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The Flower of the
Printer: Fleuron and
Arabesque

Lee Byoung-hak
CHUIGRAF, Korea

Abstract

This paper is a general summary of part of my Ph.D
dissertation Decorative Design Based on a History
of Title Page Decoration. From the Renaissance,
book cover decoration started with the appearance
of the front page and was developed according to
the style of each era. Fleuron, which was included
in a set of letters, was created as a decorative print
and, unlike the other typeset letters, opened up

the possibility of repetitive patterns spread into
diverse directions. However, from the 20th century,
when the book was publicized, the decorations
were replaced by images and illustrations for more
effective communication and it’s not easy to see
decorative front pages anymore. If today’s trend
focuses on user interface and puts weight on the
readers’ tastes and convenience, the humanitarian
design would enable the feelings of the creators to
be included on pages. In the current era, where the
desire for decoration seems to be castrated and the
communication with the purchasers is claimed to
be the main issue, this study intends to look back on
the days when the natural decoration was available
without regarding much about communication
matters and to rethink the unconsciously suppressed
potential of designers nowadays.
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1. Introduction
Presentation layouts tend to be glamorous when
they are made by freshmen in design departments
or students not majoring in design. Those who
major in design, whether consciously or not, learn
the technique based on the principle of “making
the structural elements light so that the content
can be emphasised.” At least they display their
final project for graduation with no frame. Instead,
they insert some multi-layer text images or
compose an impressive picture with great scenery
to draw the minimum border around their works.
Itis of human nature itself to attempt to make
frames and decorate them. Rather than trying to
fix this nature, we may as well question how to
make the best of it. Trying to fix it means there
exists a certain premise about nature. That’s why |
wanted to date back to the days when there were
no specific prejudices on the content and its frame
as McLuhan also suggested.

Looking back into history, | selected the
subjects of this study: the fleuron —a kind of
decorative type —and the arabesque motif,
which provided a backdrop for the type. This
study aims at tracing down when the fleuron first
appeared and how it has been included in the
types of this present digital era. Fortunately, there

| It‘ltgrumu‘ttmaqu mglola‘oﬂ g: %
wlzad monethimar e plalg nanmud

I Xdweerunrer e fepelamevsie el olfabs
| s fanas.

[1] (&%) 1375'42] Les Petites Heures de Jean de Berry / (22%) 14052] Belles Heures of Jean de Berry
(left) Les Petites Heures de Jean de Berry (1375) / (right) Belles Heures of Jean de Berry (1405)
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were a lot of studies conducted on fleurons and
classic typography mainly by the Society of The
Fleuron and their achievements are printed in The
Fleuron. This article is merely their translation and
annotation. With an attempt to shed light on the
contexts before and after the selected period, this
article will go into further details on some of the
main points. This introduction of the brief history
of the fleuron —which is at least domestically not
easy to be encountered after the bombarding of
modernism —will lead the readers to get more
balanced perspectives on the field of the frame
and decoration.

2. The Fourth Crusade and Introduction of

Culture from the East
Like Chinese who transmitted the technique of
manufacturing paper to Europe while captivated
by Islam, while opposing Christianity, Islams
were the bridge between Eastern and Western
culture. The Eastern culture started to spread
into Europe when the Fourth Crusade took place:
the Crusaders headed off not to Jerusalem but to
Constantinople because the sponsoring Venetians
didn’t offer enough funds. In the end, the ‘sack
of Constantinople’ in April 1204 destroyed and
looted a number of cultural assets and art works,

]

A\ O

SAVATRUAYTATAYR

)

(left) Il Brato by Alex Paganino (1529) on page 105 / (right) the Quran (around 1313)
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bringing historical heritage from Rome to Venice.
Before the siege and fall of the Eastern Empire
capital Constantinople by the Ottoman Turks in
1453, the books from the East spread through Italy
all over Europe. The expansion of Eastern culture is
reflected in two manuscripts of Jean from France
which were made and written in 1375 and 1405.
While the decorative leaves drawn in 1375
seem irregular and not based on a certain
compositional principle, the leaves from 1405
seem more even, though similar to the former with
regard to the sharp edges, the density of filling the
margins, overall forming circular spirals with their
stalks. [1] This style is shown in the manuscripts
from the 15th century in general. Such an
influence from the early arabesque motif appears
more distinctively in the pattern books for lace-
making. By then, the lace-making was like a kind
of embroidery, a pastime for noblewomen. There
were diverse pattern samplers printed, the oldest
of which were |l Burao by Alex Paganino published
in 1529. After it, most samplers copied each other
as well as they added something new, popularizing
the arabesque motif in European countries.
Approximately 140 varieties of pattern books were
published in Italy, France and Germany.! Their
origin can be found in the Quran from 1313 with

Asbiichlin bebendeidu billich lernen fole
Vind s achté filt edel geftain filberivnd golt
Kalendarius gehaiffen 3u latein \2

Letetdich der fvnné hch vnd moves {chein
Cswelif zeichen vnd beider liechte finfternus
Caaigrdir uff vil iare mit kureger gedechtnus
Guldin 3alimiteel3eit ezwifchen fafnachet icl
Sontagbuchftabioft dpfinglten (chon
Dar3u erkennen bruch vudnewen man
Arggnei pflegen vnd gute3eit 3u aderlan
(9 Verkindet auchtages vnd nachtes leng durchs iar
Dar3u der fvnnen auff vnd nidergang offenbar
Quadranten vnd ftunde machen héffelich
Allenthalbzebrauchen gewiffvnd maifterlich
) Das hat gemachx maifter bans von kénigfpetg genant
1n teutfchen vnd wellchen landen wol erkant
Czu venedig gedriicke mit biibfcher vernuft vnd fiinden 35
Alsdienach gemelten maifter wol kiinden
1478

e\
Bernbart mzler\
. vonaugfpurg
Erbart ratdolt—/

(3] (1) FAES A o| Al EX|X|/ (LEZR) StESE 7} Ztalist ZRICH2| 2 MI3Tte| ZA|X|
(left) The title page of Schoeffer’s Psalter in Latin / (right) The title page of the third edition of Calendarium published by Erhard Ratdolt
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O quantum requie dulcis meminisse laborum
Res est felici, dum iacec hostis iners.
Nel cempo bono & dolce la memoria
Del male, amico, havendo la vi&oria.

FABULA LXIII

Quacrere diffugium domino veniente caponem
Audax accipiter dum vider, inquit ci:

Quid fugis? exulta, dominum dum cernis adesse;
Cuius in adventu plaudere nitor cgo.

Me, capo respondic, fratrum diversa meorum
Terret poena; tibi non timor ullus adest.

Nil magis horrendum, quam flebilis aula tyranni,
Qua pietas omnis cum ratione peric.

Raprores famulique truces scelerumque ministri
Iniustis dominis impietate placent.

Qui sine vi, sine fraude manent, hi fraude necantur;
Nullo damnantur crimine sacpe boni.

Sic fratres periere mei. Te reddit amicum
Tmpietas domino nequiciacque vigor.

Hi proprias lavere stolas in sanguine; passos
Martyrium sepelic venter avarus cos.

the decorated pages with the stalks entwined in
a radial, symmetric shape. [2]

3. The Separation of the Title Page
Stanley Morison says in First Principles in
Typography “in a broader point of view, the history
of print is the history of the title pages.”? During
the transformation from handwritten books to
printed ones, one of the most significant changes
in the elements of a book is the introduction of
the title page. In the Middle Age, the handwritten
manuscripts were mostly the Gospels, the books
related to the Bible, so not really important was
the information like when they were written,
who copied the books, or when they were
done. The beginning of the Renaissance and the
dissemination of printing enabled the increase of
the number and variety of books, making people
see the buying and selling of books as an industry.
It was now that people started to see the books in
terms of literary reputation and intelligent property.
The first example with the title page from the
content is known to be Joachim Fust and Peter
Schoeffer’s Psalter in Latin published in 1457, but
its content was the part of the Bible, so the title
page didn’t contain a title, nor an author’s name,
seeming to be there only to mark the imprint. [3]

DE CAPONE ET ACCIPITRE
.F. LXIII

[4] (1) 32| 7|&2| EANIX| / (REZ) 1479 OIX|L2 F32| 0|&2810| LHX|(1473, M| 2Lt 7H Ql4HE)

(left) The title page of Ars Moriendi/ (right) The inside front cover of Aesop’s Fables (1479) published by Accio Zucco

(reprinted in Verona)

22



rU
ok
]

ofRAARE 0| QB A BX|QEEMEAC]
2ilck2l 2 (22 o|ct. o] EXX|olls 91T} 2o
ou| sefo] 2utEHA|0| 2X|5HH OfHZoll=
H7ko] 0| =0| ekt DNS SENS 7171 S THe| Al
0] QICh SuHAA0] BHE|0f 22 HuEol
B2 ZA5 0| £ 7o X2to| X| 8t |9} A= E
ot M| 8|7} AFR 3t | BHRfe| 2180] = Zdo|C},
ZAEQ} Ao AlH 0|F MUt £7|o| EX|X|=
Ex1ote] HBLIAO|MECH: LiX|o| BES 9|3t HX|
Si7ie] MZ{o| ZEH B, BlE EE 0| BR|X| SX}o|
0|2 T 4 Q= FHAIF 9494 8| 2o LYKO|
Q0}E|0f /470l 38 2 CHR0l2 7| Aol
M2 HECt 0|5 EX|X|| BAlT}Efo|Z ] =

16M17] Tl 2% R} o|= HZ3, 23T,

u
X

I O |

0
i

0!

MATFO|, o2 E0f| O|2 77| F M Qlte| UHHH
Flers HAdst= AH20| =ACt

Rt ehH| Z=utgt o
Z2{22| 7|20
E|UCE 7HS QeHE A= XL | UHZE
2H| M| x|2| Zd0|Ct. 1478 4 28 ZHEEl 39|
7|1&2 0|% 15M|7| LHLH HIAE M2 S RIXIRH 20,
1501A7HK| EALE HEHQF SE Q14 =, EHt Q1=

[ —

MHI%:RODOW

TO ALICARN ASEO HISTORI-
« delie guerre de Gred et de Pgrﬁ , Tradoito di
Gre i lingua Italiana per il Conte Mat-
theo Maria Boiardo,non pit [tampato,

Ma niouamente uenuto i lue.

o

3D st r ks s
o< IN NOVVM TESTA-

¥ MENTVM, PRIMVM AD GRAECAM VERITATEM, DEINDE AD VE
\g| tuftiffimori Latinz linguz codicum fidem, poftremo ad probatiffimord feri- /7

LN 8 Y prorum ditationé & enarrationem diligenterrecognitti,camay fuis collacum fon

\jg& 3| tibus.adnorationes ER ASMI ROTEROD AML, inquibus aperitur,quibusin |y

éﬂ@@a lodis noftra uulgatazditio,cum G luminib | congruat,uel dif-

PP fonub epraationbicafligatir. Quod deprasae e, emédatur quod

[5] (9128) 150214 r|u| SEALOIM ZHE |2 =2 A FH|X| / (0f2H)
1517\ 2 HI0| ZHalEE AOFA A

er

(up) The title page of Herodo (1502) published by Aldine Publisher /

(down) Novum testamentum (1517) published by Froben

The oldest book with the title page specifying
the name of the author, the title, the abstract and
the printer for clear identification of the piece is
Calendarium, a work by Joannes Regiomontanus
of Augsburg, which was published by Erhard
Ratdolt in 1476 in Venice. Its title page has woodcut
decorations at the top and at each side, and at the
bottom is printed two pieces of an ornamental
pattern. The two pieces of the pattern, scaled
down from articulated woodcuts into a small
square form, are the prototype of the fleuron
that would later be used by Giovanni and Alberto
Alvise Brothers. The early title pages right after
Schoeffer’s Psalter in Latin functioned more as the
dust jacket for inner pages, rather than to improve
the communication with the readers. Whereas
Erhard Ratdolt’s title page contained the abstract
with interesting decorations so that the book
achieved success to the extent of being published
in three languages and appearing in third editions.
Later on, the adornment and typography of the
title page came into fashion throughout the 16th
century, a mirror to reflect the general taste of
reading populations in the period from baroque
and rococo to neoclassicism and art nouveau.

Galeotei Martu

NARNIENSIS,
DE DOCTRINA
Varse moabipliy. reudtie
P L
promsiem in s com
edmus,

1
1L, PRINCIPE DI
Nicolo Machiauelli fecre
tario, & cittadino
Fiorentino.

>
Q uante siano le fpetie de prin:
cipati, & con quali modi si
acquiftino,

Cap.primo.

VT Lifs, Tusi Do
® ".,

_- '“.lm Imperio fopra ghi i
,;?—g% foro R 6 foh R,
S5°X9 | Principan . 1 Principes
AR herediemii', de quels i fompue

[6] 153214 #F=2 /15481 De Doctrina of Galeotti Martius0i| AFREl
A Seljo| S0t M2 Wake| Z2

(left) Il Principe (1532) / (right) The trefoil and longitudinal fleuron
used in De Doctrina of Galeotti Martius (1548)
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4. The Origin of the Fleuron

The fleuron originates from the metal types
developed from Ratdolt’s miniature woodcuts.
The oldest fleuron is used by Giovanni and Alberto
Alvise Brothers. On April 28, 1478, Ars Moriendi
was published and became a bestseller throughout
the 15th century, produced in at least 65 versions
including manuscripts, xylographs and presswork
until 1501. Ars Moriendi contains only two types of
fleurons. But the fleurons well decorate the pages
and are typeset with the letters so as to enhance
the efficiency of manufacturing and the richness of
the content. Compared to the Appian, published

in the same period, the decoration seems rather
simple and low in density, but the success of Ars.
Moriendi started the new era for typographic
ornaments, enabling the fleuron to survive along
the passage from the woodblock printing through
metal types to the digital printing. [4]

5. The Aldine Leaf of Aldus Manutius
Today, fleurons are found in the dingbat block of
Unicode. This block is formulated based on ITC
Zapf Dingbat series 100, containing the longitudinal
and traverse fleurons and in U+2766(%) and
U+2767(:a). As compared to the ones used by
Alvise Brothers, the present fleurons show simpler
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Complicated fleurons used by Gabriel Giolito in Divina Commedia (1555)
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and clearer leaf shapes. The fleurons were first
used at the printer of Aldus Manutius, often called
“Aldine leaf (leaves)” after his name. Aldus carved
a simplified form with arabesque curves into a
metal type and used the type for the indication of
the start of a new paragraph or the terminator of
an inverted-triangle-shaped paragraph. As seenin
figure b5, at the top of the title page of Herodotus,
printed at Aldus’s printer in 1502, appear a pair of
fleurons typeset at each side of the Roman-letter
title in upper case. The small leaf-shaped metal
type was first called in Italy “piccolo ferri” and
afterwards in France “petits-fers.” The “piccolo
ferri,” which means the small metal piece, started
to be copied and widespread along with the Aldine
classics, not only within Italy but in many European
cities including Basel, Augsburg, Lyon, Antwerp
and Paris.®
Typesetters all over Europe imitated the Adine-
style fleuron, especially those in France, the
country which was battling with Italy and where
the arabesque style came into fashion. Quincuplex
Psalterium by Henri Estienne is one of the early
examples. In Basel, Froben typeset the fleuron
on the tile page of Novum Testamentum. The
form of the fleuron nearly reached completion
as seen in today’s Unicode. [5] In Italy, Antonio
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du grand Gargantua,
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iadis copofee par
L abftra&eur
de quinte
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ce.
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M.D.XXXVII,

Dn les Ben8 a Lpor cPés Fran
cops Jufedenant nofirg
Dame de L onfost,

LB BIS SIS RIS RY

(left) The decorative frame used in Venice (1524) / (right) One used in Lyon (1537)
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Ibid., pp.19-20

Blado used the trefoil fleuron in the first edition of |l
Principe of Machiavelli around 1532, and Laurence
Torrentino from Florence used the longitudinal
fleuron in De Doctrina of Galeotti Martius in 1548.
[6] Then in Italy appeared more fleurons in more
complex shapes from the same origin, as shown

in the diverse versions of fleurons used by Gabriel
Giolito. [7] The intricate-patterned ones declined
subsequently as Lyon introduced another change.*

6. The Ornamental Woodcut Border of

Bernard Salomon
In the early 1500s, the fleuron was used as a
separate type but some examples show it was also
used side by side as borders as seen in figure 8. But
the fleurons simply put in a line lagged far behind
the level of those printed in Appian in terms of
completion and formativeness.

It was around the middle of the 16th century
that the printer of Jean de Tournes developed the
innovation to make hundreds of new compositions
possible according to the arranging patterns of
the fleurons. If there were Geofroy Tory and Claud
Garamond in Paris, there were Bernard Salomon
and Robert Granjon in Lyon. While the theologists
in Sorbonne took control and ruled over the
printing materials in Paris and made it difficult to

\4‘:@ /'( W 1"\
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(left) The arabesque motif from La Fleur de la Science de Portraicture (1530) / (center) Tory’s decoration from Heures de la Vierge (1543) /

(right) Salomon’s decoration from Metamorphoses of Ovid (1557)
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freely investigate humanism of the Renaissance,
printers in Lyon, thanks to the fair distance from
the central government, found it freer and easier
to adopt the Italian arabesque style and develop
it on their own. But to start with, the ornamental
woodcut border of Bernard Salomon, the person
who enabled the great renovation, has to be
explored.

Bernard Salomon was born in 1508 in Lyon.
He was the typesetter who carved almost all of the
woodcut ornaments of Jean de Tournes until the
middle of 16th century. He first practiced in Paris
but came back to Lyon in 1540 when Jean
de Tournes opened a printing house. Salomon
worked for Jean for a lifetime and Salomon’s
daughter married a man called Robert Granjon,
a typographer and a type producet. It was in 1560
when Salomon stopped working and he died
between 1561 and 1562.°

Salomon’s works seem to be influenced by
those of Geofroy Tory, who was already very
famous by the mid-1500s. Tory’s works were
inspired a lot from the arabesque ornaments
of Francesco Pellegrino printed in La Fleur de la
Science de Portraicture (1530), among others.
Metamorphoses of Ovid, one of the representative
works of Salomon, published in 1557, has delicate

! P
ADRINSQ&
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Reueus,& augmentés d'un grand | &Red
nombre de Figures.

PAR IEAN DE TOVRNES
IMPRIM. DV ROY,

[10] &2 30| M|z}st E20| ZHlsH ME0| SSHOZ AF2E ZA|X| T4 (RIZEE 15554 , 1557, 156044)
Cover ornaments for books manufactured by Charlemagne and published by Tournes (from left 1555, 1557, 1560)
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ornamental borders very similar to those of Tory

in Heures de la Vierge, the book manufactured by
Simon de Clines in 1543. The head and tail of Tory’s
once again prove the influence from Pellegriono.®
[9] What is common in three is the little cross
shape at the middle of the adornment.

Through the online search service Gallica of
French national library (BnF), | examined nearly
two hundred books manufactured by Jean de
Tournes and decorated by Salomon. Mainly the
title pages of the books were looked into, and the
aforementioned picture book Metamorphoses of
Ovid was exceptionally examined from the first to
the last page.

The figure 10 show the three types of title
pages with Salomon’s decorations published
by the Tournes’s printing company. The type
of border as seen in figure 10-1 is discovered in
books published between 1554 and 1559. Over
six years, there were thirteen books with the
pattern. The figure 10-2 type is shown in books
published between 1555 and 1560, and there are
twelve books in total containing the ornamental
border. These are only part of the books printed by
Jean, and there are some examples with patterns
of arabesque motifs and some illustrations mixed.
This study will focus only on those with arabesque

Lhumenr aw chant conjointe en temperie
Donne & la chofe origine & naiffance,
i que la terre en ces canfes nowrrie
M,Z animais produifit en effence:

Bl Entre lefquels dume grandenr immenfe
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Y Dont Apolon, dune viwe puiffince
XK g Le ruant morty acquit loX perdurable.

Ay

YRS 915101 5 197}R12) 243 Of2H| AT B F2IS T2, 0| 5 Y

Part of the arabesque decorative borders (woodcut in relief) contained in Metamorphoses of Ovid. For this sole picture book, Salomon
carved 19 different arabesque frames. Ten of them were in relief, and the rest nine of them were engraved in sunken relief like those in

Ratdolt’s Appian.
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patterns. Finally, the style shown in figure 10-2

is not from the gallica (BnF online service) but
from Skinner, a website for ancient art auction.
On gallica, the same pattern was discovered but
only in one book, Paradoxe, published by Jean
de Tournes, Jrin 1588, after the death of Jean de

S =
tel 0|2, Tournes, Sr. The edition of Quadrins Historiques

de la Bible published in 1560 [10-2] seem to be

the posthumous work of Salomon and what was
first used as the ornamental border for the inner
pages of his Metamorphoses of Ovid. Assuming
that the pattern is of such a beauty, after three
years, it must have been used as a representative
decoration of Tournes among other arabesque
motifs. The frame was used in the beginning of
20th century, 350 years after it was first produced,
by Stanley Morison and other typographers who
decided to restore the beauty and sincerity of the
artisan from the Renaissance period. It was placed
on the title page of Typography (1923) published
by Pelican Publisher.

In 1557, the books were published at the
Tournes printing company which shows the
craftsmanship of Salomon: Metamorphoses of
Ovid. The volume contains the front-piece on page
two, the title page, the body on page one hundred
and eighty, and the end-piece. The 185-page copy

[12] J2tEC| Z2{’ (R1%) 15961 A Booke of Secrets MX| &4l / (QE%) 1610 HATO| A 2] AL
Granjon’s Fleuron. (left) the end paper of A Book of Secrets (1596) / (right) an example found in London (1610)
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has the woodcut decorations and illustrations on
every page except the opposite of the title page.
In it, Salomon used 27 kinds of woodcut
ornamental borders in all. Apart from those with
illustration, the 19 arabesque decorations were
created by Salomon himself.

7. Granjon’s Fleuron
While engraving the numerous woodcut frames
that are overall different from each other but
partially similar in pattern in Metamorphoses
of Ovid, Salomon must have thought about the
possibility of novel fleurons typeset with the text
in the body. In as early as the beginning of 16th
century, the smaller sized books were made with
the fleurons forming frames. If only the fleurons
could be made into modules and composed in
diverse ways, they would be used in producing
as high-quality border decorations as made of
woodblocks. So what Salomon and Granjon did
in the end was to make a whole new set of eight
metal-type motifs which could form borders,
headbands, tail-pieces, and floating fleurons
depending on how they were to be composed.’
By then, the printers of Lyon started to introduce
tooled binding in the process of binding the cover,
and it is assumed that the metal fleurons replaced

[13] (&1%) 712t 2| Z2{H0| AL 1567'A2| 71218 At 742 / (REZF) 16092 F0f -2t A 4

(left) Index Characterum (1567) / (right) Douai-Rheims Bible (1609)
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tests for types GConcerning printers’ flowers

Type specimens
@A display of borders and initials

LONDON
Prepared, printed and published by

THE PELICAN PRESS

2 CARMELITE STREET, LONDON, E.C, 1923
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the woodcut ones to be used on the lavish
book covers.?

Judging by the fact that Salomon’s daughter
married him and the completion of the set of
fleurons, Granjon seems to be the first person who
made the fleurons that are able to be composed.
The digitalized fleurons that LTC(Lanston Type
Company) designed and P22 sells now are called
Fleuron Granjon, and also John Ryder called those
fleurons “Granjon’s Fleuron” in his A Suite of
Fleurons (1957). The books also records that the
flower patterns were called “Granjon’s Arabesque’
when Granjon worked in Antwerp for Flantin.
“Granjon’s Fleuron” first appeared in the arabesque
sampler published by Guillaume Silvius in 1554 and
was used on by Silvius since 1572. The patterns
were also used in 1590 in Rome (Granjon himself
was in Rome by then). In short, it was Granjon who
designed the composable fleurons based on the
inspiration he got from his father-in-law.®

8. Fleurons in Index Characterum
Along with Granjon’s fleuron, there was another
type of fleuron created in the same period and
has survived until today. The pattern is included
in Index Characterum published by Plantin in 1567
in Antwerp with the Roman of Claud Garamond
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and the ltalic of Granjon. As shown in Figure 12,
Index Characterum contains the fleurons, some

of which are similar to Granjon’s and some others
of which are new. Assuming that Granjon worked
with Plantin, the similar ones would have been
designed by Granjon himself. But in the different
ones, Jacques Sabon must have been involved.
Sabon was born in Lyon. As a supporter of the
Reformation, he moved to Frankfort like other local
printers including Tournes Jr. When Granjon went
to Rome, Plantin need another person to design his
types and fleurons. Sabon was good enough for
the task.'® Therefore, it were Jacques Sabon and
Robert Granjon who created the fleurons in Index
Characterum. Yet, Sabon was not a typesetter

but a letter manufacturer so it is not certain who
actually engraved those fleurons in the sampler.

9. Disappearance and Restoration
After the fleurons of Granjon and Garamond were
included in Index Characterum, it became a kind
of custom to include ornamental types in type
samplers. All the samplers by Louis Luce, Pierre
Simon Fournier, Giambattista Bodoni, William
Caslon, and John Baskerville contained fleurons
as part of decorative types. However, those
composable fleurons lived relatively shorter than

FLEURON
ANTHOLOGY

Chosen and with a Retrospectus by
FRANCIS MEYNELL
and
HERBERT SIMON

ERNEST BENN LIMITED

UNIVERSITY OF TORONTO PRESS

Respectively using the fleuron of Granjon and Sabon / (left) the cover of ATF Newsletter (1984) printed by Gerald Giampa
(right) Fleuron Anthology (1973) in which the important literature published in The Fleuron
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“Aldine Leaf” and slowly disappeared as Bodoni
followed the samples of Baskerville. Especially after
the invention of lithography in the 19th century
and the integration of printing and binding by
publishers, the decorative types appeared not on
the title page but on the cover of a book. For this
reason, the decorative types were no more printed
in samplers with ordinary types and this tendency
accelerated the extinction of fleurons.

About a century later, fleurons were restored
by Stanley Morison and other British typographers
who felt tired of the lithographic decorations in
the late 19th century. Around 1920, at Lanston
Monotype Company, where Stanley Morison,
Frederic Goudy and Bruce Rogers worked at the
same time, Goudy revived Granjon’s fleuron.
Stanley Morison founded the academy called The
Fleuron in 1923 with Francis Meynell and others,
and their main subjects of study included the
fleuron and classic typography. In the same year,
Pelican Publisher published Typography with the
title page framed by Salomon’s decorative border
and the inside front cover framed by Garamond’s
fleuron. [16] The frames designed by Salomon and
Ratdolt are supplemented at the end of the volume.

), Written in Latin by {GF5:20),

) SirThomasMore
Y and doneinto
English by
Ralph
Robynson

A NEW YORK
“) THE LIMITED EDITIONS CLUB X%

[18] (§1%) 1928'A maf||2] Y =2| Printers Ornaments EX|X| / (2E2%) 1934 HEA 2X AT} CIXIQISH EMA 20{2| Utopia EXIX|
(left) Printers Ornaments published by Ferederic warde (1928) / (right) the title page of Utopia designed by Bruce Rogers (1934)
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10. The Fleuron of Digital Era
Gerald Giampa bought Lanston Monotype
Company in 1983 to acquire Frederic Goudy’s
types and reprinted the types used by Monotype
compositer typesetters in digital types. He founded
the Lanston Type Company, a digital type company,
and managed it from 1988 to 2004 and after his
death in 2009, LTC is taken over by P22. The digital
types he left are on sale until now. Giampa did
bridge the fleurons produced by Granjon and
Sabon onto the digital types and gave the patterns
permanent life. Twenty of seventy types currently
sold by P22 are ornamental, and two of them are
Fleurons Garamont and Fleurons Granjon. [17]

11. Conclusion
The study on classic typography was started
almost at the same time as Bauhaus, but today the
field is not buoyant and less so in South Korea.

It is one small chapter called the Small Renaissance
in the The History of Graphic Design. There was
research going on by Beatrice Warde about
Garamond and ideal italics and handwritings.
These studies were focusing on basics and are
timely not only for those interested in fleurons but
for other typographers. The aim of this study is
not to say “let’s use the good old things in present
times” but to urge to gain diverse perspectives by
looking back to old accomplishments if you want
to make new attempts in your field.

Unlike machines, humans move inefficiently.
Decorations could be an example of this. But we
should ask if it’s really humane to use those “user-
centered” interfaces that makes our necks stiff. As
the manuscript from 12th Century Ireland has the
title page so absolutely and perfectly completed
that any modern title pages look clumsy in
comparison, we are not to ignore those human
behaviors apparently wasteful but to find ways to
use them meaningfully.
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