
At the end of the nineteenth century and in response to increased industrialization 

and mechanization, the Arts and Crafts Movement sought a return to traditional 

craftsmanship and authentic design. The movement began in England, inspired by 

the writings of artist William Morris and critic John Ruskin, and continued to spread 

internationally, reaching the United States by the early twentieth century. American 

designer Gustav Stickley adopted the ideals of the Arts and Crafts Movement in  

the creation of his own Craftsman-style architecture, furniture and decorative arts.  

In the magazine, The Craftsman, as well as numerous other printed books and 

pamphlets, Stickley and his colleagues published designs, plans and decorations  

for the home.Through the publication and dissemination of these literary works, 

followers of the Arts and Crafts Movement advocated for the importance of renewed 

craftsmanship in homebuilding to the larger public. The vision of the Arts and Crafts 

Movement transformed the house from a family dwelling into a haven of simple forms, 

natural motifs and unadulterated materials. In the 2005 exhibition, The House and the 

Book, Midori Green examines the ways in which books and printed texts have presented 

the “house” and “home” as important sites of architectural and decorative innovation.

An Old Fashioned House with the Dining Room 

and Kitchen in One, published in Gustav 

Stickley’s Craftsman Homes (1909)

In the 1909 book Craftsman Homes, Gustav 

Stickley presents a wide range of designs 

for home interiors and exteriors that were 

originally published in The Craftsman. 

Anticipating the varying needs of England’s middle and upper class families, Stickley’s 

designs offered consumers a choice of building materials, floor plans, landscaping 

 and decorative objects. For Stickley and his Art and Crafts colleagues, the home  

was a customizable space, adaptable to the personal tastes and desires of its dwellers

Step on Can with Leg, Roy Lichtenstein, 1961, published 

in Roy Lichtenstein: Drawings and Prints (1969)

While not originally included in Green’s exhibition 

on domestic architecture, this lithograph by Roy 

Lichtenstein represents the way in which pop artists  

of post-war America embraced commodity culture  

and thereby mundane mass-produced domestic 

objects like trashcans and high heels. In this 

stylized close-up of a woman’s heeled foot operating 

a steel foot petal trashcan, Lichtenstein evokes 

the convenient and homogenized character of American suburban life as well as 

the conventions of domesticity and femininity. In the Home and the Book, Green 

speaks to the way in which a home can elicit stereotypes of its inhabitants when 

she writes: “[b]y its simplest definition, a ‘house’ is a structure that provides 

shelter. Accordingly, both a palace and a teepee are houses, but the form and 

appearance of the house often lead us to make assumptions about the identities 

of the occupants based on our own cultural understandings of these forms.” 

In the nineteenth century, theatrical stars began to grace the covers of popular journals, 

captivating public audiences and marking the emergence of celebrity culture in modern 

society. As curator Sarah Sik explains in The Birth of Celebrity Culture (2007), it was 

the stage that made actresses like Sarah Bernhardt objects of national and international 

interest, but it was journals that “catapulted [these] individuals to the realms of both 

gloried and scorned legend.” Bernhardt was expressively depicted as “La Femme-

Torpille” (The Woman-Torpedo) in 1902 in the French journal L’Assiette au Beurre. 

What is of particular interest to Sik is the way in which actresses, like Bernhardt, 

undermined rather than conformed with conventions of gender and race. As Sik 

describes it, it was often the most untraditional or unnatural figures who “became the 

subjects of the most intense public interest.” Figures like Bernhardt played on visibility 

produced by the press and eccentricity celebrated on the stage to destabilize fin-de-

siècle constructions of race and gender. Thereby the theater was a space of negotiation 

where women could wield performances of feminine 

beauty into a political power.

f. von Reznicek, Saharet, published  

in Simplicissimus (1904)

Saharet was an Australian cabaret dancer who 

performed in New York City at the end of the 

nineteenth century. She represents for Sik, one 

of these figures who benefitted from the financial 

independence made possible by a theatrical career,  

but whose provocative performances made them 

fixtures of bourgeois desire and objectification.

Sarah Bernhardt as La Femme Torpille, published  

in L’Assiette au Beurre (October 1902) 

This young woman, at the age of sixteen (she will always 

be sixteen, until her consummation) represents to you, 

ladies and gentleman, “the woman-torpedo.”

 

The Reinhardt Theater, View from the Street, 

published in Joseph Urban’s Theaters (1921) 

“A theater is more than a stage and auditorium. 

It is a place in which to experience a 

heightened sense of life.” So begins Joseph 

Urban’s introduction to his illustrated book  

of theater designs in which he traces the 

theater back to Greece in the 6th century BCE 

and charts its development into the twentieth 

century. For Urban, an Austrian architect,  

the theater was a reflection of modern city life, 

but an exaggerated one.

Exhibitions are the primary means by which the public encounters and relates  

to art, and they constitute the nexus where artists, artworks, art institutions, 

curators and public audiences meet and intersect. The museums that house these 

exhibitions serve to preserve a community’s official cultural memory, but as curator 

Abinadi Meza, in Salon to Supershow from 2004 suggests, catalogs are the primary 

means through which we remember exhibitions. Unlike an exhibition, Meza points 

out, the catalog that documents it can be revisited long after a show is de-installed.  

For him the catalog is a historical document but it is also, “an aesthetic object  

that is temporal, through distribution among pages and archive/preservation,  

and spatial, through images fixed on the page transferred to memory.” In other 

words, the catalog, while it refers to an exhibition, is experienced differently both 

in terms of time and space; it plays out across pages rather than gallery walls  

and is often appreciated in private rather than public space.

Futurist Pamphlets, from the collection 

Esposizioni Futuriste: 1912-1931 (1977)

This selection of Futurist pamphlets contains 

records of exhibitions, articles and works  

of art produced by members of this influential 

early twentieth-century art movement based 

in Florence, Italy. In the famous 1909 Futurist 

Manifesto written by its founder and leader F.T. 

Marinetti, he proclaimed “We want to glorify 

war — the only cure for the world — militarism, 

patriotism, the destructive gesture of the 

anarchists . . . ” The writings and illustrations 

disseminated through these publications sought to galvanize the Italian people  

and promote Futurism’s extreme political and artistic agendas.

Marriage a la Mode, William 

Hogarth, published in The Works 

of William Hogarth (1827) 

Through his serialized cartoons  

and prints, English artist and satirist 

William Hogarth presented biting 

critiques of eighteenth-century,  

upper-class European society.   

In 1743, Hogarth began a six-part 

series entitled Marriage-à-la-mode, 

considering the tragic repercussions  

of marrying for money.  This plate takes place in the parlor of the Earl of 

Squander’s home, a place intended to receive important guests. Hogarth depicts an 

interior space with walls stacked floor to ceiling with a dense array of paintings. 

These paintings served as markers of status and wealth and their arrangement 

offered a prototype for the salon-style museums of early-modern Europe. 
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In Visual Spaces, Literary Places, we celebrate the key findings  
and scholarly insights of past curators, spotlighting the unexpected 
ways in which they converse. Although each focused on a unique 
theme and historical moment, the exhibits are distinguished by  
the ways in which print culture circulated and framed daily ritual  
and experience of a particular time period.

 Through the literature and illustrations in each exhibit, a spatial 
theme surfaces. Architectural and interior designs, for example, 
represent the spatial dimension of home, celebrity culture the theater, 
exhibition catalogues the museum setting, while sacred texts provide  
a sense of place for worship, periodicals define the press, and the 
varying printing methods embody the machine.

 The book itself is a means of transporting viewers to spaces, both 
present and past, both real and imagined. Revisiting past exhibitions, 
the exhibit, Visual Spaces, Literary Places, travels with the book  
to places of its production and circulation, as well as to the spaces  
in which it is used and appreciated.

 On display in the T. R. Anderson Gallery, are the books, journals, 
catalogues, sacred texts, and prints that illuminate the breathtaking 
variation of formats that have been produced over the centuries. 
Quintessential works from past exhibitions and musings from former 
curators are interwoven with fresh insight inspired by new selections 
from the Gorman Rare Art Book Collection, thereby, creating  
a platform for ongoing visual, literary and cultural dialogue.

Since 2003, annual student-curated exhibitions have 
highlighted selections from the Francis V. Gorman 

Rare and Special Art Book Collection. Each has 
showcased the many ways in which print culture, ever 
since its emergence in the fifteenth century, has served 
as an expression of wider cultural, artistic, devotional, 
literary, technological, and political perspectives.

To receive this information in alternative formats please contact  
Deborah K. Ultan Boudewyns at 612-624-6383 or ultan004@umn.edu. 
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For contemporary theorist Benedict Anderson, the wide dissemination of press 

materials, primarily newspapers and magazines, plays a fundamental role in the 

production of national identities over the course of the nineteenth and twentieth 

centuries. These mass-produced texts mobilize images and languages of collective 

belonging to animate nationalist sentiment in millions of people, not only within  

state lines but also across diasporic communities. For Anderson, the nation is made 

legible and imaginable to its community through its representation and circulation  

in print. The decisive role of newspapers, journals and other pedagogical materials  

in the battle between France and Germany for control for Alsace-Lorraine, the region 

that divides the two countries, is a central concern of Laura Wertheim’s 2009 exhibition 

Drawn to the Land. As Wertheim explains, “the question of Alsace-Lorraine was in 

fact first articulated in the Parisian newspaper Le Figaro in the 1890s and as the region 

passed between Germany and France, the press played an increasingly central role in 

reconstituting fragmented national identities.” In the first Gorman show, the Aesthetic 

Revolution, curators Leigh Rothke and Deborah Ultan-Boudewyns highlight the sheer 

number of nationalist journals that circulated in Europe throughout the nineteenth 

century, most prominently Jugend and Simplicissimus in Germany, and La Revue 

Blanche and L’Illustration in France. 

Villagers Gathered for a Meal found  

in Hansi Mon Village: ceux qui n’oublient 

pas (1920) 

The Alsatian author and illustrator know  

as Hansi, wrote and illustrated several 

books on the question of Alsace-Lorraine 

after World War I, including Historie 

d’Alsace and Mon Village, in which he 

satirized and critiqued the Germans.  

Many of Hansi’s book illustrations include images of people reading newspapers, 

thereby alluding to the importance of the press in bolstering national sentiment. 

L’Italia Futurista, June 1916, found in L’Italia Futurista: 

1919-18 (1992)

First published in June of 1916 in Florence, the newspaper, 

L’Italia Futurista, served as a main forum for the Italian 

artists, poets and intellectuals who formed the movement 

that came to be known as the Second Futurism. Carrying 

on the artistic, political and social ideals of the proceeding 

generation, these Futurists revered the speed, violence and 

power provided by the advancements of modern technology. 

Advocating for radical progress and militant change, 

the Futurists were fervent nationalists, supporting the collapse of parliamentary 

democracy and eventual rise of Fascism in Italy. Through the publication of writings 

and illustrations produced by the movement’s founders and followers, L’Italia Futurista 

reinforced the extreme, Futurist conception of the modern nation.

In 1936, German cultural critic Walter Benjamin famously announced that mechanical 

reproduction had forever changed the meaning and function of art. He argued that in 

the wake of industrialization of the nineteenth century the art object could no longer 

retain its uniqueness, and thereby its elitism. Benjamin was cautiously optimistic 

that technologies like photography and lithography, which allowed art objects to be 

reproduced and widely disseminated, would make notions like genius and creativity 

obsolete and would thereby mobilize a greater public. Peter Gaustad revisits the 

questions that motivated Benjamin’s essay in his 2006 exhibition Graphic Images 

Through the Centuries. Gaustad examines a wide range of mechanical techniques 

from relief and intaglio printing to lithography and photography, emphasizing 

the way in which these mediums democratized art making and viewing. 

Love Mortifying, Kitagawa Utamarow, published  

in Selected Masterpieces of Ukiyo-e Prints (1956) 

The Ukiyo-e, a genre of Japanese woodblock 

prints that are produced on a single sheet, were 

developed in Edo in the late seventeenth century 

and revolutionized the aesthetics of Europe in the 

nineteenth century. With the arrival of Commodore 

Perry to Japan in 1854 and the lifting of an embargo 

on trade and cultural exchange, European artists and 

designers gained more access to the Japanese tradition of printmaking. Reproduced 

in European journals and magazines, Ukiyo-e prints inspired avant-garde artists 

including Vincent van Gogh, Toulouse Lautrec and James Abbott McNeill Whistler. 

Five Coke Bottles, Andy Warhol, 1962, published  

in Rainer Crone’s Andy Warhol (1970) 

One of the most iconic images of post-war America,  

Andy Warhol’s Five Coke Bottles is hardly distinguishable 

from common advertisements. Warhol is well known  

for his ambivalent recreations of consumer culture  

and his use of modern printing technologies, primarily 

screen-printing. The five identical coke bottles neatly placed in a row make reference 

to both the machine assembly line as well as the shelves at the local supermarket. 

Camera advertisement, published in Simplicissimus 

(1904) 

In 1839, the French Academy of Sciences announced  

the discovery of the daguerreotype process, named  

as such after its inventor Louis Daguerre. This metal-plate 

photographic process was initially costly and cumbersome, 

but over the course of the second half of the nineteenth 

century technological innovations simplified the process. 

In the late nineteenth and early twentieth centuries, 

photographic apparatuses, such as this one, advertised 

for sale in Simplicissimus in 1904, became more readily available. This advertisement 

is indicative of the growing availability of mass-produced goods in that it emphasizes 

both the accessibility of prices and the option of making small partial payments.

Printed in the 1450s, the Gutenberg Bible was the first significant book produced using 

a movable type printing press, initiating the age of the printed book. The Gutenberg 

Bible had a profound influence on the development of the book and, more specifically, 

the history of religious and spiritual texts. The Haggadah, a compilation of prayers, 

stories and songs to be recited during the Passover seder or meal, dates back to the first 

centuries of the common era and is one of Judaism’s most fundamental texts. With the 

expansion of printing technologies that began with the Gutenberg Bible, the concept  

of the Haggadah was transformed from a conservative collection of religious prayers  

to a beautiful work of book art. The modern printing press allowed for the incorporation 

of decorative design, the use of innovative typology and the inclusion of evocative 

illustrations. Because of these developments, the Haggadah offers a deeper, more 

sentient reading of the Passover story and its significance to Judaism. 

Rabbi and Students featured in Haggadah Shel  

Pesach (1956)

In the Haggadah Shel Pesach from 1956, the events and 
figures from the biblical story of Exodus are brought to life. 
In the 2010 exhibition Ritual and Reading, Emily Sienkiewicz 
remarks on the powerful connection between religious text 
and image. She notes, “Through the incorporation of visual 

imagery into the medium of the book, the acts of reading and religious consideration  
are elevated . . .Within the illustrated book, text and artistic representation are united  
as religious and creative expression are seamlessly intertwined.”

Court of Gayumars by Sultan Mohammed featured  

in The Houghton Shāhnāmé, (1981) 

Written around 1000 CE by great poet Ferdowsi, the Shāhnāmé, 
translated as The Book of Kings, is an epic poem presenting  
the history of the Persian civilization. The most revered version  
of the Shāhnāmé, commissioned by Shah Tahmasp in 1522, 
includes lavish miniature paintings depicting the grandeur  

of Persian historical, cultural and religious traditions. Michael Wong’s 2008 exhibition, 
Paradise & Purgatory, considers how visual imagery conveys the persuasive powers of 
faith. For Wong, “Historical documents [such as the Persian Shāhnāmé] represent  
the contributions visual language can have on culture and spirituality in ways that  
are mysterious, terrifying and awe-inspiring.”

Altar Piece published in John Burnley Waring’s The Masterpieces of 

Industrial Art and Sculpture at the International Exhibition (1862) 

This color print of a wrought iron altarpiece is featured in John 
Burnley Waring’s The Masterpieces of Sculpture at the International 
Exhibition not for its devotional importance but rather for its 
artistic and technical significance. Waring, the superintendant  
of the architecture gallery at the International Exhibition held  
at South Kensington, published a collection of color plates 

of the most important decorative objects on view at the exhibition. This 1862 
exhibition attempted to emulate and surpass the first World’s Fair in 1851, which 
had spectacularized emerging modern consumer culture. In this context, this 
depiction of a Catholic altarpiece devoted to the Virgin Mary becomes more a 
testament to the splendors of industrialization than to the splendors of the church.
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