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How can book design help us engage with the notion of 
evolution in classical texts?

If fidelity
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In Discusión (1966)1, Jorge Luis Borges states that 
‘the notion of a ‘definitive text’ belongs to religion or 
perhaps merely to exhaustion’ which oppose the idea of 
staticity in literature. It implies the existence and necessity 
of multiple contents: it questions the notion of ‘unicity’ of 
a content. Today, in the XXIth century where accessing 
content has never been easier, (we consider today that 
more than one billion websites have been created between 
1991 and 2017 according to the website internetlivestats), 
we can access a lot more than one version of a text. 
When you are reading an English translation of The 
Odyssey, which one are you reading, is Homer the 
writer or is it George Chapman’s2, Alexander Pope’s3, 
or William Cowper’s4?
 
While a lot of content only have one version, what 
we call ‘classics’, or, ‘a work of art of recognized and esta-
blished value’ according to the Oxford Dictionaries, have 
so many versions that it is impossible to consider one of 
their content as the original, especially if, like The Odys-
sey, the original was orally transmitted.This mystification 
of classical texts spreads a certain image of staticity that 
does not represent the reality of classical literature.
 

How to critically engage with the notion of evolu-
tion of classical content via book design?

To answer this question we will question do bad trans-
lations exist? Taking translation as: ‘a written or spoken 
rendering of the meaning of a word or text in another lan-
guage’, keeping language as a broad term, exist. Then we 
will explore, what is the impact of time on ‘classics’? And, 
we will end with why and how to challenge the percep-
tion of static passivity?
 

Introduction



0404

1. Jorge Luis Borges (1932) Discusión ‘Las versiones Homé-
ricas’ or ‘Some versions of Homer’ published in PMLA,Vol. 
107, No. 5 (Oct., 1992) translated by Suzanne Jill Levine
2. George Chapman (1614) The Odyssey
3. Alexander Pope (1725) The Odyssey of Homer
4. William Cowper (1791) The Odyssey of Homer



‘Which of these many translations is faithful ?’ [...] 
‘none or all of them’

 Discusión (1966)1, Jorge Luis Borges
 
In this quote, and this essay, Borges asks what value 
we should give to translations. He judges them in relation 
to their faithfulness,to the original content. But in the case 
of classical texts it is not uncommon to deal with an absent 
content, or one that has never been a text to begin with: 
like The Odyssey. In these cases,  how can we associate a 
value to these translations? 
 
To define the existence, or non-existence, of bad 
translations and what they implies, we will explore two 
aspects of translations, what is a translation, and, how are 
they produced.

Do bad translations exist?
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What is a translation?
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Translation is a tool to extend the readership of 
a book, not only from one language to another, but also 
in time.

That means that when we consider ‘classics’ and their 
renown, we have to consider that they have been trans-
lated more than once and should be read with some kind 
of distance. For example, the most translated book, The 
Bible, have been translated more than 900 times according 
to its Wikipedia page. Which questions its consistency. 
Which one of the 900 versions of a text written 2000 years 
ago is the original one? We cannot forget that each time 
a text is translated, the content change, or, as Borges put 
it ‘Given the incalculable repercussion of words, the same 
could be said about a text, whose translations become
a partial and precious document of the changes it inevi-
tably suffers’1.

But while the term ‘suffering’ might sound negative, 
Borges insists that the adage ‘traduttore traditore’ that can 
be translated as ‘translation is treason’  is ‘a result of our 
naïveté’, or in the words of Borges: ‘our superstition that 
translations are inferior – renforces by the age- old Italien 
adage traduttore traditore- is the result of our naïveté’. In-
deed, to Borges, a translation is not a treason, and speaking 
of it as such is reducing translation to an act of treason 
against the author.
 
Connecting this quote to the rest of the text, and 
especially to ‘Which of these many translations is faithful?’ 
[...] ‘none or all of them’1, is interesting because we have a 
neutral ‘faithful’, that does not engage positively or nega-
tively with the produced translation, but, at the same 
time we have ‘suffers’ that implies that the original 
content is degraded. 



While wanting to express the inability to define the 
faithfulness of a translation, the idea that they are either all 
relevant or irrelevant, the vocabulary used convey a nega-
tive opinion on all translations. However, it is important 
to point out we are working with an English translation 
of ‘Las versiones Homéricas’, but looking at the original 
text, the quote is ‘Un parcial y precioso documento de las 
vicisitudes que sufre queda en sus traducciones.’5 and then, 
by the presence of ‘sufrir’ which signify ‘suffer’ by literal 
translation, we can confirm the biased choice of words 
made by the author, and not, by the translator.
 
Looking at when ‘Las Versiones Homéricas’ was translated 
(2012), we can wonder if the context of a translation does 
not matter at least as much as the writing context.
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How do translators come up with them?
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While we study extensively writing contexts, such 
as: the author, Jorge Luis Borges, born in Buenos Aires 
in 1899 and dead in Geneva in 1986, raised in a bilingual 
home and avid reader of Kafka and Faulkner which 
works he translated around 1921, we do not look into 
the translators.
 
Why? It might be because of how we see translators, 
or how we ignore them. Some translators pride themselves 
in being invisible, but also the closest from the author, like 
Leconte de Lisle6’s editor writes in the editorial notes of 
his Iliad. But is such an objective work possible?
 
It seems that the general opinion is no. Elizabeth 
Pellegrin, In Scriptorium7, writes a ruthless critic of 
Léonce Pilate’s Iliad8. While she points out known facts 
and rumors about the author, what is interesting is her 
interest in the writing’s context and how she justifies the 
translation using the author and his background: ‘in rea-
lity, this man had terrible looks, coarse manners, an uns-
table stubborn personality, who knew too little of Latin’9. 
In the same way we would explain the use of specific wor-
dings by pointing out the writing context, Pellegrin justify 
the quality of the translation by its author. We should not 
forget when reading this analysis, that, Pellegrin is an au-
thor and her work follow the same rules she is applying to 
Pilate. She is not objective and it is shown in her priorities: 
first, she attacks his looks, then his manners, followed 
by his personality, and, then, in fourth position, she goes 
back to the topic of her article and attacks his knowledge 
of the language.

It also highlight perfectly how translations are created 
and judged. Indeed, as long as there is a human involved 
in any project, there will be subjectivity, and, the creation 
context will matter because their work.
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While it can be argued that one doesn’t need, or 
want, to know a translating context; we do unconsciously 
judge them. This is why, we can note a difference in re-
putation for Alexander Pope’s (1715-1720) Iliad published 
by Bernard Lintot, and, his (1726) Odyssey still published 
by Bernard Lintot, but, also, the product of a collaboration 
with the English poets and translators William Broome 
and Elijah Fenton. In fact, while his Odyssey did sell well, 
Pope’s reputation took a hit when it was uncovered that he 
hid the collaboration with authors translators.
 
But is an unpopular translation a bad translation? Accor-
ding to Borges1, ‘Which of these many translations is faith-
ful?’ [...] ‘none or all of them’, there is no bad translations. 

We can interpret it as: there is no useless translation. 
Why aren’t any of them useless? Because they all are part 
of a bigger content, all of them form the content.
 
For example, while Pellegrin judge Pilate’s trans-
lation negatively, it was part of Francesco Petrarca’s and 
Boccaccio’s writing processes. In fact, She does state that 
they began working on these texts to correct Pilate’s 
mistakes. This kind of attitude didn’t seem unusual when 
translators disagree with their peers. In fact, we can point 
out a similar situation in XVIIIth France with Anne Da-
cier10, a French translator and scholar, who worked more 
than fifteen years to publish her Iliade in 1711 and her 
Odyssée in 1716, all after reading and wanting to correct 
Le Père de La Valterie 1681’s version and, by doing so, she 
ended up writing one of the most complete French trans-
lation of Homer, completed with a preface to each book 
with enough Greek references and notes on mythology to 
get the reader to understand most of the poem.

Even though, as we pointed out, translations are 
all parts of the content’s evolution, and, an evolution 
does not stop at two versions. In the same way Dacier’s 
work was considered complete and captivating, by her 
peers, it led to what was called ‘La Querelle d’Homère’11, 
or, Homer’s Quarrel, (1714-1716) which is, in the end, 
a conflict on the translator’s choices since a writer, that 
didn’t know any Greek, considered that Dacier’s text 
wasn’t accessible enough for her contemporaries to read.
 
Making a content accessible to its target is also a famous 
debate in graphic design. Translation also happen in de-
sign, like Hyphen Press published in October 201312  in an 
article on their website called ‘In Translation’: ‘It is not just 
the language that needs to be translated’. 

 We can wonder if the comparison goes further. Do 
graphic designer base their work on earlier versions? Is a 
book design an evolution? Or is it the product of unre-
lated versions? While Hyphen Press can’t make a statement 
for every publishing houses, an extract from their article: 
‘Often one may feel that the other publisher has refined or 
improved aspects of the material; or at least their resolution 
of the problems provides an illuminating alternative to 
what we did.’, include the idea of evolution in their work. 
The designers that are going to design the translation of 
their book ‘refine’, ‘improve’, and ‘resolve problems’. All 
of these words evoke the subject of evolution, you have to 
take a content, or design, to ‘refine’ it, you have to have 
a base to ‘improve it’, and you need an initial situation to 
‘resolve its problems’.
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Comparing Hyphen Press’s situation to Anne Dacier’s 
earlier situation, we cannot help to notice how similar the 
process is. An original content needed to be translated and 
the translator (and the designer associated) needs to ‘im-
prove’ the existing one, adapt it to its target, ‘refine it’ and 
‘resolve the problems’ they noticed on the earlier version. 
We should also point out that the definition of transla-
tion in design and literature are similar, they extend the 
readership and adapt to it, and they both depend on their 
creator and the creation’s context. Indeed, if Hyphen Press 
had put a clause in the translation’s contract imposing the 
English design to the other designers, the outcome would 
have been completely different.
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5. Jorge Luis Borges (1932) Discusión ‘Las versiones Ho-
méricas’  edition of Alicante: Biblioteca Virtual Miguel de 
Cervantes 2012
6. Leconte de Lisle (1818-1894) French poet of the Parnasse 
movement (art for art). This edition of L’Iliade was printed 
in 1866 by Alphonse Lemerre, Editeur.
7. Elizabeth Pellegrin (1967) Scriptorium volume 21 
8. Léonce Pilate (died in 1366) was one of the first transla-
tor of The Iliad and The Odyssey.
9. ‘en vérité ce personnage doté d’un physique repous-
sant, de manières grossières, d’un insupportable caractère 
instable et entêté, d’une connaissance insuffisante du latin’ 
Elizabeth Pellegrin (1967) Scriptorium volume 21 
10. Anne Dacier (1645-1720)
11. ‘La Querelle d’Homère’, or ‘Homer’s Quarrel’ was a 
conflict that happened in France after Antoine Houdar de 
La Motte edited Dacier’s translation to condense The Iliad 
into a novel to fit the public’s tastes.
12. Hyphen Press is a London publisher of books on design 
and typography founded in 1980. In the article on their 
website ‘In Translation’, they explore what it means to have 
their work translated in different languages design-wise.



We pointed out that translations follow one ano-
ther, each version being used as a motivational tool, like 
in the case of Anne Dacier’s10 and Le Père de La Valterie’s, 
or, as a basis, like in the case of Antoine Houdar de La 
Motte’s11 and Anne Dacier’s10. There is a chronology for 
each version of a classic. Then, isn’t it logical to assume 
that Time has an impact on classics?

We will explore the impact of time on classics by 
first wondering why does the content need to constantly 
evolve?  And then, is the produced content independent 
from its source?

What is the impact of time on ‘classics’? 
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In the editorial notes written by Alphonse Lemerre, 
called ‘avertissement’, or ‘warning’ in English, of Leconte 
de Lisle6’s Iliad, we can read ‘Le temps des traductions 
infidèle est passé. Il se fait un retour vers l’exactitude du 
sens et de la littéralité’, which means ‘Gone are the days 
of getting lost in translation. It is the wish for a literal and 
accurate translation that has returned’. 

While it was a bit more subtle with other translators 
whose motivation was to offer a better text than their 
predecessor; here we have the will to ‘find the truth’, to be 
literal and accurate. The will to ‘go back’, can probably be 
linked to the Parnasse movement that de Lisle belonged to, 
since it rejected social and political engagement, it also re-
jected the adaptation of content to an era. It can also mean 
undoing the whole evolution of the text, rejecting it, and, 
using the original as an ideal to achieve.
 
But while these translators, looking for the ori-
ginal content, seems to work against the need of constant 
evolution, their last outcome is still an evolution of the 
original content. It is especially true with older classics 
like, The Iliad, The Odyssey, or, even The Bible, which 
originals are impossible to found. Each version doesn’t 
come closer to the truth, but to an ‘ideal’ of the truth, 
that evolve depending of the context. The translators are 
authors working on the same thematic but with different 
goals and writing contexts, like we evoked earlier with 
‘La Querelle d’Homère’11 that opposed two versions of 
the same text, since Antoine Houdar de La Motte’s is an 
edited version of Dacier’s, with two different targets and 
goals in mind.

But, is any of this version more independent from the 
original content than the other?
 

Why does a content need to constantly evolve?
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Leconte de Lisle (1866) L’Iliade printed by Alphonse Lemerre, Editeur



While it can be argued that we cannot consider all 
produced content on the same level, that there is some de-
gree of nuance to consider; we will for this part agree with 
Borges’s statement1 ‘Which of these many translations is 
faithful?’ [...] ‘none or all of them’ and put consider all the 
translations of a classic (here The Odyssey) the same way.
 
At what point can we consider a translated 
content independent from its original? In the case that 
we are studying, classical literature, the question lies in 
‘is there an original content?’. Taking the same example 
as Borges, The Odyssey, we have to point out various 
facts: for one, we are not sure Homer even existed. It is 
theorized that Homer could have been a group of authors, 
or, even a pen name, but there is also the legitimacy of 
the text. Indeed, The Iliad and The Odyssey were, in 
fact, orally told tales: the original content doesn’t have a 
physical form.

 Considering this, what happens when an original 
content does not have a physical form or that this one 
doesn’t exist anymore? To this point, there is no version 
truer than another, but at the same point, we can ask why 
are the other versions still called translations and not adap-
tation, or even, by another name?
 
The issue for adaptation, is that, it suggests more 
differences than a translation, but, this is a preconceived 
idea since, an adaptation is a form and technique of 
translation. According to Oxford Dictionaries, adaptation 
can be defined as ‘A film, television drama, or stage play 
that has been adapted from a written work’, which can 
be interpreted as a format, or, medium translation. An 
adaptation is a translation, from one language (for example 
literature) to another (cinema), we just assume, wrongly, 

Are translated content independant from 
their original?
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that, they are less faithful to the original content. 
For example, Joaquim Du Belley’s poem from 1558, Les 
Regrets, XXXI published by Frédéric Morel l’Ancien, 
adapted into song into Ridan’s (2007) Ulysse, use the exact 
them content, but, adapt it from poetry to song. Why, 
while it keep close to the original, and, translate a content, 
is Ridan’s Ulysse not a translation, but an adaptation?
 
Which brings us to question, when a content is 
detached enough to become an original content. De-
sign-wise, we can notice a trend in publishing houses. Like 
for translations, each version is based on the earlier one, 
and, depends the publishing context, and, the designer. 
Here, the design obeys the same laws as translations.
If we compare Paul Jérémie Bitaubé’s different editions of 
The Iliad (first published in 1764 in France), we can follow 
the trends of editorial design; especially with the 1836’s 
first page that seems to announce what will be called 20 
years later the style ‘Ecole de Nancy’.

The fact that old versions of ‘classics’ are being 
redesigned today to reflect a new social context has not 
died out and we can recognize it in John Morgan’s (2012) 
Common Worship, who redesigned a religious text and 
making it more readable thanks to other design priorities. 
Indeed, we have to point out that religious texts have 
kept the same design for a long time, as if, it was as holy 
as the content, while it was designed to be the cheaper to 
produce with long lines, a big format, and, a very narrow 
Fraktur, like in the B42, or Gutenberg’s Bible, first text 
ever printed using Gutenberg’s printer in 1455.
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We can then states than the difference between translation 
and adaptation is a mere question of subjectivity, since, we 
have to ask ourselves ‘when is it different enough’. Like for 
the content, the design evolve following a line, based or 
ignoring the earlier in a way or another, and participating 
in the evolution of the content and the reading, like in the 
case of Morgan’s Common Worship.
 
These two domains, when the change is obvious enough, 
challenge the reader’s perception of a classic. Suddenly, 
the content isn’t a remnant from the past, it stops hiding 
the series of change it went through and become an evo-
lutive content. It states, as Borges puts it that ‘every text is 
a draft’1. 
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Paul Jérémie Bitaubé (1764) L’Iliade d’Homère, editions of 1765 printed 
in Paris, 1819 in Paris, 1832 in Paris, and, 1836 in Nancy.

John Morgan (2012) Common Worship
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Editorial notes

B42 Bible or Gutenberg’s Bible printed in 1455



We talked earlier about the ‘original’ content 
being an unreachable goal, an ideal, an utopia13. We also 
pointed out, how and why, while the original content is 
seen as something to aim for, it is more of a starting point 
and we needed the evolution. We have seen that ‘classics’ 
like The Iliad, The Odyssey, or, even, The Bible, have 
been rewritten, fought over, and, redesigned many times 
in the past.

Then, why do we keep on perceiving classical content 
as unmovable objects ? Is there another area where we 
accept evolution as part of a classic?

We will try to answer these question by, first, explo-
ring what is a strict translation? And, then, we will explore 
how does graphic design deals with its classics and 
their evolutions?
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Why and how can we challenge the perception 
of static passivity?



Until now, we used translation as a broad term, 
especially since we considered language as ‘the phraseolo-
gy and vocabulary of a particular profession, domain, or 
group’ (according to Oxford Dictionaries). Now, the most 
common definition of a language is ‘the method of human 
communication, either spoken or written, consisting of 
the use of words in a structured and conventional way’, 
which excludes many languages and narrow our analysis 
and examples.

 This kind of translations, ‘strict translations’, and 
the public opinion of them, is still misleading. While, 
every translation from one medium to another will now 
be branded as ‘adaptation’, edited version of a work is 
still going to be considered as a translation. For example, 
Alexander Pope’s 1725 ‘edition’ of Shakespeare’s work is 
still considered a translation, while, he did edit verses to 
translate them.
 
We can wonder if this nuance isn’t here to propagate 
the idea of classics’s staticity and create the illusion that 
some texts transcend time, creating a myth behind 
a content.

We can wonder how other areas dealt with the notion 
of classic and staticity, for example, how did graphic design 
dealt with its own classics and their evolutions?
 

What is a strict translation?
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Graphic design has its own system of references, like 
literature, its own movements, it is only logical that it has 
its own classics.

We can highlight an important difference with lite-
rature, when a content is adapted from one medium to 
another, it is common to associate them by name and keep 
a sense of paternity.
 
This phenomenon can be studied using typography 
as a case of study. Indeed, typefaces are often adapted to 
fit, and follow, technological progress. In fact, looking at 
the Vox-Atypi classification, we can match categories to 
technological era and progress, for example, the Didones14 

(from the typefaces Didot and Bodoni) could not have 
been created before late XVIIIth because it would not have 
been possible to print such thin verticals. 

But the will to create following technological progress 
does not make us forget about typographical classics. In 
fact, Didones are still commonly used today like we can 
see in the visual identity of Musée d’Orsay. We can, at this 
point think of a translation of Didones that, were not at 
the time, created with logotypes in mind, but, like other 
typefaces, have adapted their uses.

How does graphic design approach staticity 
and evolution? 
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Firmin Didot (1784 -1811) Didot 
Musée d’Orsay logotype (2010) designed by Thomas Huot-Marchand 
and Philippe Millot



While their uses are ‘suffering’, as Borges would put 
it, modifications, their productions are also following new 
rules and method. Today most of the physical foundries 
have a digital equivalent, and, most of the typefaces we 
know have been translated to digital format.

It is the case of Bembo, created in 1495 by Francesco 
Griffo and printed by Alde Manuce to be used in the 1495 
book written by Pietro Bembo, De Aetna. 

This book is still known today as one of the most 
beautiful book printed until now and it is not surprising 
that Bembo would live through the digital age.
 
In 1929, Monotype Imaging Holdings, or digital 
foundry usually called Monotype, under the direction of 
Stanley Morison, draw a typeface inspired by Griffo and 
Manuce’s Bembo, and, give it its name. 

The inspiration doesn’t stop at its name since the use 
of this Bembo is similar, it is nowadays still popular in 
editorial and book design.
 
After studying these different translations, it is ob-
vious that in graphic design there is a will to recognize the 
lineage of productions, like when Les Trois Ourses edited 
their versions of El Lissitzki About Two Squares15, they 
associated both names to the production, the translator is 
an author and this production isn’t the original.

 Noticing this, we can wonder if, pointing out the li-
neage of each translation, instead of pointing out its origin, 
would not help the reader get a better understanding of the 
text? Would it ends the myth around classical texts?
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Pietro Bembo (1495) De Aetna designed and printed by Francesco 
Griffo and Alde Manuce in 1495.
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El Lissitzky (1922) About Two Squares published in Berlin
El Lissitzky (1922) About Two Squares published in 2013 
by Les Trois Ourses
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13. The term utopia was coined from Greek by Sir Thomas 
More for his 1516 book Utopia. The word comes from 
Greek: ‘not’ and ‘place’ which means ‘no-place’. It can be 
interpreted as an ideal impossible to reach.
14. Didone emerged in the late 18th century and were par-
ticularly popular in Europe. It is characterized by narrow 
serifs, vertical orientation of weight axes, and, a strong 
contrast between thick and thin lines.
15. El Lissitzki (1922) About Two Squares, edited and 
redesigned in 2013 by Les Trois Ourses.



In first place we studied how the notion of ‘bad 
translation’ was coined and how ‘good translations’ had to 
aim for the original, an ideal to reach. We also pointed out 
that depending on the definition of translation and lan-
guage we use, the definition switch and at some point we 
should consider that a ‘good’ or ‘bad’ translation doesn’t 
exist, and, that, the translator is an author and their work 
should be studied as such.

We then focused on how their work was produced and 
highlighted the lineage of a classic. Each classic is issued of 
a series of translation and we had to explore that if we nee-
ded a series of translation to compose a ‘classic’, it might be 
because the goal of each translation differs depending on 
the author, but also, the translating context.

We tried to figure out at this point, what happens 
when a version is too far from its original, when do we 
stop associating them, and, had to point out the differences 
between ‘translation’ and ‘adaptation’, that, while being a 
translating technique, was used for contents in this grey 
area. The notion of ‘adaptation’ also raised the question 
of medium and which definition of translation we use. 
It highlighted the myth being classical texts, and make 
us wonder how to challenge the myth of staticity around 
classical text. 

To answer this question, we studied graphic design 
classics and how they were subject to the same evolution, 
but, how it was also promoted and not hidden.

Conclusion
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To conclude, we have to point out than literature 
is mystifying classical text, promoting their universality 
while hiding their evolution, creating a bubble that few 
can enter. A lambda reader believes in a content staticity, 
which, while seeming harmless can results of misuse of 
these texts. They believe in an unity, instead of asking 
‘which one’. Using graphic design to compare the treat-
ment of classics show, that lambda readers can actually 
access this part of knowledge, that, critical reading doesn’t 
always mean understanding the metaphors, but, often, 
has to do with where is this text from and what did it 
go through. 

2626



Bibliography Jorge Luis Borges (1932) Discusión ‘Las versiones Homé-
ricas’ published by Alicante : Biblioteca Virtual Miguel de 
Cervantes, 2012
Jorge Luis Borges (1932) Discusión ‘Las versiones Homéri-
cas’ or ‘Some versions of Homer’ published in PMLA, Vol. 
107, No. 5 (Oct., 1992) translated by Suzanne Jill Levine
Elizabeth Pellegrin (1967) Scriptorium volume 21 number 2
Léonce Pilate (died in 1366) The Iliad and The Odyssey 
translation from Greek to Latin.
Alexander Pope (1715-1720) The Iliad published 
by Bernard Lintot 
Alexander Pope, in collaboration with William Broome 
and Elijah Fenton (1726) The Odyssey published 
by Bernard Lintot
Hyphen Press (October 2013) on hyphenpress.co.uk 
‘In Translation’
Leconte de Lisle (1866) L’Iliade printed by Alphonse Le-
merre, Editeur in 1866.
Firmin Didot (1784 -1811) Didot 
Musée d’Orsay logotype (2010) designed by Thomas 
Huot-Marchand and Philippe Millot
Anne Dacier, (1711) L’Iliade
Anne Dacier (1716) L’Odyssée 
Joaquim Du Belley’(1558) Les Regrets, XXXI published by 
Frédéric Morel l’Ancien
Ridan (2007) ‘Ulysse’ from the album L’Ange de mon Dé-
mon produced by Epic Records
Paul Jérémie Bitaubé (1764) L’Iliade d’Homère, editions of 
1765 printed in Paris, 1819 in Paris, 1832 in Paris, and, 1836 
in Nancy

2727



John Morgan (2012) Common Worship 
for the Church of England
B42 Bible or Gutenberg’s Bible printed in 1455 
Pietro Bembo (1495) De Aetna designed and printed 
by Francesco Griffo and Alde Manuce in 1495
Eugène Lasserre (1933) L’Iliade
Paul Mazon (1937) L’Iliade 
Mario Meunier (1959) L’Iliade
Robert Flacelière (1979) L’Iliade
Louis Bardollet (1995) L’Iliade
Philippe Brunet (2010) L’Iliade
Jean-Louis Backès (2013) L’Iliade
El Lissitzky (1922) About Two Squares published in Berlin
El Lissitzky (1922) About Two Squares published in 2013 by 
Les Trois Ourses

2828


