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ABSTRACT

MARK TWAIN AND HIS ILLUSTRATORS: 1867 TO 1889

by

Beverly R. David

Mark Twain entered the subscription publishing business in 1867.
From the publication of his first complete book, Innocents Abroad,
until his descent into bankruptcy after publishing A Connecticut Yan-
kee, Mark Twain's writings and the profusely~illustrated subscription
book were inseparable entities. The subscription book's style require-

| ments, especially design and illustration, had a great impact therefore
on Mark Twain's writing and his success as an author.

This study attempts to investigate the multi-faceted and myster-
ious relationship between the visual and verbal arts and uses as re-
source Mark Twain's major publications in the subscription market from
1867 to 1889. The study follows chronologically the author's educa-
tion in book illustration. At first, Mark Twain merely appreciated the
art of fine design when it appeared in his books. He soon was initia-
ted, however, into the many ways illustration functioned in the total
concept of a volume. By the later years he thoroughly understood the
art of design and illustration and how these could be employed and
manipulated by author, illustrator, and publisher in the production of
a successful and saleable book.

The physical properties of Mark Twain's first book, The Celebrat-

ed Jumping Frog, gave him pleasure and promoted interest in the format
of his work in book form. Innocents Abroad, however, involved him

personally, almost despite himself, in the production of prints for
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Beverly R. David
his book. The illustrators made use of his personal photographs and
information about the people and places included in the "Quaker City"
sea voyage. Because Innocents Abroad was financially successful it
served thereafter as a model for many of Mark Twain's later subscrip-
tion books.

With the printing of his next book, Roughing It, Mark Twain and
his co-workers came close to failure. The author foolishly allowed
control of all but the text to fall into the hands of subordinates who
were at times incompetent and more often uninterested. The completed
volume was a patch-work creation in both text and illustrative design.
It failed to sell in the marketplace the way Innocents Abroad had.

Next, in The Gilded Age, Mark Twain experimented with innovative
practices in two areas with some success. The concept of The Gilded
Age, a book written by two eminent authors and a novel rather than
the usual travel or history book, broke the familiar restrictions of
the subscription publishing market. The book's illustrating ideas
also showed innovation by making use of satirical political cartoons
to interpret and decorate the text. These new trends set the guide-
lines for the publishing of some of Mark Twain's later books.

Two years later with The Adventures of Tom Sawyer, Mark Twain in-
volved himself in a production nightmare and a commercial disaster.
Tom Sawyer was again a novel, still not the most saleable item on the
subscription books listings. Moreover, Mark Twain misunderstood or
deliberately inteferred with the routine procedures involving the il-
lustrating process. He unfortunately made a last minute decision to
change the size of the prints in the book. This caused a publishing

delay that allowed a Canadian edition to precede the American
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Beverly R. David
edition's publication. With the American market flooded with the cheap-

er imported editions, Tom Sawyer's sales and the author's profits were
small.

Having learned this costly lession, Mark Twain penitently returned
to the tried and true formula of the subscription book: a travel narra-
tive with voluminous text and prolific illustration. With the printing
of A Tramp Abroad Mark Twain and his publishers added and even multi-
plied the sure-fire elements of the well-designed subscription book.

The text ran to over six hundred pages and there were three hundred and
twenty-eight drawings. The exapnded formula brought handsome profits,
almost equal to those of the prototype, Innocents Abroad.

Despite this commercial success, Mark Twain found himself in the
midst of an increasingly difficult personal struggle between the quan-
tity and success of his work and the quality and artistic merit of his
efforts. This conflict attained full force when Mark Twain changed
publishers and began the production of The Prince and the Pauper. For
this book, quality was the foremost guideline. A "deluxe" format and
an unusual historical narrative produced predictable results for The
Prince: superb reviews from the critics but poor sales in the market-~
place. Mark Twain did not again allow his personal conflict between
quality and quantity to interfer with his writing until his issuing
of Joan of Arc many years leter.

By 1883, Mark Twain had taken over control of his own publishing
company and with it control of all the manufacturing problems of his
newest book, The Adventures of Huckleberry Finn. The book was success~
fully designed according to subscription standards but it was only
marginally profitable. Ultimately, however, this book proved to sig-

nal the pinnacle of Mark Twain's literary genius and established him
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Beverly R. David

as America's foremost writer for centuries to come. And E.W. Kemble's
Huck Finn with his "Irish grin" became the visible symbol of nineteenth
century American literature.

Mark Twain's anger with a corrupt society produced A Comnecticut
Yankee. Though originally the book's illustrations were meant to
soften Mark Twain's harsh treatment of controversial issues, the origi-
nal plan misfired. Mark Twain's explosive text was coupled with the
drawings of an over-zealous and politically motivated illustrator,
Daniel Carter Beard. As a result the book became a visual and verbal
diatribe against the times rather tham a volume that could gain lite-
rary merit.

Mark Twain learned his greatest lessons as writer-editor-publish-
er during his tumultuous twenty-seven years in the subscription publish-
ing world. Unfortunately, financial failure brought an end to his
ability to completely control the design of his books. Though he
would live, lecture, and write for another twenty years, he would
never again personally fight the battles or reap the rewards of a
subscription book with the title page flaunting the idea:

"FULLY ILLUSTRATED BY EMINENT ARTISTS: SOLD BY SUBSCRIPTION ONLY."
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Introduction
The large public who read your books have become
accustomed to seeing them characteristically illu-
strated. A book with Mark Twain's name attached to
it, without illustrations, would be a disappointment
and materially injure its sale. 1

Late nineteenth century literature was filled with illustration.
The "illustrated edition was the rule, not the exception. Advances in
technology allowed wood cuts to be machine processed rather than hand
printed, inexpensive reproduct on steel engravings made possible fine
designs at low prices, and the invention of fast and economical photo-
engraving expanded the use of illustration to an unlimited audience.
With all these innovations, the average American reader demanded and
received pictures with his print material.

Nowhere was this more evident than in the emerging and lucrative
world of subscription publication. The typical subscription volume was
six hundred pages with two or three hundred wood cuts or steel engrav-
ings distributed throughout the text. There was always a choice of ele-
gant bindings with decorative cover designs, an elaborate frontispiece,
fifteen to twenty full-page prints and various sizes of inserted cuts.
Each chapter started with an ornate initial letter and ended with a
detailed tailpiece. Though the quality of the art was not always the
best, "everything [was] filled with type or pictures."z

This was the publishing business that Mark Twain entered in 1867.
From the publication of his first complete book, Innocents Abroad,

until his descent into bankruptcy after publishing A Connecticut Yan-

kee, Mark Twain and the profusely-illustrated subscription book were
inseparable. The subscription book's requirements in style, design,
and illustration therefore had a great impact on Mark Twain's writing

and his success as an author.
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2

Few scholars have probed the relationship between illustration
and text, even fewer have studied the influence of illustration on an
author's work. The major pioneers in this area have been scholars in
children's literature, who have studied the inter-relation of these
separate arts for years. They have realized, perhaps more astutely
than the students and scholar of adult literature, that pictures funda-
mentally influence the text read by young minds yet does this visual
literacy stop when a reader reaches maturity?

The shrewd subscription publishers, in their greed and wisdom,
understood the power of pictures. They knew that the graphic arts
could either promote a best seller or consign a book to storage in the
publisher's warehouse. Sales often depended on illustrationms: who
made them, how well they were processed, and how many were included in
a book. A well-known illustrator often could sell as many copies of a
new edition as a well-known author.

This study attempts to investigate that multi-faceted and myster-
ious relationship between the visual and the verbal arts. It focuses on
Mark Twain's major publications in the subscription market from 1867
to 1889, following chronologically Mark Twain's education in illustra-
tion. At first he was an author who merely appreciated the art of fine
design, he was then initiated into how illustration functions, and
finally came to understand how illustration could be employed by
author, illustrator, and publisher in the production of successful works.

A study of this kind depends fundamentally on primary source
material. The essential components necessary are the correspondence
between Mark Twain, his illustrators and editors, the author's first

editions, and the major reviews of Mark Twain's books. From these
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3

primary sources emerge: information on the association between author

and illustrator, the abilities and attitudes of the artist to the
writer's work, the practices and pressures of the subscription publish-
ing industry, the effects of the combination of pictures and prose, and
the reactions of nineteenth century readers and reviewers to the
author's first editions. From this material can be pieced together a
history of the design of Mark Twain's books during his subscription

publishing career.
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Innocents Abroad

In 1867 Mark Twain was an innocent abroad in the publishing busi-
ness. He had been a journeyman typesetter, an amateur illustrator, a
part-time editor, a traveling journalist, and a recognized short story
writer., He had even published a book. Yet he had never experienced
the logistics of production, the assembling of all the pieces of a
book to make the product ready for the marketplace. In December of
that year his schooling in the publishing business began under the
tutelage of a master, Elisha Bliss, editor of the American Publishing
Company. The lessons learned from Bliss, as much salesman as publish-
er, influenced both Mark Twain's writing career and his personal life,

Mark Twain's only previous experience with book publication had
been with his first volume of short stories, The Celebrated Jumping
Frog. The Frog story had first appeared in New York's Saturday Press
under the title "Jim Smiley and his Jumping Frog." Two years later
Clemens persuaded his friend, San Francisco editor Charles Henry Webb,
to produce this story and several others in book form. Webb "selected
the contents, read proof, designed the book,"1 and evidently even re-
titled the original Smiley sketch. Clemens wrote his approval of
Webb's work in a self-promotional column for the Alta California:

Webb . . . has fixed up a volume of my sketches . .

He has gotten it up in elegant style, and has done
everything to suit his taste, which is excellent. I
have made no suggestions. He calls it 'The Celebrated
Jumping Frog, and Other Sketches, by "Mark Twain,"
edited by C.H. Webb.' Its price is $1.50 a copy. It
will have a truly gorgeous gold frog on the back of it,
and that frog alone will be worth the money. I don't
know but what it would be well to publish the frog and

leave the book out.

Only one other time would Clemens give more credit to a book's design
4
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5

than its content. That would be in 1889 when he praised Dan Beard's
illustrations for A Connecticut Yankee.

Clemens' remarks in the Alta California were probably based upon a
communication from Webb rather than an inspection of the book itself.
The "gorgeous" design he wrote of appeared nmot on the back but "on the
front . . . a gold-stamped frog . . . usually placed at the lower left
hand corner in a diagonal position with the head pointing up."3 On the

back “"the frog decoration is blind-stamped."l'

Exact drusing of the froe from the cover
i the fiest edition of Mark Twain's
Celebratud umping broe (eoser titler 1367

Figure 1

Clemens' delight over the frog, an emblem that would become a
Mark Twain trademark, was replaced with frustration when he finally had
the book itself in his hands. "The book is full of errors of grammar
and deadly inconsistencies of spelling in the Frog sketch, because I
was away and did not read pronf."5

This indifference towards production matters, followed by a sense of
guilt and recrimination after the product was completed, set a pattern
that would reoccur throughout Mark Twain's writing career. For

years he would find it difficult to select a title. The choice of
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6
cover, title page, and illustrations was often left to an editor's or

artist's discretion. Proofreading was usually delegated to acquain-—

tances or subordinates. Despite his own shortcomings in the mechanics

of production, Clemens never hesitated to express his anger towards

others when carelessness and poor quality marred the final design of

his books. He knew an attractive book meant better sales. And, even

though The Celebrated Jumping Frog had made him no richer, he would

make sure he remedied that problem if he ever published a book again.
After the Webb publication, Clemens put the idea of writing books

for fame and profit out of his mind. He returned to his job of roving

journalist. In December, however, Elisha Bliss tempted him to publish

a book again.

We are desirous of obtaining from you a work of some
kind, perhaps compiled from your letters . . . If
you have any thought of writing a book, or could be
induced to do so, we would be pleased to see you.

Mark Twain lost no time in responding to Bliss's offer. He sug-

gested that a volume could easily be assembled of his Quaker City excur-~

sion letters that had been running in the Alta California. Naively,

he also asked:

If you think that such a book would suit your purpose,
please drop me a line specifying the size and general
style of the volume; when matter aught (sic) to be
ready; whether it should have any pictures in it or

not?

7

Clemens also added a significant financial question: "and what amount

of money . . . might [I] possibly make out of it? The latter clause

« « . has a degree of importance for me which is almost beyond my com-

prehension. n8

Clemens was, obviously, unaware of the nature of the subscription

publishing business. He had no conception of how format influenced
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finance in the subscription marketplace. The attributes necessary

for selling a subscription book were simple:

People in those days would not pay for blank paper
and wide margins. They wanted everything filled
with type and pictures. Part of the subscription
book's appeal was bulk. . . . One way to expand a
book was to saturate it with illustrations, usually
woodcuts that looked as if they had been engraved
with a tablespoon. Cheap engravings meant a big
savings in production costs.

The Quaker City letters were perfect material for a subscription

book. The major publications of Bliss's American Publishing Company

included histories, biographies, and travel books. Clemens' travels

ideally fitted subscription merchandizing. They would, however, have

to be carefully tailored in size and design to fit the criteria of the

trade.
Though pernicious as any man in the publishing line and a master

at cutting corners in publication, Elisha Bliss offered Mark Twain a

choice of two unusually handsome contracts: a flat $10,000 or a 5%

royalty on profits after production. Clemens conferred with another

of Bliss's writers, A.D. Richardson, on the vagaries of the subscrip-

tion market. He was persuaded by Richardson that there were favorable

financial gains from such publication. Clemens, therefore, accepted

the royalty contract. At the same time he sent Bliss a statement of

commitment. Clemens would

furnish the American Publishing Company, through you
[Bliss] with Mss sufficient for a volume of 500 to
600 pages, the subject to be the trip of the Quaker
City . . . to be ready about the first of August

.+ . I [Clemens] to give all the usual and neces-
sary attention in preparing said Mss for the press,
and in preparation of illustrations, [and] in cor-

rection of proofs. 10
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8

Mark Twain had committed himself to a number of production demands
that he had never met before: the writing of a massive and cohesive
manuscript, attending to matters of illustration, and the complicated
chore of correcting proof for an illustrated text.

Bliss, evidently, did not take Clemens' commitment statement too
seriously. When the official contract was signed on October 16, 1868,
the provisions carried only obscure references to author responsibility
in practical publishing matters:

And the said book company agrees to publish said

manuscript bringing it out in Book form with illu-

strations. . . . The said Clemens is to give all

necessary time and attention to the reading of

proofs and correcting them, if necessary, and to all

other matters connected with the bringing out of the

Book, usually done by authors. 11

Unfortunately, even with these vague commitments, both Mark Twain
and Elisha Bliss had difficulty meeting the terms of the contract.

Mark Twain ran into complications in completing the mammoth 600 page
manuscript. Elisha Bliss came close to default when he encountered
trouble with his board of directors. The board tried to cancel the
contract because they thought the book too humorous to sell successfully
in a subscription market.

It was the illustrators, however, who caused the most trouble and
produced the most lengthy delays in publication. In early autumn of
1868, Mark wrote Mrs. Fairbanks of his frustrations:

It [the book] cannot be illustrated profusely
enough to get it out in December, and therefore we
shall make a spring book of it and issue it the
first of March. The publishers are ready to snatch
it out at once, with the usual full page engravings,

but they [Bliss and artists] prefer to have pictures
sandwiched in with the text & [I] do too. 12
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9
The decision to have the book "profusely" illustrated and have cuts
inserted into the text would, unfortunately, postpone even a spring
publication.

Interestingly, Mark Twain involved himself in the preparation of
illustration for his book almost by accident. Early in his correspon-
dence with Bliss he told the publisher that both he and Moses Beach,
editor of the New York Sun and companion on the Quaker City voyage,
had taken photographs of their fellow passengers and had purchased
tourist cards in each of the visited ports. Clemens suggested that
the illustrators copy these photos and cards for their drawings. As
an added feature, then, the book would contain pictures of real people
and the exact locations Clemens described in the book.

Bliss responded enthusiastically to the idea. It would save time
in selecting subjects for illustration, insure a sizable number of in-
teresting and relevant drawings, and be a factor that could be exploited
in sales promotion.

Early in February, 1868, Bliss wrote to Clemens that the illustra-
tions were well under way. He said he had planned for over two hundred
drawings and by his latest estimate, the artists had already completed
one hundred and fifty. In truth there were nowhere near that number
finished, (Bliss had a nasty habit of exaggerating progress on books
in production.) It would, in fact, be well over a year before all two
hundred and thirty-four drawings were completed.

Bliss followed quite closely his normal routine regarding illustra-
tion. He had put the matter in the hands of

Faye (sic) and Cox, illustrators, with an order for

about two hundred and fifty pictures. Fay and Cox
turned it over to True Williams, one of the
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10

well-known illustrators of that day. Williams was

a man of great talent--of fine imagination and

spirit--but it was necessary to lock him in a

room when industry was required, with nothing more

exciting than cold water as a beverage. 13

True Williams' affinity for alcohol was only one of the problems

frustrating the illustration of Innocents. He was a free-lance artist,
working sporadically for Fay and Cox and other engraving firms, usually
trying to handle two or three jobs at the same time. '"He was not a
first-rate draughtsman . . . [though] he was . . . responsible for most
of the drawings [in Innocents], although his initials appear on
only 4."14
At least two other artists formed the team that worked on Inno-
cents, a man named Evans, about whom nothing is known, and a New York
artist named Shurtleff. Evans drew "two of the illustrations signed

"Evans'."1® R.M. Shurtleff contributed "3 of the illustrations .

signed R.S, and 1 . . . signed 'Shu):l:leff.'"]'6 Shurtleff's drawings
for Innocents were routine location cuts, mostly views of ruined Gre-
cian columns. He would, however, produce many and more interesting
dravings for Clemens' Roughing It.

To Bliss's credit he allowed an important addition to the normal
illustrating routine. He sent Williams and the other artists to
New York to work on the drawings. They stayed at Moses Beach's home
vhere "Beach was a great help in making houseroom for the artists
vhile they sketched from his foreign pictures.”]‘7 The artists were so
pleased with the results of their New York adventure that they insisted
on placing a drawing of Beach in the book.

In spite of Beach's hospitality there was a second publishing de-

lay. Hope of a spring issue was finally abandoned. Again, the
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11
problem
involved the illustrations. . . . On March 13 he
[Clemens] had seen proofs of only 80 of the 234
illustrations. In April and May he commented
again on the illustrations. 18
Bliss, so expansive in February, now refused to commit himself on the
progress of Clemens' book. He was involved with the canvassing of
other books published by the company and wanted to put off a confron-
tation with Clemens on a publishing date. He tried to divert the
author's attention by boasting that the illustrations were costing
over $7000.

If Bliss's figures were accurate, which is doubtful since he
always padded the books, he had commissioned possibly the best but also
the slowest team of artists available. By late spring three-quarters
of the drawings were still unfinished. Proofreading had to begin with-
out them.

In April and May some galleys of Innocents were sent to Clemens
for proofing. He complained in exasperation that it was impossible to
do justice to the job since many of the illustrations were still not
included. He was diverted from his anger, however, as he was visiting
the lovely Livy Langdon on an extended stay in Elmira. He alleviated
some of the drudgery of proofreading by sharing the task with her.
Livy's help would also cause some problems.

Unusual difficulties plagued Clemens' correction of the galleys.
With many of the pictures absent from the sheets he was reading, he
had no opportunity to check coordination between text and illustration.
Also, last minute revisions in the text had left a few drawings set

into the letterpress that would be irrelevant since the stories were




Jisted, Tn addition
fms pushed more and
lis, The author assus
i e book,

fi2 of Clesens' co
i be found blank sp

gir, Nany of these

bed by Clemens i
Ll wre than pray t
o the correct space

For example, in ¢

et page 129

The second PI

lawng Tenarked, "Ngg

Likenegs,

Tere s also a

%) vorking with

A

" the Queeg of

o of Russia ang

T hep 10 the (
Prudenge had oy

S Later, the |

il

Correctl

tification P

er identitv

e f1lygy,,

“Mtatgrg for o,



12
eliminated. In addition, as the final publishing deadline neared,
Clemens pushed more and more of the major illustrating decisions onto
Bliss. The author assumed little responsibility for the final design
of the book.

One of Clemens' constant proofreading problems was the fact that
often he found blank spaces on the pages where cuts were supposed to
appear. Many of these uncompleted drawings were to depict real people
described by Clemens in the text. Without pictures Clemens could do
little more than pray that the right drawing would eventually fall
into the correct space. In some instances, prayer did little good.

For example, in the first printing of Innocents, a blank space
remained on page 129 where a portrait of Napoleon III was supposed to
appear. The second printing run carried the picture but a puzzled
qul9

Clemens remarked, "Napoleon, I think Apparently, the portrait was

a poor likeness.

There was also a problem with the Queen of Greece. A frustrated
Clemens, working with separate packets of drawings and text, told Bliss
to "Jam the Queen of Greece in anywhere. She is the daughter of the
Emperor of Russia and can stand it." When his temper cooled he added,
"No--put her in the Grecian chapter--that will be better."20

Prudence had won over vexation. A fortunate thing for, as Clemens
admitted later, the drawing was "a poor picture of the Queen of
Greece."21 Correctly placing her in the Greek chapter at least solved
one identification problem for the reader.

Other identity confusions turned up when Bliss tried to correct
some of the illustrated proof. Many of the photographs used by the

illustrators for their portraits were from Clemens' extensive




ol collection. 1
ety be had hande
s, s the artists
s b the tricky
e Clesens described
sy Cloens Laughl
Tsuppose I p

the pictures.

ply bought hi

his father an

if you have 2

don't waste ;

of how the T
Urient"—~or

Uisha Bliss, tho

St to vaste an

9t declineq Cle

et "Eastern Moay

e dn the pogk,

Stailay Problems

bed Location

% Question fron B13

1t 34 with 4

You vy f3
You coge t
Comes {q ¢
A:mpalis,
ton of ¢

8 litt]e help
 3ing illustrati

“li,




13

personal collection. In many cases only he knew the identities.
Apparently, he had handed over great batches of photos without mark-
ings. When the artists finished their copying job, Bliss or other
editors had the tricky task of placing the right picture on the page
where Clemens described the person. In one instance, Bliss asked for
help and Clemens laughlingly solved the riddle:

I suppose I put Ab (Abdel Kader) in by mistake among

the pictures. I don't mention him anywhere. I sim-

ply bought his photograph in Constantinople because

his father and mine were about of an age. . . . But

if you have a picture of the old Alligator made,

don't waste it-—put it in and call it "Specimen

of how the Innocents usually appeared, in the

Orient'"--or something, no matter what. 22

Elisha Bliss, though he stressed accuracy, also agreed it would be
imprudent to waste an already engraved cut. He included the portrait
of Ab but declined Clemens' humorous caption. The cut was simply
labeled "Eastern Monarch" and no text was supplied to explain his pre-
sence in the book.
Similar problems plagued author and editor in placing sketches

of described locations in the correct pages of the book. Replying to
one question from Bliss on where to insert a particular picture, Clemens
supplied Bliss with a geography lesson:

You will find Scylla and Charybdis mentioned before

you come to Athens--perhaps the cut you speak of

comes in there. (If it is a picture of the

Acropolis, though, put it along with the descrip-

tion of the Acropolis in the chapter on Greece.) 23
That was little help to Bliss. In the chapter on Ancient Greece there

were nine illustrations, seven of them containing views of the

Acropolis.
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There was still another problem: the location sketches in
Innocents constantly stretch visual probabilities. They often extended
reality beyond normal limits. For instance, when the Quaker City was
anchored in Piraeus harbor, a full five or six miles from Athens, the
accompanying drawing showed a remarkably accurate close up of the

famous Grecian hilltop.

Figure 2

No passenger aboard the ship could possibly have had this view.

Other cuts in this chapter were also pictures—-sketches of the
Acropolis. The famous hill even appeared over the shoulders of the
voyagers when they had jumped ship and gome on their grape-stealing
adventure, despite the assertion in the text that the raiders "could not

24
see the Acropolis nor the high hill either."
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Figure 3. HO!

Nevertheless, there was the ever present view.

Rather than censor these improbable scenes, Bliss probably en-
couraged the illustrators to take visual license. There were logical
reasons to do so. Satisfying the reader's appetite was more important
than accuracy. Since subscription book buyers used their volumes as
surrogate travel brochures, the engravings provided visual reinforce-
ment for their imaginary adventures. They wanted literally to see the
legendary sights that they read about. Full page prints had no text
on the back, for the publisher understood that they would be used to
decorate the walls of the readers' homes. Attractive scenes, well
engraved, were a vital part of the subscription package. No book could
have too many. Inaccuracy was a minor flaw.

Not all of the problems of illustrating Innocents came from poorly

drawn portraits or improbable views. Confusion also grew out of Clemens!

peculiar habit of cutting and censoring material even after it had been

set in galleyproof. There are two interesting examples.
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16
Bliss, busy in Hartford determining which sections of the text
should be illustrated, read with interest Clemens' counting of the
echoes in the Plaza Simonetti:
We could not say one, two, three, fast enough but we
could dot our notebooks with our pencil points almost
rapidly enough to take down a sort of shorthand report
of the result. My page revealed the following account. 25
Bliss wondered, did Clemens still have the notebook? If so, a reproduc-
tion of this particular page would be a perfect illustration. Clemens
assured Bliss that his notebook indeed existed and had the page with
the pencil dots. He sent the book to Bliss with a note: "Your idea
26
about the 'Echo' diagram is correct--glad it is to be engraved."

Bliss gave the notebook to an artist who faithfully drew what he

saw: the pencilled page and the facing page.

Figure 4. FIFTY-TWO DISTINCT REPETITIONS

Bliss's artist incorrectly included the handwritten observation Clemens
" The artist had

) 27
"copied Clemens' handwriting with remarkable fidelity."

had noted in his book about a "Picture by Titian.

But these

Clemens' notes had nothing to do with the sequence of the echoes in the

Plaza Simonetti. These were other notes Clemens' had written while

touring a Cathedral in Milan. He had used the incident of the Cathedral

visit in one of his Alta California articles, specifically, letter

number eight.
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Indications are that this letter was originally to be part of the
Innocents text. While Clemens was reading the galleys, however, he
decided the Milan chapter ran too long. Clemens logically struck the
final portion of the chapter, the section where the priest-tour director
described the Titian canvas that was painted in the dark. With the
striking of this section, Clemens' note about the painting copied in the
illustration lost all meaning.

Clemens may never have seen the drawing in proof. Or, he may have
seen it and neglected to strike it at the same time he deleted the text.
A third possibility also seems plausible. An ever prudent Bliss may
have kept the already drawn and inserted cut in, rather than spend both
time and money preparing a new plate. Bliss was never one to throw
away usable material.

Another example of an illustration that was included in the text
though there was no related story appeared at the end of the Mount
Tabor chapter. A lovely cut, inserted on page 524 of the first editionm,

looked like an innocent tailpiece.

Figure 5
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In reality, this picture tells quite a story.
The two maidens are shown

in a task that, strangely enough, receives not the
slightest mention anywhere in the text of the book.
Instead, their unexplained task is minutely describ-
ed in the first paragraph of the text of "Home of
the Prodigal Son," omitted from Innocents. . . .
Obviously, the publisher of Innocents would not have
gone to the expense of making the cut of the two
women, unless he had fully expected that the text,
relating to the cut, would appear on the same page
in the customary manner. The artist made the draw-
ing to accompany the tale of "Home of the Prodigal
Son," but in between the time when the cut was made
and the time the book went to press, something
happened. 28

What happened can be easily explained. Initially, both Mark Twain
and Elisha Bliss had intended to include the "Prodigal Son" chapter in
the book. True Williams drew the cut for the section as ordered. It
was inserted as a tailpiece for the story. Unlike the Titian sectionm,
however, the Prodigal Son was not cut because of length.

During a proofreading session at Elmira the genteel eyes of Livy
Langdon read the exact description of the women's work: "Everyday you
see the young ladies of Palestine revelling in masses of the refuse of
animals with their gentle hands and putting the treasure in baskets to
be dried and used for fuel."?? The handling of manure was too vulgar
for Livy. The description of the women's work was omitted from the book.

"
The caption for the drawing, hidden away in the "List of Illustrations,
remained as the only clue to what the women were handling in the pic-
ture: "Tailpiece, Gathering Fuel." The dainty and innocuous cut pro=
vided the necessary filler for an almost empty page.

Mark Twain was as satisfied with the drawings for his book as he

" i 11
had been with Webb's design of the "gorgeous gold frog." "I think all
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H 3
the engravings are handsome and attractive.'" 0

Clemens' judgment, on
the whole, was fair. The drawings were humorous without being gro-
tesque. Though not always well printed they were far superior to most
subscription editions. And Clemens' idea of the illustrators working
from original photographs added a note of authenticity perfectly suited
to a travel book.
The humorous drawings for the Old Masters chapter especially de-

lighted the author:

I think St. Mark and the others "by the Old Masters"

are the very funniest pictures I ever saw. I cut

them out of the proof to send to Mrs. Fairbanks of

Cleveland who always pleaded that the 0ld Masters

might be spared blackguarding. 31
Clemens had good reason to be pleased. The drawings matched detail for
detail the descriptions in the text:

They dress alike in coarse monkish robes and sandals,

they are all bald-headed, they stand in about the same

attitude, and without exception they are gazing
heavenward. 32

\

Il

Figure 6. THE OLD MASTERS &t {sksuws. nv i oin wasiies




feiilliss' saints |
utly matched the ton
i s lion led by a
wiis quill; a tranqu
Hstia, stamch des
‘ebsignated" monk, 2
a4l the religious
wrenee that Clemens |
fites, When Clemey
uli't help coment:
#atitop good fea

Uleaens dig rese

1y chided Blis
e origina) ap |

T id "oopy
like the g
haven't a
it looked

In 3 fregy
T guess it




20
True Williams' saints had more than just precise detail. He had per-
fectly matched the tongue-in-cheek attitude of Clemens' prose: Mark
with his lion led by a ring in his nose; Matthew sucking quizzically
on his quill; a tranquil Jerome with his ever-present human skull;
Sebastian, staunch despite his affliction of arrows; and the added,
"undesignated" monk, as Mark Twain had deemed him, with a clown nose
and all the religious trappings. The subtle blend of humor and irre-
verence that Clemens had caught in words the illustrator sketched in
pictures. When Clemens sent the drawings to Mrs. Fairbanks, he
couldn't help commenting that 'the irreverence of the volume appears to
be a tip-top good feature of it, diplomatically speaking."33
Clemens did reserve judgment on a few of the drawings. In one note

he gently chided Bliss for substituting a picture of his own fountain
for the original at Versailles:

I did "copper" that fountain, but since it looks

like the one you got in Paris (Ky.) yourself, I

haven't another word to say. You see I thought

it looked like a lot of niggers and horses adrift

in a freshet--but I don't say a word now Bliss.
I guess it will work well when neatly printed.

Figure 7

34
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Clemens' hopes were unfulfilled. When printed the silhouette-like
figures reinforced Clemens' comment about '"miggers and horses." The
plate had been poorly engraved. The ink had filled the crudely cut bur-
ring lines and smudged the details of the drawing. There was little
similarity between this image and the magnificent fountains Clemens
described in the book: '"Vast fountains whose great bronze effigies
discharged rivers of sparkling water into the air and mingled a hundred
curving jets together in forms of matchless beauty."35 True Williams'
rendition of Bliss's Paris, Ky. fountain did not match Clemens'
Versailles original.

Clemens took special satisfaction in the many photograph-like por-
traits that illuminated the pages of the book. The author probably felt
a personal pleasure because he had been, in part, responsible for the
idea. The technique was not new. E.A. Abbey and F.C.C. Darley, top
illustrators in trade publication in the nineteenth century, had
pioneered the use of photographs. The method was, however, a break-
through in subscription publication. Poorly conceived and crudely
printed woodcuts had always been the stock in trade of a subscription
house.

The portraits for Innocents were meticulously done, down to the
last hair and whisker. Clemens appreciated both the skill in drawing
and the results of careful printing. 'The pictures are good, if I do
say so myself. There is a multitude of them--among them good portraits

36 The easily recognizable Dan Slote, faithfully copied

of Dan, Duncan.
a Clemens photo, had been Clemens' cabin-mate on the Quaker City.
Clemens had described him as a "splendid, immoral, tobacco-smoking,

wine drinking, godless, roommate . . . . As good and true and right-
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minded a man as ever lived."37 Clemens would change his opinion of Dan

after his partnership in the Kaolatype illustrating machine venture.

Figure 8

Duncan was "€aptain Charles C. Duncan [who] commanded the Quaker
City" on its celebrated voyage. Duncan was a temperance supporter whom
Clemens disliked more after the voyage than he had during the passage.
He later called him "the loudest, the longest, and the most irrepress-
ible supplicant among the Quaker City's pilgrims."as Duncan's portrait

confirms both a fatherly and a rather self-righteous image.

CAIT. DONCAN

Figure 9
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True Williams had made the pages of Innocents into a kind of
family album. The features of each person, drawn from photographs,
were distinct enough for the reader to feel himself personally acquaint-
ed with the voyagers. The ship's passengers became friends who accom-
panied the reader on his imaginary journey.

Several methods of illustration were used for Innocents. At
times, in order to further explain a detail and yet allow a character to
remain sympathetic to the reader, both portraiture and caricature were
supplied. For example, Jack Van Norstand, a young and loveable New
Jerseyan who was the butt of many jokes on the trip, was formally
portrayed on one page. In another section where Clemens commented on
his absurd dress "Pea jacket, tasseled red fez, buckskin patch and

all,"éxg a cartoon graphically located Jack's patch.

Figure 10

The characters in the book meant to be viewed with compassion
were always drawn in life-like portraiture. The members of the cruise

who were to be interpreted as unsavory or disreputable were drawn
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exclusively in caricature. The techniques seldom overlapped.

For instance, Frederick Greer, the "young and green, and not
bright, not learned, and not wise"[‘o questioning fellow, was shown as
fuzzy-headed. Dr. Edward Andrews, who "appears in IA as 'the Oracle,'
a gross and bitter burlesque 'who eats for four and looks wiser than

nhl

the whole Academy of France, was seen gesturing in a know-it-all

manner.

FINTEREOGATION 1N

Figure 11. THE ORACLE

Just by viewing the pictures, a reader would have little difficulty
choosing-~-or refusing--a companion for the long trip.

Mark Twain, as author-narrator-fellow traveler, was pictured
liberally through the pages. WHis image, however, was not a staid por-

trait but always a humorous caricature. He was, however, no less

BLOODGOOD K. CUTTER (POET LaRiAT)

[

Twain. photographed not lon s arnival

Franuisio.

Lakiar)

Figure 12
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recognizable with his abundantly wavy hair and luxuriantly flowing

mustache. In one cut he was incorrectly portrayed as the voyage's

obnoxious "Poet Lariat," the self-styled bard who insisted on reading

his poetry on all occasions."l‘z

The "Poet Lariat" of Innocents was, in reality, Bloodgood H.
Cutter. It must have been embarrassing to Clemens to be portrayed as
the odious Cutter. Yet readers probably found the relationship laugh-
able, a way of the author poking innocent fun at himself. The drawings
became a visual, distinguishable extension of the writer. To his
audience he was seen as foolish and vulnerable as they. Though em-
barrassing, it made an interesting attention-getting tool.

Bliss immediately capitalized on the cartoons showing Mark Twain in
ridiculous situations. These caricatures were used widely as a promo-

tional device. Thousands of circulars were printed and sent to all the

MARK "TWAIN.

v B e Vow e

Figure 13. CIRCULAR: [NNOCENTS ABROAD
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publishing company's agents showing Mark Twain dressed in an absurd

costume, looking certainly like an innocent abroad. Funny enough to
provoke laughter, they also served to stimulate sales for the book.
This practice of making book promotion a more personal experience
for a reader-buyer through identifiable portraits and cartoons became
important to Mark Twain throughout his subscription publishing career.
Promotion of Roughing It and Life on the Mississippi followed essen-
tially the same pattern as that for Innocents. An extension of this
technique was used for A Tramp Abroad. An interesting twist in por-
traiture was added to The Gilded Age. A most extraordinary illustra-
ting idea appeared in A Connecticut Yankee. It almost destroyed it.
Clemens' own features appeared on promotional material, circulars,
ads, and in the newspapers so often that his face became internationally

known.

The h of corr d in late spring of 1869 proves that
Bliss, with Clemens' approval, had some control over deciding the
title and ultimate control over design and details of illustration for

Innocents. He argued with Clemens about using "Pilgrims" or "Crusade"

in the title. He chose most of the passages to be illustrated and
suggested how the subject matter should be presented. He decided
which subjects were important enough for full page prints, which de~
served only small cuts, and where all the drawings should be placed
in the text.

These decisions were logically within Bliss's authority as editor.
Bliss was the technician in design and illustration; Clemens was only
an amateur sketcher. The function of illustration was understood by

Bliss; it was still a developing idea to the writer. Clemens was
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learning fast and from a cunning professional.
By the end of March Clemens had still not selected the title for
his book. He would only admit that he liked "'The Imnocents Abroad'

143 In mid-April Clemens quizzed Bliss again, "How

ubl

rather the best."
is the name business Bliss, tired of making all the decisionms,

replied to Clemens testily "that either The Innocents Abroad or Crusade
of the Innocents will do if MT could not get something better."as

Clemens' final choice was The Innocents Abroad: or The New Pil-

grim's Progress because it "seems to be the neatest and easiest under-
wh6

stood--by farmers and everybody. Mark Twain was beginning to under-

stand his audience.

TULE PILOBOYS VISION

Figure 14
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At the same time, however, Clemens again deferred to Bliss's ex—
pert opinion on a crucial illustration. 'You suggest to the artist an
idea for a title page--you are good at it--remember your idea about it
before? What they expected to see--and what they did see?"l‘7 This was
one of the simpler decisions for the editor. He merely ordered the
illustrator to rework the already completed cover design and add a
group of passengers. Visualizing what the passengers did see would
have involved a whole new design. And there was little time for addi-
tional illustration.

Clemens was constantly questioning Bliss about the illustrations:
"What became of the beautiful view of the Spires (Milan Cathec:lral)?"'"8
Bliss had to admit that there were still a number of major illustrating
decisions to be made and many problems to be worked out in putting the

book together. Some of the problems were almost out of control:

The Spire is a full page cut & not yet done . . . .

shall have 16 full page cuts . . . . Printers slower

than d--d-- I wish I was a typesetter, I'd push it

« « . I am sticking the cuts in the last chapters

now. 49
Bliss was boasting; sixteen full plates would impress Clemens. Further-
more, he was also informing his author about the difference between
handling full-page cuts and inserted cuts.

The full-page prints were drawn, engraved, and printed at any time
during the production of a‘ book. They did not have to fall into paged
sequence like textual cuts because they contained no print material.
They were, therefore, placed into the text last, when the signatures
were bound.

An even more practical reason for dealing with full-page prints

was that any full-page cuts still unfinished at publishing time could
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easily be supplied from plates of already published books. This was a

fairly common, if unethical, practice.

Bliss had been clever in his choices for full-page cuts. Most

| were famous locations: Lake Como, Jerusalem, the Pyramids, etc. The

frontispiece was also a full-page cut. This kind of print both appeal-

ed to the subscription buyer and could be supplied by substitution if

| the drawings were too late.

Bliss had promised "16 full-page cuts." Near the deadline only

fourteen, counting the title page, had been engraved. He reached for

an ever-popular engraving of a ship. "The frontispiece of Innocents
Abroad, 'The Quaker City in a Storm,' doubled as 'The Steamer Wright'
in Overland through Asia . . . and 'A steamship in a Gale' in The

American Publishet."so Although pirating succeeded in this instance,
=xllcan Tublisner. g

it caused trouble in the production of Roughing It.

Figure 15

With such important topics as title, title page, and inserted cuts

still being debated in late April, the book obviously had to be shelved

until summer. But summer proved too busy for Bliss. He tried to ex-

plain the problem to Clemens: 'Unfortunately, we have delayed too long
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to make a summer book of it—-but unavoidably we propose to make a fall
51

book of it." This last postponement could no longer be blamed on

manuscript delay, printer's laziness, or even drunken illustrators. It

was pure Bliss.

He was busy with canvassing campaigns for other books of the

American Publishing Company. He was also coyly trying to put Clemens

off until the heavy summer schedule was over. But Clemens had had
enough delay. He exploded. In a bristling letter to Bliss he threat-
ened legal measures if Innocents was not off the presses and in the
hands of salesmen in twenty-four hours. Bliss complied. "On July 20,
1869, 68 cloth, 60 gilt-edged, 250 Leather Library, and 25 morocco

copies of Innocents Abroad were delivered to the American Publishing

Company from the bim‘]ery."52 The book was copyrighted and delivered

to salesmen, buyers, and reviewers by August.

The reviewers, used to seeing the slipshod products of subscrip-
tion publication, commented favorably on all aspects of the book,
especially the illustrations. Packard's Monthly noted:

The book is a ponderous one, containing over 650
pages, splendidly illustrated, and produced in the
best style of art by the American Publishing Com-
pany. . . . In the language of many others, "It
must be seen (and read) to be appreciated." 53

An anonymous reviewer in Nation re-emphasized Packard's comments:

It might have been a thinner book. . . . The rural-
district reader likes to see that he has got his

money's worth even more than he likes wood engrav-
ings . . . and no man ever saw a book-agent with a
small volume in his hand. 54

The Pennsylvania Northern Tier Gazette expanded on the same theme:

In the portly volume . . . the illustrations in kind
and abundance, originality, and humor, are a portion
of the original design, and fit comfortably into the
letter press as the book, with its clear paper, good
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print, and handsome binding, does into our
bookcases. 55

Innocents Abroad had met and exceeded the basic criteria for a
best seller in the subscription market. It was bulky, had a beautiful
binding and plenty of engravings. In fact, Innocents would become Mark
Twain's model for the "ideal" subscription book for many years to come.
An ideal that would seldom be reached again.

But it was William Dean Howells' review in the Atlantic--such a
prestigious journal seldom stooped to reviewing books from subscription
houses--that gave the crucial impetus to Mark Twain's writing career.
Howells praised not only Mark Twain's style, humor, and originality, but
he also pointed out the value of the illustrations:

The artist who so copiously illustrated the volume has

nearly always helped the author in the portraiture of

his fellow passengers, instead of hurting him, which

is saying a good deal for an artist; in fact, we

may go further and apply commendation to all the il-
lustrations; and this in spite of the variety of

figures in which the same persons are represented,

and the artist's tendency to show characters on mules

where the author says they rode horseback. 56

Howells' reference to the mules pointed to the section where
Clemens, as narrator, found himself traveling to Jericho on "a notor-

5

iously slow horse."’ The accompanying drawing had Clemens beside a

mule,

Figure 16
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Howells' commentsv spotlighted the right illustrating decisions
made by Clemens and Bliss: prolific illustrations and the use of actual
photographs for portraits. Unfortunately, they also revealed some of
the flaws; repetitious figures and carelessness on the part of the
artist and proofreader.

Mark Twain, of course, carefully read Howells' review and probably
smarted over the remark about the mules. He was, however, more in awe
of Howells' enthusiastic response than chagrined about such minute care-
lessness. He was so pleased that he went to the Atlantic offices to
meet the famous critic. It was the beginning of a long professional
relationship and a close personal friendship.

Many years later, when A.B. Paine was writing his monumental bio-
graphy of Mark Twain, he singled out Innocents and its illustrator for
special commendation:

The Innocents Abroad is Mark Twain's greatest book of

travel. . . . there is a glow . . . in the tale of.
that little company. . . . Perhaps it could be defined
in a single word . . . "youth." That the artist, poor

True Williams, felt its inspiration is certain. We

may believe that Williams was not a great draughtsman,
but no artist ever caught more perfectly the light and
spirit of the author's text. Crude, some of the pic-
tures are, no doubt, but they convey the very essen:.:e
of the story; they belong to it, they are part of it,
and they aught never to perish. . . . The public,

which in the long run makes no mistakes, has rendered
the verdict. The Innocents to-day far outsells . . . b
any other travel book.

The reviews and Mark Twain's royality checks--"$1200 to $1500

mn“thlyl'.sg proved that the subscription audience had taken Innocents
to its heart. Clemens, Bliss, and Williams had been a winning combina-

tion for Mark Twain's first subscription book.
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Moreover, with the production of Innocents, the author had learned
many valuable lessons about the business of subscription publication.
He understood now that illustration functioned in a number of interest-
ing ways: as a visual reminder of characters and locations, as a help-
ful interpreter of people and text, and as a necessary, vital feature
to promote sales in the subscription market. Even the problems asso-
ciated with the illustrating of Innocents--inconsistency, inaccuracy,
and the frustrating delays--became worthwhile lessons for Mark Twain.
He had acquired some knowledge and was ready to tackle some of the same

problems in his next major publication, Roughing It.
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Roughing Tt

A year after the publication of Innocents Abroad, Mark Twain was
again struggling with manuscript for the American Publishing Company.
Through the production of Innocents he had learned many of the factors
in the complicated formula of subscription publication. He now tried
to structure the writing of his new book to fit these factors.

First, he knew that travel books were the delight of a subscrip-
tion audience and so he reasoned, "I doubt if I could do better than
rub up old Pacific memories & put them between covers along with some
eloquent pictures."l Second, he understood that the number of pages
had a considerable influence on the sale of a subscription book and
so he pushed himself to produce page after page of copy: "Am to the
570th page and booming along. . . . Tell Bliss to hatch up lots of pic-

2 The third, and most

tures for the book--it is going to sell bully."
obvious, element in Clemens' mind for the production of his western tale
was illustration. Almost every letter during these hectic months stres-
sed Clemens' desire for generous amounts of good quality pictures. "If
I get half a chance I will write a book that will sell 1like fury pro-

w3

vided you [Bliss] put enough pictures in it. "This book [Roughing Tt]

will be pretty readable, after all; and if it is well and profusely
illustrated it will crowd Im'locents."4

The three essential elements for a saleable subscription book:
content of travel, history, or biography; a massive text of at least
five hundred pages; and abundant drawings related to the narrative,

had worked well for Innocents. Clemens and Bliss decided it would be

foolhardy to disrupt this successful pattern.

34
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Even the smaller illustrating devices that had been worked into
Innocents appeared again in Roughing Tt. Original photographs of im—
portant people were engraved and inserted as portraits. Caricatures of
Mark Twain and several of the characters important to the story were
also included. Full page, frameable engravings of famous western loca-
tions were inserted liberally throughout the text.

Mark Twain even trespassed beyond the bounds of normal illustra-
tive practice in his new book. For the first time he relied heavily
on graphic design. Confident that illustrations would accompany his
text, he wrote lines, paragraphs, and even a whole chapter that depended
specifically on related drawings. The drawings, in these particular in-
stances, became integral parts of the book. An interpretation of some
incidents would have become meaningless without the pictures for support.
A letter, written to Orion during the final stages of the writing of
Roughing It, demonstrates Mark Twain's new confidence in visual material:
"I mean to make it [Roughing It] a good ome in spite of everything--then
the illustrations will do the rest."”

Though Mark Twain had learned well the major factors of production,
he unfortunately overlooked or thought unimportant several other crucial
elements in the manufacture of a saleable book. He imposed on himself
a heavy writing schedule and thereby was prevented from doing the de-
manding job of choosing material for a most important tool of the sub-
scription trade, the prospectus. He busied himself with extraneous
writing and shunned the necessary consultations with editors and artists
on the concepts for the illustrations. He pleaded poverty and left on
a tightly scheduled lecture tour, leaving subordinates to correct the

massive amounts of illustrated proof. And finally, he innocently
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trusted Elisha Bliss in all manufacturing matters. He had not yet
learned that Bliss was a business man first and an editor and friend
second. Mark Twain's neglect of significant detail, his aloof attitude
toward pictorial design, and his naive faith that others would do the
work and treat him fairly, seriously damaged the book. The inevitable
result paved the way for Mark Twain's eventual paranoia and ultimately
helped destroy the relationship between the author and his editor.

Meanwhile, Mark Twain's lifestyle had undergone extensive change
since his writing and publishing of Innocents Abroad. He had married
the lovely Olivia Langdon, and he had entered into a new business ven-
ture as partner and editor of the Buffalo Express. He was living in an
impressive mansion with a multitude of servants. His brother, Orion,
had come east, persuaded by Clemens and Bliss to accept an editorship
on Bliss's new illustrated monthly, The American Publisher. Pressures
of married life, extravagant accommodations, and family entanglements
weighed heavily on the author's shoulders.

In this new and oftentimes exasperating atmosphere, Mark Twain was
fitfully trying to put together material for a massive manuscript with a
cohesive storyline that would feed the appetite of the ravenous sub-
scription audience. He had difficulty.

Elisha Bliss was insisting that Clemens complete the manuscript.
The canvassers were waiting for the samples to start taking orders. Un~
fortunately, Clemens no longer had at hand a handy backlog of completed
material as he had had with the Alta California letters used for
Innocents. He was forced to write from scratch, to lift material from

—20Cents,

other books, and borrow episodes from Orion's journals.
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He was also tentatively negotiating with several trade firms
with the thought that a trade book would require a less bulky manuscript
and add to his own prestige. He found their profit margins too skimpy
to be worth his while. Bliss persuaded him that the sales for Innocents
proved his financial future was with a subscription house. The contract
for Roughing It, a proposed six hundred page volume with heavy illustra-
tion, was signed by both men in July, 1870.

As soon as Bliss received the first batch of manuscript, he began
searching for a new illustrator. Orion, as Clemens' spokesman in
Hartford, informed Bliss that one of Clemens' prime concerns for his new
book was the number and quality of the illustrations. Orion's letter to
Clemens documents how he acted as go-between for his brother: "I told
him [Bliss] the illustrations was (sic) ome point with you--that you
said something about illustrations."®

Bliss, therefore, determined to commission a new artist. He wanted
to appease Clemens but, more importantly, he remembered the delays that
illustration had caused Innocents and he knew that True Williams'
sobriety was still in constant question. He narrowed his choices to two
possible candidates: Mullin, a Hartford artist known by Clemens, and a
New York illustrator, H.L. Stevens, who worked for Sheldon and Company,
a small trade publishing firm.

Mullin had been suggested by Clemens. He was a local illustrator,
sick, and in financial trouble. His name was first mentioned when
Clemens tried to cajole Bliss into publishing his small book, Auto-
biography (Burlesque). "You must illustrate it [Burlesque]--mind you,
the man to do the choicest of pictures is Mullin--the Sisters are re-

forming him and he is sadly in need of money. Write to Lant Thompson,
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n
the Sculptor.

Clemens was over—enthusiastic about the quality of Mullin's work.
His drawings were reputedly "somewhat coarse and overly exaggerated."s
Possibly Mark Twain was interested in just that kind of "over-exaggera-
tion" to coincide with the "tall-tale" humor of his stories in Roughing
It.

Comic details of Bliss's attempt to contact Mullin were related to
Clemens by his new agent-editor-spy at the American Publishing Company,
Orion Clemens:

He [Bliss] hunted for Mullin and Lant Thompson, or

whatever his name is, two days. He found the latter's

office in the hands of plasterers. He is going back

tomorrow and will find Mullin. . . . A New York en-

graver has just come in. He says he has a judgment

against Mullin. . . . Bliss charges him [Mullin] with

pawning blocks for whiskey and charging fancy prices

without doing them better . . . Still, he says he

is going to get him to do some work. 9
Many Hartford illustrators, evidently, had an affinity for alcohol.
Bliss, despite his stated intention, never went back to find Mullin.

He next met with Isaac Sheldon of Sheldon and Company. Sheldon
was the editor who had published Clemens' Autobiography (Burlesque).
In their conversation Sheldon tried to add stature to his small and
financially vulnerable firm by boasting to Bliss about the quality and
high cost of engravings and how he had to pay exorbitant fees for good
artists and engravers. Bliss was unimpressed. He "ridiculed
Sheldon's talk of expensive cuts, saying those in Innocents cost $60
a page--the full page cuts."lo Cooperation between two such one-up-man-~
ship editors was obviously not to be.

With Mullin lost to the bottle and Sheldon's illustrators appa-

rently too expensive, Bliss was forced to return to True Williams.
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Having solved the problem of the illustrator, Bliss proceeded to
the next most important task at hand, the prospectus. Clemens' enthu-
siasm was waning. Bliss pleaded with the author to provide more manu-
script in order to supply subject material for the illustrators:
We go to work on Prs. [prospectus] Monday, and shall
get it out very quickly. I fear your brother has
written in a manner to give you the wrong impressions
of my views. I have said to him that the first part
of a book alone is not sufficient to make a proper
prospectus . . . I of course cannot get up full plate
engravings until T know the subject. . . . I feel
particularly anxious to get out a splendid
prospectus. 11
Bliss's worry about Orion's gossip and Clemens' procrastination was
well founded. The illustrators and engravers were sitting on their
hands, and the salesmen-canvassers could not proceed on their door-to-
door journey throughout the countryside without their canvass copy.
The subscription agent, with a prepared talk in his
head and . . . his canvassing book on the parlor
table . . . showed his prospect . . . the ornate
title page, the voluminous table of contents, the
text, . . . illustrations, and sample binders. 12
Bliss was stymied. He knew neither story content nor the number of
pages needed for illustration. He could not supply the title page, the
table of contents, nor the list of illustrations. A prospectus from
half of Roughing It would make a poor promotional tool, for the sample
alvays emphasized the number of pages and the number of original en-
gravings. And copy usually ran to at least one hundred pages or twenty
per cent of the total in the first edition.
To save time and money in producing the book and the prospectus,
plates were drawn and engraved for the entire book. The editor then

carefully chose particular plates that contained the most appealing

subject matter for a subscription buyer. These plates were printed,
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the pages bound, and the samples sent to agents to collect orders.
The presses waited for sufficient orders before rolling with the first

edition. Bliss again wrote to Clemens emphasizing his plight concern-

ing time:

I do not think there is much of a desire to see

another book from you as there was 3 months ago.

Then anything offered would sell--people would

subscribe to anything of yours without . . .

looking at it much. Now they will inspect a

Prospectus closer and buy more on the strength

of it than they would have done a few months ago. 13

Apparently, Mark Twain began to understand Bliss's time bind. He
offered to help select material for the prospectus but soon backed
out of his offer.

Clemens suggested that the Slade material . . . the

Bemis and the Bull story, and an unspecified chapter

at page 750 of the manuscript ought to be included in

the prospectus. "I would like to select the specimen
chapters myself" . . . but by May he decided he was

too thoroughly interested in his work to go to Hartford

with the chapters for the agent's dummy. Bliss sug-

gested that Twain send him a "batch" of "particularly

good" manuscript and allow Bliss to choose the pro-

spectus chapters from it. 14

Clemens' help on the prospectus ended with the selection of these

token chapters. He returned to writing and the occasional excursions

on the lecture circuit. Bliss was left clamoring for more copy. "Let's
have the last stuff . . . I will put bully cuts into it such as will

please you. ls

"Would like all the Mss. you have to be able to select
subjects for full page engravings--want all T can of these to go into
the l’r:ospecl:us."l6 By July, however, Bliss was still frantically plead-~
ing even for the title:

What is to be the title--This is a matter of some

importance you know & necessary for the Prospectus

unless we say we don't know it yet & call it the
"Unnamed" & wait for developments to christen it. 17
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Finally, Bliss gave up the idea of receiving a title, completed
manuscript, or subjects for the drawings.

1

He named the book Roughing
and started the illustrators working on subject matter chapter by

chapter as the pieces arrived. He printed the circulars, ads, and the

first run of prospectuses. Most ads featured a characteristic drawing

of Mark Twain and estimated the size of the volume.

t#/' A New Book by a Well Known Author.
G¥XD
- i o
< N

MARK

TWAILN,

Hundreds of Characteristic Engravings

BEST ARTISTS IN THE LAND
ADD INTFREST TO THE TEXT,

Nearly 600 Octavo Pa

Figure 17. CIRCULAR: ROUGHING IT

This ad stressed the illustrations: "Hundreds of Characteristic En-
gravings, executed by Some of the Best Artists in the Land, Add In-
terest to the Text." One Prospectus read "over 600 pages, Beautifully
Illustrated with Nearly 250 Engravings."l9 A month later another
Prospectus proclaimed "Between 600 and 700 Octavo Pages.“zo

All Bliss's promotional material was aimed at convincing the sub~
scription buyer that Roughing It would be built on the same expansive

scale as the best-selling Innocents:
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One Large Octavo Volume of About 600 pages, Beauti-
fully Illustrated with Nearly 300 Engravings, From
Original photographs, and sketches from the pencils
of some of the most eminent artists. These engrav-
ings have been prepared with the utmost care, and,
in beauty, effectiveness, and humor, will equal
those of any other work in the country. No expense
or pains have been spared to make this book one of
real merit and value--creditable to the Author, the
Artists, and the Publishers. 21

A close examination of the early prospectus proves how cleverly
Bliss wrote advertising copy. Since he was unsure of exact numbers he
constantly generalized or used such ambiguous terms as "Original photo-
graphs”; There were two: Brigham Young and Heber C. Kimball, nowhere
near the number for Innocents. The "eminent artists' were the usual
True Williams and his staff. The engravings for Roughing It issued more
from frustration than care and the matter of expense remained an argu-
able point between Bliss and Clemens for many years.

The text of the agent's sample reveals the problems with which
Bliss had to cope. Of the material Bliss had received, he included
most of the early Overland chapters and the later Sandwich Island
letters. Since the compositors had set type only to page 102, the
prospectus plates were engraved separately and coded by page and chapter
number so they could eventually be fitted into the consecutive runs for
the first edition. Plates were printed and drawings inserted. This was
the early prospectus. Clemens was reasonably pleased: "I think Bliss

22
has gotten up the prospectus book with taste & skill." Considering
the material Bliss had to work with the sample copy was a creditable
Job. Even in December, a month before publication, only three hundred

consecutive pages had been set in type. This was after the first

prospectus had been sent out and orders gathered.
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During the fall of 1871, the problems and bills for expensive

living had forced Mark Twain back to an extensive lecture campaign. Ad-
mittedly, his lectures were geared to promote sales of his new book:
"Notify all hands that from this time I shall talk about nothing but

selections from my forthcoming lmok."23

But, unfortunately, his speak-
ing engagements precluded his making necessary editorial decisions,
revising copy, writing much new material, or reading the galley proof
for corrections.

He had left a short time open in August to work on the book,
"Planning to stay in Hartford only two weeks just long enough to cull
and trim."zl’ Roughing It needed more than a perfunctory glance. Illu-
strators had been working barely a month. They had very little material
ready: no full page prints and few sheets of insert cuts. In fact,
when Mark Twain arrived in Hartford he found he had barely enough manu-
script to comply with his six hundred page contract. He had to include
sketches he had planned to drop--the Overland trip which was featured
s0 prominéntly in the prospectus--and even whip up a fresh chapter to
add bulk. He then returned to the lecture platform and Orion remarked
in October that

the manuscript was just going into the printer's hands.

MT was engaged on a strenuous lecture campaign during

the autumn of 1871 . . . and presumably did little

proofreading for Roughing It. 25
Most scholars and bibliographers working over the original manuscript at
later dates were less charitable. They maintain that "a careful in-
spection of textual marks suggests that the author corrected no proci’."z6

The major concepts, total design, as well as the name of Roughing

It were, therefore, left to editor Bliss. Frank Bliss and Orion Clemens

had been delegated minor authority over some editorial and illustrating
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practices.

The major artist was, of course, True Williams. Officially "53
[prints] . . . bear the name or initials of Williams. No doubt a great
many of the others are his work.“27 Rosell Morse Shurtleff teamed
again, as he had for Innocents, with Williams. His contributions to
Roughing It, however, were more extensive here:

The full-page illustration facing the frontispiece

and that facing p. 100 are both signed "Shurtleff."

Others signed "S" or "R.S." . . . may also be his,

as may be some others . . . signed with a monogram

which could be either "R.S." or "S.R." 28
Over seventy percent of the drawings were unsigned. Not an unusual
practice at this time but it did allow Bliss some interesting substitu-
tions.

Engraving credits on the "List of Illustrations" page were given
to Fay and Cox. Many other free-lance engravers' names, however, ap-
peared on the prints themselves: Roberts, Langridge, Richardson, E.F.M.,
Lauderback, and T.M. Three of these signatures denote known engravers
and/or firms in New York and Philadelphia: "William E. Roberts, wood

engraver, . , . active in N.Y.C. from 1846 to 1876;"Zg

James Richardson,
+ . . wood engraver of the firm Orr and Richardson, and "Lauderback of
Lauderback and Hoffman, wood engravers and designers, Philadelphia, 1853-
1860."3!  Then of the prints for Roughing It were signed by these names
or initials.

These signatures on the blocks signalled some strange kind of acti-
vity in the engraving of prints for Clemens' book. The author, having
read none of the proof, was oblivious of the problem., Elisha and Frank
Bliss, hardly impartial members of the proofing team, remained silent,
Only Orion, busy with his editing job on The American Publisher and

moonlighting by reading proof for Clemens' book, suspected the truth
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of the prints. He waited with his news.

The first batch of drawings came into the publishing office on the
fourth of July. Orion, part-time proofreader, was the perfect man to
ferret out inconsistencies in the drawings. He had been to Nevada with
his brother, and much of the material in Clemens' book was taken from
his journals. Orion wrote of his proofing duties to Clemens"

Some of the artist's drafts for the pictures have

come. I told Frank to take the tree out of Carson

and put the auctioneer on the horse. He said he

could take the tree out, but the people here wouldn't

understand the idea of an auctioneer on a horse. 32
Orion's small, exasperated note provides several clues as to how the
illustrations were conceived, drawn, proofed, and revised.

Illustrators were, as Mark Twain would find out, notoriously poor

manuscript readers. Had they but read the text that they were working
from they would have known: "There was not a tree in sight. There was

33 These facts

no vegetation but the endless sagebrush and greasewood."
were pointed out to Frank Bliss and the artists. All trees for Nevada
were cut.

Another problem, more difficult to solve, arose over the illustra-
tion of the auctioneer and the famous Mexican Plug. Frank Bliss may
have been right in saying that an eastern audience would never under-
stand the appearance of an auctionmeer on a horse. Clemens' auction
incident, however, concerned the horse, not the auctioneer. The sale
of the horse was contrived to be more farcical than factual. Bliss and
the artist missed the point entirely.

Clemens' text read, '"The auctioneer came scurrying through the
plaza on a black beast that had as many humps and corners on him as

a dromedary and necessarily uncomely."34 Putting the auctioneer on the




s therefore, S
wre czzel than hor

fd by the illust

Unfortunate]
e situation,

Tith the horge W

the issye
0 buying 5 v
ke fa)y flat,
Sﬁmng the
el for this

trgt tide asa



46

horse, therefore, solved only one problem of inconsistency. The horse,
more camel than horse according to Clemens' description, was visual-

ized by the illustrator as a fine-looking animal.

70U MIOUT THINK I AN ANENCAN HORSE"

Figure 18

Unfortunately, the artist did not understand the exaggerated humor
of the situation. He made no concession to Clemens' "lumpy dromedary."
With the horse wrong the whole comical sequence is wrong. The picture
clouds the issue and the whole point of an Easterner having been conned
into buying a worthless old beast is sacrificed. Mark Twain's wordy
joke falls flat.

Seating the salesman on a nag was far from the only correction
needed for this zany episode. Clemens had described the proud owner's

first ride as a series of painful bucking falls which left the rider so

UNIVERBALLY CNBETTLED,

Figure 19
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unsettled he '"sat down on a stone with a sigh."35 The drawing has him
accurately disgruntled but seated on a log, not a stone.

The next adventure for the Plug involves different riders but
again the situations were visually misrepresented and, more importantly,
misinterpreted. When the Plug rushes off with the Speaker of the
House, "the first dash the creature made was over a pile of telegraph
poles half as high as a chutch."36 The drawing showed an attractive
horse jumping an eastern rail fence, the jump itself so uneventful, the

rider barely left his seat.

wnise THE LG

Figure 20

Concessions could be made for relatively minor points of inaccuracy.
However, losing the comical absurdity of Mark Twain's "tall-tale" does
damage to the sequence in the book. Viewing the horse auction and the
wild rides in a cartoon-strip fashion, the reader sees a rather ordinary
horse providing the routine discomforts of horsebackriding. Visually,
this is a far cry from Clemens' western yarn of the duping of an inno~
cent into buying a disreputable beast and a series of super-animated
feats. The pictures shift the point of view from horse to rider and
from comedy to reality.

This same kind of inaccuracy and lack of zaniness was in most of

the drawings for Roughing It. Unlike Innocents, where the spirit of the
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illustrations matched and extended the text, the drawings in
Roughing It were a series of hodge-podge, uninteresting sketches at
cross-purposes with the story.

At least one, the last drawing for the Mexican Plug series, fits
perfectly into sequence where the text has a rider unseated and deject~-
edly walking back home. The only disconcerting element is a signature,

"Richardson," clearly cut into the left-hand corner of the plate.

WaNTED BXBNCISE

Figure 21

This drawing is one of the famous "borrowed" prints that had originally
appeared in Albert D. Richardson's Beyond the Mississippi, a book pub-
lished by Bliss in 1869.

The imprint, Richardson, has two possible explanations. It could
be the signature of the engraver or a label marking it as from the
Richardson book. Whatever the true explanation, a clever Bliss would
never have allowed the signature to appear if he had been, as Orion and
Clemens later claim, attempting to fraudulently charge Clemens for
dravings already engraved. The tangled mystery of Bliss's borrowings
will become clearer when more of the pirated drawings are examined.

Clemens' feeling for authenticity in portraiture had held fast

since the actual portraits in Innocents. Portraits were again much in
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evidence in Roughing Tt. Though only two appeared in formal portrait
fashion, those of Young and Kimball, a multitude appeared in caricature.

Represented were Calvin Higby, to whom the book was dedicated, and

Jim Gillis, "pocket-miner and a superb storyteller who handed on to Mark
7

some of his most delightful tales (Dick Baker's cat in Roughing It. n3

Figure 22. CALVIN HIGBY

s and Mark Twain ceo
sk went Fast in 1866 Th
wan taken lang after, m 1907

Figure 23. STEVE GILLIS
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Even Charles Henry Webb, designer and publisher of Clemens' '"gorgeous
Frog" appears but remains unidentified in the text, except for his pen-

chant for alcohol and his literary turn of mind.

- re——

Figure 24. DISSOLUTE AUTHOR

Mark Twain's features, of course, appear the most often in cartoon
drawings for the book. Portrayed with Higby in the "Blind Lead,"
"Drinking Slumgullion" Figure 9, and "Frozen with Stagefright" which
Bliss used for circulars, Mark Twain became very familiar to his

readers.

Figure 25
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With all the obvious care in caricature, what happened to the
features of Senator Stewart in Roughing It is puzzling.

The Senator Stewart drawing and three other engravings for
Roughing Tt have special interest. They were called for in the text and
show, for the first time, Mark Twain's awareness of and reliance on
graphic material. These drawings, therefore, were necessary and inte-
gral to the book.

The first drawing, "Portrait of Mr. Stewart," was especially re-
quired by Clemens to add interest to an episode. Clemens, in the
Stewart stock section of Chapter 44, related his own cupidity in refus-
ing a gift of stock certificates from "Mr. Stewart (Senator, now, from
Nevada)."38 Days after, according to the story, the offered stock
climbed from five to a hundred and fifty dollars. Clemens considered
the profit his; the Senator thought differently. Feeling cheated,
Clemens reminisced, "I suppose he sold that stock of mine and placed the
guilty proceeds in his own pocket. (My revenge will be found in the

accompanying P°1”t1‘ait.)"39 A picture was provided, but unfortunately,

of Nevada. Mark Twain
T Wi
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the illustrator, Shurtleff, did not or could not copy from a photograph.
The sketch is not even a recognizable caricature. A prime opportunity,
and one that Clemens clearly desired, was missed: to make a caustic
visual comment on a cheating Senator.
Stewart was, in reality, a crafty western politician well known by

Mark Twain.

Clemens roomed in the same house in Washington and

served as his private secretary. The two men quar-

reled before Clemens left Washington. The comment

here and . . . accompanying "portrait" in the first

edition may be echoes of this rupture. Stewart

chose to regard them as such, for in his memoirs

he charged that in Roughing It Mark Twain had accused i

him of cheating, had printed the scurrilous "portrait,

and had claimed to have given him a thrashing. 40
Communication between the author and the illustrator had obviously
broken down or there would have been a more savagely recognizable
Stewart portrait in Roughing Tt.

A second illustration was interesting because it contained one of

the first original signatures submitted to the illustrators by Mark
Twain.

This is perhaps the

liest “Mark Twain 744/«/7\/, ra , /
oo "%Lih/é Yevais,
1 4_/——#‘{\—\> X

visiting San Francist
September, 1863,

Figure 27. "MARK TWAIN"
'
The artist's copy accompanied an incident in Clemens' "Secretary's
t by Clemens to
41

Salary" story where an illiterate Indian had been taugh

i d-4es
sign a voucher with "a cross . . . and then I witnesse
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Figure 28. SATISFACTORY VOUCHER
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Mark Twain had always been fascinated with signatures and handwriting,
his own and others. He would use copies of ‘authentic handwriting many
times in the ensuing years in Tom Sawyer, The Prince and The Pauper,
and Huckleberry Finn. Clemens' own strong-stroked "Mark Twain" would
become, through the years, an official emblem, as familiar to readers
as his craggy-browed features.

Another handwriting original was copied for the most famous 1llu-
stration in Roughing It: the Horace Greeley letter. Mark Twain had
vritten a skit about the merits of farming for the Territorial
Enterprise. He sent it to Horace Greeley soliciting an answer.
Greeley, himself an amateur agriculturalist, replied in a letter which
held the seeds of inspiration for the whole chapter on turnips and the
fatal effects of undecipherable handwriting.
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The original Greeley letter, which talked of potatoes and cabbages
rather than turnips, undoubtedly served as the model for the full-page
cut featured in Roughing It. The artist who copied the drawing for the
book obviously needed a copy of Greeley's letter to work from. The
letterhead, closing, and Greeley's signature were too accurate to be
accidental. But, as is evident, Greeley's scrawl needed no altering
to make it illegible and provide the impetus for Clemens' whole chapter.
The original letter was probably supplied by Clemens and sent along when
he sent in the manuscript to Hartford.

A fourth drawing, integral with the text, appeared in the humorous
and yet somewhat maligning chapter on the Chinese in San Francisco. In
this section Mark Twain had again directed the reader's attention to a
specific drawing to appear on the same page:

The chief employment of Chinamen in town is to wash
clothing. They always send a bill, like this below,
pinned to the clothes. It is mere ceremony, for it
does not enlighten the customer much. (italics mine) 42

There was more reason for customer curiosity than Mark Twain could
realize. The "bill", listed in the List of Illu-
strations as "Chinese Wash Bill", was not an esti-
mate of cost but a Chinese identification tag. It
meant, literally, "Belonging to, or offered to,
honorable teacher, Mr. Lieh." The top character was
for some unknown reason written sideways. The in-
accuracy of the writing or meaning was, of course,
unimportant to Clemens' readers. The bill is, how-

ever, intriguing for other reasons. The design,

o ook 2¥

like the last drawing in the Mexican Plug series,

Figure 30. WASH BILL
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was another "borrowed" print from Beyond the Mississippi. Inaccuracy

was, therefore, inevitable. Bliss's practice of "borrowing", however,

increases and begins to form a pattern.
This Chinese chapter had another mysterious illustration, uncap-

tioned and placed as a tailpiece. The print itself, like the Chinese

laundry bill, had been "borrowed” from another book, this time Thomas

Knox's Overland through Asia.

The drawing showed a rather startling scene; an Oriental with a

clothesline full of mice, tagged and hung up by their tails. There

was no related prose explanation except in the "List of Illustrations"
where the drawing was called, "Chinese Merchant at Home--Tailpiece."

The picture and label leads one to believe that the cut depicts a

Chinaman who sells dead mice.

Figure 31

As it turned out that is the correct interpretation.

Originally, this chapter had incorporated a column Mark Twain had

vritten for the Virginia City Enterprise, in which he had included

"humorous cliches about the Chinaman as a mouse-eater, accounts of a

Chinese lottery, and Chinese prostitutes."l‘3 Obviously the column had
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been submitted with the original manuscript for Roughing It. When
mouse-eating and prostitution proved too distasteful subjects for the
subscription reader, these sections were deleted. The stolen print of
the grinning mouse seller remained to tantalize the reader's imagina-
tion.

Bliss's illegal and recurrent practice of using i1llustrations from
other books published by his firm eventually touched off an explosion
between Clemens and his editor. The story of these "borrowed" drawings
has more interesting twists.

In Roughing It, Bliss used pictures from at least two

other books, Thomas Knox's Overland through Asia

(1870) and Albert Richardson's Beyond the Mississippi

(1869). From these two books alone there are seven-

teen illustrations that show up in Twain's book

either altered or changed only slightly, and it is

more than likely that other cuts were patched up in

order to fit into the context of Roughing It. 44

If Elisha Bliss had already paid the artists for drawing and en-
graving the plates for two previously published books, who owned the
plates? If Bliss owned them it seems reasonable that he could use the
plates over and over again whenever needed. If the artists owned the
work, which seems extremely doubtful in these early days, the charge of
fraud is still debateable. Williams and Shurtleff had both worked on
the illustrations for Beyond the Mississippi. They could have substi-
tuted the fourteen suspected Mississippi drawings themselves.

A more intriguing and unsolvable question concerns the strange and
impenetrable problem of the plates with the curiously engraved signa-
tures. They may also have been "borrowed" by Bliss to put in Roughing
It. Counting these ten plates and the seventeen others, three from the

Knox and fourteen from Richardson book, there would be a considerable

saving for Bliss in production costs.
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Orion, aware of the questionable borrowing practice as early as
March, 1872, alerted Clemens. ''The author reprimanded his brother for
the accusation but immediately went to Bliss and the battle was on."45
The red-haired Clemens' temper was fired. He was not as concerned with
the possibility of the fraudulent reappearance of pictures as the proba-
bility that he was being charged for work done on already engraved
plates. These charges were serious to Mark Twain since his royalties
were figured only after production costs.
An intrigued Orion fed the fire at every opportunity:
Imagine the effect . . . on Bliss when he finds
Hinckley (Bliss's bookkeeper) subpoenaed to testify
as to borrowed engravings, the amount of paper re-
ceived from the mill for Roughing It; the testimony
of the paper man as to its quality; of the Church-
man pressman as to the country newspaper style of
printing the cuts. . . . Bliss can see then that
there is only needed to be added the testimony of
some prominent engravers, book-binders, and book
publishers in the trade, at Boston and New York,
to overwhelm with devastating ruin the subscrip-
tion business and the American Publishing Company. 46
Wisely, Mark Twain postponed filing suit against Bliss. Though
Bliss may have cheated him, he was still making more money than any of
his literary friends publishing with trade firms. Trade publication had
no such profits for their authors. Ruining the subscription houses,
especially Bliss's firm, would be financial suicide for Clemens. This
incident, however, caused Clemens to suspect his relations with Bliss
for the rest of their partnership.
These problems with the illustrations for Roughing It point out
Mark Twain's desires and his weaknesses in relation to the designing
of his books. His reliance on visual material was steadily growing.

Now he specifically requested and directed a reader's attention to

Particular drawings in the text. But he was still unable to adapt
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himself to the pressures of following through with the needed details.
Once he had called for the designs he ignored the matters of selection
or approval of the products. He depended on Bliss and others to super-—
vise these matters and then cried foul when they were not carried
through to his satisfaction.

Bliss, on the other hand, had had his own pressures. The title
page for Roughing It was finally deposited in the Library of Congress on
December 6, 1871. Unfortunately, on this same date

the illustrations were not yet finished; Bliss

complained that he had set up to page 300 but

plates not finished of yet. They [the illustra-

tors] are finishing as we have begun to print. We

are kept back here and there a cut not yet done. 47
This last minute chaos was the culmination of a frustrating year of delay
in manuscript, constant textual and illustrating revisions, difficulties
in proofreading, and the continual sobriety problem of the chief illus-
trator. Orion wrote to his wife in October about True Williams' condi~
tion:

I saw his [Clemens] artist [Williams] tonight climb-

ing a lamppost, and offering to go to the top, for

the amusement of some loafers in front of Tim

Dooley's saloon. Bliss told me this morning that

Williams was on a spell. He [Williams] brought a

written affidavit, taken before a notary, sometime

since, into the office, and wanted to borrow 50¢

to pay the notary, his real object being a ruse

to get liquor money. 48

The first complete copies of Roughing It arrived from the bindery
on January 30, 1872, almost two full months after the copyright page had
been deposited. It was a bulky 591 page volume with 300 illustratioms.
The authorized English edition, prepared in time for simultaneous publi-

cation in England, bore the brunt of the illustrators' delay. "It was

a cheap manufacture in garish yellow boards with illustrations only on
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the front l:ovex‘s."l‘9 Clemens' English editions constantly suffered
from lack of illustrated copy and Mark Twain would spend much time on
this problem with The Gilded Age and Tom Sawyer.

The first full month after publication the sales were good. By the
end of July, however, sales had plummeted to just over 1,000 a month.
Poor sales persisted in spite of the fact that Roughing It was turned
into a play and dramatized on stages throughout the country. Clemens
was still reading excerpts from the book on the lecture trail hoping to
drum up business. But there were reasons, however, for public apathy.

Bliss had neglected one segment of the campaign for the book.
"Reviews for Roughing It were too few and too scattered."so Howells,
so flattering in his Innocents review, this time called Clemens' work
"grotesque exaggeration . . . a thousand anecdotes, relevant and irre-
levant, embroider the work; excursions and digressions of all kinds
are the very woof of it . . . it is not unbrokenly nor infallibly

w51 This

funny; nor is it to be praised for all the literary values.
was not exactly condemnation but it was far from the praise he had heap-
ed on Innocents. Moreover, he had no comment for the illustrations.
Perhaps his lack of comment was a way of being charitable. Orion
had been right when he wrote of the "country newspaper style of printing
the cuts" and Clemens and the reviewers knew it.
The Overland Monthly called the illustrations funny but criticized

their execution:

0f the three hundred wood-cuts that illustrate the

volume we can say nothing complimentary, from the

artistic point of view. But some of them are spirit-

ed, and many of them suggestive. Crude as they are

in design, and coarse in execution, they have offered

us much amusement; and the majority of readers would,
we are sure, regret to dispense with them. 52
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The book verbally and visually, had been a cut and paste opera-
tion. Clemens' inconsistent text was hardly aided by inferior drawings
and low quality printing.

Mark Twain expressed his disappointment to Elisha Bliss and also
blamed him for all the problems that had led to the poor sales. 'The
fault is mainly in the engravings & paper, I think--that & the original
lack of publicity. I believe I have learned."s3

The combination of Bliss, Williams, and Clemens had not proved suc-
cessful with Roughing It. But Mark Twain was catching on. An author
had to do more than merely write the manuscript if he expected to reap
financial rewards in the subscription market. Twain would become much
more involved in the business end of publishing with his next book,

The Gilded Age.
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The Gilded Age

Before Roughing It Mark Twain had been a journalist and sometime
writer of books. After Roughing It he dedicated himself to writing,
and books became the major source of his income. His attention to the
mechanics of publication improved. The problems of his last book
remained uppermost in Clemens' mind while he worked on The Gilded Age
and negotiated with Bliss for its production. As a subscription book
writer he had learned a number of practical lessons: high production
costs reduced his profits, incompetent and irresponsible illustrators
caused lengthy publishing delays, pirating of drawings was an’illegal
but normal practice for subscription editors, and inferior book design
was reflected in lower sales in the market. Equally important to his
writing style, Mark Twain had learned how to use illustration to his
advantage. He could make visual material reinforce and complete the
message of his stories. He understood more thoroughly how accompanying
cuts could extend or short circuit humor in some situations. Beyond the
aesthetic qualities of illustration, the author was grateful to use
generous amounts of illustration to help produce the bulky manuscript
needed to fulfill subscription volumes.

Clemens' newest work, written in collaboration with Charles Dudley
Warner, was the product of an unfamiliar writing experience. It was
Clemens' first partnership and his first novel. Because it fell out
of the normal sphere of subscription publication, both Clemens and
Warner were hesistant about publishing with the American Publishing
Company . Subscription houses usually handled travel, biographies, and
histories; not novels. This uneasiness was reinforced when Clemens

61
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was contacted by a New York trade publication house. He related his
apprehensions to Elisha Bliss: "Sheldon and Co. think we make a serious
and damaging mistake if we try to sell a novel by subscription."l

Sheldon had published Clemens' Autobiography (Burlesque) through the

trade market. Though the book was financially unsuccessful, Clemens had
maintained friendly relations with the editor.

Sheldon's argument was persuasive. Clemens was still intrigued
with the "status" of publishing with a trade firm though he knew
Sheldon's remarks were primarily made with the hope of publishing
another Clemens book. In the end, however, Elisha Bliss convinced both
authors that his subscription house had promotional techniques that
could work as well for a novel as they had for Clemens' other books.

A contract was drawn up and signed on May 8, 1873. This time de-
tailed information on the total design of the book was specific:

The book is to be after the style of "The Innocents

Abroad" & equal it in the quality of its paper bind-

ing, engravings, & printing. The engravings inserted

to be mutually acceptable to the said Warner & to

E. Bliss Jr. Pres. of said American Publishing Com. 2
The penny-pinching Bliss, fearful of losing Clemens as a subscription
author, was even talked into a substantial royalty figure:

Bliss had contracted to pay me 10 p.c. on my next

book (contract made 18 months ago) so I made him pay

that on Gilded Age. He paid me 7-1/2 on Roughing It

and 5 p.c. on Innocents Abroad. 3
The generous contract gave each author a five percent royalty and super-
vision over production of the book.

Clemens was leaving little to chance on the manufacturing details
for this book. Even though the contract was written to avoid the en~
graving and paper mistakes of Roughing It, Clemens was not satisfied,

He wanted control over the decision making process inside the company.
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"As soon as I can get some more stock, I want it.. I want to be a
Director, alscz."[l He became a director in 1873 and remained in that
capacity until 1881.

From the beginning, Clemens, Bliss and sometimes Warner, worked
together to avoid the many errors that had plagued Roughing It. A
major decision, one discussed even before the contracts were signed,
concerned a new artist to illustrate the book. Clemens' first choice
was the eminent illustrator, corruption fighter, and personal friend,
Thomas Nast.

Now Nast appears to be doing nothing in particular. I

want him solitary and alone, to illustrate this next

book, it being essentially an American book, he will

enjoy doing it. Nast has only one first—class talent

(caricature) and no more--but this book will exercise

that talent, I think. I think he will be glad to do

this work below his usual terms. If you say so I

will write him. Tell me what you think, and tell me

the total amount you think it best to put in the

drawing of the illustrationms. 5
After the distress of Roughing It, Mark Twain was taking control of mat-
ters he had ignored before. Dissatisfied with the results of his last
book, Clemens was demanding to settle a number of questions on design
before the manufacture of his new book.

First, and most importantly, he wanted an artist with a talent for
caricature. In Clemens' estimation this was essential because of the
satirical and political nature of the novel. Second, he wanted an
artist with a characteristic style that would be difficult to duplicate.
Clemens did not want to pay again for borrowed plates. Third, he wanted
one artist so there would be consistency in illustration and one person
responsible for all the drawings and deadlines. And finally, Clemens

wanted Bliss to set down in writing a commission figure substantial

enough to secure the services of such a talented man. Few of Clemens'
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desires were met.

Nast as an illustrator for The Gilded Age seemed a most logical
choice. Clemens and Warner had written a satire attacking and condemmn-
ing both the vicious financial speculation and the scandalous political
corruption of the time. Nast's caustic political cartoons had pioneered
this kind of visual expose. Moreover, there would be a fantastic promo-
tional advantage in having Thomas Nast, Charles Dudley Warner and Mark
Twain listed on the title page. 'Clemens assured Bliss that they could
have free advertising from Maine to the Marquesas"6 if they could pull
it off.

As always, the biggest problem was money. Clemens hoped to handle
most of the financial arrangements himself. If Bliss would guarantee
a set commission figure commensurate with Nast's abilities, Clemens
would take the offer to Nast. The attractiveness of the collaboration
and his friendship for Clemens should make the plan work. It almost did.

As early as 1867 Nast had proposed "a collaborative lecture tour;
Clemens to lecture and Nast to illuminate the remarks with his swift
brilliant caricature."7 At this early date, however, Clemens was not
ready for the lecture circuit and the idea was dropped. Ten years
later Clemens would propose the same scheme to Nast. By this time,
however, Nast was famous, busy, and too ill to go on an extensive tour.
Nast refused. No lecture tour was ever realized.

Clemens and Nast did collaborate, however, in print. In 1872,
Clemens submitted four short stories to Nast's Alamanac: '"The Beef
Contract," "the little boy who never prospered," "Advice to Little
Girls," and "Ben Franklin." Nast accepted two and both were printed

with Nast illustrations: "Franklin in 1872 and "the boy" in 1873.
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Figure 32. NAST'S ALMANAC FOR 1873

After accepting the pieces, Nast wrote to Clemens about the pos-

sibility of further collaborations:

"The Beef Contract" is very good but I do not think
it is suitable for my almanac. . . . The beef con-
tract would make a good pamphlet I think by itself,

with illustrations. . .

. A good many of your other

things too, aught to be illustrated. How does the

idea strike you and upon
into such a speculation?

what terms would you go

A remarkable offer from Nast; Mark Twain had good reason to believe he

and the illustrator could work together on mutually agreeable terms.

A few months later Clemens wrote Nast about joining forces on a

new venture; a book to be done during travels in England.

"I do hope

8
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my publishers can make it pay you to illustrate my English book. Then
I could have good pictures. They've got to improve on Roughing It."9
In Nast's answering letter he apologized. His poor health--a

three year case of catarrh--and his constant need to work to support his
large family kept him from traveling or working on any extensive pro-
ject:

I hope to see a book from you, before long, of your

English travels. How much I would like to go with you

and illustrate it. I think we could have fun, and I

might forget to have the catarrh and the blues for

a while. The recollections of my European trip eleven

years ago, gin and great pleasure elite. Thanking

you for your eulogistic remarks about my work. 10
Unfortunately, Mark Twain never wrote that English book. With this
letter he realized that it would be difficult to persuade Nast to leave
his daily schedule and work exclusively on one book. Communications
about illustrating The Gilded Age never even started.

Therefore negotiations for another illustrator had to begin.

Bliss contacted the famous magazine illustrator, William S. Smedley.
Obviously, Bliss was serious about obtaining a talented artist. He
commissioned and '"paid $150 for one illustration--a full-page one, prob-
ably --at that price--which would have gone on page 337 of the original

edition had he used it."ll

The drawing was called "A Spray of Box."
Smedley, for unknown reasons, was unavailable.

A third choice, probably suggested by Mark Twain, was Augustus
Hoppin. Hoppin worked for James Osgood's publishing house. He had

illustrated books for many trade authors. His illustrated copy of

Holmes' Autocrat of the Breakfast Table had been read by Clemens and

Livy as a "courting book, and after they were married they kept it in a

green box along with their love letters."12 Fortunately, Hoppin had
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just completed work on Howells' "first book-length work of fiction,

wl3

Their Wedding Journey. Howells regarded Hoppin as "the first of our

illustrators to give a sense of actuality, and [the illustrations] were

strictly of the time of the book."lA

Howells sent a copy of his new
book to Clemens. Clemens therefore had ample opportunity to be well
acquainted with the illustrator's work.
Hoppin had been an energetic and long-time practitioner in the
illustrating trade:
His work began to appear in magazines in the late
forties and in book form in the early fifties. It
was principally confined to drawings of polite society
which he satirized in an amiable way . . . He might
fittingly be called the American du Maurier. 15
His witty, socially conscious style had also included B.P.

Shillaber's Knitting Works and Mrs. Partington's Knitting. Hoppin's

Ruth Partington would turn up as Aunt Polly in Tom Sawyer a few years
later.

One of Hoppin's latest commissions was Jubilee Days, a compilation
of prose and pictures gathered during the World Peace Jubilee.

The illustrations were drawn from day to day by Hoppin
and engraved in three hours by a new process of the

Chemical Engraving Company . . . . It is said to mark
the beginning of illustrated daily journalism in the
United States. 16

Hoppin's talents made him the perfect choice. His drawings had
sharp social wit, he was reliable and worked quickly, and he was avail-
able,

Unfortunately, Hoppin was not the only illustrator for Clemens' new
novel. Like most of Clemens' other books, The Gilded Age was the
combined effort of many artists. Bliss had accepted Hoppin as "major"

illustrator mainly to placate Clemens. But Hoppin, being a celebrated
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artist, was expensive. Three hundred drawings from such a man would

set the production costs skyrocketing. Bliss compromised. They would

use Hoppin for most of the full-page prints and other, lesser known
men for the inserted cuts.

"Fully Illustrated From
wl7

The title page of the first edition read:

New Designs by Hoppin, Stephens, Williams, White, Etc., Etc. For

this edition Hoppin produced sixteen full-page cuts. Faithful True

Williams drew "three full-page illustrations and at least 25 smaller

illusl:x:at:ions."l8 The contributions of White and Stephens remain

mysteries. None of the plates bear their signatures. Speculation,

however, can be made on why their names appeared on the title page.
White, probably George G. White, was a free-lance wood engraver

and designer who often worked for Fay and Cox, the firm most frequently

used by the American Publishing Company. His duties were probably con-

fined to tailpieces and insignificant inserts. His name did not appear

on the prospectus or the 'Fake" title page, a substituted page for the

one that stated "For Sub Sale only," that was printed to allow Clemens'

book into bookstores.19

Henry Louis Stephens' contributions, however, prove a more inter-

esting case. He had been the principal illustrator for Vanity Fair

during the 1860's.

There is scarcely a number which does not contain some
of his work. The principal feature of each issue was
a full-page cartoon and most of these were done by
Stephens. . . . The caricatures of H.L. Stephens in

Vanity Fair entitle him to be ranked at or very near
the top of the list of cartoonists who were promi-
20

nent before Nast.

g 21
He was "best known as a caricaturist.'

More interestingly, in 1871 when Clemens had gone to Sheldon and
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Company in New York to have his Autobiography (Burlesque) published,

the editor, Sheldon, had hired Stephens to illustrate the Clemens' book.

He drew "11 political cartoons relating to the scandal growing out of

22 on explicit instructions from

n23

the Erie Railroad and the Erie Ring
Mark Twain. The cartoons caricatured "Jim Fisk, and others.

It would seem only natural for Clemens, thwarted in his desire to
get Nast for The Gilded Age, to remember Stephens and his fine render-
ings of the people in the Erie gang. Clemens obviously wanted a man

like Stephens for his novel. This becomes clearer as Clemens' direc-
tions for the illustrations unfold.

The manuscript for the book was in the hands of the American
Publishing Company on May 17. Mark Twain then hurried off to England to
lecture and supervise the English production of his book. The possible
pirating of his work on the foreign markets and the poor quality of the
English editions was becoming a matter of concern to Mark Twain.

Although absent, Clemens managed to maintain some control over the
graphic designs of the book. He wrote Bliss instructions for the
artists and, at times, sent personally drawn details of the ideas he
wanted illustrated.

In Chapter XXVII of The Gilded Age, Clemens described Colonel
Sellers laying out a "Map of the Salt Lick Branch of the Pacific R.R."
with ordinary household objects: a pin cushion, scissors, a tea cup,

etc. Clemens intended this unusual map to be included as a fold-out in
the first edition.
Clemens had at first written only the briefest descrip-
tion for Sellers to speak, sketching in the map bit by
bit between lines as he went along. This interlinear

map is drawn in pen and ink in Clemens' delightfully
awkward, amateurish way. 24
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After examining this first draft, Clemens "felt more should be

done with the drawings and Clemens redrew them as one continuous illu-

stration on a long sheet of paper."zs Clemens was again, as he had

with the Horace Greeley letter in Roughing It, using illustration to
Visually force the reader to become involved in the homely humor of
the situation. He wanted the map to be inserted in the space in the
text where the reader is told of Colonel Seller's design:

This sheet, made by pasting two or three smaller
sheets together, was folded and inserted in the Ms.
after p. 624 to indicate how it would occur in the
finished book. P. 624 ends, ". , . Now here you are
with your railroad complete, and showing its con-
tinuation to Hallelujah, thence to Corruptionville."
At the bottom of the page is the note: "(Insert

Map) " 27
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The illustrator--the copied map is unsigned--followed Clemens' sketch
exactly, object for object. The completed design was folded and tipped
into each signature by hand. See Figure 3.

A tipped-in map was an expensive addition to a book that was to
have an initial press run of 50,000. Yet Bliss complied with Clemens'
wishes. With costs running high, the editor turned the map into as
much of a promotional advantage as he could in the ads: "Go wild over
the haps and mishaps of the fine corps of engineers engaged in laying
out of the Salt Lick Branch of the Pacific R.R. as it appears on the
characteristic map of it which the book contains."27

Clemens' original and expensive idea did, however, strike a re-
sponsive chord with the reviewers:

Who else (but Mark Twain) would have so contrived to

mix up civil engineering and a schedule of the table

and toilet furniture of a Western speculator, A.D.

1873? 1In a thousand years this cut will have im-

mense antiquarian value, like the paintings of uten-

sils at Pompeii. 28
The critic's whimsical remark held some truth. The map did become a
collector's item. It disappeared from the next and later editions, pro-
bably because of high costs, though it remained on the list of illus-
trations.

Clemens' instructions to Bliss and the illustrators was not limited
to detailing the graphics for his railroad. He also demanded careful
visual handling of the semi-fictional characters in the novel. In talk-
ing about Colonel Sellers many years later Clemens commented:

Many persons regarded Colonel Sellers as a fiction,
an invention, and extravagant impossibility, and did
me honor to call him a "creation," but they were

mistaken. I merely put him on paper as he was; he
was not a person who could be exaggerated. 29
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