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2005 CONFERENCE:
VICTORIANS IN SIGHT & SOUND
About 50 scholars assembled in Chicago to enjoy
the 20-some talks on Victorian culture, from PreRaphaelite parodies to early British Sherlock
films. The Omni Hotel’s own Victorian charm set
a wonderful tone for the whole conference. After
a delicious meal in the Hotel Friday night, Elaine
Hadley gave an engaging keynote talk about the
oration style and content of Gladstone’s
speeches. The two days ended with a musical
presentation on Tennyson-inspired scores. Both
graduate and undergraduate students swelled
the numbers, and the Burgan prize for best
graduate presentation was well-deserved by the
very first speaker, Marty Gould. See the end of
this newsletter for all abstracts.

EMINENT
VICTORIANS
A New Look
MVSA Annual Conference

CALL FOR PAPERS
The Thirtieth Annual Midwest Victorian
Studies Association meeting will be held at
Wayne State University in Detroit. Our
theme this year is ―Eminent Victorians,‖ a
phrase whose Stracheyan ironies have
inflected discussions of Victorian public and
private lives for almost a century. The longawaited publication of the Oxford
Dictionary of National Biography, with its
more than 20,000 entries on famous,
infamous, and hitherto obscure men and
women who lived during the Queen‘s reign,
makes timely a fresh look at Victorian lives
and life-writing.
In keeping with its long interdisciplinary and
inclusive tradition, MVSA welcomes
proposals from any disciplinary perspective
consonant with this broad theme. We
encourage panels and individual papers that
look afresh at one or more Victorian lives; at
the relationship between ―life‖ and ―works‖;
at the nature of biography, then and now;
and at the processes by which inclusion or
exclusion from ―eminence‖ operates in areas
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as diverse as politics, literature, art, science,
commerce, and the professions.
Possible approaches might include:
*collections, from Lives of the Engineers to
the DNB *biography as a publishing
phenomenon *memoirs and memory
*fictional characters as eminent Victorians
*survivors and the shaping of the official
Life *the obituary as genre *heroes and
the heroic *lives as cautionary moral tales
*gender and life-writing *portraiture and
the construction of public identity *the
destruction of letters and diaries *private
scandal as public entertainment *the rise of
celebrity journalism *competing
interpretations of notable lives *forgotten
celebrities and posthumous fame
*workingmen and autobiography *the
politics of parliamentary eminence *current
resources for researching Victorian lives
*the ODNB and the Victorians
About the conference: We will meet at
Wayne State University in Detroit, with
lodgings at the elegantly renovated Inns on
Ferry provided at a specially discounted
conference rate.
Victorianists studying and working in
the midwestern or southern United States are
especially encouraged to attend at MVSA,
and to make a home in this distinguished
scholarly organization. Graduate students
are particularly welcome as attendees and
presenters at MVSA conferences, where
they will find a stimulating and collegial
atmosphere, and where conference fees are
adjusted to make attendance more
affordable. MVSA annually awards the Bill
and Mary Burgan Prize for an outstanding
paper by a graduate student at the
conference, while the prestigious Arnstein
Prize supports dissertation research of an
interdisciplinary kind. Conference news
can be found on the MVSA website at
http://www2.ic.edu/MVSA/

Submissions: By October 31st, email a
one-page (only) abstract to Alisa ClappItnyre, Asst. Professor of English, Indiana
University East: aclappit@indiana.edu.
Please mention ―MVSA 2006 Paper
Submission‖ in the Re: line and include the
abstract and your name, title, institution,
email and snail mail addresses, and a phone
number in the email text. If you must use an
attachment, please make sure all of this
information appears there, too. If you do not
receive an email confirmation of receipt,
please re-submit.
From the Conference 2006 Coordinator
You are all invited to Detroit, where we shall have
a single large conference room in the student
center building in the middle of Wayne's campus.
I have an agreement with the Inn on Ferry--lovely
remodeled town houses--for posh lodging at a
reasonable price. These houses are in walking
distance of campus. I also have an arrangement
with one of Detroit's finest restaurants, The
Whitney, for our business banquet. There are
various interesting places to visit in and around
Detroit for those who will have the time. One
could begin with the
excellent Detroit Institute of Arts, which is adjacent
to campus, as is the Detroit Historical Museum, a
Science Museum, and an African-American
museum. There are many other attractions further
off, such as Belle Isle in the Detroit River and
Greenfield Village,
an ambitious historical park. Please consider
coming to Detroit whether or not you are
presenting a paper. We hope to see you there!
--John Reed, Wayne State University

A Farewell from the Outgoing President
During the past two years, MVSA has continued to
support Victorian studies in the Midwest, working sideby-side with our sister organizations in other regions,
and also with the new national organization, NAVSA.
The hope is that the regionals and the national can
strengthen one another, and to that end, MVSA has
sponsored a panel at each of the first two meetings of
NAVSA.
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In 2004, MVSA held its twenty-eighth annual meeting
jointly with the Society for the Study of NineteenthCentury Ireland. It was entitled “Structures of Belief
in Nineteenth-Century Ireland.” Thanks to James
Murphy, that conference has given birth to a book:

Evangelicals and Catholics in Nineteenth-Century
Ireland. Ed. James Murphy. Dublin: Four Courts,
2005.
Our 2005 conference once again attracted a substantial
audience, some sixty persons, a heartening figure since
it means that we are keeping our old friends (our
“base”) while bringing in new friends, perspectives, and
research methods. Due to our subject, “Victorians in
Sight and Sound,” this conference was technically quite
challenging, but that technology gave us papers that
deepened our sense of the age through impressive visual
and auditory materials.
As always, we had a strong group of papers to choose
from, and would have liked to include more of them in
the program. However, we are keeping to the tradition of
running only one session at a time. MVSA continues
to draw many people who are attracted to the strong
program and the collegial atmosphere. It means a great
deal that MVSA continues to be supported by, and to
support, a wide range of scholars, junior, mid-level,
and senior.
I wish to thank all who have given of their time and
talents to MVSA. Special thanks to the officers I have
worked with: former President Susan Dean, current
President Jim Sack, Treasurer Julie Melnyk, Executive
Secretary Alisa Clapp-Itnyre, Webmaster Bob Koepp,
former Executive Secretary Anne Windholz, and the
members of the Executive Committee, past and present:
Florence Boos, Patrick Leary, William McKelvy, Thomas
Prasch, John Reed, and our newest members Anne
Helmreich and James Murphy. Thanks also to the
members of the Arnstein Committee, Walter Arnstein,
Linda Hughes, whom we welcome as our new Vice
President and President-Elect, and Richard Davis.
Space (and Alisa’s editing) will not permit me to thank
each as you deserve, but my gratitude is heartfelt.

My thanks, and I look forward to seeing you at our 30th
Annual Meeting, to be hosted in Detroit by John Reed:
“Eminent Victorians: A New Look.”
Best wishes,
Micael M. Clarke
Loyola University Chicago
A Word from the Incoming President
The 2005 MVSA meeting at
Chicago’s Ambassador East hotel,
complete with its “historic” Pump
Room, was, I hope, memorable for the
attendees, the presenters, the Arnstein
Prize winner, Mr. R. Bell of McMaster
University, and the Burgan Prize
winner, Mr. M. Gould of the University
of Iowa. Since the title of the meeting
was “Victorians in Sight and Sound,”
almost all the twenty-three presenters
and the keynote speaker, Elaine
Hadley, requested a bewildering array
of audio-visual materials. Hence, the
possibility of a technological disaster
always loomed high in my own (then)
Vice Presidential and technophobic
mind. That there was no such
catastrophe is owed largely, I think, to
two technocratic individuals: Patrick
Leary of our own Executive Committee,
and Thomas J. Tobin, the instructional
development librarian at SIU, whose
skill at solving audio-visual
conundrums was the equivalent of
having a teenager in the audience. Mike
Clarke, my presidential predecessor, no
slouch as a technocrat herself, and I
would like to thank them both.
Mike Clark will be a hard, perhaps
impossible, act to follow. Her
knowledge of the history and
membership of the MVSA is unrivaled.
Her hard work for the association over
the early years of a new century and a
new millennium has been
extraordinary. On at least two
occasions, 2003 and 2005, she has
combined either the Vice Presidency or
the Presidency of the MVSA with local
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arrangements coordination. I served as
her Vice President for two years and
can more than attest to her unflagging
energy and indefatigable zeal in
pursuing the interests of the MVSA.
Also, more than meriting the gratitude
of the wider MVSA community are our
hardworking Treasurer, Julie Melnyk,
and our untiring Executive Secretary,
Alisa Clapp-Itnyre. Thomas Prasch is
leaving the Executive Committee and
the current members thank him for his
service. Linda Hughes (as Vice
President) and James Murphy (as a
Member at Large) are our two new
Executive Committee members, and I
have come to rely on the advice of both.
John Reed, another Executive
Committee member, is very much
ahead of the curve in preparing a
splendid setting in terms of lodging and
restaurants for the thirtieth
anniversary meeting of the MVSA in
Detroit. I hope that as many members
and friends as possible will make the
effort to attend the “Eminent
Victorians” session on the weekend of
21-23 April 2006.
Last year, Micael Clarke in her
“From the President” column paid
tribute to Bob Koepp, for “having set up
and run our wonderful Web site for
several years.” She then announced
that Dr. Koepp “would like to pass that
responsibility on to someone new---do
we have a volunteer?” Twelve months
later, alas, Dr. Koepp is still bearing his
Web site burdens with good humor and
skill. If any member would agree now
to replace him, please contact me at
jsack@uic.edu. Best wishes for the
coming year.
-Jim Sack

IN MEMORIUM
Harold J. Perkin (1926-2004)

Harold James Perkin, a staunch
friend to the MVSA during his years
(1985-1997) as Professor of History at
Northwestern University, died on 16
October 2004, in London. He was
certainly one of the foremost Victorian
social historians of the twentieth century.
His most important book was The Origins
of Modern English Society, 1780-1880
(Routledge, 1969; new edition, 2002),
where he traced England’s evolution from
an essentially hierarchical and
individualistic community to a largely
urban class-based nation. Patrick Leary
on the Victoria List Serv quite rightly
called it “a foundational text for the study
of the 19th century.” David Cannadine
wrote of Perkin in an obituary in the
Guardian that he “put social change at
the centre of the historical stage, but he
also connected it with economic
development, political activity and
patterns of thought.” A friend of thirty
years, Walter Arnstein, recalled that
Perkin’s books and articles were not,
primarily, Marxist in inspiration (perhaps
surprisingly for the 1960s and 1970s)
and were always “delightfully readable
and jargon free.” Perkin held for many
years (1967-1984) the very first
professorship of Social History in the
United Kingdom.
Perkin, the son of a builder, was a
child of the Potteries. He won a
scholarship to Jesus College at
Cambridge in 1945. In an obituary
prepared for the Perspectives of the
American Historical Association, his
colleague at Northwestern, Bill Heyck,
and two of his loyal graduate students,
George Robb and Meredith Veldman,
recall the wider Perkin family’s shock in
1945 at seeing Jesus’s checklist of
“necessary items” for incoming students,
including damask tablecloths and a
dinner service for twelve! It was such a
society and such attitudes that the young
Mr. Perkin set out to analyze.
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Many of us in the MVSA during the
late 1980s and the 1990s no doubt recall
Harold Perkin’s fund of anecdotes and
love for good conversation, good drink
and good food. He and his wife, Joan
Griffiths Perkin, an accomplished scholar
of women’s history, were important
British additions to our Mid-West
community of Victorian scholars.
--Jim Sack
Robert A. Colby
On October 3, 2004, the world of Victorian
scholarship lost a great and good friend.
Robert A. Colby is known to the public as
author of some forty books and articles,
including Fiction With a Purpose (1967),
Thackeray’s Canvass of Humanity (1979), and
at least seven review essays, and, with his
wife Vineta, of Mrs. Oliphant’s Scotland
(1979) and The Equivocal Virtue: Mrs.
Oliphant and the Literary Marketplace (1966).
He received his Ph.D. in 19th Century
English Literature from the University of
Chicago, was Professor of Library Science at
Queens College, and an active member of
MVSA, RSVP, and the editorial board of The
Wellesley Index. In his “retirement,” he took
great pleasure in travel, research, and in
leading public tours of the New York Public
Library.
Robert Colby was always precise, thorough,
and deeply devoted to his work. His
publications cover a forty-six year span,
beginning in 1956 and ending in 2002 with a
final review of Thackeray studies published
in The Dickens Studies Annual. Review
essays are surely one of the most
demanding of projects, and all who
subscribe to VICTORIA will recall Bob’s
asking, three years ago, for references to
anything written about Thackeray during
the years 1993-2001. For many of us, he was
the epitome of a professional who thrived
on his work, and he commented happily

once that “retirement” simply gave him
more time to write.
Joel H. Wiener’s eloquent obituary in
Victorian Periodicals Review (available on
line) provides an extensive discussion of
Robert Colby’s scholarly career, and deems
him “one of the world’s foremost
authorities on Thackeray.” Professor
Wiener also justly describes Bob Colby as “a
true gentleman, and . . . a modern exemplar
of the very best of the Victorian age, which
he loved so much.”
My own knowledge of Bob Colby is more
personal, for Bob combined high standards
of scholarship with great kindness to the
persons who were struggling to learn the
art. I would like to share a few memories
because of what they tell about him.
My first meeting with Bob took place at the
second annual MVSA meeting, held in
Urbana in 1977. I was a graduate student
and Gerry Sorensen, who had supervised
my M.A. thesis on Thackeray, introduced
us. After lunch, Bob wished to speak
further about Thackeray, and at the end of
the conversation, he invited me to send him
my dissertation when I had enough to send.
When I did eventually send Bob some of my
Thackeray materials, his comments were
both instructive and encouraging. I have
before me a note dated 24 March 1984, on
the familiar Queens College Stationery, in
which he conveys a very Thackerayan sense
of humor: “I cannot help noting with
pleasure that you draw on both my wife
and me among your sources (Vanitas
vanitatum!)”
When I sent Bob my dissertation, I was in
doubt as to how it would be received in the
scholarly community. I feared that a
feminist approach to Thackeray might be
viewed as “special pleading.” But Bob had
an open mind, and his wife Vineta, an
outstanding scholar in her own right, had
written one of feminist criticism’s
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pioneering studies, Yesterday’s Woman
(1974). In a letter dated 5 August 1984, he
sent me two single-spaced pages of
commentary, making clear where he could
accept my arguments, and where he took
serious issue, and why. I appreciated his
challenging frankness as much as I
appreciated the time and thought that he
put into reading that ms.
In attempting to find words to describe Bob,
I pulled the familiar spring-green copy of
Thackeray’s Canvass off the bookshelf, and
leafed through it to where he discusses
Thackeray’s death. Here, I thought, we
might be able to approach most closely to
Bob’s own sensibilities.
Bob was neither as skeptical nor as
melancholy as Thackeray, but his choice of
passages is telling. At the end of Thackeray’s
Canvass, Bob quotes from The Roundabout
Papers, in which, Bob says, Thackeray
“occasionally caught glimpses of eternity”:
So you are gone, little
printer’s boy, with the last
scratches and corrections on
the proof, and a fine flourish
by way of Finis at the story’s
end. The last corrections? I
say those last corrections
seem never to be finished. . . .
Would you not pay a pretty
fine to be able to cancel some
of [those pages?] . . . . But
now and again a kind
thought is recalled, and now
and again a dear memory.
Yet a few chapters more, and
then the last: after which
behold Finis itself come to an
end, and the Infinite begun.
(453)
Bob Colby was drawn to Thackeray’s works
by their shared characteristics: the tendency
to irony, the subtlety, the strong, capacious
intellect, the attraction to history, the open,

questioning mind. These characterize both
men, as well as the warmth that lay beneath
the surface – never overly demonstrative,
but strong once revealed.
On behalf of MVSA, I write convey our
sincere sorrow to Vineta, of whom he wrote
in his Preface: “Finally, a word of tribute to
my wife, colleague, and collaborator Vineta
Colby, who has been with this book from its
beginnings, and whose own contribution to
it, tangible and intangible, is
immeasurable.” The same must be said of
Bob: both in his private life, as well as in his
life of scholarship, Bob’s contributions to
learning and his example as a man of
integrity, high standards, warmth, and
courtesy, have become a part of the fabric of
our profession.
Anyone wishing to make a donation in
Robert Colby’s memory name is asked to
send it to the New York Public Library.
---Micael Clarke

ARNSTEIN PRIZE
At the Chicago meeting, Robert Bell, a
doctoral candidate in English at
McMaster University (Canada), became
the 14th person to receive the MVSA's
Walter L. Arnstein Prize for Dissertation
Research in Victorian Studies. Bell's
dissertation subject is "Dramatic
Anxieties: William Bodham Donne,
Censorship and the Victorian Theatre,
1849-1874." Donne served as Examiner
of Plays in the Lord Chamberlain's Office,
and Bell's appraisal of his assumptions
and actions in approving and editing
scripts throws significant new light on
Victorian mores and social attitudes. The
2005 prize committee was made up of
James J. Sack (Chair), Linda Hughes,
Richard Davis, and Walter L. Arnstein.
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The chair of the 2006 prize committee
will be Vice-President Linda Hughes
(Texas Christian University). Applications
will be due on February 1, 2006.
A Word from the Secretary

new item in the directory: approximate year of
joining MVSA in parenthesis next to everyone’s
name, as a way to recognize the many years of
devotion to this organization and also to
recognize the new members should you have a
chance to welcome them. If you joined during or
after April’s meeting, however, I am afraid I was
unable to include you in this year’s printing. Our
next Directory will come out in 2007 so just make
sure you’re on the books by then. You can join
or renew at this time by using the form at the end
of the newsletter.
I would like to thank my institution, Indiana
University East, Richmond, IN, for their continued
financial help of MVSA printings and mailings.
Many thanks, Alisa Clapp-Itnyre

Greetings, everyone. Our 2005 Conference was
a thrill and our 2006 conference in Detroit
promises to be just as intellectually engaging.
Please spread the word by posting the enclosed
CFP in your department.
At April’s conference, I was busy passing out
our biannual Directory and many of you saved
me postage by picking it up there. For the rest, I
am sending it with this newsletter. I am trying a
******************************************************
MVSA Annual Conference 2005:
VICTORIANS IN SIGHT AND SOUND:
PAPER ABSTRACTS

(in an effort to save space, I had to limit abstracts that were
over 500 words. My apologies for any awkward writing that
results which is not the fault of the author--ACI)

FRIDAY, APRIL 15TH
SESSION ONE, 9:00 to 10:30 a.m.
The Spectacle of Empire
Marty Gould—winner of the Burgan Award for best
graduate paper at the conference
Department of English
The University of Iowa
Around the World in 80 Plays: Drama and Empire
in the Nineteenth Century
Securing the nation's resources for overseas
expansion required public commitment to the imperial
project in the face of imperial Britain's gravest and
most humbling crises. Countering skepticism and
quieting the voices of opposition became a frontline
battle, fought not with rifle and cannon but with word
and image. Empire-building was thus not just a
political or military concern, but a cultural project. To
understand how Britain sustained its imperial
energies, we must consider how the empire was
visually represented to the larger public and how such
representations encouraged public commitment to
such a costly and ambitious undertaking.
The Victorians lived in a world of spectacle, from

museums and exhibitions to parades and dramas, all
of which taught the British public its role in the drama
of empire. The Victorian theatre incorporated the
mechanics of panoramic and exhibitionary display into
its own performance practices emerging as a powerful
institution of imperial representation. My paper
argues that this integration of visual representational
practices made the Victorian stage the primary point
of contact between the British public and the British
empire. Indeed, I argue, the stage served as a sort of
magic window onto the wider world, blending
education with entertainment, and bringing the distant
imperial frontier to life. Using visual images
(paintings, engravings, playbills, etc.), I reconstruct
some of the scenic elements of plays such as
Cataract of the Ganges, Mr. Buckstone's Voyage
Around the World, and Robinson Crusoe as I
demonstrate the spectacular nature of imperial drama
in the nineteenth century. I consider not only the
devices Victorian playwrights used to realize the
people and places of empire, but also how these
spectacular displays aligned the British public with the
nation's imperial enterprise.

Aishwarya Lakshmi
Ph.D. Student in the English Department, University
of Chicago, IL.
The Indian Picturesque: The Other Side of the
Aesthetic
Everything has a particular
character, and certainly it is the
finding out the real and national
character which is required; for
should a painter be possessed of the
talents of a Raphael, and were he to
represent a Chinese with the beauty
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of a Grecian character and form,
however excellent his work might
be, it would still have no
pretensions to reputation as
characteristical of that nation. 1
Thus William Hodges, traveler-artist in India
(1780-83), describes the particular difficulty and
challenge of his task as a painter of ‗foreign scenes‘.
The quote demonstrates Hodges‘ awareness of the
different ‗character‘ of the land he is in and expresses
his desire to use an aesthetic form suitable to depict
this difference. Ironically, it is the aesthetic of the
picturesque, increasingly associated in the late
eighteenth through the early nineteenth century with
an idyllic English countryside, that Hodges found
most suitable to capture the character of the Indian
landscape as well. The picturesque, thus for Hodges,
was an aesthetic form that translated well crossculturally and was eminently suitable for capturing
difference.
This paper will analyze two Indian picturesque
works: William Hodges‘ painting ―Mohammedan
Women attending the Tomb of their Parents,
Relatives, or Friends, at Night‖ (1785), and Fanny
Parks‘ journal Wanderings of a Pilgrim in Search of
the Picturesque (1850), and explicate the ‗character‘
of the land these works create. I will argue, like Sara
Suleri, that the Indian picturesque is fundamentally
colonial (and not simply ‗accidentally colonial‘ as
some have argued2), but unlike her, that this lies in
the particular ‗character‘ of the land that the
picturesque creates and the temporality that the
[picturesque] image serves. Unlike the English
picturesque, which creates a place-ethic-people nexus
as the ‗character‘ of the land that reads positively on
the moral and aesthetic register (albeit ideologically,
as John Barrell and Ann Bermingham have pointed
out), moving forward into the fulfilling story of the
nation, in the Indian picturesque, this nexus reads
positively only on the aesthetic and not on the moral
dimension. This creates an awry ‗character‘ of the
land: one that has no inner temporality of its own and
that is specifically a colonial figuration.
Andrea Bobotis, Ph.D. Candidate
English Department, University of Virginia

1

William Hodges, Travels in India, London: J.
Edwards, Pall-Mall, 1793: p. 155.
2
The critic I am thinking of here is Giles Tillotson
who argues in The Artificial Empire that there is
nothing internal to the picturesque aesthetic that
makes it ‗colonial‘ in India, for it [the picturesque]

Spectacle in the Text: Wilde,
Beardsley, and Colonial Imaginings in Salome
In 1983 Elliot Gilbert countered the long-held
critical assumption that Beardsley’s drawings for
Salome lack relevance to Wilde’s text. Instead, Gilbert
argued that the interplay of illustrations and text
produces a “single strong focus” which attacks fin-desiècle patriarchal structures through a simultaneous
celebration of and aversion to the female sexual
energy which emerges in the play. This paper
continues Gilbert’s project of investigating the
evocative interaction between Beardsley’s drawings
and Wilde’s text, but it proposes that this interaction
generates a different “strong focus,” one related to a
setting of Salome which has received less critical
attention.
While criticism of the past two decades has
been inclined to interpret Wilde’s text and Beardsley’s
illustrations as situated in a symbolic landscape of
enthralling and defiant sexuality, this landscape is
also superimposed over another, often overlooked,
setting: colonial administration within the Roman
Empire. This paper foregrounds that colonial setting
with the purpose of achieving two results. First, my
study of Salome’s position within her stepfather’s
kingdom challenges readings which portray her as
overmastered by her sexuality and lacking selfknowledge. I suggest that evaluating Salome as one
of the figures governed by Herod’s imperial rule
obliges us to reconsider the purposes and
management of her desires within the play. My
reading demonstrates a Salome who shrewdly
exploits the freedoms and limitations of symbolism to
probe her condition as a body managed by colonial
rule.

SESSION TWO, 10:45 to 12:15p.m.
Reading the Pre-Raphaelites
Professor Susan Jaret McKinstry
English Department, Carleton College
Drawing Lessons: Dante Gabriel Rossetti‟s
Verbal and Visual „Hieroglyphics‟
We know that the Pre-Raphaelites explored
the connection between the visual and the verbal arts
in painting, poetry, book production and illustration,
architecture, textile and furniture design. William
Morris‘s Red House in Bexleyheath, Kent utilized
interwoven words and images in the windows,
ceilings and cabinetry, and the completed house was
described by Dante Gabriel Rossetti as ―more of a
poem than a house.‖ Morris and Edward BurneJones revolutionized book design with their
Kelmscott Press editions, intertwining text and
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illustration so tightly that they became
indistinguishable. Rossetti, unwilling to be solely a
painter or a poet, created paired paintings and poems
that united the verbal and visual, often inscribing the
canvas or frame of the painting with lines from the
poem and thus literally framing image and word into
a single aesthetic object. Certainly the aesthetic
practice of the Pre-Raphaelites goes beyond
presenting painting and poetry as ―sister arts‖ or
rebelling against the prescriptive aesthetics of the
Royal Academy as established by (as they called
him) ―Sir Sloshua‖ Reynolds. Rather, I believe that
the Pre-Raphaelites‘ work demonstrates a new
system of art as consumer aesthetics, and Dante
Gabriel Rossetti‘s ―double works‖ (as Jerome
McGann tellingly terms the paired paintings and
poems) define and demonstrate this rich
hieroglyphics.
Thomas J. Tobin, Ph.D., M.S.L.S.
Instructional Development Librarian
Southern Illinois University
Parodies of Pre-Raphaelitism in the
Nineteenth-Century Press.
Because of their minute treatment of
detail, contemporary subject choices,
and overtly didactic aims, PreRaphaelite paintings often appeared in
parodic forms in the nineteenth-century
press, especially as vehicles for
pointing up absurd political and social
movements.
Pre-Raphaelite paintings quickly became
such an integral part of the English
visual vocabulary that parodic
representations were often un-labeled,
assuming viewers‟ familiarity with the
original images. Through a
chronological series of images and
texts, this presentation will chart the
emergence and establishment of PreRaphaelite paintings as easily
recognized and manipulated “shorthand”
visual tropes in the nineteenth-century
press between 1848 and 1900.
Kenneth Daley
Associate Professor, Chair, Department
of English, Ohio University
Rossetti’s Paintings of Women and
the Poems that Accompany Them
Dante Gabriel Rossetti‟s “double
works of art,” specifically those
large, female oil portraits he painted
obsessively during the last twenty
years of his life, and the ekphrastic
poems he wrote to accompany them, have
provoked a good deal of critical
hostility, from his day to our own.

Representative of much recent criticism
is Griselda Pollock‟s 1988 Vision and
Difference, in which Rossetti emerges
as the prototypical case study for
measuring the effects of masculine
desire and the male gaze. Comparing
Rossetti‟s paintings of women to female
faces in cosmetic commercials, Pollock
says: “When we look at these images we
conflate beauty of the drawing or
photograph with woman as beautiful and
fail to question what motives this
fantasy of visual perfection, why and
for whom was it necessary?” Without
serving as Rossetti‟s apologist, in my
paper, I will suggest that the
interrogation of desire is in fact one
of Rossetti‟s central subjects - that
while complicit in the commodification
of female sexuality, these works compel
us to question what motives this
fantasy of male desire, for whom was it
necessary.
By charting the formal
complications of the movement between
image and text in Rossetti‟s double
works of art, I hope to detail the
complicated, self-conscious, and
contradictory attitudes toward desire,
commodity culture, and sexual identity
that I read there. Due to the limited
time of a conference paper
presentation, I will focus primarily on
Rossetti‟s Venus Verticordia, his
richly conceptualized Venus, powerfully
seductive and fatal, and one of his
only attempts at painting the nude.
Ruskin hated its “coarseness,” and
called it the “chief example of
sensuality” in Rossetti‟s unfortunate
“„women and flowers‟ period.” I hope to
detail those elements of both painting
and poem that allow us to ask: To what
extent does the work function as
critique? Is it simply an expression of
male consciousness, even an example of
male pornography, or does it expose
patriarchal perceptions, and function
as a critique of bourgeois male
conceptions of women and desire? (E.
Warwick Slinn)

SESSION THREE, 2:15 to 3:45 p.m.
The Camera’s Eye
Marta Weiss, Ph.D. Candidate,
Department of Art and Archaeology, Princeton
University
From Studio Portraits to Tableaux Vivants: A
Victorian Photography Album
This paper introduces the relationship
between nineteenth-century British staged
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photographscostumed, tableau-like scenes drawn
from history and literatureand photograph albums.
Primarily the pursuits of upper-class amateurs, the
staged photograph and the album both demonstrate
ways that Victorians utilized the new medium of
photography not just as a documentary tool, but as a
means of telling stories and invoking the imaginary.
This paper considers one such album in
particular: the ―Mar Lodge Album,‖ an 1864 album
by Victor Prout that includes photographs of tableaux
vivants and scenes from amateur theatricals. The
album commemorates a house party held during the
Braemar Games (a Scottish athletic competition) in
honor of the Prince and Princess of Wales on their
first visit to Scotland. It is a deluxe volume with
typeset title page, introduction, table of contents and
captions, and is clearly organized, beginning with
portraits of the guests at the event, followed by the
tableaux vivants, theatrical scenes, views of the house
where the entertainment took place, and ending with
views of the surrounding countryside. The
reappearance of the same individuals in conventional
portraits (as themselves) and in tableau photographs
(in role) heightens the tensions between reality and
fantasy in the staged photographs and simultaneously
draws attention to the constructed nature of the
seemingly more straightforward portraits. Prout
staged the tableaux vivants in collaboration with the
amateur photographer Lewis Wingfield, who also
posed for some of them. The literary, historical and
allegorical subjects depicted in the tableaux,
including Arthurian characters, Mary Queen of Scots,
and Faith, Hope and Charity, are typical themes in
Victorian staged photography.
Elizabeth C. Miller
University of Michigan
Everybody Against the Policeman: Early British
Cinema & the Legacy of Sherlock Holmes
In 1890s England, a new phenomenon
emerged in literary history: serial short detective
fiction. Although fiction of crime and sensation was
popular throughout the Victorian period, on the heels
of Sherlock Holmes, serial detective narratives
became a national pastime. Countless detectives
followed in Holmes‘s wake, all published in the
context of a new cultural form: the illustrated massmarket monthly magazine. Such periodicals provided
an intensely visual format, with illustrations or
photographs on nearly every page. Because of their
prominent emphasis on sight, the gaze, and visual
epistemology, serial detective stories were perfectly
suited to this visual-textual arrangement, which lent
readers some of Holmes‘s own visual authority.
In this paper, I focus on a popular British
film serial about a female criminal named ThreeFingered Kate. The series follows Kate on a variety

of daring thefts – usually upper-class homes – and
depicts her as a glamorous heroine. Kate‘s adversary,
who fails to apprehend her in every film of the series,
is ―Sheer-luck,‖ as inept a detective as his name
implies. Like Sherlock, Sheer-luck lives on Baker
Street, wears a bowler hat, and carries a cane. By
parodying Sherlock in this way, the film
demythologizes the image of the detective
constructed in Doyle‘s stories and other lateVictorian detective fiction. Instead of representing
omnipotent social control based on the masterful
application of ratiocination to the residue of criminal
acts, the series implies that the detective‘s
investigative power is sheerly based on luck. While
the films offer proof of an intertextual relationship
between late-Victorian magazine culture and early
film, they also suggest that Holmes – an embodiment
of social control and a protector of bourgeois values –
was a less attractive subject for working-class
audiences than has been hitherto appreciated.
Elizabeth Chang
University of Missouri-Columbia
“John Thomson‟s Camera versus Chinese Babies‟
Eyes”
In the Victorian photographer John
Thomson‘s 1875 travel narrative The Straits of
Malaaca Indochina and China, which details his
wanderings throughout China and Southeast Asia
during the 1860s, he notes that the Chinese are so
ignorant of photographic technology as to believe the
―popular fiction that pictures such as mine were made
out of the eyes of Chinese babes‖ (452). This fallacy,
at first glance merely a gruesomely specific variation
of the general belief in photography‘s ―soul-stealing‖
powers, in fact connects to a larger discourse on
Chinese powers of vision and, by extension, Chinese
aesthetics as articulated by British observers. This
paper addresses the implicit capacities of these ―eyes
of Chinese babes‖ as understood by Thomson and
other Victorian writers on China, and argues that the
apparent disjunction in ways of seeing occasioned by
the rise of photography is in fact both prefigured and
thoroughly complicated by the British relation to a
competing Chinese visual aesthetic. For Thomson,
Chinese babies and Chinese in general saw
differently, and that difference links specifically and
necessarily to challengingly variant Chinese social,
political and commercial practices. In responding to
that challenge, Thomson‘s own accounts of his
photographic practices attempted to write a history of
vision focused exclusively on the technological
apparatuses supporting that genealogy. I contend that
a reading of the cultural constructions of vision
which paralleled and competed with these
technological developments is necessary to
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understand the tensions inherent in Thomson‘s acts of
photographing Chinese people and landscapes.
Thomson‘s travel photography and travel
narratives, this paper argues, form an important part
of our understand of the way that influence affected
the development of a modern British way of seeing.
SESSION FOUR, 4 to 5:30 p.m.
Politicians and the Movies
Dr. Gareth Cordery
School of Culture, Literature and Society
University of Canterbury, Christchurch, New Zealand
Harry Furniss & Gladstone: The Making of the
Celebrity Politician in Late Vict. Culture
As illustrator (1881-94) of Henry Lucy‘s
influential weekly Punch column the ―Essence of
Parliament‖ Harry Furniss contributed hundreds of
sketches of MPs, yet their significance has been
ignored by modern commentators. This paper
examines the role played by Furniss‘s caricatures
(and their subsequent dissemination in various
forms), firstly in the democratisation of English
society which received such a boost from the crucial
legislation of the mid-1880s, and secondly in the
construction of parliamentarians as political stars in a
new celebrity culture.
Bourdieu argues that ―political contestation
has always made use of caricature‖ because ―the
‗great‘ are perceived as physically greater than they
are,‖ even as the intent and effect of caricature is to
belittle. This is seen in Furniss‘s brilliant series
―Puzzle Heads ‖(Punch, 1889) whereby ―a portrait of
a celebrity is built up of personal attributes,
characteristics, or incidents in the career of the person
represented.‖ Here Gladstone, Chamberlain and the
rest are composites of the private and public,
precisely the combination that the consumers of
politicians‘ lives thirsted for. ―Puzzle Heads‖
literally gives a human face to political events;
indeed, these faces are constructed of political events,
such that the personal and the political are codependent, the existence of one impossible without
the other.
In prescient anticipation of modern theories
of image making Furniss claims to have
―manufactured the Grand Old Man‖ yet at the same
time the latter‘s special personality and career
exemplify Max Weber‘s theory of charisma in a way
that Joseph Chamberlain‘s do not. Thus it is that
Gladstone is the age‘s quintessential, charismatic,
celebrity politician whom Furniss helped to make.
Joseph S. Meisel
The Andrew W. Mellon Foundation

Disraeli as Performance
Few Victorians besides Victoria herself have
been as extensively portrayed as Benjamin Disraeli,
and almost none have enjoyed such enduring
performative appeal. (The Internet Movie Database,
for instance, lists 22 separate portrayals of Disraeli;
for Victoria, it lists 61 portrayals by women along
with two by men.) He has been the subject of plays,
films, and television series; and when he appears
elsewhere, the character is a regular scene-stealer.
(None of this could be said for Gladstone!) Among
the most notable of those who have inhabited the role
are George Arliss, Basil Rathbone, John Gielgud,
Alec Guinness, Trevor Howard, Ian McShane, and
Antony Sher.
This paper would explore the theatricality of
Disraeli – both as lived and as portrayed. First, I
would examine Disraeli‘s life and career from at least
three perspectives: contemporary commentary that
described Disraeli in performative terms; the
assessments of later historians; recognized theatrical
―types‖ and the personae of the major actors of his
day (e.g. Macready and Kean); and contrasting the
performance styles of other leading political figures
(e.g. Peel, Palmerston, and Gladstone). A second
section would analyze Disraeli‘s afterlife on stage
and screen, with particular attention to the elements
of his character and reputation that different actors
have emphasized, and the relationship between these
portrayals and the times in which they were made.
MiriamElizabethBurstein,Ph.D.
AssistantProfessorofEnglish&Graduate
CoordinatorDept.ofEnglish
SUNY Brockport
Mr. Disraeli Goes to Westminster
As Lynn Voskuil has reminded us, Benjamin
Disraeli was a Victorian byword for theatrical (and
insincere) self-display.
But twentieth-century
filmmakers have pointedly revised Disraeli’s
reputation. In film and television biopics from Disraeli
(1929) to Number 10: Disraeli (1982), he becomes an
“authentic,” disinterested politician whose outsider
status revolutionizes English politics. By reinventing
Disraeli as a man motivated more by feeling than by
thought, the biopics sentimentalize both his political
work and politics more generally, supplanting rhetoric
and performance by personal attachments—indeed,
by pure passion. In these films, only love can save
the English from themselves.
Mrs. Brown’s (1997) Disraeli is atypical,
precisely because this film, too, privileges
authenticity—someone else’s. As several critics have
noticed, Mrs. Brown steals its plot from The Madness
of King George (1994), and its Disraeli is a much
cuddlier version of the earlier film’s Pitt the Younger.
This Disraeli is a Machiavellian establishment
politician whose self-interested maneuverings are
shown up by the film’s “real” outsider—the Queen’s
Highland servant, John Brown. If the earlier films
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insisted that an outsider could make politics a matter
of love instead of posturing, Mrs. Brown argues that
the political machine effectively devours all those who
come within its grasp.

_______________________________________
SATURDAY, APRIL 16TH
SESSION FIVE, 9:00 o 10:30 a.m.
The Look of Domesticity
Sarina Gruver Moore, Ph.D. Candidate
Department of English, University of Virginia

Working Class Residential Architecture and Class
Identity in Gaskell‟s “Libbie Marsh‟s Three Eras
In June 1847 the short-lived and radical
Howitt’s Journal published Elizabeth Gaskell‘s first
piece of fiction, a short story in three parts entitled
―Libbie Marsh‘s Three Eras.‖ Although now largely
neglected, this early story introduces several themes
that are important in Gaskell‘s later industrial fiction:
the importance of women‘s work, both in and outside
the home; the peculiar loneliness of a crowded city;
the interdependence of public and private spheres; the
vexed relationship between political economy and
Christian morality; and the psychological influence
of urban architecture on its inhabitants. Surprisingly
little has been done to explore the last of these.
Although Martin Hewitt‘s call ―to uncover the
dynamics of orking-class domesticity‖ has been
answered with several studies of urban domestic
interiors, his attendant request for closer enquiry to
"fill out the divergences allowed by different forms
of housing and within different sections of the
working class‖ has met with less success.1 What I
am interested in here is the house itself: its exterior,
construction materials, room configuration, and its
setting within the larger city. I investigate the
architectonics of Gaskell‘s earliest Manchester
fiction, ―Libbie Marsh‘s Three Eras.‖ In particular, I
look at her representations of working-class
courtyards—regionally specific, u-shaped, back-toback court housing (Fig. 1). I read that literary space
within the context of the mid-nineteenth-century
debate about working-class housing and in
comparison to working-class writing itself: e.g. the
Lancashire dialect poet Samuel Laycock‘s ballad
―Bolton‘s Yard.‖ Using the Documentary
Photography Archive (DPA) of the Greater
Manchester County Record Office, I also read the
built environment through the lens of recent urban
and space theory.
Hewitt, Martin. ―District visiting and the Constitution of
Domestic Space in the Mid-Nineteenth
Century.‖ Domestic Space: Reading the Nineteenth-Century
Interior. Ed. Inga Bryden and Janet Floyd, Manchester:
Manchester UP, 1999, p. 138.
1

Ph.D. candidate, Dept. of English and Comparative
Literature
Columbia University

If These Walls Could Speak: Manufacturing Taste
& Wallpaper in Gaskell‟s North & South
When Margaret Hale, heroine of Elizabeth
Gaskell‘s 1855 novel North and South, travels to
England‘s industrial north to secure lodgings for her
relocating family, she reports back to her mother with
a scathing verdict of their new home‘s interior: ―But,
oh mamma! speaking of vulgarity and commonness,
you must prepare yourself for our drawing-room
paper. Pink and blue roses, with yellow leaves!‖
Margaret‘s concerns may seem merely
cosmetic, but these tangential remarks on the
wallpaper, prompted by her overall preference for a
natural aesthetic (one Gaskell endorses), relate
directly to the novel‘s central contrast between the
bucolic South and the industrialized North. As it
turns out, Margaret‘s eye does not deceive her: the
history of wallpaper in England proves to be a
singularly appropriate forum in which to discuss the
intersection of manufacturing and class, and by
extension, taste. Machine-printed wallpapers first
came on the market in England in 1841, satisfying a
demand already stirred by the existence of handprinted English and French wallpapers, which had
become popular after the development of ―endlesspapermaking machines‖ earlier in the century. But as
in all the decorative arts, the new technology revealed
itself to be a double-edged sword. E.A. Entwhistle, in
his book Wallpapers of the Victorian Era (1964),
writes that ―the invention of the wallpaper printing
machine, with its promise of paperhangings for all,
was one small indication of the narrowing of the gap
in the matter of living costs‖ (12). Inevitably,
however, this meant trouble for self-styled arbiters of
aesthetics: with so much cheap (and cheaply
designed) wallpaper to be had, the masses might not
realize—as Margaret Hale clearly does—that in
matters of wall hangings, less is more, and there is
something objectionable about unnatural-looking
pink and blue roses. Sure enough, the Hale home,
with its comfortable and casual elegance, becomes an
elegy—or at least an attempted elegy—to the
family‘s past standing; by contrast, the garish décor
on display at the home of Mrs. Thornton, mother of
one of Milton‘s leading manufacturers, betrays the
family‘s nouveau riche status.
Work Cited:
Entwhistle, E.A. Wallpapers of the Victorian Era.
Leigh-on-Sea: F. Lewis, 1964.

Radhika Jones
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Robert C. Koepp, Professor of English
Illinois College, Jacksonville, IL
Impressions of a Royal Home: the Sights and
Sounds of Osborne House, 1845-1861
Perhaps nowhere in her letters and journals does
Queen Victoria give a clearer or more definite sense of
her delight than in those passages in which she alludes
to the pleasures and comforts of life in her home—her
home with Albert and the children–at Osborne House:
― . . . really the combination of sea, trees, woods,
flowers of all kinds, the purest air . . . make it—to us—
a perfect little Paradise‖ (Queen‘s letter to Peel, June
1845).
Indeed, from the time of their decision in 1843 to
find a place in which to live as a family until Albert‘s
death in 1861, the Queen and the Prince Consort
regarded this retreat on the Isle of Wight as something
much more than just another of the royal residences. It
is telling that Victoria refers repeatedly to Osborne
House as their home, with all the most positive
connotations of the term. Her views of this special
place, expressed pictorially as well as in words, stand in
clear contrast to her opinions about life at Windsor and
at Buckingham Palace. Of the royal residences, only
Balmoral could possibly please her more; in fact, both
were so specially regarded because they were homes
made distinctive by Albert‘s designs and modifications
and by Victoria and Albert‘s determination to make
them family dwellings where they and their children
might enjoy their private family life.
Drawing on Victoria‘s own testimony from her
letters and journals—as well as on others‘ observations
on life at Osborne House—and utilizing the graphic
records of photographs and of drawings and paintings
by Victoria and others, this illustrated paper will
provide understandings and appreciations of the private,
domestic life of the Royal Family, including the very
sights and sounds of life at their home on the Isle of
Wight.

SESSION SIX, 10:45-12:15pm
Victorian Afterlives
Alisa Clapp-Itnyre
Associate Professor of English
Indiana University East, Richmond IN
“I am half sick of shadows:” The Lady of Shalott‟s
Life, Death, and Cultural Resurrection
Alfred Lord Tennyson‘s ―The Lady of
Shalott‖ has inspired artists and critics to this day. In
the 1880s, Pre-Raphaelite artists William Holman
Hunt and John William Waterhouse depicted the
Lady according to the Victorian-constructed poles of
femininity, as demon and as angel, respectively.

Elizabeth Siddal, mistress to Dante Gabriel Rossetti,
however, revived the Lady in her attempts to declare
herself her own artist, giving the Lady‘s story
feminist-religious overtones.
The poem‘s resurrection would continue
even after the Queen‘s death and the period‘s
―official‖ closure. Painter Sidney Harold Meteyard
created his ―I am Half-Sick of Shadows‖ painting in
1913 and endowed it with Edwardian melodrama and
artistry. Other resuscitations took the shape of
literary creations, as in L.M. Montgomery‘s 1908
novel Anne of Green Gables where Anne
appropriates the story also for sentimental reasons.
130 years later, Agatha Christie revived the poem
once again as a means (ironically) of closure in her
1962 mystery, The Mirror Crack’d, linking the poem
with motherhood, guilt, and terror. Even in 1992,
song-writer Loreena McKennit is able to imbue this
poem with New-Age nuances and transform the Lady
into a feminist symbol.
Perhaps feeling a special kinship with this
artist who apparently died for art, other artists refuse
to let the Lady die. Being artists, they re-create her in
their own images. This paper will explore this
poem‘s cultural significance and its inability to end,
through various art and cultural works since 1832.

----------------------------------Kirsten L. Parkinson
Assistant Professor of English, Hiram College
Viewer, I Married Him: Translating Jane Eyre to
the Silver Screen
Since the first adaptation of Jane Eyre
appeared in 1910, at least 15 versions of Charlotte
Brontë‘s best-known novel have been made for film
and television. In crossing the border between
written text and visual medium, filmmakers have
made difficult choices about representing Brontë‘s
plot, characters, and themes. Drawing on both
literary and film theory, this paper examines two key
issues in Brontë‘s novel and its translation to the
medium of film: Jane‘s direct addresses to the readers
and the representation of Bertha Mason, the famous
madwoman in the attic.
This paper examines this problem of point
of view through a close analysis of the scene in
which Jane is introduced to Rochester‘s secret wife,
Bertha Mason. Film versions have represented this
climactic moment in the text in a dazzling variety of
ways. For instance, the 1944 version, starring Orson
Welles and Joan Fontaine, never shows Bertha;
viewers see only a pair of arms reaching for
Rochester‘s neck and a dramatic dance of shadows
on the wall as Bertha and Rochester grapple for
control. The camera angle, lighting, and sound
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effects all work to reinforce the novel‘s description of
Bertha as savage and animal-like-as Other. The 1996
adaptation with William Hurt and Charlotte
Gainsbourgh, however, depicts Bertha, haggard and
frightened, crouching against a wall. When Mr.
Rochester points at her and claims the room in which
she lives is ―the mouth of hell,‖ viewers sense an
uncomfortable disjunction between his words and the
visual scene. Watching this scene in conjunction
with a reading of the novel as well as a viewing of
the 1944 film, we recognize the ways in which Jane‘s
autobiography manipulates them into sympathy for
her and hatred for Bertha. This realization, in turn,
deepens our understanding of the significance of
point of view and opens up a valuable space for
discussion of recent feminist and postcolonial
readings of Brontë‘s novel.
Craig Stroupe, Assistant Professor
University of Minnesota Duluth / Department of
Composition
Visualizing Victorian Studies Online:
Renegotiating the Border between Scholarly
Study and the Heritage Industry
During the World Wide Web’s first ten years,
scholars of Victorian literature and culture
appropriated information technologies to do and share
their work online, including the epic task of digitalizing
Victorian-era books and newspapers to make them
universally available. These Web-based initiatives
have been undertaken with the awareness that,
indeed, the Internet would not only reduce some of
the friction of traditional scholarly work, but also
extend the potential availability of these resources
beyond the narrow circle of specialized journals and
meetings to include, in Patrick Leary’s words, “our
students and the wider public” (212). In fact, in his
recent survey of digital Victorian studies, Leary
asserts that the number and scope of Victorian Web
sites demonstrates “how, to an extent undreamt of
only a few years ago, our relationship to the Victorian
period--indeed, to the past itself--has come to be
mediated by digital technology” (201-202).
This presentation will examine how the design of
specific Victorian-studies Web sites not only makes
resources “available,” but marks the beginning of a
significant transformation in the relationship of
academic Victorianists and popular culture. I argue,
first, that the social and economic history of the Web
medium itself is causing this convergence of online
disciplinary scholarship and popular-cultural work.
From early on, the Web has been a contested
environment where text-based information and TVstyle, visual experience converge to a degree not
imaginable when books and televisions were distinct
objects that operated in completely different
discursive worlds.

Gardiner, John. “Theme-park Victoriana.” The
Victorians Since 1901: Histories, Representations and
Revisions. Ed. Miles Taylor and Michael Wolff.
Manchester: Manchester UP, 2004. 167-180.
Leary, Patrick. “Victorian studies in the digital age.”
The Victorians Since 1901: Histories, Representations
and Revisions. Ed. Miles Taylor and Michael Wolff.
Manchester: Manchester UP, 2004. 201-214.

LUNCH, 12:30-2:30pm
Lunch & Video Presentation: Queen
Victoria as Movie Star
Stephen C. Shafer & Walter L. Arnstein, University
of Illinois
For most university teachers who offer survey
courses in British history and culture, the most up-todate information to be included in a lecture may well
be a fully documented monograph or an article in the
Journal of British Studies or Victorian Studies. For
most of their students, the most plausible source of
information (or the very reason for which they first
signed up for the course) may well be a documentary
program on the History Channel or the televised
dramatization of a novel by Jane Austen or Charles
Dickens or a feature film.
The purpose of this panel is to seek to bridge that
teacher/student gap by focusing on Queen Victoria as
movie star—or, more precisely, by assessing the
manner in which Queen Victoria has been treated
cinematically, first in two pioneering feature films by
British producer Herbert Wilcox, Victoria the Great
(1937) and Sixty Glorious Years (1938), and second,
in three television series or feature films of the past
two decades, Edward the King (1986), Mrs. Brown
(1997), and Victoria and Albert (2001).
In connections with such films, the presenters
will raise several highly relevant questions: How
reliable are these films? To what degree do they rest
on the same type of primary source evidence required
for a documented biography or a historical
monograph? How useful are they—or excerpts from
them—likely to prove in the classroom?
SESSION SEVEN, 2:45-4:15pm
Art at Work
Linda M. Lewis
Margaret H. Mountcastle Distinguished Professor of
Humanities, Bethany College
Charles Dickens, H. K. Browne, and the
Illustration of Revolution in A Tale of Two Cities
In Charles Dickens‘s A Tale of Two Cities,
the ―wife of Lucifer,‖ Madame Defarge, and ―The
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Vengeance,‖ her lieutenant, serve as allegory for the
―Menadism‖ that Dickens‘s mentor Thomas Carlyle
had described in his history of the French
Revolution—that ―wonderful book‖ which Dickens
mentions in his Preface. Similarly, Madame‘s
husband, Ernest Defarge, and fellow members of the
―Jacquerie‖ represent ―Sansculottism‖ run amok.
Hablot Knight Browne executed the illustrations of
these Revolutionary leaders and their armies, but this
particular novel marked the abrupt end of a
writer/illustrator collaboration dating from Dickens‘s
early career. Some critics (among them Paul
Schlicke) have charged that Browne‘s research was
hasty and insufficient; Browne himself indicated that
he was weary of illustrating Dickens‘s cartoon-like
characterizations.
In French art and political cartoons the
depiction of a ―noble savage‖ peasant was
transformed to an image of a savage murderer as the
Revolution moved from liberation to terror.
Similarly, the icon of the idealized female figure was
metamorphosed from the goddess of Liberty, who
had traditionally represented the civic state, to an
allegorical representation of Discord, License,
Malignancy, Vengeance, and the like. As depicted in
Madame Defarge and her female army, Dickens
presents Revolutionary women as more bloodthirsty
and horrifying than the men—―a sight to chill the
boldest‖ (272); Browne in his illustration ―The Sea
Rises‖ depicts a horde of witches and Bacchantes
joining their male counterparts in a ―remorseless sea‖
(278) of fury and vengeance. Both Dickens‘s text and
Browne‘s pictures allude accurately to the rhetoric,
violence, and iconography of French women as
warriors. As Catherine Waters, in Dickens and the
Politics of the Family, comments, in A Tale of Two
Cities, the Revolution is ―gendered . . . Amazonian
misrule‖ (137).
The methodology of my essay is historicist
and feminist, relying in part on French iconography
of the male and [especially] the female figure of the
Revolution. I conclude that Dickens, like Carlyle,
was more horrified by the possibility of illicit female
power than he was by the iconoclasm of peasant
power. Whether or not Browne was in agreement,
his illustration supports Dickens‘s politics.
Margot Stafford
Department of English, University of Pittsburgh
Building the Book Beautiful: Artists at Work
on/in A House of Pomegranates
The 1891 edition of A House of Pomegranates is
a perfect example of a fin-de-siecle decorated book,
and yet, it has never received much attention as one.
While Oscar Wilde’s tales continue to delight readers
and be of interest to scholars, the original drawings and

design for the volume by Charles Ricketts and Charles
Shannon have been largely panned or ignored. Critics
of its day were perplexed by the book’s appearance,
and since then, scholars have shown little interest in it.
Even Nicholas Frankel’s recent study, Oscar Wilde’s
Decorated Books, fails to include an examination of
Wilde’s fairy tales. This omission is striking, and
although the poor quality of Shannon’s pictures have
been attributed as the book’s mixed reception, it does
not explain entirely why the collaboration of Wilde,
Ricketts, and Shannon has not been explored more
fully. The purpose of my paper will be to revisit the
first edition of A House of Pomegranates to consider how
the visions of these three artists complement and
complicate one another as they work to create a Book
Beautiful. I will argue A House of Pomegranates offers an
entrance into the world of the artist and that together
Wilde, Shannon and Ricketts create a book that warns
of the dangers of Beauty and celebrates the beauty of
Art.
The intention of this paper will be to consider
the experience of reading A House of Pomegranates with
the book’s original design, drawings, and decorations.
In doing so, I hope to show how it represents an
important step in Wilde’s conception of the decorated
book and how the interplay between Wilde’s fairy tales,
Shannon’s delicate pictures, and Ricketts’s severe
woodcut decorations create a world, or build a fourstoried house, where Art resides.
Carolyn Sigler
English Department, University of Minnesota
Duluth
Pictures and Conversations: Postmodern
Alices and the Politics of Representation
The most recent fin de siecle has seen a
surge of creative works by women which explicitly
transform, revise, parody, or invoke Lewis Carroll‘s
Alice in Wonderland (1865) and Through the
Looking-Glass (1871). Novels such as Margaret
Atwood‘s The Edible Woman (1969), Catherine
Schine‘s Alice in Bed (1983), and Jean Ure‘s Bad
Alice (2003), Dorothy Hewett‘s autobiographical
poem sequence Alice in Wormland (1987), and Susan
Sontag‘s play Alice in Bed (1993) appropriate and
explore the powerful mythoi which have developed
around the Alice books as well as the names and the
historical identities of Lewis Carroll and Alice.
These are texts, Kali Israel suggests, ―that draw
attention to Alice‘s revisions and perambulations,
appearances and disappearances: stories about the
making of stories‖ (279).
This presentation considers the visual and
aural motifs of photography, storytelling, and
performance in several of these recent postmodern
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works: White Stone: The Alice Poems (1998) by
Stephanie Bolster, Dreamhouse by Alison Habens
(1994), and One Pill Makes You Smaller by Lisa
Dierbeck (2003). I argue that these authors
appropriate Carroll‘s influential Victorian fantasy
novels to consider the politics, power, and persistence
of representation—what cultural theorist W.J.T.
Mitchell's describes as an ―activity and a relationship
of power/knowledge/desire . . . something done to
something, with something, by someone, for
someone‖ (180).

much more uncertain and somber tone than Barnby‘s.
Dudley Buck‘s 1899 arrangement shifts from A
major to A flat major, an unsettling downward key
shift that results in a awkward and disturbing
qualification of the optimism of the major key.
After analyzing these musical
interpretations, I will perform my own composition
and arrangement of the poem as a segue into open
discussion.

SESSION EIGHT, 4:30-5pm
Musical Presentation
Dr. John S. Prince
Assistant Professor of English, Ball State University

MVSA Membership, 2005-6

“Alfred Tennyson‟s „Crossing the Bar‟: A
Century of Musical Interpretations”
―Crossing the Bar‖ has received popular and
scholarly attention since its publication in 1889.
From personal anecdotes about the poem‘s inception
and composition to critical discussions of the its
aesthetic merit and the examination of its religious
and spiritual significance, the poem has continued to
be an part of Tennyson‘s canon, the undergraduate
English curriculum, scholarly debate, and Christian
worship. However, despite both its popularity and
the fact that some half dozen professional composers
and amateurs have set it to music, little scholarly
attention has been given to the poem as song. This
presentation will analyze various musical settings of
the poem to demonstrate how they reveal the
composers‘ interpretations of the poem and their
management of persistent textual ambiguities.
I will analyze musical arrangements, scores,
and performances by Joseph Barnby (1892), Charles
H. H. Parry (1894), Dudley Buck (1899), Charles
Maginnis (1909), Eric Thiman (1950), and Charles
Ives (c1974). For example, musical characteristics
reveal how the composers interpret the ambiguous
―hope‖ expressed by the poet. Joseph Barnby‘s
composition, arranged for Tennyson‘s funeral in
1892, is in the key of C major, revealing an optimism
that is reinforced by the rising pitch and crescendo of
the final lines which resolve into a sustained C major
chord. The soprano melody and alto harmony end on
the same C note, further emphasizing the resolution
of conflict, the strength of the poet‘s hope and faith.
Eric Thiman‘s 1950 choral anthem is more complex
and less resolute. Although it begins in the key of F
major and resolves in that same key after a crescendo
in the final stanza, the third stanza features the tenor
and bass vocal parts only, and begins with a
decrescendo and change into a minor key, reflecting a
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