
		
			
				Glossary

				Unless otherwise noted, all definitions have been adapted from the Oxford English Dictionary and John Carter and Nicolas Barker’s ABC for Book Collectors.

				BISAC CODE – Literally “Book Industry Standards and Communications,” these subject headings enact categories into which published materials are slotted or tagged. As part of a system of classification, BISAC codes condition reader and bookseller expectations. Like genres, they exist in tension with published texts, as neither fully determines the other. Importantly, multiple BISAC codes join together as descriptive layers for a given book. Three codes is the industry standard for a published work, though the first code listed has the greatest impact on “shelving,” determining where in a retail space or library a physical book will be placed or how it will be categorized or tagged in a digital database.

				BLURB – Originally slang, this term describes the verbal enticements on a book’s jacket or cover that constitute part of its paratext. Blurbs are laudatory, canned, or categorical, and they are a component of overall jacket design. Sometimes they make a claim for a book’s competency by excerpting the comments of an expert or authority. Blurbs began to circulate widely in the United States during the 1920s and 1930s.

				BOARD – The hardback casings between which a book’s pages reside. The term, evocative of wood’s solidity, can refer to any hard cover, which, in the past, sometimes featured decorations or embellishments. Today, the detachable book jacket, which emerged in the 1820s, serves to clothe the boards. Initially, jackets were designed to reproduce the look of decorated boards. If one were to extend the sartorial metaphor of the book jacket, the board is akin to the human body. Originally, boards were considered only temporary housing for a finished book, until it could be bound in leather by a professional binder, usually hired by the book’s purchaser. In recent years, publishing has seen something of a return to “paper-over-board,” or printed books sold without a jacket and with any design elements or embellishments appearing directly on the paper that forms the outermost layer of the board itself.

				CLOTH, PUBLISHER’S CLOTH – By the mid-nineteenth century, publishers had become accustomed to binding in cloth, or casing, a practice that shifted the cost of preserving a book from the purchaser to the publisher. This process involved using canvas or other inexpensive cloth to wrap the boards and spine. Like boards, publisher’s cloth was originally conceived as a temporary binding, but it soon became the norm to leave one’s books cased in cloth. This gave rise to the adornment of cloth covers by publishers to differentiate between books being sold. A cloth’s texture, grain, and color were thoroughly considered in designing the look and feel of a book. Cloths were sometimes embossed or otherwise made to mimic leather. The book jacket emerged around the time that publishers began using cloth.

				COLOPHON – Derived from its original meaning (i.e., a finishing touch or final flourish), this term refers to the inscription and symbols indicating the title, the scribe or printer’s name, and the date and location of printing. Historically, this information was placed on the final page of the book, hence the phrase “from title page to colophon.” Since roughly the sixteenth century, though, these items have shifted to the title page at the beginning of the edition. The term is also used to refer solely to the publisher’s symbol or logo that appears on a book’s spine.

				CODEX – This term refers to the format of published books, which typically feature stacked pages bound on one side. Replacing the scrolls of the ancient world, the codex has been reinvented over centuries to meet the publishing demands of a given period.

				DECKLED EDGE – The effect whereby a sheet of paper has a rough-cut, untrimmed edge, giving it a handmade look. The “deckle” is the part of the machinery that controls the size and thickness of the paper during manufacture. Deckled edges lend an antiquarian feel to a modern book and contribute to a book’s overall design. Typically more expensive than conventionally cut edges in contemporary printing practices, the enthusiasm for creating deckled edges on a modern book has been coined “deckle-fetishism” by book collectors and historians.

				EKPHRASIS – An artistic convention wherein a verbal representation conjures a visual representation. For example, in the Iliad, Homer provides a detailed description of Achilles’s shield as a microcosm of the cosmos. The term “reverse ekphrasis” refers to an image that is created as an interpretation of written text. The cover artist performs reverse ekphrasis.

				ENDPAPERS – The blank leaves of paper found at the beginning and end of a book. The outermost layer is often adhered to the cover, known as the “pastedown,” while the inner layers are bound pages. Historically, they could be patterned, textured, or include advertisement for the publisher. In modern book design, the endpapers may feature text such as blurbs, sell copy, and author biographies, or illustrations such as maps, genealogies, or decorative patterns.

				ERGODIC LITERATURE – Coined by Espen Aarseth in 1997, the term “ergodic” draws on the Greek terms for “worth” and “path” to name literature in which “nontrivial effort is required” on the part of the reader. For Aarseth, this effort is not specific to any given medium. Ergodic literature requires readers to co-construct the texts they read.

				GENRE, GENRE FICTION – A genre is a loosely defined category of literature, such as “epic” or “romance.” Readers of a book arrive with a certain set of expectations conditioned by its genre, but genres are flexible rather than rigid designators. Texts gain meaning by responding to and developing within genres, and, likewise, genres respond to what authors are presenting, writing, and publishing. The distinction between literature and genre fiction is becoming difficult to maintain. While genre fiction used to mean horror, fantasy, science fiction, mystery, and books with mass readership, literary authors now draw on it for conventions, tropes, characters, and settings.

				JACKET – The first book jackets emerged in the 1820s as protective coverings for decorative boards (i.e., hardback books). Over the next century, they became the object of illustration themselves. Importantly, jackets are both visual images and physical things.

				LENTICULAR PRINTING – The publishing practice of producing an image that appears to have more dimension and depth than a flat surface. Lenticular printing can make the cover of a book seem to be almost 3D, catching the reader’s eye by looking different as it’s viewed from different angles and causing the image to appear animated. “Lenticular” is defined literally as pertaining to a lens or the lens of the eye.

				MEDIUM – A complex term that has acquired meanings over time. In this book, we use “medium” to refer to any channel of communication (e.g., newspapers, television, radio) and to any material of artistic creation (e.g., enamel, marble, paper). The book cover is a medium in this sense. Mediation is the process whereby signals and meanings are transmitted from a sender to a receiver. Remediation is the process whereby one medium consumes another, as when a book cover features a tweet as a blurb. In Understanding Media (1964), Marshall McLuhan posits that a medium shapes a human experience not only through the content it delivers, but, more important, through its structure and form.

				MODERNISM – A catchall term for a philosophical, cultural, and aesthetic movement that emerged as a break from tradition in the late nineteenth century. Modernism swept across many areas of art and culture, including book design and cover art. As Ned Drew and Paul Sternberger point out in By Its Cover: Modern American Book Cover Design (2005), the mid-twentieth century in America saw the adaptation of Euro-Modernist ideas by American designers that resulted in the “sophisticated integration of type and image.” Movements such as Cubism, Dadaism, and Futurism were refracted through the lens of graphic design to create a formal visual language that favored “purified geometries.”

				PAPERBACK – A book bound in stiff paper or flexible card (“wrappers”), whether decorated or plain, as distinguished from the hardback or hardcover. Though rare paperback books have been dated to the fifteenth century, they gained momentum beginning in the late eighteenth century. The format was pioneered by the German Tauchnitz publishing house and later by Allen Lane of Penguin in England. Less expensive than hardcovers, paperback books are sometimes released as a later edition of a book that initially appeared in hardcover in order to boost sales with the offering of a lower price point. Alternatively, a book might be released only in paperback if it is determined that the book is more suited to bulk sale at a bargain price. The invention of cheap wood-pulp paper that resulted in the modern-day paperback is responsible for the term “pulp fiction.”

				PAPER STOCK, COATED/UNCOATED – Also referring to the raw material from which paper is made, the term is now used to talk about types of paper used in the making of a book and can describe paper weight (thickness) and color as well as finish. “Coated” paper stock, smoother to the touch and with a glossy, silk, or matte finish, is made when paper receives a clay coating that prevents the ink on the page from absorbing into the paper. Instead, it sits atop the clay coating, creating sharper shapes and brighter colors. “Uncoated” paper stock is paper without this coating, and while it can be made with smoother or more fibrous textures, the print on the page will have a slightly duller appearance than on coated pages, since the ink will absorb into the surface of the page.

				PARATEXT – In his 1987 book Paratexts, literary theorist Gérard Genette defines paratext as “what enables a text to become a book.” This term is used to discuss titles, forewords, epigraphs, author photos, blurbs, acknowledgments, and covers—in short, everything that connects the text to the world and to the reader. Because they work with the medium of the paratext, cover designers are paratextual artists.

				POSTMODERNISM – Just as Modernism proposed a break with tradition, so too Postmodernism presumes to supersede Modernism, although its success is a matter of debate. There is no one definition of the term “Postmodernism”; in literature, it tends to designate texts published between the 1960s and 1990s that are deliberately self-conscious, that show the seams of their own construction. In Postmodernism, or, the Cultural Logic of Late Capitalism (1991), Fredric Jameson writes that Postmodernism treats Modernism as material to be quoted via pastiche. Consequently, one definition of Postmodernism is that it deliberately mixes media or styles. Unlike the searching, earnest affective orientation of Modernism, Postmodernism often tends toward irony and skepticism.

				SLIPCASE – A made-to-measure box that snuggly fits around a book or a set of books, protecting four or five sides of the book/s and leaving one side open for easy viewing of the spine. A slipcase is one of multiple types of coverings historically used for the preservation of precious or rare editions of books.

				SIGNIFIER – The material form of a sign (e.g., a sound, a printed word, an image) as distinct from its meaning. Cover artists look for signifiers in a text, then translate those signifiers from verbal to visual. What we call the “least intrusive signifier” is the detail on the cover that conveys just enough information about the text to entice the reader, without giving away any secrets about plot, character, or theme.

				STAMPED JACKET – In the stamping process, a brass stamp or block is used to create a pictorial or letter impression with a press. Stamped jackets and covers might then be foil-pressed, meaning a layer of foil (often gold or silver) is adhered to the stamped design. Stamping is a different process than embossing when performed by professional bookbinders—embossing traditionally uses dye—though the results are similar, and the terms are sometimes used interchangeably.

				TIMED-RELEASE QUALITY – The most ambitious book covers do not reveal all their meanings in an instant. Rather, like any successful piece of visual art, they develop significance over time and change with you as you read the book.

				TRENDS AND TROPES – Tropes, in a literary or cultural context, are recurring themes or motifs. Tropes on book covers are visual cues that convey information about genre, theme, style, and form. For instance, a bloody knife signals murder mystery. Loosely tied to the content of the book, trends are tropes that are currently in fashion. Blocky text and bright colors are examples of trends in cover design at the time of this writing.

				TIP SHEET – The TIP (Title and Information Profile) sheet, also known as a sales sheet, provides an “executive summary” of a book and its author. Typically, tip sheets are drafted by editors and circulated within the publishing house and to other publishing professionals. Book designers may use a tip sheet to develop initial sketches for a cover.
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