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THE SISTER ARTS:
FASHIONING THE VICTORIAN
LUXURY BOOK

Although the expansion of literacy and the emergence of a national readership
have justly been the focus of many classic studies of Victorian book production,
the long nineteenth century (1789-1914) was also a period in which technolo-
gies proliferated to make books into beautiful objects. Outside of the dominant
market for novels and non-fiction, a wide variety of illustrated, decorative, and
commemorative books was produced for an audience of fashionable female
connoisseurs. Typically, these gift books combined illustration with verse,
uniting the ‘sister arts’ of painting and poetry. As Lorraine Janzen Kooistra
observes, Victorian illustrated periodicals popularised this sororal trope on their
covers as ‘two female figures, one with a pen and one with a brush’, habitually
feminising the combination of genres." If Victorian luxury books were made for
women, they were also more likely to be created and manufactured by women
as the decades passed. Inspired by women hobbyists, and focused on a female
market, the luxury book trade was much more accessible to women labourers
than the mainstream book industry. Whereas the fiction and periodical presses
reserved select roles for women writers, luxury book manufacture came to pro-
vide positions for women in the book arts, initiating a sisterhood of illustrators,
illuminators, engravers, designers, compositors, binders, and even publishers.
The manufacture of these beautiful books provided women with the opportun-

ity to adopt a range of professional roles in the book world.

A variety of technological, aesthetic, cultural, and professional factors influenced

the role of women in luxury book production. As technology developed, new
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fields of expression and employment became open to women. Chromolithography,
for example, enabled the production of accurate facsimiles of medieval manu-
scripts, stimulating emerging design principles by expanding access to trad-
itional composition and layout aesthetics. The Design Reform movement,
meanwhile, systematised aesthetics in a curriculum used at British Government
Schools of Design to train women in industrial decoration. Similarly, the values
of the Arts and Crafts movement prompted crucial cultural and professional
changes. Inspired by medieval art and idealising pre-Industrial modes of labour,
the Arts and Crafts movement placed high value on handicrafts traditionally
associated with women’s work. Its members established independent workshops
using archaic equipment that fell outside of strict union controls. This more
inclusive environment gave women employment in presses that made luxury
books. In a scaled-down network, individuals could make a difference: Emery
Walker (1851-1933), William Morris (1834—1896), and Elizabeth Corbet Yeats
(1868-1940) each made individual contributions that had a significant impact
on women’s access to work in the book trades. Indeed, in small circles where
personal connections mattered, artists such as Esther Faithfull Fleet (1823-1908),
Christina Rossetti (1830—1894), Clemence Housman (1861-1955), Elizabeth
Yeats, and Mrs Pine (fl. 1890-1896) found an opportunity to work alongside
their siblings, signifying the idea of the ‘sister arts’ in an unexpectedly literal
way. As Emily Faithfull (1835-1895) discovered in her efforts to train women
compositors, the printing trade unions actively resisted women laborers in fac-
tory settings, but the intimate scale of workshops that made luxury books en-

abled women to break into the printing professions.

As the Art Nouveau movement emerged in the 1890s, the luxury book was
produced in limited editions for an exclusive audience of sophisticated collect-
ors. Women consumers who prized the work of Charles Ricketts (1866-1931)
and Aubrey Beardsley (1872-1898) were taken seriously as intellectuals and
connoisseurs. No longer concerned to appeal to the bourgeois mass market,
artists and book designers could challenge moral and social conventions. The
popular figure of the ‘New Woman’, a feminist, independent, educated em-
bodiment of emancipation, lurks just beneath the surface of works that push
the limits of social decorum or that provide barely veiled images of Victorian
dress reform. As the twentieth century began, more women with formal train-

ing entered the book trades, producing first-rate work in all aspects of book
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production. Mentored by members of the luxury book industry, some women

even ran their own publishing houses.

Looking back to the genres that had informed the production of these deluxe
and limited editions, it seems fitting that women would find their place in the
book world through the luxury book. The decorative and curatorial practices
of women hobbyists had a foundational influence on emerging ideas of book
design and illustration in the nineteenth century. Artistic and bibliophilic prac-
tices had traditionally been the province of men, but from the start of the
nineteenth century, a variety of manuals explicitly addressed a female audience,
providing instruction in the arts and the book arts that was inaccessible to
women through apprenticeships or institutions. The design of early luxury
books imitated the combination of graphics and text that women had de-
veloped in ladies’ albums, a popular and sociable hobby in which women dis-
played a variety of handicrafts and artistic practices along with souvenirs and
transcriptions. Using an aesthetic indebted to women’s handicrafts, the early
Victorian gift book introduced a vast amount of illustration to a mass female

audience, training women amateurs in graphics and illustration.

The Sister Arts traces the changing but always central role of women in the
luxury book trade, from the early nineteenth century until the onset of the First
World War. Within the context of Owen Jones’s articulation of Design Reform
principles and the Pre-Raphaelites’ transformative impact on book design, the
exhibition begins by exploring the increasing professional opportunities for
women illuminators, illustrators, and engravers at mid-century, as more manu-
als addressed a female audience and more art schools accepted female students.
Cases are organised chronologically and according to method of production
(such as chromolithography, manuscript, and wood engraving), tracing artistic
influences, uncovering professional networks, and exploring the changing tech-
nologies used to make luxury books over the decades. The work of women
book makers is displayed alongside landmark achievements of their male col-
leagues, in order to reveal personal interconnections and to contextualise indi-
vidual accomplishments among those of canonical figures. The upstairs displays
reveal that, as fashions in the luxury book market moved from chromolithog-
raphy to manuscript illumination, or from wood engraving to hand-press folios,

women found their way into an increasing number of professional roles. The



downstairs exhibition area looks back to the first half of the century, when the
dominant influence of women on the content of luxury books was established
despite their amateur status in the book world. These displays begin with
hobbyist practices such as extra illustration and album curation, and survey the
influence of art manuals and books on the ‘language of flowers’, before moving
to steel-engraved annuals and gift books. Drawing exclusively from materials
in the Thomas Fisher Rare Book Library, the exhibition is designed to highlight
the rich holdings of nineteenth-century luxury books in the Brabant, Delury,

Endicott, Morris, Pantazzi, Tennyson, manuscript, and general collections.
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Section I

SKILLED EMPLOYMENT:
INCLUDING WOMEN IN
THE BOOK TRADES

C 1 “‘\Cj\

tarting at mid-century, social and technological changes led to new

professional opportunities for women in the book trades. Gendered

art schools and gender-segregated Government Schools of Design

began to deliver a Design Reform curriculum to large classes of
women. Along with some sympathetic male allies, women who had financial
and personal autonomy established groups promoting women’s right to employ-
ment as part of a suffragist platform, creating work places for women that in-
cluded printing shops and binderies. At small luxury presses, individual rela-
tionships mattered, and exceptions could be made to include talented female
artists. As a result, some Victorian women became accomplished illuminators,
illustrators, engravers, designers, and publishers, producing books as beautiful
as those made by their male counterparts in a period that was something of a
golden age for the fine press.



Owen Jones (1809-1874)

he enormous impact of architect Owen Jones on design theory and

book production began with his research on the polychromy of ancient

buildings during a Grand Tour in 1832 that took him from Cairo and
Istanbul to Granada, where he explored the Islamic architecture of the Alhambra,
particularly its use of geometry and flat colour.? In order to articulate his study
of colour theory in Plans, Elevations, Sections, and Details of the Alhambra
(1836-1842 and 1842-1845), Jones developed the emerging techniques of col-
our printing using lithography. Johann Alois Senefelder (1771-1834) had in-
vented this planographic method of printing that applies greasy, acid-resistant
ink to a smooth stone, and experimentation using colour began soon after
lithography was first used in a publication (1796), but The Alhambra was the
tirst significant work to use chromolithography.®> The success of The Alhambra
was the foundation of Jones’s reputation as a designer and design theorist. His
advances in chromolithography would inspire new experiments in printed col-
our design and enable facsimile reproductions of artworks for dissemination to

a mass audience for the first time.

In the 1840s, Owen Jones began collaborating with Henry Cole (1808-1882),
a champion of the Design Reform movement who would become the first dir-
ector of the South Kensington Museum (now the Victoria and Albert
Museum). Central principles of Design Reform included a rejection of natural-
ism, the reduction of indiscriminate ornamentation, and a respect for form and
function in decoration and materials. Jones sought to educate British taste ac-
cording to Design Reform principles: modern interior design would reflect its
architectural space and its machine production, rather than imitating nature or
an earlier culture. Embracing a sense of British technological and imperial
dominance, Design Reform sought to systematise the aesthetic principles used

to train industrial designers.
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[1] Owen Jones. The Grammar of Ornament. London:
Day and Son, 1856.

A series of lectures which Owen Jones delivered to the Government School of
Design (now the Royal College of Art) provided the foundation for his mag-
num opus, 7he Grammar of Ornament. The Grammar consists of nineteen
chapters of chromolithographed plates, each exploring a different regional or
historical tradition of design, with a twentieth chapter on forms in nature.
Jones provides one hundred plates of chromolithographed ornaments (2,350
separate designs), many with seven or eight colours, in an effort to instill design
principles through repetition. Although Jones drew inspiration from diverse
traditions, he was eager to dissuade students from simply copying models and
examples. Rejecting imitative styles such as chinoiserie, neo-Classicism, or
Gothic revival, Jones wrote that the ‘principles discoverable in the works of the
past belong to us; not so the results. It is taking the end for the means’.* Many
of the ornaments derive from Jones’s travels but they are abstracted from their
architectural context; although Jones credits their sources, they appear as pure
form. The effect is an expression of conventionalised design as advocated by
Design Reform, wherein natural objects were reduced to flat shapes and basic
geometric forms, then arranged in repeating patterns. The Grammar of

Ornament is both a primer and a museum of graphic design within a folio.

The collection is prefaced with Jones’s theory of design, expressed in thirty-seven
‘general principles in the arrangement of form and colour in architecture and
the decorative arts’. As a ‘grammar’, Jones’s work is concerned with providing
rules that structure the relationships between elements. For instance, as Patricia
Zakreski observes, the conventionalisation of natural forms meant that success-
ful pattern makers were perceived as ‘correctly trained observer(s]’ in the ‘bo-
tanical laws of ‘radiation, alternation, repetition, and symmetry’.” These prin-
ciples, or ‘propositions’, differentiated the practice of design from the higher
arts. The highly systematised approach of Design Reform distinguished the
industrial designer from the Romantic conception of the inspired genius: a
humbling distinction that generated wider acceptance of women trained to
work as decorative artisans, designing textiles, wallpaper, and ceramics. Jones
domesticated design into a tamer field than painting or sculpture, one that was

more appropriate to Victorian conventions of femininity.
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As Nicholas Frankel reports, The Grammar was adopted as ‘official credo by
the design establishment of mid-Victorian Britain’.¢ It was a major influence on
the Arts and Crafts and Art Nouveau movements and continues to be a refer-
ence for art historians and architects. Running on a curriculum largely derived
from Jones’s principles, the Government Schools of Design that expanded
across the United Kingdom (to a network of one hundred and fifty schools by
the end of the century) were increasingly associated with female labour.”
Although Jones did not address a female reader in 7he Grammar of Ornament,
his principles were developed by arts educators such as Henry Cole, Richard
Redgrave (1804-1888) and Lewis Foreman Day (1845-1910) into a programme
of lessons that were widely taught to women in gendered art schools, such as
the Royal Female School of Art.® In this respect, the artistic principles Jones
articulates in 7he Grammar laid the foundation for the design training of hun-
dreds of women illustrators like Kate Greenaway (1846-1901) and Helen
Allingham (1848-1926), as well as engravers such as Clemence Housman.
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Section II

BOOK ARTS AND THE LADY:
READERS AND HOBBYISTS

(

ven before they found professional roles in the printing shops that
made luxury books, women had always had a considerable influence
on their format. As publishers began to issue albums in ready-made
covers, women started to ornament the pages of blank books to com-
plement their luxurious bindings. Publishers looked to women’s handicrafts,
particularly the curatorial practice of album keeping, to develop increasingly
elaborate combinations of graphics and text, a format that brought an enor-

mous amount of poetry and illustration to a wider audience than ever before.

75



Special Bindings

efore the late 1820s, printed books were typically sold in temporary

wrappers or as sets of sheets that the purchaser would have custom

bound. This bespoke process provided book lovers with an opportunity
to make any volume into a decorative or distinctive object. They could also
insert additional materials before the book was sewn into a permanent binding,
reformatting the mass-produced printed book into something unique. Special
bindings continued to be used throughout the nineteenth century and, indeed,
are available today. As the books in this case demonstrate, in the nineteenth
century, special bindings were generally adopted for hobbyist and commem-
orative practices. By their contrast with the more specifically feminine and
characteristically Victorian hobbyist practices on display, the long-standing
practices of extra-illustration and special bindings are associated with male

book owners.

[39] Francis Godolphin Waldron (1744-1818). The Shakspearean
Miscellany. London: Knight and Compton, 1802.

This volume serves as a modest example of extra-illustration, a form of bibliomania
that was fashionable from the 1780s until the 1840s.% Extra-illustration is a
hobbyist practice which involves efforts to embellish a book with appropriate
supplementary material, such as illustrations, maps, coins, ephemera, or dia-
grams. As Luisa Cale describes it, extra-illustration transforms a book into a
unique object like ‘a paper cabinet in which to arrange the [owner’s] collection’. °
Although simple marginalia might qualify as ‘extra-illustration’, this hobby
tended to revolve around inserted ephemera, especially illustrations. It was es-
pecially popular during an era when supplementary printed material was read-
ily available and, crucially, when books were typically purchased in temporary
covers or as unbound sheets. Probably the most frequently grangerized book
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was the Bible, because so much thematically appropriate secondary material
was available.” Shakespeare’s works were also popular with extra-illustrators for
similar reasons, as this copy of The Shakspearean Miscellany demonstrates. It
bears the signature of George Daniel (1789-1864), a Grub Street writer of sa-
tiric poetry and reviews. George Daniel’s grangerized Miscellany contains ex-
tensive manuscript notes as well as inserted letters, play-bills, poems, newspaper
clippings, forty portraits, sixteen plates, and plans. Beyond ‘enlivening’
Waldron’s text with visual material, Daniel’s contributions provide a scholarly
gloss and preserve rare ephemera. Daniel probably began collecting early edi-
tions of Shakespeare (including a first folio) and theatrical curiosities when he
edited a thirty-nine volume series on British theatre, covering most of
Shakespeare’s works.”” As Lucy Peltz observes, extra-illustrated books became a
‘genre of luxury book that had itself became an object of collecting’, and, so,

Daniel’s copy of Waldron’s Miscellany has been preserved.”

In the nineteenth century, extra-illustration tended to be practiced by men
because it was associated with collecting and antiquarianism.”* Amassing inter-
esting materials for custom bindings required personal control over significant
resources, a degree of financial autonomy that has often eluded women. As late
as 1895, William Roberts could confidently avow that English women were, ‘as
book-collectors or bibliophiles, an almost unknown quantity’”> Although some
women, especially widows with large incomes, engaged in extra-illustration,
they were anomalous and tended to provoke hostility among male grangerisers
eager to protect their territory. Women were not taken seriously as connoisseurs
in the early nineteenth-century, so they tended to be excluded from antiquarian
practices.”® Rather than elaborating on the form of the luxury book through its
binding or covers, women hobbyists would prove to be influential in beautify-
ing the inner contents of books in the early decades of the nineteenth century.

[40] Charles Dickens (1812-1870). The Posthumous Papers of
the Pickwick Club. London: Chapman and Hall, 1837.

Like almost all of Dickens’s fiction, Pickwick tirst appeared in serialized form.
[t was issued in one-shilling monthly parts that readers could purchase, collect,

and, when the series was complete, assemble in a permanent binding. This
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fuman face ; the damask cushion became an antique, fla) pod waisteoat ;
the roand knobs grew into s couple of feet, encased in red cloth slippers,
snd the wholo chair looked like o very ngly old man, of the previous
centary, with his arms a-kimbo.  Tom sat up in bed, and ruzlmt his
eyes to dispel the illusion. No. The chair was an ugly old gentle-
usn ; and what wns mare, he wos winking at Tom Smart.

« Tom was naturally s headlong, careless sort of dag, and he lad had
five tumblers of hot punch into the bargain ; so, although ho was » little
aartled at Grst, he began to grow rather indignant when he saw the ald

tlensan winking and leering at him with such an impudent air. At
Ive resolved that he wouldn't stand it; and as the old face still
kept winking away ns fast as ever, Tom said, in a very angry tone—
¢ What the devil are you winking at me for?

¢ Becanse I like it, Tom Smart,” said the chair; or the ald genthe-
man, whichever you like to call him. He stopped winking though,
when Tom and began grinning like a superannuated monkey.

#¢ How do you know my name, old nut-cracker fuce ?* inguired Tom
Smart, mther staggered ;—though he pretended to carry it off so well,

“¢ Come, com ‘nm.’ said the old gentleman, © that's not the way to
sddress solid Spanish Mahogany, Dum'me, you couldn’t treat me
with bess respect if I was veneered” When the old gentleman said
this, be looked so fierce that Tom began to grow frightened.

“¢ 1 dida't mean to treat you with any disrespect, Sir," said Tom ; in
# much Eumbler tone than be had spoken in at first.

¢ Well, well,” said the old fellow, ¢ perhaps not—porhaps not.
Tom—*

4 Bi—"

“*1 koow everything about you, Tom; everything. You're very

r Tom."

“¢1 cortainly am,’ said Tom Smart. ¢ But bow came you to know

that?*

“ Nover mind that,’ said the ol geatleman ; ¢ you're much too fond
of punch, Tom.”

* Tom Smart was juet on the point of protesting that he hadn't tasted
8 drop since his last birth-day, but when bis oye encountered that of the
ol gentleman, be looked so knowing that Tem blushed, and was silent.

4 Tom,' said the old gentleman, * the widow's a fine woman—
remarkably fine woman—oh, Tom?" Here the old follow screwed up
bis eyes, eocked up one of his wasted little legs, and looked altogether
o unplensantly amorous, that Tom was quite disgusted with the levity
#f liis behaviour ;—at his time of life, too [

1 am her gaardian, Tom, said the old gentleman.

¢ Are you ¥ inquired ‘Tom Smart.

““1 Jmew her mrother, ‘Tom,’ said the old fellow ; ¢ and her grand-
mother, She was very fond of me—mada me this waistcoat, Tom,"”

“Did sho? " sabd Tom Smart.

“* And these shoes, " said the old fellow, lifting up one of the red-
dluth mufflers ; ¢ but don’t mention it, Tom. 1 shoubdn’t like to have
it known that she was so much attached to me, It might occasion
*ome unpleasantness in the family.”  When the ol rascal said this, he

intervening stage, between purchase of the text and binding into permanent
covers, provided an opportunity to add supplementary material. The extra-
illustration of Dickens’s works departs, however, from the aristocratic, antiquar-
ian associations of the practice. Whereas early grangerising was distinguished
by research-intensive connoisseurship, Dickensian extra-illustration is a matter
of commodification. As Luisa Cale¢ reports, publishers recognized a merchan-
dising opportunity in the popularity of Pickwick?” Various artists designed sets
of extra-illustrations to accompany Dickens’s novel, amplitying rather than
replacing the original serialized engravings.”® Dickens’s publishers, Chapman
and Hall, advertised these supplementary sets of illustrations at the ends of the

serialized parts, even though they were produced by competitors.

Although sketches by an additional illustrator might normally be disruptive to
the established style of the text, Pickwick already featured illustrations drawn
by three different artists: after the suicide of Robert Seymour (1798-1836), who
had originally been hired to make the sporting prints at the heart of the story,
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Robert William Buss (1804—1875) had contributed two sketches for the second
installment; unhappy with Buss’s work, the publishers hired Hablot K. Browne
(‘Phiz’) (1815-1882) to complete the book. The assembled nature of the work
seems to allow for the insertion of additional prints, with supplementary plates
that bear the names of their publishers and illustrators. Although the opportun-
ity to enhance the bound volume had an appeal, the ready-made nature of such
illustrated sets eliminated the thrill of the hunt for apposite images and the
antiquarian prestige of acquiring them. In their replacement of the hobbyist’s

activities, they are a sign of the decline of grangerising as a popular hobby.

[41,42,43] Lewis Carroll. Aventures
dAlice au pays des
merveilles. London:
Macmillan, 1869.

Even after books began to be issued in ready-made
publishers’ covers, special circumstances prompted
the use of special bindings. During the nine-
teenth century, books might be bound to main-
tain uniformity in a collection or to mark occa-

sions. For example, the Fisher Library’s Brabant

collection holds several copies of the first edition
of Alice’s Adventures in Wonderland in French, and two of these have been
bound as a compliment to their recipients. In
these cases, special binding transforms a mass-

produced object into a keepsake.

The first specially bound copy of the French Alice
is a prize book, presumably meant to be awarded
to a student for excellence in French. Although
the publisher issued the book in blue cloth, this
prize book has been bound in red calf and tooled
with a school crest on the front cover, along with

other decorative devices, in gold. The gilt dent-

elle detailing on the turn-ins and the marble



endpapers are luxurious details that indicate the prestige of the prize or the
school. The school’s motto, Collegium Reginae Victoriae Caesariense, enables
identification of the institution that awarded the book as Victoria College, an
all-boys preparatory school established in 1852 and located in St. Helier, Jersey
(Channel Islands). For the student awarded this book, the prize binding would
transform the book into a token of his accomplishment, and a souvenir of his

school days.

In addition to a prize binding, the Fisher
holds a specially bound ‘presentation copy’
of the first edition of the French Alice.
Charles Lutwidge Dodgson, the figure be-
hind the Lewis Carroll pseudonym, had the
copy specially bound for Alice Pleasance
Liddell (1852-1934), the story’s inspiration
and original audience. When a rift between
Dodgson and the Liddell family ended his
friendship with the children in June 1863,
Dodgson’s Alice stories became a surrogate
for his friendship with Alice. By the time
Macmillan published Alice’s Adventures in

Wonderland, three years after the boating
expedition when the story originated, Dodgson’s breach with the Liddells was
practically complete. Yet Dodgson continued to express his affection for Alice
through custom bound presentation copies of his writing. Although he no
longer spent time with Alice, he was able to pay tribute to their friendship
through this series of gifts. Dodgson sent Aventures d Alice au pays des merveilles
(1869) to Alice when she was seventeen. It was bound by J. B. Hawes of
Cambridge in a red goat skin panel binding with gothic monogram initials
‘A. P. L. on the upper board in gilt. On the half title, Dodgson wrote ‘Alice
Pleasance Liddell from the Author’. The presentation copy is a discreet but
touching instance of a writer using a book to communicate when direct con-
nections have been lost, and the souvenir of an unparalleled shared experience
between an author and his muse. Alice Liddell Hargreaves kept Dodgson’s
extraordinary gifts to her until she was seventy-six, when she was forced to sell

them to cover expenses after her husband’s death.

SISIAQQO] pue siopeoy :Aper 9() pue s3Iy yoog :[[ UOIIDAG ‘

&



(ENDNOTES)

Lorraine Janzen Kooistra, ‘Floating Worlds: Wood Engraving and
Women’s Poetry’, The Cambridge Companion to Victorian Women’s Poetry,
ed. Linda Hughes (Cambridge; New York: Cambridge University Press,
2019), p. 63.

For a fuller account of Jones’s career, see Carol Flores, Owen Jones: Design,
Ornament, Architecture, and Theory in an Age in Transition (New York:
Rizzoli, 20006).

The first volume of The Alhambra was issued in ten parts to subscribers,
so awareness of Jones’s achievement spread well before the second volume
was completed in 1845.

Owen Jones, Grammar of Ornament, p. 9.

Patricia Zakreski, ‘Creative Industry: Design, Art Education and the
Woman Professional’, Crafting the Woman Professional in the Long Nineteenth
Century, ed. Kyriaki Hadjiafxendi and Patricia Zakreski (London:
Routledge, 2016), p. 151.

Nicholas Frankel, “The Ecstasy of Decoration: 7he Grammar of Ornament
as Embodied Experience’, Nineteenth-Century Art Worldwide 2.1 (Winter
2003), [para. 2].

Patricia Zakreski, op. cit., pp. 145-165; Lara Kriegel, Grand Designs: Labor,
Empire, and the Museum in Victorian Culture (Durham: Duke University
Press, 2007); Jo Devereux, ‘“The Evolution of Victorian Women’s Art
Education, 1858-1900: Access and Legitimacy in Women’s Periodicals’,
Victorian Periodicals Review 50.4 (2017), pp. 752-768.

109



~
~
S

sojoupug ‘

8

10

11

12
13

14

15

16

17

18
19
20

21

F. Graeme Chalmers, ‘Fanny Mclan and London’s Female School of
Design, 1842—57: “My Lords and Gentlemen, Your Obedient and Humble
Servant™, Woman'’s Art Journal 16.2 (1995), pp. 3-9. Chalmers reports
that 866 of the 2,088 Britons awarded a Master of Arts certificate be-
tween 1855 and 1898 were women.

Marie Korey reports that twenty-four parts were planned, originally, but
that the series was reduced to thirteen parts because of poor sales. See
Elegant Editions: Aspects of Victorian Book Design, (Toronto: Massey
College at the University of Toronto, 1995), p. 45. See also, Beckwith,
Victorian Bibliomania: The llluminated Book in Nineteenth-Century Britain
(Providence: Museum of Art, Rhode Island School of Design, 1987), p. 31.
M. Digby Wyatt, The Art of llluminating as Practised in Europe from the
Earliest Times (London: Day, 1860), p. 51.

William and George Audsley, Guide to the Art of Illuminating and Missal
Painting (London: George Rowney and Co., 1862), p. 20.

Ibid., 41.

Ellen Creathorne Clayton, ‘Emma Cooper’, English Female Artists
(London: Tinsley, 1876), vol. 11, pp. 264-270.

Ibid., p. ii.

‘Distinction Between Illumination and Painting’, lgdrasil: The Journal of
the Ruskin Reading Guild, ed. William Marwick, 3 (June 1891-March
1892), p. 19.

Christina Crosby, ‘Reading the Gothic Revival: “History” and Hints on
Household Taste’, Rewriting the Victorians: Theory, History and the Politics
of Gender, ed. Linda Shires (London: Routledge, 1992), p. 102.

The Victorian & Albert Museum copy of The Alphabet of Wildflowers
(accession no. E.553-1949) is described online at: https://collections.vam
.ac.uk/item/O597677/the-alphabet-of-wild-flowers-book-of-verse-lady
-louisa-strange/ (30 June 2009; accessed 17 December 2022).

Louisa Mure, Recollections of Bygone Days (Privately printed, 1883).

1bid., p. 57.

The quotation from the prospectus of the Gentlewomen’s Self Help
Institute appears in E. Genna’s Irresponsible Philanthropists, Being, Some
Chapters on the Employment of Gentlewomen (London: Paul, 1881).

See ‘Art. II. Gentlewomen and Self Help’, The Englishwoman’s Review of
Social and Industrial Questions:1870, ed. Janet Horowitz Murray and Myra
Stark (London: Routledge, 2018).



22

23

24
25

26

27

28
29

30

31
32

33

34

35

Elizabeth Cumming, ‘Phoebe Traquair’, Concise Dictionary of Women
Artists, ed. Delia Gaze (London: Routledge, 2011), p. 662.

Stephen Ratcliffe, ‘Cover Note’, The Princeton University Library Chronicle
74.2 (Winter 2013), pp. 263-270.

1bid., 267.

Ruari McLean, Victorian Book Design and Colour Printing, (London:
Faber, 1963), p. 58.

Mrs. Hartley does not appear in the Dictionary of National Biography,
Simon Houfe’s Dictionary of British Book Illustrators and Caricaturists,
1800-1914: With Introductory Chapters on the Rise and Progress of the Art
(Woodbridge: Antique Collectors’ Club, 1978) or Ellen Creathorne
Clayton’s English Female Artists (London: Tinsley, 1876). A second il-
luminated edition of 7he May Queen with borders and lettering by
L. Summerbell appeared in 1872 (London: Frederick Warne).

Lorraine Janzen Kooistra ‘A Modern Poetry of Sensation: Three Christmas
Gift Books and the Legacy of Victorian Material Culture’, in Media,
Technology and Literature in the Nineteenth Century, ed. Colette Colligan
and Margaret Linley (Burlington: Ashgate, 2011), p. 108.

Ibid., p. 94.

The Faithfull sisters also collaborated on an illuminated gift book called
38 Texts (1872). See William Fredeman, ‘Emily Faithfull and the Victoria
Press: An Experiment in Sociological Bibliography’, The Library, Fifth
Series, XXIX.2 (June 1974), p. 159.

See Simon Eliot, ‘Some Trends in British Book Production, 1800-1919’,
Literature in the Marketplace: Nineteenth-Century British Publishing and
Reading Practices, ed. John Jordan and Robert Patten (Cambridge:
Cambridge University Press, 1995), p. 34.

Simon Houfe, op. cit., p. 237.

Biographical details courtesy of Jolyon Hudson, Cazalogue 801: Women in
Literature and Society, (London: Pickering and Chatto, 2019), item 12.
See Lorraine Janzen Kooistra, ‘Poetry in the Victorian Marketplace: The
Hlustrated Princess as Christmas Gift Book’, Victorian Poetry 45.1 (Spring
2007), pp- 49-76.

Jim Cheshire, “The Fall of the House of Moxon: James Bertrand Payne
and the lllustrated Idylls of the King', Victorian Poetry 50 (2012). p. 71
William Holman Hunt Pre-Raphaelitism and the Pre-Raphaelite
Brotherhood, 2 vols. (New York: Macmillan, 1905), vol. II, pp. 124-125.

~
~
~

sajoupuy ‘



~
~
N

sojoupug ‘

36

37

38
39

40

41

42

43

44

45

46

47
48

49

Jo Devereux, ‘The Evolution of Victorian Women’s Art Education,
1858-1900: Access and Legitimacy in Women’s Periodicals’, Victorian
Periodicals Review 50.4 (2017), p. 752.

Emily Faithfull, 7hree Visits to America (New York: Fowler & Wells,
(1884]), pp. 26-27.

William Fredeman, op. cit., p. 148.

Emily Faithfull, “Woman’s Work, with Special Reference to Industrial
Employment’, Journal of the Society of Arts 19 (18 November 1870), p. 378.
Lorraine Janzen Kooistra, ‘Poetry and Illustration’, in A Companion to
Victorian Poetry, ed. Richard Cronin, Alison Chapman, and Antony
Harrison (Oxford: Blackwell, 2002), p. 406.

Norman Kelvin, ‘Dante Gabriel and Christina Rossetti: A Pairing of
Identities’, Victorian Literature and Culture (2004), p. 251.

Alicia Faxon, ‘The Medium Is NOT the Message: Problems in the
Reproduction of Rossetti’s Art, Victorian Periodicals Review 24.2 (Summer
1991), p. 65.

A young Walter Crane (1845-1915) was apprenticed to Linton from 1859
to 1862 and would have assisted with the work. Linton had also worked
on the Moxon Tennyson, engraving Rossetti’s illustration of Sir Galahad.
See Joseph Pennell, ‘English Book Illustration: 1860—1870’, Journal of the
Society of Arts XLIV.2263 (3 April 1896), p. 457.

Gail Lynn Goldberg provides excellent, detailed analyses of these in
‘Dante Gabriel Rossetti’s “Revising Hand™: His Illustrations for Christina
Rossetti’s Poems’, Victorian Poetry 20.3/4, (Autumn—Winter 1982), pp.
145-159.

Alastair Grieve, ‘Rossetti’s Applied Art Designs-2: Book-Bindings, 7/e
Burlington Magazine (February 1973), p. 79.

Jerome McGann, ‘Literature by Design Since 1790’, Victorian Poetry 48.1
‘Victorian Poetry and the Book Arts’ (2010), p. 36.

Linda Parry, William Morris Textiles (Avenel: Crescent, 1995), pp. 10-34.
On Morris and the total book, see Allan Life, ‘Illustration and Morris’
“Ideal Book™, Victorian Poetry 13.3/4 (Fall-Winter 1975), pp. 131-140.
William Morris to William Bowden, 3 Jan. 1891, The Collected Letters of
William Morris, Vol. III: 1889—1892, ed. Norman Kelvin (Princeton:
Princeton University Press, 1996), p. 252.



50

51

52

53

54

55

56

Dana Oliveri, “The Kelmscott Chaucer’, Arz Institute of Chicago Museum
Studies 34.2 ‘Art through the Pages: Library Collections at the Art
Institute of Chicago’ (2008), p. 44.

On Morris’s Golden Type, see Anna Wager, ‘Photographs, Pens, and Print:
William Morris and the Technologies of Typography’, Book History 21
(2018), pp. 245-277; Aaron Donachuk, ‘After the Letter: Typographical
Distraction and the Surface of Morris’s Kelmscott Romances’, Victorian
Studies 59.2 (2017), pp. 260-287; William Peterson, The Kelmscott Press
Golden Legend: A Documentary History of Its Production Together with a
Leaf from the Kelmscott Edition (College Park: University of Maryland at
College Park and the Yellow Barn Press, 1990); Francis Watts Lee, ‘Some
Thoughts upon Beauty in Typography Suggested by the Work of
Mr. William Morris at the Kelmscott Press’, The Knight Errant 1.2 (July
1892), pp. 53-63.

William Peterson, The Kelmscott Press: A History of William Morris’s
Typographical Adventure (Oxford: Clarendon Press; Berkeley: University
of California Press, 1991), p. 180.

On the open hostility to female labour within the compositors” guilds, see
Melissa Score, ‘Pioneers of Social Progress?: Gender and Technology in
British Printing Trade Union Journals, 1840—65’, Victorian Periodicals
Review 47.2 (Summer 2014), pp. 274-295; Michelle Tusan, ‘Performing
Work: Gender, Class, and the Printing Trade in Victorian Britain’, Journal
of Women’s History 16.1 (Spring 2004), pp.103-126; Sian Reynolds,
Britannica’s Typesetters: Women Compositors in Edwardian Edinburgh
(Edinburgh: Edinburgh University Press, 1989); James Ramsay
MacDonald, ed. Women in the Printing Trades: A Sociological Study,
preface by P. Y. Edgeworth (London: P. S. King, 1904).

William Peterson, The Kelmscott Press: A History of William Morris’s
Typographical Adventure (Oxford: Clarendon Press; Berkeley: University
of California Press, 1991), p. 182.

William Morris, A Note by William Morris on His Aims in Founding the
Kelmscotr Press, and a Short Description of the Press by S. C. Cockerell, and
an Annotated List of Books Printed Thereat (Hammersmith: Trustees of
William Morris, 1898), p. 13.

Lorraine Janzen Kooistra, ‘Poetry and Illustration’, op. cit., p. 409.

~
~
Y

sajoupuy ‘



N
~
N

sojoupug ‘

57

58

59

60

61

62
63

64
65

66
67
68
69
70
71
72

73

74

75

76

Simon Houfe, Fin de Siecle: Illustrators of the ‘Nineties (London: Barrie and
Jenkins, 1992), pp. 39—40.

Quoted in Betsy Fryberger, “William Morris and the Art of the Book’, 7he
Print Collector’s Newsletter 7.5 (November—December 1976), p. 136.
Penelope Fitzgerald, Edward Burne-Jones: A Biography (London: Michael
Joseph, 1975), pp. 232-233.

George Landow, ‘Beardsley and Burne-Jones’, Vicroria Web: http:/fwww
victorianweb.org/art/illustration/beardsley/artrel2.html (4 May 2009;
accessed 21 September 2020).

Robert Ross, Aubrey Beardsley: With Sixteen Full-Page Illustrations and a
Revised Iconography by Aymer Vallance (London: John Lane, 1909), p. 43.
Lorraine Janzen Kooistra, ‘Poetry and Illustration’, op. cit., pp. 392—418.
Christopher Sclater Millard, Bibliography of Oscar Wilde (London:
TW. Laurie, [1914]), pp. 316, 319.

Lorraine Janzen Kooistra, ‘Poetry and Illustration’, op. ciz., p. 412.

Giles Barber, ‘Rossetti, Ricketts, and Some English Publishers’ Bindings
of the ‘Nineties, The Library 5th series 25 (1970), pp. 314-30.

Charles Ricketts, A Bibliography of the Books Issued by Hacon and Ricketts
([London]: Ballantyne, [1904]), p. x.

Quoted in Joseph Darracott, The World of Charles Ricketts (New York:
Methuen, 1980), p. 48.

Charles Ricketts, op. cit., pp. vi—vii.

Giles Barber, op. cit., p. 329.

Charles Ricketts, op. cit., p. xvii.

Ibid., p. ii.

Inga Bryden, ‘All Dressed Up: Revivalism and the Fashion for Arthur in
Victorian Culture’, Arthuriana 21.2 ‘Special Issue on the Arthurian
Revival in the Nineteenth Century’ (2011), p. 38.

Wilfred Webb, ‘Dress Reform’, 7he Heritage of Dress: Being Notes on the
History and Evolution of Clothes (London: E. Grant Richards, 1907), p. 355.
Walter Crane, ‘On the Progress of Taste in Dress in Relation to Art
Education’, Aglaia: The Journal of the Healthy and Artistic Dress Union
(London: Hope-Hoskins, 1894), pp. 7-20.

Laurence Housman, 7he Unexpected Years (Indianapolis: Bobbs-Merrill,
1936), pp. 100-101.

1Ibid., p. 103.



77

78

79

80
81

82
83
84

85

86

87

88

89

90

D. M. Sutherland, “The Guild of Women Binders’, The Magazine of Art
(January 1899), p. 422.

Simon Cooke, ‘An Introduction to the Guild of Women Binders’, Victorian
Web: http:/[www.victorianweb.org/art/design/books/wbg.html (24 January
2018; accessed 17 December 2022).

G. Elliot Anstruther, 7he Bindings of Tomorrow: A Record of the Work of the
Guild of Women Binders and the Hampstead Bindery (London: Printed for
the Guild of Women Binders, 1902); S. T. Prideaux, Modern Bookbinding:
Their Design and Decoration (London: Constable, 1906).

Lorraine Janzen Kooistra, ‘Poetry and Illustration’, op. cit., p. 414.

Nick Frankel, ‘Book Decoration and the Poetic Text: Charles Ricketts’s
Designs for Wilde’s Poems (1892), Studies in the Literary Imagination 30.1
(1997), p. 77.

Laurence Housman, op. ciz., p. 94.

Laurence Housman, op. cit., p. 97.

‘The Wood Engravings of Clemence Housman’, Print Collector’s Quarterly
11.2 (1924), p. 191; quoted by Lorraine Janzen Kooistra, “Timeline for
Clemence Housman’s 7he Were Wolf’, Collaborative Organization for Virtual
Education: hteps://editions.covecollective.org/content/timeline-clemence
-housmans-were-wolf (7 March 2018; accessed 17 December 2022).

The most detailed biography is Joan Hardwick’s The Yeats Sisters: a
Biography of Susan and Elizabeth Yeats (London: Pandora, 1996).

Simone Murray, “The Cuala Press: Women, Publishing, and the Conflicted
Genealogies of “Feminist Publishing™, Women’s Studies International
Forum 27 (2004), p. 489. Murray points out that the employment of teen-
age girls and use of obsolete equipment helped Yeats avoid the kind of
confrontations with unions that Faithfull endured (p. 495).

Ernest Mariner, ‘Fifty Years of the Cuala Press’, Colby Library Quarterly
11 (1953), p. 176.

James Lovic Allen, ‘All in the Family: Artistic Interaction Between
W. B. Yeats and His Siblings’, Yeats Eliot Review 5.1 (1978), p. 35.

Lucy Peltz, Facing the Text: Extra-Illustration, Print Culture, and Society in
Britain, 1760—1840 (San Marino: Huntington Library, 2017).

Luisa Cale, ‘Gray’s Ode and Walpole’s China Tub: The Order of the
Book and The Paper Lives of an Object’, Eighteenth-Century Studies 45.1
“The Disorder of Things (2011), p. 106.

G

sajoupuy ‘ ~



~N
~N
Q

sojoupug ‘

91

92
93
94
95

96

97

98

99

100

101

102
103
104
105

106
107
108

109

Extra-illustration is often referred to as ‘grangerising’, because it was fre-
quently practised on the Bibliographical History of England from Egbert the
Great to the Revolution (London: Printed for T. Davies, 1769), a catalogue
of portraits written by James Granger (1723-1776).

George Daniel, British Theatre (London: John Cumberland, 1823-1831).
Lucy Peltz, op. cit., p. 349.

Ibid., pp. 307-314, 329-336.

William Roberts, The Book-Hunter in London: Historical and Other Studies
of Collectors and Collecting (London: E. Stock, 1895), p. 273.

Heidi Egginton, ‘Book-hunters and Book-huntresses: Gender and Cultures
of Antiquarian Book Collecting in Britain, c. 1880-1900’, Journal of
Victorian Culture 19.3 (2014), pp. 346-3064.

Luisa Cale, ‘Dickens Extra-Illustrated: Heads and Scenes in Monthly
Parts (The Case of Nicholas Nickleby)', The Yearbook of English Studies
40.1/2 “The Arts in Victorian Literature’ (2010), pp. 8-32.

1bid., p. 12.

Charlotte Yeldham, Women Artists in Nineteenth-Century France and
England, 2 volumes (New York: Garland, 1984).

James Roberts, Introductory Lessons, with Familiar Examples in Landscape,
for the Use of Those Who Are Desirous of Gaining Some Knowledge of the
Pleasing Art of Painting in Water Colours (London: Bulmer, 1800), pp. 4-5.
The Young Lady’s Book: A Manual of Elegant Recreations, Exercises, and
Pursuits (London: Vizetelly, Branston, & Co., 1829), p. 347.

Ibid., p. 468.

Ibid., p. 469.

Ruari McLean, op. cit.

Theodore Fielding, On Painting in Oil and Water Colours. (London: For
the author by Ackermann, 1839), p. 77.

Ibid., p. 40.

Ibid., p. 18.

Amanda Watson, ‘Shared Reading at a Distance: The Commonplace
Books of the Stockton Family, 1812—40°, Book History 18 (2015), p. 105.
Patrizia Di Bello, ‘Mrs. Birkbeck’s Album: The Hand-Written and the
Printed in Early Nineteenth-Century Feminine Culture’, 19: Interdisciplinary
Studies in the Long Nineteenth Century 1 (2005), p. 8.



110

111

112
113
114
115
116
117

118
119

120

121

122

123

124

125

Michael Cohen, ‘Album Verse and the Poetics of Scribal Circulation’, A
History of Nineteenth-Century American Women's Poetry, ed. Jennifer Putzi and
Alexandra Socarides. (New York: Cambridge University Press, 2017), p. 71.
Samantha Matthews, ‘Albums, Belongings, and Embodying the Feminine’,
Bodies and Things in Nineteenth-Century Literature and Culture, ed.
Katharina Boehm (Basingstoke: Palgrave Macmillan, 2012), p. 111.
Patrizia Di Bello, op. ciz., pp. 22-23.

Samantha Matthews, op. ciz., p. 111.

Michael Cohen, op. cit., p. 71.

Amanda Watson, op. cit., p. 107.

Anne Higonnet, ‘Secluded Vision: Images of Feminine Experience in
Nineteenth-Century Europe’, Radical History Review 38 (1987), p. 20.
Beverly Seaton, The Language of Flowers: A History (Charlottesville:
University of Virginia Press, 1995), p. 110.

E. Graeme Chalmers, op. ciz., p. 6.

Isabel Kranz, “The Language of Flowers in Popular Culture and Botany’,
The Language of Plants: Science, Philosophy, Literature, ed. Monica
Gagliano, John Ryan, and Patricia Vieira (Minneapolis: University of
Minnesota Press, 2017), pp. 201-202.

Sarah Whittingham, Fern Fever: The Story of Pteridomania (London:
Frances Lincoln, 2012).

Quoted in M. H. Spielmann and G. S. Layard, Kate Greenaway (London:
Adam and Charles Black, 1905), p. 127.

For this reason, there is often confusion about their publication dates. The
Keepsake for 1829, for instance, was published in autumn 1828, and meant
for use and display over the following year.

Ann Hawkins, ‘Marketing Gender and Nationalism: Blessington’s Germs
of Beam‘y/L’Ecrz’n and the Mid-Century Book Trade’, Women’s Writing
12.2 (2005), pp. 225-240.

For a history of these categories, see Jacqueline Pearson, Women’s Reading
in Britain, 1750—1835: A Dangerous Recreation (Cambridge: Cambridge
University Press, 1999).

Barbara Onslow, ‘Gendered Production: Annuals and Gift Books', Journalism
and the Periodical Press in Nineteenth-Century Britain, ed. Joanne Shattock
(Cambridge: Cambridge University Press, 2017), pp. 68—069.

~
~
N

sajoupuy ‘



~
~
Co

sojoupug ‘

126

127

128

129
130
131

132
133

134

Eleanor Jamieson, English Embossed Bindings, 1825—1850 (Cambridge:
Cambridge University Press, 1972), p. 5.

For elaborations of such adjectives, see, respectively, Alison Chapman,
‘Robert Browning and 7The Keepsake: Memory, Memorialization, and the
Future of Poetry’, Victorians 124 (2013), pp. 82—-97; Margaret Linley, “The
Early Victorian Annual (1822-1857), Victorian Review 35.1 (Spring 2009),
pp- 13-19; Katherine Harris, ‘Feminizing the Textual Body: Female
Readers Consuming the Literary Annual’, Papers of the Bibliographical
Society of America 99.4 (2005), pp. 573—622.

Paula Feldman, “Women, Literary Annuals, and the Evidence of
Inscriptions’, Keats-Shelley Journal 55 “Women Writers of the British
Regency Period” (2006), p. 55.

Katherine Harris, op. ciz., p. 604.

Barbara Onslow, op. cit., p. 79.

Laura Forsberg, ‘Multum in Parvo: The Nineteenth-Century Miniature
Book’, Papers of the Bibliographical Society of America 110.4 (2016), p. 403.
Ibid., p. 405.

Ann Hawkins, op. cit., p. 232. See also Hawkins’s ““Formed with Curious
Skill”: Blessington’s Negotiation of the “Poetess” in Flowers of Loveliness,
Romanticism on the Net 29-30 (2003).

Lorraine Janzen Kooistra, Poetry, Pictures, and Popular Publishing: The
Hlustrated Gift Book and Victorian Visual Culture, 1855—75 (Athens: Ohio
University Press, 2011).





