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Abstract

In this dissertation, I argue that the fantasy imagery of turn-of-the-century
British illustrators Arthur Rackham, Aubrey Beardsley, and Sidney Sime, and French
filmmakers Georges Méliés and Emile Cohl functions as visual rthetorical “texts” that
explicate contemporaneous ideas about the self. At the fin de siécle, models of the .self
were shaped, in part, by scientific thought that interrogated themes of materiality and
immateriality, visibility and invisibility, univalence and multivalence, permanence and
impermanence. Dream Work grapples with these oppositions, the questions they
brought up, and the provisional answers they elicited. I argue that both the science and
the design considered in this study dealt with these oppositions, and the models of the
self they elaborated, through a shared visual rhetoric of literal representation or hazy
abstraction.

[ reveal this shared visual rhetoric through analysis of the form of the design
considered in this study and its relationship to visual aspects of contemporaneous
scientific discourse. I first show how Rackham’s imagery, which echoes the visual
vocabulary of physiognomical diagrams, deals with material aspects of self and mind.
But Rackham’s work likewise positions the mind as part of a grand continuum with
the natural world. I describe the ways that Beardsley’s imagery fluctuates between
expression of material and ethereal elaborations of the self manifested in
contemporaneous dream theory. And I show how Sime’s imagery—which mirrors late
nineteenth-century notions of the realms of other dimensions—probes abstract
qualities of the self in strangely material forms. Finally, I discuss the ways that the
mystifying abstraction that characterizes turn-of-the-century ideas about time, space,

and motion marks the mutable selves expressed in Mélies and Cohl’s work.
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In this dissertation, I likewise challenge the hegemony of the written word and
of verbal analytical methods for interpreting visual entities. My goal, however, is not
to dispense with the verbal analysis of visual artifacts. Rather, my intention is to
foreground visual rhetorical analysis as a powerful method for understanding the

visuality of both visual and verbal entities.
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“DIRECTIONS TO THE BINDER. Put the Engraving of the Head at the Title Page,
and that of the New Craniometer at the End.” (See Figure 1.1)

—George Combe, Elements of Phrenology, 1824

Introduction

Visual Rhetoric and the Power of Imagistic Communication

In his 1824 treatise Elements of Phrenology, British phrenologist George Combe
refers to the brain as a “materialist instrument” that facilitates the function of a range of
faculties. Phrenology suggested that an individual’s personality was stored in a number
of so-called organs, or distinct divisions, in the brain and expressed in the size and
shape of corresponding areas on the skull (See Figure 1-1). In order to orchestrate a
clear distinction between two models of brain function, Combe contrasts the brain as a
single undivided organ (which he compares to a trumpet) with the phrenological brain
composed of complex of multiple organs (which he likens to a pianoforte). The brash

undivided brain, Combe intones, has but one varied note:

The brain, considered a single organ, and serving to manifest the mind as a
general power capable of existing in different states, but not endowed with
separate faculties, may be likened to a wind instrument, with only one form of
apparatus for emitting a sound, —a trumpet, for example. If excited with one
degree of force, it emits one kind of note, which is the result of the whole metal
being in a certain state. If excited with another degree of force, it emits another
kind of note, and this is the consequence of the‘metal being in another state. The

number of notes that may be produced will be as great as the variety of states into
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Figure 1.1
New Craniometer, from George Combe, Elements of Phrenology, 1824
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which the metal may be excited. Now, suppose the first state of the trumpet to
correspond to a state of the whole brain in manifesting Perception, the second to
its state in manifesting Conception, and so on, the analogy may be carried to an
indefinite length; each state of the trumpet, and each note thence arising
corresponding to an affection of the whole brain, and to a particular mental state

accompanying it.!

Combe goes on to say that the trumpet-brain model is “the notion generally entertained
of the functions of the brain and the mode of operation of the mind: but the
phrenological view is different.” Combe’s phrenological pianoforte-brain model is
sublime; it presents a string theory for the inner universe. Combe paints a picture of this

complex and aesthetic divided brain of multiple individual resonances:

The first string is excited, and a certain note is produced; the second is excited,
and another note swells upon the ear. Each note results from the instrument being
in a particular state, but it cannot exist in the state which produced the first note,
without the first string; nor in that which produced the second note without the
second string; and so forth. The piano-forte represents the brain as apprehended
by the Phrenologists; Benevolence, for example, is manifested through the
instrumentality of one part, Veneration through that of another, and Reﬂectiqn by
means of a third. The Phrenologist studies man in society, and, in comparing the
power of manifesting particular mental faculties with the size of particular organs,

he resembles a person who, to discover the mode of operation of a musical

! George Combe, Elements of Phrenology (Edinburgh: John Anderson, Jr.), 1824, 16.



21

instrument, should examine narrowly its structure, and make it sound while he

observed it.>

British phrenology guru Combe stressed the practical aspects of phrenology; he saw
phrenology as the path to self-improvement and reform.” His reforming zeal, though,
wés inflected by certain nineteenth-century preconceived notions of acceptable and
unacceptable behavior and their corresponding physical visages.

I suspect that Combe’s choice of a trumpet for the metaphor of the whole brain
model is no accident. Although Combe’s musical metaphor outlines his ideas nicely,
his comments contrast the simplistic univalence of a trumpet with the subtle
multivalence of a pianoforte. Using this musical instrument metaphor, Combe
effectively compares these two models of the brain by asking the reader to visualize the
way the physical forms of the two instruments function. At the same time, he manages
to infer, by invoking a suggestive visual syntax, the grossness of the former model and
the elegance of the second. The science of phrenology has this same tendency—
preconceived behavioral and physical stereotypes were coded into and deeply
embedded in its seemingly objective set of charts and diagrams.

The Victorian public embraced phrenology partly because it reinforced British
beliefs about the inferiority of other races. In turn, Victorian anthropology, set on
classification of races based on visual evidence of skull size and shape, fed the racialist
aspects of phrenology.” Like anthropologists, phrenologists collected animal and

human skulls from all over the world. The variety in the shape and size of skulls

% Combe, Elements of Phrenology, 17-18.

* Thomas Hardy Leahey and Grace Evans Leahey, Psychology's Occult Doubles (Chicago: Nelson-Hall,
1983), 64.

* For an in-depth discussion of Victorian anthropology, see George W. Stocking, Jr., Victorian
Anthropology (New York: Macmillan, 1987).
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among the races and ethnic groups was visible proof positive of a hierarchical
“evolution” in which the “lower” races (which, in some cases, included fairies)
inhabited an inferior domain. Phrenological diagrams, which ostensibly explain why
we do what we do, acted as an important passageway between the inner and outer self.
They offered direct visual evidence—in the form of a complex visual rhetoric—of
both individual motivations and of Aryan racial superiority. These explanations didn't
have to be extracted from cumbersome texts; they were readily available in
illustrations and diagrams, which directly fed the audience’s imagistic thought

processes.

Visual Rhetoric

Traditionally, rhetoric has been defined as “the art of effective or persuasive
speaking or writing.”” Such a definition suggests several obvious questions whose
answers will help contextualize the approach that informs this study. Scholars in the
emerging field of visual rhetoric have broadened this definition by demonstrating that
visual objects inform and persuade in unique ways. In “Framing the Study of Visual
Rhetoric: Toward a Transformation of Rhetorical Theory,” Sonja K. Foss explains that
“Conceptualized as a communicative artifact, visual rhetoric is the actual image or.
object rhetors [in the context of this study, designers] generate when they use visual
symbols for the purpose of communicating.”6

This dissertation focuses on design artifacts—phrenological diagrams, visual
models of the fourth dimension, or fantasy images, for example—as rhetorical

structures. In particular, I hope to demonstrate that the visual form of artifacts is

5 Oxford English Dictionary, X.

% Sonja K. Foss, “Framing the Study of Visual Rhetoric: Toward a Transformation of Rhetorical
Theory,” in Defining Visual Rhetorics, ed. Marguerite Helmers and Charles A. Hill (Mahwah, New
Jersey: Lawrence Erlbaum Associates, 2004), 304,
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thetorical. But how does such a perspective square with the significant verbal
rhetorical element of “persuasion?” The Oxford English Dictionary defines the verb
“to persuade” as “to cause (someone) to believe something.” New work in visual
rhetoric, however, has expanded this definition to include construction of meanings
from visual entities that are, as visual rhetorician Charles A. Hill explains, not
“obviously and explicitly persuasive.”7 [ would suggest that the form of visual artifacts
doesn’t necessarily present blatantly persuasive information; it offers audiences
communicative data that both reflect and influence an array of cultural themes. In this
way, visual artifacts are involved in the generation of cultural belief systems—a
profoundly rhetorical function.

If visual artifacts are structured according to rules, patterns, and principles that
resemble those of verbal rhetoric, then rhetorical analysis of visual entities would be
an invaluable tool for the interpretation of this material. Foss argues that visual
rhetoric also refers to a “perspective scholars take on visual imagery or visual data.”®
Foss, in fact, defines visual rhetorical analysis as “a set of conceptual lenses through
which visual symbols become knowable as communicative or rhetorical phenomena.”
In a rhetorical response, she explains, the formal qualities of an artifact provide a basis
for the viewer to infer the existence of emotions and ideas.

I would like to stress that form should not be taken to mean merely
composition, line, texture, color, and other general formal features. This definition
ignores the expressive possibilities contained in choices about formal elements. Each
formal element of an artifact offers insight into the creative intent of those involved in

the design of the artifact. For example, in my third chapter “Supernatural Selection:

7 Charles A. Hill, “The Psychology of Rhetorical Images,” in Helmers and Hill, 25.
8 Foss, 305.

? Foss, 306.
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Sydney Sime’s Weird Science,” Sime reinforces for the viewer that white colored,
cone shaped forms (sometimes emanating from certain sorts of mechanical gadgets)
stand for x-rays. Sime’s depiction of such light rays thus encourages the viewer to
accept certain beliefs about the form and function of x-rays.

In her Introduction to Defining Visual Rhetorics, Marguerite Helmers considers

the communicative function of material aesthetic qualities:

One of our projects as visual rhetoricians is to differentiate ourselves from
semiology by studying material as rhetoric. What does the character of a
texture of pencil on paper or a smooth and reflective wall with names
etched into its face impart to the meaning that the spectator takes from the

object?w

The material entities Helmers cites, the “character of a texture of pencil on paper” and
““q smooth and reflective wall with names etched into its face,” are formal qualities of
the corresponding visual artifacts. Designers take it for granted that such properties are
part of visual form, and designers often consider the ways that an audience might
construe meaning embodied in this form. Design scholarship, however, has yet to fully
embrace visual form as rhetorical.

Understanding visual material as rhetoric is key to my approach in this study;
for rhetoric is the bridge that spans all design fields and what seem at first glance to be
irreconcilable disciplines—such as desigﬁ and science. Darwin scholar Gillian Beer
likewise uses rhetorical narratives as a bridge between literature and science in her

groundbreaking book Darwin’s Plots: Evolutionary Narrative in Darwin, George

' Marguerite Helmers and Charles Hill, eds., Defining Visual Rhetorics (Mahwah, New Jersey:
Lawrence Erlbaum Associates, 2004), 18.
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Eliot, and Nineteenth-Century Fiction."! Beer notes that the evolutionary themes in
Darwin’s Plots had a particular influential force for some nineteenth-century novelists.
Beer also suggests that the rhetorical devices in, and the narrative structure of, some
nineteenth-century novels influenced Darwin’s ideas. She draws on the narrative
character of Darwin’s book, The Origin of Species, which was widely read by the
educated public, and shows that many of his chapters featured simultaneous rhetorical
plots of “progress and improvement,” and rhetorical narratives of “rapine, degradation,
and loss.”'? I would like to reiterate, however, that rhetoric is not just a feature of
written material like scientific treatises or novels—there are ambient themes that
circulate in cultures and make their way into most sorts of human endeavor, including
visual entities.

Just as the form and content of literature can be read in the context of the
culture in which it was produced, the visual form and content of design artifacts can be
interpreted in light of contemporaneous ways of organizing the world. In Dream Work
[ argue that specific turn-of-the-century fantasy imagery serves as a powerful
information source for understanding contemporaneous models of the self, Various
models of the self were shaped by scientific rhetoric about the processes of perception
and the unconscious mind.'® At first glance, it may seem extraordinary that the themes
of this turn-of-the-century science can be extracted from the visual structures of
fantasy imagery. Thumbing through the images, the connections with

contemporaneous science are not blatantly obvious. Visual work, however, is not

" Gillian Beer, Darwin’s Plots: Evolutionary Narrative in Darwin, George Eliot, and Nineteenth-
Century Culture (Cambridge: Cambridge University Press, 2000).

12 Beer, xix.
" See Stephen Kern, The Culture of Time and Space, 1880-1918 (Cambridge: Harvard University Press,

1983), and Bernard Lightman, ed., Victorian Science in Context (Chicago: University of Chicago Press,
1997).
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produced in a vacuum and these scientific themes were powerful cultural currency.
Indeed, Stephen Kern points out that a “thematic similarity between developments”
across a culture incorporates “essential structures of human experience and basic
forms of human expression.”’* The images presented in Dream Work, 1 suggest, are

“basic forms of human expression” that give voice to these scientific themes.

Visual Scholarship

Work on visual topics has recently become a “hot” commodity. Addressing the
neglected realm of visual material is a laudable pursuit that will benefit scholarship in
many disciplines. Much of the recent scholarship in visual culture studies and on
visual topics in the humanities, however, inevitably approaches the subject in terms of
verbal analysis. In some cases, visual artifacts are interpreted as pictorial evidence for
verbal arguments rather than as distinct visual rhetorical structures. Other scholars
interpret the “narrative stories” literally depicted in “images.” Still other work focuses
on perception; this scholarship is interested in ideas about the viewers’ gaze or about
visuality as a cultural phenomenon.

These approaches foreground the deeply intellectual character of the verbal
contexts in which visual entities can be understood. At the same time, they miss
opportunities to extract deep-seated visual rhetorical meanings from the form of visual
artifacts—and the opportunity to raise visual analysis to equal status with verbal
analysis. This scholarship inadvertently reinforces the notion that intellectual (and
rhetorical) analysis is a purely verbal process. These sorts of verbally based scholarly
approaches have merit, of course—they engage in intriguing verbal analysis of visual

phenomena. Ignoring the layered communicative functions of visual artifacts

14 Kern, 6.
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themselves, however, shortchanges the very visuality these scholars attempt to
appreciate.

My approach in this dissertation challenges these paradigms for visual
scholarship by foregrounding the power of visual discourse and challenging the
privileging of verbal discourse in academic work. In “The Case for Literature,” Part
Two of What Good are the Arts?, literary critic John Carey argues that literature is
superior to “painting” in its function as a profoundly intellectual discursive medium."
If fine art such as painting is considered to be second class by those who believe that
intelligent discourse is always verbal, then design is a neglected underclass. When
design is considered at all by scholars (other than design historians), it is appreciated
for its surface decoration (or for its status as a cultural commodity). Graphic design—
design that communicates content through the expressive forms of typography and
image—is particularly neglected. Print graphic design is also suspect because it
presents verbal information in conjunction with visual information—written text in the
form of typographic imagery plus photography or illustration.

In a scathing indictment of book illustration, renowned child psychologist Dr.
Bruno Bettelheim claims: “Studies of illustrated primers demonstrate that the pictures
divert from the learning process rather than foster it, because the illustrations direct the
child's imagination away from how he, on his own, could experience the story.”16 I beg
to differ with Dr. Bettelheim. Why is it that a verbal description is less inhibiting toa
child reader than a visual depiction? Image and text are both teeming with interpretive

and expressive potential.

" John Carey, “The Case for Literature,” What Good Are the Arts? (London: Faber and Faber, 2005),
171-248.

' Bruno Bettelheim, The Uses of Enchantment: The Meaning and Importance of Fairy Tales (New
York: Vintage, 1975), 59. Later in the book, Bettleheim explains the limitations of the studies he
discusses,
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I contend that Bettelheim's and Carey’s attitude reflects a bias based on the
privileging of verbal expression in western culture in general and in the academy in
particular. Whereas verbal descriptions are imagined to spur the creative or intellectual
imagination, book illustrations are cast as superficial addenda to such rich verbal texts.
[Mlustration is considered fo be the handmaiden of the verbal—at best the personal,
whimsical interpretation of one person. The narrative role book ilh\lstration plays—
both in relation to verbal narrative and as a separate rhetorical entity—has been at once
overlooked and underestimated.

As I noted above, in “The Case for Literature,” chapter of What Good are the
Arts?, Carey argues for the superiority of the written word over visual media. One
reviewer, who plugs What Good are the Arts? on amazon.com, concurs with Carey’s
thesis promoting the intellectual character of verbal language—this reviewer suggests
that “Literature works because it uses language, the tool we use to make intelligible
arguments and understand the world. When we try to understand...the visual arts we
always do so in linguistic terms, as Carey points out. Literature works in the same
medium as thought.”17 Despite neuroscientific evidence to the contrary, the belief that

thought and language are purely verbal entities persists.'® The reviewer’s sentiments

' Philip Crosby, review of What Good Are the Arts? by John Carey (September 5, 2005),
http://www.amazon.com/gp/product/customerreviews/0571226027/ref=cm_cr_dp pt/104-6254630-
03759167%5Fencoding=UTF8&n=283155&s=books, accessed December 15, 2005.

'® According to contemporary neurobiologist Antonio Damasio, the mind’s workings demand a visual
vocabulary steeped in visual narrative. Twenty-first-century scientists propose that images are integral to
thought—perhaps this is the reason our verbal language is infused with visual metaphor. Damasio, who
suggests that images are the absolute medium of the mind, argues that the mind works not only in words,
but utilizes a profound synesthesia based in imagery: “the ability to transform and combine images of
actions and scenarios is the wellspring of creativity. . . the path-breaking novelty provided by
consciousness was the possibility of connecting the inner sanctum of life regulation with the processing
of images . . . Consciousness generates the knowledge that images exist within the individual who forms
them.”

Damasio is arguing that the ongoing processing of a mental image-narrative is intrinsic to the medium
of thought. Damasio’s thought “images” include perceptions from other senses such as smell, taste, and
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are not uncommon among the educated general public and scholars; most people know
little about visual communication. Carey, in fact, suggests that “literature...is the only
art that is capable of reasoning...[and that] paintings...are locked in inar‘ciculacy.”19
His definition of eloquence (and of art, for that matter) is a very narrow one indeed.
Visual rhetorician Marguerite Helmers laments the fact that visual entities are
commonly considered to be “soft or non-rigorous” because they are seen as
“iIlustrative and decorative.””® Carey’s partiality for the written over the visual
exemplifies the prejudice that Helmers identifies. The historical basis for such visual
illiteracy—reaching back at least to the Hebraic scriptures—is too vast to explore in
this dissertation, but [ would like to pursue some aspects of what I consider to be a
gaping hole in interpretive strategies for visual material. Insisting that visual entities
are form without valuable substance not only encoﬁrages narrowly defined analysis
based on superficial aspects of visual form, it perpetuates a separate, but not quite
equal status for visual entities—and it masks the working of what I would like to call
visual rhetoric.

This study also suggests alternative methodologies for a provocative
intertextual practice of the sort that Maureen Goggin has described as “a rhetoric o.'f
the visual” in which, she argues, both verbal and visual analyses can be brought to
bear on verbal and visual artifacts alike.”! To some extent, of course, I rely on verbal
texts to help make my argument. My interpretive methodology, however, is heavily

reliant on visual rhetorical analysis of the form of the visual entities I discuss.

hearing, along with sight. Antonio Damasio, The Feeling of What Happens: Body and Emotion in the
Making of Consciousness (San Diego: Harcourt, 1999), 24,

¥ Carey, 177.

* Helmers and Hill, 2.
! Maureen Daly Goggin, “Challenging the Great Divide,” in Helmers and Hill, 106.
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Reconsidering Visual Analysis: The Special Eloquence of Visual Form

The approach I take in this dissertation can be productively located in a space in which
the discourses of several disciplines overlap. My critical method in this study
augments existing approaches for visual scholarship in visual culture studies, literary
criticism, and design theory and history. Academics in these disciplines have adopted
a range of critical approaches; in particular, many literary critics and some design
theorists and historians have embraced the theoretical strategies advanced by
scholarship in visual culture studies. Since visual culture studies research is seminal to
much contemporary visual scholarship, [ will compare and contrast my approach to
visual culture studies strategies before I consider visual research in the humanities or
in design theory and history.

The discipline of visual culture studies, which has been thriving since the early
1990s, embraces a theoretical approach developed in response to nineteenth-century
so-called reflectionist, object-focused art historical models.”” In Visual Culture: The
Reader, editor Jessica Evans and co-editor Stuart Hall point out that the “linguistic
turn” or “cultural turn” in the social sciences makes it impossible for the analysis of
visual entities to “turn back to the pre-semiotic assumptions of reflectionism.”” In her
1994 essay “Through the Looking Glass: Territories of the Historiographic Gaze,”
graphic design writer Anne Bush notes that graphic design historians have embraced
this same nineteenth-century object-focused model of design historical analysis and
that “Recent theoretical discussions have extended ‘beyond the object,” into the

dimensions of both action and ideology. If the purpose of historical investigation is

22 Jessica Evans and Stuart Hall, eds., Visual Culture: The Reader (London: Sage, with the Open
University, 1999), 12. ‘

2 Evans and Hall, 2,




31

self-knowledge, then we must not fall prey to the fallacy of objective evaluation.” 2

The evaluation of the aestheticized object in art history, Evans and Hall further
explain, has been superseded by analysis of “visual metaphors and terminologies of
looking and seeing” in visual cultural studies.

Since Evans and Hall’s book came out in 1999, most of these same themes—
“the society of the spectacle and the simulacrum; the politics of representation; the
male gaze and the possibility of a female gaze; the ‘mirror stage’: fetishism and
voyeurism,; the reproduction of the image”—have driven the discourses of much
visually based work (despite Bush’s call for change, however, such ideas have not yet
made serious headway in graphic design historical work). 2

In this rush to champion theory that comes out of non-visual disciplines, 1
believe we have neglected possible theoretical approaches that embrace visual form. I
‘sometimes wonder if our love affair with linguistic and cultural theory becomes a sort
of self-aggrandizing attempt to ensure that visual research is perceived as rational énd
intellectual. Even though linguistics-based theory has left material form out, I suggest
that there is no intrinsic opposition between form and theory. I applaud Bush’s
assertion that “In historiography we are not just experimenting with juxtaposition or
the destruction of traditional affinities, but rather the convergence and divergence of
particular events, the actuality of their crossing and dispersal viewed from the present
perspective.”*® This provocative approach—exemplified in a number of books
inéluding Nicholas Mirzoeff’s An Introduction to Visual Culture—however, has

tended to “verbalize” visual discourse in visual culture studies by positioning visual

** Anne Bush, “Through the Looking Glass: Territories of the Historiographic Gaze,” New Perspectives:
Critical Histories of Graphic Design, Part 1. Visible Language 28, 3 (Spring 1994), 220.

% Evans and Hall, 1.

2 Bush, 231.
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entities as part of a web of theoretical constructs.”’ In such a world, we can lose sight
of the power of visual form as a site of complex theoretical constructs in and of itself.

Bush’s belief that “the designed product” is “an organic structure, an alluvial
connection relative to changing consumer positions, values and expectations” could
easily include complex analysis of cultural meanings extracted from the visual form of
design artifacts.”® Yet, in visual culture studies (and in Bush’s proposals for revamping
design historical analysis) there is little if any consideration of visual form. I’d like to
suggest that the special eloquence of visual form has been lost in the well-intentioned
drive to rid the “new” discourse of the simplistic analysis of reflectionist, object-
focused art historical models.

Deep-seated analysis of visual form highlights problems with certain
commonly used terms in much visual culture studies. Bush, for example, refers to
design objects as “visual images.” In fact, “image” is the commonly used terminology
for visual entities in visual culture studies. The term “image,” I would argue, actually
diminishes the material aspects of visual entities—it impedes material analysis by
construing artifacts as copies or likenesses, or as entities that represent something else.
Almost anything can, of course, be fruitfully construed as an image in this sense of the
term. It is imperative, however, to realize that we lose the “object”—the fully
embodied, material artifact with its rich formal rhetoric—when we use “image”
exclusively. Labeling all visual objects “images” also lumps the varied array of visual
artifacts into one undifferentiated group. Semiotics, the basis of the “linguistic turn,”
helped foment a range of theoretical approaches that have been embraced by visual

culture studies. In semiotics, Evans explains, “Language is a series of ‘negative’

27 Nicholas Mirzoeff, An Introduction to Visual Culture (London: Routledge, 1999).

2 Bush, 230.
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values, each sign not so much expressing a meaning as marking a divergence of
meaning between itself and other signs within the collective symbolic system of

language.”29 She offers the pragmatic example of how a

set of distinctions between dead/living, cooked/raw operate in English...to
distinguish between the signifiers mutton and sheep, whereas the French
signifier mouton cuts only one conceptual unit. It is not the case that there

is pure, positive content, which is then “clothed in the form ofa signiﬁer.”30

Our commonly used terms (or signifiers) are distinguished, according to these ideas,
not so much by what they positively represent (signifieds), but by contrast with what
they don’t represent and by the network of neighboring meanings. Why then is the
catch-all signfier “image” so widely used for the whole range of visual entities
(signifieds)? While semiotics is always relational, I suggest that labeling all visual
entities “images” obliterates crucial contrasts and differences, and refuses to consider
visual artifacts in the context of a network of neighboring meanings. The very
premises of semiotics, then, seem to militate against allowing a single term like
“image,” which has no clear antonym, to carry so much weight. Semiotics suggests
that theory should reconnect with visual form. We ought to be able to refer to visual
entities by using a rich and varied set of descriptive terms, and in the meantime, visual
scholars should seek terminology that acknowledges the materiality of visual artifacts
and deepens our understanding of their rhetorical potential.

Some more recent visual culture scholarship (typically work that is grounded in

historical analysis) recognizes the relevance of the material object. In their

® Evans and Hall, 13.

3 Evans and Hall, 12.
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introduction for The Nineteenth-Century Visual Culture Reader, editors Vanessa R.
Schwartz and Jeannene M. Przyblyski challenge Mirzoeff’s suggestion for a “move
away from a certain kind of object-orientation.”31 They call for “attention to the formal
elements and conventions of the material obj ects.”™? Although a number of the essays
in this collection endeavor to insert the material object into the inevitable web of
theoretical visual culture constructs, the rhetorical function of the form of visual
artifacts itself is not central to the authors’ theses.

As have noted, some literary critics have eagerly embraced research with
visual themes. Visual scholarship in literary criticism, however, often turns to fine art
for inspiration; this writing typically focuses on painting, sculpture, and photography.
In this work, art frequently serves as perfunctory evidence for visual culture studies-
like verbal analysis. In The Victorians and the Visual Imagination, for example,
literary critic Kate Flint persuasively argues that, in the late nineteenth century,
visuality played an important role in catalyzing and then also portraying shifting
notions of the self. Yet, she misses deeper visual meaning because she turns to fine
art—mostly painting—that /iterally portrays the themes she discusses. Rather than
extracting and disclosing the subtle discourse embedded in visual work, as she does in -
the literature she discusses, she focuses on more superficial visual meaning. Flint
asserts a ““visual bias within Western culture [in which]...our language is infused with
visual metaphors, the visual manifesting its dominance not merely in terms of

233

perceptual experience, but also as a cultural trope.”” She rightly notes that visuality is

a pervasive cultural theme, and that visual metaphor suffuses spoken and written

*! Vanessa R. Schwartz and Jeannene M. Przyblyski, eds. The Nineteenth-Century Visual Culture
Reader (New York: Routledge, 2004), 7.

*2 Schwartz and Przyblyski, 8.
3 Kate Flint, The Victorians and the Visual Imagination (Cambridge: Cambridge University Press,
2000), 8.
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language. Despite the prevalence of visually suffused cultural and verbal language,
however, there is no true visual ascendancy without deep and rigorous analysis of
visual entities. In this study, I aspire to situate a range of visual artifacts at the Very
center of my analysis.

Book history scholarship fares somewhat better than most visual work in
literary criticism in its attempts to equalize visual and verbal form and content. In
Graphic Design, Print Culture, and the Eighteenth Century Novel, author Janine
Barchas explains how during the genre’s formative years “in the first half of the

[13

eighteenth century,” the novel’s “material embodiment as printed book rivaled its

»34 Her fascinating chapters include

narrative content in diversity and creativity.
discussions of the power of author images in frontispieces, how placement of printer’s
ornaments symbolizes the passage of time, and the ways that punctuation was
graphically significant in some early novels.

Barchas, however, overlooks deep interpretation of commonplace eighteenth-
century typographic form in favor of what is more familiar territory for book
historians: the orientation of text on the page, imagistic printers’ elements (such as
fleurons), and textual content. Barchas has published an exciting cross-disciplinary
book, but she does not interpret typographic form the way graphic design historians
can.

It is worth noting that in Barchas’ Works Cited section there is not one book or
article by a graphic design historian. Why? Although there is little graphic design
historical work on eighteenth-century design, there is some research on preeminent

eighteenth-century British typographers William Caslon and John Baskerville, for

example, that Barchas might have found useful. But even this scholarship is not

3 Janine Barchas, Graphic Design, Print Culture, and the Eighteenth-Century Novel (Cambridge:
Cambridge University Press, 2003).
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rigorous enough—not broad or deep enough—to offer much to research as disciplined
as Barchas’.

Barchas’ fine book, which never completely breaks away from the perception
of graphic design as an adjunct to the written word, nonetheless does what much
graphic design historical research fails to do—it puts forward a thesis that attempts to
challenge the status quo in book history and literary criticism. Graphic design
historians, as Bush perceptively notes, often utilize a nineteenth-century art historical
aesthetic approach to scholarship. They typically look to other design and art
movements, with prominent cultural phenomena presented as background or influence,
to reinforce their arguments—what Teal Triggs has called a “familiar assortment of
critical biographies, historical narratives and anthologized readers.””® Such an
approach is exemplified by, but is by no means limited to, Phillip Meggs’
groundbreaking survey 4 History of Graphic Design—and this approach is still
prevalent in recent publications.”® Visual work, however, is not just a function of other
art and design movements with a smattering of cultural influence, as much scholarship
in graphic design history would have it.

There is other, more substantive graphic design historical research, such as the
gorgeous Graphic Design in Germany, 1890-1945 by Jeremy Aynsley, and the
informative Graphic Design: Reproduction and Representation Since 1800 by Paul
Jobling and David Crowley. These books detail the technological and political
environments in which graphic design functions. But even Aynsley’s and Jobling and

Crowley's books don't address more subtle, but equally fascinating, cultural themes

% Teal Triggs, “Call for Papers for the New Views: Repositioning Graphic Design History Conference,”
April 2005, http://www.Icc.arts.ac.uk/docs/NEWVIEW S-call2005.pdf.

* Phillip Meggs, 4 History of Graphic Design, 4™ ed. 1983; New York: Van Nostrand Reinhold, 2006.
See, for example, Martha Scotford, Cipe Pineles: A Life of Design (New York: W.W. Norton, 1998);
Steven Heller and Elinor Pettit, Graphic Design Time Line (London: Allworth Press, 2000); Steven
Heller and Georgette Ballance, eds., Graphic Design History (London: Allworth Press, 2001),
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that can be read in the form of design artifacts—themes that are typically less obvious
than the technological and political factors presented in these culturally oriented
graphic design historical works.”” Graphic design theory is still a fledgling discipline.
In Design Studies: Theory and Research in Graphic Design, a Reader, editor Audrey
Bennett calls for more rigor in graphic design research and writing, Whicﬁ, she
suggests, will foster connections between graphic design theoretical work and other
academic discourses.”® Although her attempt to encourage interdisciplinary work in
design scholarship is laudable, the essays in the book are much too caught up in
conventional graphic design thinking and methodologies to nurture interdisciplinarity.
Much product design historical work, like graphic design historical research,
has retained a strong focus on styles and periods along with technical discussions of
manufacturing and materials. Architectural design history tends to be more closely
linked to architectural design theory, which Hanno-Walter Kruft defines és “the
history of thought on architecture as recorded in written form.”*® His book, A History
of Architectural Theory from Vitruvius to the Present, which surveys the ways that
politically or socially based architectural theory influences the design, form, and use of
architecture over many centuries, offers a comprehensive look at the ideological
underpinnings behind architectural form. Kruft’s methodology typifies most design

theoretical work in the major design disciplines. In Design After Modernism: Beyond

*7 Jeremy Aynsley, Graphic Design in Germany, 1890-1945 (London: Thames and Hudson, 2000).
To their credit, Paul Jobling and David Crowley deftly sidestep the established design canon and
predictable graphic design historical methodologies. They feature “low” design when such design
correlates with the technological and political influences they highlight—and they feature nineteenth-
century graphic design. Jobling and Crowley’s approach is invaluable to the field of graphic design
history. Paul Jobling and David Crowley, Graphic Design: Reproduction and Representation since
1800 (Manchester: Manchester University Press, 1996).

* Audrey Bennett, Editor, Design Studies: Theory and Research in Graphic Design, a Reader (New
York: Princeton Architectural Press, 2006).

* Hanno-Walter Kruft, 4 History of Architectural Theory from Vitruvius to the Present (Princeton:
Princeton Architectural Press, 1994), 13,
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the Object, design theorist John Thackara challenges established design theoretical
methods. He argues that postmodern design is “an art of experience” that deals with
“whole systems” and “collective participation” rather than individual “experts solving
problems” in order to produce “individual products.”40 Although Thackara’s
contributors make some fascinating points, the essays included in this anthology
eschew the rhetorical role of the material object itself in the discourses of political,
social, or cultural theory.

Some recent research rethinks the notion that the form of design artifacts is
merely indebted to certain cultural constructs. Fran Tonkiss’ 2005 treatise on social
process and spatial form, Space, The City and Social Theory: Social Relations and
Urban Forms, asks “How do social processes—such as political mobilization or
economic change—take shape in the city?” Her particular focus shows how “debates
in urban studies” relate to “wider concerns within social theory and analysis.”"!
Christopher Lindner’s fascinating collection, Urban Space and Cityscapes:
Perspectives from Modernism and Contemporary Culture, presents a wonderfully
cross-disciplinary series of essays that demonstrate the dynamic relationships among
cultural forces, visual and verbal texts, and urban design.42

In this dissertation, however, I consider design artifacts from a different
vantage. While design theoretical work typically elaborates the ways that cultural
factors influence or impact the creation, form, and use of design artifacts, and some
recent work explores provocative ways to relate theory to the life of design artifacts, I

put design artifacts front and center by positioning them as visual rhetorical texts to be

*0 John Thackara, Design after Modernism: Beyond the Object (London: Thames and Hudson, 1988),
32

* Fran Tonkiss, Space, the City and Social Theory (Cambridge: Polity Press, 2005), blurb, back cover.

*2 Christopher Lindner, ed., Urban Space and Cityscapes: Perspectives from Modern and Contemporary
Culture (London: Routledge, 2006).
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scrutinized. 1 attempt to decipher cultural themes in the form of artifacts. The
meanings extracted from these artifacts may or may not concern the sorts of political
and social issues commonly addressed in design theory or history. I tap into liminal
cultural themes—including scientific discourses not typically considered in design
theoretical work. Some of these themes are not obvious in the artifact’s form (or its
creation or use)—they are subtle or indirect, and they must be teased out through
sustained visual rhetorical analysis. Other scientific themes are more readily apparent
in the imagery, but my close readings reveal fascinating beliefs about the nature of self

and mind at the turn-of-the-century.

A Little Background on Relevant Scientific Discourse

Dream Work is neither a treatise on the history of fin de siécle science or
psychology nor an art historical work. Rather, it is a project about visual
communication—in particular, the ways in which ambient cultural themes surrounding
this science make themselves known through the visual rhetoric of the imagery I
discuss. This approach, however, requires that I offer some background material on the
science presented in my argument.

Late nineteenth-century psychology was distinguished by a variety of
sometimes contradictory ideas about mental processes. Some psychologists theorized
that the mind was-a material commodity physically located in the brain and sometimes
expressed in the body, while others hypothesized that the psyche was an ethereal
phenomenon—a formulation based on associationist philosophy or on ideas about the
soul—all or partly removed from the physical constraints of the body. Yet others

offered theories that were hybrids of material and ethereal models of the mind.
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Nineteenth-century scientists proposed various models, for example, to explain
the puzzling set of circumstances in which, unbeknownst to the host, discrete multiple
personalities could exist simultaneously in one person. Some Victorian psychologists
believed that multiple personality was brought about by an accumulation of
disharmonious, intangible memory “streams” in the mind. Yet they relied on material
visual metaphors, such as a palimpsest or a storehouse, to portray this memory
stockpile. Others, such as late nineteenth-century psychologist Frederick H. W.
Myers—who was, incidentally, a member of the Society for Psychical Research—
associated multiple selves with “truncated” memory. But he located this condition
squarely in the physical division of the brain’s hemispheres.*

It is also important to note that many late nineteenth-century mental scientists
were not psychologists in our contemporary sense of the word. A good number of
psychologists were physicians, philosophers, or even social reformers, many of whom
wrote essays about the function of the mind in both popular and scientific venues. The
provocative mix of ideas in this period and their dissemination was enhanced by the
varied backgrounds of psychological commentators, researchers, and practitioners.

This late nineteenth-century psychological mélange was fertile ground indeed for
the birth of early twentieth-century theories about the mind, perception, and the self. In
particular, many late nineteenth-century models of the mind suggested a hidden
component—namely, the unconscious mind. By the turn of the century, a young but
relatively unknown Sigmund Freud was investigating a dynamic, but diffuse, and

fragmented psyche that was “possibly only ever partially knowable, and possessed of

# Frederick W. H. Myers, “Multiplex Personality,” [Nineteenth Century 20 (Nov. 1886), 648-56], in
Embodied Selves: An Anthology of Psychological Texts, 1830-1890, eds. Jenny Bourne Taylor and Sally
Shuttleworth (Oxford: Clarendon Press, 1998), 132-37.
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hidden but frighteningly powerful realm.** But Freud’s work did not develop in a
vacuum, it emerged from the rich and varied late nineteenth-century psychological
discourse.

Freud’s thinking was also colored by contemporaneous ideas about the place of
the self in the universe; these ideas found their way into work produced across various
disciplines. I would like to argue that, at the turn-of-the-century, certain psychological
configurations of the unconscious mind, perception, and the self were in rapport with
theories presented in contemporaneous social and physical science—and with the
rhetorical narratives that structured visual entities. Scientists and non-scientists
produced books and articles that introduced the public to new ideas in sociology,
anthropology, and physics. Physician William Rimmer’s 1877 Art Anatomy, for
example, was a how-to book for budding artists. In this book, Rimmer correlated the
common physical and behavioral traits of lower animals and “lower” human races
spelled out in Victorian social science. Art Anatomy offers a pseudo-physiognomical
approach to drawing human beings; it ignores the “idealist underpinnings” behind
physiognomy and embraces the “materialist interpretation of the importance of
external form.”* In 1884, teacher Edwin Abbott and mathematician Charles Hinton
each wrote popular scientific romances that encouraged lay readers to imagine how
two- or three-dimensional visual forms might be rendered in four-dimensional space.
These scientific romances—fantasy stories that featured geometric shapes as their
protagonists—encouraged their readers to visualize the behavior of their geometric
dramatis personae. Two decades later, Albert Einstein’s suggested that time, not space,

was the medium of the fourth dimension. His theories posed time, space, and motion

“ Alex Owen, The Place of Enchantment: British Occultism and the Culture of the Modern (Chicaéo:
The University of Chicago Press, 2004), 119,

* Jenny Bourne Taylor and Sally Shuttleworth, eds., Embodied Selves: An Anthology of Psychological
Texts, 1830-1890 (Oxford: Clarendon Press, 1998), 4.
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as interdependent entities, and suggested that they change relative to each other and to
the viewer’s vantage point. Cubist artists of the same period embraced the Einstein-
like idea that the character of a subject is relative to the viewer’s perception of it and,
therefore, any subject matter is necessarily unfixed.

Art historians have written about the impact of physiognomy on art or the ways
early twentieth-century physics influenced Cubism. But in this study I come at visual
material from a different vantage. I hope to show turn-of-the-century scientific ideas
about the self can be found in the visual form of contemporaneous fantasy illustration

and fantasy cinema...and, indeed, that the science itself can be construed as visual.

Visualizing Science

I would like to emphasize the broad-based discursive capacity of visualization;
late nineteenth-century corporeal models of the mind feature strikingly visual
attributes that invite close readings. So do contemporaneous theories of a diffuse and
fragmented psyche, the odd perspectives of other dimensions, and the relativity of
time, space, and motion. Visual expression, I suggest, provides a strong baseline for
cultural discourses of self and mind. The ideas behind phrenology were interrelated
with the visual forms of the physical body.*® Picturing a material mind located in the
brain and expressed in the body also éffered affinities with Darwinian theory. These
connections were manifested in widely disseminated evolutionary-tainted renderings
such as those found in Rimmer’s Art Anatomy. Rimmer “scientifically” compares and
contrasts African facial angles and ratios with those of an orangutan face and those of
a “higher” European face. His commentary, careful measurements, and detailed

renderings served as a guide to recreation of the human form. At the same time, these

% Erin O’Connor, Raw Material: Producing Pathology in Victorian Culture (Durham: Duke University
Press, 2000), 14.
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illustrations all bﬁt confirmed the notion of the hereditary beast hidden within the
unconscious mind and reinforced the body as the source for delineating the self and its
ancestry. The body served as a visual archive for these ideas; it also was the main
source for visual representations of humanity’s bestial heritage.47

In the mid-nineteenth century, psychological models that stressed a
nonmaterial mind found coherence in the visual vocabularies of extrinsic phenomena,
such as the projected imagery of spiritualism and the invisible magnetic fluid of
mesmerism. The related notion that the self and perception were partly extrinsic and
unfixed relative to each other gained even more prominence at the turn-of-the-
century—and visual abstraction was the perfect medium by which to express these
intangible, unfixed elements.

Abbot’s popular Flatland: A Romance of Many Dimensions by a Square
describes a two-dimensional visual world inhabited by a series of geometric creatures.
Abbot includes diagrams (See Figure 1.2) that accompany a visually dynamic plot.
Michio Kaku describes this scenario, in which the three-dimensional Lord Sphere—
who appears as a circle that can suddenly change size—visits the two-dimensional
protagonist Mr. Square. Mr. Square has trouble accepting the possibility of a three-
dimensional realm—Lord Sphere’s homeland, Spaceland—so Lord Sphere decides to

demonstrate, as Kaku explains:

Lord Sphere...peels Mr. Square off the two-dimensional Flatland and hurls him
into Spaceland. It is a fantastic, almost mystical experience that changes Mr.

Square’s life....As the flat Mr. Square floats in the third dimension like a sheet of

47 In the late nineteenth century, phrenology was also associated with mesmerism and spiritualism. Janet
Oppenheim, The Other World: Spiritualism and Psychical Research in England, 1850-1914
(Cambridge: Cambridge University Press, 1985), 199-266.
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paper drifting in the wind, he can visualize only two-dimensional slices of
Spaceland. Mr. Square, seeing only cross sections of three-dimensional objects,
views a fantastic world where objects change shape and even appear and

disappear into thin air.*®

Abbot visualizes an other-dimensional fantasy world in which abstract geometric
shaped creatures morph, appear and disappear. Like Abbot, Hinton strove to
popularize visual depictions of the fourth dimension (See Figure 1.3) by suggesting
reconfigurations of geometric shapes.* In Scientific Romances, Hinton encouraged his
readers to utilize special cubes included with the book in order to visualize cubes
moving in four-dimensional space. Some people linked renderings of Hinton’s fourth
spatial dimension with the spirit realm—a realm that a number of turn-of-the-century
spiritualists and psychologists, including Freud, associated with dreams and other
unconscious cerebration.”® Bizarrely visual, the abstract and unpredictable four-
dimensional worlds described by Abbot and Hinton reinforced the subjectivity of
perception and rhymed with characterizations of the hidden unconscious. They also
helped reframe scientific associations among the mind, the self, and the abstract visual

realm of geometry.

* Michio Kaku, Hyperspace: A Scientific Odyssey through Parallel Universes, Time Warps, and the Tenth
Dimension (Oxford: Oxford University Press, 1994), 56.

¥ Kaku, Hyperspace, 70.

0 (Hyperspace, 70). According to Michio Kaku, “Hinton’s cubes were widely advertised in women’s
magazines and were even used in séances, where they soon became objects of mystical importance. By
meditating on Hinton’s cubes, it was claimed by members of high society, you could catch glimpses of
the fourth dimension and hence the nether world of ghosts and the dearly departed. His disciples spent
hours contemplating and meditating on these cubes, until they attained the ability to mentally rearrange
and reassemble these cubes via the fourth dimension into a hypercube. Those who could perform this
mental feat, it was said, would attain the highest state of nirvana.” Kaku, Hyperspace, 70.
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Figure 1.2

Geometric creatures in Edwin Abbott’s Flatland: A Romance of Many Dimensions by
a Square, 1884, from Michio Kaku, Hyperspace: 4 Scientific Odyssey Through
Parallel Universes, Time Warps, and The Tenth Dimension



46

Figure 1.3
Charles Hinton’s visual depictions of the fourth dimension, from Michio Kaku,

Hyperspace: A Scientific Odyssey Through Parallel Universes, Time Warps, and The
Tenth Dimension
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Kaku notes that “Hinton spent most of his adult years trying to visualize higher
spatial dimensions” but that Einstein “saw...that the fourth dimension can be taken as
a temporal one...By adding higher dimensions, he could unite physical concepts that,
in a three-dimensional world have no connection” such as concepts of time, space, and
motion.”' In Einstein’s theories, time and space are interrelated. Kaku explains that
“according to special relativity, time can beat at different rates, depending on how fast
one is moving. Time being the fourth dimension means that time is intrinsically linked
with movement in space.”” It is interesting that Kaku chooses the term “saw” to
describe Einstein’s temporalization of the fourth-dimensional realm. What at first
seems a highly abstract and non-visual theory lends itself to being described in visual
terms—terms that portray the movement of entities in space over time as in this

example from Kaku’s book Hyperspace that describes relativistic effects:

Imagine trying to overtake a train in a speeding car. If we hit the gas pedal, our
car races neck-and-neck with the train. We can peer inside the train, which now
appears to be at rest. We can see the seats and the people, who are acting as
though the train weren’t moving...Now let us replace the train by a light beam,
but keep the velocity of light at just 100 miles per hour. The pedestrian still

clocks our car traveling at 99 miles per hour in hot pursuit of the light beam

3! Kaku, Hyperspace, 88.

(Owen, 5-6). Alex Owen explains that “Sigmund Freud . . . along with others who saw the human mind
as the new frontier of scientific discovery, was fascinated by occultism and psychical (or paranormal)
research, In 1921, he received invitations to co-edit three different periodicals concerned with the study
of the occult, and while he declined in each case, he wrote in one of his letters of refusal: ‘If I had my
life to live over again I should devote myself to psychical research rather than to psychoanalysis.” Freud
apparently later forgot this admission of deep interest, but his personal involvement with occultism
during the early years of the new century was real enough . . . there is a close connection between
occultism and innovative approaches to the study of the mind. Indeed, Victorian science itself was
sometimes less divorced from occultism than its practitioners might care to admit.” Owen, The Place of
Enchantment, 5-6.

52 Kaku, Hyperspace, 85.
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traveling at 100 miles per hour. Remarkably, we see the light beam racing ahead
of us as though we were at rest. Not believing our own eyes, we slam on the gas
pedal until the pedestrian clocks our car racing ahead at 99.99999 miles per hour.
Surely, we think, we must be about to overtake the light beam. However, when
we look out the window, we still see the light beam speeding ahead of us at 100
miles per hour. Uneasily, we reach several bizarre, disturbing conclusions. First,
no matter how much we gun the engines of our car, the pedestrian tells us that
we can approach, but never exceed 100 miles per hour. This seems to be the top
velocity of the car. Second, no matter how close we come to 100 miles per hour,
we still see the beam of light speeding ahead of us at 100 miles per hour, as
though we weren’t moving at all...Inexorably, we are led to the astonishing
conclusion that shook Einstein...The only solution to this puzzle is that time
slows down for us in the car. If the pedestrian takes a telescope and peers into our
car, he sees everyone in the car moving exceptionally slowly. However, wevin
the car never notice that time is slowing down because our brains, too, have
slowed down, and everything seems normal to us. Furthermore, he sees that the
car has become flattened in the direction of motion. The car has shrunk like an
accordion. However, we never feel this effect because our bodies, too, have
shrunk... These relativistic effects, of course, are too small to be seen in everyday

life because the speed of light is so grea‘c.s3

One must picture Kaku’s description as a sequence of changing images over time in
order to comprehend this example. Even so, the scenario defies common sense.

Einstein’s ideas about the interdependence of time, space, and motion once more

%3 Kaku, Hyperspace, 81-83.
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challenged the limits of perception—and these abstract theories had a strikingly visual
disposition.

Abstraction, in fact, was a hallmark of early twentieth-century thought. Doubts
about the solidity of perception reframed subject matter across disciplines, suggesting

new paradigms for understanding physical space. Kern explains:

Biologists explored the space perceptions of different animals, and sbciologigts,
the spatial organizations of different cultures. Artists dismantled the uniform
‘perspectival space that had governed painting since the Renaissance and
reconstructed objects as seen from several perspectives. Novelists used multiple
perspectives with the versatility of the new cinema. Nietzsche and José Ortega y
Gasset developed a philosophy of “perspectivism” which implied that there are
as many different spaces as points of view. The most serious challenge to
conventional space came from physical science itself, with the development in

the early nineteenth century of non-Euclidian geometries.54

The reconfiguring of visual and perceptual space went hand-in-hand with new turn-of-
the-century ideas about geometry and the weird space of the fourth dimension—and
with ideas about the self.

Notions of the strange interdependence of time, space and motion likewise
made their way into visual work produced in the first decades of the twentieth century.
In Duchamp in Context, art historian Linda Dalrymple Henderson cites the

prominence of ether physics, which featured “luminiferous ether” as the medium for

 Kern, 132.
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electromagnetic waves, before World War 1.°° Henderson rightly claims that the artist
Duchamp was influenced by science that captured the popular imagination. She makes
a very strong case for public ignorance of Einstein’s ideas before 1912 and argues that
Einstein’s “highly mathematical and abstract” special relativity theory of 1905 was not
“within the reach of the layperson.” I believe, however, that subterranean cultural
themes have an impact on a range of creative endeavor as well. I would like to argue
that the ambient cultural discourse that sparked Einstein’s brilliant theories also found
its way into the visual rhetorical themes of the time. The very visuality of Einstein’s
ideas seems to suggest a kinship. It is important to distinguish, I suggest, betwpen
factors that directly influence an undertaking—such as the science that was a source
for Duchamp’s artwork discussed in Duchamp in Context—and a cultural ambience
that makes itself known in less obvious ways.

] propose that there was also an ubiquitous cultural ambience, at the turn-of-
the-century that evoked notions of sequenced images over (sometimes distorted) time
and space. Einstein’s special relativity and the early fantasy cinema considered in
Dream Work—both concerned with representation in motion over time—fit this
pattern. So do othér sorts of visuals that are suggestive of dynamic mental imagery.
All of these entities pose reality as a surprising series of visualizations in which
intangible matter can fluctuate in multiple directions over time and space.

My approach in this study allows me to picture the emergence of ideas of a
malleable self out of a mix of scientific and psychological theories; the very Varie& of
theories that explicate each phenomenon suggests a certain malleability. Dream Work
seeks to trace this process in the fantasy imagery of turn-of-the-century British

illustrators Arthur Rackham, Aubrey Beardsley, and Sidney Sime, and French

%5 Linda Dalrymple Henderson, Duchamp in Context: Science and Technology in the Large Glass and
Related Works (Princeton: Princeton University Press, 1998), xx.
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filmmakers Georges Méli¢s and Emile Cohl. Although a number of the scientific ideas
I describe earlier in this introduction are present to some extent in Beardsley’s, Sime’s,
Méliés’ and Cohl’s work, the Rackham imagery I discuss in Chapter 1 is firmly
planted in materialist renderings of the mind. But Rackham’s work also embraces the
philosophical underpinnings of physiognomy that were taken up by some
phrenologists; Rackham pictures the self in a grand continuum with the natural world.
In Chapter 2, I describe how Beardsley’s work fluctuates between expression of
material and ethereal manifestations of the psyche. And in Chapter 3, I show that
Sime’s imagery—which sometimes foreshadows geometric abstfaction——manifests
notions of a mind freed from the constraints of the physical body. His illustrations
resemble projected image-thoughts like those attributed to a subjective unconscious. In
Chapter 4, I discuss the ways that Mélies and Cohl’s imagery, brought to life by the
perception of time and motion in cinematic media, is expressive of the early twentieth-
century ideas of the self in flux. Cohl’s work in particular presents what can be

understood to be unpredictable and abstract mental imagery that unfolds over time.

The Chapters

This dissertation began as a graphic design historical study of the impact of
phrenology and physiognomy on character types in some Victorian fantasy illustration.
As is common in dissertations, the project migrated and expanded significantly as it
unfolded. In some ways, the individuals I chose to investigate helped chart my path
through the work. The three illustrators I discuss in this study were not randomly
selected, but the project had hardly begun to take form when I settled on three specific
people. The die was cast in a way. This decision forced me to seek unique

comparisons and surprising contrasts among their images—and these close readings
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sometimes produced unruly insights that didn’t quite mesh with my original premise.
Rackham’s work more or less fit my original thesis, but Beardsley’s work called my
suppositions into question and, after an in-depth analysis, I found that Sime’s
illustration suggested a whole new set of cultural and scientific themes that I hadn’t
originally considered.

The project became an exercise in making sense of all this complex and
seemingly incoherent information. I began to notice evolving patterns—from
Rackham to Beardsley to Sime—that seemed to match comparable shifts in
contemporaneous ideas about the self and the unconscious mind. In particular, the
visual narratives in Sime’s imagery suggested a fascinating rapport between turn-of-
the-century notions of unconscious cerebration and visualization of contemporaneous
scientific theories in physics. Sorting out these new insights forced me to rethink and
reconfigure my previous work on Rackham and Beardsley. I felt [ needed to expand
my thesis significantly—my new working hypothesis for the project had to be much
broader and much riskier. I was compelled to ferret out the complex relationships
among these three designers’ work. At the same time, I had to reconcile the narratives
of a number of different scientific endeavors—such as Darwinian theory, optics,
microbiology, and ideas about space and time in the fourth dimension—with evolv.ing
fin de siécle notions of the self. And I had to figure out how all these ideas came
together in the images.

My study of Sime also pointed to my next move. Sime’s dynamic work, in
which a melding of scientific and psychological narratives is rendered in light and
darkness, pointed to cinematic media. Early fantasy cinema seemed like the best next
step for the project. Although I have little background in film history, I decided to

explore fantasy filmmakers Georges Mélies and Emile Cohl’s imagery. I was thrilled
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to find certain striking commonalities among the narratives in Sime’s, Mélies,” and
Cohl’s work.

The two filmmakers added yet another dimension the group—a different
medium altogether—and I sought common ground among the five individuals
considered. In order to anchor the premises of this study, I felt that I had to approach
all five as designers, regardless of how scholars in art history, literary criticism, or film
history characterized them. This disciplinary tactic made practical sense, since design
history is my area of expertise. I wondered, though, if T could also provide new
insights about the images I discuss by positioning the five as visual communicators
rather than as illustrators or filmmakers. At any rate, I decided that approaching all
these image-makers as designers—or visual communicators —would serve as a sort of
stable base from which to compare and contrast. Approaching all five image~makers as
designers also focused this study squarely on the communicative power of visual
narrative, and demonstrated that the visual rhetoric culled from imagery can moderate
disciplinary distinctions. Rhetorical analysis is the key to this method. It allows me to
make sense of all the complex strands of my thesis by making it possible for me to
reframe all components —including the scientific ideas and notions of the unconscious
mind I discuss—in the terms of imagistic discourse. In Dream Work I am searching for
certain cultural themés that are common to each designer’s work and to

‘contemporaneous science and psychology. At the same time, I note shifts in the
prominence of certain cultural themes as I progress through the chapters from Arthur
Rackham’s work to that of Georges Méliés and Emile Cohl. Several interrelated
threads, however, emerge in this study—the visual rhetoric I examine interrogates
materiality and immateriality, visibility and invisibility, and permanence and

impermanence.




54

Although all five image-makers were more or less contemporaries who
produced their work in the decades spanning the turn-of-the-century, it is important to
note that Rackham continued to work into the 1930s, Beardsley died in 1898, and
Cohl, who had been a caricaturist and cartoonist, worked as a filmmaker from 1908 to
1923. I found it useful, though, to begin this study with Rackham. His illustration,
which I suggest is steeped in a solidly materialist tradition, serves as springboard for
ideas that are elaborated in later chapters.

Arthur Rackham, one of the most popular illustrators of the late nineteenth and
early twentieth centuries, was born in London in 1867. When he was eighteen, he
began work as an insurance clerk at the Westminster Fire Office and studied in his.'
spare time at the Lambeth School of Art. During the 1890s, Rackham produced
nineteen books and dozens of illustrations for two major children’s magazines,
Cassell’s and Little Folks, and for. During this period, Rackham was also a regular
contributor to the magazines the Pall Mall Budget, the Westminster Budget, and the
Westminster Gazette. Rackham’s first book illustrations were commissioned in 1896
by publisher J.M. Dent—who, incidentally, had also commissioned Beardsley
illustrations—for the book The Zankiwank and the Bletherwitch (Rackham got this
commission three years after Beardsley was first hired by Dent in 1893).

By 1896, though, Beardsley was at the height of his career (Rackham owned a
set of the two volume Dent edition of Morte D’Arthur illustrated by Beardsley), while
Rackham had just begun to figure out his illustrative approach. Rackham biographer
James Hamilton suggests that it is no coincidence that Rackham’s career blossomed
after Beardsley died in 1898.% In 1898, Dent commissioned Rackham to illustrate The

Ingoldsby Legends, in which Rackham demonstrates the beginnings of his mature

56 James Hamilton, Arthur Rackham (New York: Arcade, 1990), 45.
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style. Rackham, whose books appealed to both children and adults, continued to
produce lushly illustrated books of legends and fairy tales until his death in 1939.

Part of his wide popularity was due to the reassuring quality of Rackham’s
illustrations. His images did not threaten Victorian sensibilities; in fact, I would argue
that the pervasive visual narratives that characterized his illustrations perpetuated well
entrenched Victorian codes of acceptable and unacceptable behavior. In the first
chapter, “Mind via Matter: Arthur Rackham’s Phrenological Landscape,” I address the
impact of widespread cultural presumptions about the physical manifestation of the
psyche on Arthur Rackham’s fairy imagery. I discuss the Ways in which Rackham’s
popular illustrations played an important role in creating the Victorian repertoire of
fairy and fantasy images. At the same time his illustrations disclose hidden
implications for the understanding of the physicality of the mid-to-late-nineteenth-
century psyche.

Although there is no evidence that Rackham subscribed to phrenology and
physiognomy per se, it is clear from his fairy portraits that he absorbed the visual
vocabulary spelled out in phrenological and physiognomical charts. Popular art
anatomy books of the era—often written by scientists (William Rimmer was a
physician), and intended for artists—not only presented portraits of specific “types” of
persons, but also included written commentary loaded with phrenological and
physiognomical biases. Again, there is no evidence that Rackham used art anatomy
books, but his work matcheé the visual vocabulary laid down in their pages. The
imagery in these books, like that in phrenological and physiognomical texts, reinforced
Victorian racial stereotypes by associating physical features of certain ethnic and racial -

groups—and fairies—with those of animals.
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Rackham’s fairies’ physical features bear striking resemblances to fierce,
greedy, evil, lustful, or callous types portrayed in art anatomy books. Their features
match negative phrenological and physiognomical descriptions associated with
animalistic character. A number of Rackham’s male and elderly female fairies have
features in common with apes, foxes, and weasels. Acéording to Victorian social
science, so;called primitive women were also believed to be more bestial—and thus
more highly sexed—than white women. These women were,b in turn, equated with .
female fairies. While his older female fairies resemble beasts, Rackham’s young
female fairies are seductively beautiful. According to folklore, such female fairies
were considered extremely dangerous and destructive. Fairy brides, for example, were
temptresses who could revert, at any moment, to their more primitive selves. Some of
Rackham’s female fairy imagery borders on soft-core pornography—complete with
femmes fatales who simultaneously play out male sexual fantasies and anxieties.

It was understood that white Europeans likewise retained some of their bestial
heritage. This animalistic remnant was believed to be stored in the unconscious mind.
The emergence of the hidden beast within was a familiar theme in Victorian culture (in
the story Dr. Jeckyll and Mr. Hyde written by Robert Lewis Stevenson in 1886, for
example). Most Victorians accepted these racial and characterological stereotypes as
scientific fact. Thus, whether or not Rackham was racist is irrelevant to this study. In
Dream Work | intend to show that the visual narrative in Rackham’s illustration is
expressive of Victorian materialist sciences of the mind that, according to Jenny
Bourne Taylor and Sally Shuttleworth, “rejected the dualistic division between mind
and body” and “was at once fascinated and perturbed by those hidden regions that

. . 7
remained beyond conscious control.””

%7 Taylor and Shuttleworth, xiv.
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Rackham’s visuals were likewise influenced by his view of nature, which
culminated in animistic notions of the supernatural. Rackham’s fascination with nature
was in synch with phrenological and physiognomical ideas that the mind and the
natural world were related in a great continuum. To reinforce the mind's
interassociation with nature, phrenologists adapted botanical terminology to
phrenological phenorﬁena and arranged the faculties according to order and genera.”®
Indeed, phrenology was believed to be the landscape of the mind that planted a

landscape in the mind. In his book The Human Body and Its Connexion with Man

[1851], phrenologist James John Garth Wilkinson describes such a landscape:

[Phrenologist Franz Joseph] Gall came out of the cerebral well, and looking
upon the surface found that it was a landscape, inhabited by human natures in a
thousand tents, all dwelling according to passions, faculties and powers. So
much was gained by the first man who came to the surface, where nature
speaks by representations; but it is lost again at the point where cerebral

anatomy begins.”

Cerebral anatomy alone is too abstract for most to comprehend. However, when the
brain's faculties are aestheticized and portrayed as a visual image—a panorama of
“tents, each with its own complexion”—then the parallel with nature is obvious.
Rackham's illustrations depict physical types similar to those designated in

phrenological charts and descriptions; on another level, Arthur Rackham's illustrations

% Spurzheim was a frequent visitor to England. Charles Colbert, 4 Measure of Perfection: Phrenology
and the Fine Arts in America (Chapel Hill: The University of North Carolina Press, 1997), 8.

* James John Garth Wilkinson, The Human Body and Its Connexion with Man, Hlustrated by the
Principal Organs (London: Chapman and Hall, 1851), 22.



58

mirror the phrenological landscape. His scenes are full of characters—amalgams of
trees, animals, and humans—displaying various dispositions.
Beardsley, on the other hand, plants his own bizarrely artificial landscape of

human psychology. According to Beardsley critic Milly Heyd:

Masking inner nature is also expressed through Beardsley’s concept of
landscape. Landscape is usually the focal interest of artists attracted to nature
and‘ the natural—as it represents that which is not man-made. Beardsley,
however, is “against Nature”. He makes no landscapes in their own right but
rather uses or treats them as backgrounds to illustrated scenes. This is a man-
made landscape, artificially tended by it creator like a gardener trimming his
garden and imposing his own order on creation... Beardsley seems to adopt the
Italian pronouncement on garden planning according to which things planted
should reflect the shape of things built. He puns with this idea as the things he

builds are human beings rather than architectural edifices.®’

Heyd uses the term “human being” very loosely. I suspect she means that Beardsley
builds a picture of human psychology, including the unconscious thought. Beardsley
was an astute student of human nature and, according to Beardsley critic Linda Zatlin,

3

he “hated hypocrisy, particularly social hypocrisy. %! His insights about human
behavior made their way into many of the illustrations he produced in his abruptly

curtailed career.

5 Milly Heyd, Aubrey Beardsley.: Symbol, Mask, and Self-Irony (New York: Peter Lang, 1986), 198,
S' Linda Zatlin, Aubrey Beardsley and Victorian Sexual Politics (Oxford: Oxford University Press,
1990, 8.
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Born in Brighton in 1872, Aubrey Beardsley contracted tuberculosis as a
young boy. Despite his frequent bouts of illness, he was a precocious young artist and
produced a number of childhood drawings (some extant). After completing his
schooling in 1888 at age sixteen, Beardsley, like Rackham, took a job as an insurance
clerk. He continued to draw, sometimes attending the Westminster School of Art at
night, while barely enduring the drudgery of his clerkship. Beardsley’s career
escalated after he was offered his first commission in 1892; publisher J. M. Dent
invited him to illustrate Thomas Mallory’s Morte D ’Arthur (three years before Dent
commissioned Rackham to illustrate The Zankwank and the Bletherwitch). His first
illustration work, though, appeared in 1893 in the Pall Mall Budget. Beardsley’s
illustrations—including one inspired by Oscar Wilde’s French rendition of Salome—
were featured in an article by Joseph Pennell in the 1893 inaugural issue of the fine art
magazine The Studio. Wilde’s publisher, John Lane, asked Beardsley to illustrate the
1894 English edition of Salome. That same year, Beardsley became the editor of
Lane’s new arts and letters periodical, The Yellow Book.

In 1895, Wilde was put on trial for “gross indecency”—a legalistic term for the
then illegal act of sodomy—and Beardsley was considered to be guilty by association.
He lost his job at The Yellow Book and in 1895 took a job at The Savoy, a new
publication owned by publisher and sometime pornographer Leonard Smithers.
Although the The Savoy folded in 1896, Beardsley continued to be very productive for
the next three years producing illustrated editions of books such as Alexander Pope’s
The Rape of the Lock and Ben Jonson’s Volpone. Beardsley eventually went to live in
France, where he died in 1898 at the age of 25. Although Beardsley’s work was
“enormously popular with the public,” after the publication of Salome (and the

publication of The Yellow Book), his reputation was tainted by constant criticism that
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highlighted the “vulgar” or “freakish” content of his work.® Some of these same so-
called vulgar and freakish aspects provide fruitful material for understanding
Beardsley’s images in the context of Victorian science and psychology.

In the next chapter, entitled “In His Wildest Dreams: Aubrey Beardsley’s
Visionary Fusion,” I examine Beardsley’s fetus, ape, dwarf, and mask imagery.
Although it is clear that Beardsley was intrigued by phrenology and physiognomy—he
subtly inserts phrenological diagrams into his illustrations that feature fetuses, apes,
dwarfs, and masks—the images I discuss are likewise evocative of the realm of
dreams and hallucinations. This work renders aspects of both the material mind and
the ethereal self, and of scientific fact and scientific fiction,

Gillian Beer, in fact, argues that new scientific theories, such as evolution and
natural selection—and the fictions they generated—made their mark on late-Victorian
discourse and on Beardsley’s imagery. Early twentieth-century Beardsley critic Osbert
Burdett [1925] describes the stunning impact of Darwin’s theories on the tenor of the

era in which Beardsley worked:

The Origin of Species was published in 1859...the tide turned, and belief that
all was well with modern progress turned to doubt, After 1859 the
complacency of the century was definitely smitten, for with the publication of
The Origin of Species, the revolt against the system became conscious, because
the effect of the book (unintended by Darwin) was to make the system

understood...The reason for its welcome is to be found, of course, in the two

82 Zatlin, Victorian Sexual Politics, 5.
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doctrines which quickly became popular catchwords: the struggle for existence

and, and the survival of the fittest.>

As I argued earlier in this Introduction, Darwinian evolution is a material process with
subliminal operations —both mutation and natural selection are invisible.** Evolution
converges with other late-Victorian scientific theory in its combination of overt and
covert dispositions. A close reading of Beardsley’s images that feature fetuses, apes,
dwarfs, and masks demonstrates a deliberate mix of hidden and apparent visual
meanings. The synthesis of scientific theory at the turn-of-the-century—the mixing
and matching of tangible and intangible qualities—provoked the broad que'stion of the
place of self in the cosmos. Burdett explains that Darwinian struggle and survival
“came, too, with the infallibility of ‘science,” ‘fact,’ and ‘observation.” The claim to
certainty still rested on revelation, but revelation was now the perquisite of
science...Anarchy was the order of the universe.”® Beardsley’s provocative fetus, ape,
dwarf, and mask imagery seeks revelation and infers anarchy.

Beardsley’s fetuses are human monstrosities that manifest Victorian fears
about their own grotesque animal phylogeny. These monsters offer grotesque
interpretatidns of the processes of human growth and transformation. Spdntaneous
mutation is one of the main tenets of evolutionary theory. Beardsley’s fetuses are
reminiscent of Darwin’s Galapagos creatures—they manifest a host of bizarre
mutations. Beardsley commonly merges his dwarf and fetus images—he considers

both creatures to be primitive and unformed. While both Rackham’s and Beardsley’s

63 Osbert Burdett, The Beardsley Period: An Essay in Perspective (London: John Lane, The Bodley
Head, 1925), 36.

% Mutated genes are not visible to the naked eye, but their impact on the body may or may not be
obvious.

 Burdett, 36.
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dwarfs suggest the Victorian belief in unbridled dwarf sexuality, Beardsley’s dwarf-
fetus freak shows associate deviant sexuality with embryology and evolution. At the
same time, these monstrous fetuses function as if in a dream scenario that deftly
sidesteps rationality.

Nineteenth-century Turanian dwarf theory associated dwarf and simian. Carole
Silver explains the idea that “dwarfs were descended from a race older and other than
Homo Sapiens,” confirmed the widespread nineteenth-century belief that dwarfs are
aboriginal.66 Recapitulation—in which a developing embryo passes through all
evolutionary stages, including a “simian” stage—unites embryo and lower primate.
Beardsley plays on these ideas by making his monkeys and apes look and behave
human—a rendering that suggests the beast hidden in the unconscious mind. A close
reading of these images, however, reveals a host of complex and sometimes
contradictory interpretations. I would like to argue that much is missed if one
interprets Beardsley’s monkey and ape imagery as simply symbolic of unconscious
thought or the unconscious. Instead, I suggest this imagery reflects the multifarious
and shifting discourse about the self at the turn-of-the-century, which includes
simultaneous theories of a material mind located in the body and an ethereal psyche
freed from physical constraints.

Beardsley’s masks are likewise evocative of a material mind located in the
body and an ethereal psyche freed from physical constraints. His mask iconography
draws attention to the face—and to physiognomy and its failings. Flint suggests that
“the whole Victorian literary fascination with disguise and its capacity to deceive

successfully...may be seen as a counter-current to the belief in the sufficiency of

6 Carole Silver, Strange and Secret Peoples: Fairies and Victorian Consciousness (Oxford: Oxford
University Press, 1999), 137.
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7 At the same time, Beardsley’s mask iconography

physiognomic encodement
evokes the faculty of vision by simultaneously revealing and covering characters’
eyes. Beardsley’s irrational visuals point up at once the concrete nature of perceptions
but challenge the stability of these perceptions by reframing them in unpredictable
ways. |

Sidney Sime’s imagery foregrounds this turn-of-the-century interest in the
subjectivity of perception. Sime is an important and vastly underappreciated fin a’e.'
siecle fantasy illustrator. He was born in Manchester in 1867 and attended the
Liverpool School of Art from 1883 to 1886. Early in his career, Sime produced
illustrations for a variety of high-quality, popular magazines (The Strand, The Sketch,
The Idler, Pall Mall, Pick-me-up, The Butterfly) that featured the work of other
talented illustrators. He later collaborated with author Lord Dunsany on ten fantasy
books—a number of his fabulous illustratioﬁs from the Dunsany books are featured in
this chapter. Sime biographer Paul Skeeters notes that, after 1927, Sime went into
seclusion, producing work “from his imagination with no regard to subject” that
“reflected...the new schools of surrealism and cubism.”®® After Sime died in 1941,
Dunsany [1942] described him as “A genius whose stupendous imagination has passed
across our time little more noticed by most people than a bird passing over the lawn
would be noticed by most of a tennis party.”69 Sime’s unfortunaté obscurity
notwithstanding, in a strange way, Dunsany’s elusive bird is an apt metaphor for

Sime’s dynamic and otherworldly images.

¢ Flint, 18.

8 Paul Skeeters, Sidney H. Sime: Master of Fantasy (Pasadena, California: Ward Ritchie Press, 1978),
11, ‘

% Baron Edward John Moreton Drax Plunkett Dunsany, “Sime,” The Fortnightly Review (August
1942).
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We can begin to understand his enigmatic images by locating them in the
discourse of turn-of-the-century science. In the third chapter, “Supernatural Selection:
Sidney Sime’s Weird Science,” I discuss how notions of the instability of perception
lead to symbolic and abstract visual renderings expressive of unconscious thought. In
keeping with this trend, Sime’s surreal visual narratives blur the boundaries between
the seen and unseen, and between the physical and the ethereal. Sime’s illustrations
express the visual essence of a range of turn-of-the-century scientific disciplines. He
uses the visual vocabulary of hallucinations and dreams to address fantastic aspects of
Darwinian evolution, x-rays and optical gadgets, and the fourth dimension. The
otherworldly aspects of turn-of-the-century optics and optical gadgetry become
associated with dreams and hallucinations in his work, offering the viewer what Simon
During calls “new revelations and visual pleasures.””

Sime’s work conveys the quality of popular nineteenth-century magic lantern
shows, or phantasmagorias, which projected moving slide imagery on a screen in a
darkened room. Often frighteningly real, magic lantern shows replicated the hidden
domain of the imagination by playing out eerie visual scenarios. Like
phantasmagorias, Sime’s illustrations seem to project imaginative fantasies onto an
external screen—the page. Sime’s imagery is likewise evocative of the revelatory
power of x-rays. X-rays, which projected the body’s hidden interior, were sometimes
thought of as frightening powerhouses. Cone-shaped rays of light common in
Victorian depictions of x-rays are featured in Sidney Sime’s illustrations. His cone-

shaped rays assimilate both revelatory and destructive power.

7 Simon During, Modern Enchantments: The Cultural Power of Secular Magic (Cambridge: Harvard
University Press, 2002), 21.



65

Indeed, Sime was fascinated by the revelatory power of both x-rays and the
invisible underpinnings of Darwinian evolution—spontaneous mutation and natural
selection. The images for his book Bogey Beasts, in fact, propose that creatures’
thoughts are responsible for their physical appearances. Sime poaches from
Lamarckian theory and physiognomical principles, but his causation moves in an
opposite direction. Sime asserts intangible rather than tangible internal determinants
for physical form. Unconscious and conscious thought processes take center stage in
his work.

Sime’s chiaroscuro imagery highlights his interest in these unseen interior
realms of the body and mind. Light and darkness come together in his work to project
what appear to be projections of fuzzy image-thoughts. At the same time, Sime
ventured into the abstract worlds of the new physics, which manifested the unseen
exterior worlds of the universe. Contemporaneous ideas about the fourth dimension
intrigued Simeé—he frequently cites the fourth dimension in his texts that accompany
his imagery. Sime’s illustration evokes the hazy abstraction and unfathomable
configuration laid down in popular turn-of-the-century scientific romances, such as
Abbott’s and Hinton’s books, that present other-dimensional worlds.

“Material objects, Sime warns in text accompanying his semi-abstract image
“The Quest of the Oof-Bird,” (See Figure 3.2) “should not be looked for in the Realms
of Abstraction.””! For Sime, the mind’s dream maneuvers—the realms of abstraction
in which seemingly material objects appear, mutate, and vaporize—are like a journey
through distorted time and space. Sime uses the visual vocabulary of dreams and

hallucinations to render the content of these newly discovered physical laws.

! George Locke, From an Ultimate Dim Thule: A Review of the Early Works of Sidney Sime (London:
Ferret Fantasy, 1973), 47.

4
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In the final chapter, “Moving Pictures: Georges Mélies’ and Emile Cohl’s
Time/Space Continuum,” [ explore the ways in which the disembodied psyche
fluctuates according to the context in which it is observed. French fantasy filmmakers
Georges Méliés’ and Emile Cohl’s fantasy films embody both discourses of the
subjective, disembodied unconscious and related turn-of-the-century scientific
discourses.

Georges Méliés and Emile Cohl were born in Paris four years apart, in 1861
and 1857 respectively. In the early 1880s, Méli¢s studied privately with the painter
Gustave Moreau while he worked in the family business. While studying English in
London in 1884, Méli¢s became involved in a number of theatrical productions. He
was particularly interested in magic shows, and when he returned to Paris in 1885,
Meélies purchased the Théatre Robert-Houdin and began his career as a popular
magician. Biographer Elizabeth Ezra notes that Méliés produced “magic tricks [and]
féeries or fantasy pantomime spectacles” at the Théatre Robert-Houdin.” After
attending the Lumiére brothers’ infamous screening of Sortie des usines in 1895,
M¢élies became passionate about incorporating cinematic media into his theatrical
shows.” Mélies’ film career was highly successful for only eight or nine years—his
films were so popular with the general public that they inspired a whole host of knock-
offs in England and the U.S. (much to Méli¢s’ dismay)—but M¢li¢s financial concerns
eventually forced him to hand over creative control of his films in 1911 to the Pathé

film company.

7 Elizabeth Ezra, Artificially Arranged Scenes: The Films of Georges Méliés (Boston: G. K. Hall,
1979), 9.

3 Mélies also produced erotic films, filmed advertisements, and documentary films, In 1899 he made a
film in support of Alfred Dreyfus, a Jewish officer in the French military who was falsely accused of
being a German spy. Cohl was firmly in the anti-Dreyfus camp. Ezra, 9, 15.
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Cohl, on the other hand, began his artistic career as a political caricaturist .
(although he briefly joined a magician’s act around 1890).” In 1878, Cohl joined the
atelier of the prominent political caricaturist André Gill, and by 1884 he became a
member of a small group of so-called Incoherent artists. Film historian Donald Crafton
describes the Incoherents as “both defiant—assaulting decorum perpetuated by the
salons and the Academy—and escapist, denying the problems of French society...by
drowning them in forced mirth.””® By the 1890s, Cohl’s caricatures had evolved into a
newfound interest—comic strips that featured visual pranks and fantasy narratives that
had a distinctly filmic quality.

Cohl was most certainly aware, by the late 1890s, of the new cinematic
medium. Crafton suggests that Cohl may have even been interested in Méligs’ work.”®
Although the details about Cohl’s entry into the world of filmmaking are sketchy, it is
clear that he was producing animated films for the Gaumont studios by 1908—about
the time Méh'és" career was at its peak. His first animated ﬁlms, which featured a
moving white line that rendered strange scenarios against a black background, were
very popular. Cohl left Gaumont in 1910 for a short-lived eight month stint at Pathé
studios, and then joined Eclair studios where he produced some of his finest and most

. well known animated work. In the 1920s, Cohl gained more notoriety when he and
American animator Winsor McKay clashed publicly about which man was the proper
“father of the animated film.” By the 1930s, however, a new generation of American
animators had become all the rage, and Cohl sank into a bitter state of destiﬁtion.

According to Crafton, Cohl was “deeply wounded” by those who gave credit to

™ Donald Crafton, Emile Cohl, Caricature and Film (Princeton: Princeton University Press, 1990), 4-5.
5 Crafton, 51.

76 Crafton, 91,
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American filmmakers for surrealism in animated films, “while ignoring the irrational
world of dream and fantasy that he had created years before in his own films.””’

Both Méli¢s and Cohl seemed to sense that cinema was the perfect medium to
represent the invisible workings of the psyche—their soundless black and white
images in motion produced a powerful, yet intangible, visual experience. Light
projected the imagery into a darkened space. The power of light and darkness was
heightened by Mélies and Cohl’s dream-like worlds, which featured a hybrid mix of
“real” and drawn imagery.

In this chapter, I discuss the visual processes by which Méliés and Cohl
challenge expectations about the juxtaposition of these “real” and drawn images. In
order to examine certain aspects of the visual narrative in Cohl’s and Mélies’ work, 1
first factor out the time-based motion. I do so by looking only at sketches and stills in
the first part of the chapter. These sketches and stills provide fascinating new material
for deep visual analysis—this narrative material is glossed over in most scholarship on
their work. Filmic motion adds yet another captivating dimension to Cohl’s and
Mélies’ imagery. In the second portion of the chapter, I address the ways in which
Coh!l’s and Mélies’ hybrid visuals, when brought to life by the sensation of time and
motion in cinematic media, project early twentieth-century scieﬁtiﬁc notions of a
universe in flux.

As [ mentioned earlier, abstraétion became an important means of rendering
unfixed subjects evocative of a fluid universe. Cohl’s work tended to abstraction. He
generated visuals that can be examined in the context of subjective motion of in‘ational
line and its consequent abstract geometric elements. Turn-of-the-century mathematics

and science foregrounded line as well. German physicist Hermann Minkowski, in fact,

T Crafton, 209.
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used the term “world-line” to describe the union of time and space to a point in
motion.

Motion was also an important consﬁtuent of fin de siécle scientific ideas about
the interrelatedness of light, time, and space. Kern notes that in 1907 Einstein
proposed that gravity warps space and time as it slows the speed of light. Kern also
explains that since the motion of light traverses “the shortest distance between two
points. .. [Einstein’s] theory altered the very conception of space itself.” 78 In these
abstract universes, time, space, and motion are interdependent. Their behavior, as
spelled out in the new physics, defies common sense. Likewise Cohl’s visuals, when
brought to life by the sensation of time and motion in cinematic media, project early
twentieth-century scientific notions of an irrational and unpredictable universe. His
line—which is even width, as if drawn mechanically—renders geometrically inspired
forms and creatures that flatten, morph, and appear and disappear without obvious
logic. Like Einstein’s theories, Cohl’s logic is based in picturing the interrelated

motion of linear forms in contorted time and space.

™ Kern, 206.
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Chapter One

Mind via Matter: Arthur Rackham’s Phrenological Landscape

In a fairy story, the good fairy always gets the better of the wicked fairy, as the
child knows there is no harm in showing it a picture or representation of a bad
fairy, dark and ugly, but not deformed.'

—Arthur Rackham

Introduction

“Dark and ugly” fairies swarm over a virtuous maiden in Arthur Rackham’s
illustration “White and Gold Lizzie Stood” (See Figure 1.1) from Christina Rossetti’s
Goblin Market. Despite Rackham’s candid denial, every fairy in this image is
deformed-—each is a grotesque hybrid of human and beast complete with unnerving
eyes and sharp-angled features. A number of the animalistic fairies in “White and Gold
Lizzie Stood” appear to be extensions of the tree. Others seem to emerge from the
ground like a patch of poisonous toadstools. The fairy who hangs down from the tree
(at the top of the illustration) has a face like a monkey, but his hand that caresses
Lizzie’s face is reminiscent of a gnarled tree branch. At the same time, his body
appears to be an extension of the tree—his trunk both emerges from and merges with
the tree, suggesting a broad-based continuum among humans, beasts, and the natural
world. To the right of this fairy’s head, in fact, there are several deformed faces that
seem to materialize out of the tree trunk; one face has a long nose and beard and the
other is simian looking. On the other hand, the male and female fairies at the center

right of the image look human, but their features are subtly bestial. More readily

" Interview with Arthur Rackham on his feelings about dolls, The Daily Mirror, November 23, 1908,



Figure 1.1

“White and gold Lizzie stood”

Arthur Rackham, 1933

from Christina Rossetti’s Goblin Market
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apparent in the images of these two fairies, though, are facial characteristics that the
Victorians commonly attributed to “primitive” races.

Rackham’s (and Rossetti’s) beautiful maiden stands in stark contrast to the
fairies who accost her. Her virtue is unassailable, but the same cannot be said for '
Rackham’s depictions of her female fairy counterparts. His beautiful fairies exude an
erotic sexuality that would have been considered unbecoming to Victorian ladies.
Fairies and “primitive” women were believed to be more highly sexed than their white
counterparts. But even white European women were considered suspect, especially if
they were beautiful.

Indeed, nineteenth-éentury social science equated fairies and women with
“primitive” peoples, while some Victorian psychology claimed that “primitive” traits
could be read in the face. Arthur Rackham (1867-1939) draws on this Victorian
lexicon of embodied selthood. The information revealed in the monstrous physiques of
Rackham’s fairies were visual shorthand for Victorian beliefs about the revelation of
base character in the face and body. At the same time, these grotesque portraits offered
his audience the comfort of in an era in which the very notion of a stable self was in
doubt.

In this study, I attend to visual depictions that can be read in the context of the
changing fin de siecle scientific landscape. The shapes of Rackham’s monstrous
images—as visual communication situated in a certain time and place—beg to be
interpreted as narrative evocative of their cultural context. In this chapter, I also
investigate the meanings in Rackham’s images that modern audiences are likely to
miss but that were readily apparent to Victorian viewers. Rackham’s audience would
have taken for granted that the external human form (and movements, gestures, and

attitudes) was expressive of the psychological qualities of an individual, Part of their
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cultural inheritance was a visual vocabulary of gestures and features whereby the inner
state could be revealed through exterior detail. Victorian sciences of the mind both
reaffirmed and elaborated this concept. In this study, I interpret Rackham’s fairies in
the context of this Victorian psychology. At the same time, I intend to exploit my
twenty-first century vantage point. The passage of time makes it possible for me to
read Rackham’s images against the backdrop of changing notions of self and mind
before the turn-of-the-century. -

Nineteenth-century psychology ventured into the sciences of ph&siognomy——in
which the character of the brain had an impact on the features of the face—and
phrenology—in which the psyche was believed to be located in a series of “organs” in
the brain, and was subsequently expressed in the shape of the head (See Figure 1.2). 2
According to Roger Cooter, Franz Joseph Gall—who founded phrenology in the late
eighteenth century—believed that “since the skull ossified over the brain during infant
development, external craniological means could be used to diagnose the internal state
of mental faculties.” In other words, the shape of the brain determines the shape of the
head—and the shape of the head describes character. Physiognomy’s founder, Johann
Caspar Lavater, claimed that “Physiognomy is the science of knowledge of the

correspondence between the external and internal man, the visible superficies and the

? According to Lucy Hartley, the term pseudo-science diminishes the role phrenology and physiognomy
played in nineteenth-century scientific thought. “The problem is that characterizations of phrenology,
mesmerism, and physiognomy as ‘pseudo’-science, or ‘alternative’ forms of scientific enquiry
presuppose that we can identify claims about the organic world as falling on one side or other of a
boundary line which demarcates what is science from what is not, and in this way define the realm of
science proper. However, as Winter implies, the notion of a boundary line between science and non-
science has the effect of smoothing over the diversity of opinion in the scientific communities of the
nineteenth century and positing in its stead, a rather singular and monolithic view of science—a view
which scholarship on the period has now affirmed was not evident.” Lucy Hartley, Physiognomy and
the Meaning of Expression in Nineteenth Century Culture (Cambridge: Cambridge University Press,
2001), 8.

? Roger Cooter, Phrenology in the British Isles: An Annotated, Historical Bibliography and Index
(London: The Scarecrow Press, 1989), viii.



Figure 1.2
‘Phrenological Chart,” from George Combe, Elements of Phrenology, 1824
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invisible contents.” Cooter explains that—like physiognomy——phr_enology provided
proponents a “‘scientific’ justification for real and idealized social relations with
women, savages and the politically recalcitrant working class, and...an
anthropological basis for the further investigation and comprehension of these
categories.”” Twentieth-century art historian Mary Cowling likewise notes that certain
physiognomic types portrayed in Victorian art were considered anthropologically
correct and drew on “repositories of mid-Victorian ideals and beliefs relating to human
nature, so boldly and unselfconsciously expressed because then [they were] accepted
as a part of natural law.”

In The Artist as Anthropologist, Cowling presents an exhaustive sampling of
portraits that support her thesis that nineteenth-century physiognomic designations
underwrote widely accepted stereotypical racial and class-based facial features in
Victorian “narrative” art. Cowling describes the impact of physiognomy and art
7

anatomy books on painted images of people “from the contemporary scene.”

Although she does not locate physiognomic imagery in the context of shifting notions

* Hartley, 33.
3 Cooter, viii.

8 Mary Cowling, The Artist as Anthropologist; The Representation of Type and Character in Victorian
Art (Cambridge: Cambridge University Press, 1989), 5.

" Cowling, 5.

Although it is beyond the scope of this study for me to talk about how art impacts physiognomy, I
would like to suggest that Cowling misses the influence of art on physiognomic portraits. I suspect that
the visual vocabulary of previous and contemporaneous art likewise informed nineteenth-century
phrenological and physiognomical imagery, Late-Victorian social scientist Havelock Ellis [1890], in
fact, cites medieval artists’ depictions of Satan described in Hubert Lauvergne’s 1841 “old book on
criminals,” Les Forgats. Lauvergne compares artistic renderings of Satan’s head with those of the
criminals he studies: “Such are the heads which painters throw into their pictures, and call ‘heads of the
other world.” I have recognized them in mediaeval pictures, and in all the museums in which the
products of early art are preserved.” Lauvergne describes the physiognomy of Satan’s head, which he
says “presents a prominent base supporting an inclined pyramid, more or less truncated.” According to
Ellis, Lauvergne warns, “This head announces the monstrous alliance of the most eminent faculty of
man, genius, with the most pronounced impulses to rape, murder, and theft.” Although I cannot address
these ideas in depth in this study, Cowling’s argument might be enhanced by a discussion of art’s role in
determining physiognomic designations. Hubert Lauvergne, Les Forgats (Paris: J.B. Balliére, 1841),
quoted in Havelock Ellis, The Criminal (London: Walter Scott, 1890), 50.
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of the self at the turn-of-the-century, Cowling does explain just how pervasive scrutiny
of people’s physical features was in the Victorian era.’ She argues that the generalized
notion that aspects of oﬁe’s psyche could be read in and categorized by an examination
of external form had a far-reaching impact on quotidian Victorian culture. She also
suggests that we miss much of what was intended in Victorian art because “we no
longer scrutinize the human face in this close manner...still less do we attempt to
deduce from those features specific information about the character of the person
concerned.”

[ likewise suggest that we miss relevant information that has been encoded into
Victorian illustration, especially in evocative work such as Rackham’s, I would like to
build on Cowling’s ideas, however, by arguing that the narrative | examine in
Rackham’s work goes beyond mere physical depictions of physiognomic class, ethnic,
and racial stereotypes. I intend to venture into this fertile territory in my discussion of
Arthur Rackham, revealing Victorian cultural presumptions about the visual
manifestation of the mind in the facial features of his “charming” animalistic fairies
and anthropomorphic trees. At the same time, I will argue that this system of
representation worked, in part, to stave off the insecurity precipitated by challenges to
the very stability of perception and identity at the turn-of-the-century. Darwinian
theory and nineteenth-century notions of the unconscious mind in particular—each of
which suggested invisible and intangible processes—conjured up ideas of a modern

human condition rife with hidden animalism that was beyond conscious control.

¥ Cowling, 9.
? Cowling, 9.

There are unquestionably modern equivalents in terms of stereotyped appearance in models, Hollywood
stars, etc. If these are not “scientifically” claimed, they are at least consensually understood.
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Indeed, in the mid-to-late nineteenth century, the unconscious mind was
believed to hide the bestial remnants of humankind’s distant heredity.m Phrenological
and physiognomic imagery reinforced contemporaneous notions of this “beast” located
in the unconscious mind. Victorian physiognomists and phrenologists compared
human features, by analogy, with those of animals (See Figures 1.3, 1.4 and 1.5).
Practitioners suggested that individual “types” and ethnic groups resembled specific
creatures, and therefore must share their animalistic traits.'! Phrenology, which
provided graphic diagrams of heads divided into areas corresponding to the brain’s
“organs,” grouped related divisions into several categories. The primitive
phrenological faculties that animals share with humans include Amativeness—sexual
love; Philoprogenitiveness—the love of offspring; Concentrativeness—the ability to
focus on one object; Adhesiveness—the attachment to animate and inanimate objects
in one’s environment; Combativeness—the tendency to self-protection and courage;
Destructiveness—the desire to meet and overcome obstacles; Constructiveness—the
tendency to construct; Acquisitiveness—the inclination to acquire; and
Secretiveness—the instinct to conceal unbecoming behavior and thoughts. These
“organs” that harbored the so-called animal propensities associated human passions
and emotions with animal behavior.

According to physiognomists and phrenologists, certain shapes in human faces

19 See Carole G. Silver, Strange and Secret Peoples: Fairies and Victorian Consciousness (Oxford:
Oxford University Press, 1999), and Jenny Bourne Taylor and Sally Shuttleworth, eds., Embodied
Selves: An Anthology of Psychological Texts 1830-1890 (Oxford: Clarendon Press, 1998).

" Cowling, 34-38.

According to phrenologists, the primitive phrenological faculties that animals share with humans
include: Amativeness—sexual love; Philoprogenitiveness—the love of offspring;
Concentrativeness—the ability to focus on one object; Adhesiveness—the attachment to animate and
inanimate objects in one’s environment; Combativeness—the tendency to self-protection and courage;
Destructiveness—the desire to meet and overcome obstacles; Constructiveness—the tendency to
construct; Acquisitiveness—the inclination to acquire; and Secretiveness—the instinct to conceal
unbecoming behavior and thoughts.
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Figure 1.3
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“Camper’s facial angle applied to the profiles and skulls of apes and human beings: (1)

tailed monkey, 42 degrees; (II) orangutan, 58 degrees; (II) Negro, 7 degrees; (IV)
Kalmuck, 70 degrees,” 1794
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Figure 1.4

“Grades of Intelligence indicated by the size and shape of the forehead.” S.R. Wells,
New System of Physiognomy, 1866
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Figure 1.5
“The heads and skulls of Apollo, a negro and a chimpanzee compared. Apollo

represents the best type of the Caucasian race.” S.G. Morton ed. Nott and Gliddon,
Types of Mankind, 1854

79



80

and heads suggest these animal propensities. Rackham’s fairies—many of whom are
visual hybrids of humans and animals—are often depicted using these same shapes.
Like phrenological and physiognomic diagrams, Rackham’s fairy imagery—such as
that in “White and Gold Lizzie Stood,” uses sharp-angled features and staring eyes for
affective purposes. In Physiognomy Made Easy, nineteenth-century phreno-
physiognomist Annie Isabella Oppenheim [1887] writes that a sharp nose belongs to
an individual “who is hatching plots, listening behind doors...and...to be feared and
avoided” and that shrewdness is characterized by “Sharpness of features generally.”'>
In his essay on “Personal Beauty,” preeminent nineteenth-century psychologist
Herbert Spencer [1854] likewise describes how sharp, protruding facial features
signified not only lack of intelligence, but aggressive and destructive temperament.'
In phrenological and physiognomical diagrams, sharp features are consistently
associated with animal faculties and repugnant psychology. Eyes—traditionally called
the mirrors of the soul—are significant physiognomical indicators as well. Oppenheim,
for example, notes that round eyes signify audacity, voluptuousness, and s‘cupidi’cy.14 In
this chapter, I reveal the ways that staring eyes and angular features—reinforced by the
visual vocabulary of phrenology and physiognomy—translate into intimidating

cerebral and facial features in Rackham’s drawings.

"> Annie Isabella Oppenheim, Physiognomy Made Easy. A Compilation of Extracts from the Works of
Dr. Redfield, S. R. Wells, and Others, with Diagrams of the Face and an Introductory Explanation of
the Use of Physiognomy (London: L. N. Fowler, 1887), 89, 118.

1 Spencer correlates extremely sharp-angled features with low intelligence:

“If the recession of the forehead, protuberance of the jaws, and largeness of the cheekbones, three
leading elements of ugliness, are demonstrably indicative of mental inferiority—if such other facial
defects as great width between the eyes, flatness of the nose spreading of the alae, frontward opening of
the nostrils, length of the mouth, and largeness of the lips, are habitually associated with these, and
disappear along with them as intelligence increases, both in the race and in the individual, is it not a fair
inference that all such faulty trials of feature signify deficiencies of mind?” Herbert Spencer, "The
Haythorne Papers No. VIII “Personal Beauty,” Leader 5 (1854): 357,

' Oppenheim, Physiognomy Made Easy, 107, 119.
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In physiognomic portraits, sharp-angled features consistently reveal base and
animalistic character. Female beauty, which was characterized by lush curves,
threatened this physiognomic standard. Although phrenology and physiognomy
suggested that well proportioned, symmetrical features signify positive traits, there
was a pervasive notion in Victorian culture that no matter how visually balanced,
voluptuous female beauty could disguise hidden evil (this may explain Oppenheim’s
association between round eyes and the bearer’s consequent voluptuousness and
audacity). Perhaps Victorians unconsciously feared that lush beauty would cloud the
purportedly clear-cut insights gleaned from phrenological or physiognomic analysis—
in this case, appearances were indeed at once deceptive and revealing. Carole Silver
suggests that fears about beautiful female fairies were expressive of Victorian cultural
anxieties about women.'® A female fairy, Silver explains, could shape-shift and appear

as an erotically beautiful woman who

simultaneously embodies the male fear of the female as dominating and
anarchic and the widespread anxiety about women as parasites. ..she is
ostensibly a fairy “follower” or “sweetheart”; but she is really a lamia or
succubus, draining the life and energy of the man to whom she attaches
herself...In various guises she becomes a cliché of fin de siécle, decadent

paintimg.16

Rackham often indulged in this cliché; indeed, his images of young female fairies

frequently embody this terrible beauty. Suddenly appearance is no longer a trustworthy

'* Perhaps the notion of sirens or seductresses distracting men from rational pursuits bears some
relationship to the idea of illustration as distraction from the seriousness of the written word. For
example, Puritanism, Judaism, and Islam all have a history of iconoclasm.

1% Silver, 178.
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guide. In his illustration, sensual fairy femmes fatales tempt Victorian distrust of
female physiognomy and thus the female psyche. The female fairies’ sensually drawn
features, along with accompanying images of castrated looking male fairies, amplified
the perception of threatening physiognomic “portraits” in Rackham’s beautiful female
faifies. Rackham’s fairy femmes fatales reinforced the perceived duplicity of European
women by suggesting that they are likewise difficult to read; both beautiful and
homely women were suspect. Phrenology and physiognomy unwittingly reinforced
predictable docile femininity and encouraged fear of castrating female power.
Victorian phrenology and physiognomy evidenced cultural anxieties and belief
systems—including pervasive, threatening images of both enchanting beauty and
monstrous forms—that also characterized Rackham’s fairies.

In this chapter, I explore several of Rackham’s fairy illustrations—in the
Grimm brothers’ Rumpelstiltskin (1900), in Washington Irving’s Rip van Winkle
(1905), JM Barrie’s Peter Pan in Kensington Gardens (1906), in the Germanic legend
the Ring series (1910), in John Milton’s Comus (1921), in Christina Rossetti’s Goblin
Market (1933), and in Edgar Allen Poe’s book of short stories, Tales of Mystery and
Imagination (1935)—as design artifacts that express the physical side of mid-to-late
nineteenth-century psyche. Although many of these illustrations do not fall within the
timeframe we commonly call the Victorian era, Rackham’s attitude was distinctly .-

Victorian. Rackham biographer Fred Gettings explains:

In his lifetime Rackham had witnessed the most far-reaching social changes
and upheavals ever forced upon a world in the short span of half a century, and
yet the curious fact is that the life and work of this man in no way testifies to

these vast changes and alarms. It is perhaps in this fact that we find the secret
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of Rackham’s artistic success and fame—a secret which may be termed
escapism by the less sensitive...In essence, heart, outlook and style, Rackham

) D . 1T
remained a Victorian, with the dreams of a Victorian.

It is clear from his illustrations that Rackham accepted widely held Victorian ideas
about the expression of character in the head and face. The disagreeable qualities
demonstrated by a number of his fairies—for example, fierceness, greed, evil,
seductiveness, and callousness—correlate with negative physiognomical and
phrenological designations that hint at the beast within. It is unclear whether Rackham
was consciously aware of the impact of sharp versus curved lines, or physiognomical
and phrenological principles on his imagery per se. He did, however, absorb
nineteenth-century ideas about the visual expression of character and notions of a
stable physical self in a rigorously ordered universe. In fact, what makes Rackham a
consummate Victorian illustrator—unlike Beardsley who frequently parodies and
challenges these widely accepted notions, or Sime whose work is suggestive of a more |
disembodied psyche—is that Rackham’s fairies continued to foreground the physical

expression of character well into the twentieth century.

Rackham’s Fairies-Human Nature
Fairy traits, behavior, and origins were serious and valid research subjects in
nineteenth-century social science.'® It is important to understand that fairies studied by

Victorian social scientists, unlike their charming twentieth-century cousins, embodied

' Fred Gettings, Arthur Rackham (New York: Macmillan, 1975), 9.
In some ways Rackham seems to be assimilating the changes witnessed by a previous generation, His
interest in folk myths, horror themes, and mythology characterized the “Romantic” period of the early

nineteenth century.

8 Silver, 33-57.
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the unbridled animalism of some nineteenth-century notions of the unconscious mind.
As I have already noted, fairies were equated with long-standing and newly discovered
“primitive” peoples, who were considered to be distinctly inferior to their European
male counterparts. Rackham’s popular illustrations played an important role in
perpetuating this Victorian image of fairies. His fairies can also be understood as
visual stand-ins for a range of “primitive” human beings, simultaneously disclosing
hidden implications for the Victorian psyche.

The visual designations for faces and heads spelled out in the physiognomy and
phrenology confirmed the animalism of “primitives” and fairies, and simultaneously
reinforced the notion of the deranged beast hidden in the unconscious mind of
“civilized” people. Popular art anatomy books, which were typically written by
scientists, perpetuated these ideas by introducing artists to clear-cut techniques for
depicting hierarchical physiognomic “types” that rhymed with scientific designations.
These hierarchies commonly show an “evolution” from apes to white Europeans, with
the “Negro,” American Indian, and other non-European races in between (See Figures
1.3-1.5). Europeans whose features resembled those of animals were thus considered
to harbor especially “primitive” tendencies. Rackham’s images, which frequently
poftray versions of these physiognomic “types,” perpetuate ideas about the deranged
animalism of the mind based in some Victorian neuroscientific discourse.

As I have noted, I am not aware of any direct evidence that Rackham utilized
art anatomy texts. He was quite involved in the art and illustration establishment,
however, and these sorts of how-to books for artists were relatively common, so it is
fair to assume that Rackham was at least familiar with their contents. In this chapter, I
compare Rackham’s drawings with images from physician William Rimmer’s Art

Anatomy [1877] (See Figures 1.7, 1.18, 1.23, and 1.27), and with illustrations from
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other scientific sources that feature physiognomical and phrenological renderings."”

Art anatomy books such as Rimmer’s digested physiognomical and
phrenological designations, accepting without question the sciences’ physical and
psychological types. In physiognomy, these same propensities feature low facial
angles akin to those found that characterize the faces of apes (See Figure 1.3 and note
13). The so-called animal propensities are most relevant to this study of Rackham’s
grotesque hybrids since they specifically target those attributes common to both
humans and animals.®® In Rackham’s illustrations, round, bulging eyes, prominent
noses and chins, and low facial angles—the physical qualities that portray strong
animal propensities—grace fairies of all ilks (with the exception of seductive females).
Grotesque features that render monstrous hybrids of the human and the repugnant
confirm the brutish nature of his fairies.

The animalism depicted so definitively in art anatomy books like Rimmer’s is
blatantly obvious in Rackham’s illustration of the orangutan from Edgar Allen Poe’s
1841 short story The Murders in the Rue Morgue. Although [ intend to focus mainly
on Rackham’s fairies in this chapter, his rendering of Poe’s ape is an important sidebar
to my argument that Rackham internalized and expressed the visual vocabulary of
physiognomy and phrenology.

At first glance, Rackham’s orangutan appears to be a convincingly drawn ape
(See Figure 1.6). Poe—who was, incidentally, a serious proponent of phrenology—
describes the orangutan acting like a human. He introduces the orangutan: “Razor in

hand, and fully lathered, it was sitting before a looking glass attempting the operation

" William Rimmer, Art Anatomy (Boston: Little Brown, 1877, Reprint New York: Houghton, Mifflin
and company, 1893). See also Picter Camper, The Works of the Late Prof. Camper, on the Connexion
between the Science of Anatomy and the Arts of Drawing, Painting, and Statuary &c., ed. T. Cogan (C.
Dilly, 1794), and Charles Le Brun, Passions Delineated in Nineteen Studies for Students, and All Who
Wish to Read the Various Expressions of the Human Face (W, Tegg, 1863).

20 George Combe, Elements of Phrenology (Edinburgh: John Anderson Jr., 1824), 23,
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of shaving.”*' The ape escapes and kills Madame and Mademoiselle L’Espanaye, after
he climbs through their apartment window. He slits Madame’s throat and strangles
Mademoiselle—very un-apelike behavior indeed.

Poe explains that the orangutan tears out some of Madame L’Espanaye’s hair.
She lies dead on the blood-soaked floor on the right side of Rackham’s illustration,
whatever hair is left on the top of her head just visible at the edge of the page. Poe and
Rackham would likely have been aware of the legend that American Indians “scalped”
their captive enemies. Although there is no obvious reference in Rackham’s
illustration of the ape to human “evolution” found in the comparative physiognomy of
art anatomy texts, Rackham’s straight razor wielding ape holds bloody hair in his other
hand. One might assume that Rackham’s illustration—the ape, with razor in one hand
and a clump of bloody hair in the other—depicts a scene in which the orangutan has
“scalped” Madame. It may be that the scene’s similarity to a “scalping” was
unintentional on Rackham’s (and Poe’s) part. American Indians, however, were
regularly compared to apes in art anatomy books.

In the page entitled “Debased Heads” (See Figure 1.7) from Art Anatomy,
Rimmer includes depictions of several American Indian heads in contrast to the Anglo
Saxon “Highest Average Outline” head, He describes the Indians as having
“Retreating Chin. Nose...more or less flat...Deep Jaws. Deep Mouth. Retreating
Forehead”—in short, very apelike features. Rimmer explains of these “Debased
Heads” images that, “The descent toward the animal form in the Human Head is

toward the Animal in Human nature, and not toward the Animal as it exists in Animal

! Edgar Allen Poe, “The Murders in the Rue Morgue,” in The Prose Romances of Edgar A. Poe
(Philadelphia: W.H. Graham, 1843), reprinted in Tales of Edgar Allen Poe (New Y ork: Random House,
1944), 86. .



Figure 1.6

“Orangutan”

Arthur Rackham, 1935

from “The Murders in the Rue Morgue”

in Edgar Allen Poe’s Tales of Mystery and Imagination
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Figure 1.7
“Debased Heads”
from William Rimmer’s Art Anatomy, 1877
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nature.”** According to Rimmer’s theory, then, Rackham’s (and Poe’s) human-like
ape is representative not of an animal in his behavior, but of “the Animal in Human
nature.” This ape represents the out-of-control beast hidden in the human psyche that
many Victorians believed could emerge under the right circumstances. His simian
facial features—the sort of facial features that are frequently compared with those of
American Indians—are in strange contrast with his violent human behavior,
suggesting that he is not animal, but sub-human.

Nineteenth-century psychologist Frederick Myers [1886] describes a relevant
case study in which this disturbing side of a white European boy’s personality

suddenly emerges:

Louis V. began life (in 1863) as the neglected child of a turbulent mother. He
was sent to a reformatory at ten years old, and there showed himself, as he has
always done...quiet, well-behaved, and obedient. Then at fourteen years old he
had a great fright from a viper—a fright which threw him off his balance and
started the series of psychical oscillations on which he has been tossed ever
since...His character became violent, greedy and quarrelsome...he is constantly
haranguing anyone who will listen to him, abusing his physicians, or preaching
with a monkey-like [italics mine] impudence rather than with reasoned

clearness...*

The abnormal Louis V. is “monkey-like”; his unconscious self—his dark, bestial

side—has overtaken his rational side. As I have already noted, the emergence of the

22 Rimmer, 28.

® Italics are my emphasis. Frederick W. H. Myers. “Multiplex Personality,” [Nineteenth Century, 20
(Nov. 1886), 648-56] in Embodied Selves: An Anthology of Psychological Texts, 1830-1890, eds. Jenny
Bourne Taylor and Sally Shuttleworth (Oxford: Clarendon Press, 1998), 134,
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hidden beast within was a familiar theme in Victorian culture; in the story Dr. Jeckyll
and Mr. Hyde written by Robert Lewis Stevenson in 1886, for example.?*

This same attitude is pervasive in Rackham’s imagery in which animal and
human come together in sub-human grotesques. Rackham’s hybrid combinations grip
our emotions; we interpret an image as grotesque when we perceive it as a mixture of
the normative and the loathsome.”> Admixtures of the fypical human form and the
grotesque renditions of it strike a chord in the human psyche because we relate to the
familiar aspects and we recoil in horror from their combination with extreme
deformity. Rackham’s fairy illustrations give form, visually and conceptually, to the
threat that grotesque features and seductive beauty pose. Rackham biographer James

Hamilton claims that;

in dealing with issues of good and evil...the beautiful and the grotesque,
Rackham expressed in graphic form, and at their most elemental, feelings and
qualities that every human has experienced....Rackham found and struck a

chord in the human psyche....26

Although Hamilton probably didn’t intend to do so, he lends credence to the idea that
Rackham intuited the suggestive power of graphic combinatory representations.
Rackham reinforced clear-cut Victorian notions of good by representing evil. His

repugnant fairy hybrids and lustful fairy femmes fatales—fortified by notions of

* Interestingly, it was a fearful reaction to a frightening animal itself that brought out the savage in
Louis. Robert Louis Stevenson, The Strange Case of Dr. Jekyll and Mr. Hyde (New York: Scribner,
1886).

* Wolfgang Kayser, The Grotesque in Art and Literature (Bloomington: Indiana University Press,
1963), 122,

%6 James Hamilton, Arthur Rackham (New York: Arcade Publishing, 1990), 9.
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twisted Darwinian evolution in which humans evolve from apes—hint at the beast
within the unconscious mind. Such imaginative hybrids were a consistently potent

feature of his fairy illustrations according to biographer Fred Gettings.

This remarkable ability to combine the human and the animal in one ﬁguré lies
at the root of many of Rackham’s fine pictures. His goblins are human (some
of his humans are goblins—perhaps he sees no clear distinction between the
devic world and the human plane), his animals are often merely human after

all, and even his trees and shrubs are best described as humanoid.?’

Despite their apparent charm and allure, there is more substance to Rackham’s
imagery than animals that are “merely human after all.” Like his razor-wielding
orangutan from The Murders in the Rue Morgue, Rackham’s hybrids present not only
the grotesque, animal portion of the self, but also the aspect desirous of illicit power
(especially sexual power) énd release, Rackham’s imagery, however, buffered
Victorian fears of illicit power by presenting hybrid monsters as inferiors whose
physiognomies could easily be read by the audience. The power, then, was in the
viewers’ hands—and in their minds. Interestingly, Beardsley also illustrated the scene
that features the orangutan in the L’Espanaye apartment from The Murders in the Rue
Morgue. In the next chapter, I compare Rackham’s and Beardsley’s depictions of the
murderous orangutan and contrast the ways that the two images embody very different
renditions of turn-of-the-century neuroscientific meaning in their respective illustrative

environments.

7 Gettings, 82.



91

In this chapter, though, my intention is to establish Rackham’s work as a
baseline for the analysis in the next three chapters. My intent in the first few sections
of the chapter is to establish how the total visual environments in Rackham’s work
evoke specific visages and underlying principles of physiognomy and phrenology.
While physiognomical and phrenological charts and diagrams suggest an inherent
animalism in some or all human beings, their theoretical underpinnings stress the
notion of a broad continuum in nature—of which the mind is a constituent part—
which can be understood through the process of visual observation and description.

I begin this discussion by showing how Rackham’s fairies are in synch with the
richly detailed landscape environments in which he places them—a distinct animal
physiognomy inheres in both fairy and ground. Rackham’s animalistic fairy trees,
discussed in the next section, likewise reinforce the continuum between mind and
nature. At the same time, they are evocative of long-standing folkloric tradition in
which threatening and destructive fairies inhabit trees—a situation that could be easily
conflated with of the out-of-control beast some Victorians believed inhabited the
unconscious mind. One entity inhabiting another appears to be constant theme in this
chapter. In the next sections, [ observe the ways that animal traits inhabit Rackham’s
human-like fairies, producing visual grotesques—in-between hybrids—with insidious
appetites. Even more insidious is the way Rackham’s physiognomically perfect, but
covertly sexual female fairies manifest the viewers’ bestial appetites. In the last few
sections of the chapter, I argue that Rackham’s images of beasts inhabiting humans

reflect the visual material of physiognomy and phrenology.
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The Phrenological Landscape

According to Cowling, nineteenth-century practitioners claimed that
physiognomy and phrenology were based in objective observation; they believed their
techniques were on a par with observational methodologies used in other natural

sciences. Cowling explains this idea:

Most Victorian physiognomists pleaded the scientific respectability of human
physiognomy, arguing that is was based on the same methods of scrupulous
observation which scientists had developed in their studies of the natural world.
In fact, the physiognomical approach was often quoted as synonymous with
scientific observation, and as demonstrating the application of the Baconian
method to human nature: a method by which inductions were to be formed
only on the basis of painstaking observation...Phrenology was claimed equally

as a Baconian science.?®

Both physiognomy and phrenology stressed the idea that the mind and the natural
world were related in a great continuum—each aspect of which might be understood
through detailed direct observation. According to Cowling, “Not infrequently,
nineteenth-century physiognomists...speak of the physiognomy of forms in terms of a
specific, symbolic arrangement through which the nature of all things, organic and
inorganic, might be made known.”” Similarly, eminent British phrenologist George
Combe claimed that both social and personal reforms were supported by the mind’s
innate continuum with nature. Rackham’s fairy imagery is evocative of this great

continuum. Rackham draws unambiguous connections between the individual and its

% Cowling, 10.

¥ Cowling, 9-10.
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environment, creating a visual world in which he frequently overlays animal,
vegetable, and mineral. The greater physical environment in his illustrations enhances
the meanings drawn from analysis of his fairies’ features.

The first two illustrations for “Some say, no evil thing that walks by night/In
fog, or fire, by lake of moorish fen/ Blue meager Hag, or stubborn unlaid ghost/ that
breaks his magick chains at curfew time/No goblin or swart faery of the mine/Hath
hurtful power o’er true virginity” from Milton’s Comus (See Figures 1.13-1.15)
present bizarre animalistic creatures and frightening anthropomorphic trees drawn in
landscapes that mimic their physiognomies. In the first image, the shrubs in the
distance resemble the branches of the tree and the wispy hair of the goblin. The trees
in the background of the second image—shadowy figures that seem to march along in
zombie-like fashion—mimic the horrid creatures who “walk at night” in the first
image.

In a similar fashion, the visual axis oscillates between the parts and the whole,
befween the physiognomical and phrenological traits of the characters and the
cumulative vision of the illustration “A Band of workmen who were sawing down a
toadstool, rushed away, leaving their tools behind them” from Peter Pan in Kensington
Gardens (See Figure 1.8). All the fairies have low, sharp-angled foreheads, which
signify both little intelligence and small organs of Veneration and Benevolence. When
small “organs” of Veneration and Benevolence are overcome by Combativeness and
Destructiveness, as they are in this case, “cruelty,” according to Combe [1824], “may
result.” The fairy in the middle of the composition has an enormous portion of his
skull above his ears; therefore his organs of Combativeness and Destructiveness are
extremely large. Overactive Combativeness, according to Combe, “inspires with the

love of contention of its own sake; and pleasure may be felt in disputation or in



Figure 1.8

“A band of workmen who were sawing down a toadstool, rushed away,
leaving their tools behind them”

Arthur Rackham, 1906

from J.M. Barrie’s Peter Pan in Kensington Gardens

Figure 1.9

“They will certainly mischief you”

Arthur Rackham, 1906

from J. M. Barrie’s Peter Pan in Kensington Gardens
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ﬁghting:,r.”30 He says of Destructiveness, “The organ is conspicuous in the heads
of...persons habitually delighting in cruelty.””’ These gnomes’ facial structures, gaunt,
skull-like, and angular, match Rimmer’s debased types with masculine features to
excess (See Figure 1.7). The gnomes’ eyes are disconcerting too. The fairy in the
middle of the cofnposition has eyes that are far set, oval, and lizard-like. The two '.
fairies in front of him have bulging oval eyes with prominent dark pupils that resemble
eyespots. Annie Isabella Oppenheim [1887], in her book Physiognomy Made Easy,
explains the prominent role eyes play in physiognomy. She explains that the eyes’
proximity to the brain means they are external forms expressive of the bearer’s
intellect—deeper set eyes signify more and superficially set eyes signify less astute

intellectual capacity.

The eyes being located directly under the brain, are the features of intellect and
intelligent emotions... Whatever we perceive is conveyed to the brain by means
of the optic nerve, thus the deeper the eyes are set in the head, the greater their
proximity to the brain...A projecting eye more readily receives impressions
from surrounding objects, it indicates ready and universal observation, but a
Jack of close scrutiny and perception of individual things...Round-eyed

persons see much and live much in the senses, but think less.””

Rackham’s gnomes seem stupid and animalistic—their staring eyes and their
physiognomy confirm this impression for the audience. Although these fairies flee in

fright rather than attack, their eyes range from repulsive to unnerving in appearance.

3% Combe, Elements of Phrenology, 33.
3! Combe, Elements of Phrenology, 37.

32 Oppenheim, Physiognomy Made Easy, 18.
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These fairy characters dovetail with their environment—Rackham’s overall
composition. In this image the shapes of the fairy’s faces and bodies mesh with the
shapes of the toadstools and trees. The toadstool illustrations look like bumpy bald
heads—the gnomes are bald as well—rendered in such an engaging and vital fashion
that viewer can practically “feel” the bumps. In the greater image, the shapes of
toadstools and gnomes resemble lumps on a landscape surface (their varied
expressions and skull shapes suggest a strong dose of Destructiveness or
Combativeness and a missing capacity for Veneration or Benevolence). These jagged-
featured gnomes fearfully scuttle away through a landscape replete with sharp angles.
The angular shapes point in all directions, leaving the viewer anxious about finding a
visual way out of the composition around sharp rocks, thorns, and bony fingers.

Rackham pushes this anxiety in the image “They will certainly mischief you”
(See Figure 1.9) from Peter Pan in Kensington Gardens. In this illustration a little girl
is caught in sharp thorns and held by bony goblin fingers. Two impish male fairies
(and a tree with claw-like branches) yank on her clothes—this image is typical of
popular stories about trees inhabited by destructive fairies.

The fairies’ eyes bulge unattractively and are oval with large, dark pupils. In
Phrenophysiognomy, Annie Isabella Oppenheim details her approach to reading
people’s features in a how-to manual that merges the visual vocabulary of the two |
sciences of the mind. In this treatise, Oppenheim claims that round, prominently
projecting eyes signify “coarseness” and “stupidity.” These fairies’ eyes, which
suggest their dark side, would have been clearly understood by Rackham’s audience.
Just as disturbing, the drawn line cuts a multitude of sharp angles that make up the
faces and bodies of the fairies and the tree which resemble a spider’s web. Rackham

incorporates jagged curves peppered with small, sharp thorns in the tree branches,



Figure 1.10

“If displeased the old squaw would brew up clouds as black as ink”
Arthur Rackham, 1905

from Washington Irving’s Rip van Winkle
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which instill disconcerting anxiety in the viewer. The composition meshes with the
physiognomic expression of the fairies’ phrenological traits and the physical features
of the fairies intertwine with the threatening landscape and anxious line. All these
coalesce to create a sense of wickedness in the illustration.

In the illustration “If displeased the old squaw would brew up clouds as black
aé ink” (See Figure 1.10) from Washington Irving’s Rip van Winkle, a witchy “squaw”
brews up dark clouds at the top of a mountain peak. Her head is narrow from side to
side, suggesting large organs of Combativeness and Destructiveness.
Physiognomically, she resembles Rimmer’s “Cunning-Rapacious-Treacherous-
Hypocritical-Fanatical” type; she also looks like a great, horrible bird of prey perched

on the mountain. Rackham renders the squaw as a beastly, terrifying spirit. Irving’s

[1819] description, however, is less malevolent:

The Kaatsberg, or Catskill Mountains, have always been a region full of fable.
The Indians considered them the abode of spirits, who influenced the weather,
spreading sunshine or clouds over the landscape, and sending good or bad '
hunting seasons. They were ruled by an old squaw spirit, said to be their
mother. She dwelt on the highest peak of the Catskills, and had charge of the
doors of day and night to open and shut them at the proper hour. She hung up
the new moon in the skies, and cut up the old ones into stars. In times of
drought, if properly propitiated, she would spin light summer clouds out of
cobwebs and morning dew, and send them off from the crest of the mountain,
flake after flake, like flakes of carded cotton, to float in the air; until, dissolved
by the heat of the sun, they would fall in gentle showers, causing the grass to

spring, the fruits to ripen, and the corn to grow an inch an hour. If displeased,
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however, she would brew up clouds black as ink, sitting in the midst of them
like a bottle-bellied spider in the midst of its web; and when these clouds

broke, woe betide the valleys!>

One has to wonder how much of Rackham’s rendering of the “squaw” was based in
prevalent nineteenth-century notions about the savagery and animalism of American
Indians (I note again the impact of these American Indian “types” on Rackham’s
depiction of the orangutan in Poe’s The Murders in the Rue Morgue). If one looks
beyond the “squaw” as an unearthly spirit, it becomes clear that, in part, her fierce
animalistic features resemble a dramatic version of the sloping forehead and hooked
nose of Rimmer’s American Indian figures (See Figure 1.7).

At the same time, her face is reminiscent of the craggy peaks of the Catskills
on which she sits. The jagged, zig-zaggy lines of her'face rhyme with the lines that
define the mountain, and with the sharp angled peak of the mountain itself. Behind the
“squaw” is a clutch of fairies (these creatures are recognizably Rackham fairies) some
of who resemble Rimmer’s “Lustful-Gluttonous-Mirthful-Unintellectual” type (See
Figure 1.18). Others look like insects with sharply angled faces and body parts.

All the creatures seem to almost emerge from the mountain and the clouds.
They are at once the “squaw’s” offspring—sitting as they do under her, like baby birds
in a nest—and extensions of the bumpy landscape. Rackham’s “squaw” and her
physical environment present a holistic, but exaggerated phrenological landscape that
manifests fearsome animalism and sharp-angled anxiety. The visual interconnections
between Rackham’s fairy characters and the landscapes in which they exist, is

evocative of the continuum between mind and nature stressed in physiognomy and

3 Washington Irving, “Rip van Winkle,” The Sketch Book of Geoffrey Crayon, Gent. (New York: C.S.
Van Winkle, 1819, reprint London: Heinemann, and New York: Doubleday, 1905), 32.
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phrenology. The fairies, cocooned within their landscape environment, could be
understood to represent the Victorian notion of a psyche physically located in the
brain. The “squaw” could be considered to be the mind expressed in the face and head.
As visually complex as “If displeased the old squaw would brew up clouds as black as
ink” is, Rackham’s audience nevertheless would have been able to tap the
conglomerate psychological meanings suggested in the fairies’ features and their
intimate visual relationships to the landscape. Rackham’s backgrounds—which are
based in his deep connection with nature—reveal the psychology coded into his
illustrations.

It is interesting to note that, in contrast, Aubrey Beardsley’s landscapes are
anti-natural—according to Beardsley critic Milly Heyd, to “mask the inner nature of
his personages is part of Beardsley’s notion of landscape.”* Heyd says that his

background imagery masks rather than reveals the psychology of an illustration:

Masking inner nature is also expressed through Beardsley’s concept of
landscape. Landscape is usually the focal interest of artists attracted to nature
and the natural—as it represents that which is not man-made. Beardsley,
however is “against Nature”. He makes no landscapes in their own right but

rather uses or treats them as backgrounds to illustrated scenes.™

Beardsley’s background imagery is ironic. His “landscapes” obscure and parody the
meanings behind his characters, both on their own and in conjunction with their

physical environments. Beardsley’s anti-natural environments call into question the

* Milly Heyd, Aubrey Beardsley: Symbol, Mask, and Self-Irony (New York: Peter Lang, 1986), 198-
199,

** Heyd, 198-199.



101

inevitability of the rational observation of entities like nature and the mind, while
Rackham’s landscapes—especially his anthropomorphic trees—reinforce Victorian

ideas about the mind and the natural world.

Fairy Trees: Botany’s Human Face
Rackham’s landscapes are colored by prevailing presumptions about the

natural world and its connections to the mind, as Cowling explains:

Physiognomists seized on the apparently undeniable, and innumerable,
examples which nature provided. The writer of an enthusiastic article on
‘Physiognomy’, for the Anthropological Review (1869), pointed out that
throughout nature, from the vegetable to the human kingdom, physiognomy
served as a true indicator of organization. W. Hatfield, in his guide to Face
Reading, similarly argued that: “The more you study botany and the animal
world, the more you see that the shape and type go together all throughout
nature’; and that in the human field also, ‘shape and quality tell the whole story
and reveal the various powers and differences of character among men’...A.L.
Vago, who advised artists on the application of phrenology to painting and
sculpture, reminded the reader that ‘there is not a single object in nature which
in its outward form does not bear physiognomic indications of its internal

nature. 36

Rackham’s trees (and his landscapes) surely fit within Vago’s grand physiognomic

scheme. Overgrown with grotesque features, Rackham’s fairy trees evoke images of

36 Cowling, 12.
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both base humanity and evil tree spirits. According to Carole Silver, some Victorian
social scientists likewise “connected various groups of supernaturals to the plant and
animal species of the biological world and to the tribes and races of Victorian
ethnology.”’ Nineteenth-century scientific ideas about the evolutionary relationship
among nature, fairies, and “primitives” made their way into Rackham’s grotesque
anthropomorphic trees. Rackham’s nephew, Walter Starkie [1963], describes
Rackham’s imaginary symbiotic relationship among fairies, animals, and trees; in this

relationship, his trees become animals, which are milked by fairies for their sap:

He would make me gaze fixedly at one of the majestic trees with massive
trunk...He would say that under the roots of that tree the little men had their
dinner and churned the butter they extracted from the sap of the tree. He would
also make me see queer animals ahd birds in the branches of the tree and a little
magic door below the trunk, which was the entrance to Fairyland. He used to
tell me stories of the primitive religion of man which, in his opinion, was the

cult of the tree...*8

Rackham’s ideas culminated in animistic notions of the supernatural; his narratives
were generated from a deep visual engagement with the perceived physiognomy of the
natural world.

Rackham'’s fairy trees are particularly expressive of the scientific notion of a
continuum between nature and the human mind; at the same time, his illusory fairy
realms were based on Victorian social scientific understanding of fairy tradition.

According to this tradition, fairies live within trees and milk them for butter. Such a

37 Silver, 5.

* Walter Starkie, Scholars and Gypsies (London: John Murray, 1963), 18-19, quoted in Hamilton, 72,
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view has its basis in long-standing notions of fairies “clearly derived from animistic
perceptions of nature” and centuries of ideas regarding fairies inhabiting trees and their
love of milk.>® Twentieth-century scholar Lewis Spence explains the connection

among fairies, trees and milk:

In all British countries fairies are regarded as great thieves of milk. Indeed one
of their chief haunts is the dairy...it was believed that fairies took away cows at
night in order to milk them, and sent them back in the morning....[there is a]

legend in the Hebrides which tells how a fairy once a year issued from a tree to

distribute “the milk of wisdom” to the women of the district,*

Milk sustains not only the rudimentary needs of infants, and those of their primitive
fairy counterparts, but milk extrécted by free fairies nourishes human psychology as
well. The shared “milk of wisdom” not only emphasizes a material connection
between nature and the mind, it reinforces the animate physicality of the Victorian
psyche.

His tree illustrations also depict fairies as elementals that are part and parcel of
this nature/mind continuum. In Rackham’s illustrations there are both
anthropomorphic frees that stand as creatures, and anthropomorphic trees that house
fairies. The fairies that inhabit Rackham’s trees can be understood as a metaphor for
Victorian ideas about the psyche that physically inhabits the Brain. His stand-alone
anthropomorphic trees are frightening. They are at once plant, animal, and human,

woven into a single grotesque creature. Both sorts of Rackham tree images reaffirm

3 Gilver, 44-45.

0 Lewis Spence, The Fairy Tradition on Britain (London: Rider and Company; 1948), 215, 321.
See also Silver, Strange and Secret Peoples.
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the physicality of the psyche; they are both associated with the material world of
nature, and they both manifest physiognomical evidence of fairy animalism.

Notable for this study of Rackham’s anthropomorphic trees are the varieties of
threatening fairy trees detailed in folklore and studied by nineteenth-century social
scientists. Silver reveals fairies that are “trees like MacDonald’s alder or MacManus’s
demon thorns that trapped or tripped wayfarers™' She describes these spirits as

extremely dangerous:

The annir-choille...haunted the woods and snared men...One group of two thorn
trees and a boartree..,“is guarded by three malevolent demons who, after dark,
haunt that stretch of the road”...Passersby...have had their arms grabbed with
marks to show for it, heard inhuman laughs “and even caught glimpses of dim
and horribly misshapen figures.” Others passing hostile trees have sensed from
them “feelings of vicious, bitter evil”...Hatred of humans literally emanated

from their branches.*?

Rackham’s tree illustrations capture this grotesque horror in a powerful and unique
way. The English periodical The Outlook [1908] described Rackham’s
anthropomorphic tree illustrations from 4 Midsummer’s Night Dream (See Figure
1.11): “a Rackham tree; one of those trees, gnarled and black and twisted.... appearing

as trees that only one man has ever perceived and drawn....”

! Silver, 155-156.
2 Silver, 151-152.

* The Outlook 21 Nov. 1908, as quoted in James Hamilton, Arthur Rackham (New York: Arcade
Publishing, 1990), 170.
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In the illustration “They will certainly mischief you” from J.M. Barrie’s Peter
Pan in Kensington Gardens (See Figure 1.9), a thorny tree (and several knobby-bodied
fairies) ensnares a girl by grabbing her clothes. The tree, a less malicious version of
MacManus’s demon tree, nevertheless catches her on its sharp, spiky thorns. The trees
branches and thorns are drawn sharp and angular—disturbingly uneven and
reminiscent of base sharp-angled physiognomic features. Likewise, the tree in the
image “The Indians considered them the abode of the Spirits” from Washington
Irving’s Rip van Winkle (See Figure 1.10) has sharp thorn-like branches. The jagged
lines of the branches crisscross each other, creating an anxiety-ridden angular
environment. This fairy tree leans and stretches, attempting, like a carnivorous
predator, to snag a jackrabbit that hurries out of its reach. The tree has three horrible
faces—one of which looks like a hooded snake about to strike—and a host of fairies at
its roots. In fact, the ground at the base of the tree is drawn like a cut away view that
shows the fairies cocooned in pockets like seeds, suggesting that demon trees come
from or are nourished by fairies. Many of the fairies merge with the form of the tree;
other fairies are drawn as various admixtures of human and animal.

Just as horrible are Rackham’s three illustrations for the text “Some say, no
evil thing that walks by night/In fog, or fire, by lake of moorish fen/ Blue meager Hag,
or stubborn unlaid ghost/ that breaks his magick chains at curfew time/No goblin or
swart faery of the mine/Hath hurtful power o’er true virginity” from Milton’s Comus
(1921) (See Figures 1.13-1.15). Comus (or A Masque Presented at Ludlow Castle)
presents the story of a young girl who is accosted by a sorcerer while lost in a forest.
The sorcerer encourages her to drink a potion he claims will make her more beautiful;
in actuality, the potion transforms the face of whoever partakes into that of an animal.

In the end, the virtuous lady overcomes the sorcerer and remains beautiful (and chaste)
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Figure 1.12

“The Indians considered them the abode of the Spirits”
Arthur Rackham, 1906

from Washington Irving’s Rip van Winkle

Figure 1.13

“Some say, no evil thing that walks by night/In fog, or fire, by lake of moorish fen/
Blue meager Hag, or stubborn unlaid ghost/ that breaks his magick chains at curfew
time/No goblin or swart faery of the mine/Hath hurtful power o’er true virginity”
Arthur Rackham, 1921

from John Milton’s Comus
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Figure 1.14

“Some say, no evil thing that walks by night/In fog, or fire, by lake of moorish fen/
Blue meager Hag, or stubborn unlaid ghost/ that breaks his magick chains at curfew
time/No goblin or swart faery of the mine/Hath hurtful power o’er true virginity”
Arthur Rackham, 1921

from John Milton’s Comus
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Figure 1.15

Maiden figure

“Some say, no evil thing that walks by night/In fog, or fire, by lake of moorish fen/
Blue meager Hag, or stubborn unlaid ghost/ that breaks his magick chains at curfew
time/No goblin or swart faery of the mine/Hath hurtful power o’er true virginity”
Arthur Rackham, 1921

from John Milton’s Comus.
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by refusing the disfiguring draught. Trees, drawn with jagged, uneven lines, figure
prominently in all three of the Rackham images of this passage. The one exception is
Rackham’s portrait of the maiden (See Figure 1.15), in which a smoothly drawn tree
mimics her form. The maiden is drawn with calm line and expression; the tree behind
her is drawn with graceful curves.

In the first illustration (See Figure 1.13), a horrible animalistic fairy and a
frightening anthropomorphic tree “walk by night.” Both the creature and the tree are
bent and gnarled. The tree’s face looks like a combination of devil (there is a snake
coiled behind his head that serves as lookout) and animal skull; Rackham draws its
deathly face with harsh angular lines. This devil tree, with his triangular shaped skull-
head, brings to mind Lauvergne’s [1841] description of Satan’s head cited earlier in
this chapter. Lauvergne’s characterization fits Rackham’s tree and Milton’s story:
“This head announces the monstrous alliance of the most eminent faculty of man,
genius, with the most pronounced impulses to rape.”** Aftér all, in Milton’s story and
in Rackham’s illustrations, the maiden is defending her virtue.

The devious snake—a symbol for both Satan and the penis—coiled around the
Satan-tree’s head seems to come out of his brain, The snake looks as if he might be an
unrestrained phrenological “organ.” The snake’s eyes see what is ahead, while the
tree’s eyes are ghostly and hollow looking. Snake and tree merge—the snake, acting as
the tree’s arm, holds on to what looks like a wooden crutch or walking stick. His body
is barely discernable from the trees trunk and branches. The branches that grow out of

the tree’s “head” resemble the wispy, scraggly hair of the other fairy (according to

“ Hubert Lauvergne, Les Forgats (Paris: J.B. Balliére, 1841), cited in Havelock Ellis, The Criminal
(London: Walter Scott, 1890), 50.
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Oppenheim, hair is indicative of the animal propensities) suggesting a continuum
between the snake, the tree fairy, and the human-looking fairy.*

In the second illustration (See Figure 1.14), a diabolic goblin perches on a tree
branch along with a horrid cat-like creature. The thin tree bends under their weight.
Although the tree in the foreground is not as anthropomorphic as some of Rackham’s
trees are, the trees in the background of the image resemble ghoulish shadowy figures
moving along the horizon.

In the third illustration (See Figure 1.15), the young female protagonist stands
between two trees, one, which I have already noted, mimics her face and form. In the
background, the top of the tree trunk is suggestive of a maiden’s face casting her eyes
up to heaven. Both faces resemble Rimmer’s ideal female (See Figure 1.23) with
perfect nose, and small sensitive mouth. The maiden casts her eyes down and the
maiden/tree looks to God; neither directly confronts her tempter or temptation. Indeed,
in his 1789 essay “On Physiognomy,” Lavater [1789] explains that a woman is “not
only easily tempted, she is capable of being formed to the purest, noblest, most
seraphic virtue; to everything which can deserve praise or affection.”® Along with
lovely, even features, then, must come placidity and virtue. Both of Rackham’s maiden
physiognomies—the woman and the tree—fit these Victorian ideals.

Below the face on the tree, the trunk resembles a flowing gown—the gently
curved lines offer a calm respite from the aggressively jagged shapes in the rest of the
image. Subtly ghoulish faces appear at the top of the foreground tree trunk. A “swart

faery” (swart, of course, means “black”) emerges from beneath its roots and another

* Oppenheim, Physiognomy Made Easy, 68.

“ John Caspar Lavater, “On Physiognomy,” Essays on Physiognomy, [trans. T. Holcroft (1789), 9" edn.
(London: William Tegg, 1855), 6-7, 9-10, 54-5, 64-5, 339-40, 379-84, 400-3] in Embodied Selves. An
Anthology of Psychological Texts, 1830-1890, eds. Jenny Bourne Taylor and Sally Shuttleworth
(Oxford: Clarendon Press, 1998), 16.
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one peeks out from a separate opening, reaffirming the connection among tree fairies,
the “lesser” races, and animal desires. The roots of this tree look like claws or hands
that have pulled open the flesh of the tree to reveal the fairies, which is suggestive of
the emergence of the hidden unconscious. In remarkably Beardsleyesque fashion, an
animalistic—and very phallic——face with a long nose extends from the base of the tree
in front of the maiden’s skirt. This face not only resembles an erect penis complete
with testicles, it is rife with base physiognomic features; such as low a forehead and
weak chin. The maiden literally stands between her two choices, ruin or redemption. A
combination of base fairy, plant, and animal, this threatening tree is representative of
the animalistic sexuality that Victorian’s believed they could read in features of the
head and face.

Cowling notes that “Seen as an expectation held of the world in general, and
one apparently sanctioned by modern science, the belief that the human face and body
should indicate the inner nature of the individual becomes more comprehensible.”’
Rackham’s anthropomorphic trees draw conceptual power from combinations of
accepted beliefs and suggestive imaginary scenarios; they draw visual power from his
perverse juxtapositions, human and animal, familiar and grotesque, repugnant and

beautiful.

In-Betweens: Rackham’s Fairy Folk
Erin O’ Connor argues that in the nineteenth century “Monsters were nothing if
not materially grounded...The physical density of the monstrous body—its palpable

9548

uncertainty—was. ..apprehended as a density of disparate associations.”™ In this

section, [ would like to reiterate that one must look beyond Rackham’s hybrid

T Cowling, 12.

*# O’Connor, 177.
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characters’ superficial charm in order to explore their material grounding. Their
grotesque forms are dense with cultural meaning. The shapes of Rackham’s fairy
heads reveal strong “animal propensities” in large phrenological “organs” of
Combativeness, Secretiveness, and Destructiveness (found just above and behind the
ears). Their sharp-angled facial features match physiognomical drawings of
“primitive’ throwbacks. But the person-like fairies I discuss in this section—I will call
these fairies in-betweens to distinguish them from Rackham’s fairy trees—are not
merely base human/animal hybrids. Rackham’s grotesque in-betweens reassure the
audience, inferring that the beast hidden in the mind is present only in hideous
inferiors. Although they are monstrous, Rackham’s hybrid fairy folk reaffirm
Victorian ideals regarding appearance and behavior. Beardsley critic Linda Zatlin, in
fact, argues that grotesque and sexually suggestive imagery was acceptable aé long as

it reinforced Victorian social morés;

the Victorians continued the eighteenth-century convention of the grotesque as
ridiculous, so long as it conformed to middle-class speciﬁcatidns; a painted
figure could be physically grotesque, a fictional character could be bizarre if
the artist did not celebrate such looks or behavior as morally desirable

attributes.*’

Rackham’s approach fits Zatlin’s description. His human-like fairies, portrayed as
physically and morally reprehensible, abide by Victorian notions of unacceptable

looks and behavior. In doing so, they help codify a range of physical features that

* Zatlin, Linda. Beardsley, Japonisme, and the Perversion of the Victorian Ideal (Cambridge:
Cambridge University Press, 1997), 173.
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describe widely accepted embodied “truths” that delineate a material psyche expressed
in the physical features of the human face and head.

In the Victorian era, monstrous human bodies were understood, to borrow
O’Connor’s terminology, to be a “density of disparate associations.” One could say the
same of Rackham’s in-betweens. J.M. Barrie’s stbry Peter Pan in Kensington
Gardens plays on these ideas as well—the protagonist, Peter, is halfway evolved from
a bird to a boy. In the image “The Kensington Gardens are in London, where the King
lives” (See Figure 1.16), Rackham presents a version of Barrie’s take on Darwinian
evolution in which birds, like Peter, become baby boys and girls, and kings become
zoological specimens. Rackham biographer Gettings quotes Barrie when he describes
his strange associations—an imagistic intermingling of the humanity with fairy

animalism;

there is a picture of King Edward standing outside the Garden railings almost
as though he were in a zoo with all the other humans being examined by the
pixies, gnomes, animals and bird...The elements of humanity are to a certain
extent merged into this strange devic world of Kensington Garden....“but this is
a very quiet secret place. It is where the birds are born who afterwards become
baby boys and girls...” As on earth itself, the devic forms, the animals, birds,
and humans hold a contiguous evolutionary ascent and descent... This is the
reason why the King seems so out of place, almost like a zoblogical

specimen.”

%0 Gettings, 112.
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Figure 1.16

“The Kensington Gardens are in London, where the King lives”
Arthur Rackham, 1906

from J. M. Barrie’s Peter Pan in Kensington Gardens
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Rackham’s “secret place” is a hidden world—not unlike the Victorian characterization
of the unconscious mind—in which humans evolve from animals and devolve back
again. This world is also a material reality, like that depicted in physiognomical and
phrenological charts, whose psychology is expressed in the visual form of the
creatures that inhabit and interact in it.

Although they are delightful at first glance, Rackham’s fairies in “The
Kensington Gardens are in London, where the King lives,” belie their material
grounding. On closer inspection, the male fairies feature animalistic traits: low
foreheads, signifying small phrenological organs of Veneration and Benevolence.
Although, nineteenth-century British phrenologist George Combe explains that
animals do not possess the faculty of Veneration, he goes on to say that, “A deficiency
of it [Veneration] does not produce profanity...it only renders the mind little sensible
to the respectful and reverential feelings before described [respect and reverence], and
in consequence, leaves the other faculties at liberty to act without modification by its
influence.” Combe says of Benevolence, “The lower animals possess this organ, but
the faculty in them seems to be limited...those...in which it is small and depressed are
ill-natured. It is depressed in all the ferocious tribes of animals, and also in nations

»*! In other words, this combination of physical traits precludes

remarkable for cruelty.
devotedness and empathy for others respectively.

The physiognomy of these fairies’ sharp-angled weak chins and sloping
foreheads also infers bestial heredity. In both Camper’s “evolutionary” physiognomy
and Nott and Gliddon’s comparative physiognomy (See Figures 1.3 and 1.5), a

“Negro” is equated with a chimpanzee. The “primitive” and the beast are rendered

with short, sloping foreheads indicative of low intelligence and animalistic character.

*! Combe, Elements of Phrenology, 59.
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S.R. Wells’ scientific illustration (See Figure 1.4) confirms this interpretation.
Cowling notes that artists utilized these sorts of sources so “that art should look to
science, both for specific information and for a methodology which would assist the
artist in his conscious effort to attain a convincing image of nature.” >> Whether or not
he utilized such resources, the imagery in art anatomy books and physiognomic texts
lent scientific respectability to Rackham’s in-between portraits.

In Goblin Market, two sisters are tempted by the forbidden fruit offered by a
band of goblin men. One sister, Laura, succumbs and wastes away until her sister
Lizzie exacts retribution by refusing to be tempted, thereby vanquishing the goblins.
The illustration “White and gold Lizzie stood” depicts the goblins’ intoxicating
temptation and Lizzie’s stalwart fortitude. Rackham goes to all lengths to blur
boundaries between animal and human. Some goblins are mostly animal with subtle
human nuances.

Two goblins at the bottom right resemble a cat and a rat respectively. However,
the cat’s sneer is more human than feline, the rat’s long nose and beady eyes are
exaggerations of the nose and eyes of the other, more human, goblins in the image.
Another goblin on the left side of the image looks like a werewolf, his sharp teeth
fang-like and his nose flat against his face. Yet another goblin who offers fruit is green
with a large beak. His hand is webbed like a duck’s. He resembles a vulture until one
notices a grotesque smile below his beak. The smile transforms the beak into a large
hooked nose, which is an exaggeration of the hooked nose of the fairy directly across
from him in the image. This double interpretation compels the viewer to function as
distorting instrument through which can be seen the goblins’ combinatory physical'

appearance and psychology. These hook noses are very like the nose in Rimmer’s

2 Cowling, 93.
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“Cunning, Rapacious, Treacherous type” in Figure 1.18; they are also evocative of
noses in depictions of physical stereotypes of Jews and other unacceptable ethnic
groups.

Rackham’s image “The Masqueraders” (See Figure 1.17) from Poe’s The Mask
of the Red Death similarly features creatures with hooked noses. Although the
characters in this illustration are not fairies, their human/animal masked faces are :
reminiscent those of Rackham’s fairy in-betweens. I suspect that Poe’s plot and text
encouraged Rackham to push the grotesque character of the faces in “The
Masqueraders.” In the story, Prince Prospero invites a thousand of his friends to hide
from the “Red Death”—a horrible disease that is killing off his subjects—in his
secluded castle. The prince arranges a masquerade party at which the Red Death, who
attends the fete dressed in deathly garb, decimates the revelers. Poe [1855] describes
the revelers: “they were grotesque. There was much glare and glitter and piquancy and
phantasm...There were much of the beautiful, much of the wanton, and much of the
bizarre, something of the terrible, and not a little of that which might have excited
disgust.””

In “The Masqueraders” Rackham presents a variety of strange animal/human
hybrid masks along with animal masks, such as those that look like a goose or an owl.
There are many different physiognomic types that a Victorian audience would

understand as debased, gluttonous, or overly sensual. The face of the mask in the

center of the illustration, in fact, resembles Rimmer’s lustful and gluttonous type. This

> Edgar Allen Poe, “The Masque of the Red Death,” Poe’s Tales of Mystery and Imagination (London:
Clarke, Beeton, and Co., 1855) reprint Tales of Edgar Allen Poe (New York: Random House, 1944),
383,

Beardsley’s list of masks detailed in The Story of Venus and Tannhauser is reminiscent of this bit of
Poe’s text. See Aubrey Beardsley, The Story of Venus and Tannhauser or “Under the Hill.” London:
Leonard Smithers, 1907, in the reprint The Story of Venus and Tannhauser (London: Academy Editions,
1974), 36.



Figure 1.17

“The Masqueraders”

Arthur Rackham, 1935

from Edgar Allen Poe’s “The Mask of the Red Death”
in Tales of Mystery and Imagination
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masquerader’s long, wide nose hangs over his mouth—as in his debased
physiognomical counterpart—and his mask is wide and Corpulent at the jaw line.
Rimmer says of his lustful, gluttonous type, “A course, massive jaw is supposed, in
any head, to stand as the representative of brutal and immoral instinct.” Like a brute,
this masquerader’s disguise features a short forehead that appears to slope back at a
sharp angle—a clear indication of low intelligence in both phrenological and
physiognomical parlance. A number of the other masks sport long beak-like noses and
sloping foreheads; other, more ghastly masks resemble devils or harpies. The female
reveler in the center of the illustration wears a beautiful facemask, but she looks as if
her body is completely nude; the hairy back of the “gluttonous and lustful” male
creature in front of her hardly conceals her bare breast. Indeed, a huge, round flesh-
colored shape with what looks like a nipple seems to peek out from behind his hairy
back. Although her mask is lovely, what appear to be large breasts and her proximity
to this “lustful” type suggest that she—Ilike her “primitive” fairy counterparts—is
over-sexed. Rackham’s masks focus on the face; his masks reinforce the belief that
faces personify the interior self.

Rackham’s “Masqueraders” was clearly influenced by Beardsley’s work.
Indeed, Rackham biographer Hamilton describes the bizarre imagery in “The
Masqueraders” as “Beardsleyesque.” Although this may be Rackham’s only image
featuring masks, they are a repeating motif in Beardsley’s work. I suggest, however,
that the two artists used mask imagery in subtly and sometimes distinctly different
ways.”

Twentieth-century Beardsley critic Milly Heyd considers Beardsley’s work

ironic because it “suggests paradoxes and absurdities and contradictions in human life

5 Rimmer, 30.

> Hamilton, 43-45,
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in general.” > Heyd believes that Beardsley’s mask imagery “underlines his ways of

t.”*" Unlike Beardsley’s masks, Rackham’s

looking at reality, which are indirec
facemasks are not ironic in the sense that they do not present the audience with -
paradox or contradiction. Rackham’s grotesque masks in “The Masqueraders,” like his
‘images of fairies, portray certain physiognomical features—repugnant admixtures of
human and animal-—whose psychological meanings were unambiguously clear to
Victorian audiences. These in-betweens stand for Victorian psychological “types” that
present physical manifestations of the unconscious mind. Their distortions expand the

variety of morphing heads and shifting facial expressions and help fashion a

phrenological landscape blanketed with disfigurement.

Goblins and Dwarfs: Evil Personified

Rackham’s dwarfs were in-betweens with real human counterparts who were
studied by Victorian scientists. Poe’s Tales of Mystery and Imagination, the book of
short horror stories that includes The Murders in the Rue Morgue and The Masque of
the Red Death, begins with a justificatory essay that lobbies for a phrenological organ
called Perverseness. Perverseness, according to Poe, “is a radical, a primitive
impulse—elementary.” Perverse indeed is Hop-Frog, the story of a dwarf who, when
mistreated by the king, tricks him and his seven ministers into dressing up as
orangutans, trusses them up, and burns them alive. Hamilton explains thét at first,
Rackham was concerned that he wasn’t up to the task, that his images wouldn’t be

grotesque enough:

% Heyd, 12.

*" Heyd, 198.
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Rackham admitted that he did not enjoy the commission, being afraid that he
would be unable to make the illustrations sufficiently gruesome. He need not
have worried, however, for not only does he cope masterfully in a
Beardsleyesque manner with the grand guignol of the Masque of the Red
Death, but carefully injects a virus of sadistic horror, more appalling than

anything in his 1900 Grimm, into two drawings from Hop-F rog.”®

Rackham confessed that his illustrations for Tales of Mystery and Imagination were
“so horrible I was begimning to frighten myself.”> He was understandably frightened
by his own images in the short story Hop-Frog, portraying behavior so cruel as to be
unimaginable—even for a dwarf (Victorian dwarfs, real and supernatural, were
considered brutish and crude). We recognize Hop-Frog’s behavior. Hop-Frog is acting
human. Premeditated cruelty for cruelty’s sake, the sort only humans are capable of,
verifies that people behave worse than either supernatural dwarfs or animals do. The
beast that is the unconscious mind, then, demands a combination of bestial savagery
and the human ability to conceptualize.

Although many attractive humans have acted horrifically, Rackham gave Hop-
Frog the physiognomical face of evil. In the illustration “Tripetta advanced to the
monarch’s seat, and, falling on her knees before him, implored him to spare her
friend” (See Figure 1.19) Hop-Frog has a low forehead that slopes back at a steep
angle, bulging oval eyes, high cheekbones, a large and grotesque nose, snarling lips

and a protruding chin. Rackham has drawn him as the “Cunning-Rapacious-

%8 Hamilton, 153.

* Marita Ross, “The Beloved Enchanter,” Everybody’s Weekly, Sept. 27, 1947, pp. 10-11. Quoted in
Hamilton, 153.
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Figure 1.18

“Cunning, Rapacious, Treacherous Type” and
“Coarse-featured, Lustful, Gluttonous Type”
from Rimmer’s Art Anatomy, 1877




Figure 1.19

“Tripetta advanced to the monarch's seat, and, falling on her knees
before him, implored him to spare her friend”

Arthur Rackham, 1935

from Edgar Allen Poe’s “Hop Frog”

in Tales of Mystery and Imagination
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Treacherous-Hypocritical-Fanatical” type described in Rimmer’s Art Anatomy (See

Figure 1.18).60 Rimmer [1877] says of this type:

Features Masculine to Excess—Reatreating Forehead—Retreating Chin—
Cerebral Section small...When the animal functions supporting life are
performed with unusual activity (the Head being of the Animal Type), the "
Animal Appetites to which they minister are supposed to be correspondingly
active...The lower races are in some instances more strongly marked in a
Masculine and Animal way than some of the higher races. If it could be
assumed that the Cerebral Section represented the intellectual attributes; the
Maxillary Section the nutrient and combative, or carnivorous appetites; the
Neck and Jaws combined, the sexual appetites; the Nasal Section, Forehead,
and Chin the sensibilities; the Eye the purpose...the Ideal Head representing
the Ideal Character, and every departure from it a departure toward one or other
of the...animal attributes—Physiognomy might be considered a Science
approximating in some degree to that kind of exactness found in the Science of

Physiology.61

Rimmer—while stressing that the “lower” races features tend to the animalistic—
suggests to his artist audience that physiognomy may be almost an exact a science as
physiology.

A black and white illustration (See Figure 1.20) shows Hop-Frog’s skull wide

above the ears, which indicates large organs of Combativeness and Destructiveness.

% “One of [nineteenth-century showman] Barnum’s most popular ‘freaks’ was a legless dwarf named
Samuel D. Parks but called ‘Hop the Frog Boy,” after the protagonist in Edgar Allen Poe’s tale.” Silver,
119.

8! Rimmer, 30.
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The black and white illustration is criss-crossed with sharp angles that seem to point
like an arrow to the image of Hop-Frog. He is drawn from a series of sharp angles,
which focus the viewer’s eyes onto his face. Here, one finds thick, short lines angled
anxiously from his nose backward. His expression is that of a wild beast. These
designations are augmented by a deep-rooted fear of dwarf animalism based in part in
Victorian anthropology. Silver explains the perceived similarities among dwarfs,

primitives, and beasts:

While debate raged about the place of Pygmies and “ape-like men” in creation,
actual and supernatural dwarfs lost, in both fiction and the popular mind, their
individuality and their “civilized” traits and skills.. .Through a sort of

fusion. . .the traits of African and Asian Pygmies were conflated with those of
the dwarfs of Victorian sideshows and the supernatural hobs of folklore and

recombined to create figures of preternatural and simian evil. %

In Poe’s story and in Rackham’s illustration, Hop-Frog the beast takes the devil’s work
into his own hands and gleefully exacts fiery retribution. It is interesting to note that
the king and his ministers—who dress up at orangutans—resemble the type who
exhibits these traits: “Lust and gluttony; Mirthful and Unintellectual; animal passiqns
constant” (See Figure 1.18).

Rackham also draws an animalistic goblin for his illustration “Round the fire
an indescribably ridiculous little man was leaping, hopping on one leg, and singing”
(See Figure 1.21) from Grimm brothers’ fairy tale Rumpelstiltskin. The sneaky

Rumpelstiltskin, who plans to carry off the queen’s baby—once she loses a bet with

% Silver, 146.
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A black and white illustration of Hop-Frog

Arthur Rackham, 1935

Figure 1.20

from Edgar Allen Poe’s “Hop Frog”
in Tales of Mystery and Imagination
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Figure 1.21

“Round the fire an indescribably ridiculous little man was leaping,
hopping on one leg, and singing”

Arthur Rackham, 1900

from Grimm brothers’ Rumpelstiltskin
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him that requires her to guess his name—resembles a fox or weasel. He has bulging,
round eyes, a long, pointy snout, pointy ears, and a weak chin. His forehead, which,
according to physiognomical principles is where intelligence lies, is practically non-
existent. Rumpelstiltskin’s phrenological organs of Combativeness (located behind the
ears) and Secretiveness (located right above the ears) are large in relation to the rest of
his head. Rumpelstiltskin is also a modified version of Rimmer’s “Cunning-
Rapacious-Treacherous-Hypocritical-Fanatical” type (See Figure 1.18).
Physiognomically and behaviorally, Rumpelstiltskin is part man and part beast.
Rumpelstiltskin loses the bet (and the child) and, according to the Grimm brothers, “in
his passion, he seized his left leg with both hands, and tore himself asunder in the
middle.” He struggles in vain to remain composed; his animal side emerges—he is
sneakily acquisitive (another animal propensity that determines the inclination to
acquire) until he is overtaken by rage, at which time he tears himself in two like a wild
beast (I wish Rackham had rendered this scene). Rackham illustrated the Grimm’s
fairy tales in 1900, and a late nineteenth-century audience would not have been
surprised by the dwarf’s destructive rage. In the Victorian era, dwarfs were considered
brutish, and such abnormal behavior would have been attributed to the beast within—
which was considered to be even closer to the surface in “primitives” like dwarfs.

Silver notes that dwarfs were believed to have an abnormal and bestial sex drive:

Throughout the Victorian period, dwarfs—natural and supernatural—had been
conflated with each other and equated with goblins (a generic name for small
hostile, unattractive, grotesque, and almost exclusively male supernatural

creatures) and thus with malice and evil.. Notable for their ancient-looking,
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ugly faces, their hairiness, and their dirty, wizened bodies, they were voracious

in their sexual appetites and bestial in their behavior.”

Victorian psychologists were fascinated by the boundaries between the normal and
abnormal, which they paralleled with the border between the conscious, rational mind
and the unconscious mind. The unconscious mind was believed to be similar to the
out-of-control Rumpelstiltskinian beast, which could emerge under the right
circumstances. The unconscious thus took on a sinister physical and sexual quality.

Although we do not get an opportunity to observe the typical goblin “voracious
sexual appetite” in Rumpelstiltskin or Hop-Frog, Rackham’s illustrations for Christina
Rossetti’s Goblin Market explore this fully. Because there are no females among them,
goblins must kidnap human women. In the illustration “White and Gold Lizzie Stood”
(See Figure 1.1) Rackham shows a sister enticed by goblins, who swarm over her like
insects and claw at her body. The implications are both sexual and ruinous—if she_:.
succumbs, she will ultimately wither away and die. The luscious fruit they peddle
conceals from Lizzie a grotesque array of evil intentions, which are expressed in their
demeanor.

At the very center of the image is a second rat. Both cat and rats have very
wide skulls near their ears (also a very infantile skull configuration), which indicate
large organs of Destructiveness and Secretiveness. These three, who offer Lizzie fruit,
are intent on tempting her to taste her own destruction. This bird-goblin has similar
physical characteristics to Rimmer’s coarse-featured, lustful, gluttonous type (See
Figure 1.18). He too evidences large organs of Destructiveness and Secretiveness.

Combe [1824] explains that too great an endowment of Secretiveness, “when not

8 Silver, 117.
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regulated by strong intellect, and moral sentiments, produces abuses. The individual
then mistakes cunning for prudence and ability...and he may even be led to practice
lying, duplicity and deceit.”®

Right next to Lizzie in the center of the illustration, a more human-looking
goblin offers Lizzie fruit both down over her shoulder (juice runs down her chest) and
up by her waist, pointing directly to her bare shoulder and full breast. The fruit near

her waist that the leering goblin fondles are suggestive of breasts; here is the voracious

goblin sexual appetite. According to Silver,

What marks... Rossetti’s goblin men as particularly threatening...is their
grotesque materiality; their physical ludicrousness combined with their
“primitive” sexuality. Their assaults on women are rapes; perceived as
disgusting phallic figures, they suggest the grotesquerie of the erotic...And all
are depicted as subhuman; that they are bestial and primitive is suggested by

their characteristic hairiness as well as by their explicitly animal features. 65

All the goblins in this illustration are more or less animalistic. What is interesting
about the specific goblin who assaults Lizzie—he is the most human looking of the
bunch—is the uncanny juxtaposition of animal features with Auman ones. What makes
him Rackham’s most effective choice for rapist is that he is simultaneously human
enough to allow the viewer to imagine the act, and animalistic enough to make the act
unimaginably horrible. The fleshy fruit creates a plant/human in-between that suggests
cannibalism as well. The viewer is not sure whether the goblin intends to rape Lizzie

or eat her.

8 Combe, Elements of Phrenology, 47.

% Silver, 128.
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According to Silver, in the nineteenth century, dwarfs who were once
considered foolish and vulnerable “took to murder, rape, and cannibalism.”*® She
explains how distorted notions of Darwinian evolution and prejudicial beliefs about
the animalism of primitive races (especially pygmies) altered ideas about the character

of supernatural dwarfs.

In effect, the Rumpelstiltskins of the world grew fangs, developed the
prognathous jaw, and sprouted body hair...As the distorted image of the
Pygmy joined with a devalued image of the dwarf, post-Darwinian science and

belief raised and played on cultural anxieties.”’

Dwarfs were not only conflated with “savage” peoples, they were also considered by
some to be simian throwbacks, products of thwarted Darwinian evolution more akin to
apes than humans.

It would once again be useful to reiterate my argument that (Poe’s and)
Rackham’s razor wielding orangutan clasping a handful of bloody hair from The
Murders in the Rue Morgue depicts of a “savage” scalping. This conflation of apes
with “primitives” and dwarfs—which was supported and reinforced by nineteenth
century scientific rhetoric and physiognomic imagery—found its way into Rackham’s
visuals. The savagery of his orangutan in The Murders in the Rue Morgue and the
unbridled goblin sexuality evidenced in “White and Gold Lizzie Stood” are clear

indications that, for Rackham, appearances are telling.

% Gilver, 146.

%7 Silver, 146.
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Feminine Characteristics in Excess

In contrast to the two sisters in Goblin Market, the youthful female fairy in the
illustration “The fairies are exquisite dancers” (See Figure 1.22) is temptress rather
than tempted. Female fairies are animals under cover. Graceful and lovely features
eclipse an immense sexual appetite, accompanied by the fairy propensity to bring ruin
to humans who cross their paths. The beast within expressed itself openly in fairies.
Silver explains the Victorian point of view: “women were closer to ‘nature,’ less
rational and more instinctual, hence more prone to regress to the beast within. Fairy
brides, to many, embodied fhat tendency.”68

The dancing fairy in “The fairies are exquisite dancers” is lovely. In fact, she—
as are most of Rackham’s fairies—is charming. Their charm, however, does not
detract from my argument that Rackham’s fairies express the animal propensities
depicted in physiognomy and phrenology. Physiognomically, this fairy has Rimmer’s
ideal female facial characteristics; round head, aquiline nose, concave lips (See Figure
1.23). However, her hair, which flies out behind her as she dances, prevents the viewer
from assessing her “organs” of Philoprogenitiveness and Concentrativeness.
Philoprogenitiveness and Concentrativeness are organs that, when large, accentuate a
woman’s domestic side. Her domesticity is in doubt and her sexuality is suspect. The
curved, sensual drawn line of her face and figure lull the viewer and obscure her
sexual hunger. The fairy’s clothes are translucent and the viewer can see her body
underneath, a tantalizing erotic overture. A spider dances behind the fairy, in almost
the exact pose. Her web lies underneath the two dancers, waiting to ensnare a victim.

Grasses point upwards to the spider and to the fairy’s legs and crotch, which add to the

eroticism of the illustration.

88 Silver, 100.
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Figure 1.22

“The fairies are exquisite dancers”

Arthur Rackham, 1906

from J. M. Barrie’s Peter Pan in Kensington Gardens
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Figure 1.23
“Ideal Female Facial Characteristics”
from Rimmer’s Art Anatomy, 1877
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Likewise, the female fairies in the illustrations “By all the nymphs that nightly
dance/Upon thy streams with wily glance” (See Figure 1.24) and “By dimpled Brook,
and Fountain Brim/ the Wood-Nymphs, deckt with Daisies trim/ Their merry wakes
and pastimes keep” (See Figure 1.25) from Comus, wear diaphanous gowns that reveal
their sensuous bare breasts and bodies. In both of these illustrations, the fairies tempt
the audience with “come hither” looks, but their features are like those of Rimmer’s
“pérfect” Victorian ladies (See Figure 1.23). As in the image “The fairies are exquisite
dancers,” however, the backs of these fairies’ heads remain obscure. Streaming or
loose hair hides their phrenological “organs” of Philoprogenitiveness and
Concentrativeness (except for the fairy on the right in “By all the nymphs that nightly
dance/Upon thy streams with wily glance”). In Art Anatomy, Rimmer [1877]
admonishes that in “orderly” female physiognomy, the shape of the head should be

obvious:

As it becomes vnecessary in representing Female Heads to make special
disposition of the Hair: to gather it up without affectation in some neutral form
of support suited to the shape of the Face is all that is required. Nothing can
exceed the beauty of the natural outline of a well formed Head. It should never
be altogether obscured, nor its natural proportions defaced. Suppositional. The
vices and virtues of personal character stand in closest relation to the vices and

: .69
virtues of personal ornamentation.

A close fitting hairstyle, then, not only displays a woman’s physiognomical traits, but

her choice of hairstyle also reveals her character. Wild hair equals wild female, Of

6 Rimmer, 16.
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Figure 1.24

“By all the nymphs that nightly dance/Upon thy streams with wily glance”
Arthur Rackham, 1921
from John Milton’s Comus
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Figure 1.25

“By dimpled brook and Fountain Brim/the Wood Nymphs deckt with Daisies trim/
Their merry wakes and pastimes keep”

Arthur Rackham, 1921

from John Milton’s Comus
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course, hairstyles change—Art Anatomy was first written in 1877, and Rackham
illustrated Comus in 1921. The so-called “orderly” hairstyles depicted by Rimmer are
more typical of those of the 1870s and 1880s, but women commonly wore their hair up
in the 1910s and 1920s. According to the web site reVamp, “Hair styling during the
teens was defined by voluminous sihouttes [sic] shaped softly around the face” (See
Figure 1.26).”° Rackham’s fairies in these two illustrations, however, mostly have long
sensual hair worn down like a turn-of-the-century woman’s hair would be before bed.
The luscious hair that flows behind and around their heads in these illustrations not
only hides Rackham’s fairies’ physiognomies, it is also suggestive, along with their
writhing bodies, of the sorts of sensual gestures and postures usually reserved for the
bedroom. Indeed, one could even imagine each fairy, in bird’s eye view, as an entiéing
young seductress reclining on a bed.

| Rackham did not set out to depict mortal women, though, and it is water
nymphs that tempt the audience in “By all the nymphs that nightly dance/ Upon thy
streams with wily glance.” Silver explains that “Female river spirits...vampirishly
thirsted for human victims...The English nix or nixie was an equally dangerous
version of the murderous siren ‘who allures the young fisher or hunter to seek her
embraces in the wave that brings his death.””"

Mortal women, however, were frequently believed to have these destructive

traits as well. Indeed, Victorian medical science advanced the notion, according to
Shuttleworth and Taylor, that the “unrestrained sexual energy” of mortal women made

them capable of “insane cunning.”’”* In an anonymous essay originally published in

0 ReVamp, Chapter VI, “Authentic Coiffures,” http://www.revampvintage.com/index 1. html.
" Silver, 156.

2 Taylor and Shuttleworth, 170,
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Figure 1.26
Popular hairstyles of the 1910s
from revamp, http://www.revampvintage.com/index1.html
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1851 entitled “Woman in Her Psychological Relations,” and republished by
Shuttleworth and Taylor, women are described in terms that are strikingly similar to
those used to describe seductive female fairies. These insanely cunning, oversexed‘
women, according to an anonymous author [1851], harbor “morbid appetites,”

including cannibalism.” The author suggests that these traits are

most likely to occur in the female who is hysterical from excess of sexual
development—one possessing the utmost modesty of deportment, and grace of
figure and movement, for the modesty itself springs out of that feminine
timidity—. ‘. .Hence, when, after numerous struggles to repress them, the
propensities, excited into such fearful and almost supernatural activity, by the
ovarian irritation, burst forth beyond all control...what seems to be vice... is

really moral insanity.”*

A once physically graceful and emotionally placid woman is now dominated by her
“almost supernatural” sexual desire—an uncontrollable desire that precipitates her
insane, once hidden twin. It is interesting to note that the author chooses the term
“supernatural” to describe the transition from gracefully placid lady to highly sexed
maniac. Like the modest Victorian lady who becomes an oversexed monster, or the
beautiful siren that is in reality a hideous beast, Rackham’s water nymphs proffér
pleasurable means that hide destructive ends.

Which end will be destroyed, though? In each of these two illustrations,

emasculated-looking male fairies sit in the background and watch the goings on. In

7 Anon,, “Woman in Her Psychological Relations,” [Journal of Psychological Medicine and Mental
Pathology, 4 (1851), 18, 21, 23, 24-5, 30-5], in Embodied Selves: An Anthology of Psychological Texts,
1830-1890, eds. Jenny Bourne Taylor and Sally Shuttleworth (Oxford: Clarendon Press, 1998), 172.

™ Anon., “Woman in Her Psychological Relations,” 174.
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both “By dimpled Brook, and Fountain Brim/ the Wood-Nymphs, deckt with Daisies
trim/ Their merry wakes and pastimes keep” and “By all the nymphs that nightly
dance/Upon thy streams with wily glance,” the male fairies resemble Rimmer’s
portrait labeled “Masculine Characteristics Deficient” (See Figure 1.27), suggesting
the erotic, but castrating, power their female cohorts wield.

Even more tantalizingly erotic is the illustration “The Rhine-Maidens obtain
possession of the ring and bear it off in triumph” from Richard Wagner’s The
Rhinegold and the Valkyrie (See Figure 1.28). This is Rackham at his most sexually
suggestive. Two nude water nymphs tease the elf Alberich while they battle him for
the possession of the ring—one restrains him from behind and the other from the
front—in a tussle that has strong sexual overtones. They appear to be thoroughly
enjoying themselves. The third Rhine-Maiden gleefully holds up the ring, exposing a
sinuous body with full breasts, long legs and a barely concealed pubic area. Their faces
are perfectly beautiful, matching Rimmer’s designation of well-balanced female
features. Victorian “ladies” whose sexuality had been “civilized” would never be
portrayed in this fashion; however, fairies, with their primitive impulses, could. This
image functions as soft-core pornography—it stirs up common male sexual fantasies,
including one man together with several women.

Likewise, Rackham’s illustration for “The water Nymphs, That in the bottom
plaid/Held up their pearled writs and took her in” (See Figure 1.29) from Comus
perform a common male fantasy: female-on-female sex play. These perfectly beautiful
naked water nymphs—with wild, flowing hair—tempt male viewers to their
destruction through their own erotic and—according to Victorian standards—
extremely immoral fantasies. Male fear of female sexual power, represented by the

Jfemme fatale, is a turnabout for male anxiety about male sexual fantasies. Rackham’s



Figure 1.27
“Masculine Characteristic Deficient” and “Feminine Features to Excess”
from Rimmer’s Art Anatomy, 1877



Figure 1.28

“The Rhine-Maidens obtain possession of the ring and bear it off in triumph”
Arthur Rackham, 1910

from Richard Wagner's The Rhinegold and the Valkyrie

Figure 1.29

“The water Nymphs, That in the bottom plaid/ Held up their
pearled writs and took her in”

Arthur Rackham, 1921

from John Milton’s Comus

144
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water nymphs could “behave” in very unladylike ways and were ideal protagonists for
the narrative of male sexual fantasies. Victorian culture projected the sexual beasts
hidden within the male unconscious onto female fairies.

Beneath a beautiful exterior lurks a hideous beast; but excess femininity,
Rimmer’s renderings suggest, expresses itself in ugly, animalistic features. On the
same page of Art Anatomy on which the portrait of “Masculine Characteristics
Deficient” is rendered, Rimmer shows faces with “Feminine Features to Excess” (See
Figure 1.27). Rackham understandably chooses to illustrate the significant bit of text
from Comus that reads “Into some brutish form of wolf, or bear...All other parts
remaining as they were/ And they so perfect is their misery/Not once perceive their
foul disfigurement/ But boast themselves more comely than before.” This passage
from Comus explains that those who drink the sorcerer’s magic potion turn into ugly
beasts, but believe they are more beautiful than they were before.

The female character in the foreground of this image (See Figure 1.30) looks
like a cat, but she also has features that resemble the two images farthest to the right
that are labeled ‘fFeminine Characteristics in Excess” in Art Anatomy. Rackham’s cat
woman’s nose 1s wide and turned up with nostrils that resemble those of a pig, and her
face is has wide jowls and cheeks, and a weak chin—interestingly, it is enchantment
that prevents her from perceiving herself animalistic features. In Physiognomy Made
Easy, Oppenheim [1887] says that noses are “the most essential feature as regards
character.”” She goes on to say that “nostrils which run up the front of the nose
indicate great coarseness of tastes, they resemble more the snout of a pig” and “noses

that are wide at the bridge, and spread onto the face, show acquisitiveness and love of

 Oppenheim. Physiognomy Made Easy, 30.
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Figure 1.30

“Into some brutish form of wolf, or bear...All other parts remaining as they were/ And
they so perfect is their misery/Not once perceive their foul disfigurement/ But boast
themselves more comely than before”

Arthur Rackham, 1921

from John Milton’s Comus.
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76 She explains, “Where the jaws maintain nearly the same breadth as the brain

gain.
then the intellect has a fight with the passions.””’ Rackham’s depiction of Milton’s

vain woman of “foul disfigurement” matches Rimmer’s coarse and acquisitive female

face (See Figure 1.27).

Conclusion
In his 1866 book, The Gay Science, Eneas Sweetland Dallas compares the

workings of the unconscious with an invisible, “tricksy” fairy:

The hidden efficacy of our thoughts, their prodigious power of working in the
dark and helping us underhand, can be compared only to the stories of our
folklore, and chiefly to that of the lubber-fiend who toils for us when we are
asleep or when we are not working.,.Our backs are turned and it is done in a
trice, or we awake in the morning and find that it has been wrought in the
night.... We have such a fairy in our thoughts, a willing but unknown and

- 8
tricksy worker ’

Dallas contrasts the light and dark character of conscious and unconscious thought
respectively. Dallas’ fairy is a hidden, underhanded fay who only appears when it is
dark. Victorian fairies represent the unconscious—the unknown part of the mind that
lurks in the dark recesses of our animal past, waiting for an opportunity to rear its ugly

head.

76 Oppenheim, Physiognomy Made Easy, 40, 42.
" Oppenheim, Physiognomy Made Easy, 58.
7 Eneas Sweetland Dallas, “On Imagination,” [The Gay Science, 2 vols. (London: Chapman and Hall,

1866), i. 193-6, 201, 207-8], in Embodied Selves: An Anthology of Psychological Texts, 1830-1890, eds.
Jenny Bourne Taylor and Sally Shuttleworth (Oxford: Clarendon Press, 1998), 92.
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Likewise, Rackham's sneaky fairies, “all more or less in hiding until after
dusk,” wait for the chance to strike; Rackham's trees are threatening “like
MacDonald's alder or MacManus's demon thorns that trapped or tripped wayfarers;”
his goblins are grotesque and bestial; and his young female fairies are depicted as
sensual and seductive.”

The crude, animalistic, and even sexually charged traits assigned to the “lower”
races and fairies, were meshed with their assigned physical characteristics. The
soothing, sinuous features attached to Rackham’s female fairies hid an overcharged
sexual appetite, while his male fairies were pictured as grotesque admixtures of man
and beast, or as emasculated little creatures. Perceptions of these physical
characteristics found their way into negative phrenological and physiognomical
designations, into cultural stereotypes, and into Rackham’s fantasy illustration.

The Victorian engagement with physiognomy, phrenology, and ideas of the
beast within the unconscious mind is an intensification of universal concerns about the
causes and motivations of human behavior. Many Victorian psychologists searched for
and formulated explanations of behavior, which tended either to normalize or to
pathologize. This “black or white” method of categorization produced pervasive
images of abnormal animalistic behavior and grotesque appearance that were, in turn,
codified by the tenets of late nineteenth-century sciences of the mind. Rackham’s work
was not immune to these influences. He was both a conduit of cultural mores and a
creator of them. The hue and spirit of Rackham’s work had a tremendous impact on

late nineteenth-century and twentieth-century conceptions of fairyland.80 At the same

time, common Victorian beliefs about animalistic “primitives” are boldly suggested in

). M. Barrie, Peter Pan in Kensington Gardens (New York: Charles Scribner, 1902), 50.
“Silver, 155.

% For a discussion of Rackham’s influence on Walt Disney, see Robin Allan, Walt Disney and Europe
(Bloomington: Indiana University Press, 1999).
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the narrative of Rackham’s compositions in a number of ways, for example by a
goblin’s voracious sexual appetite. Animalism is also inferred by images of fairies
with unsavory cranial and facial features and by seducti\}e looking female fairies.
Rackham’s fairy imagery represents the widely held late nineteenth-century
notion of a material mind—a stable mind considered to be physically located in the
brain and then expressed in the features of the face and head. The rigid positivism of
some Victorian sciences of the mind, however, imbued Rackham’s illustrations with
inimical narratives of anxiety about illicit power and fears about loss of control over
base beings and fractured selves. Selves, however, were fracturing nonetheless. Alex

Owen argues that:

The 1890s were the years during which the coherence and rationality of the
“ego,” and the “I” of personal consciousness, were increasingly called into
doubt...It was this doubt, and perhaps in particular a sense of the alienation of
consciousness from itself, that was to become synonymous with what it means

to be undeniably “modern.”®!

Mired as it was in materialism, Rackham’s visual rhetoric guarded against these
changes. Fellow illustrator Aubrey Beardsley’s visual narratives, however, reveled in
the interstices of the growing sense of “alienation of consciousness from itself.”
Rackham was only three years older than Beardsley, yet Beardsley’s fame (and
infamy) had a distinct impact on Rackham. Hamilton describes the state of Rackham’s

career in the mid-1890s, at the height of Beardsley’s fame:

81 Alex Owen, The Place of Enchantment: British Occultism and the Culture of the Modern (Chicago:
The University of Chicago Press, 2004), 247-248.
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In 1897, Rackham was thirty years old. His achievements, however, had come
nowhere near the proportions of those of Aubrey Beardsley, three years his
junior, and also for a while a clerk in a London fire insurance office, the
Guardian Life. Beardsley had been able to leave his fire office early in 1893,
the year after Rackham had made his own escape, to take up a contract with
J.M. Dent to supply 350 designs for Morte Darthur. Three years after putting
Beardsley under contract, Dent commissioned the Zankiwank illustrations from
Rackham, when Beardsley’s own genius and fame were at their height, with his

Rape of the Lock illustrations (1896), and his contributions to The Savoy. ®

Rackham’s Zankiwank illustrations (See Figure 1.31) ére charming and they suggest
the scope of Rackham’s imagination. However, these images are distinctly Victorian—
they portray “types” that Victorians understood and found inoffensive and reassuring.
More interesting is the Rackham image “The Influenza Fiend” done in 1893 (See
Figure 1.32), in which Rackham depicts the horrors of that year’s flu epidemic. This
illustration, clearly influenced by Beardsley’s approach, offers great insight into
Rackham’s attitude to Beardsley and his work. The grotesque horror of a destructive
Fiend—out of anyone’s control—which seems to be everywhere at once, could easily
symbolize Rackham’s discomfort with the power of Beardsley’s work and the extent
of his fame.

Although Beardsley addressed some of the same material as Rackham did, the
two men’s approaches differed significantly. Rackham had mixed feelings about

Beardsley’s work. Hamilton explains:

¥ Hamilton, 43-45. Mostly from Rackham family archives.
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Figure 1.31

“The Zankiwank”

Arthur Rackham, 1896

from the Zankiwank and the Bletherwitch by S.J. Adair-Fitzgerald

I 3w xnr

Figure 1.32

“The Influenza Fiend”

Arthur Rackham, 1893

Westminster Budget, 22 December 1893
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Although Rackham often mentioned his colleagues and rivals in friendly terms
in letters, writings, and reminiscences, there seems to be only two references to
Beardsley, of whose work and fame Rackham was of course well aware—
indeed Rackham owned a set of the two-volume Dent edition of Morte Darthur
illustrated by Beardsley. It is clear that Rackham regarded Beardsley very
highly as an artist, and included his name in a list of the ‘33 Greatest Painters
of the XIX Century’ written out in his own hand among his
papers...Nevertheless, Rackham made a lampoon on Beardsley’s work, much
more caustic than his later New Fiction cover, for the Westminster Budget at
the height of the controversy over Beardsley’s illustrations in The Yellow Book.
The drawing is captioned Nightmare. Horrible Result of Contemplating an
Aubrey Beardsley After Supper. Beardsley’s exotic nature and talent, which has
defined the fin de siecle mood of the period, had the effect of disturbing the

creative and commercial outlet of Rackham’s own expression.83

“Nightmare: Horrible Result of Contemplating an Aubrey Beardsley after Supper”.

- (See Figure 1.33) shows a young man, perhaps Rackham himself, encircled and

tormented by Beardsleyesque figures and in-betweens. It is interesting that Rackham

chose a nightmare scenario as the setting for this parody; in the next chapter I discuss

how certain Beardsley imagery is evocative of the ways in which pre-Freudian

psychology understood dreams and nightmares.

Beardsley most likely had opinions about Rackham’s work as well. According

to Hamilton, “Rackham, although still a young man, was probably included in

% Hamilton, 43-45, Mostly from Rackham family archives.
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Figure 1.33

“A nightmare: horrible result of contemplating an Aubrey Beardsley after supper.
Arthur Rackham, 1894

Westminster Budget, 20 July 1894
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Beardsley’s swipe at ‘old black-and-white duffers’.” Unlike Rackham’s illustration,
Beardsley’s provocative visual work unmasked and toyed with Victorian mores. Zatlin
explains the pervasive connections between physical appearance and morality in late

nineteenth century culture.

The Victorians seem to have erected a standard of beauty which demanded
formal congruity and moral tone, partly as a bulwark against non-compliant
and therefore offensive artistic portrayals. Using the criteria of this standard,
they marked a further boundary, one which dictated that depiction of a
balanced character manifest itself in harmonious, or regular, facial
features...They marginalized anyone who incorporated into the conventional
the non-normative and who thereby broke the code of acceptable public
decorum, which included a ban on displays of suggestive sexuality for its own
sake...Victorian ideas of acceptable behavior would linger into the 1890s, and
reviewers continued to orchestrate the reception of works of art according to

this moral gauge.®

In her discussion of the grotesque in Victorian art, Zatlin makes a strong case for a set
of clearly defined physical and moral standards that rendered visual depictions
acceptable or offensive. This cultural construct is in line with the convergence of
behavior and physical appearance spelled out in Victorian physiognomy and
phrenology—and in Rackham’s work.

Beardsley’s imagery, which confronts what Zatlin calls the Victorian “standard

of beauty which demanded formal congruity and moral tone,” also suggests the

% Hamilton, 43-45. Mostly from Rackham family archives.

% Zatlin, Beardsley, Japonisme, and the Perversion of the Victorian Ideal, 173.
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coexistence of notions of a psyche physically located in the body and a disembodied
psyche that is hard to characterize. A discerning reader can unearth aspects of this
psychology in the visual narrative of Beardsley’s work. Indeed, contemporary

Beardsley critic Christopher Snodgrass suggests that:

Although Beardsley was thoroughly of the nineteenth century in most of his
aesthetic assumptions, he anticipated and routinely employed what has beerll
termed “conjunctive ambiguity,”...a rhetoric...which confronts an “inherently
disconnected and fragmented” world and seeks to control those disconnections
aesthetically by shaping them conjointly into an equipoise of opposites...His
pictures came to signal, in the only means available before the final stylistic
fracturing of the mimetic tradition, what was, in effect, a visual-arts equivalent
of Einstein’s relativity theory and Heisenberg’s “uncertainty principle”—those
