v

IS =T S vicToning
FriGLISH STUDIEs & UREE 1888 ¥ HETVORK
i et W W : oI
= Jil .

- e w——
el

\

Y ol

Victorian Network

Volume5, Numberl
SummepP013

Victorian Other Worlds

Victorian Netwovklume5, Numberl (Summef013)




\% ).

©Victorian Network
Volume 5, Numberl
Summef013

WWW.Victoriannetwor&rg

Guest Editor
Cora Kaplan

Editors

Katharina Boehm
Sarah Crofton
Melissa Dickson
Sophie Duncan
Rosalyn Gregory
Tammy Ho LaMing
Fariha Shaikh

Victorian Netwoik funded by the Arts and Humanities Resdarehu n c i | and s uQoleger t ed
London. This issue featurasicdes that evolved out of the first Victorian MekwConference, hosted by
K'i n @obege in December 2012, and organised by Sarah Crofton, Melissa Dickson and Fariha Shaikh.

N ING'S
@ Arts & Humanities College
S\ A Research Council LONDON

Victorian Netwovklume5, Numberl (Summef013)


http://www.victoriannetwork.org/

TABLE OF CONTENTS

1
Victorian Other Worlds: A Victorian Netwd@knference
Sarah Crofton, Melissa Dickson and Fariha Shaikh

3
Introduction: Victorian Other Worlds
Cora Kaplan
9
OVi sual Educationd As The Al ternat

Crystal Palace, Sydenham
Grazia Zaffuto

28
0The Worl d Was VYdrhy Buwngy HMaw,A ILmtSo
Dickens, ChinAnd Chinese CommaoditiesDombey And Son

Hannah Lewasl|
44
William Morrisds Utopian Opt

Owen Holland

65
AmazonsSienceAnd CommonSense:
TheRule of Women inElizabethCo r b &léwtAthazonia
Christina dke

Victorian Netwdvklume5, Numberl (Summef013)



Sarah Crofton, Medig Dickson and Fariha Shaikh 1

VICTORIAN OTHER WORLDS:
A VICTORIAN NETWORK CONFERENCE

Sarah Crofton, Melissa Dickson and Fariha Shaikh
(Kingbébs Coll ege London)

The first Victorian Networkconference, held at Senate House in December 2012,
took 60Ot her Wor loghsa Gay af sich papess andhiheupt@voking c r
exchanges, delegates explored the multifaceted ways in which nineteeiiny

society responded to ideas of alterity, and the new real and virtual horizons towards
which the Victorian spirit of explorationutned its eveextending reach. Our
speakers responded to the cal/l for pape
that diversity and depth of interest that makes ours so rewarding a field in which to
work.

In the midst of this thematic senseedpansion and an imaginative diaspora,
the conference itself was underpinned by a sense of what was held in common. 'Other
Worlds' was itself a shared world, where researchers from across the Victorian period,
from across a multiplicity of institutional drcareer experience, and from across the
world came together to explore our own sense of the realm of 'Victorianism' as a
communal space.

The proceedings collected in this special conferensgired issue oYictorian
Networkrepresent only a partial iglpse into the event which we, as a committee,
were proud to hoswictorian Networkis dedicated to publishing and promoting the
work of earlycareer researchers working on all facets of Victorian studies, and the
papers in this issue are an eloquen@atesint to the diversity of such research. We are
pleased to be able to present in the pages of our journal papers which provoked
i nterest and discussion at the 00Ot her
are always a strange mirror of the eveptrirwhich they emerge. The pages of our
journal are a print world of their own; and these proceedings we might consider, in
the words of Conrad's Marlow, not as the kernel of the conference, but as the glow
that brings out the haze.

One of the most satighg and striking facets of the day itself was the sense of
community among those who came to speak and listen at our conference. Early
career researchers and academics more advanced in their careers or working in fields
outside of the university circuitintermingled indiscriminately to share insights,
questions, advice, resources, new ideas and unexpected connections, creating bridge:
between their worlds in every direction. Throughout the day we were asked many
times whether there were some formalisedy wa which one might become an
of ficial member of O0The Victorian Net wo

To the committee as a whol e, OVicto
rather than proscriptive choice of moniker for our project. It began as the name of our
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Sarah Crofton, Medig Dickson and Fariha Shaikh 2

journal, and an dpone, to describe a pexisting community of collaborative €o
existing researcher¥ictorian Networkas a journal sought to fill a gap in recognising

the valuable role of eargareer research in adding to the conversation of
Victorianism as awhole. Ye t hr oughout the day at 060t
clear sense that what Victorian Network was describing was more than that.

The written research work that we produce is our lifeblood, and the editorial
board are proud and privileged to have haal ¢thance over the past four years to
publish work of the highestalibreand make it available in a pesviewed, publicly
accessible form. I n the wake of 00t her
way to also use the online and offline spaseshave to foster the communal world
of the earlycareer researcher in Victorian studies. In conjunction with the publication
of this conference issue we are also rebuilding our website Vithaian Network
committee will use our webspace to share resgs) highlight ongoing events, offer a
platform for researchers wishing to reach the wider community, promote exchange of
information, review new publications, and plan future collaborative events. Please
keep an eye to victoriannetwork.org and the VietoWire over the coming months,
and contact us if you wish to become involved in any of our projects.

It remains to thank those people who have formed the community which has
made Victorian Networka success and whose work provides the impetus for our
ongoing desire to expand our own horizons. We are grateful to all our contributors,
our guest editors, our pesviewers, our copgditors and those who helped to make
the 00Ot her Worl dso6é event possible throu
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INTRODU CTION: VICTORIAN OTHER WORLDS

Cora Kaplan
(Southampton University / Queen Mary, University of London)

Victorian Britainds 6ot her twandihspisedhy | i
the material world of everyday lif8.he nineteentitentury fascinton with alterity

of every kind is grounded in its industrial and imperial expangioperhaps
especially when it seeks to escape from their effects. The Victorian imagindiion

no means confined to literary and visual art, but expressed there vothishsig
richness and brid was energized by the dizzying and disruptive pace of modernity.
The threats and promises of political reform, from the abolition of slavery to the
extension of the franchise, not to mention the changing and contested relations
between men and women and the accelerated development of scientific knowledge all
find their possibilities and drawbacks tried out as romance or fantasy, often
juxtaposed with the detailed depiction of the grim conditions of work in Victorian
Britain,ashey ar e i n CH\aterBabises: ARainydgiad fer y dand

Baby (1863), but also erupting in his social novels of the late eighteen foreast
(1848)andAlton Locke(1850).Mid-century adult fiction was a mixed genre in which
realism and fanc were intertwined. The alternative to dystopian feturdraws
longingly on the pasiThe fondness for medieval stories a@dtings in Tennyson or

the PreRaphaelites t he i deal i zi ng of fictiog drdwathis s o c
invented past forwatrdappropriating conservative social imaginary in the face of

radi cal challenges to it her & hceanVilcda oa s
astheoi ent , l magined in this i1issue throu
in his fiction,oras oci ally and emotionally distar
Sybil( 1844) t hat in Britain there were 0
i ntercourse and no sympathy; who are as

feelings, as if they wer dwellers in different zones, or inhabitants of different

p | ama\Ve sab see these class adversatiemd the repulsion between thém
depicted in any number of literary texts. For a particularly egregious example see
El i zabet h Bar raded,trepeBantodesoriptiorg @i & detluenanized and
vicious urban residuum in her noysbem Aurora Leigh (1855) which in part
addresses class division and the condition of England that preoccupied so many
politicians, writers and reformers. Visitors fromhet planets were not typically the
other half of the nation, as Disraeli had put it, but rather elevated strangers regularly
conscripted by Victorian writers as astute but dispassionate figures who can observe
without prejudice the radical differences beem humans they encounter. Just such

! Benjamin Disraeli Sybil, or the Two Nationsed. by Sheila SmitOxford: Oxford University
Press, 2008), p. 65.

Victorian Netwdvklume5, Numberl (Summef013)
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an alien appears irthe 1840s ina popular ethnographievork by James Cowles
Prichard,The Natural History of Mar§1843), as a foil for the greater knowledge of
the human scientist.

Whatis other need not be feared raaw classes, but can also be objects of
desire.Charlotte Brond0 s g o v JanmerEgre, $ooking out from the rooftops of
Thornfield over O6sequestered field and
provinci al l i fe; sheadl whge hf omi at powa
towns, regions full of life | had heard about butneseg@ Fr om Janeds pe
t he O b u ssythewand undt@inable but the other world of her imagination
compensatwi t h  {dé] narratédecontinuolys quickened with all of the
Il ncident , Il i f e, fire, feeling, t 2hThet I
imagination does not always conjure up benign alterity: its incident, its narratives can
just as often be the stuff of nightneaThis effect is not only a matter of creation but
also of interpretation. At the opening &dne Eyre(1847)the child Janglooking at
the illustrations of the bleak landscapdsthef r o zen nor t Historynmf Ber
British Birds merges its images with thdten frightening stories that the servant
Bessie tells her. Locked by the servan
Roomi the master bedroom of her dead uricléane sees her own reflection in the
glass as absolutely othehha | f f ai r yl1l). Ih thd breakdomm that €ngues
her favorite bookGul | i verrbscdmaselhs compendi um o
giants were gaunt goblins, thegmies malevolent and fearful imps, Gulliver a most
desolate wandererinmastr ead and dampgerlous rBeogiho i shé
prior pleasure in the ordered agrarian landscape of Lilliput, a sdaled model of
an ideal settler society, and her pBs&td Room vision of a violent and adversarial
colonial setting with restive, racialised nativasd frightened, isolated Europeans
represents both sides of Imperial alterity, a glimpse of the abyss reinforced later in the
novel when Rochester describes the horrors of his Jamaican experience.

Jane Eyreis not an exceptional text for its times in its ingn$tevocation of
frightening others, nor are the figures of malevolent imps agnfes exclusive to
Brontbs novel . Me r g e d nonbumaneot British faklieiawdrstory o f
and the ethnographic depictions of distant races appear as disturbing and
contaminating presences in rural rather than urban space. Little leering men up to no
good i n Chr i Goblin MarketRLB6R)st&niptt twodysung sisters with
exotic out of season fruit, a corrupting sign, as critics have argued, of the unnatural
desires created by a global economy geared to luxury consumption. And in the early
18406s the Royal Academy painter, Wi | |
rural scene: a nervous blond boy, still in small clothes, encouraged by two women,
reluctantly offers alms to two crouching, sinister looking Lascars. These
quintessentially urban figuréssailors from the Indian subcontinent often stranded in

2 Charlotte Bron#, Jane Eyre 2ndNorton Critical Edition(New York: W.W. Norton & Co., 1987),
p. 95. Further references are given after quotations in the text.

Victorian Netwdvklume5, Numberl (Summef013)



Cora Kaplan 5

London and baed from employment in Englarida r e i n Mu-Winneg d y 0 ¢
painting, displaced into @émeless country setting. The lessons that readers and
viewers are meant to learn from these pictorial and literary encounters with racialized
and/or subhuman others are complex, but from the 1840s forward their imagined
presence too often sigisah contaction rather than an expansion of sympathy with
human differencéd nar r ati vely marked by a retre
cultural and national affiliation. The wish to withdraw from an increasingly
cosmopolitan, urbanized world to an imaginarycgpewhere menacing strangers are

kept at bay is one response among many to the expansion of the British Empire and
the domination of its peoples.

Commerce industry and rapidly changing technology all inspire entry to
Victorian ®&QOIld maerialshecomd wassformed by new production
processes, and these give rise to extraordinary and elaborate visidnistolran
Glassworlds: Glass Culture and the Imagination 1-8880(2008)Isobel Armstrog
explores the &6scopi ¢ aniurytwhose matetiahrefdrenae e i (
points were the transparent glass walls and elaborate sparkling fountain of the Crystal
Palace. Yet Armstrong argues thdt]he pellucid glass membrane inevitably
generated double meaningghe artificial lustre ofconsumer experienand urban
pastoral, the spectacle as visual pleasare reified commodity, economic
exploitationandc o mmu n a | r & Grazia &affatd in lenedsay in this issue
explores the class tensions erddavcadliohqli
wider,] ess educated publ i cEx@bitiontsiteat Sglenphant a |
She observes that O0by placing the Fin
commercial stalls inside the glass building, the Crystal Palace Compaatgd quite
evidently, multiple meanings, alluding specificaltythe tensions of being all and at
the same time a trader, an @diG)cllaetl®l an
Exhibition itself offered a packaged glimpse of past civilizations anesent
Oprimitivebd societies. ThwerelBupposedthevbke Cc
very different responses from its segregated audiendbs uneducated poor or the
sophisticated, knowledgeable middle and upper classes. The global sources of
Britainbés commodity culture, and the g
items such as household objects, consumables or fapregde the metonymic link
to trading nations and adjustie relationship of Britain and Britons to thémthe
distance ad intimacy that the possession of foreign things invoked. Hannah L.ewis
Bill explores the leitmotif of China and Chinese commodities in Dickens, with
special reference tDombey and So(1846) where, she argues, tea itself becomes the
vehicle for the simwaneous naturalization and estrangement of its referent, safely
surrounded in domestic settings with British things. The other world abrtéet is
only a teacup away; it matters that Britain can control ¢éivanimaginative distance.

% Isobel ArmstrongVictorian GlassworldsGlass Culture and the Imagirian 18301880(Oxford:
Oxford University Press, 2008), p. 133.
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The scopic cultwe that Armstrong explores continues its effects into the last
decades of the nineteenth century, where social and aesthetic criticism turns towards
the Utopian political imaginary as an alternative to the harsh realities of industrial and
commercial cultue. Owen Holland, in this issue, examines the genealogy of William
Morrisbés wuse of Ovisual met aphors and
utopian writingsjncluding his 180 novelNews from Nowher@r an Epoch of Rest)
tracing them from th&komantics through Carlyle, Ruskin and Arnold. For Morris,
Hol | and argues, the Outopian opticd i
perspective allows us to see within the present the possibilities for thinking and living
otherwise, and further to irgme how this might, practically, be brought about.
Hol |l and tracks Morrisbés engagement wi't
modes of vision through a close examination of what is often a contradictmurty
fascinating’ visual rhetoric.

Morris s O Nowhered is a o6real 6 place: L
but with geographical signifiers in pla¢elrafalgar Square, the Thames, the Houses
of Parl i ament . | n EI i ZNavb AnrtazoniaCA Fotetastetod s

the Future(188), women live in duture Irelaml, depoplated by a war which leaves
it open to colonisation by the excess women of Englarad fantasy, one might
suggest, a bit too close for comfort to the depopulation caused by the Irish famine,

and in its unstated ingpialism not so far away after all from the Brdoth i | dr e n
African juvenilia However Christina Lake, in this issue, argues persuasively for the
radi cal nature of Corbettds utopi a. Fr

Corbett thought of as ler patriarchal impositions in Victorian England, and with
reproduction guided by eugenicist and Malthusian principles, they have evolved into
liberated superwomen. Lake suggests Mdatt t hew Be aumoaoftthes de
gap in latenineteenthcentury femh ni st ut opias Obet ween t
soci al har mony [ .. .] and the | onely in
does not app!l y? since foCher thee likanidded comaunity ,of
women already existeid the reforming feminisgroup associated with th&%o me n 6 s
Penny PaperCorbett, a journalist and early successful author of detective stories as
well as a suffrage campaigner, was a strong believer that scientific advances could
benef it wWo men . New Amaz oad icdibate cadre tofl et |
government leaders are proof of her faith ikscsic e coupl ed wath Oc
Morri s 6s News fromadNowhereakes up in a brave new world of our
own millennium, a world where work is unalienated, unpaid and pleasurable, t
Thames unpolluted by industrial waste and social relations between men and women
freer and more egalitarian, if not quite a paradise for feminists. Nirgezaold
Jane Eyreds |l onging for the O6busydé co
agrariandreamscape. In the same passage Jane demands a world which recognizes

* Matthew Beaumont topia Ltd: Ideologies of Social Dreaming in England, 187800 (Leiden
Brill, 2005), p. 90.
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that

women feel just as men fedhey need exercise for their faculties, and a field
for their efforts, as much as their brothers do; they suffer from too rigid a
restraint, too absote a stagnation, precisely as men would suffer; and it is
narrowminded in their more privileged fellowreatures to say that they ought

to confine themselves to making puddings and knitting stockings, to playing on
the piano and embroidering bags. Itheughtless to condemn them, or laugh

at them, if they seek to do more or learn more than custom has pronounced
necessary for their sefp. 96)

Yet in spite of this eloquent demand, still echoing down the centuries since it was first
made, Jane settlésr, and finds happiness with, her blind and disabled aristocrat in a
remote house in the green heart of Englditat she or her half Irish creator would
have made Corbettds Brobdinagian Amaz
envision. Norareweanyenar er t o Morri sbés sociali st
so keen on controlling in his fiction at least Engl andds commer ci
relations to therient, would make of the entrepreneurial Chinese investors in Britain

Is even harder to come up. But perhaps the mmdneteenth century backers of the
Crystal Palace would be pleased (if puzzled) to know that the Chinese investment
group ZhongRong has made a serious bid, welcomed by London Mayor, Boris
Johnson, t o bui |l dnthe sienoétiedorigDal yn Sduth Londera | a
providing thousands of jobs and regenerating the area. ZhongRong Group chairman
N i Zhaoxing said: 6London is renowned
and the former Crystal Palace is celebrated im&las a magnificent achievement.

This project is a onem-alifetime opportunity to bring its spirit back to life by
recreating the Crystal Palace and reswrihe park to its former glody Proof, if

proof were neededhat thereal world will almostal ways outstrip t
radi cal hopes and most daring flights
liberty with time and space, we might say to the Victorians: be careful what you wish
for.

>Anon.,6 Cryst al Pal ace A500BBCRewblondonrd Pl ans Unvei
<http//www.bbc.co.uk/news/ukenglandlondon2437554% [accessed 16 November 2013].
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OVI SUAL EDUCRTHE AINERNATIVE MO DE OF LEARNING
AT THE CRYSTAL PALAC E, SYDENHAM

Grazia Zaffuto
(Independent Scholar)

Abstract

The Crystal Palace at Sydenham, erected as a permanent cultural institution following the
closure of te Great Exhibition of 1851, sought to bring direction to the Jstagding
inadequacies of pedagogy in existing state and philanthropic schbaisigh the
establ i shment of iThesimpleweachinginaethodahoseh by she Qrystall 6 .
Palacewas O6vi sual educationo, which constitut
rather than words. This disciplined mode of looking associated solely with the sensual was
directed towards workinglass visitors in need of moral advancement and was etehpl
separate from the rational ming@.Vi s u a | Educationd at the Cry
the Fine Arts Courts, which were a series of model architectural buildings specifically
designed to transform the complex historical theory of civiimatinto a coherent visual
illustration of thke imperial history of nationsThus thevisual lessons of th&gyptian,
Assyrian, Greek, Alhambra, Italian, and Pompeian Courts as well as,otrees charged

with moral enlightenment and rules of tadte.this aticle | argue that the conflicting and
contradictory interpretations of the Fine Arts Courts in newspapers and periodicals exposed
the inadequacies of a mode of learning focusing solely on the visual and that the tension
between the moral lessons and thiellectualre ponses t o O wereshaped bye d u c
the complexities oéxisting class hierarchies. Thus, by looking at commentaries in the press, |
will showthattheai m of educated middle and upper cl
edua t i othedFine Arts Courts to acquire moral taste, but to mark their own social and
intellectualadvancement

The Crystal Palace at Sydenham highlights the extent to which Victorian society was
characterised by an alternative mode of learning wimtbrconnected with the
popularisation of an expanding visual culture but at the same time it also maintained
its links with a form of learning that embraced the traditional classical ideal. In theory
Ovi sual educati ond was raizing atgfortmaking the st
manners, habits and customs of past civilizations, of other worlds, seem less strange
but in practice the approach reinforced and intensified class divisions. To read the
commentaries on the O0vi Gaourtslat the ErystalaPalace n 6
in the Victorian press is to see that, in fact, there were two competing kinds of
educational visions. Most strikingly,
for less educated working class visitors, who were exgdetdeengage with the
artistic beauty of the Courts to conjure sensual and moral feelings. This form of
pedagogy had firm links to the issue of workitigss radicalism.On the other side

YAnon. , 06The Openi ngArtddurnadl & @854C ppyxi41a (p. 2P5y; IA®.c e 6
Donajgrodzki, ed.Social Control in Nineteenth Century Britajpondon: Croom Heh, 1977),
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t her e was Ovisual educationo f erat an
connoisseurs in the pages of the press, who engaged with the Fine Arts Courts on a
different level. By drawing on academic sources, and applying their intellectual
understanding of the aesthetic rules of taste, critics were able to judge thedlistoric
and artistic precision of the Courts and in so doing the press became the primary
mechanism for establishing the popular view that the Fine Arts Courts were
condemned to inferior status when compared with the noble qualities of original
antiquities. However, in a similar way to the Great Exhibition, which initially
restricted entrance for theworking man through costly admission prices, the
Sydenham Crystal Palace was in no way designed to encourage attendance of the
working classes who were likely to berking when the Palace was opeAs The
Timesapt !l vy put It Ohithert o, nearly ev
multitude has, in some way or other, had its advantages absorbed by the classes
i mmedi at el y® Thelrestvictive dpkningriies and high admission prices
became a mechanism for managing the flow of working class visitors, which in turn
strongly suggests that ovi sual educat.
grouping eager to shape their own specific forms of sociataltaral authority.

At the close of the Great Exhibition of the Works of Industry of All Nations in
October 1851, after much deliberation and discussion, a group of entrepreneurs, some
of whom had been involved in the organisation of the Great Exhibsieinup a
private venture in order to save the unique iron and glass building from destruction.
After securing £500,000 the Crystal Palace Company purchased the building from the
contractors and set about transferring it from its temporary site in Hydetdtr&
picturesque village of Sydenham in South London during the summer of 1852. The
Crystal Palace at Sydenham was officially opened on 10 June 1854 in the presence of
Queen Victoria and Prince Albert. A nationalistic agenda was devised for a
permanenCrystal Palace based on three fundamental objectivie® mu s e me n t
recreation, i nstruction and c¢ o rodmatedi al
social policy strategy. This strategy of uniting education and entertainment was
carried forward fom the Great Exhibition, as a means of pacifying totass
connections and elevating the minds of the working claskegssence this meant
that the educational and recreational programmes were purposefully designed with a
view to generate profits fdhe shareholders and of course to sustain the building on
an ongoing basis. The soci al mi ssion w

p. 23.

2PaulGurney, O6An Appropriated Space: The Great
Cl a s dltde,Great Exhibition of 1851: New Interdisciplinary Essags. by Louise Purbrick
(Manchester: Manchester University Press, 200d.) 11445 (p. 119).

Anon., O6The Tbhe \ne$24luly B3I padc e 6 ,
“Anon., O6The Tbhe Wnefl2JuneR8paL e 6 ,
> Tony Bennett,The Birth of the Museunf London: Routl edge, 1995)

Appropriat®b Spaced, p.
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existence was both serious and laudable, that is to teach the public the rudiments of
good taste and design in erdto improve the nation's commercial activities, and to
ward off foreign competition in industry and commerce; and above all, to unite the
British people in a programme of continuous improvement that served to elevate the
character of the natioh.But in a similar way to the Great Exhibition, where
according to Thomas Richards, 0t he era
Company turned almost every display into a spectacle or show at Sydenham to fulfil
its social missiod.As | will argue, rathethan fusing recreation and instruction, the
educational exhibits became categorised in the minds of visitors as peculiar articles of
modern consumerism, a world apart from the remote cultures and craftsmanship of
past civilizations they were designed tpnesent. This relates to the separate sphere

of production and consumption, which Guy Debord referred to as a form of
commodi fication and whi &Mhiétehe educstionalt e r
programme at Sydenham comprised both artistic and sciedisjptays, it was the
former, as represented by the Fine Arts Courts, which formed the fundamental basis

of the Ovisual educationd programme at
Benjamin Waterhouse Hawkins, who produced the geological illustrations of
extinct animals at he Cr yst al Pal ace, first ref e

during a lecture he delivered to the Society of Arts in May 1854. Hawkins attributed
this intellectual awakening through sight rather than words to the eighteenth century
Swiss pedagogue,ollann Heinrich PestalozZi. This method of learning was
explored by Pestalozzi through practical experiments in schools, where he concluded
that the most effective method for children to acquire knowledge was through the act
of engaging the sens&sThis nsory approach to learning was largely untested in
Britain, but it was regarded as especially suited to the working class because it was

generally believed that i1t was part of
sensual gr atlinfhis addréess, blawkires Was oidistic of the intended
value of oOvisual educationd. He sai d:

The whole of the great scheme now working to completion, known as the
Crystal Palace, might be properly described as one vast and combined
experiment of visuaéducation; and | think it would be easy to show that its

®Anon., 6The NeThe UmegbsAugast 1852 d.15a c e 6 ,

" Thomas RichardsThe Commodity Culture of Victorian England: Advertising and Spectacle
18511914 (Stanford: Stanford University Press, 1990), p. 3.

8 Guy DebordSociety of the Stacle(Detroit: Black and Red, 1983), p. 15.

Waterhouse Hawkins, 60n Visual Education as
the Geological Re st or ddurhab of she SotietytohlatR (Cr Mag t a |
1854, pp. 4449.

10 Kate SilberPestalozzi: The Man and His Wdtkondon: Routledge and Paul, 1965), p. 121.

1 william Barry, An Essay on the Most Desirable Place for Supplying and Elevating Recreation
for the WorkingClassegLondon:published for the author, 185%), 6.
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educational powers and design constitute its legitimate claims to the support of
all civilised Europé?

At the Crystal Palace the visual approach to learning took on universal significance,
as Samuelaing, Chairman of the Crystal Palace Company, announced at the
planting of the first column at Sydenh:
not to appeal to the faculties by ®dry
After all, the Drectors of the Crystal Palace had witnessed the power of spectacle at
the Great Exhibition, which had attracted an enthusiastic mass audience. Moreover, it
was all too aware of the visual culture that was being embedded in society through
the new pictoriamagazines and newspapers such aftdmy Magazin€183245)

and (though for a different readership), tHestrated London New$18422003)*

Ar t spectatorship I n particul ar, as
appreciation of taste and cultuaed for this reason it became a matter of national
pride and political urgency for all classékate Flint, too, in her study of Victorian
visual culture emphasises the widespread fascination with the act of seeing,
reinforcing the extent to which the ham eye became an object of knowledge and
interest during the nineteenth centthAs we | | as the focus
the Crystal Palace, itself a gigantic display case, took much pleasure in exhibiting in
the Stationery Court the new technologiels vision, such as the camera and
stereoscope, alongside the usual items of statianpens, paper, and enveloge®
reinforce the Crystal Pal acebs tripart:i
well as the much sought after shopping expegefhis explicit linkage of cultural

di spl ay wi t h scientific and mechani ca

argument that optical devices in the ni
of intersection where philosophical, scientific, andthetic discourses overlap with
mechanical techniques, instituti'dhisal r

these apparatuses, he goes on to argue, that are the outcome of a complex
reformul ation of t he obser vdarizableiamdtob s G

human vision into something ' ribus stuthea b | ¢
2Hawkins, 60n Visual Educationdé, p. 444.
BAnon., 6The NeThe UmegbsAugast 1852 a.15a c e 6,

Y The Penny Magazine ran weekly articles with the aim to teach art history to working class
readers and also published Anna Jamésseries of esgs from 184245 on the biography of
specific Renaissance painters and their major works.

1> Rachel TeukoloskyThe Literate Eye: Victorian Art Writing and Modernist Aesthefi®sford:
Oxford University Press, 2009), pp. 3, 17.

16 Kate Flint, The Victoriansand the Visual ImaginatiofCambridge: Cambridge University Press,
2000), p. Xiv.

7 Jonathan Craryfechniques of the Observer: On Vision and Modernity in the Nineteenth Century

(Cambridge, MA: MIT Pres2001), p. 8.

18 Crary, Techniques of the Obseryer 17.
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Sydenham Crystal Palace, the optical devices on display, particularly the stereoscope,
were fundamentally regarded as forms of mass entertainment but they alsdeem
visitors that such devices emerged from new empirical research on the physiological
status of the individual, thus emphasising the dominant status of the observer in the
acquisition of knowledge.

The Crystal Palace building and the glass displagsasside it can together
be considered as optical devices to draw the eye to the exhibits and the articles for
sale. This supportRa c h e | Bowl byos argument t hat
Universal Exposition buildings in France closely resembled, intantbhre, the more
everyday OPal aces of consumptiond si mg
lighting to create spectacular visual effects to entice potential customers to their
trade’ Isobel Armstrong goes further in her analysis of urban glass bysidin
arguing thaftlhe pellucid glass membrane [...] inevitably generated double meanings
I the artificial lustre of consumer experienard urban pastoral, the spectacle as
visual pleasureand reified commodity, economic exploitatioand communal
regenerai 6°Md mstrongbds argument I's wholly &
Sydenham. By placing the Fine Arts Courts, the Industrial Courts, and commercial
stalls inside the glass building, the Crystal Palace Company created quite evidently,
multiple meamgs, alluding specifically to the tensions of being all and at the same
time a trader, an educator and an entertainment provitker Athenaeunmn 1854
supported this mass educational mission0 T hisegrowirgg ewe hope, too wise for
the taproom, and neds a larger playground and different toys. In this great school
room we s hal |?# This ktatement promated rare edscétional system
suited for all classes, which contrasted with the inequity and class segregation of
existing educational provisn.

OVi sual Educationd was Il ntroduced b
feasible solution to the inadequacies of existing pedagogy. In taking into account the
poor literacy levels amongst the lower classes and criticising the rote learning in
existing sate and philanthropic elementary schools, particularly the

19 Rachel Bowlby,Just Lookig: Consumer Culture in DreiselGissing and Zola(London:
Methuen 1985), p. 2.

0 |sobel Armstrong, Victorian Glassworlds Glass Culture and the Imagination 183680
(Oxford: Oxford University Press, 200%. 133. Empasis in original.

2L Anon.,6 The Syden Athemaeln® Juaecl85d), p. 684.
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Figure 1 Court of Lions, Alhambra Court, Crystal Palace at Sydenham

Grandgrindlike lessons of facts, facts and more facts, which had dimmed the natural
instinct of observation, the Crystal IRee Company wasgn theory, planning to
introduce a new era that would break with centuries of social segregation by
proclaiming that the visual and sensual basis of its educational and recreational
programmes were suited to all classes of peGplieseaned to theArt Journalin
1856 that as the Fine Arts Courts were presented in a form so simple and attractive,
they would bring popular appetite and elevated pleasure to all visitors who would be
eager to profit from their examinatiéh.The hope was thatvery class could be
uni ted at the Crystal Pal ace on equal |
Arts Courts.

The primary role ofvisual educatiodwas to impart high moral lessons to the
masses specifically through the design and polychroreffects of the monuments
and artefacts on display. The Alhambra and the Pompeian Courts at the Crystal

22 See the literacy figures of the Registrar General in Michael Sanddtdapation, Economic
Change ad Society in England 178870 (Cambridge: Cambridge University Ps4995), p.
12; Richard D. Altick,The English Common Read@Chicago: University of Chicago Press,
1957), p. 166.

2 Anon.,6 Ceramics Court at the Crystal Palace unc
Opening of t hartJa&rng, 8 (186), pMa | ace 0,
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Palace were both practical examples of the civilising influences derived from
polychromy in art. The Alhambra Court was designed by the

Figure 2 Pampeian Court, Crystal Palace at Sydenham

architect and designer, Owen Jones, who visited the original Alhambra Palace in
Granada in 1837 and took drawings and accurate casts of every ornament of
importance. The interior of the Court of Lions, in the AlhaanBourt, was literally
covered from end to end with rich arabesque work, in coloured stucco, mainly in red,
blue and gold. Th&pectatorin 1854 described the effects of tjgvellike colours

of the Alhambra Court, asonjuring éa mysteryfull of reposefor weariedeye® a nd
Jones himself said thai [ t ] htke inteleet, and the affections are everywhere

s at i ¥ The eotbdring of the Pompeian Court at the Crystal Palace, designed by
the architect Matthew Digby Wyatt, was considered especiallyrimpa nt f or v
moral instruction. The Pompeian Court was designed to the specifications of the
House of the Tragic Poet in Pompeii, discovered in 1824; and aBlubiated
Crystal Palace Gazetteexplained in 1853, the gradations of colours foumdhie
Pompeian Court, with the deepest at the base of the walls and lighter towards to the

2 pnon.,6 The Al hambr a Cour Spedato(26Augustd8sy s 9121 Pal ace
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pper sections, produced an Oagreeabl e
s th® eyebd.

The colours of the Alhambra and Pompeian Courts were intendextualhy
appeal to the sensibilities of visitors, to bring their manners to a state of calmness and
equilibrium and convincing the mind that these were objects of a sacred or ethereal
nature.

This oneto-one connection between the objects and their mow@dning
however was not a matter of concern for critics and journalists. The Fine Arts Courts
were largely examined in the press from an art historical perspective and the value of
acquiring moral lessons through observation was considered almost settord am
something that was inevitable by the very act of looking, aBtilderin 1855 put it:

A large number of visitors look up on its contents in a moral point of view, and
regard it as having some ultimate bearing upon the character of thedAafarskin,

on the other hand, made an impassioned appeal to examine works of art from a moral
perspective which involved the right us
seeing O6within t HEorthiepmeiteereasnr, Ruskineopéde a r t
the educational mission of the Crystal Palace at Sydenham, where as he put it,
6contempl ation maybe consistent *iThet h r
type of ovi sual educationd that was (e
examning the Fine Arts Courts involved the eye making a connection between the
physical form of the object and the literature associated with it. Such application of
structure, rigour and logic to the visual process emphasised a rational approach to
learning.Critics implied that this form of engagement should take priority over the
emotional and sensory approach to oOvi s
learning reserved for the educated upper and middle classes who considered
themselves exempt fronmg selfreflective moral learning.

The Crystal Palace Company issued no formal instruction or guidance on how
to engage with the Ovisual educationo
their own devices when it came to engaging the eye and midgéncourts by their
moral content. This unscripted and unaided experience left visitors with the problem
of interpreting what they saw. In her examination of visual culture Kate Flint has
shown that the very act of seeing gave rise to questions ofilrgli@d the human
eye, pointing specifically to the fact that each individual contributes their own
meaning to an object based on the cultural conventions and values of the individual.

u
a

% Anon.,6 The P o mp e liluatrated-Coystal Ratace Gazette(1853), p. 15.

®Wal ter TlBmiCirty,sté@l| Pal aBudderdls DedembeE IBE5@.$120 r 0

2’John RMsekhihng 6Though The CanrpleteGWorke of dobn, Rusida vols.
(London: George Allen, 1907), XXIX, pp. 574 (pp. 5756). See also FlinfThe Victorians and
the Visual Imaginationp. 174.

8 John Ruskin The Opening of the Crystal Palace Considered in Some of its Relations to the
Prospects of ArfLondon: Smith, Elder &o., 1854), pp. 21 (p. 4).

29 Flint, The Victorians and the Visual Imaginatjqp. 12, 25.

Victorian Netwdvklume5, Numberl (Summef013)



Grazia Zaffuto 17

For this precise reason the visual interpretation of the Fine AmstCthemselves
became a problematised category and open to conflicting interpretation. Another
reason for the discord of views concerning the Fine Arts Courts at the Crystal Palace
Is that the Courts and their contents were casts of original monumemi{suss,
artefacts and

Figure 3 Aboo Simbel statues, Crystal Palace at Sydenham
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Figure 4 Facade of the Assyrian Court, Crystal Palace at Sydenham

mural decoration. The casts enabled the Directors of the Fine Arts Courts to employ
very specificcechnigues to provoke a reaction from visitors. For instance, in the effort
to popularise the o6high artodé on displa
sculptural embellishment were deliberately overstated, which aroused scathing
criticism in thepress. In taking up this technique, many critics believed that the
Directors had debased the high nde d principles of oV
Eastl ake, in her role as ar bi-soendingoblit t a
now even ridiculous mae of Polychromy they have introduced an element which
may be familiar to the sailor in his figuhead, to the mechanic in his tgarden, and
to the child of five years old in the
pi ct ur ®Thib was legpecially evident in the two Egyptian seatddssdof
Ramses taken from the ancient temple of Aboo Simbel in Nubia, which were
reconstructed to the exact size of the originasxty feet highi and placed in the
North Transept.

Lady Eastlakés response to them was critical to the point of abusithet
barbarity of colour has been superadded to barbarity offelne wrote Gand tanks to
polychromy, what was simply grotesque is now unmitigatedly hid€dwor similar

MElizabeth East | akQuarterty RéviewdE(Dacantber L1854 aMaratB56)p
pp. 30354 (p. 319.
3Eastl ake, 6The Crystal Palace6, p. 314.
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reasons, the colouring of the monuments inAlsyrian Court at the Crystal Rak
received disapproval from the press. This Court was designed by the architect, James
Fergusson, with the expert supervision of Austen Henry Layard whose discoveries on
the banks of the Tigris in 1845 were to form the basis of the plan at Sydenham.

In comparing the original human headed winged bulls in the British Museum
with the reconstructions that guard the entrance to the Assyrian Court at the Crystal
Palace, there is a huge difference: there are no signs of colour on the originals whilst
those at $denham were decorated with bodies of a browneshcolour, beards were
black, heaellresses white and their wings blue and yellow. Overall they had a
theatri cal | ook about them, arguably n
stage set for a popard musical. Thé&pectatorin 1854 made its views very clear: the
ancient remains of Nineveh in the British Museum excited feelings of a higher order
because they represented a kinddafinement and impassive vitaldyvhilst the
copies at Sydenham werbharacterised byan aggressive unrepasghich produced
& sense of oppression and discondfrtAccording to the critic there was no way
that these specimens of antiquity could be touched up for modern requirements with
any satisfactory resulfg.

The Cnstal Palace Company should have been more open and transparent
about the purpose of the Fine Arts Courts, which were not meant to function as
substitutes for the authentic objects but as methods of making other civilizations
their art, their homes, thegiublic buildings and everyday utensilseem less strange
and remote. For this reason the Company did not consider it essential to reconstitute a
past with complete rigour, and scientific truth on the basis that as long as their
arrangement within the ¢stal Palace exemplified a continuous story of civilization,
one that hung together and unfolded, they were fulfilling the fundamental
reqguirements of O6visual educationo. Th
of the Crystal Palace. On the nortseside of the building visitors would commence
their education with the Egyptian Court, as the story of civilization began with the art
of the pyramids, temples and tombs of the great Pharaohs. From the Egyptian Court,
visitors would then move on to ti@reek Court, with its more natural and realistic
forms of architecture, sculpture and decorated pottery. Next in the arrangement was
the Roman Court where visitors were introduced to models of the Pantheon, Forum
and the Coliseum as well as the triumphalumns and arches of the emperors. The
story of the ancients finished with the Alhambra Court. Then on the-samsghside
of the Crystal Palace, directly opposite these ancient Courts, visitors would resume
their dvisual educatiodwith the Byzantine Cotr According to theHand Book the
Byzantine Court took up thi§eculiar positiob because it represented the transition
from classical to gothicwith its emphasis on traditional sacred symbols, it was

2 pnon.,6 The Assyrian CourSpecmtb(1%Abgest IB5iyp.s887al Pal ace
¥ Anon,6 The Assyrian Courp86f the Crystal Palace
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logically overtaken by the gothic as representedh®Mediaeval Court, then on to
the Renaissand@ourtand ending the entire sequence with the Italian Court.

Critics and journalists considered the advantages and disadvantages of placing
the Fine Arts Courts within a specific chronological narrative, enghort this
attempt to distil the history of civilization was to many critics little short of an
outrage. As one contemporary criticintedout:

Why have we no sample of Mexican art? Why none of Chinese, Hindu, or
Japanese? Why no Russian modificagiai Byzantine? Why no mosque or
mausoleum, in addition to the Alhambra Court? More than half of mankind are
unrepresentety.

The space of representation at the Crystal Palace was formed in the context of
disciplinary knowledge, which reflected a particuideological view. Mexican,
Chinese, Hindu and Japanese civilizations were representatitaiend cultures that

did not fit into thedmaster narrativi@of Western imperial histor}. The Assyrian and
Pompeian Courts, which also formed part of the @Gryst Pal ace s e
programme, were placesltside thesequence for a very specific reason: the Crystal
Palace Directors were able to emphasise Bfaitriumphant archaeological
discoveries forvisual contemplation and studwithout complicating thedmaster
narratived of historical progress. In other words the past of Assyria and Pompeii did
not form part of the official history of civilizations, because experts were yet to agree
that their history was worthy of preservation. According to $Siyedenhen Crystal
Palace Expositorin 1854 the inaccuracy of the fixed arrangement had serious
consequences for visitors. As it explained:

Even the most learned among us are still disputing about ancient dynasties and
ancient races; nor do they agree about thendlogy of empires that have
disappeared. These matters are, and will remain, mysteries to the millions; and
when the first emotions of wonder are satisfied by a view of the monuments of
antiquity, they will cease to be attractive, because they will ot b
understood’

The Builderin 1855reached a similar conclusion by pointing out that, once visitors
with some textual knowledge had satisfied their curiosity, there would be no

34 Matthew Digby Wyatt and John Burley Waringy,Hand Book to the Byzantine Cogitondon:
Bradbury & Evans, 1854), p. 7.

%5 Anon., The Crystal Palace: An Essay Descriptive and Critigandon: Walton and Maberly,
1854), p. 58.

% | inda HutcheonThe Politics of Postmodernisthondon: Routledge, 1989), p. 24.

37 Anon., Sydenham Crystal Palace Expositbondon: James S. Virtue, 1854), p. 6.
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incentive to return to the Courts for a thorough examination bectheseouts, as a
whole [...] seem to have been placed where they are by mere adtidgnis forced
the critic to conclude thaithe arrangement of so many beautiful objects is managed
so as to astonish rather tfan educate,
Such reponses to the Fine Arts Courts in the press are a sign of the lack of
faith in a solely visual method of education. Critics and journalists were not the only
ones who were confused. Tlbservation made by th€rystal Palace Heraldn
1854 proves thageneal visitors were unable to make associations with the Fine Arts
Courts as it wrote, O6on every sa@tdedygoan
very pretty, and must have cost a sight of money, and we should like it very well if
we could understah  i*°t The6Court which really captured the popular imagination
and was understood by visitors was the Pompeian Court. The reason that visitors
were able to associate with this Court was not so much that it contained magnificent
examples of art, but thais awhole, it represented a familiar objecta house. The
plan of the Pompeian Courtn Ge o r g @danddbankeatitldd ®he Pompeian
Court, made clear to its readers that the building was laid out to give an impression of
a habitatiorof the time Thelllustrated London Newsh 1854 commented thatwas
&0 real in appearance that one might almost fancy oneself in a home of our own
d a §* Some visitors would have associated with the Pompeian Court because they
wer e familiar wi t h PoWpeidnh (1&382), w8iehl focdsed b o
extensively on the House of the Tragic Poet, and visitors acquainted with Edward
Bul wer Lyt t on 0fbe Lasalpys ofaPompHii@34ewouyld also have
recognised Lyttonés infl uen ct®&AoSWeHalest h e
rightly points out, these texts gave the Pompeian Court a useful contextual narrative
but even if one had not made their acquaintance, visitors would have known the
purpose and function of each roamatrium, peristyle, triclinium, cabida and so
forth i by the simple act of lookin§. The Pompeian Court was aptly situated in the
south transept, close to the Industrial Courts, where visitors could examine the style
of each room and consider applying the luxurious design elements ofgbéectable
classical dwelling to their own homes. Ready to turn the idea into a reality was the
manufacturer, R. Horne, who just a stotl@®w away in the Furniture Court, was

¥ Anon,6 The Crystal P aBuilder¢3Navembari85kpd5P6. at or o,
% Anon.,6 The Cr ysst adn PEad uacceet oar 6, p. 526

““Anon., 6The h Qystyl Pdlaad HerBl¢l0 August 85)% p. 33.
“LAnon.,6 The Pompei an Cour tllustated liorden NEwE danuary 1895a | a c e
p. 62.

“References to EdThaclastDdyoflPevmeia nLdy t Wiolnl oPompeiare | | 6
are made throughout the handbookitee Pompeian CourtSee George Schaithe Pompeian
Court (London: Bradbury & Evans, 1854), pp.-Z3.

3 Anon., The Ten Chief Courts of the Sydenham Palaomdon: Routledge, ), p. 40; S.J.
Hal es, O0Recasting Anti qui tAyion, 1# @00§),epi9-13a(p.d t h e
106).
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selling 6Pompeian and other panell ed d
this other world could be recreated and was in a very real sense linked with their
own.** The Furniture and Pompeian Courts enabled visitors to unite with

considerabl e ease, the modern pursuit
Ocul tured.ulThind onnu ode Bxfommer ced and OcC
of Ovisual educationod, where remote p

traditional classical learning could be reformulated to meet modern requirements.

However, such shared visual refeces do not detract from the general
difficulty and multiple ways of interpreting art through visual methods and for this
reason, the Crystal Pal ace at Sydenhan
term coined by Jeffrey Auerbach in his study loé {Great Exhibitioi> Auerbach
argues that the displays at the Great Exhibition were purposefully selected and laid
out to encourage visitors to consider an industrialized market society that
promulgated notions of manufacturing innovation and artistic s as he pu
society built on b détHhwewn despiterthe destaeffods ot u |
the organisers, it became very clear that visitors had their own agendas and that in the
end, the Great Exhibition became quite simply a commerciait&v/&imilarly, the
Cryst al Pal ace Company introduced OVi s
Palace in order to encourage visitors to think actively about the union of commerce
and culture; but it soon became evident that this was never going to ibeeaichs
Visitorsdé reactions to the -imlhaweniththe o f
serious instruction in ancient and remote civilizations through observation of original
artefacts and reading of authoritative texts.

In issuing handbooks to the Qts) the Crystal Palace Company admitted that
it was difficult to obtain any kind of meaningful instruction by simply looking at the
objects on display. The handbooks were intended to provide the essential context that
brought the Courts and their contemtslife. Indeed, Samuel Laing revealed that
visual educatiod was intended to be a twstage process: firstly to draw visitérs
curiosity and interest through the senses; and secondly to develop their knowledge
through reading. As he explained:

the veilonce raised they [the visitors] will be disposed to extend their inquiries,
and enlarge their spheres of knowledge by reading and criticism; and this is
one of the educational forms under which the utility of the Crystal Palace may
be demonstrated; for Hanot these objects been palpably represented to the

4 samuel PhilipsGuide to the Crystal Palace and Paflkondon: Bradbury & Evans, 1854), p.
167.

4 Jeffrey A. AuerbachThe Great Exhibion of 1851: A Nation on DisplajNew Haven CT: Yale
University Press, 1999), p. 5.

6 AuerbachThe Great Exhibition of 185pp. 94, 97.

" AuerbachThe Great Exhibition of 185pp. 1089.
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senses, they would have remained unknown to the millions who have neither
the leisure nor the opportunity to pursue historical and scientific works, and
who want a friendly guide to conduct them to thetals of the temple of
knowledge®

The handbooks to the Crystal Palace were therefore intended to help visitors bring
comprehensible order to the Courts. Whilst the authors of the handbdgdasuel
Philips, J.B Waring, Austen Henry Layard, George Sclaad othersi were all
dedicated and accomplished scholars in their own right, they did not fully appreciated
the value of writing clearly and interestingly for a general audience. There are many
examples in the handbooks and guides of passages madespecdlist language
which would have failed to enlighten even the most avid reader, and Charles Dickens
hi mself found them, as he put it, *®a si
In essence, the handbooks and guides failed to efficientlpiexwhat to look at and
how to look at it and to translate the visual into the verbal, which meant that the
authors were assuming a certain amount of preconceived knowledge amongst their
readers, one that prevented them from fully engaging their visuatiéasc

The Fine Arts Courts failed to evoke any kind of passionate interest and their
failure can, to a large extent, be attributed to the criticisms in the press. The blend of
art historical accuracy and artistic fantasy disturbed many critics andoceamiky
their reviews of the Fine Arts Courts failed to delight a public who expressed a
greater desire to view original artefacts in their mutilated and ravaged state at the
museums in and around London. Owen Jones in particular was utterly convinced of
the value of his own artistic interpretations; this is particularly evident iressay
titled An Apology for the Colouring of the Greek Co(tB54) which was bound and
sold along with the other handbooks to the Courts. Ip@ogyJones asserted that
the colouring of the Parthenon frieze in the Greek Court had resulted from his
profound and extended study of respected authorities, in particular the writings of
G.H. Lewes, W. Watkiss Lloyd and Professor Gottfried Semper, also taking extracts
from the Egin Marbles committee of 1836 as well as extracts from the Institute of
British Architects report of 184%. Jones took a traditional academic stance in order
to convince his readers of the value of his own artistic interpretations and the fact that
he pubished his paper in the form of a handbook signifies that his approach and the
debate surrounding it were not simply confined to academics and connoisseurs of art.
But J épvolegy dics not openly urge the public to look at the reconstructed
Parthenon feze and examine all sides of the argument. One can even go so far as to

8 Anon., SydenhanCrystal Palace Expositop. 4.

9 The Letters bCharles Dickensed. by Graham Storey and Kathleen Tillotsb® vols. (Oxford:
Clarendon Press, 1993), VII, p. 370.

0 Owen JonesApology for the Colouring of the Greek Cogirondon: Bradbury & Evans, 1854),
pp. 2756.
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say t haApologiyavasens @pslogy at all since he refused to acknowledge the
inherent difficulties of depicting the mysteries of the ancient past. What emerges
clearly from my eamination of the Fine Arts Courts is that the representation of past
civilizations, of other worlds, was deliberately contrived to compel visitors into a new
way of seeing in order to awaken the desire for further inquiry. As Ruskin opined,

0 how malects, once doenhnt, may be roused into activity [...] and how these
noble results may go on multiplying and increasing and bearing fruit seventy times
severf ol d, as t he nat'iBatthe handbosks ansl especially tlea r
countless responsds the Fine Arts Courts in the press revealed a very different
approach to oOovisual educationd, one th
instead focused for the most part on providing art historical interpretation to cultural
worlds that one reded specialist knowledge to enter. For authors, journalists and
critics alike, engagement with the handbooks and the objects on display were used to
confirm the social class to which they belonged, or to which they strived to belong.
Art criticism, as Tek ol osky rightly argues, 6can |
reaction against the new kinds of wvisu
which was, as we have seen, particularly evident at the Crystal Palacghort, the
authors of the handbés and the art critics in the press paid no attention to teaching
the public how to visually engage with the works of art on display but were instead
concerned with reinforcing their own contributions to historical and contemporary

debates. Thus on the®n hand, oOvi sual educationd
becoming acquainted with lost civilizations but on the other, the responses to the Fine
Arts Courts in journals and newspapers

Palace provided a false enmter with the past and this tension in itself became
embedded in the wider conflict of competing class values. As a consequence of this
tension, the Courts were, according to
and a torture to the enlightehd® .

John Ruskin, eé@TiCeyO®Opanhi Pal afcetdth p. 4.

®2 Teukolosky,The Literate Eyep. 20. See FlintThe Victorians and the Visual Imaginatiopp.
179-80.

*3 Elizabeth Eastlakéy The Cr ysp.&ll. Pal acebd
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0 THE RMDWAS VERY BUSY NOW, IN SOOTH, AND HAD ALOT TO
SAYO: DI CKENS, CHI NA AND CHI D@®WBEY C OMMC(
AND SON

Hannah LewisBill
(University of Exeter

Abstract

Dickensos i nterest i n transnat i onVhlst hisoc al e
journalism is highly critical of nsoemencedf t h
perspective. Thi s article addr e s ofeChinesbi c k e

commodities, primarily tea but also silk and chinawdteasks howDickens uss these
commodities, as well as ideas and terms relating to commercial ti@dexplore the
relationship between China and Britain. Focusing in particulabambey and Sorl show
thattransnational value idefined br the British readership in commoégiterms in the novel,

and | reflect more broadly on what this commercial value offers to the social fabric of
nineteentkcentury Britain and contemporary understandings of Britishness.

The passage around the globe is still a fetishized we#ding new countries and
exploring new cultures contireito hold value in terms of personal, cultural and,
indeed, social growth. Throughout his novels and journalism, Dickens defines his
own cultural identityi and that of is readefis by drawing on a cultural fraenof
reference that goes fdoeyond Britainin orderto shape an understanding of the
increasing connectionthat weremade in trading terms between Britain avttier
countries.Dombey and Sonwhich appeared in nineteen serialised parts between
Octoberl846 and JApril 1848, reveals an interest inreew form oftransnationasm,
which, due to advances in transport, trade and commerce contracted global distances.
Interest in China and tea is well documented throughout the nineteenth century,
and China came seen to play an increasingly important role in commodity terms in
British life. Di ckens6s cont empor ar iGhisa amdeQhiresek e e
trade. A search of nineteentlentury British newspapers suchths Observerandthe
Guardianon Proqest generates more than 17,208 artjgeslished betweeh812
and 1870 that relateto tea and China. 11846, when Dickens started publishing
Dombey and Sqrithe Observerand theGuardian publishedmore than 843 articles
relating to Chinesetea; this wa an increase of more than l1la8iclesover the
previous two years. This is indicative ofgeowing interest in China and its trading
output an interest that is also presenhh Di ckensds oeuvre whe
the locale and the commoditie$ Chinareveal an awareness and engagement with
this nation.D i ¢ k eurigsibysbout China and Chinese commoditress probably
increased by British-Chinese trading links, by Dicken® sanxiety about the
ramifications of trade after the first Opium war of39812, as well & by the
European revolutions which occurred in 184@en Dickens was nearing completion
of his novel In the years following theublication ofDombey and Sqrarticles were
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published inDi ¢ k e n s 6 s Housahyld WardeHeusehold Wordslarrative and

All the Year Roundith titlessucha® Chi nese Competitive EX:
and Dependenci eso, 6Up and Down Cant on
On e6hinawithaFlawind and O6New Ye &t dasne iibayfe'i n C
Whilst not all of these articles weasithored byDickens his intenseaditorial control

of his magazinesneans that wean trustthese articleso have been sanctioned by

him for publication inhis journals® This interest in China and tea can be édhc

t hroughout t he wh oluteit isgoérticularlyccknspicgodissando e u v
particularly significant for my own readinig in his novels which reveahat there

was an increasing sense of unease aboaoimoditytrade withChina. My article
focusesonDi ¢ k e n s @ sathdr thanthis jounnalisiin as it is here, | argue, that

Di c k edepgctios of tradeallows for a reading of cultural and social attitudes
towards China that can be explored throughrédpresentatiomf commaodities such

as tea.

Prior to the nineteenth century China had been viewed as a highly developed
country and one that was, in many ways, far more developed than European
countries As Roy Porter has noted, in the eighteenth cerdnd/6 at v ari anc
Foucaul t 6s ipl;ée, suevsilanceoamd cdntrd, enuch enlightened thinking
was directed towards dissent and disestablishment, was about dismi&hgitiging
ior doi ng y ouThis libevality daf thoughtdil .not continuein the
nineteenth centunandthis can be particularly noted with regard to China. As Susan
Shoenbauer Thurin asserts: OA dominant
nineteenth century was of a decaying culture deserving to be reconstructed with
West er n®Byamags @ aetonsiruetingChida, the British were able to
create a cultural picture ofigthothercountrythatfulfil led a very clear social function.
Dickens does not present an enlightened view of China, indeed he frequently
commodifies Chinandusesthe commoditie the nationproducesn orderto define
its culture It is through thaliscussiorof these commodities th&tickenspictures the

1 A n o nChinesedCompetitivé x a mi n aAll the Year &Round]l2 (17 December 186} pp.
44553; Anon.&olonies and Dependenciesiousehold NarrativeJanuaryl850) pp. 17-19;
Anon., 6 Up and Do vAh theCvaar Raumd®4, 29 July 186%, pp. 1619; [Charles
Dickensand Richard H. Horrjedrhe Great Khibition and theL i t t | Elous2mokl 8Vords3
(5 July 185}, pp. 35660;[Henry Morleyl &C hi na wi t h Hausekold &Verds (3July t 6 ,
1852),pp. 36874; [Char | es DNewk&ealt 0s 0 DHoysehola Wo$19 (h2a 0 ,
February 1858 pp. 25860.

2 Important work has been undertaken on commodity culturelansehold WordsSee Catherine
Waters,Commodty Culture in Household Words: The Social Life of Go@ernham: Ashgate,
2008).

% Roy Porter,Enlightenment: Britain and the Creation of the Modern Wdtldndon: Penguin
2000, p. 482.

* Susan Shoenbauer ThuriVictorian Travellers and the Opening of China, 18807

(Columbus Ohio State Universitiress, 1999), p. 51.
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threat that Chinallegedlyposed due to its desirable commoditiBg including tea

in this way, Dickens raises important gtiens abouB r i t iacreasibigcommercial
dependence on China aathout the influence this has @ritish identity. Shanyn

Fi ske acknowledges that o6China coul d n
excluded from En g/l  aThisidabilityitonbe eitheér absorbédce n t
excluded is central to a Dickensian sense of the world beyond Britain. Britain needed
China to maintain its exoticism in order for its produce to be fetishized and this could
only be achieved by homogenizing tb@ture d this vast countryBy ensuringthat
Chinawas defined by a set of commodities, its broader societal importance could be
limited. As Fiske continues to assert:

The study of Sindritish relations innineteentkhcentury England provides a

vital componentn the understanding and reinvention of this relationship not
only because it forces us to confront the sources of stereotypes and ineffectual
categories that persist in limiting current relations but because it offers the
possibility of rediscovering prodtive models of ideological exchange and
crosscultural dialog?

Fi s kaegonsent helps to form a cultural dialectic which acknowledges the
importance of paying attention to the representatiasf commodities from
transnational locales. For the purpe®sé this article Dickens is the primary focus
and, whilst Fiske is speaking more broadly about ninetesstitury conceptshe
theoreticalframeworkshe developss a valuable one. Fiske recognises that through
the process of reinvention one is forced tofammt stereotyped cultural images. This
crosscultural dialogue provides a compelling means of engaging Bitkensian
depictions ofChina and teaandit prompts us to investigate how Dickens links his
portrayal of foreign commodities to his exploratioh both Chinese and British
identity.

Geography, Tr ans po PlaceiaDoohbeyandnon Chi nabds

The movement of sailors and tradesmen around the world and the introduction of
foreign commodities into British culture enabled commaodity travel, ifpioftsical

travel, and Dickens reveals an increasing awareness of the world beyond Batain
world that was shaped in commodity terms. As Arjun Appadurai has suggéstetd i s
in the fertile ground of deterritorialization, in which money, commodities, and

> Shay n Fi ske, 600rientalism Reconsi der-@dtury Chi 1
Literature and Nteratureo @mpEass 8 {2041l ipe 81426 (p. 218.
<http://onlinelibrary.wiley.com/doi/10.1111/j.174113.2011.00788.4ull >.

® Fiske,Orientalism Reconsideréd, p. 22 3.
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persons are involved in ceaselessly chasing each other around the world, that the
mediascapes and ideoscapes of the modern world find their fractures and fragmented
c ount éThe anadinéd. fragmentation of territories has the paradoxical double
effectof giving rise to a sense ofterconnectedness well adisconnectednesand

both notions contribute taohe culturally fabricatedmeaning of nationality and
nationhoodAppaduari 6s verthdod hcees infg b6t heas a son
inflection andin fact this predatory inflection captures the nature of nineteenth
centuryBrita i riré@ds abroadwhich privileged the rights of the homeland Britain
over the tr ans natDombeyand Sohdiktusses Biitistotfade @Gh i n
these terms, but isialso possible to find in the novel what Appadurai @alfsr act ur
C 0 U nt eirappactstthetdrge connections between the process of Othering and
British identity

Dickensods interest i n transnational
evidentthroughout his oeuvre and it is apparent that there is a fascination on both the
part of the author andn the part ofhis reades , whose del ving

fictional worlds allowed them to travel imaginatively foreign countries Whilst
Dickens limted his physical travels to Europe, America and North America, he sent
his sons further afieldCharlie to Australia, Walter to India and Alfred to China. It is
interesting to reflect on this sending away: whilst Dickens himself did not travel to
theseshores members of his famildid. This travelling by proxy mirrors that of the
reader whoby readingDi ¢ k e n ssogoes wnmenkal journey to these lands.
Dickens not only conceptualised these unknown worlds for his readership, he did so
for himself. Whil st much of Dickensods journali:
negative portrayal of this larfds novels, due in part to their length, enable a far more
nuanced reading dbreign countriesAs Sabine Clemm has noted with reference to
Charles Dickenr3and Ri chard Hornebs article O6Fr
Littl e One 0 Houspholtdh Wordsadm e5dJulyi 1851 the Chinesewere
Osummarily and stereotypically ridicu
ignorant, despotic, dirty, starved, pigelland parochiéF. This highlights explicitly

what | would state to be the central difference betw2énc k e ns 6s appr oa
in his journalism andn the novels. Whilst Dickens ilbombey and Soand other
novelsincludes commodity and place refereaco China, he rarely comments on
Chinese people or their physical characteristics. In his journalism, however, he
frequently references élse latter aspectshich clearly identifies a functional
difference between his methodologies in the two modes ladfgation and serves to
underscore the important role that commodities, such as tea, play in establishing
cultural reference points and markers of Chinese influence on British cudttite

" Arjun Appadurai, Modernity at Large: Cultural Dimensions of GlobalizatigMinneapolis:
University of Minresota Press, 1996), 38.

® Sabine ClemmDickens,Journalism and Nationhood: Mapping the World in Housth Words
(New York: Routledge, 2009p. 26.
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novel
Whilst Dombey and Soitentifies key Chinese commoditiesdcatheir infinite

interest to the nineteenttentury consumer, they are used as cultural markers and, as

such, they become representativdbe this accurate or inaccurateof the locale.

Jeff Nunokawa considers this in terms of advertisemensaggdestshat
[i]n a book likeDombeyand Sgh he commodi ty form doe:
of advertising to make itself known; its native talents are their own publicity.
According to the view of the Dickens novel, the commodity is not merely
advertised or exhitéd; it is itself already advertisement and exhibifion.

This is a highly productive way of considering the commodities produced by China in
Dombey and Son Whi | st Nunokawados Danhey amd ono f
considers these in domestic terms ancklation to personal property, my reading of
the novel considers the commodities in trading termsfaredjroundgshe effect they
have on British identityNunok awads di scussion of C
Oadvertisement &ruithulnfad mydosx dpprdach ttoi thee mayvef. thes
commodities are able to facilitate an advertisement of the locale independently then
their inclusion in the novddecomes even more highly charged. The placement of tea
in the narrative can, therefore, be read as a Wwashaping cultural awareness and
emphasising the power and influence of foreign locales, such as China, on Britain and
Britishness. This also engenders questions about the stability of British identity and
the influence of other cultures that have the pidé to modify traditional cultural
and social mores. This highlights the potential threat that can be readh@&to
representatioof China in the novel

Both Dombey and Soand Di ckensds journalism a
discrete cultural and nanal identities, but they alsacknowledg a sense ofjlobal
interconnectednesshich, due to advances in transport, brought a large world ever
nearer. There is also, significantly, a recognition of the ramifications ofQlukens
explores in what waysuch interconnectedneasd eveiincreasing dependence on
foreign commodities and trading natiomsght presenta dangerto British cultural
identity. Whilst Dickens recognises the advantages of these relatiorishifpisough
primarily for the British pulic rather than for the Chinesehe also recognises the
reciprocity of the relationship where, in commodity terms, these transnational locales
were needed by the British consusr fulfil their commercial desires. In this sense,
the Other worlds that Dkens writes of can be perceived as being less dependent on
Britain and instead as more in@ependent. This, | would argue, reveBls ¢ k e n s 0
anxiety aboutan increasingdependence ofhinese commod#si an anxiety that
suggestanore broadly a fear ad cultural dependence Her e, Benedi ct
work, most notably his studynagined Communitiess helpful. Anderson thinks of

° Jeff NunokawaThe Afterlife of Property Domestic Security and the Victorian NgRethceton:
Princeton University Press, 1994) 47.
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t hese O0imagined communitiesd not only |
Oan i magi ned p dlandtimamed as lwoth nmhrewently tinyited and
s o v e r'‘Whgm dpplying this aweptt o Di ckensds wohisk , i
concern with British national identityas not simply a cultural concern but a political
one too, in part due to anxieties about the Endjpge f ut ur e success
measuredueto a political awareness that dependence ardependence came from
these commodity transactions which, it was believed, could be controlled through
taxation.
Elaine Freedgooddentifies the ways in which theidforian novel featured
objects and thinggnd the significant role they playedanting as cultural signifiers:
The Victorian novel describes, catalogues, quantifies, and in general showers
us with things: post chaises, handkerchiefs, moonstones, ridlisg crops,
ships, instruments of all kinds, dresses of muslin, merino and silk, coffee,
claret, cutleryi cavalcades of objects threaten to crowd the narrative right off
the pagée’

Freedgoodds argument pr ofihpuchsas Ghseseteain c o n
Dombey and Soh canbecome cultural signifiers and barometers

Ideas about globalisation are also central to this analysis and as Tope Omoniyi
has stat ed: OWher eas colonisation I nv
colonisers and the col®®d, globalization operates within a wider, more complex
network of relationships of power and capital distribution; including linguistic and
| anguage po wEThis distindtioncbatwekert thel té&hm coloniser and the
more expansive term globalisatanc k nowl edges the I mport a
rel at i.d WVkilktithe snineteenticentury relationship between Britain and
Chinawasfraught, in terms of power and capital, the relationship is productive as it
privileges the value of commodities intaslishing a transnational consciousness.
Di ckensaos representation of a gl obal |
transnational consciousnetisesecommaoditiesdo not form a basis of global balance
or equality but instead serve to support the ioflea method of engaging with spaces
in terms of their trading output which is separfiiom their cultural heritagelhis
notionis reinforced when Dickens describes the scenes by the Lomaés dhere:

Just around the corner stood the rich East Ind@udd, teeming with

19 Benedict Andersgn Imagined Communities: Reflections on the Origind aBpread of
Nationalism(New York: Verso, 1991),.d5.

1 Elaine FreedgoodThe Ideas in ThingsFugitive Meaning in the Victorian NovéChicago:
Chicago University Press, 200@) 1.

12 Tope Omoniyi and Mukuk Saxend,| nt r o d uCortending Wwith Gibatization in World
Englishes ed by Mukul Saxena and Tope Omoniyi (Buffali: Multilingual Matters, 2009),
1940 (. 3.

“Omoniyi and SaxpBla, o6lntroductionbd,
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suggestions of precious snuffs and stones, tigers, elephants, howdahs, hookahs,
umbrellas, palm trees, palanquins, and gorgeous princes of a brown
complexion sitting on carpets with their slippers very much turned up at the
toes. Anywhee in the immediate vicinity there might be seen pictures of ships
speeding away to all parts of the world; outfitting warehouses ready to pack off
anybody anywhere, fully equipped in half an hour; and little timber
midshipmen in obsolete naval uniformsereally employed outside the shop
doors of nautical instrument makers in taking observations of the hackney
coaches?

This cornucopia of objects is striking; the origin of the objects is ¢leae Easf

but in Orientalist terms as established by Edw&aid? it is the Otherness of
people and objects that is being held in tensioere The fact that the East India
House is O6teeming with suggestionsod i nc
trade is playing a central roleyet these are justints and suggestiong)ey are not
necessarily the reality. A wide range of exotic objects is referenced which conform to
stereotypes about transnational localesh as India or Africalhere is a sense of a
cataloguing of commodities and this cataleggi of a countryoés p
with the sooro-be-organised Great Exhibition of 1851, a mere three years after the
novel 6s publication. It i s apparent t he
are contracting and there is an increasingpegge me nt wi t h t he wor
at the London docks. There is a great sense of potential movement created in the
passage; thé pi c tofulree B 6 p s, described as O0speed
world connecting rapidly and the network of the seake initial focal point and yet,

as theyare pictorial, they are static.

The Hackney coaches passing by the river are watched by the wooden
midshipmen; there is at once the sense of the eternal action of the city, and the arrival
of objects reflects tkj yet this rushing by seems to be problematic for Dickens. This
is a world, as well as @ation on the move. There is no sense of stasis apart from that
which is artificially introduced and themifications of such progress aaddressed
by Dickens in ommodity terms as a challenge to British independence. As Juliet

John has stated, O0a new $ét]afarcrione posverfol f | |
structure of communication than any pc¢c
being developed® It is within t his structur e, |  woul

literature enabled exotic locations to be conceived, conceptualised and made part of
the national psyche whilst recognising the itependence that was being developed
between these nations and Britaks John Plotz posits:

14 Charles DickensDombey and Sgred. by Andrew Sandefsondon: Penguin, 2002), g6. All
subsequent references are to this edition.

15 Edward W. SaidQrientalism,2nd edn (London: Penguir2003).

18 Juliet Johnpickens and Mass Cultuf®xford: Oxford University Press, 2010), p..33
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