in what medium it would appear during these fifty years. This case study suggests that between the years of 1820 and 1825, we do not witness a transformation in the meaning of the word “illustration” (in that sense of a pictorial elucidation of a text) so much as a gradual convergence in two meanings that had been historically assigned to separate media. The previously distinct alignment of the meaning of illustration as “explication” with a textual medium converges with the meaning of illustration as “example,” “fac-simile,” or “specimen” with an optical medium. That the illustration of literature served as the occasion for the convergence of these two meanings also supports Richard Maxwell’s claim that literature, specifically the novels of Walter Scott, were “a crucial landmark for the history of the British book” (46) when it comes to our familiar understanding of illustration as a pictorial elucidation of a text. 

5. Finally, and based on point #4, we may want to reconsider techno-deterministic accounts of the rise of illustration in particular and of the rise of optical media more generally across the nineteenth century. At the very least, it appears that cultural factors were just as important as technical innovations when it comes to the transformations to the medium and meaning of illustration in the period before 1826. As noted above, the illustration of literature marks the first time that the word “illustration” (in the sense of an optical image of a literary text) appears in a periodical document-title and is accompanied by an actual optical image in the APS database. This case study suggests that the illustration of literature, specifically Westall’s illustrations of Scott, during the first half of the 1820s was significant to the history of illustration because of the way in which literature facilitated the convergence of those two meanings of illustration that had been historically assigned to separate media. That literature served as the occasion for this convergence and that it was already taking place before 1825 raises the interesting possibility that the changes to the meaning and medium of the word “illustration” (to that sense of a pictorial elucidation of a text) may not have been the result of technical innovation, but rather its cause. The stakes of this assertion strike me as significant—not simply because they demonstrate the value of using a dialectical account of media in our cultural history of the rise of illustration--, but because they represent an opportunity to reverse our familiar understanding of the relationship between technology and culture—one in which technological innovations are constantly understood to drive cultural transformations--by showing how prior cultural forms might generate practices which facilitate the introduction and acceptance of new cultural technologies.
	[Revise/replace with bridge to chapter 2 and Irving/Murray/Leslie] While the question of what illustration meant at the beginning of the nineteenth century may seem far removed from either the practice or study of illustration in this century, the conditions surrounding the emergence of illustration as an optical medium within early American periodical culture speak to a number of issues still relevant to illustration today. Based on the evidence discussed above, illustration’s inclusion in periodicals—despite its costs and in spite of the technical challenges involved during the earliest years of its adoption—was instrumental to establishing the cultural capital of the magazine as a unique object of refined consumption. Illustration’s function in enhancing the periodical’s status as an object of refined consumption at the beginning of the nineteenth century, despite its increasingly broader and downward distribution in the decades to follow, might help to explain how illustration would come to signify “the refinement and good taste of the advertiser, the product, and the purchasing public” (Bogart 47) in mass print culture by the century’s close. As this case study demonstrates, when illustration emerged as a predominantly optical medium in the early American context, it was integral to the production and reception of literature and fine art as well as to the periodical as a vehicle for the distribution and commodification of both across the nineteenth and twentieth centuries. 

Table 1. Total number of matches for the word “illustration” within the document title of periodicals in APS between 1775-1825.

	
Document Type		 
	
Total
	
Percentage

	Illustration 
	697
	61.24%

	Article

	402

	35.32%


	Review

	15

	1.31%


	Banner

	10

	0.87%


	Statistics

	7

	0.61%


	Letter

	5

	0.43%


	Poem
	2
	0.17%

	
	
	

	Total
	1,138

	100%




Table 2. The primary meaning of the word “illustration” within the content of the 429 textual document-types with “illustration” in the periodical document-titles in the APS between 1775-1825.

	Meaning
	Total
	Percentage

	Explication
	315
	73.4%

	Example
	83
	19.3%

	Optical Image
	23
	5.4%

	Demonstration
	7
	1.6%

	Other
	1
	<1%

	
	
	

	Total
	429
	100%







Table 3. The type of optical image for the 205 true matches for the document-type “illustration” in APS periodicals between 1775-1825.

	Type of Optical Image
	Total

	Landscape View
	40

	Diagram
	35

	Portrait
	35

	Other
	24

	Literary Illustration 
	21

	Map
	12

	Art
	11

	Biblical Illustration
	9

	Animals
	6

	Book Plate
	4

	Cartoon / Caricature
	4

	Architectural View
	2

	Emblem
	1

	Vignette
	1

	
	

	Total
	205



Table 4. The type of optical image for the 205 true matches for the document-type “illustration” in APS periodicals between 1821-1825.

	Type of Optical Image
	Total

	Diagram
	19

	Biblical Illustration
	9

	Literary Illustration 
	9

	Map
	6

	Art
	5

	Portrait
	5

	Animals
	4

	Other
	4

	Emblem
	1

	Landscape View
	1

	Architectural View
	0

	Book Plate
	0

	Cartoon / Caricature
	0

	Vignette
	0

	
	

	Total
	63



Table 5. The primary meaning of the word “illustration” within the content of the 153 textual document-types with “illustration” in the periodical document-titles in the APS between 1775-1820. 

	Meaning
	Total

	Explication
	91

	Example
	51

	Optical Image
	6

	Other
	5

	
	

	Total 
	153



Table 6. The primary meaning of the word “illustration” within the content of the 276 textual document-types with “illustration” in the periodical document-titles in the APS between 1821-1825. 

	Meaning
	Total

	Explication
	224

	Example
	32

	Optical Image
	17

	Other
	3

	
	

	Total
	276














Figure 1 APS True Matches for Document Type "Illustration" (1775-1825)





Figure 2 Matches in which the Meaning of Illustration in APS Document Title is an Optical Image (1775-1825)




Figure 3 Type of Image in APS Document-Type Illustration (1821-1825)






Figure 4. The Meaning of Illustration in APS Document Titles (1821-1825)





Figure 5. (Image left) Richard Westall (designer), Francis Kearney (engraver). “Ivanhoe. The Tournament.” The Port-Folio [Philadelphia] 1.1 (Jan. 1822): [Frontispiece]. EBSCO. American Antiquarian Society Historical Periodicals Series. Web. 16 June 2017. (Image right) “Illustrations of Ivanhoe. No 1.—Ivanhoe Crowned at the Tournament by Rebecca.” The Port-Folio [Philadelphia] 1.1 (Jan. 1822): 3. EBSCO. American Antiquarian Society Historical Periodicals Series. Web. 16 June 2017.
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Figure 6. “Elizabeth Conversing with Mohegan.” Designed by Gideon Fairman and engraved by J. W. Steel. Port Folio (June 1823): 442. “Explanation of the Engraving.” Port Folio (June 1823): 526. 
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ILLUSTRATIONS OF IVANHOE.

No. L—Tvanhoe crowned at the Tournament by Rowena.

«On the lower step of this throne the champion was made to
kneel down. Indeed his whole action since the fight had ended
seemed rather to have been upon the impulse of those around him
than from his own free will; and it was observed that he tottered
as they guided him the second time across the lists. Rowena, des-
cended from her station with a graceful and dignified step.—

«The knight stooped his head, and kissed the hand of the lovely
sovereign by whom his valour had been rewarded; and then, sink-
ing yet further forward, lay prostrate at her feet.”” Vol. 1. p.
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526 Miscellaneous Paragrafilis.

Before Roquelaure was made a Duke, one day when it rained
in torrents, he told his coachman to drive him into the Louvre,
where no carriages were permitted to enter except those of
Ambassadors, Princes and Dukes, When the coach reached
the gate,it was demanded, “ Who is there?’ He answered,
¢ A Duke” “ What Duke "’ rejoined the sentinel. ¢ Of Eper-
non,” said he. “ Which ** Roquelaure replied, “ The last who
died.” Upon this he was allowed to.enter; but fearing that it
might be made a matter of consequence, he went straight to the
King. ~‘B8ire,” said he *it'rained so hard that | came in iy
carriage to the very bottom of your stair.” The King inquired
what fool had suffered him.to do so. “ A greater fool than your
Majesty imagines,” replied he, “ for he allowed me to enter un-
der the name of the last dead Duke of Epernon.” ‘The jest tick-
led the King’s fancy, and he laughed away his aniger: - ‘

The army of Mayence was attacked at Tofrou, in ‘1793, by
Charett and Bonchamp, and, unable to resist the superior forces
of the Vendeans, retreated and lost its artillery, The Republi-
cans were on the point of being destroyed, as their retreat was
about to be cut off. ‘Kleber-called the Lieut. Col.' Schouardis ;
¢« Take (said he)a company of Grenadiers; stop the enemy at
that ravin; you will be killed, but your comrades will be saved.””
& Qui, mon general,” replied Schouardin caimly. He marched;
held the Vendeans a long time’ in chéck'; and after ‘prodigies of
valor, died with his menon thespot. This % Oui, mon general,”
equals the finest specimens of antiquity. ity

EXPLANATION OF THE ENGRAVING.

The Embellishment in this Numberis intended to illustrate one
of the scenes in the new American tale, entitled “ The Pioneers,”
It is that in which Elizabeth meets Mohegan on the mountain,
and the time selected by the artist is the period in the conversas
tion at which the aged chief adverts to the loss of his family.

« Daughter, the Great Spirit made your father with a white
skin, and he made mine with a red ; but he coloured- both theif
hearts with blood.  When young it is swift and warm ; but v lien
old it is still and cold. Ts there difference below the skin? Nao.
Once John had a,woman, she was the mother of so many sonsy
he raised his hand with three fingers elevated.” )

Pxomsks, v. 11, p.255.
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ERRATUM.

Iu the affecting Sonnet on a Goose in our last, for waiting read,
wailing. We wail over these blunders but they cannot be pre-
vented.
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