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ment in binding a book on The Royal Philatelic Collec-
tron, which required the work of seven binderies.

At this time Middleton began developing his elegant
simpler style of finishing but the books at first were not
very popular with his clients. By 1953 he was ready to
start his own bindery business and found little time to in-
dulge his love of archaeology. His bindery occupied two
rooms in an eighteenth century house in Soho, where the

floorboards were too shaky to allow him to use a boardcutter
and other amenities were questionable. He began to do res-
toration bindings of old books, which had lost their covers.
One collector later showed off a 'genuine' lSth Century
binding done by Middleton. He developed techniques for
aging paper and adding signs of wear to corners. He also
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developed ways ofduplicating old pages to replace in books
which had lost them. He was criticized by some for doing
this.

By 1960 his bindery was prosperous enough to allow
him to move into his own home at Clapham where his pro-
ceedings were supervised by numerous adopted stray cats.
Middleton continued his educational work as a Chief Ex-
aminer for the City and Guilds Institute and by writing A
History of English Craft Bookbinding.He was also an early
member of the Guild of Contemporary Bookbinders, whrch
later evolved into Designer Bookbinders. He acquired an
assistant, Eric Horne, who stayed for twenty-five years and
was followed by Flora Ginn. She subsequently became a

Fellow of Designer Bookbinders.
While maintaining his bindery, Middleton confesses to

having done only two design bindings each year. He gives
considerable detail about the kinds of bindings he under-
took.

In the 1970s Middleton attended conferences in the USA
and gave workshops on restoration of bindings. The Ameri-
can Library Association in 1972 published his book i'he
Restoration of Leather Bindings. He discusses his use of
overcastjoints to strengthen books before rebinding them
(p 68) and insists that any technique may cause problems
if poorly applied.

During these years Middleton accumulated a notable
library of books about binding which he has been able to
consult in his off duty working outfit of pyjamas and dress-
ing gown (illustrated on the back of the wrapper). The books
are to be located in a special room at the Rochester Insti-
tute of Technology. USA.

It seems wonderful that this accomplished man is still
troubled by his lack of academic qualifications.

The book has several sections apart from the autobiog-
raphy, including a good selection ofphotographs in colour
and monochrome of his design bindings. The general basis

of his designs is extremely rectilinear, but like Beethoven,
he can do an awful lot with very little, and produces rich
and innovative tooled and inlaid covers. I would have pre-
fened the pictures to be larger; they need a magnifier to
see the details.

His three books are available for loan from the Guild
Library.

Adrienne Allen.
Mortdale' NSW.

* Michael Wilcox, born in Bristol, UK in 1939, served a 6-
year apprenticeship in bookbinding with the Bristol printer
Edward Everard and George Bayntun of Bath and attended

classes at the Bristol Collge of Technology. In 1962, he

emigrated to Canada, eventually obtaining employment for
a short time as a technician in the Royal Ontario Museum,
then as a storekeeper in the Kawarthas, Ontario.

In 1969, Michael set up on his own, working mainly on

antiquarian books for dealers, collectors and libraries. Since

1981, he has worked solely on fine bindings to his own

designs. He has also staged one-man shows of his work in
the USA. In 1985, he was awarded the Saidye Bronfman
Award for Excellence in the Crafts in Canada.

He has become a Canadian citizen and still resides in

the Kawarthas region of Ontario.
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Q. Put a scrap piece ofcardboard under the
flaps and cut offexcess material (ifany).
Make sure that the scrap cardboard is
longer than the box. The protruding
edges of the cardboard are a guarantee
that the scrap will protect the book from
the knife. Change the cardboard before
it gets worn.

R. Fold out the outer flap to the cutting mat
and cut off one corner as shown. Turn
the cut-off corner upside down and use it
as a template for the second corner. This
ensures that the flap will always be
centered.

S. Fold up the flap again and mark the slit
with two pencil-dots on each side of the
flap.

T. Insert cardboard scrap again and cut out
the slit with 3 cuts as shown.
Score the flap.

U. Close the box.
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Mark out for slit

To close

The spine of the book is shown here. The book is more
easily shelved with the flap in this position, and the slit
may be used as a grip when taking the book out of the
shelf.

v.

I have referred quite a few times to Bernard Middleton's
excellent textThe Restoration ofLeather Bindings for ad-
vice on how to attempt a repair. I have also enjoyed read-
ing and consulting his book, A History of English Craft
Bookbinding Techniques, so I turned to his book R ecollec-
tiors with a deal of interest.

The wrapper is well worth a few minutes study. It has a
gold-tooled cover design by Michael Wilcox.* On the front
we see Middleton kitted out for the workshop, complete
with collar and tie, reaching towards his lying press. On
the back we see Middleton ready to write one of his many
articles or to work on one of his books, suitably dressed in
pyjamas and dressing gown. reaching for his electric type-
writer, surrounded by his collectables and supervised by a

cat. We see that he is a man who has expressed himself
both in practice and theory. making valuable contributions
to the continued life of his craft.

So the book itself was a surprise. In describing his life,
Middleton shows through as a surprisingly diffident and

humble man, not afraid to describe some of his foolish mis-
takes. I enjoyed the irony of his remark "With a somewhat
better school record I might easily have gone into a dull
clerical post with poor prospects." (p 77) which is offset
by the colour plates of his wonderfully finished bindings
and the bibliography of his books and articles. He was also
a foundation member of Designer Bookbinders and its

President at one time. His own personal library has now
gone to Rochester Institute of Technology. USA. I suspect
he does not need to refer to it; his personal knowledge is
very very wide.
A Brief overview ofthe book:

Middleton claims to have been an undistinguished stu-
dent of bookbinding but managed to win a medal for for-
warding during his apprenticeship at the British Museum
Bindery.

In 1943 he became a signaler in the Royal Navy and
eventually spent some time in Australia before gorng to
the Islands to assist with repatriating troops. He returned
to the British Museum, to complete his apprenticeship and
tells us that it was here he learned to stand all day. He ttrok
further London City and Guilds courses and became an

evening college teacher. somehow finding time to court
his future wife. Dora.

In 1994 he was appointed as a Craftsman Demonstra-
tor at The Royal College of Art where people with fresh
ideas and new theories about binding surrounded him. He
began to writc articles for tradejournals and developed an

interest in archaeology. By the age of twenty-eight he was

manager of Zaehnsdorf's and a Fellow of the Royal Socr-
ety of the Arts. At Zaehnsdorf's he oversaw the making of
Rolls of Honour, fine brndings. lectern books and dummy
books for stage productions. A highlight was his involve-

BOOK REVIEW
MIDDLETON, Bernard C: Recollections. A Life in Bookbinding. Published by Oak Knoll Press and the British Library
London. 2000. 2nd Edition. The book for this review was provided by Oak Knoll Press, 414 Delaware St, New Castle DE
19720 USA and is available in the NSW Guild's library.
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H. Rotate the board once again. Take the
pair of calipers and add one board thick-
ness. (Widen the points 1 to 2 mm.)
Mark the board to the left as shown, add
another board-thickness and then mark
on the right side.

I-O. Cut and score as shown. The cut
shown at I can be measured out orjust
estimated. whichever is quicker. The
flaps should not meet when the box is
folded. O shows the board after scoring
and cutting.

P. Fold the box as show
inside.
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Add one board thickness here
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Cut the corners of the outer rlap
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The box is cut as shown in the diagrams be-
low. Steps A & B show how to determine
the size of the board needed to make the box.

A. Measuring for the box is done directly on
the board. Place the book spine down on
the lower left corner of the board. This is
Position l. Next, turn the book horizon-
tally, over to its back board, foredge, front
board, spine and finally its back board
again which is Position 6. Mark with a
pencil.

B. Stand the book on its head edge at Posi-
tion I and turn it vertically, over to all
four sides until it reaches Position 4.
Mark with a pencil. Cut the board.

C. Position the book in the middle of the
board and put a pencil mark on four sides
(at the broadest poinr if the book is un-
even).

D & E. Score the whole length of the board
at the markings with the help of a T-
square.

F. Rotate the board 90o. Measure the thick-
ness of the book with a pair of calipers.
Transfer this measurement to the board
as shown.

G. Cut and score the board.
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Mark with pencil
on four sides
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THE s-MINUTE PHASE BOX
The instntctions for this q,pe of box-making were submined by Per Cullhead, who is Head of Conservation at Uppsala
Universi4, Library,, Sweden, was originally published inThe Abbey Newsletter (Vol24, No 2) of Austin, Texas, USA. Grateful
acknowledgement is extended to both author and publisher for permission to repint in this Journal. The Abbey Newsletter
which deals with presertation of library an"d achival materials is regularly received Lty the NSW Guild's library.

imple boxes for the protection of library materials
have become an important tool in the conservator's
hand for nrany reasons, some of which may be "class-

ified" as follows:

' Protection from wear and tear.
. Protection of books liable to become damaged by fire.

Library fires develop in many different ways accord-
ing to the fire suppression systems, early response by
the fire authorities, etc. Small differences in tempera-
ture can separate a moderate damage from a major one,
and boxes can be very effective in preventing or delay-
ing fire damage. Books not immediately threatened by
fire are given good protection against soot; a box also
gives some protection against moderate water damage.

. An alternative to immediate repair. After assessing a

damaged collection it may be found that it is difficult
to forecast which books will be most heavily used in
the future. As conservation costs often are very high,
one often needs to give priority to those books that are
likely to be circulated, and still be able to protect the
non-repaired books from loss of information. Boxing
is a method that gives immediate protection to a dam-
aged book, while at the same time indicating that the
book may need further repair before use.

. Assessing normal usage. One of the most difficult is-
sues in conservation is to assess the nature of damage
inflicted on objects by daily use. Conservators often
have to treat objects that are already too damaged, be-
cause we have so few indicators for assessing the proc-
ess of breakdown that we fail to treat the objects before
deterioration has gone too far. Packaging an item is a

crude way of letting the packaging material rather than
the object inside take most of the wear and tear, and it
is easier to detect the items that are most frequently
handled. This is also a good reason for using white
boxes, as they give a quicker indication of wear and
tear than boxes made in a darker shade.

It may seem an aesthetic disadvantage making boxes that
soil easily, but from a technical point ofview they arebetter.
I will give an example. A map at the University Library of
Uppsala was sewn between two sheets of Mylar several
years ago. Five years later, the map was taken out of its
enclosure and the plastic itself was examined under raking
light. We were astonished to find so many scratches and
stains on the Mylar and also convinced that we were look-
ing at a normal wear and tear process suddenly made vis-
ible by the packaging of the object. This is actually a field
of research in conservation that needs more attention.

Economy:
As the title of this article implies, it is possible to cut out a
box and have it folded. with the book inside, in 5 minutes.
(4.53 minutes is the record). A production rate of one box

every five minutes can hardly be maintained for long, but
6-8 boxes per hour can be produced, which makes it theo-
retically possible for a worker to produce 50-60 boxes per
day, 250-300 boxes per week or 1000-1200 boxes per
month.

Speed is of course related to many other factors, but
the pure processing time is so short that serious comparisons
to machine costs can be made. The main advantage is of
course that machine investments will not be necessary. This
might suit the small workshop or private conservator
working only occasionally with phase boxes. in
environments where machine production cannot be main-
tained, or where investment in machinery cannot be justified
for other reasons.

Box construction:
Several types of enclosures are used at the Uppsala Uni-
versity Library: Melinex for sheet material, shrink wrap
for circulating books in need of repair. drop-back boxes
for important materials and four-flap phase boxes. In our
efforts to develop a more comprehensive boxing program
for certain collections, a more efficient phase box than the
four-flap was needed. A box making machine has been
considered, but while investigating this option, the
adaptation of a normal die-cut design to a manual technique
has been so successful that this box, called a5-minute box.
has been included in the library's boxing program. The
working procedure is as follows:

Tools needed:

. T-square, preferably with a notch in the base that enables
the knife to cut the whole length of the ruler, (The nor-
mal use of such a tool is for cutting glass.)

. Snap-off blade utility knife

' Pair of dividers

' Bone folder
' Short steel ruler
. Cutting mat as a working surface
. Small cutting mat or piece of thick cardboard for cut-

ting the opening notch
. Pen or pencil for marking up
. Corrugated acid-free board that can be scored and folded

easily, approximately l-2mm thick.

A thicker board needs more measuring to compensate for
the board thickness, and as this will take more time the

advantage of fast processing will be lost. The board should
be of a quality that corresponds to the requirements in the

coming standard ISO CD 16245: Infornntion and doctt-
mentation - Archive boxes and file covers for paper and
parchment documents.

The standard is still being balloted according to ISO
rules, but will be published in due time.

28



Vol. 21. No 4

screntific manner in which that gentleman has worked, and the
mass of material which he possesses to back up his opinion, I
challenge his view with some diffidence. I understand Mr. Weale
to contend that gold tooling is of German origin, for although the
first known specimen of this work was produced at Rome in the
middle of the second half of the 15th cenrury, it was the work of
a German printer, and the second known specimen was produced
at Augsburg. Thus there is much to be said for Mr. Weale's view;
but I cannot believe that this truly Renaissance art came from the
country which continued longest the mediaval methods, and it
seems but natural that the art should have been bom in the land of
the Renaissance. The sequence ofhistorical bindings can be traced
to Italy, and through Maioli and Grolier to France, which has
been the scene of their chief triumphs.

In almost all kinds of binding we may find traces of design
which appears to have come from the East; but in the older gilt
tooling we often come upon designs which are almost entirely
Oriental in character. That thick gilt centre, so common in gold-
tooling of all periods, is identical with what is to be found on
Persian books, and it still is to be seen on English bindings of
to-day. Sir George Birdwood exhibits two blank books, in elabo-
rateiy tooled leather, such as are sold in India for about a rupee
apiece, which are ofgreat interest, as showing the connection of
European gold tooling with Eastern design.

When we come to trace the sequence of styles which have
held sway in the art of gold tooling, we shall find that the first
general pattern was the purely geometrical, as seen in the books
of Maioli and Grolier. It is a question worthy of investigation
whether this design, which spread over Europe in a very
remarkable manner at the end olthe l5th and beginning of the
l6th century, was imitated from the books of Maioli and Grolier,
or whether these collectors adopted it because it was the fashion.
Whatever its origin may be, this geometrical pattem will always
continue to be known by the name of Grolier.

The next step was to fill up the vacant spaces left between the
lines of the geometrical pattern, and this was done by means of
floral decoration. The two chief forms of this decoration are the
branch and the scroll. This singularly beautiful style is now thor-
oughly associated with the name of Clovis Eve, royal binder to
Henri I and L,ouis XIII., who also bound for De Thou. It is, I
think, an interesting illustration of the intercommunication of the
domestic arts that the scrolljust referred to is to be found on an

old Damascus plate now at the South Kensington Museum.
( Fig. 2 and Fig. 3).
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The next departure was the elaborate geometrical design wrth-
out floral decoration which is associated with the name of Le
Gascon. This is a name to conjure with, and it is often given to
designs quite unlike those now referred to; and a curious instance
of this misappropriation was seen in the catalogue of the library
of the late Mr. Bedford. Here books bound by Bedford in rhe
pure old English cottage style were described as atter Le Gascon.
Nothing is known of the history of this binder. and M. L6on Gruel.
in his beautiful work Manuel Histortque et Bibliographique de
I'Amateur de Reliures, even expresses a doubt of the existence of
such a binder.*

Monsieur Gruel gives some splendid specimens ln this style,
bound about 1640 by Florimond Badier, which have been attrrb-
uted to Le Gascon, and thinks it possible that Le Gascon rs merely,
a surname for Badier. or some other binder of the time.

Besides these designs, a simpler, but equally e1-tective one.
was obtained by the repetition of initials, emblems, badges, and
other personal omaments, such as the F andfleurs de /isof Francis
I., the H and D and interlaced crescents of Henri II. and Diana of
Poitiers, the C of Charles IX., the lilies of Margaret of Valois, the
H andJleurs de lis of Henri IV., the M of Marie de Medicis, and
the L of Louis XIII., and the monogram of L and A. of Louis and
his wife. Anne of Austria.

With the eighteenth century came in the elaborate rnlaid work
of Le Monnier and others; but in this same century we see but
little of a fully covered side, and the De Romes adopred borders
and corners, with arms in the centre, and much plain leather leti
untooled. Then we have the weak lace borders of Padeloup. and
after this binder comes darkness. There can be no doubt that the
finest specimens of historical gold toolings were produced in
France, and it is, therefore, convenient to choose the examples of
eras in design from French bindings; but we must not tbrget thar
England produced some splendid specimens of the art, which
followed the same lines as the French, but which were by no
means servile copies of the productions of our neighbours. James
I. was apparently the most tasteful patron of bookbindine among
our sovereigns, and the British Museum Library contains a mag-
nificent collection of his books. bound in the most sumptuous
manner. Many are large folios covered with heraldic thistles. which
have a very fine effect.

* M. Ldon Gruel's work which contuins wme of the ftnest repruductions
of old bindings ever made. Has been kindly lent b1' the author fitr exhibitiott.

Fig.3. - Brsorr.rc sv Ct-ovts Eve

(To be continued)Frg. 2. - Dnrr,rescus PLATE nr tr Souru KgNstNcroN Museuu
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We have, therefore, plenty of material to hand, which may be
studied and adapted to our present needs. With new books the
style should be new and tresh. It is surely a waste of time to copy
elaborately a design of the I6th century on the cover of a book
published this year, unless. of course. the design may be appro-
priate to the subject of the book. In considering a design on paper,
and its fitness for reproduction on the cover of a book, we have
several points to consider. Thus, the shape of a book, the material
used for binding, and the colour ofthe leather, are matters ofthe
greatest importance.

As to materials, calf. morocco, and vellum, from their differ-
ence of surface, seem to indicate difference of treatment; and as

to colour, many a design has been spoilt by the want of harmony
in the colours used to carry it out. In the old work there is a mel-
lowness in the colour of the leather and the gold which often
gives a charm to very ordinary work, so that we overlook incon-
gruities of styles while admiring the glones of tone.
In this paper I do not propose to deal with the early bindings of
manuscripts and printed books in velvet, metal, and embroidery.
These styles may be studied with advantage by those who have
to bind special objects in book form: but on the present occasion
the consideration of the treatment of leather and cloth will fully
occupy our time. I propose to treat rny subject under the three
headings of ( l) Blind Tooling, or medieval work; (2) Gold Tool-
ing, or the work of the Renaissance; and (3) Cloth Binding, or
modern work.

I..BLIND TOOLING.
Mr. Weale. as the result of long-continued researches among the
cathedral and conventual libraries of Europe, tells us that for the
genesis of design on leather we must go much further back than
the time of the invention of printing; and he has made most im-
portant discoveries, the results of which we shall all look forward
to be informed of, and I hope it will not be long before his work
on this subject is published, with a full selection of reproductions
of the magnificent series of rubbings which he has collected. Mr.
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Weale finds three schools of English binding in the l2th and l3th
centuries. viz.. that of Durham. of Winchester, and of London. I
will not enter into this point further, as it is for Mr. Weale to
explain the results of his own researches, but I only mention it
here as a remarkable revelation of the perfection to which leather
binding had arrived so early as the 12th century. This revelatron
we owe entirely to Mr. Weale.

In spite, however. of this early perfection. we may broadly
say that when the early printers began to issue their works in a

leather covering they began afresh to build up their designs. This.
however, was not so much the case in Germany as in England,
for in the former country the printers made more use of the old
models than they did in England. It is necessary to remember rhar
in the case of the work of the monasteries, most of the beautiful
binding, to which reference has been made, was worked in single
copies, bound for the library of the convent, with its stamp on rhe
cover, while the coverings of the works issued by the early print-
ers were produced wholesale, much in the same way as the cloth
bindings are nowadays.

The earliest printed books in England were issued in leather
covers, with a few diagonal marks upon them: for instance. most
of the bindings of Caxton are of a very coarse and crude charac-
ter. Then stamps were produced, often very elegant in design, but
these were surrounded by very indifferent tooling. The blocks
rvere usually small, and on a small book one would be placed on
the front side and the other on the end side: but when the side ol.
the book was of sufficient size both would be placed on the onc
side. I have here an instance of this, taken from a book in the
library of the British Museum, by the celebrated pnnter, Julian
Notary, with his initials and stamp (Fig. l.) Here two blocks are
on the one side, and while the blocks are beautifully bnght and
well cut, the tooling is very careless and irregular. Pynson used
French tools in his bindings; but the bindings of Wynkyn de Worde
were better in themselves, and more distinctly English in charac-
ter. The building up of blocks, with connecting designs of the
artist, is to be found in all old blind work, but it is marked in its
crudest form in the books of the English printers.

Among bindings of the early printers, German art was greatly
in advance of ours. While our printers were turning out books in
a somewhat uncouth style, the Germans and Dutch were issurng
theirs covered with excellent designs. There is no reason why
many of the designs which are worked in gold should not also be
worked in blind, but as a rule this is not the case. It is. therefore.
I think, fair to distinguish blind tooling as the style of the Middle
Ages. It is not suited, as a rule, to the books of to-day. It can.
however, be adapted with advantage for the binding of old books.
or books connected with mediaval times. I have here an instance
of this in a copy of Loftie's Latin Year, lent by Sir George
Birdwood.

II..GOLD TOOLING.
Wlren we come to trace the origin of gold tooling, we are met
with a very great difficulty. I believe that it is totally distinct rn irs
origin from blind tooling; but there are instances in which the
two have been found together. Thus, the gold tooling, as we have
it now, came into being at the end of the 15th century, yet gold
and blind have been found together at a much earlier period; and
Mr. Weale has discovered a very early instance of inlaid leather
binding, with gilt rings of metal over the edge of the inlay. This
specimen is dated about 1367. There is thus the same difficulty in
drawing the exact line of distinction of blind tooling and gold
tooling that there is in showing where animal life ends. and plant
life beginsl but as an ordinary plant and an ordinary animal are
sufficiently distinct, so there is little difficulty in tracing the totally
distinct motives ofblind and gold tooling - they really have noth-
ing in common. Gold tooling is evidently the child of the Renais-
sance, and I believe that we owe it to the Italians. who obtarned rt

from the East. I know that in stating this view thus broadly I am
running counter to Mr. Weale's views, and, considering theFrg. I. - Burro-rooueo BrNoruc sy JuLhN Noreay.
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THE PRINCIPLES OF DESIGN AS APPLIED TO BOOKBINDING
Bv HENRY B WHEATLEY. F.S.A.

Read at the Socieh, of Arts Feb. I4th 1888.

Reprintedfrom The Bookbinder, an lllustrated Journalfor Binders, Librarians, and all Lovers of Books. London, 1888.

f N submitting to the Applied Art Section a paper on the devel

! opment of modem bookbinding, I fear that it may be thought
Ithat I have chosen a somewhat too ambitious title; but the title
expresses what I wish to discuss, and as the subject is fairly fresh,
I hope you will extend to me your indulgence, and will excuse
the inadequacy of my treatment of a very interesting subject.

So much magnificent work has been produced, that there is a
strong inducement for the binder to imitate this work; but we

know that a living art cannot be one of imitation only. New ideas
must be adopted, and the old motives must be reconsidered, and

adapted to the new, if the art is to be of vigorous growth, and to
become essentially modern. or a living an.

In its best days bookbinding was one of the fine arts, which
intluenced the others and was influenced by them. This is not so

now; it is an art apart, and those who understand it are but few. It
is not the philistine only who cannot appreciate the beauty of
good binding, for many an artistic nature is unable to understand

the motives of the binder, by reasott of ignorance of his methods.
To illustrate this, I may point out that the special growth of the

sesthetrc sentiment during the last few years has had but little
intluence upon the art of bookbinding. Such growth of a taste ibr
good binding as exists is almost entirely owing to the public sales

of fine libraries, by means of which so many beautiful specimens

have been brought under the public eye.

I do not propose in the present paper to accumulate
archeological details, but my object is rather to refer to the past

as a storehouse ofideas for use in the future. At the outset rt may

be well to answer the question, what has the binder to bind? He
has old books to repair or rebind. and new books to bind for the

first time. With respect to the first, he requires a knowledge of
the various styles of the past. so that he may put the book into a
covering appropriate to its date, and, I would add, its language. It
is not satisfactory to see an English book. on an English subject,
elaborately tooled with nothing but/e urs de lis. The French have
done so much in illustration of the history of binding, that all
those who obtain their knowledge from a French source are too
apt to ignore the very existence of good old English btndtng. In
fact, the general ignorance ofthe history ofEnglish btnding among
Englishmen, as well as among foreigners. is very great. Mr. Weale.

respecting whose remarkable researches into the history of early
bindings I shall speak later on. is inclined, I believe, to place thc
position of the English artist of the l2th and I3th centuries verl
high indeed. He considers that his work not only will bear com-
parison with the work of any country of Europe. but that rt is
superior to contemporary work abroad. The same conventual
establishment which turned out some of the most exqursitely writ-
ten and illustrated missals and service books of the Middle Ages

also produced the most beautitul brndings.
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