






































pivotal role during a reading response. Data drawn from a web-based questionnaire
will provide empirical evidence to support or refute my argument. I have chosen to
study eighteenth century prose fiction because significant developments in media and
technology have occurred at either end of the timeline thus drawn between the
eighteenth century and the twenty-furst century. Within this context, I will be akle
to examine the influence of new technology and draw parallels between the roles of
the book and the computer; and between the nse of the novel and that of the
World Wide Web. In this way it 1s possible to enhance and extend our

understanding of the processes of cultural production.

Whereas the book has a long and established tradition, the computer is stll in its
infancy, yet both have had a momentous impact on our lives. Each is an object
of widespread adoption, but both have been viewed with suspicion in no small
measure because both are inextricably linked to personal freedom. There are three
main groups that may manifest technophobic reactions to new technologies. The first
two, governments safeguarding internal interests and businesses protecting commercial
concerns may present a public face of scepticism whilst exploiting the technology

that they publicly decry. The third group is that section of the populace for whom

the spectre of a Big Brother society (described in Orwell's Nineteen Eighty-Four,

(1949) seems genuinely to stem from anxieties engendered by new technologies.'

The book introduced the transmission of information to the populace, in a form
that was potentially beyond the control of church or state.” Traditionally the writer

was assured social prestige, a prestige that Pat Rogers, in The Augustan Vision

! Of these three groups, the government has the capacity to manipulate new technologies in a way
the others do not.

2 Examples of early attempts to restrain publishers and authors include: the poisoning of Socrates
(399BC) for the corruption of Greek youth; Shi Huang Ti (213BC) destroying all but
agricultural and practical books, and Galiko Galili (1632) forced to recant his scientific writings
by the catholic church. In the sixteenth and seventeenth-centuries, publishers required a license
to print under the 'Prior Restraint Law'. legal printing lkd to forceful interrogation by the
Star Chamber, which was disbanded in 1641. Gail Blasser Riley, "The History Of Censorship”,
Censorship, (NY: Facts On Fik, Inc, 1998), pp.3-36
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(1974), observes was forfeited with the decline of patronage; this created a
dependency on publishers who were middle-class tradesmen.”  Since the eighteenth
century, the Puritan work ethic has been subsumed by the pursuit of wealth, and
the growth of multinational businesses has largely usurped the role of the church.
Traditionally, religious belief played a significant role in eighteenth century Britain
(as it may still do today in certain limited respects) but the potential influence of
religion as a stabilising force had lost most of its impact. The importance of
providing a unified Protestant religion (the Church of England) was paramount for a
kingdom where fear of the intense Catholicism of Mary Tudor and the Stuarts still
existed. In 1701, the Act Of Settlement secured continuous Protestant succession.
During the late seventeenth and throughout the eighteenth century continual wars
and revolutions in Europe and internal conflict weakened England's stability.
Rebellions at home, the struggle for religious freedom, dissenters and anti-Catholic
riots all increased the drive to create a stable society -- one that reached its
pinnacle in the power-obsessed empire building of the Victorians.*  Social unrest in
the eighteenth, nineteenth and late twentieth century may be compared by studying
the impact of new technology in these periods. In modern society, riots and
rebellions are viewed with an increasing paranoia because technology provides instant
access to events as they happen. The political instability of eighteenth-century
British society affected freedom of expression and an author (or publisher) would be
pursued for publishing what were considered to be seditious or morally reprehensitle
writings.  Despite the emphasis on freedom today, authors and publishers are

challenged if writings are thought to transgress the existing code of censorship.

3 Pat Rogers, The Augustan Vision (London: Methuen, 1974), p.77

4 War: 1689-1718 France; 1720-1731 Spain; 1743-1745 France; 1749-1756 France; 1757-
1784 India; 1775-1783 American Revolution; 1779 France (Senegal); 1779 Spain; 1789 French
Revolution and subsequent war with England. Civil unrest: 1685, 1688 (Glorious Revolution);
1690 (Boyne); 1692 (Glencoe); 1696 (strike of journeymen); 1708; 1715 (Jacobite Rebellion);
1736 (Porteous Riots); 1745; 1746 (Falkirk and Culloden); 1765-1773 (Colonies); 1780
(Gordon riots). Bernard Grun, Timetables Of History (NY: Touchstone, 1979), pp. 312-374
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The computer currently provides freedom of access to infinite avenues of
communication; yet there are those who for a varety of reasons distrust the
motivation that lies behind its application. There exists a fear of the potential for
misuse, and in particular, of the descent into anarchy by a virtual community that

has evolved (in many respects) beyond the judiciary powers of existing governments.

Theodore Kaczynski provides an illustrative example of fundamental differences in
attitude with regard to the transmission of seditious material. Kaczynski, a brilliant
mathematician and technophobe, committed fourteen terrorist acts between 1978 and
1995 and was dubbed the Unabomber because he chose to target academic

institutions. In 1993, he demanded that his manifesto Industrial Society and Its

Future be published in the New York Times and Washington Post or he would

continue with his bombing campaign. Whilst the establishment withheld publication
for many months, HotWired, an online publication, were willing to publish
immediately if they had access to a complete copy. They were at pains to make

the reasons for doing this clear:

not to appease the bomber but to help catch him. In the glotal village, it
ought to be obvious who is murdering people. We believe that open
information about the facts of the Unabomber will help find him and stop
him.”
The paradox is that Kaczynski (whose terrorist acts were targeted at the advance of
technology) desired academic exposure through traditional media, but it was only the
new technologists who were prepared to publish his manifesto. In the Internet
society where freedom is considered to be paramount, self-policing ensures that ethics
are always to the forefront. Yet, amongst academics the case of the Unabomber

(and terrorism) sparked a controversy. Alan Liu (The Voice Of The Shuttle web-

site) in an online essay highlights the issues surrounding the freedom of the press,

5 "The Unabomber's Manifesto: OIld Thinking For A New Medium”, HotWired.
http://Hot Wired.com/special/unabom/ 14/11/99, part I
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which he has extended to the World Wide Web, and the morality of referencing
the Unabomber's treatise. Liu defends his position by presenting the complex issues
surrounding on-line publications of, and web links to, scholarly publications which
derive from violence and coercion and place ethics and freedom in diametrical
opposition. Web links are neither publication nor re-publication:

Mounting the Manifesto on one's server can sensibly be called
republication, but merely linking to it from another server cannot.®

He believes that despite murder

we need not be held hostage to that fact by thinking that our scholarly
"Linkages” to him (linkages that can run from allusion through citation to
quotation) need either transmit or repress him. We are beholden to
reconfigure his act within intellectual contexts not of his choice so as to
reflect upon, critique, protest, and perhaps finally even forget him (i.e.
the proprietary "him", lord of luddites). Otherwise, what ultimately is

the moral function of research?’

The point of Liu's conclusion seems to ke that academics (and American Citizens)
are compelled to discuss Kaczynski. Despite Liu's assertion that it may be possible
to finally even forget him, the Unabomber is guaranteed immortality for the
atrocities he has committed in his campaign against technological advance; moreover,
he is immortalised by the very technology he condemns. A parallel (though not
exact) may be drawn between the Unabomber and the Pentrich Revolutionaries
(1799 - 1817).°  Viewed in terms of human cost the desire of both was to halt
what they perceived to be inhumane technological advance. Yet, for the purpose of
this thesis, the significance of these events resides not in the acts committed, but in
the recording of the events, the dissemination of information and the recreation of

historical perspective.

For the traditional historian, history is derived from the study of data and events

& Alan Liu, "Should We Link To The Unabomber? An Essay On Practical Web Ethics”,
http://humanitas.ucbs.edu/liw/whyuna.htm 14/11/99, part I

7 ibid.
8 Pentrich is commonly known as Pentridge and lsaac Ludlam as Ned Ludlum.
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which are to be considered as fundamentally stable and objective, and are essentially
linear in nature. The traditional historian reconstructs events from a mixture of
political records, personal diaries, cultural artefacts, other history books and (in some
cases) literary texts. Historicism and in particular, New Historicism challenges this
methodology.9 An historicist approach proposes that history is perceived as a series
of contingent unstable episodes, and that stable and objective data may never be
revealed because literary and non-literary texts circulate inseparably'.lo Textual
transmission 1s dependent on the social and economic contexts of both initial and
subsequent audiences; moreover, it is subject to the interpretative strategies of
numerous individual readers over time. Additionally, the history book has a special
significance: the reader's response to a history book is typically coloured by the
belief that it is a repository of historical fact. " New Historicists tend to express
an interest in the gaps, the silences, the lacunae, which are scattered through all

apparently close-knit narratives.

Perceptions of the Luddite rebellion illustrate the difficulties of the interpretation

and transmission of information. In British Economic And Social History (1957)

the histonnan C. P. Hill contextualises the rebellion in terms of the effect on both

the British government and the populace.  England was at war with France and
was the uncomfortable observer of the excesses of a revolution it had once

supported.”  Hill's reference to Ludd is of particular significance:

The later years of war witnessed some sharp outbreaks of violence in the
industrial areas. These were the Luddite Riots, so called because they, or
some of them, were said to have been directed by one Ned Ludd, a
mysterious figure whose headquarters were said to be in Sherwood Forest.

® Historicists include Kant, Hegel, Dilthey, Marx, Lacan, Foucault and Derrida. New Historicists
include Greenblatt, McGann, Weimann, Butler and Levinson.

© The New Historicism Reader , ed., H. Aram Veeser (London: Routledge, 1994),p.16

I Equally the DNB is considered a vepository of factual information regarding people of cultural
significance and may itself be the subject of a dialogue regarding its accuracy.

12 At this time, Pitt’'s Government suspended Habeas Corpus and introduced the Combination Acts
(passed in 1709 and 1800) preventing attempts to decrease hours and increase pay. In addition
trade unions and public meetings were outlawed and employers had recourse to punishment for the
acts of an employee, which might damage the employers interests. C. P. Hill, British Economic
And Social History 1700 - 1939 (London: Edward Arnold,1957), pp-113 and 246
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His existence is very doubtful: if he lived at all he may only have been a
half-witted boy who one day smashed up some machinery.”

Hill provides no footnote to explain his 'half-witted boy suggestion and it may be
that this passage is a piece of creative writing on Hill's part to make a larger point
about our lack of precise knowledge on this matter. However, Hill's statement was

read and evidently taken as gospel by a contributor to Websters Collegiate

Dictionary, where the definittion of a Luddite is 'a  half-witted Leicestershire
‘14 i i
workman. However, the existence of Ludd is by no means clear, as John Rule

llustrates in Albion's People (1992):

In 1811 lketters and proclamations signed 'Ned Ludd’ or 'Captain Ludd’ or
even '‘General Ludd’ preceded or followed attacks on machinery in the
framework-knitting districts of Nottingham.'

Such documentary evidence serves to confuse rather than clarify history. Hill's
account is directly contradicted by Rule’s and there is no listing for Ned Ludd in

The Concise Dictionary Of National Biography (1995) whereas one exists for Isaac

Ludlam:

(d.1817), rebel; prominent in the 'Derbyshire insurrection’ promoted by
Jeremiah Brandreth, 1817; arrested tried and executed.!®

Hill situates Ludd in Sherwood Forest (a setting normally associated with Rokin
Hood, England's most romantic folk hero) and by doing so confers a mythological
status upon Ludd. Hill's account is a perpetuation of a myth beyond the mythical
Ludd. Rule introduces the current debate surrounding the Pentrich Revolutionaries

by foregrounding the political, social and economic factors of the conflict. Yet

13 ibid., p.113

4 Webster's Collegiate Dictionary (Mass: Merriam-Webster, 1979), p. 677. The definition of
Luddite is consistent across other reference books in defining the actions of the machine breakers.
The term 'Luddite’ is now commonly taken to mean one who eschews technology. However, not
all technological innovation is viewed as detrimental. The Neo-Luddite Movement actively supports
the use of the personal computfer, which is seen 'a great emancipator’ removing as it does the
restrictions on personal enferprise and freedom and perhaps most importantly the demands of the
employer.
"The Neo-Luddite Manifesto”, http://www.personal.psu.edu/users/a/f/afd108/neo-ludd.htm. 30/11/99

5 John Rule, Albion's People: English Society 1714 - 1815 (London: Longman, 1992), p.215

16 The Concise Dictionary Of National Biography, vol. G-M (Oxford: Oxford University Press,
1995), p.1843




Rule's evidence, which suggests that Ned Ludd was a collective of rebels rather
than an individual, further increases the gap between what is fact and what 1s

myth by creating an image of heroism - ‘the man of the people motif.

New technologies demand that we look again at how freedom and the concept of
freedom within society is understood: as in the eighteenth century, so now, the
applications and uses of the book and the computer extend from issues of personal
choice and therefore freedom.  Limitation to personal freedom is the price paid in
return for the benefits of inclusion into cultural and social groupings and freedom
is a notoriously difficult word to define. ~ To ke free is to 'have the legal and
political rights of a citizen' " Webster's describes freedom as:

The quality or state of being free: as a: the absence of necessity, coercion,
or constraint in choice or action b: liberation from slavery or restraint or
from the power of another.

The dictionary echoes both Rousseau and Bentham's assessments of the human

condition. Rousseau states that

Man is born free, and everywhere he is in chains. One thinks himself the
master of others, and still remains a greater shve than they.!®

The concept of freedom within society is paradoxical, because society requires a
sacrifice of personal interest for the common good, as both Rousseau and later
Bentham observed in their discourses on the structure of society. Bentham's concept
of Utlity based on the principles of pain and pleasure (which he translates

approximately as happiness and felicity) gives credence to Rousseau's view because

On the one hand the standard of right and wrong, on the other the chain
of causes and effects, are fastened to their throne. They govern us in all
we do, in all we say, in all we think: every effort we can make to throw
off our subjection, will serve but to demonstrate and confirm it. In words

7 Webster's, p.453
18 Jean-Jacques Rousseau, The Social Contract And Discourses, ed., G. H. D. Cole (London:
Everyman, 1973), p. 165




a man may pretend to abjure the empire: but in reality he will remain

subject to it all the while.”
Society is fabricated from groups within a group. An illustrative microstructure can
be seen in the University system, a society constructed from multiple societies.
Established disciplines underpin and encourage intense individual focus. Whilst such
a classification system has benefits it may also be judged to be a bamier for
individual projects which cross disciplinary boundaries, a transition which may meet
with entrenched attitudes and prejudice. * The perceived threat of disintegration
creates a knee-jerk reaction and critical adherents express their dogma using the
terminology of their chosen theorists, creating exclusive self-perpetuating systems.
This is clearly demonstrated by the problem, which szl/ faces state-educated
students applying for places in traditional Universities where the lack of kudos
associated with state education encourages the application of misapprehension and

prejudice regarding academic ability and potential.*

Rousseaun, writing in 1768, offers a bleak picture of social order based on the
maintenance of power by the strongest. Citing Anstotle, he describes how those
enslaved conspire by their own cowardice to maintain the balance of power. The

Social Contract recognises the limitations for the individual (with regard to freedom

of action) in the course of social interaction. Society (for Rousseau) is a structure
based on the acquisiion of power, which unites individuals who relinquish personal
freedoms to maintain the status quo. The interaction of individual members can be
described as the ahility to 'transform strength into right and obedience into duty',

and in interacting

19 Jeremy Bentham, the Principles Of Morals And Legislation (NY: Prometheus Books, 1988), p.1

20 "A Tale Of Cauliflower And Kings", The Times Higher Education Supplement (October 15,
1999), pp. 20-21 An article by Noel Annan, on Oxbridge Dons, describes the class system
within higher education.

2l "Letters & Opinions”(October 22, 1999), p.19. Continuing Annan's discussion, Howard Stones
(Bradford College) provides statistics that show the divide between participants in HE from most
affluent (5096) and least affluent areas (10%).
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Each of us puts his person and all his power under the supreme direction
of the general will, and in our corporale capacily, we receive each member

as an indjvisible part of the whole.%?

Rousseau regards censorship as a 'declaration of public judgement and the role of
the censor is to administer the law based on public opinion. Moral jadgements must
be regulated, because judgements made based on what is good are not necessarily
moral.  Therefore, legislation pertaining to morality must, he feels, derive from
jadgements of honour, and censorship works by preventing public opinion from
corruption.  Legislation in decline manifests symptoms of moral degeneracy, which

cannot be restored by the rules of censorship.

Issues of morality do not always take precedence in a climate of economic
imperative. The publishing industry swiftly became an expanding source of revenue
in Eighteenth Century England. Early attempts to control production created illegal
routes of traffic, and publishers in Dublin and Edinburgh became major suppliers of
pirated copies. Until 1700, the book trade understood by common law that the
author or bookseller had continual copyright. England led the way in establishing a
process which protected the rights of the author, who had to register with the
Stationers Company. The continent took longer to react, but by the end of the
eighteenth century, the European author was granted the same consideration as his
English c:ounterpart.23 The Act of copyright in 1709 changed the terms so that
copyright could be held for a period between one and twenty years. Infringing
copyright laws led to the seizing of the book and a payment of one penny for

every sheet found in possession of the offending putlisher.®  Modern copyright

22 Rousseau, The Social Contract And Discourses, p.175. The italics are Rousseau's.

23 Following the protracted and successful baftle of la Fontaine's granddaughters to secure the
copyright of Fables and Confes, the judiciary of France became more sensitive to the rights of
the author. Diderot and Malesherbes, instructed to defend the publishers' interest, decided in
favour of the writers. The judiciary finally issued a decree in 1778, which gave the author
perpetual copyright. Lucien Febvre and Henri-Jean Martin, The Coming Of The Book (London:
Verso, 1998), p.165.

24 Sir Frank Mackinnon, "Notes On The History Of English Copyright”, Appendix 11, The Oxford
Companion TO English Literature, ed., Sir Paul Harvey (Oxford: Oxford University Press,
1967), pp.-921-931
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laws give ownership to the author (supported by the EU directive 93/98 to prevent
distortions of the market within member states) which lasts for seventy years after
death. Infringements result in financial compensation for damages and pursuit for

criminal offences for reproduction.

Opening up routes of transmission proved as problematical for the eighteenth-century
distributors and censor as it does today. Better roads and distribution networks led
to more sales, but also abetted those willing to infringe copynght laws and

distnbute banned works:

Banned books were the more sought after because forbidden. They were
passed from hand to hand and commanded high prices. The trade became
under such circumstances a highly paid one, and the number of pedlars
increased, particularly in France, during the htter end of the 16™
century.®®

Information technology has re-introduced the problems that faced the eighteenth

century publishers and authors.  Gordon Graham, the internet:// a_philosophical

inquiry (1999) citing Neil Postman's question, which presupposes that new technology
fulfils an a prionn desire, suggests that advances in technology are viewed in the
context of the problem they have been created to solve, and that attempts to make
an appraisal from this context are inherently f lawed.”  Graham believes that
technological innovation may be seen to fulfil requirements for the following criteria:
'nourishment, stimulation, entertainment, information, and rec‘:reation'.28 "Technological

advances

Do not create new desires in any deep or inferesting sense. They only
open up new ways of satisfying old ones, albeit old ones that admit of
greater and more refined specification - holidays abroad and not just
holidays, news pictures and not just news, and so on. The point contra

25 The exception to the ownership rule is 'the copyright in a work made by an employee in the
course of his or her employment’, Writers And Artists Yearbook 1999 (London: A. C. Black
Ltd., 1999), pp.641-650

26 Febvre and Martin, The Coming Of The Book, p. 238

27 Gordon Graham, the internet:// a philosophical inquiry (London: Routledge, 1999), pp-40-45.

28 ibid., p.42
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my criticism of Postman, is that in as far as these more specific desires
can be subsumed under the same general heading, they are not really
new. 2

Such advances may offer positive benefits, but transition may also have a negative
impact on society. Advances in technology are often driven by business rather than
ethical needs. Whilst technological advance is usually rapid, changes within society
(if any) are cither minimal or occur slowly, because the legal system exists to protect
society from anything which may threaten its future existence. The rapidity with
which technologies change may mean that implementation is viewed cautiously. In
addition, technology that appeals to the masses may not always be that of most
significance. The invention of the telephone is significant; the motile phone, whilst

: : . . 30
useful, i1s an extension of the original design.

The pro-active exchange of ideas on the modern information highway encapsulates
the spirit of the first printing presses, and the intellectual climate of the eighteenth
century in which Samuel Johnson, Jean-Jacques Rousseau and Jeremy Bentham
were able to formulate their philosophies. In this climate, interdisciplinary constraints
were non-existent; poets studied science, while philosophers studied the arts and
biographers (like Boswell) studied Law. Thus far, the Internet society has blurred
the boundaries between disciplines and to the greater part of its existence, followed
Bentham's utilitarian model, and this seems to have evolved naturally.  However,
the Internet is now being scrutinised by governments who require the instigation of
directives to control the way in which information is broadcast and sent. Duplicating
the pattern established by the book trade in the eighteenth century, the economic

potential of this medium is now being realised.”  In December 1999, the Evening

Standard carfied an article about the sale of the domain address bank.com with a

2 ibid., p.42

30 jbid., p27. Graham compares the ‘radically new and the merely novel'.

31 The protracted battle between Microsoft and Netscape over the sale of computers carrying
Microsoft software in the American courts illustrates how important the computing market is as
a financial investment.
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Such sentiments are frequently applied to writing. Responsible authoring has been a
subject for debate over many centuries. The classics were a continual source of

reference for the ecighteenth-century author and an examination of The Republic

reveals Plato's disquiet with regard to the influence of the poet:

Since the minds of the young are very impressionable we must, if we are
to educate them properly, make sure that the poetry on which they are
brought up is suitable for that purpose.3®

and the power of suggestion

They have said that unjust men are often happy, and just men wretched,
and that wrong-doing pays if you can avoid being found out, and that
justice is what is good for other peoplk. We must forbid them to say this
sort of thing, and require their poems and stories to have quite the
opposite moral.?’

Plato suggests that censoring poets and storytellers will protect the minds of readers.
Johnson, writing in 1759, whilst not censoring, places a moral responsikility on the
writer:

He [the poetl must write as the interpreter of nature, and the legishtor

of mankind, and consider himself as presiding over the thoughts and
manners of future generations; as superior to time and place.38

If (as Rousseau claims) ‘censorship upholds morality, who is elected to uphold
censorship and by whom are they elected? Is the legislation governing morality
something that must remain rigid or should it reflect the changing standards of

morality, which occur with each generation? The court case of Lady Chatterley's

Lover illustrates that shifts in perception in this area do take place from one

generation to another.

D. H Lawrences fascination with sexuality (and indeed that of his audience) may

be traced in the publication history of his novels. Lady Chatterley sees Lawrence

36 Plato, The Republic (London: Penguin, 1979), p.129

37 ibid., pp.148-9

38 Samuel Johnson, Rassellas (1753) Ch. 10. Cf. Shelley 644:8. Taken from The Oxford Dictionary
Of Quotations, 4™ edition, ed., Angela Partington (Oxford: Oxford University Press, 1992), p.
369
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effecting a major break with the taboos of his cultural heritage. The realism with
which he portrays the affair between Mellors and Constance 1s a poignant and
explicit, if somewhat romanticised sexual coupling.  Yet, by comparison to The

Memoirs Of a Woman Of Pleasure by John Cleland, commonly known as Fanny

Hill (1748), or to Night In A Moorish Harem (an anonymous, nineteenth-century

novel), Lawrence's depiction of the love affair is not shocking. % Ostensibly, both

the Memoirs and Moorish Harem are entertaining tales focussing on the sexual act.

In defence of John Cleland, his story (akin to Defoes Moll Flanders) is a

picaresque tale of an inexperienced girl, which conforms to the literary conventions
of an early eighteenth-century novel. Fanny is coerced into a life of prostitution,
and the narrative concludes with the return of her first love and her sense of

morality. Moorish Harem follows no such convention. The preface begins with a

description of Lord George Herbert, the handsomest man in the English nobility;
and therefore desirable. Piquancy is added by the claim (in conspiratorial tone) that
this secrer writing has been surrendered to the safekeeping of 'a fair and frail lady,
who having read it is compelled to share the intelligence with you, the reader. It is

little more than a series of priapic tales based on The Thousand And One Nights.

Memoirs has never been out of print, although Cleland (unlike Lawrence) faced an
obscenity trial. **  Such examples provide evidence that whilst censorship exists to
uphold agreed standards of morality, authors and readers will seek out and find

material which transgresses the institutionalised moral code.

Lawrence's book, which places passion and sexuality within the context of a love
affair, inspired sufficient outrage to prompt a trial for indecency in 1959.  For

post-war society in the dawn of the ‘swinging sixties, there existed, in theory if

39 Fanny Hill is in fact an abbreviation: the correct title is Memoirs Of A Lady Of Pleasure. 1 am
unable to secure a publication date for Moorish Harem.

40 Memoirs has only been legally available in America since 1963 and in England since 1970.
"Introduction”, John Cleland, Memoirs Of A Woman Of Pleasure, ed., Peter Sabor (Oxford:
Oxford University Press, 1985)
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not in reality, sexual freedom.” The real importance of the Lady Chatterley case

resides in the challenge offered to sixties censorship. The defence may be seen as
a defence for freedom of choice; a fight against the strictures of established
concepts of morality sustained by censorship. The jury made a decision to uphold
the artistic worth of this novel and in doing so may have contravened the principles

of existing moral legislation defended by Rousseau, who believed that

Men always love what is good or what they find good; it is in judging
what is good that they go wrong.*?

The decision of the jury illustrates clearly the demarcation of boundaries between a
society for whom the old values of sexual and religious propriety are paramount and
a new generation establishing their own model for ‘civilised behaviour. Yet,

Rousseau states:

Censorship upholds morality by preventing opinion from growing corrupt,
by preserving its rectitude by means of wise applications.4

If indeed censorship exists to prevent corruption, what have been the consequences
for society of this jury's decision, a decision that challenged the existing moral
code? By adhering to the concept of freedom of choice, the jury opened the way
for some exceptional writing to be published. Equally, it should be considered that,
at the macroscopic level, this decision might also have led to the publication of
material unfit for issue. At the specific level, however, Lawrence (whose book may
have been controversial at the time) is now assessed on his skill as a writer.”* If
the premise that books are considered to be a measure of our civilisation holds true,

can we really say with any justification that what has transpired in literature since

this ruling has improved either society or morality? Or indeed that it has not?

4 In 1960, Penguin were prosecuted under The Obscene Publications Act, 1959. A not guilty
verdict was returned.

42 Jeans-Jacques Rousseau, "The Censorship”, The Social Contract, p. 267

43 ibid., p. 267

44 Qualitative judgements may derive from individual opinions of high' and 'low' literature and
influenced by teaching syllabi and inclusion into the canon.
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I intend to show that Reader-orientated Theories, based on investigations into
reading strategies, offer an insight into the complex issues surrounding reading, and

that such theories will play an increasing role in the analysis of reading habits
provoked by new technologies. In support of my argument, it is my intention to
draw extensively from the works of theonists in this field, specifically Norman

Holland who provides compelling evidence that:

Readers differ radically about meanings, that is the intellectual, political,
cultural or moral sense readers make of a text. Different critics will get
Christian or Marxist or existential meanings from the same text. Even
crifics who share the same infellectual position arrive at different
interpretations.*®

I will support my argument using selections from the novels of the forenamed
eighteenth-century authors to illustrate how changes in technology affect physical
appearance and therefore reading habits.** Whilst it may be argued that Reader
Response theory appears to reduce the reading experience to lhittle more than a series
of isolated encounters, it is my belief that individual reading strategies extend and
enrich our collective critical heritage.  Moreover, it is the individual reader who
creates and supports theoretical groupings and who in turn achieves status through
interaction with the sub-structures of academic society - a society that assigns
cultural significance to wrtings and so engenders critical expansion.” I will also
argue that if these issues are applicable to reading, then they are also applicable to
the way in which reading materials are selected.  The psychology of personal
preference brought to the selection of a book as physical artefact plays as valid a
role in the interpretation of that artefact as it does in the interpretation of the

text.

45 Norman Holland, "Preface”, The Dynamics Of Literary Response (NY: Columbia, 1968, repr,
1989), p.ix. Subsequent research Jed to the publication of 5 Readers Reading (Yale: Yale
University Press,1975). 1 have changed the word ‘differed’ to 'differ'.

46 See page 1

47 In this instance ] use the phrase ‘sub-structures of academic society’ to mean academe, publishing
houses, and other formal institutions that support the production of critical texts.
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Reader Response Theory & Rezeption-Aesthetik

Reader orientated theories are considered to be a conception of the twentieth
century. However, the canon of philosophical writing indicates this viewpoint to be
mistaken. The rationalisation of a reader-orientated approach (bringing the reader to
the fore in the interpretation of the text) is the result of cultural influences. The
theorists of the twentieth-century, influenced by the philosophers of the past, have
transformed centuries of research into a cohesive system, and will in turn influence
the theorists of the future. The vestiges of reader-orientated theory appear under
the auspices of aesthetics and phenomenology, during the long eighteenth century.
Inquiries into the nature of perception by philosophers John Locke (1632-1704),
George Berkeley (1685-1753), David Hume (1711-1776), Alexander Baumgarten (1714-
1762), Edmund Burke (1729-1797) and Immanuel Kant (1724-1804) whose critical

influences stretch further back, provide the groundwork for future hypotheses.

Current reader-based theory developed as a response to two critical theories: Russian
Formalism and New Ciriticism. Both schools of thought emerged during the nineteen-
twenties, but whilst New Criticism reached its peak during the forties and fifties,
Russian Formalists were the recipients of state disapproval and the movement was
concluded in Russia 1930. Formalism continued in Czechoslovakia until the late
1930s.  Neither school should be seen as distinct or disconnected from the other
for several reasons: Roman Jakobson and René Wellek joined the New Critics after
the rise of Nazism led to their emigration. Each of the theories requires that
textual analysis is conducted using methodologies which place the root of the
interpretation in the meaning in the words on the page. Russian Formalists
considered form alone to be the chief criterion for aesthetic value, and sought to

analyse what it is in a text that is perceived as literariness.  Formalists examined
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the methods by which a writer constructs his art but avoided the symbolic use of
language, the rhetoric of poetry, which was seen as proletarian. The exponents of
New Criticism, however, directed the emphasis of the investigation towards the
inherent literary value of a text, in an attempt to isolate and objectify literature.
This group placed value on one text at the expense of others, which led to the
alienation of authors and genres (such as the gothic) that did not fall within the

New Critic's sphere of classification.

Reader orientated theory has two main critical branches: the Constanz School in
Europe, which advocates Rezeption-Aesthetik (or Reception Theory) and the
American  School, which promotes Reader Response Theory. The principle
theoreticians of Rezeption-Aesthetik are Wolfgang Iser and Hans Robert Jauss.
The principle exponents of Reader Response Theory are David Bleich, Jonathan
Culler, Stanley Fish, Norman Holland and Michael Riffaterre. Both schools share
the same core premises, as summarised by Stephen Regan in the Open University's

Postgraduate Foundation Module (1995):

The kinds of readers that various texts seem to imply

(0 The codes and conventions to which readers refer in making sense of
texts

The mental processes that occur as the readers move through a text3

Nevertheless, each theorist introduces a uniquely liberal and individual approach
inasmuch as the fundamental theoretical structure of reader-orientated theory is a
synthesis of many critical stances: aesthetics, structuralism, deconstructionism,
phenomenology, and psychology. In addition, Iser and Jauss, aver that the existence
of sociological and historical differences present in individual readings must be
determined in the analysis of a reader's response.

The study of the human mind is implicitly bound into the Reader-orientated

Theories. In 1752, David Hume published A Treatise of Human Nature, in which

3 Stephen Regan, "Reader-Response Criticism And Reception Theory”, MA In Humanities (Miton
Keynes: Open University,1995), pp. 139 -147
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he argued that knowledge of the external world could only be derived from our
own psychology, not based on sensory perception. Psychologically and philosophically,
the individual psyche is proposed as the vantage point from which all else must be
assessed. The psychology of the reader is the primary point of reference for current
reader response theorists, who recognise that many different readings may occur
within a single text and a single reader may derive multiple rezn.dings.lL

Rezeption-Aesthetik may be seen to originate from Aesthetics and Phenomenology
via Russian Formalism. The word Aesthetic derives from the Greek: aisthetikés, to
perceive, and Alexander Baumgarten (Aesthetica, 1750-58) supplies a definition,
which prevails today, defining aesthetics as the study of art as an embodiment of
truth and knowledge.” The inference of the expression aesthetic provides the reader
with the means to describe how they interact with a work of art or literature in
terms of concepts, judgements and sensual appreciation.  Nathan Drake, in his

critique of The Iralian in 1798, describes Ann Raddliffe’s novel in explicitly

aesthetic terms:

In the production of Mrs Radcliffe, the Shakespeare of Romance Writers,
and who fo the wild landscape of Salvator Rosa has added the softer
graces of a Chudel..]®

Aesthetics (and the language of aesthetics) plays a large part in the twin cultures of
sensibility and the sublime, which arose during the mid-to-late eighteenth century
and in the Romantic Movement during the late eighteenth and early nineteenth
century.7 Phenomenology, the study of consciousness and experience of self through

shared observations, also evolved in the eighteenth century, and Johann Heinrich

Lambert (1722-1777), was the first philosopher to use this word to describe his

4 It is possible that the reader will use multiples of theories within one reading for example, both a
Feminist and a New Historicist reading.

5 A Dictionary Of Philosophy, ed., Anfony Flew (London: Pan Books,1979), p36

® Nathan Drake, Literary Hours: Or Sketches, Critical Narrative, and Poetical (London: 1798)

7 Jane Austen's Sense And Sensibility (1811) develops the theme of excess in aesthetic sensibility,
specifically in her portrayal of the hyper-sensitive Marianne Dashwood
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theory.8 In an age where boundaries between disciplines were frequently ignored,
the philosophical investigations of Immanuel Kant supplies the crucial link between

aesthetics and phcnomenology.9

Kant writing in 1783, attempted to prove that phenomena were physical

manifestations defined by our perception and our experience of them:

That there is something real outside us which not only corresponds but
must correspond to our external perceptions can likewise be proved to be,
not a connection of things in themselves, but for the sake of experience.!®

He continues

Empirically outside me is that which is intuited in space; and space,
together with all the appearances which it contains, belongs to

representations whose connection, according to laws of experience, proves

their objective truth [..) R

Kant describes the inherent difference between objects and experiences, as they
actually are, and how they are perceived to be.

Rezeption-Aesthetik is in essence a composite of phenomenological and aesthetic
influences deriving from Kant's original theories but has been extended by Edmund
Husserl (phenomenology, 1859-1988) and Roman Ingarden (aesthetics, 1898-1970)
who are considered to be seminal influences on Wolfgang Iser.  Husserl believed
that philosophical investigations should be inwardly directed because the mind is the
creator of meaning. Objects in the external world do not have a separate existence

from consciousness. Husserl's hypothesis would seem to loop back to Bishop George

Berkeley's The Principles Of Human Knowledge (1710) written in the Socratic

tradition of question and answer, between master and pupil. Berkeley not only pre-

dates Husserl, but also anticipates the enigma of sense perception raised by reader

8 The Oxford Dictionary Of Philosophy, ed., Simon Blackburn (Oxford: Oxford University Press,
1994)

® Kant published the Critique Of Pure Reason in 781 (Phenomenology) and the Critique Of
Judgement in 1790 (Acsthetics).

© Jmmanuel Kant, Prolegomena To Any Future Metaphysics (Indiana: Hackett Publishing Company,
1977). pp.77-78

1 ibid.
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response critic David Bleich. In three dialogues between Hylas and Philonous,
Berkeley examines the symbolic object ‘tree’

Hylas: As 1 was thinking of a tree in a solitary place, where no one
was present to see it, methought that was to conceive a
Tree as existing unperceived or unthought of, not considering
that 1 myself conceived it all the while. But now 1 phinly
see, that all ] can do is to frame ideas in my own mind.

Philonous: You acknowledge then that you cannot possibly conceive how

any one corporeal sensible thing should exist otherwise than
in the mind."¢

Berkeley's position challenged mainstream thought (and in fact pre-dating Reader-
orientated theories) he placed the emphasis of perception on the perceiver. ?

Ingarden however, contends that the work of the author is only made concrete by
the act of reading. Criticism therefore, has relevance only to the text as an okject
perceived by consciousness and neither the reader, nor the book is important, except

as instruments for the creation of the text.

Wolfgang lser

Iser's investigations stem from Ingarden and Husserl but, he locates the reader in a

more direct proximity to the text, than do either of his predecessors:

The need to decipher gives us the chance to formulate our own
deciphering capacity - i.e. we bring to the fore an clement of our being of
which we are not directly conscious. The production of the meaning of
literary texts [.J does not merely entail the discovery of the unformulated,
which can then be taken over by the active imagination of the reader; it
also entails the possibility that we may formulate ourselves and so discover
what previously seemed to elude our consciousness.'?

For Iser, the reading experience is a synthesis of the text, reader, and literary

work, since the text is created and given meaning by the reader. However, in the

process of text generation, the reader will encounter gaps and blanks, which he or

12 Bishop George Berkeley, "Three Dialogues Between Hylas And Philonous”, The Principles Of
Human Knowledge (Glasgow: Fontana, 1981), pp.177-184

13 A Dictionary Of Philosophy (London: Pan reference, 1979): 'Berkeley's readers have often
thought his basic doctrine to be quite patently false’, p. 40

¥ Wolfgang Iser, "The Reading Process: A Phenomenological Approach”, "The Reading Process’, New
Directions In Literary History, ed. R. Cohen, taken from Modern Literary Theory: A Reader,
eds., Philip Rice and Patricia Waugh (London: Edward Arnold, 1992), pp. 77-83
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she will then try to fill by projecting a sequence of events. If a sequence is found

the reading continues, if not then gaps or blanks (referred to as ‘blockages' by
Ingarden) arise and the reader is unable to move forward to the next sequence of
events. However, Iser views this hiatus as a chance to fill in the gaps and as a
consequence, Iser's reader may only ever view the text in discrete segments. To

evaluate the text the reader must participate in a process of perpetually re-evaluating

the past in the context of the present. For Stephen Regan the flaw is

A conceakd or undeclared politics in Iser's work, but this rarely proceeds
beyond a vaguely defined liberalism. The text can prompt ifs readers to
new levels of awareness, but in another way it alo constrains its readers;
it both allows the reader the active role in producing meanings and
ultimately restricts the range of different interpretations.'

Regan suggests that whilst eighteenth-century fiction with its concerns of personal
morality may lend itself to Iser's theory, literature from other periods may not be
so easily assessed.  Furthermore, Regan questions Iser's failure to investigate
individual readings across literary history. For Regan, Iser's account of the reading

: . ' 16
process is  an abstract, de-historicized performance.

Hans Robert Jauss

The infrastructure of Hans Robert Jauss's theory is in essence hermeneutic.
Adherents to Hermeneutics provide interpretations of texts (and the world) based on
sociological, psychological and historical investigations.  Hans-Georg Gadamer, under
whom Jauss studied in Heidleburg, was a major influence.  However, Gadamer
sought to reject hermeneutics because he perceived that any argument based on this
precept was inevitably flawed. Objectivity remains impossible to achieve because
language and time limit human interpretation. Jauss, whilst acknowledging the

constraints of hermeneutics, seeks to reunite literary history and the study of

15 Regan, "Reader-Response Criticism”, p.144
1% ibid.
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literature.  For Jauss, the production and reception of a text are uniquely
connected. The individual reception of a literary text is one that is read against a
set of cultural citeria, furthermore criteria that are subject to change and it is this
change, which constitutes history. The reader reconfigures history to match to his

or her own cultural values and individual responses to the text:

The historical life of a literary work is unthinkablk without the active
participation of its addressees. For it is only through the process of its
mediation that the work enters into the changing horizon-of-experience of
a continuity in which the perpetual inversion occurs from simple reception
to critical understanding.!’

The literary work is not static but created by each reader in each period and gives

rise to what Jauss calls the ‘horizon of expectations’

David Bleich

David Bleich summarises the reader's response to a text as the need for self-

knowledge, deriving from the psychology of the individual reader:

The truth about literature has no meaning independent of the truth about
the reader.'®

He contends that the literary work is a symbolic object which is firstly dependant

on the author to write it and secondly upon the reader to read it:

A symbolic object is wholly dependent on a perceiver for its existence. An
object becomes a symbol only by being rendered so by a perceiver.'®

Bleich's central premise is that a work of literature has 'no function in its material

existence’.™  Yet to many book collectors, the book-as-object’ does indeed have

"7 Hans Robert Jauss, Toward An Aesthetic Of Reception, trans. Timothy Bahti (Brighton, 1992),
pp- 18-45, taken from K. M. Newton, Twentieth-Century Literary Theory: A Reader
(London: Macmillan, 1988), pp.221-226

® David Blich, "The Subjective Character Of Critical Interpretation”, reprinted from College
English,36 (1975),pp.739-55 in K. M. Newton, Twentieth-Century Literary Theory,(London
Macmillan Press, 1988), p.233

9 jbid..p.233

20 David Bleich, Twentieth-Century Literary Theory, p.233
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function in its material existence, possessing aesthetic and economic worth beyond its
'book-as-text status.  Herein lies a dichotomy; the book exists as a physical object
without the presence of the reader, yet the book also exists as a Platonic ideal,
called into existence by reading strategies deriving from the psychology of the
reader. The reader is compelled to select a book on the basis of physical attributes,
but such seclection may be a concealed activity, which further blurs the boundaries
between what is empirical or interpretative, subjective or objective. TFurthermore,
readers may use the term book to describe what they actually mean to be the
narrative. However, (perhaps) the most crucial aspect of Bleich's approach to reader-
response is that the validity of any critical interpretation of a text is feasible only
if it has social relevance. He says of his article "The Subjective Character Of
Critical Interpretations 'The truth of this essay will be decided by the community

which reads it.”
Jonathan Culler

In Structuralist Poetics, Jonathan Culler begins the chapter entitled "Literary

Competence’ with a quote from Wittgenstein

To understand a sentence means to understand a language. To understand
a language means to be master of that technique.®

Culler endorses Wittgenstein's statement and embraces semiotics, structuralism and
post-structuralism, but he rejects the structuralist path presented by Roland Barthes,
Roman Jakobson and Algirdas Greimas. Barthes, Jakobson and Greimas concentrate
on the a priori linguistic knowledge of the reader, whilst Culler perceives all forms
of writing to be symbolic, constructed using linguistic conventions that are defined
by the user through application. He believes that the reader will acquire literary

competence by learning pre-existing codes. Reading is therefore, a pre-meditated act

2l ibid., p.233
22 Jonathan Culler, Structuralist Poets, taken from Reader-Response Criticism: Formalism To Post-
Structuralism. ed., Jane P. Tompkins (London: Johns Hopkins University Press, 1980), p-101
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result in scholarly traditions, and students who pass through the educational system
inherit this cultural legacy. Culler presents his reader with a model, in which he
illustrates that to read texts from a variety of genres, the reader will use divergent
modes of operation. The student will develop not only an awareness of literature
as an institution, but of 'it's artifice acquiring the ability to place literature in the
context of a reading hentage. A heritage, at once unique and culturally driven,
allows Culler (and the reader) to celebrate those texts, which are challenging and

innovatory .

Stanley Fish

Stanley Fish is considered to be one of the leading exponents of reader-orientated
theory, and his work provides an illustrative example of the difficulty of
formulating a schematic hypothesis for reading responses, which are susceptible to
variables.  Initially, Fish observed that text is an object with encoded instructions
for the reader. However, in 1980, he rejects this stance and introduces the concept

of 'interpretative communities in Is There a Text In This Class? and suggests that

the role of the reader in fashioning the text is disregarded:

If at this moment someone were to ask, "What are you doing?” you
would reply reading, and thereby acknowledge the fact that reading is an
activity, something you do. No one would argue that the act of reading
can take place in the absence of someone who reads -- how can you ftell
the dance from the dancer? -- but curiously enough when it comes fo
make analytical statements about the end product of reading (meaning or
understanding), the reader is ignored. 25

Exploring the concept of ‘affective stylistics, he asks what the text does and how
the reader is affected by it. He outlines a process whereby slowing the process of
reading, shifting the emphasis from the text to the reader, creates a transformation

in the process of interpretation, one in which the reader will look for implicit,

25 Stanlky Fish, Is There A Text In This Class? The Authority Of Interpretative Communities
(Cambridge MA: Harvard University Press, 1980), p.22
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rather than explicit meanings. Whilst Fish gives credence to an author who writes
with an ideal reader in mind, he concludes that the reader creates a strategy for
the text, which is no longer fixed. The reader will look for and find significance
in the text (and here there is a similarity to Culler's proposed reading conventions)
as the result of interpretative strategies. In Interpreting The Variorum™ (1976) Fish

states that

Both the stability of interpretation among readers and the variety of
interpretation in the career of a single reader would seem to argue for the
existence of something independent of and prior to interpretive [sid acts,
something which produces them. 1 will answer this challenge by asserting
that both the stability and the variety are functions of interpretivelsid
strategies rather than texts.26

The reader will approach a poem knowing at least two facts, one, that it is a piece
of poetry (and therefore will read differently to prose) and two, the identity of
author.”  These strategies may alter during a reading that places the significance
not on the reading of, but on the writing of a text and Culler's model for
examining prose as poetry would apply here.
Addressing the conundrum ‘why will different readers execute the same interpretive
sic) strategy when faced with the "same” text? Fish responds ‘they don't have to
but they do and that this is a result of the bonding together in to interpretive
communities’

Interpretive [sid communities are made up of those who share interpretive

strategies not for reading (in the conventional sense) but for writing texts,
for constituting their properties and assigning intentions

Furthermore
These strategies exist prior fo the act of reading and therefore determine
the shape of what is read rather than, as is usually assumed the other way
round.®®

26 Stanky Fish, "Interpreting The Variorum”, Critical Inquiry, 2 (1976) taken from T wentieth-
Century Literary Theory: A Reader, ed., K. M. Newton (London: Macmillan Press, 1988). See
also ). A. Richards, Practical Criticism (I929) in which reading responses to anonymously
presented authors are analysed.

27 In the case of the anonymous author a different set of criteria are established.

2 Ibid., p. 238
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This assessment is applicable to the nature of academic conventions of reading
strategies but does not provide a model for the way that a child might read.
Whilst providing a cogent argument for reading clusters, Fish's theory has inberent
weak points, most notably the assumption that an individual will always read a text

sequc:ntially.29

Norman Holland

Holland's analysis of reading strategies has its origins in psychology, but it is ego-
psychology that is proposed as the framework for investigation. In his early critical

career, Holland was a New Critic:

] began teaching in 1956. Back then, 1 thought there were fairly fixed

ways we respond to literature (the New Critical stance).3°
Further research led him to reject the text alone approach,

] decided psychoanalysis was the best way to understand those responses.
Testing this hypothesis, though, led fo a revelation. Readers re-create
texts in their own minds, sometimes very differently from what you might

expec't.31

His grounding in the techniques of New Criticism, particularly the technique of
close reading, is influential in his approach to critical theory. His research and its
documentation are thorough and he applies the skill acquired as a New Critic to his
examination of the reader-response process. Furthermore, Holland is an exponent of

the Delphi seminar technique illustrated in his novel Death In A Delphi Seminar

(1995) which is employed to explore an individual's critical stances and reaction to a

2 The reading practice of a fellow student on my MA course, who read the beginning and the end
of Tom Jones before tackling the middle, typifies the difficulty of predicting reading patterns.

30 Norman Holland's Home page.< http://www.clas.ufl.edw/users/nnh/index.htm>, 19/4/1999

3! ibid.
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text. His seminar groups examine their reading responses, both in classroom-based
. . . .. 33

and Internet environments. Holland exploits the computer medium unconditionally.

Holland's early research, which led to the publication of 5 Readers Reading (1975),

provides evidence that an individual reading of a text is unique every time.®* The
fundamental principle is that an individual reader has the potential to invent, or
suppress, in accordance with personal psychology, and consequently the creation of
the text is ultimately as totem or taboo as the limits of the individual psyche. By
extending Freud's theory of psychoanalysis but refraining from reducing the text to
mere sexual totem, he demonstrates that each reader has the potential to open the
text to an infinite variety of meanings. Holland defines infinite variety in the
terms of identity themes. Every individual has an identity theme and it 1s this
theme which allows the transactive process with the text to take place.

The transactive process is driven by the need for reassurance (the reader is
continually seeking reassurance from the many anxieties, which he or she
experiences). Holland refers to this by the acronym DEFT: Defence, Expectation,

Fantasy and Transformation. There are four corresponding principles:

STYLE SEEKS ITSELF: each of us approaches a literary work with an economy
of expectations (hopes, desires, fears, needs) that we require to act out in
such a way as to net us pleasure (pl14). If we perceive features in the work
as acting out our hopes then we respond positively and are 'absorbed’ in the

literary work 'we willingly suspend our disbelief (p.115).3°

DEFENCES MUST BE MATCHED: If the reader has a favourable response to a
work, he must have synthesised all or part of his characteristic structure of

defense [sid or adaptation (p.115).

32 Holland has published three articles in College English, which describe the process, "The Delphi
Seminar” (1975), "Transactive Teaching: Cordelia’s Death” (1977)., "Poem Opening: An
Invitation To Transactive Criticism” (1978)

In 1988, with Laura Keyes, he co-designed a database that searches, counts and displays family
relationships in Shakespeare’s works. He has a website, and he posts extensive details of his lectures
on the web for his students and other interested parties.

Norman Holland, 5 Readers Reading (Yale: Yale University Press, 1975)

Holland invokes Coleridge to illustrate his point: '..that willing suspension of disbelief for the
moment, which constitutes poetic faith’. Samuel Taylor Coleridge, Biographia Literaria (London: ).
M. Dent & Sons, 1980), p.169
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For empathy to occur, the ego must project, and by projecting, it will externalise
danger and alternatively, will introject to internalise dangers. The synthesis of a
personal defence and adaptation structure must concur with the text. Nevertheless,
whichever mechanism prevails, forces are precipitated that will attempt to protect the

ego from possible harm (p.115).%

FANTASY PROJECTS FANTASIES: Each reader uses the materials he has
taken from the Iliterary work fto create a wish-fulfilling fantasy

characteristic of himself (p.117).

Fantasy is not an attribute of the book but a projection of the individual. The
relation between the reader and the text is a ‘tricky and subtle’ synthesis of
defence structures. The story is a potentially dangerous external reality’, which must
be shaped and transformed into an acceptable fantasy. A creative relationship is
instigated between the reader and the text, in which the reader defends against the
work to protect the psyche from external reality. Furthermore, the psyche will
manipulate the text so that the drve for gratification of pleasure (or pain) is

satisfied (pp.117-121).

CHARACTER TRANSFORMS CHARACTERISTICALLY: The reader’'s adaptive
strategies, make sense of the text by deploying higher ego-functions such
as 'interpretative skills, literary experience and experience of human
character’ (p.122)., to match all or part of the text to the personal
fantasy structure. The material is rearranged to coincide with his/her
personal fantasy; that fantasy, is then transhted into a literary
interpretation -- the reader connects with the story. The reader will,
finally, render the fantasy he has synthesised as an intellectual content that
is characteristic -- and pleasing -- for him (p.122).

The reader will manipulate the text to confirm his psychological makeup:

The political man will confirm his interests in personality or leadership. The
moralist will find a reinforcement of his ethical views. The scientifically
minded man will see verifiable realities (p.125).

36 The defence system profects the ego from danger from inner or external dangers. Adaptation is
the 'progressive mastery of inner drives and outer reality’.
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Holland's hypothesis suggests that a reader approaches a text with certain
expectations but will read only what he or she is able to project onto the text in
the drive for wish fulfilment. Once this drive is activated and satisfied, then wish
fulfilment (creating the text in a way that does not pose a threat to the reader's
psyche) is a reflection of the readers personal identity themes. If a response is
negative (and the reality of the projection is a threat to the readers psyche) the
result may well be a hostile or dismissive response to the work, author, or genre, or
indeed to the reader - it's my fault/I didnt understand/I dont like. If the
response to the text is positive, the reader is able to assimilate the text into a
personal reality. The book, author, genre are praised - very rarely the reader, as

, C . : 37
illustrated by responses to a questionnaire in previous research.

Michael Riffaterre

In Text Production (1983) Michael Riffaterre, cating the works of Baudelaire,

Racine, Rabelais and Hugo, examines the function of literary criticism. He asks the
question, what does it mean to explain a piece of literature?® 1In his answer, he
presupposes that the reader will continually reduce the text to generalisations and
that such generalisations hide the 'uniqueness of the writing. ® For Riffaterre,
language has two distinct mechanisms of use: one language for everyday use that is
contextual, and, the other for poetry, which he observes to be an end in itself.

The creation of the text however, is

always one of a kind, unique. And it seems to me that this uniqueness is
the simplest definition of literariness that we can find.

37 In a previous questionnaire, three questions were posed in relation to triggers to emotional responses
Of the 50 selected for analysis, 65% of respondents believed that the author was able to create
an emotional vesponse in the reader. A further 73% believed that the reader created an
emotional response, and 929 felt that what they read created this response. There is a high
percentage for readers creafing a response, yet respondents appear to credit the creation of the
narrative with either the author or the book. Wendy Creed, "But Thou Read'st Black Where 1
read White": The Reader And The Gothic, M.A Dissertation (1998), p.70.

38 Michael Riffaterre, Text Production, trans. Terese Lyons (NY: Columbia Press, 1983), p-1

3 ibid. p.2 p.6
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Furthermore, he views the text as

disorienting, an exercise in alienation, a complete disruption of our usual
thoughts, perceptions, and expressions.*°

Riffaterre’s perception of the reading experience, which engenders this feeling of
alienation, constitutes a single textual engagement but it does not represent the
reading experience of all texts. Holland would acknowledge that Riffaterre is
describing a valid reaction to text and whilst they concur that the reader shapes the
text to fit their personal psyche the route to the creation of the text diverges.
For Riffaterre:

the reader resists with all the strength of his personal temperament,

taboos, and habits. He resists by rationalizing, and his rationalizations
reduce everything that is strange in the text into something known and
familiar. !

The process is a battle between the reader and the text, a text, which is portrayed
as an imtant, and one to be expunged or controlled, moulded into something

acceptable. Holland's reading experience is one of unity, and a reflection of

an identity theme on which the living organism plays out variations as a
composer might. 4

Furthermore, without what Holland describes as our 'identity themes, our variations,
we could not create (or reject) the text, we would read as a machine that scans an
image, taking in detail but without the akility to comprehend.  For Holland, the
reading process is response-driven and through the basic drives of pleasure and pain,
we actively seck that which is pleasurable, and actively avoid that which causes us
pain. We seck what we want confirmed of ourselves (by projection) in the text,

and hide what we deny, or do not want to find:

Each reader uses the materialk he has taken from the literary work to
create a wish-fulfilling fantasy characteristic of himself.*>

4 ibid. p.2

4 Text Production, p.2

42 Norman Holland, 5 Readers Reading, p.123
43 5 Readers Reading, p.117

36









Memetics would appear to offer a straightforward scientific description of a structure
and process, yet defining the meme and its effect remains a continuing source of
controversy amongst memeticists and their followers. A liberal description of
memetics is that it is the study of cultural evolution but this definition is
insufficient. This field is now so diverse that the rendering of the original premise
does not encompass the variety inherent in the application to computer sciences,
culture, language, economy, evolutionary selection, learning theories of humans,
institutions, and philosophy. Furthermore, the study of memetics raises fundamental
questions about the nature of the meme. Is it (as some memeticists think) an
autonomous upit of transmission, or does it in fact have a basis in ego-psychology
(because if the latter is true then the meme becomes an issue of reader responsel?
However, the meme is not unique to man, and nor should it be understood in terms
of biological advantage. Dawkins and Blackmore both perceive the meme to be a
unit of cultural transmission that has an evolutionary imperative and suggest that
language is not a pre-requisite for memetic transference nor need the organism be
human; birds, in particular, display signs of memetic programming. Dawkins:

The meme is, by analogy, anything that replicates itself from brain to
brain, via any available means of copying.*’

Memetic transference is more than a simplistic duplication.

The commonest forms may include music, catch-phrases and fashion, but perhaps the
most tenacious vehicle, language, is the primary host for the transmission of the
meme, and there are two efficient ways to transmit language: speech and
publication.”® The book and the computer are therefore perfect secondary hosts.
Blackmore suggests that the transmission of a meme may occur vertically (parent to
child), laterally (one person to another), or horizontally (parental and societal).® If

we apply her reasoning to the publication of 'book-as-text, or ‘book-as-object, it

47 Richard Dawkins, Unweaving The Rainbow (London: Penguin, 1998), p. 302.
48 ] also include sign language, and any form that the transmission of language may take.
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becomes apparent that the meme may also be reproduced cyclically through the

processes of production, transmission and reception.

In The Meme Machine (1999), Blackmore discusses the process of memetic

transference in relation to other types of learning. She refers specifically to two
psychological models: classic conditioning (Pavlov's dog or stimulus-response) and
operant  conditioning (behaviour modification through reward and punishment).
However, it 1s evolutionary psychology, a fusion of evolutionary biology and

cognitive psychology, which provides the key to understanding the meme because it

[.Jis not a specific sub field of psychology, such as the study of vision,
reasoning, or social behavior [sid. It is a way of thinking about psychology

that can be applied to any topic within it.>°
Evolutionary psychology describes the way in which the brain has evolved:

The focus of study is on psychological or mental mechanisms, also referred
fo as decision processes, information processes, or Darwinian algorithms.
Darwinian algorithms are defined as: "Innate specialized [sid learning
mechanisms that evolved in ancestral populations for organizing Isid
experience into adaptively meaningful schemes or frames.”™!

Typically, by aligning themselves to psychology (and in particular, this branch of
psychology) memeticists have opened themselves up to the charge of condensing the
complexity of human existence to little more than reductionism and inappropriate
comparisons have provoked a critical backlash. It is the element of evolutionary
psychology that has met with most resistance and Hilary and Steven Rose (Alas,

Poor Darwin, 2000) seek to redress the notion that human response is little more

than memetic and genetic imperatives:

The historical record documenting the profound continuities of the
ideology of 'biology as destiny’ is formidable. Historically eugenics has been
the other side of the coin of genetics. History as surely we know has to
be confronted not denied. In consequence eugenic denial is no solution for

49 Blackmore, Meme Machine, pp. 132-134

50 W. Spriggs. "What is Evolutionary Psychology?” (http://www.evoyage.com/W hatis.html, 27/11/00)

51 The SFU Evolutionary Psychology Research Group Homepage,
(http://www.sfu.ca/"janicki/defn.htm, 27/11/00)
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either contemporary geneticists or for evolutionary psychologists who draw
so heavily on a geneticised [sid narrative.>2

Resistance to new ideas has plentiful historical antecedents and despite the fact that
Reader Response and Rezeption-Aesthetik have earned their spurs in the crtical
arena, reader-orientated theories are still regarded by many as reductive and anarchic.
Current metaphors for the meme are mind virus or thought contagion. Such
analogies summarise the process of replication. The meme mimics a real virus's
survival mechanism (using the same biological criteria that Dawkins applies to the
gene: longevity, fecundity and copying fidelity) and is transmitted to another host.
The new wave of memeticists who describe the meme in terms of 'virus or thought
contagion' are split into two camps: the doomsday theorists, who Lelieve that the
human mind in its present state will cease to exist in the future; and those who
believe that 1t is possible to de-programme the mind and control the input too.
Although Brodie does not mention either Descartes or Tarde, his book (Virus Of
The Mind, 1996) carries elements of both theorists and Brodie himself advocates
Descartes need for control, and echoes the fear of the corrupting influence of poets,

who held such sway over Athenian youth:

We can [..J consciously choose which memes fo program ourselves with

. 53
and which memes we want to spread.

It is this fear of corruption that seems to drive society: hence the creation of the
judiciary, which could be considered a meme in itself and which derives from

perhaps the most powerful western meme of all, biblical law.

In The Meditations (1641) written in French rather than Latin so that the populace

could read it, Descartes advocates purging the mind before considering new ideas

because

52 This was written in response a review of their book, Alss Poor Darwin on 10/07/00.
http://www.amazon.co.uk/exec/obidos/ ASIN/O224060309/qid=975407828/sr=1-1/026-
9317809-1227619, (28/11/00).

55 Richard Brodie, Virus Of The Mind: The New Science Of The Meme (Seattle: Integral Press,
1996). p. 215
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[.J those old and customary opinions still recur often in my mind, long and
familiar usage giving them the right to occupy my mind against my will, as
it were, to dominate my mind [.].>*

In 1890, the lawyer Tarde, made similar observations:

[.] every discovery consists of the interference in somebody's mind of

certain old pieces of information that have generally been handed down by
others.>®

Tarde is considered to be one of the founding fathers of sociology. His
commentary on the pattern of crimes (that they appear to ‘spread in waves through
society as if they were fashion) illustrates the memeticists belief that the meme is

. . . . . 56
a constantly evolving and transmittable element in societies.

Reader-response and memetics may each appear to be the antithesis of the other;
yet paradoxically, like a Venn diagram, they have areas of overlap. The reader not
the 'book-as-text' is the focus for one, and the meme not the host is the focus for
the other. Both are culturally derived anthropological studies of their subject with
core premises, but neither reader response theorists nor memeticists have been able to
define absolutes in their subject matter. Both the individual reader and the meme
remain enigmas because of the difficulties of describing an exact pattern of
behaviour of both, when no two readers for two memetic units) are the same.
Interpretation is crucial - the experience of the book-as-text is dependent upon
interpretation. ~ The reader creates their response to the book-as-text and the
interpretation of that work may differ dramatically from the auctorial intention
and/or that of the social and cultural group's interpretative strategies with which the
reader has aligned himself. The replication of a meme is similarly dependent upon

interpretation or the fidelity with which it is replicated.

54 Rene Descartes, Discourse On Method And The Meditations (London: Penguin, 1980), p. 99

55Paul Marsden, "Forefathers Of memetics: Gabriel Tarde And The Laws Of Imitation”, Journal Of
Memetics - Evolutionary Models Of Information Transmission http://www.cpm.mmu.ac.uk/jom-
emit/2000/vold/marsden__p.html, 27/11/00

56 ibid
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(4]

Textual Scholarship

Textual scholarship provides the mechanism with which to analyse the book-as-
object’ from the perspective of technical, cultural and social environments and has an

historical antecedent in Philology, or the study of historical perspective. In Textual

Scholarship: An Introduction (1994) D. C. Greetham outlines a strategy for editorial
practice. He uses classifications which include: analytcal bibliography (the
manufacturing process for printed texts); codicology (manuscript or codex); enumerative
bibliography (the listing of books); descriptive bibliography (ideal copy of a book)
and stemmatics (genealogy of multiple copies of the same edition).”” Greetham's
objective is to provide the student of textual scholarship with a precise sequence for

scholarly editing, which will illustrate the

disciplinary interrelatedness of all aspects of the study of the text of a
book.>®

The study of the 'book-as-object’ reveals a unique relationship to the ‘book-as-text’
and therefore, of textual scholarship to literary criticism. Richard Altick and John

Fenstermaker (The Art Of Literary Research, 1998) acknowledge this relationship

and propose that

Neither criticism nor scholarship occupies exclusive territory; the centre of
interest as well as the raison d'e¢tre for both is the literary work itself.5®

This perception of literary criticism and scholarship is one of co-dependancy. Aluck
and Fenstermaker describe philology as ‘plodding’ but they accept the historical
antecedents (as does Greetham), and suggest that literary research can never ke an

exact science because of the nature of human consciousness. Yet, there are still

57 D. C. Greetham, Textual Scholarship: An Introduction (NY: Garland, 1994)

8 ibid., p.2

59 Richard D. Altick and John ). Fenstermaker, The Art Of Literary Research, 4™ Ed (NY: W.
W. Norton & Company, 1993), p.2.




textual scholars who do not address the book-as-text' or 'book-as-object’ from an
interdisciplinary frame of reference and who refuse to validate such an approach.
Greetham suggests that there are two main areas of discord in the approach to

'book-as-text: new scholarship

whose practitioners claim that eclectic or critical editing’s concentration on
a single, uniform ‘final intention’ is a chimera, and that a textual editor
would be better employed describing the ‘process’ rather than the
apparent ‘product’ of literary composition.

and social textual criticism:

which denies the automatic priority traditionally given to authors’
intentions, preferring instead to regard textual creation and transmission as
a collaborative, social act.®°

'

Crucially, Greetham's presentation of his subject matter approximates to the
interrelatedness of all aspects of the study of a book, but unlike Altick and

Fenstermaker, does so with the rigour of a scientific investigation.

Greetham maintains that during collaborative editing of the text (to improve the
physical and aesthetic standard of the work) editors adhere to principles, which
derive from Sir Walter Greg and Professor Fredson Bowers. ® Yet within such
specific definition lies the potential for interpretative inaccuracy. The term ‘text

provides a case in point; for Jerome J. McGann (The Beauty Of Inflection, 1985)

this very word can be seen to exemplify

[.] one of the signal failures of modern criticism: its inability to distinguish
clearly between a concept of the poem and a concept of fext.®?

Discipline-specific language provides cultural continuity and is expected to simplify

the communication of ideas and understanding within its domain. However, the

8 Greetham, Textual Scholarship, p. 9

%1 For the purpose for this study, and specifically from chapter 3 onwards, 1 will refer to G. Thomas
Tanselle and David Greetham, who are extending Greg and Bower's work in this field. 1 will be
drawing on material by other textual scholars and critics as appropriate.

62 Jerome ). McGann, " The Text, The Poem, And The Problem Of Historical Method”, The
Beauty Of Inflection, taken from Modern Literary Theory: A Reader, 2™ ed., eds. Philip Rice
And Patricia Waugh (London: Edward Arnold, 1992), p. 292
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imperative for verbatim meanings excludes external interpretation, even though its
adoption may be driven in part by external pressures. Overuse of subject-specific
terminology creates ambiguity (and readers and in particular, literary critics) continue
to refer (incorrectly) to the ‘text and ‘textual interpretation’ and such lnaccuracy may
expose Textual Scholarship and Literary Criticism to accusations of wooliness and

imprecision.

G. Thomas Tanselles artile "The Varieties Of Scholarly Editing” (1995) in which
he documents the varieties of scholarly approach, describes the location of a text to
an artefact as the artefact providing a residual medium for preserving the text. He
supplies the precise and correct common application of this word by defining text as
‘the arrangements of words and marks of punctuation'.®® His text is a physical
attribute rather than the interpretative springboard and it would seem appropriate to
refer to Tanselles definition as metatext. I have been unable to find an existing
word suitable for my definition and for the purpose of this investigation, I have
constructed the word metatext as the closest approximation. Metatext derives from
metadata, a computer term which means data which describes data. The term meta

is defined by Collins English Dictionary (1992} as something occurring or situated

behind and metatext would equate to Tanselles rendering of the word 'text to

. . ' ' 64
mean the supporting structure for a literary text.

The communication of a text cannot be separated from its presentation and is
therefore, a composite of circumstance. The experienced reader will approach ‘book-
as-text knowing that the words on the page will convey a series of codes and
conventions to be interpreted. But in addition, as the 'book-as-object, a physical

text, is the supporting structure for interpretative acts, the metatext is inseperable

63 G. Thomas Tanselle, "The varieties Of Scholarly Editing”, taken from Scholarly Editing, ed., D.
C. Greetham (NY: The Modern Languages Association Of America, 1995), p.10

64 Collins English Dictionary (Glasgow: HarperCollins, 1992), p. 945. 1 will continue to use the
term 'book-as-object’ for the physical artefact and 'book-as-text' or ‘text’ for the content, but
where necessary the word metatext will be substituted.
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from the narrative.  Additionally, a further supporting structure -- the way in
which an author uses words and punctuation (which I define as metanarrative) - sits
behind the narrative. The print culture of the eighteenth-century exemplifies the
metanarrative,  Laurence Sterne’s eccentric requirements for the text of Tristram

Shandy make the point dramatically:

__ he fixed and set apart the first Sunday night in the month, and the
Saturday night which immediately preceded it, to argue over it, in bed with
my mother: By which contrivance, if you consider, Sir, with yourself,

ok sk sk e sk e sk sk sk sk o ok sk ok sk ok s ok s sk sk o sk s sk s ok sk sk sk 3k ok 3k sk ok ok ok sk sk sk ok ke ke ok sk ok sk ok ok ok ok ok ok ok sk ok sk ok ok ok sk sk sk ok ok ok sk ok ok e sk s sk ok ok ok ok ook s sk sk sk ok kok ok
e e ok e sk 3k ok ok 3k sk ok sk o 3 ok s ok s sk s ok e sk sk s ok sk ok sk ok sk ok ok ok ok sk sk sk ok ko ok sk sk ks sk ok ook s sk ok ok sk sk ok ok ok sk ke ok ok ok sk ok sk s s s ok sk e ok s sk sk ok o ok ok ok
sk 3k sk 3k ok ok ok ok sk 3K ok sk 3 ok sk sk ok s ok s ok ok s ok ok skt sk sk ok ok skok ok ok sk ok ok ok ook sk sk sk ok sk sk ok sk ok s sk sk o sk ok sk sk sk ok sk sk sk ok ok ok sk sk sk ook sk ok ok sk ok sk sk sk sk okosk ok ok

3 3k ok kKoK ok ok ok koK kK kkkk

These my father, humorously enough called his beds of justice:--. 05

The metatext and the metanarrative orginate with the author, who provides the
framework, the catalyst for projection with which the reader interacts. However, the
publishing process itself reveals that neither the metatext nor the metanarrative are
the sole product of the author but are composites of interactive influences (for
example compositors and editors).

It is clear therefore, that the process of writing is the result of interactive forces,

which Altick and Fenstermaker suggest includes author, society and culture because

[LJno one writes in a vacuum. Whatever private influences are involved,
authors whether conformists or rebels are the products of time and place,
their mental set fatefully determined by the social and cultural
environment .58

Their argument supports the creation of a metatext and metanarrative, which may
be a reconstruction of the author in his time, but it will not necessarily reflect

auctorial intention:

[.Ja book has both antecedents and a history of its own. Not only can its
content be related to more or less immediate models or sources of
inspirations; it may belong fo a tradition which stretches back for

85 Laurence Sterne, Tristram Shandy (Oxford: Oxford University Press, 1983), p. 350

66 Their position is evocative of John Donne’s 'No man is an island’, "Devotions Upon Emergent
Occasions”, Maeditation XVIII, (1624) taken from_ The Oxford Dictionary Of Quotations
(Oxford: Oxford University Press, 1992) and Richard D. Altick and John ). Fenstermaker, The
Art Of Literary Research, 4™ ed., (NY: W.W. Norton & co, 1993), p- 3
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house. Once the author is ‘signed a contract is drawn up and the production process
begins in earnest.

The manuscript passes through several draft stages, during which time, changes will
be made to the text and may include plot changes, adding depth to characters and
clarifying style to the mutual satisfaction of the author and editor (Penguin). Once
the draft is completed and delivered, copy editing, proof reading (and if necessary
indexing) takes place and the final copy is then ready for marketing.  Financial
viability is of greater or lesser importance depending on the aims of the publishing
company. The academic publisher expects high production costs because they cater
for a small market with relatively small financial yields and as a consequence their
books are generally more expensive to buy. However, for the commercial company a
minimum of two thousand five hundred copies must be sold for the book to be
considered financially viable.

The textual scholar will (from the context of their field of expertise) examine one
or all aspects of the production, transmission and reception of a metatext and a
metanarrative. The aim of the scholar may be to produce an edition of Penelope

Aubin's Count de Vinevil that is most representative of the author's writing. After

an extensive examination of the available existing copies of this work, that scholar
may decide that the first edition is the most robust and a facsimile will be
published. Alternatively, the resultant copy may be a composite of several existing
editions inasmuch as the most compliant aspects will be combined to produce a
robust text.

To further complicate the process, numerous stages within the production,
transmission and reception of the book-as-text' rely upon sound critical judgement.
The principal criterion for critical judgement is objectivity, and objectivity

expressing or involving facts without distortion by personal feelings or
prejudices.®®

68 Webster's New Collegiate Dictionary (Mass.: Merriam-Webster, 1979), p.785
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options, book clubs, reading societies, literary salons and libraries.

Samuel Richardson was an important figure in the early eighteenth-century
publishing industry. Richardson's entrepreneurial career paralleled the rise of the
novel, and his life encapsulated the social and economic themes of the early novels:
survival, financial independence and respectability. Richardson began life as the son
of an impoverished joiner, and at the age of thirteen acquired gainful employment
writing letters for lovers. When he died in 1761, he was an author, printer and a
publisher, who left behind a successful career that was representative of the artistic
and economic synthesis of this era. On his death he bequeathed £14,000 to his
dependants; in today's terms this seemingly modest sum equates to an amassed

wealth of £840,000 and when his widow sold her shares in Pamela in 1766, they

were worth £18.00 (or £1,080).° Richardson's death occurred at the peak of his
social standing: he was successful, wealthy, and accepted as someone of status
amongst his peers and because of Richardson and his ilk, the publishing industry
became respectable and firmly middle-class.

In this chapter, I examine the book as an object in two ways. First, as indicated in
the preceding paragraph, in its social and economic context. For six centuries, the
‘book-as-text' is both the receptacle of and a medium for the communication of
ideas, and as such contributes to the social environment which leads to the
formation of modern society. Secondly, as a symkolic okject’ the book-as-object
(held in the hand, described within a book, represented in visual art) presents the
audience with a framework for interpretation based upon visual and textual
representation beyond book-as-text. Symbolism has played and continues to play an
important part in communication: from the development of language to the continual

assigning of worth by individuals or by groups to objects and ideas.

2 Christopher Hibbert provides a formula fo obtain a close approximation to today's prices in George
M: A Personal History (London: Penguin, 1999). Before 1793 multiply by 60, during the
Napokonic Wars of 1793-1815 by 30, and post 1815 by 40.
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In chapter one, I suggested that the meme may present possible implications for
reader response theory with regard to the book-as-text because memetics challenges
the validity of a sentient reader; and that this may also hold true for the book-as-
object. The theories of Dawkins and Blackmore discussed in chapter one, suggest a
further hypothesis. The linguistic agent known as ‘meme, reproduced through the
medium of book-as-text, is at once disseminated and enslaved by this method of
reproduction.  Once a book is published, memetic replication is dependent upon the
transmission and reception mechanism, through advertising, reviews and word-of -
mouth, to attract the reader. Such a book may be a phenomenal success or reach
only a limited audience but the survival of the meme will be dependent upon the
reader's akility to connect with the words on the page. I suggest that rather than
existing as a unit of aggressive replication, the transference of a meme from one
host to another follows a pattern of complex co-dependency. Notwithstanding, it is
possible to apply Dawkins' and Blackmore's reasoning for dominant meme behaviour
to the book-as-object. If we consider the construction of the physical format of
the book -- front cover, endpapers, title page, chapters, back cover -- there is little
change in over five hundred years and therefore a significantly strong memetic
replication.  This also holds true in the web-based incarnation of the book where
convention dictates that the book follows the specific and traditional format. Such
reluctance to change the familiar format has a number of feasible explanations that

are captured succinctly by Holland in his explanation of group dynamics.

Holland's hypothetical reader is driven by his ego, super-ego and defence
mechanisms, and the inclination towards collective agreement (for example in critical
and political theories) is driven by the desire of the individual to belong. In Poems
In Persons (1989) the reader is asked to visualise a situation in a theatre where one

member of the audience feels isolated because his or her response differs from the
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groups' response.  Approval or disapproval by peer groups has a significant effect on
the psyche:

The presence of an active (laughing, sighing, fidgeting, weeping) audience,
as distinct from a mere critical reputation, thus exerts a doubly powerful
pressure on disparate individuals toward a consensus, and it presses on the
literary synthesis at precisely the most delicate point. Producers and
directors sensed this state of affairs for centuries and hire chques and
catcallers and "canned” laughter accordingly, but the concept of an identity
theme and ego style exphins psychologically how the collectivity of the
audience works on the inner dynamics of individual response.>

In an environment where emotions are publicly displayed, deviation may heighten
sensations of alienation, feelings of threat or loss of esteem, and defence
mechanisms will place pressure on the individual to conform. What we perceive as
freedom of choice is the result of selection based on parameters predetermined by a
psyche which must protect the individual from self, others and the environment.
Holland's concept of a survival instinct as a collective dynamic encapsulates the
principal cultural and economic elements of book production, because book production
is driven as much by the reader, as it is by the publishing industry. Any dewviation
from reader expectation may result in the inner dynamic of the audience forcing
puklishers to conform to a particular style or pattern (influence through economics).
As Samuel Johnson remarked (erroneously) in 1776, ‘nothing odd will do long,
Tristram Shandy did not last”.*

My research has thus far indicated that the book-as-object has acquired significance
well beyond its physical attiibutes; it is a manifestation of the social psyche, which
has evolved into a metaphor for personal, social and economic fulfilment. Secondly,

my research indicates that the reader's selection of the ‘book-as-object’ is as

3 Norman Holland, Poems In Persons: An Introduction To The Psychoanalysis Of Literature (NY:
Columbia University Press, 1989), p.129

4 James Boswell Life Of Johnson (Oxford: Oxford University Press, 1998), p.696. Stephen King,
the horror writer, failed in his attempt to publish his work in instalments on the web. This failure
was in part due to the fact that his audience (although computer literate) was not necessarily
interested in either the e-book format or a hyperfext version on-line, and consequently not

prepared to pay to read this way.







[ 2]

Social Context

In A Polite And Commercial People (1989) Paul Langford provides a succinct

overview of the eighteenth century through the interpretation of the phrase ‘a polite

and commercial people coined by William Blackstone in Commentaries On The Laws

Of England (1765-9):

Politeness conveyed upper-class gentility, enlightenment, and sociability to a
much wider clite whose only qualification was money, but who were ghd
to spend it on the status of gentleman. In theory politeness
comprehended, even began with, morals, but in practice it was as much a
question of material acquisition and urbane manners. It both permitted and
controlled a relatively open competition for power, influence, jobs, wives
and markets. Though it involved much emulation and admiration of
avistocratic society. Britain in the cighteenth century was a plutocracy if
anything, and even as a plufocracy one in which power was widely
diffused, constantly contested, ever adjusting to new incursions of wealth,
often modest wealth.®

An analysis of socetal activity during the long ecighteenth century (particularly
Samuel Richardson's rise through the social strata, from penman of love letters to
renter warden of the Stationers Company) seems to confirm Langford's analysis.
There was innovation in the sciences, the arts and, rising out of the chaos of the
Stuart administration, a restructuring and consolidation of the political system, which
in turn provided internal coherence and therefore internal stability, for Britain. A
pre-occupation with the classics, Greek and Roman but specifically the structure of
Athenian society, provided a template for the Augustan culture (architecture, art,
literature) and politics, as the majority aspired to a democracy built upon government

by consensus. Yet the system had manifest problems, the existence of rotten

6 Paul Langford, A Polite And Commercial People: England 1727 - 1783 (Oxford: Oxford
University press, 1989), pp.4-5




boroughs and landowner-only votes, poverty, land enclosures, enforced homelessness
and slawery.7

Nevertheless, in a society where a steady growth in economic stakility is observed, a
growth in humanist pursuits often follows, and the long eighteenth century reflects
this pattern. In addition, the beginnings of the industrial revolution (which reached
its zenith during the Victorian period) and the new industrial work patterns created
a marked distinction between the employer and employee.  Social and economic
stability, specifically for the middle classes (for whom there was not only more free
time but also a surfeit of monies for non-essential items and cultural activities)
encouraged growth in the industries preying upon disposable incomes. Consequently,
where there was a surfeit of income, commodities and activities emerged that not
only sustained the cultural starus quo, but also contributed to gradual social and
cultural transformation. It is during this period that the book, linked to rising
literacy levels and shifts in reading patterns (from intensive to extensive reading)
inspired social interaction on an unprecedented scale. The book-as-text and book-as-
object became a significant cultural and economic commodity. Moreover, this shift in
status upholds the perception of a direct parallel with the rise of the current
computer culture.”

Crucially, at the core of such activity (and attempting to manipulate the market)

was a publishing industry involving authors, booksellers, illustrators, printers, and

7 The commonly acknowledged face of slavery, human trade was a legacy of the Assiento Guinea
Company (1595-1750). Despite British involvement, the move towards abolition gathered speed
during the eighteenth century. Judge William Murray declared slaves on English soil free in 1772
and William Wilberforce spearheaded the movement for the abolition of slavery in 1791, which
was finally outlawed in England in 1807. Yet marriage also offered a form of social slavery as
children of marriageable age were used fo consolidate social position and wealth, women in
particular, had few or no legal rights where there was a father, husband, brother or guardian.
The cultural ethos supported class elevation but for the most part, the lower classes had little
relief from the grinding poverty of their situation.

8 Information on literacy is indeterminate as it incorporates two discrete skills, reading and writing.
Some of the populace could write but not read whilst others could read but not write. The levels
of literacy quoted are higher in the wealthy: 45% men, 25% of women by 1714 and in 1750
69% men, 40% of women, and 99% of shopkeepers were literate. The greatest rise in literacy
levels (22% - 66%) for women occurred between the years-1670 - 1720 in London. John
Brewer, Pleasures Of The Imagination (London: Harper Collins, 1997).
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readers. Whether willingly gulled or no, the eighteenth-century reader provided an
opportunity ripe for exploitation as literary salons, circulating libraries and book clubs
encouraged the expansion of book production beyond the initial publication sequence
of author, publisher, and customer. The most significant private library of the
cighteenth century is that of King George I Regarded with great affection by
many of his people -- before he was gripped by the debilitating disease porphyria
land cruelly lampooned by the satirists of this period) -~ he was the living
embodiment of eighteenth-century sensibility. George is most often (understandably)
remembered in relation to the dramatic political events that occurred towards the end
of his reign. Yet, laccording to Johnson) George was capable of, and took decisive

action when kingship demanded. For example during the Gordon Riots:

The King said in council, "That the magistrates had not done their duty,
but that he would do his own;” and a proclamation was published,
directing us fo keep our servants within doors, as the peace was now to
be preserved by force.?

J. H. Plumb described George as 'a man of small vision, petty ideas, yet not
lacking in a certain grandeur even in his madness.'® Historians are currently re-
appraising the full extent of his influence and presenting a more holistic view of
this king. Christopher Hibbert has revealed that George was an intelligent, sensitive
man imbued with a strong sense of duty, to his family, to the Crown, and of his
responsibilities to the nation. Akbove all else, the man ‘who was eleven before he
could read and at twenty (he) wrote like a child had an abiding thirst for
knowledge."  As patron of the arts, he founded the Royal Academy with Sir
Joshua Reynolds and Sir William Chambers. In Buckingham Palace, he built four

® Boswell Life Of Johnson, p.1054

101 H. Plumb, The First Four Georges (London: Fontana, 1987)

' In addition to his donation of a library for the nation, George Il made a significant contribution to
the arts and sciences. He provided Handel's original scores for Charles Burney's research, awarded
a pension to Rousseau, commissioned the Kew observatory. He colkected clocks, commissioned
William Herschel to build telescopes, and provided him with a pension to enable his research
astronomy. He had an interest in new farming methods and contributed to agricultural debate as

Mtr Ralph Robinson of Windsor in Arthur Young's Annals Of Agriculture (1784-1808).
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libraries around the King's bedchamber to hold his new collections and books from
the old library, which had previously been housed in the Old Palace at Kew. In
addition, from the 1780s Buckingham Palace had a bindery employing experts to
both administer and maintain the fabric of the collection for posterity. When
George died in 1820 he left his library (paid for out of personal funds) to the
nation in perpetuity, for the use of scholars and the British Library now holds it
in trust. Hibbert estimates that the library eventually contained sixty-five thousand
books and four hundred and fifty manuscripts and Elaine Paintin estimates that
towards the end of his reign, the King was spending approximately one fifth of his
personal income on the library. * Cultural demand forces the advance of technology,
and technology supports cultural change. Print culture contributes to such change by
encouraging economic expansion and supporting cultural evolution. The king's
obsession with books is a cogent example of the link between economy, culture and
technology. ?

The acquisition of reading material is dependent upon two factors: supply and
demand. A shortage of raw materials in the early part of the century (specifically
cloth for papermaking) precipitated a crisis for the publication chain, brought on by
the increased demands of a voracious reading public. Faced with this crisis, scientists
and technologists such as Jean Etienne Guettard (1715-86), Jacob Schiffer,
Nicholas Robert, Henry Fourdrinier (1766-1854) and John Strange endeavoured to
supply the means for efficient and cost-effective book production. Their successes
provided the basis for current manufacturing techniques. " The rapid expansion of
the book trade was supported by a feedback mechanism which in turn sustained the

supply and demand cycle. Moreover, the possession of a disposable income and

12 Christopher Hibbert, George Hl: A Personal History, p.60. Ehine M Paintin, The King's Library
(London: The British Library, 1989), p.12 -14. George IV tried to sell the library to the nation
when he ascended to the throne.

13 Trade links with Scotland, lreland and the continent where the trade in raw materials for book
production and the sale of books themselves provided a lucrative source of income for the book
trade.

4 For further information, see chapter three. Not all life dates are available at this stage.
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technique, which was heightened by the release of one or two volumes at a time
las was the custom). It is perhaps this delay that provides some explanation for the
furore caused by these two novels; yet Pamela provoked a very different reaction to
Clarissa, for Pamela divided the reading public into Pameliss and  anti-Pamelists,
whereas Clarissa's readers tended to a protagonist (Clarissa) or an antagonist,
(Lovelacel. Henry Tielding's inspired and amusing attack on Richardson's heroine in
Shamela (1740) exposes the heroine’s virtue as a ruse to improve her circumstance in
life by the entrapment of the squire. Pamela is a novel in which the heroine is

placed centre stage and Bernard Kreissman (Pamela-Shamela, 1960) suggests that this

device allows Richardson the freedom to offer his opinions about society and
morality through Pamela. * Perhaps, the innocent servant girl expressing sentiments
argued with the wit of a middle-aged man was at the root of his audiences
response, because in Clarissa, where the focus is continually shifting, the author's
moral inflection is not as apparent.

The collective response of the eighteenth century audience to novels, suggests a

broader pattern, one that John Brewer documents in Pleasures Of The Imagination

(1997). The impetus of an upward-gazing middle-class contributed to and carried
forward culture, by a very public participation in discourse:

High culture is lkss a set of discrete works of art than a phenomenon
shaped by circles of conversation and criticism formed by its creators,
distributors and consumers.?®

Salons, literary assemblies, and coffee-houses furnished the purveyor and purchaser
with venues in which to propagate a polite society and at the centre of this (as
previously suggested) was the print culture, specifically the 'book-as-text and the
'book-as-object.  Social activities stimulated by the print culture assisted in the

cultivation of social interaction and created a feedback loop.

19 Bernard Kreissman, "Pamela-Shamela™ (Nebraska: University Of Nebraska Press, 1960) included in
Twentieth Century Interpretations Of Pamela, ed., Rosemary Cowler (NJ: Prentice Hall, 1969),

pll5
20 Brewer, Pleasures Of The Imagination p.3
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Holland (The Critical I, 1992) defines the feedback loop, an hierarchical structure
that will ‘st the reference levels for particular perceptions and  therefore
int:c—:-rpretat:ions.21 Interpretative acts incorporate both individual and group responses,
and in the eighteenth century salons, literary assemblies, and coffee-houses provided
a means of interaction, whereby the individual could mingle with others to discuss,
debate and interpret the book-as-text' or the book-as-object. Blackmore would

perhaps observe that in the transmission of 'book-as-text and ‘book-as-object’ the
meme provides a mechanism by which the host (or reader) wants to, or is compelled
to repeat the experience. Such compulsion is the result of the attraction or
excitement offered by the meme, but the meme cannot exist without a host.™
Print culture and the existence of salons, literary assemtlies, and coffee-houses
assisted memetic replication and transference through conversation. Holland's
description of participation and displacement is also a description of compulsion.
However, unlike the meme's endeavours to survive, this compulsion arises out of a
sequence of complex psychological processes, borne of the desire to bf:long.'23

An underlying theme of many eighteenth century novels, reflecting reader and
author perception, is the fear, on the part of one or more characters, of exclusion
from polite society. Success or failure to connect to the dominant social group may
have an impact on the individual's social education or status, or even their mental or

physical health. Ultmately, alienation often results in death -- social or physical

(Clarissa) -- or compliance (Moll Flanders]. Daniel Defoe's Moll Flanders operates for

the most part outside of society but she too must conform and at the end of her
tale, she is rewarded with wealth and marriage to the man with whom she is in
love. For Richardson, there can be no such reward and certainly no justification to

'

spare Clarissas life. She must die rather than live an ignominious life with a

21 Norman Holland The Critical 1 (NY: Columbia Press, 1992), p.54. See Chapter One pages 13-14

22 Blackmore, Meme Machine p.4l. See Chapter One pp.38-43 for a fuller discussion of this
theory.

23 See above page 54

24 Samuel Richardson, Clarissa (London: Penguin, 1985), p.36
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reformed rake (Lovelace)l. To accept a rapist into ‘polite society in print, would be
to call into question the moral values that Richardson was trying to encourage his
readers to uphold in reality:

It is one of the principk views of publication: to caution parents against
the undue exertion of their natural authority over their children in the
great artick of marriage: and children preferring a man of pkasure to a

man of probity, upon the dangerous but too commonly received notion
that a reformed rake makes the best husband.®4

Richardson was not the only author to tackle the themes of social rejection. In

1771, T. Lowdnes, published Sophia Briscoe's Miss Melmoth or The New Clarrisa,

but it is Richardson's tale that endures. A meme not transmitted becomes defunct
and remains buried in the host, and the social aspects of eighteenth-century print
culture seems to provide ample evidence now for both memetic transference and
participation/compulsion, as fashions for authors consign many to remain on the
shelves whilst others are selected for wider circulation. Significant numbers of these
novels dealt with social and sexual mores and broadening social activity led to the
evolution of etiquette. It is in the conduct literature of the time that we find the

classical Elueprint for William Blackstone's polite and commercial people. John

Playford's The Dancing Master (1651) suggests that men acquire the skill of dancing

Lecause

This art has been anciently handled by Athenzus, Julius Pollux, Calius
Rhodiginus, and others, and much commend it to be excellent for
recreation, after more serious studies, making the body active and strong,
graceful in deportment, and a quality very much beseeming a gentleman.®®

and the emphasis is on the word gentleman. Beau Nash, aspiring to gentleman and
succeeding Captain Webster as Master Of Ceremonies, developed Bath, and later
Tunbridge Wells, into places of refinement and elegance. Vetting the
accommodation, Nash insisted that proprietors extensively refurbish their properties
and that visitors are charged a fixed tariff, which he set. His word was absolute

and the revelries were supported by a list of eleven rules, transgression of which led

25 John Phyford, The English Dancing Master (London, 1651)
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to humiliation (as in the case of the Duchess of Queensbury) or expulsion.™
Nash's gentrification of these two spa towns (and himself, for he became known as
‘the count) was an attempt to attract the better sort not least because Nash wanted
their monies circulating at his gaming tables. His improvements ensured a steady
stream of visitors to Bath -- in 1715 nearly eight thousand came to take the waters
and participate in the festivities:

'He found out’ (wrote Dr King) 'the happy secret of uniting the vulgar
and the great, the poor and the rich, the learned and the ignorant, the
cowardly and the brave, in the bonds of society'.2”

Dr King's tribute after Nash's death in 1761 is kind and Nash was respected by
many. Nevertheless, during his reign in these popular spas, the egocentric Nash
ensured that he was constantly in demand, and despite his refusal of a knighthood
from William III, he was treated as a member of the clite.®® Nevertheless Nash's
achievement is astounding; his careful transformation levelled class barriers, securing a
place in the social calendar for both Bath and 'The Wells, that endured long after
his death in 1761.

Despite the air of refinement suggested by artists and architects such as Nash
(whose artistic vision transformed Bath and Tunkridge Wells) Reynolds and
Chamkbers, eighteenth century society is revealed to us as a paradox. Images gaze
back from books and portraits, which encapsulate equal measures of elegance and
the grotesque. The former masks the dirt, disease, the lack of hygiene, the vermin
and the discomfort of the clothes; and the latter (in squalor) the dreams and desires

of the artists subjects. Images (from the work of Gainsborough, Reynolds, Hogarth

25 Nash had abolished the wearing of certain items of clothing, aprons on women and boots on men.
When the Duchess of Queensberry, the indulged second daughter of the Earl of Clarendon,
appeared at the Assembly rooms wearing a lace apron which had cost £200, he ripped it off and
threw it away. Nash was not reprimanded for his liberty because the Duchess assumed it was part
of the entertainment and indeed apologised to the Master Of Revels for disobeying the dress
code.

27 Willard Connelly, Beau Nash: Monarch Of Bath And Tunbridge Wells (London: Werner
Laurie, 1955), p.173

2 ibid., p.14. Nash was offered a knighthood in 1695 after successfully staging the revels for
William's accession to the throne on the death of his wife Mary. He refused on the grounds of

poverty.
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and Rowlandson) encapsulate the fusion of the artistic and hedonistic elements of
Augustan culture, one that approximates to the Platonic notion of the Apollonian
and Dionysian elements of man, and similar encapsulation is found in the book-as-
text. Many ecighteenth-century narratives (particularly those in the picaresque genre:

Moll Flanders, Tom Jones, Betsy Thoughtless, Memoirs Of Woman Of Pleasure)

are essentially Dionysian but directed by the Apollonian author's pen. Of necessity
the wild and seemingly uncontrolled behaviour that takes place in the narrative is
always brought to a satisfactory conclusion by the organising principle. The book-
as-text (and through symbolic association) the book-as-object seems to play an
increasingly complex role in the shaping of public morality in the eighteenth
century.  Perhaps this period is predominantly hedonistic despite the aspirations of
the middle class to achieve the respectakility, nokility and refinement that they
perceived in the station of the aristocrat.  Yet, in their quest for gentility, many
adopted the worst attributes of the upper classes and this together with the pursuit

of new experience, however vulgar, was caricatured by the writers of the time.

Henry Fielding's picaresque tale Tom Jones (1749) is one such novel. Fielding

conveys the Augustan capacity for biting satire, bawdiness and humour as the
omniscient author juxtaposes the bawdy with the enlightened in a work that has
thesis, antithesis and synthesis. It is in itsef a work of symmetry; the first six
books deal with Tom's story before his ejection from his home, the second six his
adventures on the road and the last six, in London. The tripartite setting of the
novel (country, highway, and town) provides scope to examine human nature against
a variety of settings where country equates to virtue, the town with vice and the
highways and byways, the link forged between them. The characterisation of the
two squires ilustrates the counterpoint of the vulgar with the refined as Fielding
allows antiquated conduct to cede to the new. The character of Mr Allworthy is

commonly acknowledged to be based upon Ralph Allen (friend to both Fielding and
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Nash and involved with the design to improve Bath) a man who bore his
affluence with humility’™  Allworthy is a quiet, thoughtful and intelligent man,
mindful of his duty to mankind. Moreover, in acknowledgement of his superiority
he is only ever addressed as Mr Allworthy, whereas the hard-drinking, opinionated

Western is always Squire Western.

In Frances Burney's courtship narrative Evelina, the young heroine is aware that
improper conduct will attract public censure and therefore damage her prospect of
marriage, and finds the conduct of her grandmother's acquaintances at Vauxhall
mortif ying

To the room, therefore, ] would have gone; but the sisters agreed that
they first would have a Jiffle pleasure, and they tittered, and talked so
loud, that they attracted universal notice.%°

This particular episode ends with Evelina's reputation indeed compromised. Her
acquaintances lead Evelina into a situation where Lord Orville, her love interest,
might well question her virtue and she is jostled by a riotous and high-spirited
group of young men. Sir Clement Willoughby, who is one of the young men,
recognises her and comes to her rescue. His intentions are not entirely honourable,
salvation turns to further comprise with his unwarranted attention, and her
mortification is greater still when he discovers that the wvulgar French woman,
Madame Duvall, is her grandmother.

The most biting observations of middle-class aspiration are those in the novels of

Jane Austen, and in particular, in Pride and Prejudice (I1813) through her

characterisations of Eliza Bennet's mother and her father's heir, Mr Collins. Austen
describes Mr. Collins who is obsessed by his overbearing patron Lady Catherine de
Bourgh:

His veneration for her as his patroness, mingling with a very good opinion
of himself, of his authority as a clergyman, and his rights as a rector,

2 Jbid., p.129
30 Frances Burney Evelina (Oxford: Oxford University Press, 1989), p. 195
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( 3]

Symbolic Contexts

Historically the book is one of the most potent emblems that we as a society
possess. Much of the value that we attnbute to the book-as-object stems from
individual or group response to the rendering of this object by our forebears (but
viewed from within the context of our own cultural environment). The significance
of the book as a symbol is found throughout our culture; in this section, 1 examine
the book-as-object reflected in the portraiture of the eighteenth century beginning
with a brief explanation of symbolism.

It 1s commonly acknowledged that language is the most persistent vehicle for
symbolism and that it is crucdal to both the book and (in our own time) the
transmission of text via computer networks. Relationships and associations with the
real world are described using language, which substitutes letters, words and phrases
for concepts that may be concrete or abstract (as exemplified by the table of
chemical elements or the printer's signatures in the construction of a book).”
Symbolism supplies the means to communicate complex concepts simply. The word
chair’ allows the communication of the common properties and functions of an okject
‘chair’ without detailed explanation or physical recognition. Similarly when Descartes
abstract concept of existence is reduced to the phrase T think therefore I am)| it is
linguistic shorthand for his extended argument.34 Symbolism 1s inevitably dependent
upon the personal interpretative strategies of the reader and the Reader Response

critic David Bleich describes the symbolic thus:

33 There many forms which may be substituted for written language -- Braille, Morse code, flags,
binary coding -- mankind has the ingenuity to adapt written language to a further symbolic
representation in accordance with prevailing circumstances.

34 Rene Descartes, Discourse On Method And The Meditations, p.53
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A symbolic object is wholly dependent upon the perceiver for its existence.
A symbol becomes a symbol only by being rendered so by a perceiver.3®

Moreover, two additional elements modify the way in which symbolism works: the
interpretative strategies that the reader is exposed to and in fact concurs with, and
the social/critical groupings in whom the reader locates a similarity of thought. In

Poems in Person (1989), Holland, outlining the role of the teacher of literature,

describes this exposure as

the situation in which one person affects the degree and manner with
which someone else achieves a literary work for himself.3®

In poetry, the language of everyday use is transformed into a denser, symbolic
formula for communication by the application of metaphor, simile and allegory.
There are many examples where the reader interprets such poetic devices as a sub-
text: the nationalistic symbolism of the courtier-poet Edmund Spenser, the political
satire of John Dryden, or the social satire of Alexander Pope.”’

Reader Response Theorists aver that the reader projects meaning onto the text, and
it is reasonable to speculate that a reader will project meaning onto the book at
least in part to the extent that it is an object. In many ways, the image of the
book invoked by the epithet book seems to offer the purity of a platonic ideal,

but the projection will in fact be dependent upon what Holland describes as

(.] a dialectic or feedback in which a reader shapes a text by feeding
personal and group hypotheses through it.32

It is viable to substitute the word object’ for Holland's 'text because the individual
places interpretative meanings on sensory input received by the brain. The book as

an object is a complex symkol inviting the reader to project a diversity of meaning

5 David Bleich, " The Subjective Character Of Critical Interpretation”, K. M. Newton, Twentieth-
Century Literary Theory (London: Macmillan Press, 1988), p. 233

% Norman Holland, Poems In Persons (NY: Columbia University Press, 1988), p. 130

37 Edmund Spenser's medieval allegory Faerie Queen (1589) written in lreland was a paean to
Elizabeth | and to England. John Dryden’s Absalom and Achitophel (1681-1682) was a satire on
the Earl of Shaftesbury and James, Duke of Monmouth. Pope's Dunciad was an attack on those
negative aspects of living that threaten civilised society.

3 Norman Holland, The Dynamics Of Literary Response (NY: Columbia University Press, 1975,
repr1989), p. xi
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beyond the complexities of the writing; it is the sum and substance of personal and
social desire.  W. C. Hazlitt writing in 1908 suggests that the book is significant

because

A taste for improved or fine books is one of the last equivocal marks of
the progress of civilisation.3®

Hazlitt's ‘progress of civilisation' is substantiated by the use of the book in the
portraiture of the ecighteenth century. The book in portraiture is traditionally used
to convey something about the sitter, social standing, wealth, education, employment
or religious belief. However, during the -ecighteenth century the traditional
representation of the book-as-object was extended to include statements about the
book itself. The ubiquity of the book in the eighteenth century would inevitably
lead to the puklic developing notions of what reading and owning books signified.
Painters in particular have communicated multiple meanings of the popular perceptions
of book ownership, in co-operation with popular culture, through peer group response.
Examples include "Sir Thomas More, His Houschold and Descendants” (by Rowland
Lockey, 1598); "Still Life Of Dessert” (by Jan De Heem, 1640); "Charles Townley's
Library in Park Street” (by Johann Zoffany, 1788);, "The Awakening Conscience’
by William Holman Hunt, 1858) and "Pablo Picasso’ (by Henri Cartier-Bresson,
1946). To understand how eighteenth century attitudes to the book-as-object
shifted focus it is necessary to examine how other artists in history have portrayed
the book-as-object.

In the preceding Stuart rule, books were rarely present in the portraits. The meaning
of subject, pose or setting was implicit and it was assumed that the Treader’ would
understand the allegorical and mythological references. For example, Rubens was

commissioned in 1684 to paint Charles I's father, in the state of deificaton (The

Apotheosis of James 1) on the ceiling of the Whitehall Banqueting House. When

39 \W. C. Hazlitt, The Book Collector: A General Survey Of The Pursuit And Of Those Who
Have Engaged In It At Home And Abroad From The Earliest Period To The Present Time
(London: John Grant, 1904), p.3
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Sir Jobn Vanbrugh designed Blenheim palace for the Duke and Duchess of
Marlborough, Sir John Thornhill painted a mural in which the Duke is shown
kneeling tefore Britannia. In 1682, the artist, Pierre Mignard, depicted Charles II's
aristocratic mistress Louise de Kéroualle, Duchess of Portsmouth, as the sea-nymph
‘Thetis' (as befitted her title).*® One portrait from this period, John Wilmot, Earl
of Rochester (artist unknown, 1665-70) does use the book as a prop. The subject
is captured crowning his monkey with the symbol of his position -- the laurel
crown of the poet laureate, whilst the monkey rips pages from Rochester's book of
verse - a symbol of Rochesters vanity. Examinations of other periods in art
history reveal how influential the book as a symbol of human qualities was. Two

thematically related paintings, Simone Martinis The Annunciation (1333) and Dante

Gatriel Rossettis The Girlhood Of The Virgin Mary (1848), portray the book f(one

of two symbols -- the other being the lily associated with Mary and the
annunciation) in very different ways." Martini's painting scems to imply activity:
Gabriel's appearance coincides with the reader's gaze, his wings are unfurled; Mary
seated in the foreground of the lilies has been surprised in the act of reading.
She is educated and independent and whilst the sudden appearance of the Angel
Gabriel causes her to recoil, she will not relinquish the page she has been studying
and her hand continues to clasp the small half-opened book. By contrast, Rossetti's
painting suggests stillness. Mary contiibutes to a larger scene of perfect domesticity
and saintliness, the sense of piety intensified by the halo of the white dove

perched on the window frame and the haloes of the family. Mary is seated

40 Neptune and Jupiter courted Thetis, daughter of Nereus and Doris, until they discovered that she
would bare a child that would be greater than the father. She married Peleus, and bore several
children, but she killed all except one by fire as a test to see if any were immortal. Achilles was
spared because his father snaftched him from her hands and his mother to make him invulnerable
bathed Achilles in the Styx. ). Lempriere, Lempriere’s Classical Dictionary (London: Bracken
Books, 1994), p.678

4 "The Annunciation” (1333) by Simone Martini, Galleria degli Uffizi, Florence. "The Girlhood Of
The Virgin Mary” (1848-9) by Dante Gabriel Rossetti, The Tate Gallery, London
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close to her mother, gazing into the middle distance, her hand poised above her
sewing frame. The oversized and richly decorated volumes are in the foreground,
transformed into a takle to support the lily. An androgynous and child-like angel,
([possitly Gabriel) rests his or her right hand expressively on the uppermost book
while the left clasps a leaf on the lily between finger and thumb.** The reading
matter supports Mary's piety, but this is a simple, uncomplicated Mary, unlikely to

clasp her book protectively to her bosom in the presence of a messenger from God.

Perhaps the use of symbolism is best understood in the context of Renaissance art

and Pedro Berruguete provides a characteristic example. Berruguete's Portrait of Duke

Frederico And His Son Guidubaldo (1476-7) was commissioned as an official portrait

and it presents the Duke

with all his symbols - not only of his noble rank (The Order Of The
Ermine at his neck, which he received from Ferdinand 11 of Aragon the
King of Naples, the Order of the Garter placed on his leg conferred upon
him by the King Edward JV of England) but also more strictly personal
attributes: his military prowess, underlined by the armor [sid worn, and
his humanistic qualities testified by the book he is reading. Finally it
should be noted that the presence of his son Guidubaldo, who is holding
the paternal sceptre of command, underlines the continuing of the
dynasty. 43

By the eighteenth century, the book had acquired as solid a respectability as the
subjects themselves. Moreover, as the book became an integral part of the culture
its representation (from formal to informal) may be mapped from the portrait. The
degree of formality is in some part influenced by the formality of the artist or the
subject. In addition, the earlier portraits tend show both author and title of the
books, whereas the later period it is not what the book is but how it used. As a
" prop the book is mesmerising; the gaze is drawn to it; it may be a richly bound

folio volume or a plain octavo, the title visible (Jonathan Swift, by Charles Jervais,

% In a court of Law the bibk is placed in the right hand as a symbol of truth.

“Urbino: A Historical And Artistic Guide, ed., Giuseppe Cucco (Urbino: L'Alfiere Urbino, 1999).
The library of the Duke, built on the ground floor had a symbolic message for visitors to the
castle -- that learning was an important part of life and that in his castle the library occupied a
place of honour. The design of his study continues this theme. The trompe I'oeil marquetry
panelling presents an image of books carelessly stacked on shelves.
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1718) or absent (Sir Isaac Newton, Enoch Seeman, 1726). The reader may sit in
front of symmetrically aligned volumes on shelves (Sir John Hawkins, by James
Roterts, 1786) or books that are carelessly arranged to suggest use (John
Hawkesworth by James Watson, 1773). Yet there is romance: the subject may be
reading, surprised in the act of reading, or staring dreamily ahead in contemplation
of what has been read. It may be the single volume held carelessly against a
voluminous silk dress (Elizabeth Carter by Joseph Highmore, 1745) or close to the
short-sighted reader's face (Joseph Baretti by Sir Joshua Reynolds, 1778).*

As John Brewer states in Pleasures Of The Imagination:

The book had ceased to be merely a text and had become an icon and
object which conveyed a sense of its owner. In genteel portraits books --

and a book was almost as common a prop as a spouse, a house or an

animal -- no longer associated the sitter with a vocation or profession'.45

. Godfrey

Many portraits do associate the sitter with their vocation or profession
Kneller has Jacob Tonson the pukblisher posed with a copy of Milton's Paradise
Lost, the publication that brought Tonson fame and fortune. Stephen Slaughter’s
"Hans Sloane” (1786) holds a drawing of a plant from his book on the West Indies
and James Northcote's portrait of Edward Jenner (1808) juxtaposes the author with
his treatise on cow-pox. Nevertheless, Brewer is correct in his assessment of the
book as an icon. Authors and readers of the eighteenth-century were adamant in
the way that they projected their vision of a polite society. The book-as-text plays
a considerable part in the attempt to establish a paradigm for acceptable patterns of

behaviour. Boswell records Johnson's views on reading:

He then took occasion to enlarge on the advantages of reading and
combated the idle superficial notion, that knowledge enough may be
acquired in conversation. General principks must be had from books,
which, however, must be brought to the test of real life. In conversation
you never get a system.?®

44 See Appendix E for Jsaac Newton and Joseph Baretti
45 John Brewer, Pleasures Of The Imagination (London: Harper Collins, 1997), pp. 189-190
46 James Boswell, The life Of Johnson (Oxford: Oxford University Press, 1998), p.624
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first editions appeared, and have met with powerful audience acclaim.  The
remaining seven writers: Penelope Aubin, Eliza Haywood Samuel Richardson, Henry
Fielding, Sarah Fielding, Ann Radcliffe and Matthew Lewis, although equally
popular in the years immediately following initial publication have been subject to
the vagaries of reading trends and are used as illustrative examples.g The following
analysis of selected publications will follow neither a genealogical nor a linear path.
Modern critical editions provide an immediate insight into the debatable issues
surrounding the attempt to produce an ideal text and therefore the problems that
exist for the publisher. For example is the best text to be a so-called 'scholarly’
edition, or an uncluttered text aimed at the general reader?

The quotation, which precedes this chapter, suggests how the printing house may
have seemed to its inhabitants in the early years of printing. Blake is perhaps one
of the eighteenth century's most prolific innovators. His application of the traditional
techniques of etching and engraving takes his work beyond the commonplace and he

produced uniquely beautiful and often surreal illustrations for his works

by printing in the infernal method, by corrosives, which in Hell are
salutary and medicinal, melting apparent surfaces away, and displaying the
infinite which was hid.>

When Blake was printing 'in the infernal method' the face of printing had already
changed significantly. Although his approach reflects his desire for artistic and
economic freedom, he provides an apposite ilustration of the demands placed upon

the skills of an eighteenth century printer.

My analysis of the book-as-object necessarily begins with an historical overview of
printing, (Europe, but England, specifically and which by necessity must be brief)

because from within the context of production such an overview provides the

2 Penclope Aubin, in particular, was an extremely popular writer and translator during her lifetime,
and for some years after her death but her work seems to vanish after the mid-eighteenth
century. Her reappearance occurred when Garland Publishing reproduced a joint facsimile edition in
1973 of The Life of Madame de Beaumont and Adventures Of Count de Vinevil.

3 William Blake, " A Memorable fancy”, The Marriage Of Heaven And Hell, ed., ). Bronowski
(Harmondsworth: Penguin, 1958, repr., 1979), p.10]
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(2]

Typefounder, printer, illustrator, publisher, editor, bookseller

There are four key components to the physical and traditional format of a book:
type, paper, ink, and binding and the earliest incarnations of materials used today
arose in different cultures and during different epochs. The first book printed (and
bound) in Europe appeared around the middle of the fifteenth century in Germany,
but the technology of the German printing press did not spread to the remainder of
Europe, and eventually the world, until after 1460.

In Five Hundred Years Of Printing (1955) Sigfrid Steinberg suggests that the

history of printing can ke divided into five periods: 1450-1550 (invention); 1550-
1800 (consolidation); 1800-1900 (mechanisation); 1900-1950 (private presses and
paperbacks) and the postwar world. In chapter one, Steinberg admits that historical
periods are ‘makeshift expedients: people did not go to bed in the Middle Ages and
wake up in modern times.” He illustrates his point through the common usage of
the term 'incunabulum’. Incunabulum (from the Latin, cunae, ‘cradles’ or swaddling
clothes) is a collective term for printed books published during the earliest period of
printing. Steinberg contends that this overused term is restricted in application to
books from the date of Johannes Gensfleisch Zum Gutenkerg's first creation to the
31 December 1500, Such narrow application causes a rift in perspective of the
works of some of the greatest practitioners working prior to this date: Anton
Kokerger, Aldus Manutius, Henry Estienne and Geofroy Tory. Book history (indeed
history itself) provides ample evidence to support Steinberg's wry comment and
Steinberg's principle may be applied in a general sense. The reader seems compelled

to assign boundaries to external data, disassembling the whole into smaller

I'S. H. Steinberg, Five Hundred Years Of Printing (London: Penguin, 1955), p.3. This book is
recently revised and re-published by the British Library Press, 1996.
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manageable segments of information. Literature for example, is divided into such
genres as the pastoral, the epistolary, the memoir or the gothic.  Whilst genre
categorisation 1s a useful linguistic shorthand to alert the reader to a specific style,
it is possible that one work will cross several such genres. Furthermore timelines
themselves are misleading, particularly where authors (such as Daniel Defoe (1660-
1731) or Jane Austen (1775-1817)) are born mid to late century. Many academics
(such as Frank O'Gorman) now take into account earlier experience and influence and
prefer to view centuries in a series of overlaps. Steinberg's assessment is particularly
germane: to rigidly apply perimeters is to lose a sense of the holistic nature of
culture and society, an approach supported by the advances in technology and

illustrated here by the substance of Gutenberg's invention.

Gutenberg, a goldsmith, did not invent the printing press per s¢ though as Steinberg

remarks

To nine out of ften readers the sentence that 'Gutenberg invented
printing’ is a shorfened form of 'Gutenberg invented the printing of
books'.?

Such statements, he claims, are fallacious. In partnership with Johann Furst, a
merchant, Gutenberg pulled together the elements already 1n common use: woodblock
printing in relief (China) separate or moveable parts (Korea) and the screwpress for
oi, linen and wine (Europe) and thus created the mechanism for printing.  The
mechanism that he used to print the 42-line Mazarin bible in Mainz in 1455 was
(for the most part) to remain in continuous use until the mid-cighteenth centuly.3
Evidence suggests that printing using wood-blocks appeared in China during the
Tang dynasty (618-907). Morcover, wood-blocks and metal plates have remained
popular throughout the typographic timeline amongst artisan printers (such as William

Blake and William Morris) and had moveakle type not been invented, the existing

2 1bid., p. 6
3 Gutenberg never made any capital out of his invention because Furst called in his loan and as a
consequence Gutenberg had to forfeit his all equipment to repay the debt.
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processes would have been improved and expanded upon. To further confound
historical accuracy, evidence suggests that moveable type was invented during the
Sung Dynasty (960-1279) but rejected by the Chinese on grounds of aesthetic
sensibility.* During the latter half of the long eighteenth century, as the Industrial
Revolution gathered speed, machines were introduced which shortened the production
time although they did not necessarilly improve the quality of the book produced.
The machines used in printing are now classified into four categories: the platen
(iobbing), the single cylinder, the doutble cylinder and the rotary (newspapers and
periodicals and popular books).

Gutenberg's unique contribution to printing technology was the development of a
method that enabled the mass production of texts, that allowed errors to be
corrected before printing and therefore cultivated the skill of proof-reading. He
invented the ink, which had to have a particular quality to stick to the type, yet
leave a clear impression, and the matrix or the typesetting mould from which the
individual letters were cast by punching brass with a relief form. The alloy, a
mixture of lead, a base metal, antimony, which makes lead harder and tin, which
melts easily, used for the typefaces, was developed by goldsmiths. The quality of
this alloy was imperative because it had to melt at a low enough temperature to
ensure that Gutenberg's matrices were not damaged, and it had to expand slightly
when hardened so that the shape of the mould was evident. Gutenberg originally
used over 300 letters but this has been reduced to the present day set of forty
lower case, a slightly lower figure for upper case letters, and of the many ligatures,
those retained are: ff, fi, fl, ffi, ffl, = and ce. It is important to note at this
stage that early printed books were indistinguishable from manuscripts, and it was
the technological advance made by typefounders that significantly contributed to the

construction of the book-as-object as a ‘modern artefact.

4 Oxford Interactive Encyclopaedia (London: The Learning Company & Oxford University Press,
1997)
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Yet the adoption of typeface was not unmiversal, it was designed to suit the
dominant alphabet and evolved as a result of geographical placement. Germans,
Russians and Turks used the Frakeur, Cyrillic’ and ‘Aratic’ alphabets, whilst
Western Europe used Roman’ and Trafic! In addition, typeface was specific to the
formality of the writing, so that (depending on the alphabetical series) a religious
document would be presented in the sr#uma (textura) font, whilst a legal document
would be printed using bastardy (bastarda).  The significance of such geographical
anomalies is that they serve to illustrate on a larger scale the obstacles faced by
the printer, publisher, translator, editor and bookseller, where regional diversity
occurred within geographical borders.

In Mother Tongue (1990) Bill Bryson remarks upon the problems caused by regional

dialects and the lack of a standard and common form of communication. English
(as we understand the term today) did not exist, and up to and including the time
of William Caxton (1421-1491), it was a composite of the French, Germanic, Danish
and Celtic languages. For three hundred years, English monarchs and aristocrats
spoke French, and until the reign of Richard III, the court also conversed in Latin,
the vernacular of the church. The lower social orders spoke in regional 'English),
which evolved as a random mixture of dialects taken from invading armies, and
social and trading links. The combination of the two major languages led to the
evolution of Anglo-Norman. It was through the offices of Caxton, a mercer, who
set up the first printing press in England in the grounds of Westminster Abkbey,
that the printing of the first book in a formal and standardised English, The
Recuyell Of The Historyes Of Troy (1475) occurred. Bryson, cites the preface to

Caxton's Eneydos (1490), in which Caxton

related the story of a group of London sailors heading down the 'tamyse’
for Holland who found themselves becalmed in Kent. Seeking food, one of
them approached a farmer’'s wife and ‘axed for mete and specyally he axyd
after eggys' buyt was met with blank looks by the wife who answered
that she 'could speke no frensh’. The sailors had travelled barely fifty
milks and yet their language was scarcely recognizabk [sid to another
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speaker of English. In Kent, eggs were eyren and would remain so for
another fifty years. >

The ascension of the House of Hanover might well explain the adoption of
Germanic words into the English language during the eighteenth century. In 1714,
Queen Anne died and the Elector of the House of Hanover (from the Stuart line
of James 1) ascended the British throne.’ Tt is said that whilst George I (1660-
1727) did his duty, he loathed both the kingdom and the people. In fact, so
great was his dislike, and so nostalgic was he for Hanover, that he refused to
speak the mother-tongue of his new country, insisting that German was spoken at
court. Over the centuries, Caxton's English has accommodated such additions and
dropped many from use, and whilst some words have retained a regional emphasis,

through Caxton's influence a standardised form of English persists.

In the intervening centuries, whilst the original mechanism of the printing press did
not change in essence for nearly four hundred years, the introduction of new
typefaces continued. In the years between 1720 and 1726 the work of one
particalar man contributed substantially to the modernisation of the book. The
engraver, William Caslon (1692-1766) was one of the first Englishmen to work as a
type-founder (the first was actually Benjamin Sympson, in 1579). Unil Caslon began
his career as a type-founder (and broke the foreign monopoly for the supply of the
matrices from Holland) type-founding was the domain of Huguenot ref ugees.’
Caslon's style of typeface was popular at home and in America, particularly with
Benjmin Franklin, who is credited with introducing the first novel, Richardson's
Pamela, to America in 1744, and who owned a printing house in Philadelphia. The
specimen sheet that Caslon produced in 1734 helped him achieve enormous success
and his typeface was used for the Declaration Of Independence in 1776. Today

5 Bill Bryson, Mother Tongue: The English language (London: Penguin, 1990), pp. 50-53
 George 1 was the great grandson of James |
7 Steinberg, Five Hundred Years Of Printing, p. 78
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graphical computer interfaces can supply many varants of Caslon's work and are

common on windows based systems:

CaslonOldFace BT, Cas]onO]dF ace HVBT, Cmsﬂ@n@pnﬁf&cc BT

Caslon Computer Fonts

Philip Gaskell (A New Introduction To Bitliography, 1995) describes Caslon's

typefaces as types that were without serious blemish, but also without much life;
they were tasteful, subdued, and rather dull’’® Perhaps Gaskell's comments are
justified; the popularity of Caslon's typefaces certainly waned at the beginning of
the nineteenth century, but they have now been revived and are still in use today.
To the modern reader perhaps the typefaces are ‘tasteful though 'dull, or perhaps
just old-fashioned’ given the range of choices available today. To the researcher,
scrutinising large quantities of books with idiosyncratic compositing styles, and the
long 'S, those printed using a Caslon typeface are comfortable to read because the
letters are rounded and well spaced.

Another individual of consequence in the history of printing is John Baskerville
(1706-1775), who began his career as a teacher of calligraphy (1788-1787) and from
around 1740, he ran a successful business in japanning and varnishing. During the
1750s, he began to experiment with different typecasts. It is said that Fournier Le
Jeune (from the family of esteemed French printers) considered Baskerville's italic
the best in Europe. After 1757, Baskerville began to produce editions of the
classics that were notable for their quality. He was also an acquaintance of the
paper manufacturers James Whatman and his son James, who invented wove (or

vélin) which was considered a very high quality paper.g

8 Philip Gaskell, A New Introduction To Bibliography(Delaware: Oak Knoll Press, 1995)

9 Wove or vélin paper is smooth and leaves no chain marks because a woven brass-wire cloth (woven
on a textile loom) is used in the paper mould. The Whatman's initial experiments produced paper
that had lines from the warp wires in the cover and was also quite rough, but within twenty
years a loom had been designed fo overcome these problems and post-eighteen hundred this process
of manufacturing paper was adopted for general use. (www.wovepaper.freeserve.co.uk, 30/01/O1)
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Dard Hunter (Papermaking, 1948) cites the reaction of the poet William Shenstone:

My neighbour, Baskerville, at the close of this month (March, 1757) will
publish his fine edition of Virgil; it will for type and paper be a perfect

curiosity.!°

In 1758, Baskerville was appointed printer to Cambridge University and in 1768,
he printed the folio bible (which Steinberg considered to be one of the finest books
of the eighteenth century). N Although Baskerville produced many beautiful editions,
his work was renowned for the use of an intensely black ink of his own design
and a high gloss paper. In his pursuit of the ideal text, and specifically his
production of the quarto Virgil, he would print two thousand copies, in order to
obtain fifteen hundred copies that had the right clarity of print and depth of ink-
colour.® Perhaps, because of his drive for perfection and as a consequence of the
rising cost and provision of raw materials, his printing venture was not as successful
as his japanning business. Baskerville's work was not widely esteemed in England, his
typefaces were considered eccentric and harmful to the eyes. ® When through

poverty, his widow was forced to sell his matrices and presses, Pierre Beaumarchais

(1782-1799) (author of The Marriage Of Figaro) purchased them, and used them to

produce his Keh/ edition of Voltaire. Equally Baskervilles design is represented in

contemporary technology:

Baskerville BT

Baskerville Computer Font

Economic necessity played a large part in the purchase of type stock, and although

type produced by English foundries was cheaper than imported type, it was

' Dard Hunter, Papermaking: The History And Technique Of An Ancient Craft (NY Dover
Books, 1947, vrepr. 1974). Dard claims that Baskerville suggested the wove paper idea to the
Whatmans

" His tenure with the university was not without restrictions, formal permission from the syndicate
had to be obtained for printing editions of the bible and common prayer book other than those
agreed upon, £20 was payable for each thousand copies prinfed. Michael Black, Cambridge
University Press 1584-1984 (Cambridge University Press, 2000), pp.111-112

12 Ink was made from lampblack and varnish and had to be sticky enough to adhere to the type but
not smudge under pressure.

13 Gaskell, Introduction To Bibliography, p. 39




expensive to replace worn items. Gaskell suggests that whilst new designs were
becoming more widely available, the printers were more inclined to buy a typeface
that did not offend the conservatism of their customers, and one that was made of

good hard-wearing metal’. .

With an ecighteenth century audience keen for innovation, and willing to embrace
the new it was circumstance rather conservatism that dictated the readers choice of
book, or indeed its suitability for reading in difficult or uncomfortakle
circumstances. During the eighteenth century, many of the old houses were either
built with a minimal number of windows or had had them bricked up to avoid the
window tax instigated in 1689, during William III's reign (Act of 7&8 Will. III.
This was not repealed until 1851 (Victoria's reignl.”® Only the very wealthy could
afford houses with a large surface area of glass, and to read after dusk required
candlelight and candles, usually made from tallow (animal fat) that guttered and
were smoky, as were the fires. Fashions too, particularly for women, would also
have dictated the length of time spent reading, as costumes and hairpieces were

.. 16
restrictive, bulky and hot to wear.

Yet despite the difficulties that readers faced during the long ecighteenth century
the trend towards reading as a solitary activity increased, and the demand for
books, newspapers, journals, magazines, and broadsheets outstripped provision.

Production methods had to change to meet demand, and change they did.

4 1bid.

"> This act came into being to meet the expense of recoining clipped money. For the next seven years
the king was granted a tax of 2s on every house; if it had ten windows or more, the tax was 6s;
if 20 windows or more, 10s. Oxford: Payers Of Window Tax, 1696
(http://users.ox.ac.uk/"uzdhO149/oxfhistory/windowtax.htm). A Copy of the return was retained
for the Quarter sessions and another sent to the Exchequer. Further information is provided
www. Wolverhamptonarchives.com. The window tax replaced the hearth tax, collected on Lady
day (25 March) and Michaelmas (29 September): 'in 1747, 10-14 windows at 6d per window
15-19 windows at 9d and 20 or more at Is. By 1825 houses with less than 8 windows became
exempt'. The person responsible for payment was the occupier rather than the owner and this tax
was consolidated with the house tax and administered on the same forms as tax for shops,
servants, horses, carriages, carts and wagons, and hair powder.

'6 Costume as a barrier to reading will be discussed in chapter 5.
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Stereotyping (developed by William Gadd (1690-1749) and originating from Dutch
printers) in which a plaster cast was made of the type and the mould used to
create a plate, was a means of preserving type for future reprints and therefore
cutting the time consuming activity of resetting. However, due to the protectionist
attitudes of the Scottish printers, Gadd's machines were smashed and he returned to
the traditional method of printing. It was sixty years before Firmin Didot, who
made the metal casts from sunk faces, thereby decreasing costs, reintroduced the
practice. In 1829 the moulds were made from papier-maché and reduced both labour
and the size of the mould. It was Charles Stanhope, third Earl Stanhope (1753-
1816), politician and scientist who made stereotyping commercially viable at the
Clarendon Press in 1805. Stanhope's crucial contribution to book production was the

Stanhope Iron Press:

The key to Stanhope's invention was compound lvers which considerably
magnified the force acting on the pressure plate or phten, thus enabling a
larger sheet to be printed.!”

Apart from the Stanhope, there are two other significant machines, the Columbian
and the Albion. In 1813 George Clymer, a Philadelphian, developed the Columkbian,
a press which used a beam and pistons to apply pressure on the platen and he

introduced 1t into England in 1817,

Its most characteristic features were extravagant decoration and the
American-eagle counterweight which rose and fell with every impression.'®

The advantage of the Columbian Press was that it was suited to larger formes,
posters and larger quantities of work. Richard Cope introduced the Albion Press in
1820 and instead of levers, the Albion 'had a steel toggle joint which the

. . . 19 .
impression bar forced straight to create the downward thrust. ~ The machine was

Compact, well wrought, and, finely finished, this press also works on the
lever principk, but with kss weight than the Columbian.?°

7 Graham Hudson, The Victorian Printer (Buckinghamshire: Shire Publications Ltd.,1996), pp. 4-5

8 ibid., p.5

% ibid., pp6-7

2OW. S. Murphy, "The Printing Of Books”, Harmsworth Self-Educator, ed., Arthur Mee
(London:1907)
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The advantage of mechanisation is twofold: speed of production, and labour costs.
The hand press produced up to 300 sheets per hour but the initial steam-powered
ones could produce 1100, and by 1828 this figure had risen to 4,000 sheets. By
1939, forty thousand sheets per minute were recorded. Strahan's purchases during
the period 1800 to 1818 illustrate how costly the printing business could ke, A
large Stanhope cost £80, a smaller machine, £60, cight wooden presses £25, and
type, 469 pounds of double prcz could be purchased at £2,600 prior to the
Napoleonic Wars, yet quadrupled in value during the wars to between £7000 and
£9000.”

The arrival of the machine also changed the face of the workplace. When
Spottiswoode bought his Applegarth Cylinder Perfector, the room subdivided into the
pressroom  and the machine room. Spottiswoode seems to have enjoyed the

industrialisation of printing because

the inventory of the pressrooms reads like a saksman's catalogue: the
Spottiswoodes appear to have decided to try one of every make of iron
press: a Goulding, a Russell, a Columbian -- which was worth £50. Two
steam engines were valued at over £550, and the machinery alone was

valued at £2,622 -- roughly, the figure set on the cast type in 1800,
only thirty years before.2?

It is during the introduction of the steam engines that the overseer of the printing
process acquired a separate room from the workforce, supporting the split between
employer and employees, white-collar workers and blue-collar workers. At this time
another important change occurred. Originally the printer/bookmaker had been a
Jack-of-all-trades: typefounder, printer, illustrator, publisher, editor, bookseller. Now
this role became less skilled and for the most part consisted of a machine operative's

duty. Yet, as P. M. Handover Printing In London Form 1476 To Modern Times,

1960) is quick to point out, the expense of these machines meant that the

2l Prior to 1793 muitiply by 60, during the Napoleonic Wars of 1793-1815 by 30 and post 1815
by 40 so that the type was worth between £156,000 and £280,000

2 P. M. Handover, Printing In London From 1476 To Modern Times (London: George Allen &
Unwin Ltd., 1960), pp. 209-210




changeover from traditional methods was slow, not least because such machinery
required larger premises. The proliferation of machines to aid the printer and
typographer from the onset of the Industrial revolution had one distinct advantage
for the reader; mass production meant cheaper books. This benefit was compounded
to obvious effect by the supply of cheaper paper. Cheaper paper led to publishers
such as James Lackington, who selling books on a cash only basis and by reducing
his overall profit (and incidentally netting him his fortune), was able to sell books
at a significantly lower cost to the public.  Such enterprise was not without criticism
however; he was denounced as a charlatan and rumour had it that his books were
inferior

] often rececived letters from the country, to know if such and such
articles were REALLY as ] stated them in my catalogues, and if they
REALLY were the best editions, if REALLY in calf; and REALLY
ekgantly bound, with many other REALLYS.*

Cheaper paper was critical to the production of cheaper volumes. Paper (according to
Chinese tradition) was first made in ADI0S, by Tsai Lun, a eunuch, at the court
of Emperor Ho Ti and spread to Europe when Arab soldiers captured Chinese
papermakers in a battle near Samarkand in AD751.® Tsai Lun's invention used
fitre from fishing nets and rags, which he boiled, pulped and dried over a straining
frame, which allowed the fluid to drain but left a tissue-thin ‘paper, which was
then weighted down. Dard Hunter explains that in over two thousand years the

basic principle of making paper has not changed and that

To be classed as true paper the thin sheets must be made from fibre that
has been macerated until each individual filament is a separate unit; the
fibres intermixed with water, and by the use of a sieve-like screen, the
fibres lifted from the water in the form of a thin stratum, the water
draining through the small openings of the screen, leaving a sheet of

2 James Lackington, Memoirs Of The First Forty-five Years Of The Life Of James Lackington
(1791). The seventh edition of Life was sold by Lackington for 2s 6d in boards and bound 3s at
that time the price of a book in boards could be 5s 6d or more.

24 It spread to Spain in 1056, Mtaly, 1255, Germany 1390, Belgium 1407 and Great Britain in
1494. Wynken de Worde mentions the Hertfordshire paper mill in 1495.
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Whilst the change prompted by the steady increase in readers was a by-product of
the supply and demand cycle, the immediacy of that change was precipitated by the
crisis in raw materials during a particular period in the history of papermaking. The
dependency on linen and cotton rags meant that the industry built up around these
materials, although lucrative (and resourceful), it was a high risk one and depended
upon the willingness of people to part with old clothes. Clothes, as Defoe often
points out in his novels, might be the sum total of a person's wealth.

In Moll Flanders, Moll's ‘Gentleman-Tradesman' husband, a draper, flees to France

to escape debtors prison.  Moll sells the material that he has pawned to provide her

with some brief financial security

My husband was so civil to me, for I still say, he was much of a
Genflman, that in the first letter he wrote me from France, he ket me
know where he had Pawn'd 20 pieces of fine Holland for 30 J which
were really worth above 90 / And enclos'd me the Token, and an order
for taking them up, paying the money, which I did and in time above 100
I of them, having Leisure to cut them and sell them [.]%7

Theft of material goods occurs repeatedly in Defoe's stories. The street urchin,
Colonel Jack, describes his business of going to Bartholomew Fair, as ‘in short, to
pick pockets' and specifically targets material goods that can be sold on. The list
of items he obtains are: a white handkerchief, a coloured handkerchief, a riband
purse and finally a silk handkerchief.™ It is a scene echoed in A Christmas Carol

(1843) by Charles Dickens. Mrs Dilber robs Scrooge's corpse not only of his bed
hangings but of his shroud too; clearly the reward was worth the risk of disease.
Even if the cloth stolen were sold on unmodified by a fence' it would be likely to
end up in the vat at a paper factory.™

Understandably, therefore crises in the supply of materials were not exceptional in

printing history. The industry was dependant on a single source material, rags (for

27 Daniel Defoe, Moll Flanders (Oxford: Oxford University Press, 1981), p. 63
28 Daniel Defoe, The History And Remarkable Life Of The Truly Honourable Colonel Jack (London:
Folio Society, 1967), pp25-26

2 A ‘fence' is a colloquialism for a receiver of stolen goods.
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the most part imported) until a widespread shortage prompted a cessation of imports
from the continent, because the process of papermaking was laborious and slow. The
impetus of the Industrial revolution and therefore, technological advance, in the
cighteenth century, provided the opportunity to implement change and make the
mass production of books a reality.

However, if the industry was to survive, the dependency on cloth as a raw material
had to be broken, and this prompted research into the creation of paper from other
materials. The first treatise on papermaking was published in England in 1716, by
the Society Of Gentlemen, who suggested not only the use of hemp but the
floating of mill barges on the Thames. Experiments with amianthus (asbestos with
fine silky fibres) specifically by Franz Ernest Bruckman (1697-1753) who published
several editions of a geology book in this material in 1727, proved to Le
unsuccessful since the paper created was brittle and coarse. René Antoine Ferchault
de Réaumur (1683-1757) observing the nests made by the wasp Hymenopterous
suggested that paper could be made from wasp nests, but as Hunter suggests there
is no evidence that he actually made paper using this method. Thomas Greaves Of
Warrington, was awarded a silver medal from The Society For The Encouragement
Of Arts, Manufacture And Commerce, London, for his successful production of
paper from ‘the bark of withins (? Salix alka or Salix nigra)™

But it is Matthias Koops who is considered to be the founder of modern paper
production methods. In 1801 Koops had been granted three patents, one to extract
writing ink from paper before pulping the recycled material and the other two to
produce paper from such vegetable material as hemp, flax, straw, hay, and other
kinds of wood and bark. During the last quarter of the long eighteenth century
Koops and his partners in the Straw Paper Company, Samuel Lister and James
Forbes, and after 1804 J. W. Tate and twenty four others, built one of the

3 Hunter, Papermaking, p.330
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biggest paper mills in the United Kingdom at Millkank, London.”

The final stage in creating the physical object book involves binding. Greetham
suggests that during the early history of the book it was the responsibility of the
binder to ensure that the new printed books were indistinguishable from the scribe’s
work. It is an inspired piece of early marketing that the printer used type that
mimicked the scribe’s writing, and for the most part there was no apparent
difference from the real article in terms of presentation. By creating ornate covers
they overcame the prejudice against printed material.  The choice of materials for
the modern bookktinder is crucial, if the btook is to survive with the minimum of
deterioration. The book that sits on the shelf gives the impression of being inert
yet it 1s a cauldron of chemical reactions. In consequence, that many of our rare
books have survived the ravages of time is thanks to good fortune rather than

good management. Discussing the results of the investigations of the Arts

Committee, Douglas Cockerell (Bookkinding And The Care Of Books, 1901) reveals

the fragility of the object which the reader takes so much for granted:

An extensive series of experiments was carried out with a view of
determining the causes of the decay of bindings. The sub-committee find
that this is caused by both mechanical and chemical influences. Of the
atter, some are due to mistakes of lather manufacturers and the
bookbinder, others to want of ventilation and to improper heating and
lighting in libraries.??

The skill of the binder resides not so much in his akility to finish the book but
to understand the substances that he is working with. During the early history of
the book, bindings were leather; paper covers were not commonly used until after
1820, when the machine binder replaced traditional bookbinding methods. Leather

remains for the most part a luxury item (with the exception of footwear) and until

3! The documentation for this mill is owned by the Massachusetts Institute Of Technology. The cost
of it was staggering: each of the shareholders advanced £45,000 pounds for the building and
supplies. Hunter provides a breakdown of costs for this massive mill in Papermaking, pp.332-340.

32 Douglas Cockerell, Bookbinding And The Care Of Books (NY: Lyons & Burford, 1901,
repr.1991), p.270

93



1830, the leather trade was subject to the Customs and Excise dcpartment's levies.
Taxes were often as high as 3d per pound of leather and in 1837, it was
estimated that the total revenue from leather production was £5 million.

Leather is dead skin; it is host to a myriad of bacteria and is in a state of decay
until treated. Early attempts to halt this decay employed fat and smoke, but they
proved to be imperfect means of preservation and skins continued to deteriorate.
Experiments with acid secretions of trees and plants yielded better results. The
process up until 1906 remains in essence the same process as that carried out today
by machine. Hides arrived at the leather manufacturers in one of two ways, dried
and salted from abroad, or fresh from the home market. The dred hides were
treated to reconstitute them and then washed to remove blood and dirt. The next
stage was sweating, the hides were soaked in lime and then scraped with a blunt
knife to remove the hair and epidermis (containing sweat glands, fat glands and
hair). Once the lime was cleaned off, the process of preservation began in earnest
and the process followed one of several methods: oil tanning, alum tanning, chrome
or mineral tanning and oak- bark tanning. Once the tanning process was completed
the leather was dressed. Dressing leather is the process by which the leather is
flattened, smoothed and buffed to give its final appearance.®

Modern treatment follows the same sequence but is more controlled and has two
distinct stages Wet-Blue processing and Finishing. During the Wet-Blue stage, the
hides are fleshed to remove fatty tissue, before being loaded into rotating wooden
drums, which can hold up to 10,000kg. They are soaked for three to four hours
in a sodium carbonate mixture to raise acidity levels or pH to between 8 and 9 to
restore moisture.””  The next stage takes between four and six hours and water,

lime and sulphide are added to remove hair, which is later recovered to be used as

33 W. S. Murphy, "Leather Manufacture”, Harmsworth Self-Educator, vol. v ed., Arthur Mee
(London, 1906), pp. 2851-2856

34 pH is the negative algorithm of hydrogen ijon concentration for which a scale is used to measure
acidity and alkalinity O -14 (where less than 7 is acid, 7 is neutral, and more than 7 is alkaline).
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fertiliser. Liming takes ten to sixteen hours and with periodic adding of further
quantities of water hme and sulphide. The hides swell, absorbing more water and
excreting proteins.  De-liming takes three to six hours, carbon dioxide and
ammonium salts are added to remove the lime and alkaline chemicals, and the
temperature 1s raised in the vats, which causes the hides to shrink and expel water.
Once this stage is complete proteolytic enzymes are used to clean the surface and
remove any remaining hair structures, and the hides are then pickled for two to
three hours using a mixture of salt, sulphuric acid and water. It is after this stage
of tanning that the hides are considered to be in a preserved state.

Two final elements of this process complete the Wet-Blue stage of leather
production. Tanning and balsification requires chrome powder and magnesium oxide,
chrome powder to form crosslinks with the collagen and therefore stabilise the hides.
Once the hide is proven to be heat resistant (no shrinkage at 100°¢) it is considered
fully tanned.  Sammying is the process of rolling the hides until the excess
moisture is removed. The final process in hide preparation is Finishing. Finishing is
also subdivided into a series of processes: splitting and shaving (selecting the required
width of material), retanning (removing the acids and adding vegetable extracts to
give the required feel), faliquoring (adding oil to keep the leather flexible once
dried), drying (to reduce moisture to between 15-20%), staking (a mechanical process
to soften the leather) buffing (mechanical sanding to smooth the surface), after
which a finishing polymer or wax finish is applied by machine or spray gun and
then, finally, the leather is embossed (stamping an artificial grain on the surface of
the leather).*

‘The common leathers used in binding are calfskin (soft and smooth) also known as

Russia’ and popular during the latter half of the eighteenth century, goatskin or

®Leather Manufacture The Processing Of Hides To Make Leather Parts 1 & 2.,
http://www.tft.csiro.au/leather/manufacture. htmi
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morocco (grainy and susceptible to dyes), pigskin, sheepskin or Roan (cheap and
used for books sold bound) and sealskin (although books in this material are rare).™
Binding a book has more complexity than the treatment of the materials used to
cover it. The role of the binder is to assemble the composite parts, and there are
many styles in which this can be done, such as French groove, Greek style and
tight and hollow back. The pages are folded, collated, sewn, bound (either with a
limp binding or boards); the book is given endbands, a lining and backing. The
covering may be full, half or quarter, leather, cloth or paper, and the leaves are
sunk into the cover and glued together. The machine superceded hand binding,
using a technique known as 'casing', in which the leaves are glued rather than
sunk. The advent of mechanical binding almost resulted in the extinction of the
bookbinder, who today is viewed very much as a specialist in a field distinct from
the publishing industry and akin to arts and craft.

Traditionally, books were sold btound or unbound. Books that were bound were
generally for the poorer readers who could not afford the binders fees. o Bindings
in the long ecighteenth century could be simple or claborate depending upon the
imagination of the reader for whom the book was to be bound, and skill of the
binder. Many private libraries that were established during this time had unique
liveries that seemed to serve two purposes. Firstly, books were expensive objects and
therefore (like cloth) likely to be stolen and a distinctive livery meant that a book
was easily identifiable. Secondly, having the binding done privately provided the
owner with a continuity in the design, one that matched the house-style of library
where the book was destined to reside and which provided a visitle reflection of

the taste and delicacy of the owner.

% Information on leather types: Cockerell, Bookbinding and P. ]J. M. Marks, Bookbinding: History
And Techniques ,p. 263-279

37 Aldine Manutius (1450-1515) was the first to produce popular Greek and Roman classics in
standard covers
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From 1820 and throughout the Victorian era, when paper covers began to replace
leather, tooled and gilded abstract designs were replaced by hne drawings depicting a

scene from the narrative. The 1892 edition of Rokinson Crusoe has an elaborate

Morris-like green, red and gilt front cover and spine. The inset line drawings show
Crusoe on his raft, salvaging goods from the wreck and walking with his dog along
the strand adorned in skins, clutching his skin parasol. Increasingly after 1890 the
adornment of book boards gave way to book jackets, which by 1906 were used to
advertise other works in the publisher's portfolio.”® Hlustration plays an increasingly
important role in the history of the book. As with the typefounder, printer,
publisher, editor, and bookseller, the role of the illustrator changed during the
eighteenth century from jobbing engraver to artist/illustrator. In the early stages, the
illustrator was part of an hierarchical structure, which separated the skilled engraver
assigned delicate work (usually French or Dutch immigrants) from the native British

worker, assigned less skilled ornamentation, head and tail pieces:

At the upper level were the continental immigrants moving for mixed
reasons from the continent, mainly France and Holland, often to work in
the first instance on fine-art picture projects. [.J The native engravers
were generally allofted a lower status, though individuals, particularly the
mezzotinters of the late 17" century, achieved high levels of reputation
and financial success.>®

Wiliam Hogarth (1697-1764) began his career as an engraver and supplied the

decorative pieces for Henry F iclding's Jacobite Journal. By the close of the century

an illustrator such as Thomas Rowlandson (1757-1827) has acquired the status of an
artist and caricaturist. By the nineteenth and twentieth centuries, artists such as

George Cruikshank, Phiz (H. K. Brown) John Butler Yeats, Philip Ross, and

George Tute were sought by publishers to illustrate their books. The tradition

38 Binding and presentation will be considered with regard to each of my chosen authors in the
following section

3% Michael Harris, "Engravers, Printsellers, And The London Book trade”. The Book Trade And Its
Customers 1450-1900, ed., Arnold Hunt, Giles Mandelbrote and Alison Shell (London: St Paul's,
1997), p.96




continues today where putlishers {such as the Folio Society) produce superior volumes
to the paperback editions aimed at the mass market.

Modern technology presents us with a new vision of the book. It is now possible
to download and read a book on a personal computer and there are several
companies who provide free software to do this.

Perhaps the most remarkable innovation is one that has been reported by Paul

Trueman in Personal Computer World (1998). Two rival research and development

institutions (MIT and Xerox PARC) are about to change the way we interact with

book both as the physical object and the written word:

There are numerous competing technologies heading our way in the next
few years, all united in their attempts to replace the common paper book.

This innovation has been named the Last Book. As an interactive object it has
the potential to provide everything a reader requires in one electronic and handheld
artefact. It i1s destined to incorporate certain features that will make it more than
what readers now perceive of as book, for example the inclusion of video clips to

illustrate a particular point. J Jacobson (one of the technologists working for

MIT) suggests that

The problem, of course, with traditional books is that they are not
changeable. The goal of the electronic book project is to construct a
compelling version of the book updated for modern use. 4°

A book about Arabian horses therefore, may ‘generate video clips showing the

performance of certain classes of horses. For Jacobson the Last Book has an
abundance of potential to expand the concept of a book as a tool to extend

communication and therefore knowledge.

The format of this invention remains a paper-based construction, but the ink, a
microparticle system that reacts to an electronic charge and has the ability to

reconfigure itself infinitely, is known as e-ink. Trueman explains

40 \W'W W .researchweb.watson.ibm.com/ journal/sy363/acobson.html
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The e-ink developed by Joseph Jacobson and his team consists of electrically
susceptible two-colour micro-particles, suspended in a clar outer shell
The charge across the eclctrodes defines the position of the particle,
flipping it over to display one or other colour.?

The new ink will have an impact on environmental issues surrounding book
production (although the reasons for the development are more likely to be
economically derived).

The books seleced will be contained in a single volume. He continues

The spine of the book will contain a small display, from which the reader
may choose the tome of their choice. At the touch of a button, the
book will re-draw itself to whichever work the user requests, transforming

it from Hamlet to Trainspotting and back.%®

Initially the price of the Last Book may exclude certain income brackets, (the first
books and computers were beyond the economic means of many but advances in
production methods reduced costl. The cost of the Last Book was estimated at
between one and ten dollars a page in 1998. The British Library has already
embraced the new technology, if not the Last Book, as a means of safeguarding
precious manuscripts applies a computer/book paradigm in the public gallery. The
illusion of a book is maintained as the reader interacts with the screen to turn the
pages.

The use of such technology raises questions not only for the future of books
unused and growing dusty on the library shelves, but for defunct computer
equipment outstripped by the technology that has created it.  Yet, such innovations
are crucial for the preservation of texts that would otherwise be lost. Book
preservation is of paramount importance and if the Last Book enters popular
production it will form another link in the chain of publication history and should
therefore be viewed as an integral part of the innovation and enterprise that has

typified the publishing industry through five centuries.

4 Paul Trueman, "Pulp Fiction", Personal Computer World (December, 1998), p. 246
4 ibid., p. 246
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the library is punctuated by the low murmur from the desk where books are
delivered to the readers. Unexpected noises jar, reflex noises -- coughs, sneezes and
throat clearing become increasingly irritating. One begins to have some sympathy
with Mrs Bennett who tells her constantly coughing daughter Kitty to 'have a little
compassion on my nerves. You tear them to piecc:s'.1 Noise is met with a hard
stare or an arched eyebrow but for the most part an air of tranquillity prevails; this
is most notable towards the early evening as the library empties. After midday the
heat can become mildly oppressive and as the air-conditioning dries the throat,
sustained concentration is made difficult. A tea break becomes a necessity. The
scats of green leather are generously proportioned and comfortable, but not too
comfortable. 'Whilst the desks are a good size for writing, they become cramped if
more than six books are viewed. Today I have called up twelve and the majority
of the editions range from one to three volumes. The first thing I notice as I
carry my books to the desk is the smell. ~Old books have a dry, musty and
Litter-sweet smell, whereas new books smell clean, fresh and only slightly sweet.
This scent is better or worse depending upon the quality of the paper used, and
the degree of decay.  Behind my stack of books the fragrance is often
overpowering and it clings to me long after I have left the library. So I sit
behind little stacks of aged tomes, some in special cases so parlous is their state,
becoming increasingly worried as rust-coloured fragments of the spine crumble onto
the desk and a spine-shaped trail begins to appear on the book support as I
examine each book in turn.

Beyond my sense of tranquillity, I am aware that a proprietorial air persists but it
is not overtly aggressive. Readers protect every inch of space allocated. If a book
overlaps, papers are rustled and repositioned, behaviour which perhaps correlates with
that of a territorial animal marking its boundaries. 1 glance around the room to

take stock, to breathe in the atmosphere, to centre myself. I am horrified to see

! hne Austen, Pride And Prejudice, p.7
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my immediate neighbour using a gel pen, transgressing the rules of the Rare
Reading Room, clearly marked on each desk. It takes time to settle, to organise
myself before I begin to examine my books. I am long-sighted so that when I use
a computer I wear glasses, and although not necessary, I choose to wear them for
prolonged close reading. Principally I do this to avoid tired eyes at the end of the
day because typefaces can ke of variable quality, size and clarity, and magnified
vision assists in the inspection of poorer reproductions. If I glance beyond my
Book, my vision becomes blurred, so I am continually adjusting them as they perch
on the end of my nose because if I need to look up my eyes need to re-focus.
The magnification of the lenses helps with the small print of the early Victorian
period, which I do not like, it is too church-like and fussy for my taste. Books
from the later Victorian period dispense with ornate title pages although the print
size remains small and sepulchral. My resistance to the print is overruled by other
factors such as the highly ornate and beautifully worked covers and illustrations.

I smile as I gaze at my first book; it is a smile of affection tinged with sadness.
The eighteenth-century volume in my hand is by Penelope Aukbin, it is two

hundred and eighty years old. The Adventures Of The Count de Vinevil And

His Family is in very poor condition. The excitement I feel holding this book is

something that is difficult to convey, not least because of the rarity of her novels
it is difficult to find any for sale, let alone in a library) and not least because I
am aware that this book has a history. Two hundred and eighty years ago, Aubin
was as popular an author as Defoe and perhaps for one reader this book was an
old favourite, initially greeted with excitement, then perhaps with familiarity to be
read and re-read. The joy of reading was perhaps tempered by indifferent
environmental conditions.” As I pick up the book, I am aware that my breathing

has become shallower. I feel a sense of animation, of privilege, of reverence,

inspired in part by my surroundings. I am awe-struck, I sit wrapped in a cocoon
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of tradition, a scholar using the library dedicated to scholars by his Royal Majesty
King George III.

I am conscious that a security guard is hovering by my desk, curious, watching
whilst T measure the book with a ruler, trying not to touch it. I feel as if I am
doing something wrong, a feeling enhanced by the bank of monitors, camera
flicking from row to row scanning for transgression, which I notice when my
belongings are searched by the security guard as I enter or leave the room. It is
also reinforced by the surprise of reprographics room staff, who when asked to scan
the spines and covers of other editions, dont know if it can be done without
damaging the book (it canl Readers rarely ask for this because they are actually
reading the book or looking at other aspects such as the illustrations. Once a
rapport Is established, my requests are treated curiously, but helpfully and they try
their best to oblige, suggesting how it may be done. An empathic soul has
returned one scan of the 1797 edition of Anne Radcliffes The Italian framed with

green corduroy, a colour that finely compliments the rich walnut hue of the leather
cover. I look at Vinevil and check the number against my list, 12604.bE.12, and
confirm the date, 1721. 1 note that it i1s a 12° (twelvemo) that it is a duodecimo
size and measures 16x10cm.” There are disparities between the actual size of this
book and the standard for this classification, which is 12.7x19.lem. During my
research it has become quite clear that book sizes vary enormously from standard
classifications and in many ways this technical information is unimportant beyond a
desire to grasp the technicalities of textual scholarship. What is important, what
interests me is the way a book fits into my hand, how it feels, its texture and the
weight. It has to feel right in the band, to have balance, which is why I'm
drawn to so many original eighteenth century volumes, particularly the 8vo (octavo)

and 12° size. These are small, compact, and the print is the right size, something

2} will discuss environment in Chapter 5.
3 Duodecimo is about the size of a modern paperback. The sheet of paper is folded twelve times so
that each sheet yields twenty four leaves (both sides of the page) or 48 single pages
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I appreciate, being long-sighted. The closest approximations in size today are Penguin
and Oxford paperbacks, but in paperbacks publishers generally sacrifice quality for
quantity. The paper is poor, the glue weak, the typeface variable (particularly the
size) and the covers so flimsy that decay sets in very quickly. I do not believe
that a modern paperback will last for two hundred and eighty years and still be as
readable as this book, poor though its condition is.

Vinevil sits in my hand perfectly and I run my fingers gently over the plain calf-
bound covers, whose only marks of ornamentation are double gold leaf frames.
The covers feel smooth and waxy and are both separated from the spine. The
spine has lost its covering but it allows me to sece how the book has been sewn and
glued together.  The front endpaper has also become detached but the rear
endpaper still hangs by a sturdy cotton thread. Endpapers are important; it is here
that readers such as William Garden, in his copy of The Midnight Assassin (an

abridgement of The Italian dated 1808) or the bookplate of Thomas James Wise

His Book (a rare first edition of Amelia 1752 and also signed Mary Horsley in all
volumes) declare provenance.

Acts of ownership intrigue me and today, two hundred years later, William's mark
precipitates a cascade of speculative thought in me. Who was William, why did he
write his name on both front and rear endpapers, how old was he? 1 speculate
that at the time of writing he is a young boy. The form of his script suggests
youth as does the fact that he has copied out all the titles in that slim volume on
the front endpaper. Books and history, specifically history that embraces the
personal, are important to me. At this point in Vinevil's life story, I am part of a
long chain of hands that have clutched this volume and 1 feel close to those first
owners, whose phantoms look over my shoulder as I read.

I pick up my pencil and begin to make notes, my hand never losing contact with

Vinevil as it sits on the book rest. The frontispiece is an engraving bearing the
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legend J Pine.* John Pine (1690-1756), a high-class English engraver on copper
and a dose friend of Hogarth, trained as a silversmith's engraver and was considered
to be the finest heraldic engraver in England. Pine is distinguished by his skills as
an engraver, and also because he was one of the first black masons to be
appointed. He was commissioned to engrave the annual list of Masonic lodges from
1725 to 1741, lists that were published as a pack of loose cards, detailing the
arrangements for meetings including the sign of the tavern or inn where the lodge
met.” Prior knowledge of Pine adds to the thrill of secing an engraving by him,
it is like discovering an old friend. Moreover Pine's membership of a ‘secret society
adds an element of mystery.

Carefully turning the thick, coarse yet strangely smooth leaves, they crackle. The
paper has an oatmeal flecking and in general, I know I am looking at a book that
pre-dates Whatman's invention of wove paper when I sce this. The typeface is
large, 8cm for capitals and 2em for body text. I check the page visually without
my glasses and it is comfortable. The size of the letters and the density of ink
are something I appreciate at the start of a long day's reading, even more so at the
end of the day. I hold the book up to the light to look for any watermarks (the
signature or mark of the paper manufacturer intertwined with the wires) or chaining
(the mark of the wire on the wet pulp) that may be present. Such characteristics
are rarely apparent in a modern book because production methods have changed and
in the Last Book they would be an affectation, if they could be reproduced at
all® I see that chaining is present and find a watermark, a star in a half-circle.
I glance through the volume finding it representative of eighteenth-century print
culture. It is littered with typographical peculiarities such as irregular capitalisation,

italicised place names and single speech marks on the left-hand side only, line after

4 Michael Harris, "Engravers, Printsellers And The London Booktrade”, The Book Trade And Its
Customers, 1450-1900 (Winchester: St Paul's Bibliographies, 1997),p.96

5 Dr Charles H Wesley Masonic research Society, http//www.phaohio.org/chwmrs/fbm.htm]
(05/12/2001)
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line, although this too can bte irregular. The last word of every page is one line
further down and aligned to either the central fold (gutter) or to the edge, the
same word repeated at the beginning of the continuing line on the next page. The
long title is the eighteenth-century equivalent of the blurb on a modern edition's
covers (see below). TFrom the title 1 deduce that Vinevil is a memoir narrative.
The inference is that the characters are real, a common device in early eighteenth-
century fiction; that their lives are unusual (another of Aukin's stories has a
character, Madame de Beaumont, living in a cave for fourteen years). Vinevil i1s
set in Constantinople, a city far enough away from the normal environment of the
provincial eighteenth century reader, to prompt artistic liberty with both the setting

and the characters and to create a sense of mystery.

The Scrange

ADVENTURES

OF THE

Count de Vinevil
And his Family.

Being an Account of what happen’d
to them whilft they refided at
Conftantinople.

And of Madamoifelle ArpeLisa, his Daugh-
ter’s being fhipwreck’d on the Uninha-
bited Iland Delos, in her Return to
France, with VioLerTa a Venetian Lady,
the Caprain of the Ship, a Prieft, and
five Sailors. "The Manner of their living
there, and ftrange Deliverance by the
Arrival of a Ship commanded by Vio-
terra’s Father.

Arperisa’s Entertainment at Venice, and fafe
Return to France.

By Mrs. AUBIN.

8i Genus Humanum, & mortalia temnitis Arma,
At [perate Deos memores fandi atque nefand:.
Vircit,

LONDON,

Printed for E.Bxvz, J..Dansy, A.BerrRsworrn,
F. Favaam, 1. Pemsenron, J. Hooke, C. Ri-

vinetow, F. Cray, J. Batrey, and E.Symon.
M e, xx1,

The Adventures Of The Count de Vinevil, 1721

The title page has just enough information to tempt the reader (me). T note that

© Watermarks are also used as a form of security for example in banknotes. The paper for the last
book may contain some such device fo prevent copying.
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this edition is published in London and that the publishers number ten, indicating

that this is a conger, a system that flourished until the mid-eighteenth century. P.

M. Handover, Printing In London (I960) notes that Congers were powerful

organisations, the name suggesting the power of a share-book system that

was supposed to be taken from the conger eel, that not only deprives
smaller fish of food but even swallows them up.”

I notice familiar names, Bell Hooke, Darby, Bettesworth and Rivington. The
Preface, a formal introduction written by Aubin does not follow convention by
dedicating the book to a patron. Yet she is conventional in her desire that the
book have an overt moral objective, ‘my design is to persuade you to be virtuous,

and she infers the authenticity of her tale with delicious irony:

The Truth of what this Narrative contains, since Robinson Crusoe has
been so well receiv'd, which is more improbable, 1 know no reason why

this should be thought a fiction.B

Just what segment of the market Aubin hopes to capture is unclear. Is it the
emerging middle classes who would choose to emulate her moral values or did she
really hope to capture those in the moral abyss? Furthermore, Aubin seems to
suggest that if the reader is gullible enough to take Crusoe at face value then why
not her novel? Yet, she does not go so far as to claim that the work is not a
work of fiction. That is left for the reader to decide.

Physically the preface is ornately presented; an ornamental woodblock print is centred
under a parenthesised and centred page number. The eye is drawn to the upper-case
tile PREFACE TO THE READER. The first letter in the body text is a
decorative woodblock drop case, which takes up a third of the paragraph set on the
first page. The body of the novel is justified and central to the page. There are
188 pages ((A8-f5) 5 -138) in total so that it is a book that can be read at one
sitting. I note that the title of the novel is across both pages close to the body

text throughout. Although I have read this story many times, I have to be strict

7 Handover, Printing In London, p.197.
8 Aubin, Vinevil, 172]
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[ 4]

Comments, editions, critics

An edition of Daniel Defoe's Robinson Crusoe has appeared every year since 1719.

The are many reasons why this should be so, perhaps the most important one being
that it 1s a good story. Despite Defoe having been selectively cast as an unsuitable

author (Defoes Moll TFlanders disappeared from print for most of the nineteenth

century) he was originally destined for a Dissenting ministry and his writing, in
particular the social commentaries, indicate that he was a man who had strong
humanitarian convictions. And new editions of Defoe's works, biographies and
critiques seem to appear each year: as Sir Leshie Stephen and his daughter Virginia

Woolf confirm, he is an exceptional storyteller. Crusoe, the subject of much critical

debate, has been cited by Rousseau in Social Contract (1762), by Karl Marx in

Das Kapitat A Critique of Political Economy (1867) and in David Copperfield

(1849-50) by Charles Dickens. Yet, when we think of Crusoe we think of one

book, the first volume, The Surprising Adventures Of Rokinson Crusoe f(and in

fact one part of the story, his life on the island) although there are two further
volumes. Whether it was Defoe's intention to write further on Crusoe's adventures
or whether he was capitalising on the popularity of this work can only be the

subject of speculation. The Further Adventures Of Robinson Crusoe was published

the same year as the original story, 1719, and Serious Reflections Of Rokinson

Crusoe was putlished in 1720.

Crusoe is a perennial favourite. Stephens considers that

We may find out on examination, that Defoe had discovered in Robinson
Crusoe precisely the field in which his talents could be most effectively
applied.'

The many volumes of Robinson Crusoe that 1 have examined perfectly illustrate the

! Sir Leslie Stephen, Hours In A Library (London: The Folio Society, 1991), p- 2
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history of the book as an object ranging from the very plain to the excessively
ornate. It is also a pertinent example of the novel as commodity, and the varety
of formats in which this novel appears suggest that publishers have been very
willing to invest in this book (which became a classic the year it was published). In
the early nineteenth century, the publisher John Arliss saw the potential to market
Crusoe as a book for children, and in 1818 he published The New Robinson

Crusoe, subtitled 'an instructive & entertaining history for the use of children” edited
and abridged by J. H. Campe. This edition is a 128° containing just 179 pages of
thé original 364. The popularity of this book in an abridged form for children has
persisted through two centuries and has consequently been responsible for the
creation of some of the most beautiful and well-crafted editions ever made.” As
responses to my questionnaire frequently imply, physical characteristics play varying
degrees of importance in the selection of a book and can be measured in terms of
a positive affirmation of the object in its entirety:

it affects the way ] read the book; ] like to feel comfortable with a book
and if it is awkward-feeling, then that detracts from the whole
experience; ease of opening the pages; binding style (I prefer sewn
signatures rather than the glued, “perfect bound” styl). (Response 7
Appendix Al

Or indeed a rejection

Choice made primarily by content; physical characteristics are secondary.
[Response 15 Appendix Al

The Routledge edition of Robinson Crusoe published in 1892 is a reissue of the

1888 edition, (but with fifty-two illustrations by J D Watson rather than the one
hundred of the 1864 version) and is a beautiful example of a late Victorian
children's book. It is thick, heavy and ornate. The front cover of red, green and
Black cloth on btoard carries an embossed impression of Crusoe steering his raft from
the wreck, beneath the gold-framed and lettered title. The spine, equally ornate,

captures animal-skin clad Crusoe walking with his cat, and holding the famous

2 Due to the quantity of editions available, with the exception of the edition loaned to me by John
Williams, ] have not examined any of the editions produced for children.
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umbrella. The rear cover carries a simple line embossed flower. The cover design is
evocative of a Willam Morris print.
Cover material and front cover illustration certainly do have significance for readers.

For example:

There is a current genre of books which are identifiable at 50 paces by
their Jurid covers. ] don't bother going any closer. Usually depict
déecolletage heroines in the ruins of a burning city, surrounded by pirates
and other virile protagonists.... (Response 32 Appendix A)

Conversely colour is not recognised as having particular significance for the majority
of respondents to the questionnaire (19.12% yes, 69.12% no), although one person
felt that colour and cover material might well influence the purchase of their

favourite novelist:

In the past ] have purchased novels because the cover had pictures of the
stars from a movie version. This wasn't the only reason, but if ] liked
the film and the stars ] would try the novel because 1 could already
identify with some of the characters. Also if ] liked the film 1 was sure to
like the book because ] have never found a movie fo be better than the
novel. Colour and cover affect me ako. Kurt Vonnegut is my favourite
author but the covers of his novels are very drab and gritty feeling. If ]
wasn't already familiar with his work ] might not have purchased any
more of his books. It seems that brightly coloured, smooth covers attract
my atfention. ] am a writing major myself so that ] know that you can't
judge a book by its cover, but ] have to say that if 1 were to purchase
one of two novels by unfamiliar authors ] would probably choose the more
attractive cover. ] also prefer soft cover books because they are easier to
take with me. Print size seems to be a factor also because 1 will not
purchase a novel with very tiny prinf. It gives me a headache. ] do not
like large print either, but if ] want a certain novel and one store only has
it in tiny print, ] will search elsewhere for another with larger print.
[Response 11 Appendix Al

The pastedown and endpapers of this 1892 edition of Crusoe are peach-coloured and
bear the pencil-marked legend for Tommy from Aunty Alice and Winnie Xmas
1899, to which the current owner has added his own name in a flourish of blue
ink. A simple half-title page is followed by a full-page frontispiece colour
illustration of Crusoe clutching his umbrella, whilst at his side are his faithful

subjects: the dog, the goat and the parrot (intriguingly the cat is absent here). The

3 Cover material: 60.29% yes, 29.41% no; cover illustration: 55.88% yes, 35.29% no
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title page i1s well proportioned, with a plain typeface, and carries a black and white
engraving of Crusoe fleeing through the woods. A map of Crusoes island precedes
the novel. The illustrations are divided between full page and those set into the
body of the text. They are thoughtful representations of the artist's interpretation
of the story, they do not jar when reading; black and white predominates so when
a colour illustration i1s chanced upon the effect is one of illumination. The typeface
is typical of the standard Victorian style and with poor eyesight or poor lghting

would be tiresome to read:

J don't want to strain my eyes with small print, not lug around a heavy
tome. ] stopped trying to read tattered, yellow used books, spoils the
experience. [Response 20 Appendix Al

The book is heavy to hold, weighing 835 grammes, but is in its entirety a

beautiful object

1 like older books much better than new books--the weight of the board,

the feel of the paper and the bite of the metal type. (Response 63 Appendix
A

Similarly designed books drew my attention as a child, their extravagant covers
hinting at the world inside. Such elaborate designs made a big impression on me
then, and the excitement of finding such a book at a jumble sale has stayed with
me as an adult and I still experience a frisson of anticipation whenever I pick up a

new book to read.

There are some intangible measures of "quality” which come through in
the "tangible” qualities of a book. The aesthetic quality of the illustration,
even a simple one, is an indicator of the concern of the writer/publisher
with the "wrapper” which in some way describes the contents. The paper,
the print face, the "weight” of the tome are all similar indicators. ] buy
Folio books, for instance, not because of a "status” associated with them
but, rather, because they are well made, works of art in their own right
beyond the work they enclose. (Response 13 Appendix A)

From a personal perspective, unless my reading is directed by a course of study, a
specific reading path I have chosen or the limited availability of editions, my choice
is heavily influenced by the physical attributes of a book, a view shared by
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Tanselle. Tanselle believes that it is impossible to separate the physical okject from

the written word but

The fact is that many otherwise intelligent people, who are abk to think
clearly about other kinds of artefacts, seem to have difficulty making sense
of objects conveying verbal texts, such as books and manuscripts. They
simply believe that the texts can be plucked from the objcts containing
them and that the containers are irrelevant to the process of using the
contents —-indeed, that other containers would do as well.?

The statement that other containers would do as well is a negation of the concept
of a book for which I acknowledge that I have a Platonic ideal.

What Tanselle is describing is a classic example of the association-meme. If the
meme is a unit of cultural transmission (such as an idea) then an association-meme is
one that links several memes together. A cogent example of the association-meme is
that employed by advertising agencies who link products with images that give
pleasure. For example, Cadbury’s flake and the nubile female. Cadbury's produced
a series of adverts [shot in the nineteen-eighties) in the style of a Pirelli calendar,
but with romantic overtones. The focus is the mouth and the eating of this
particular chocolate in a sexually charged way, thus linking chocolate with feeling
good. With regard to the book-as-object the physical characteristics have to equate
to the inner notion of an ideal book, triggered by sensory association to give
pleasure. 'We need to accept that pleasure is different for each reader, and that
the ‘continuing core of personality’ or identity theme  described by Holland (The L
p.16) will lead each person to define the pleasure in their own terms

It depends on the feelings J get when ] actually hokl the book in my hands
(.] It should fit comfortably in my hands so that ] can read it easily when
} am curld up in bed, in the bath or sitting...)f it's too big and heavy,
and ] need to hy the book down, it definitely detracts from its appeal.
(Response 16 Appendix A)

In this instance Respondent 16 describes the feclings inspired by a tactile response

to the physical object in direct relation to pleasurable physical situations all of which

4 G. Thomas Tanselle, "Books In My Life", A Passion For Books, ed.. Dale Salwak (London:
Macmillan Press, 1999), p49
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may provide comfort and warmth, reinforcing perhaps the notion of the book as an
equally comforting object. Brodie suggests that association-memes influence behaviour
in much the same way as Pavlovs dog would respond to a ringing bell, and he
acknowledges that such comparisons risk leaving memetics as little more than
behavioural programming:

If your being programmed with an association causes any change in your
behaviour then it makes sense to consider that bit of programming a
potential meme, looking to see if there's any possibility that the change in

your behaviour will end up creating copies of association in others.>

Memetics would appear to invoke the age-old philosophical dichotomy between free
will and determinism. Whilst this determinism might appear at superficial odds with
the freedom of the individual responses that Reader Response suggests, determinism
and Reader Response are not mutually exclusive. Initiated by the ego, superego and
id, the individual is driven towards pleasure and away from pain, and whilst the
ego, superego and id may have varying degrees of mutability, it is significant that
they provide the mechanisms by which the response is determined.

The platonic ideal of the book-as-object was to the fore during the course of my
research. T acquired several newly published eighteenth century writers, in particular
several editions of Evelina. Written anonymously by Frances Burney, Evelina was
first published in 1778, and received immediate critical acclaim. The Monthly
Review declares

This novel has given us so much pleasure in the perusal, that we do not
hesitate to pronounce it one of the most sprightly, entertaining and
agreeable productions f its kind.®

Whilst the Critical Review states that

This performance deserves no common praise, whether we consider it in a
moral or literary right.”

S Virus of The Mind, p.45
6 Monthly Review 58 (April 1778)
7 Critical Review 46 (September 1778)
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Evelina has proven to be a popular novel and although not in print every year (as

Robinson Crusoe has been) the British Library holds a collection that spans the

cighteenth, nineteenth and twentieth centuries.

A favourite acquisition is a two-volume printer's copy circa 1791, which I purchased
from an antiquarian bookseller via the web. In poor condition, it sits encased in
bubble wrap whilst the decision to rebind is made. This decision is currently
weighted towards not, as my research into the book-as-object has led me to
appreciate the value that such an edition provides unbound. Although its marbled
boards are Joose, the leather spines worn and the titles all but faded, it contributes
significant information to my research because it is a pertinent example of how the
book is constructed. = This edition carries plates engraved by Thomas Stothard
(1755-1884) and Burney's cousin Edward Francisco (1760-1848), whom Gainsborough
considered to be an artist of considerable genius and whose three scenes from
Evelina were exhibited at the Royal Academy in 1780.° Viewed side by side the
contrast between the two plates is marked. Stothard's interpretation brings the
characters of Evelina and Mr Branghton into sharp focus. Branghton on his knees
as Evelina wrests the gun from his hands evokes the drama of the text in which
Evelina, fraught with fear, wges him not to take his own life. By contrast,
Burney delicately frames the reuniting of Evelina with her estranged father, Sir
John Belmont, within a room festooned with thick curtains and with fine furniture.
In many ways it invokes earlier images of Pamela painted by Joseph Highmore
(1692-1780) where the protagonist is portrayed as obedient, virtuous and subservient
to the male. My edition is a perfect match with the 1791 edition held by the
British Library (12618.btt.18) which has been rebound with dark blue leather spine

8 Examples of Stothard’s work can be traced from the art dictionary at the site
htl‘p://www.artcyclopedia.com/artists/stothard__thomas.html and which includes the Tate, the
Guildhall Art Gallery, London and at the Fine Arts Museum of San Francisco.

Examples of Burney's work can be found at the same site and includes the London Guikihall the
National Portrait Gallery and the Tate Gallery, London
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people who responded to the questionnaire felt that paper was a significant factor in

their choice of a book, and the tactile quality of paper was important:

] like lots of text in small print on onion-skin paper. Also humorous
contemporary covers. [Response 4 Appendix Al

Finally, the transfer of text to hypertext is a time consuming manual operation.
Theoretically, it takes one person with a scanner, a computer, and time, to proof
read and to prepare a hypertext document for publication. The book may be
scanned, using OCR (optical character recognition) software which may have variable
results and require manual proof reading, or it be typed onto a computer. Both
methods, like traditional printing methods, are less than 100% accurate. Hypertext
authors very rarely provide information regarding the edition so that the reader
takes on trust that the text reproduced is accurate, something that is generally
accepted in a paper-based publication. The 1778 edition of Evelina posted on the

Celebration of Women Writers web page is plainly presented and it is easy to

manoeuvre through the links, but it has no traditional title page and therefore lacks
even the most fundamental details of provenance. Although the purpose of the
book-as-object is to provide a casing for the narrative, book history has become
important to scholars because books, like paintings, confirm not only the aesthetic
nature of man's creativity, but his technological achievements too. Moreover, because
books were sold unbound, the title page was the first thing the potential buyer
saw. Originally, title pages performed the task of the cover or dust-jacket of
modern times, (..) whipped at the carts arse’ (from a pirate edion of Moll

Flanders), is the equivalent of = "Superb... a drug-fuelled tale of apocalypse in
paradise” Guardian'. 10

Title pages from books of the eighteenth century are quite unlike modern editions
with their one line titles and half titles and for the most part modern paperback

editions carry facsimiles of the editions that they are reproducing.

0 One of several back cover reviews of Alex Garland, The Beach (London: Penguin, 1997)
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from traditional book production prior to post-war standardisation. There is no fixed
model for the make-up of a book beyond cover, title page, dedication and preface
in printed books before the twentieth century. In 1945 Oliver Simon published

Introduction To Typography. For Simon printing is a complex process and the

printer must be (as his eighteenth century counterpart was) cognisant of his craft

If he has not acquired a sufficient degree of scholarship, he cannot
successfully attempt to be a book printer in the fullest sense of the term.!

The Broadview Press paperback edition takes Evelina into the twenty-first century
and follows (in part) Simon's formula for construction (he lists eighteen elements) but
within this short space of time the more formal approach has been modified to suit
the publisher's requirements. Broadview's Evelina uses only ten of those elements:
Half-title, Title, 'History' of the book with imprint, Dedication, Acknowledgements,
Contents, Introduction, Text of book, Appendix and Bibliography. A large glossy
paperback, it is edited by Susan Kubica Howard and based upon the second edition
published in 1779, which incorporates Burney's own corrections.

Critical editions combine what Tanselle refers to as books bought as research tools
and the novel® 1In a well-observed introduction the Broadview Press edition begins
with a contextual discussion of Burney, Evelina, the social mores of the late 1700s,
and the concept of family. Appendices provide reviews by Burney's contemporaries
and remarks upon the family by George Saville, Marquis of Halifax, William
Fleetwood, Sarah, Duchess of Marlborough, John Hill and Samuel Richardson.
From an academic perspective this volume is substantial but visually (for me) it is an
irritant, and had it not been for my research it is possible that I would have

rejected it in favour of a more physically pleasing format. Cover illustration plays

' Qliver Simon, Introduction To Typography (London: Penguin, 1945), p.vii. Simon lists 18 elements
of the 'make-up of a book’: half-title, title, history, imprint, dedication, acknowledgement,
contents, list of illustrations, list of abbreviations, preface, introduction, corrigenda, text, author’s
notes, glossary, bibliography, index

12 Books In My Life, p.51. Tanselle is actually referring to books as research tools and to those
which are collector’s items, and finds that both refuse to stay in either category
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a significant role in the choice of a book and 55% of those who responded to the

questionnaire, indicated the cover influenced their choice:

Despite the aphorism to the contrary, a plasing or intriguing dust jacket
does indeed influence my judgement of a book. It must be said however,
that most cover paintings, at least for genre fiction, is bloody awful, being
in that sorry over-rendered realistic style. (Response 19 Appendix A)

and

] can really fall prey to clever marketing techniques. ] love that matte
finished coated paper, that's very popular in paperbacks. It hits me at a
level hard to decode, but I'm much more likely to buy the book if it feels
pleasant when I'm holding it Those ragged edges on the hardcover -- 1
used to buy those more often. ] guess ] thought the book was more
important! (Response 21 Appendix A)

Broadview's edition is representative of the modern trend in glossy paperbacks such
as those published by Norton and Dover. The Broadview Evelina appears to be a
standard size for the new style (21.5x14cm) falling somewhere between 8vo but
bigger than 12° which does not fit into the traditional scale (Quarto to Folio).
Heavier than the standard paperback because of the additional information, it is
bigger and not as portable. During my Masters degree, much of my reading was
undertaken during the wasted time spent in commuting and this book would not
have been a first choice if as was so often the case, I had to stand in a crush of

fellow commuters, whilst reading. One of the respondents had similar concerns:

] like a novel that is portable--width and height matter more than volume
when ] am choosing one publisher’'s version over another. Can ] wedge it
info my school or beach bag? (Response 1 Appendix A)

Physical considerations, such as comfort and convenience, would appear to play a
significant part in the selection of a book for many of us.

Less elegant than either Norton or Dover, the Broadview cover illustration is a
studio portrait by a Victorian photographer, Wiliam Notman and entitled, William

Notman And Family (1859). The photograph shows a formal family grouping of

three generations and for me is immediately at odds with my perception of this

novel although 1 concede the context of the illustration. Evelina is a novel akout
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a young girls entry into society and the importance of family and social standing
within that society. Evelina, abandoned by her father Lord Belmont, is brought
up by an anxious guardian -- the Reverend Mr. Villars and so is in many ways
excluded from the level of society that is her birthright. The familial grouping
chosen by Broadview portrays (for me) the exact opposite of Evelina's alienation, a
condition only addressed at the close of the novel when she is to marry Lord
Orville.  The photograph lacks the subtlety of the illustrations of earlier editions of
Evelina, where the publishers choices are more representative of the eighteenth

century: the portrait of The Honorable Mrs Graham, by Gainsborough (Norton); or

two paintings that show scenes from a common subject, Gainsborough's young ladies

at The Mall in St James Park (Oxford University) and the crush of fashionable

society at St James Park And The Mall by Joseph Nickolls (Penguin).

My response to these paintings is entirely subjective in that as I perceive Evelina
the story, so I prefer the cover to reflect some aspect of my projection. The
paintings mentioned above convey (for me) a sense of FEvelina the girl, shy, graceful
and timid. However, the preference to own a well-designed book is often over-ridden
by factors such as good critical notes or the desire to read the story. Where
reading is directed by a syllabus, textual validity, price or simple availability may
usurp aesthetic considerations. Nevertheless, whilst the syllabus may drive formal
reading, the questionnaire results indicate that for many readers, they must be
drawn to the object, to create (or rather re-create) that special relationship between
themselves and the book. The bonding process that occurs is physical, emotional
and intellectual, and it is possible that the reader may form an attachment to the
physical object (once the novel has been read) because of the sense of connection to
the story or a preference for the author. Culler's perception of response (see page
28-30) is that the reader looks for a sequence of pre-existing codes in the text.
If such a sequence is sought in the text then the reader will look for a similar

sequence in the book-as-object. The expectation of the reader is prompted by a
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blueprint that combines Simon's list with the physical characteristics of colour, size,
shape, weight, typeface and paper quality.13 It will not always be possitle to adhere
strictly to an internal register, so that depending upon their inability to marry the
physical object to their ideal image the reader will either compromise, or reject a
book, specifically where they find aspects disturbing:

There is a current genre of books which are identifiable at 50 paces by
their lurid covers. 1 don't bother going any closer. Usually depict
decolletage heroines in the ruins of a burning city, surrounded by pirates
and other virile protagonists.... (Response 31)

Culler believes that the reader is responsible for defining the rules for interpreting
the text. Such interpretation is the result of 'metaphysical coherence’ whereby the
reader will find a pattern or thematic unity within the narrative. How would this
apply to the book-as-object? The reader will look for aspects that contribute to
the desire for aesthetic satisfaction, and where these are not found, rejection may
override the desire to read the book.  Yet it is commonly acknowledged that
physical presentation will impart an additional quality to the writing because

Books with physical characteristic which are personally plasing offer the

promise of more of the same when readl (Response 9)

Reader response theorists describe such projection. For Riffaterre it is ‘always one
of a kind, unique’ (page 15) for Holland, it is a confirmation of the unique
personality and for Jauss it is the 'horizon of expectations, where a reading is
constrained by the barriers of time and place. So that when a publisher tries to
invent a best-seller, he has to find a common denominator that will appeal to as
broad a section of the public as to possible and secure a profit. Conversely,
publishers may aim to capture one section of the market, and tailor production
accordingly.  Rivalry between booksellers is commonplace, but in the eighteenth

century reputations could be irreparably damaged. Lackington, who sold well-bound

13 For Simon's list see p.121 fnll above
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volumes cheaply, was subjected to a smear campaign by rival booksellers, but it was

an abuse that was turned to advantage because whilst

It is ako worth observing that there were not wanting among the
booksellers, some who were mean enough to assert that all my books were
bound in sheep, and many other unmanly artifices were practised, all of
which so far from injuring me, as basely intended, turned to my account;
for when gentkmen were brought to my shop by their friends, to
purchase one trifling artick, or were ld to it by curiosity, they were
often very much surprized to see thousands of volumes in elegant and

superb bindings.'
For memeticists the packaging of a meme must be robust or the meme will not
survive.  Blackmore states that language evolved to enable the propagation of the
meme, thus enabling a change in the environment for the gene, and furthermore
that the meme controls environmental factors.” A successful meme must have
fidelity, fecundity, and longevity and applying this to the rse of the novel, the
change in the use of language to an informal prose style had an immediate impact,
especially for those without a formal or classical education. Applied to the book-as-
object, the individual meme is in a vicarious position, for the following reasons:
firstly, physical format may attract or repulse a reader; secondly, an enormous
number of books that are published in any given year (a book may fail to sell);
and thirdly, because numerous genres and cross-genres exist.  For example, one
respondent will leave thrillers and the synthetic romances of Mills & Boon on the

shelf because they have no appeal and at first glance

An attractive cover may initially attract me to a book. However, ] will
already have made certain choices upon walking into a bookshop --i.e 1 will
browse the classics and Women's Studies for examplk and will ignore
thrillers, Mills & Boon and other sections. Also if attracted by a cover, |
will only buy the book if it appeals to me once ] have read the blurb on
the back. So that a cover has limited influence. (Response 23 Appendix A)

Despite the memeticists opinions to the contrary the meme would appear to be

driven by the readers response. Memes that prove viable in one century may die

1 Lackington, Memoirs (1791), p.212
5 Blackmore, Meme Machine, p.99
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[ 2]

Transmission And Reception: Three Publishers

My analysis of the publishers questionnaire clearly shows that Penguin, Early
English Texts and Cambridge University Press conform (with varying degrees of
modification) to the same basic pattern or process when they generate a work for
the reading public. The basic process of transferring a manuscript to a putlished
physical object has changed little over the centuries, except that there are possitly more

teams of people involved in the conceptual stages of book production.

Initially the manuscript arrives in the post from one of three sources:

All our publications are editions of texts. A potential editor submits
a proposal, often with specimens. }t is provisionally accepted, in due
course a manuscript arrives (usually). These days, of course, it may

be a disc with hard copy. (Early English Texts)

or
(1) An author submits it on spec by post.

(2)We approach an author and ask him/her to submit it.
(Cambridge University Press)

However, publishers now receive so many unsolicited manuscripts that certain
establishments will only consider those vetted by a professional agency. Penguin, for
example, will accept manuscripts that have come from literary agents, and will send

un-represented scripts back to the author, with a card that states

We are very sorry that we are unable to consider any unsolicited
manuscripts or synopses but restrictions of time and resources make
it impossibk to give full attention to the 50-60 submissions we are
receiving a week. We recommend that you try The Writers &
Artists' Yearbook, which has a complkte list of agents and
publishers who do consider unsolicited manuscripts.

Once a publisher has accepted a manuscript to read, acceptance (and this is different
with each company) will be in the form of a commission by the press editor or
team comprised of readers, editors, and sales people, marketing or publicity people.

The criteda for the acceptance of the manuscript and author are dependent upon
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Pleasures Of The Imagination, published by Fontana Press (1997) is also a large,
heavy and glossy paperback, but it has a generous front cover illustration. It is
printed on a high quality, smooth, crisp paper, because the illustrations are set into
the text. The reading is steady and uninterrupted and there is no search for an
lustration set somewhere else in the book. Curously, it is much cheaper than the
earlier work, costing only £19.99.

Cambridge University Press, also concerned with high production costs, will relate
this to the size of the market in which the book will be released. Early English
Texts are unusual inasmuch as they print for a subscribing readership. Subscription
printing was a common practice up to and including the eighteenth century; Dr

Johnson's Dictionary (1755) was printed in this way, as was Pope's translation of
the Hiad (1720). Greetham explains

Books published by subscription were, in effect, commissioned by
the readers themselves, who supported the authors while they
completed the work and saw it through the press. In a sense, it
was a form of advance royalties paid to the printer-publisher on the
author’s account by the reading public.®

Once the author is 'signed’ a contract is drawn up and the production process begins
in earpest. The manuscript passes through several draft stages, during which, changes
will be made to the text. Perhaps the most important person in this process is the

critical editor whose responsibilities are defined as

Buying books, editing (suggesting plot changes, adding depth to
characters, clarifying style). (Penguin)

Although the role of a critical editor at both Penguin and Cambridge is substantially
different to that at Early English Texts, the process of production remains the same.
Once the draft is completed and delivered, copy editing, proof reading (and if necessary
indexing) takes place. The format of the work is decided upon in one of two ways,

either by team decisions (Penguin and Cambridge); or by an individual, such as an

3 Greetham, Textual Scholarship, plil
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editorial secretary (Early English Texts). Cover illustration and graphic design are
dependent upon

Content of book, Market level, cost. (Penguin)
In addition, the author may be asked to contribute his opinion or perhaps supply a

suitable illustration. The photograph of the Shelley memorial in Christchurch Priory
that adorns the book Mary Shelley: A Literary Life (Macmillan, now Palgrave, 2000)

is supplied by the author and credited as such.” Penguin Classics and Oxford World
Classics generally use paintings and engravings that are illustrative of the work itself.

The 1983 OUP edition of Robinson Crusoe carries a coloured illustration of Crusoe

discovering his goats and it is based on the black and white engraving from an 1869
edition. No engravers details are given. Penguin's cover of Amelia (1987) carries a

reproduction of the painting by Francis Wheatley (1747-1801) entitled Life Of A

Country-Girl -- Married Life. Sitting by the fire, the wife, dressed in white, sews a

white gown. Her husband, arm draped lovingly over his wif e's shoulders, listens
attentively to his two rosy-cheeked red-haired children f(also in white). A dog, eyes
gazing upward lies contentedly at his masters feet, and completes the family idyll. A

picture that evokes pastoral fantasy, the composition of Life Of A Country-Girl is

suggestive of one man's yearning for the perfect marriage in a seemingly dissolute
society. However, the tale that unfolds in Amelia is rather a husband's failure, where
his insecurity and doubt (because Amelia, is indeed the contented wife that her
husband longs for) blinds him to the virtues of his wife and almost destroys his

marriage. The cover material is, therefore, a matter of great importance because as

A good front cover illustration can encourage me to read about the book
on the back cover and hence be tempted to buy. (Response 24 Appendix A)

Moreover, the reader will project meaning upon the chosen illustration even if it is a
graphic illustration. For example, The University Of Kentucky Press publishes a series

of eighteenth-century novels by women. In particular, 'The Excursion (1777) by Frances

4 John Williams, Mary Shelley: A Literary Life (London Macmillan Press, 2000)
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[ 3]
Modes of Transmission
As reading became more widespread, publishing became an increasingly lucrative
industry. Nevertheless, it would not have become so without a culture that supported
(and supplied) the skills through private and state education. In 1792, Charlotte Smith's
only epistolary tale, Desmond illustrates how just how important reading had become.
Anastatia Fairfax, a young woman of some standing in the story is an avid reader and

has a reading master. The protagonist, Lionel Desmond, in a letter to his friend Mr

Bethel, writes
Miss Fairfax told me, that, as soon as she had thrown for the

jars, she went home, for Anastatia’, said she, 'is excessively fond of
reading and reciting —- and, her reading master is a celebrated actor
at one of the theatres, happening to be here by accident, she would
not lose the opportunity of receiving a lesson'.”

Rising literacy levels set in motion a demand for reading materials that today remains
either unsatisfied, or over-indulged, depending upon personal viewpoints. But as reading
skills became more widespread amongst the populace (during the late seventeenth and
carly eighteenth century) readers were responsitle for adding new dimensions to their
social sphere because reading expanded social horizons. Coffee-houses and clubs first
appeared towards the end of the sixteenth and beginning of the seventeenth century
but really gained in popularity during the ecighteenth century. Such establishments
attracted the wits of the day: in Button's Coffee-house Addison and Stecle met in

large flowing flaxen wigs to produce The Tatler and The SpCCtatOI‘.G The politically

loyal flocked to The Cocoa Tree Club, the anti-establishment to The Calves Head
Club, or those of dissolute tendencies subscribed to The Mohocks. Some with higher
artistic aims were responsibtle for the pursuit of excellence in the sciences, art or
literature. Clubs often assumed the role of unofficial patrons. The Kit Kat Club
subscribed #00 guineas for the production of new and good comedies in 1709.

5 Charlotte Smith Desmond (Ontario: Broadview Press, 2001), p. 57. Miss Fairfax had taken part
in a raffle and the jars were the prize.
6 John Timbs, Clubs And Club Life In London (London: Chatto & Windus, 1898), p.328.
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Coffee-houses frequently loaned books to their clientele for a small fee, a practice that
was derided by the London Booksellers who complained (in 1742) that the coffee-
houses would loan books to anybody. But they had to be read on the premises.
Indeed many coffee-houses were attached to booksellers such as Tom Payne (whose

establishment Tom's Coffee-House continued until the nineteenth century) or Jacob

Tonson, bookseller and publisher (The Kit Kat Club).

The Literary Club became a popular name for institutions and one such club (from
which comes the pejorative term for an intelligent woman) met at Mrs Montagu's in
Portman Square, to debate literary matters. The name derives from a Mr Sdllingfleet
(the grandson of a Bishop) whose vanity inclined him towards the wearing of Llue
stockings. In his absence, it was once remarked that ‘We can do nothing without the
bluestockings and the word bluestocking became the emblem for the club.”  Another

somewhat peripatetic Literary Club was born out of the association of Sir Joshua

Reynolds and Samuel Johnson. A Mr Forster claimed that

Its meetings were noised abroad; the fame of its conversations
received eager addition, from the difficulty of obtaining admission
to it; and it came to be as generally understood that Literature
had fixed her headquarters here, as that politics reigned supreme at
Wildman's, or the Cocoa Tree.B

In the first instance, the coffee house played an important part in the transmission of a
text and therefore of the book as an object. Modern American coffee shops (who
supply books and journals for their customers, a practice which has been adopted in this
country, and specifically in pubs) are a return to the Coffec-house of an earlier age.
Brewer suggests that subscription libraries first appeared in or around the industrial
towns of Britain such as Liverpool, Warrington, and Macclesfield and the clientele were

mostly of the solid middle-class.” He believes that subscribers to the library saw

7 ibid., p.170. A bluestocking is a term used somewhat disparagingly to describe a woman who is
intellectual or scholarly.

® ibid., p. 176

? Brewer, Pleasures Of The Imagination, p. 180
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themselves as a link in the chain of burgeoning societies, which characterise English

society from the seventeenth century onwards.

Another popular establishment in the eighteenth century was the literary assembly.
Raddliffes The Romance Of The Forest (1796) carries an advertisement by T.

Hookham for a literary assembly which I am akle to quote only in part, since the

advertisement ends abruptly and the continuing page is missing from the book:

HOOKHAM

Whose most strenuous exertions have been uniformly and
unremittedly directed to promote the interest of society by the
encouragement and dissemination of literature has, at very great
expense, fitted up an eckgant suite of apartments for the
establishment of a
LITERARY ASSEMBLY

Which he daily furnishes with the various publications of this and
every foreign country, on all subjects; and including all the periodical
and diurnal productions of repute.

His plan having received, independent of particular
patronage, the sanction of public approbation, and his very
respectable list of subscribers already convincing him that he was
not too sanguine when he projected it, he now presumes to solicit
the more immediate attention of men of lkftfers and travellers. It is
such he looks for its support, and from such he hopes that
information which will tend to its perfection. Whatever
improvements they may plase to suggest, shall be thankfully
adopted.

It is his highest ambition to render his Literary Assembly a
centre of general communication, where patrons of curiosity may
find the best company, the best books, the best intelligence, with
the accommodations. He is confident, that when the scak and aim
of his pln are fully known, it will be found beneficial to the
community at large, and extremely convenient to all who wish to
know the occurrences of the day, as it is in the most extensive
institution of the kind ever attempted, and as he, though at an age

when most men chim the privilkge of retreating [..J10

Hookham was a well-established bookseller whose circulating library was set up in Bond
Street. His idea for a literary establishment, ambitious as it was, confirms the
popularity of reading as a public occupation. His advertisement plays very obviously

upon (what he hopes) is the desire of the reader to belong to an exclusive (subscription

1© Anne Radcliffe, The Romance Of The Forest (London: 1796)
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[ 4]

Libraries and T ransmission

The rise of the library both as a private and as a social institution played, and
continues to play, a significant role in the life of the reader. The evolution of the
library, an organisation that has remained a crucial part of many readers lives (for as
long as a manuscript or book required a shelf) reflects the use of new technology in
book production. Moreover, libraries benefit directly from such technology, which 1is
utiised by the readers themselves. Most libraries now allow the public to use computer-
based databases, and some take the use of technology further. The Turning The
pages exhibition of the British Library, which allows the reader to read’ computer-
generated copies of precious manuscripts on-line is one such innovation enjoyed by the

reading pukblic.

Circulating libraries, or subscription libraries, were features of some longevity and only
replaced by the ‘public library in the twentieth century. Wherever space could be
found or where customers might congregate a library appeared. Coffee-houses such as
Moll's Coffee-house and Reading Room (1828) in Exeter; or Inns (such as the
Gardenstone Arms started by Lord Gardenstone in Laurencekirk, 1760, and visited by
Boswell and Johnson in 1773), were open to the putlic, albeit often only a select few

who paid an annual fee for membership.

Privately-owned libraries were considered evidence of a gentleman's social standing and

in many ways of his economic situation, because in the eighteenth century books were

as much a financial investment as they were an educative one. In Fieldings Library:

An Annotated Catalogue (1996) Frederick and Anne Ribble discuss how Henry

Fielding often defines his characters by their reading material. For example, "Amelia,
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whose reading was confined to English plays, and poetry' 1s a demure, romantic, and a

faithful, if somewhat impractical wife,”

The Auction of Fielding's library was held over four nights, commencing on the 10"
February 1755. The catalogue lists six hundred and fifty three volumes and of those
volumes, three hundred and fifty four were octavo, seventy-four were quarto, and the
remaining two hundred and twenty five were folio. Fielding's widow, Mary Daniel, (his
second wife, and ex-maid to his first wife Charlotte) whom he married when she was
six months pregnant, realised a significant profit from the part sale of his books.
Fielding's library was magnificent; a significant number of the books were first editions.
The volumes listed in the catalogue are a reflection of Fielding's academic interest, and
even on first glance it is clear why there were so many references to other works
within his own.

Fielding is one of the century's most accomplished authors and placing the author, his
library and novels in context illustrates the importance of the library to Fielding the
author. Fielding's collection reflects his education and interests because it is that of a

scholar, and obviously (iff we consider Tom Jones and specifically the introductory

essays to each chapter) a working library and resource. His extensive library contained
editions spanning the years 1491 to 1754 and the collection was added to consistently
up to the time of his death. It was a discriminating and learned accumulation, with

such books as the Brodaci Epigrammata, a book of Greek epigrams (1660); Tyrell's

General History Of England, in three 3 volumes (1698), and Harrington's Oceana And
Other Works (1737). Many of his editions were in Greek or Latin, languages that

Fielding would have been conversant with and which he uses liberally (often to the
modern reader’s frustration). Fluency in both would have been compulsory for his study

of the classical literature at the University Of Leyden, in Holland. However, whilst

12 Frederick G. Ribble and Anne G. Ribbk, Fielding's Library: An Annotated Catalogue (Virginia:
The Bibliographical Society, 1996). Fielding's Amelia, p.256
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there is a broad selection of poetry and drama there are few novels. The life Of

Harrdet Stuart (1750) and The Female Quixote (1752) by Charlotte Lennox are but
two. It is feasible that the library had little interest for his wife, except as a means of
realising money. We are not told if Mary could read, but she was left to care for
Fielding's daughter from his first marriage, and for the seven children she bore him,
five of whom survived. The first day's sale (noted in ink beside the titles for sale)
netted (in today's terms) approximately £2920: £1,266 for the Octavos, £370 for the
Quartos, and £128% for the Folios.

Clive Wainwright ("The Library As A Living Room’, 1996) states that the design of

the domestic library was significant because

Naturally the form of the domestic library was alo affected by
changes in the expectations and habits of its users. Libraries have
always been more than just repositories of books; for instance,
collections of curiosities, sculpture and works of art have naturally
gravitated towards them.'3

Libraries became comfortable retreats that were often symbolic of the OWner s
aspirations, and the numbers of private libraries rose steadily from 1660 to 1840.
Wainwright, cdting William Stukeley, the antiquarian (1687-1765) illustrates just how

potent the symbolism of the library had become

J have adorned my study with heads, bas-reliefs, bustos... 1 look
upon myself as dead to London, & what passes in the learned
world. My study is my Elysium.'"

A custom established in the eighteenth century, and one that gained in popularity, was
to serve afternoon tea in the library and by the early twentieth century (although with
more formality) this was considered de rigeur The library at Bowood house in
Wiltshire (where Joseph Preistley discovered oxygen in 1774) has a stunning collection

of leather-bound volumes, some of which are very simply bound whilst others are more

13" Clive Wainright "The Library As A Living Room”, Property Of A Gentleman: The Formation,
Organisation And Dispersal Of The Private Library 1620-1920, ed., Robin Myers and Michael
Harris ( Winchester: St Paul's Bibliogarphies, 1996), p. 15

4 ibid, p. 15
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Library catalogues were issued and these stressed the library's
reputation for the circulation of clean books and the beautifully
fitted libraries. The libraries were placed on the first floor or at
the back of the branch, thus drawing the customer through as
many departments as possible on their way. Libraries in the larger
stores such as those in Manchester, Glsgow, Edinburgh and
Brighton, were fitted with wooden bookshelves, window seats,
chairs, tables and sofas and even notepaper and fresh flowers.'®

The Boots website has two black and white pictures of their flag-ship libraries. One of
the rooms is well-lit with button-backed leather banquettes and floating gossamer

curtains and they are reminiscent of the sets of Dame Anna Neagle films such as

Spring In Park Lane (1948) and Maytime in Mayfair (1949). Such style adds an

amkbience of wealth and exclusivity to the reading experience, and perhaps increased the
feelings of pleasure (and an appreciation of the object) when one of the liveried books
was chosen from the Boots library.

On a personal note, my husband's maternal grandmother, a colonial army wife, returned

to England and became a subscriber to the Boot's Booklover's Library from the
nineteen-thirties to the nineteen-fifties. She kept a record of every book that she
borrowed in an exercise book: date, author, and title were duly recorded along with
comments about the book itself. This exercise book served two purposes: one, it stopped
duplication of reading material and two, an author who merited an excellent became a
future source of reading matter. Given her punctiliousness, it is possible that she made
notes about the physical object too. However, although her notebooks have been lost
and the precious information is irretrievable, any such thoughts (although deemed
speculative) are important. They remind us that reading, for the most part is a solitary
occupation that often invites discussion, opinions, transmitted by word of mouth, and

may, in a number of cases, be recorded. The information (in letter form) provided by

my husband's mother is second-generation documentary evidence that some readers

16 hl‘l‘p://www.boots—lc.com/information/info.asp?LevelllD=4&LevelZlD=33&LeveBlD=39, 25/02/08
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