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performances could be enjoyed. She graced the stages of Australia, Austria, Buenos Aires, and 
Kalamazoo.

This final point is at the heart of Marcus’s analysis because it underscores that the age of 
capitalism was not solely about money, but also about less tangible signifiers of power that 
were developing. In an age of increasing competition, celebrities reached beyond their home 
markets to increase their fame, and, of course, their income. In terms of art, celebrity offered 
an additional revenue stream to creators who had been more limited in their success in an 
earlier period. If earlier celebrities owed their fame to their service to a country, then writers 
and performers like Dickens, Wilde, and Bernhardt appreciated that audiences existed far be-
yond their native lands. Bernhardt’s celebrity, Marcus reveals, was particularly potent, despite 
the fact that her performances were always in French. The new plutocrats of the fin de siècle 
both enjoyed Bernhardt’s artistry, and found that it strengthened their positions as leaders of 
society. European culture signified what it meant to be civilized.

Marcus closes with a comparison between Davy Crockett and Donald Trump, separ-
ated by more than a century, noting that each appreciated the power of celebrity and each 
helped to shape their own image. But she makes it clear that Bernhardt understood that even 
better, managing to control her image, and manipulate it to her benefit during an era when 
few women would have been able to do this. Marcus’s book is necessary reading for anyone 
wishing to understand the workings of celebrity. Her analysis clarifies the variety of elements 
that allow celebrity to be created and illuminates the way the remarkable Sarah Bernhardt ap-
preciated and exploited these principles at a time when the modern world was being created. 
These techniques would become more widely used in the twentieth century, especially with 
the rise of cinema and its industrial organization in Hollywood. Marcus appreciates this and 
has done a marvellous job of deploying Bernhardt as an organizer, performer, fashion-plate, 
entrepreneur, and image-maker to illustrate her analysis.

Kelly Boyd
Institute of Historical Research, UK, E-mail: K.Boyd@blueyonder.co.uk
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Re-reading the Moxon Tennyson
The Moxon Tennyson, a Landmark in Victorian Illustration, by Simon Cooke, Athens, 
OH: Ohio University Press, 2021, 236 pp., illustrated, US$80 (hardback), ISBN 
9780821424261

The Victorian illustrated book has been the topic of recurrent scholarly interest and a focus 
of collectors’ desires. One of the most, if not the most, celebrated examples of the type is the 
edition of Tennyson’s poems that was put out by the publisher Edward Moxon in 1857, hence 
the ‘Moxon Tennyson’. Moxon reprinted most of what he had published by Tennyson up to 
that time, embellished with 54 illustrations specially commissioned from a team comprised 
of established and younger artists that were translated into reproducible form by leading en-
gravers. The volume was intended to be a high-quality product and the development of an 
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established type, the so-called gift book that had evolved from the keepsake annual (p. 19). 
As a bimodal work, it combined text and image in a mutually enhancing pair and, like the gift 
book, it was presented in an attractive binding. Although its success for Moxon was limited, 
his name is now indelibly linked with Tennyson’s; the Moxon Tennyson has become a bench-
mark in illustrated book production.

Cooke’s ‘book about a book’ (p. 3) advances a number of arguments connected with the 
illustrators and their illustrations, which are his principal focus. The illustrators have often 
been divided into two groups by generation and stylistic affiliation, as either conservative or 
innovatory. On the one hand there were five older artists, all well versed in the role of the il-
lustrator and with greater name recognition: Thomas Creswick, J. C. Horsley, Daniel Maclise, 
William Mulready and Clarkson Stanfield. On the other, there were three younger artists, 
William Holman Hunt, John Everett Millais and Dante Gabriel Rossetti, representatives of 
Pre-Raphaelitism, who had little or no experience as illustrators. Once they were recruited, 
the artists chose which poems they would illustrate. The former group supplied 24 illustra-
tions, the latter 30. Rather than conforming to an editorial line, each worked in his charac-
teristic manner, meaning that the book gave a condensed cross-section of current British art.

There are many differences between the two groups of illustrations as regards such elem-
ents as format, subject and style. For example: the former group tended to favour the vignette, 
whereas the latter preferred the image to be enclosed by a solid border; many of the former de-
picted landscapes or seascapes, whereas the latter concentrated on figures; the former used con-
ventional compositions while the latter experimented with spatial effects and juxtapositions. As 
a result there are contrasting ways in which the images relate to the text, to which must be added 
the impact of their varying positions on the page, as head or tailpieces, or between stanzas.

However, the differences between the illustrations have been turned into a prevailing as-
sumption of the expressive superiority of the three Pre-Raphaelites, Rossetti in particular. 
Cooke traces this opinion back to the 1880s and shows how it has been endorsed many 
times, recently, for example, by Lorraine Janzen Kooistra, whose work is an important ref-
erence point.1 Cooke aims to break away from the orthodoxy that sees the illustrations as 
falling into two, mismatched groups with some being praised as new and forward-looking and 
others denigrated as old fashioned in comparison. As a corrective to that view, Cooke seeks 
to ‘modernize analysis’ (p. 3) and provide an integrated, ‘more organic’ (p. 14), rereading of 
the volume as an ensemble. The illustrations are therefore analysed on an equal footing in 
relation to the corresponding poems and as contributions that, in their variety and contrast, 
collectively enhance a larger whole. It is all the more apt that Cooke is able to adduce as evi-
dence for this the views of John Ruskin, an early proponent of the Pre-Raphaelites, who tried 
to persuade Tennyson that all the illustrations, whatever their means of visualization, would 
‘be of much use in making people think and puzzle a little’ (quoted, p. 173). As Cooke goes 
on to show, the mode of some of the illustrations proved very influential.

The matter of style and expression grows out of another argument over the much-
debated question of what illustration should be: whether it should translate as closely as 
possible the text into imagery, or function as an independent creative expression inspired 

1 Lorraine Janzen Kooistra, Poetry, Pictures and Popular Publishing, the Illustrated Gift Book and Victorian Visual Culture 
(Athens, OH: Ohio University Press, 2011), ch. 2; Kooistra, ‘The Moxon Tennyson, Pre-Raphaelite Art, and 
Victorian Visual Culture’, and ‘The Moxon Tennyson as Textual Event: 1857, Wood Engraving and Visual Culture’, 
http://www.branchcollective.org/?ps_articles=lorraine-janzen-kooistra-the-moxon-tennyson-as-textual-event-
1857-wood-engraving-and-visual-culture, 2013 [accessed 24 September 2021].
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by the text. This was fretted over by Tennyson who did not wholly approve of the illus-
tration of his poetry and regarded the involvement of artists ‘as a threat to his authorship’ 
(p. 27). Holman Hunt reported that ‘Tennyson laid it down that “an illustrator ought never 
to add anything to what he finds in the text”’ (p. 128). By contrast, for Rossetti the role of 
the illustrator was to ‘allegorise on one’s own hook on the subject of the poem, without 
killing for one’s self and everyone a distinct idea of the poet’s’; the text, he said, was ‘a hint 
and an opportunity’ (quoted, p. 7). Rossetti saw it as a predictable fact of creative inertia 
that the marine painter, Stanfield, should illustrate ‘Break! Break!’ ‘because there is the sea 
in it, and “Ulysses,” too, because there are ships in it’ (quoted, p. 25). Clashes of motivation 
and execution were inherent in the illustrations. Cooke embraces such inconsistencies; for 
him it is a strength and not a weakness that each illustration contributes to the communi-
cative capacity of the book and the ‘unstable but productive dialogue between the arts’ in 
the bimodal text (pp. 16, 189).

Many ambitions were bound up in the Moxon Tennyson, not least those of the publisher. 
Moxon pioneered his route with successful editions of Samuel Rogers’s Poems (1834) and 
Italy (1835), both illustrated by J.  M. W.  Turner, but the first illustrated edition of Keats 
(1854) had been a failure not least because of George Scharf ’s insipid illustrations. This 
makes it inexplicable that he was not more watchful of the production of the Tennyson 
volume (pp.  24–29). Nevertheless, the spacious layout and typography, the paper stock, 
the woodblock engraved illustrations, the binding and the tastefulness of the whole were 
admired by early reviewers. The artists were closely attentive to the reproduction of their 
designs, as is shown by the proof of ‘The Palace of Art’ meticulously annotated by Rossetti 
(p. 38, Fig. 4.11) As was already the practice with gift books, Moxon gave credit to artists and 
engravers alike. Cooke suggests that he saw the volume as a compendium not just of artists’ 
styles, but engravers’ too (p. 24).

Moxon mounted a widespread publicity campaign and fostered speculation about the 
immense costs supposedly involved in carrying out the project. Heavy though his invest-
ment was, perhaps as much as £4000 (p. 25), Moxon was not able to realize his vision, at 
least not his commercial vision. In order to make a return, the book had to retail for 31s. 6d., 
that is 50% more than the one guinea (21s.) that was usual for such publications, so Moxon 
priced himself out of the market. Inadequate management of, and delays in, the production 
process meant that the volume did not appear until May 1857 rather than in time for the 
pre-Christmas gift book market. Only 2200 copies of its print-run of 10,000 were sold. But 
the volume returned a profit for George Routledge to whom the unsold copies were remain-
dered; he quickly resold them at the standard one guinea price and printed a second edition 
at the end of 1859.

Cooke assumes that his readers will be familiar with some previous accounts of the Moxon 
Tennyson, notably the work of Kooistra. He expands informatively on some of her ideas, while refuting 
the bias towards the Pre-Raphaelites. Concepts such as semiotics are encountered in passing and issues 
of gender, to which much attention has been paid by other writers on Tennyson, might be expected 
to play a larger role given the extent to which the poems and illustrations are suffused with gendered 
Victorian attitudes. The book also touches on specific topics such as the process of making a blind-
stamped binding as well as more general ones to do with publishing as a business and its practices.

There is scope to refine some points of detail. For example, Cooke repeats (p.  25) the 
claim that Moxon paid £25 per illustration except for Rossetti who demanded and received 
£30, but Holman Hunt told Edward Lear that the rate was £15 each, and Mulready is said 
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to have received £21.2 Mulready’s illustration of ‘The Deserted House’ conveys the idea of 
abandonment through the prominent inclusion of a shrouded body that is not mentioned 
in the poem. It also contains an extra-textual ‘neo-classical sculpture of embracing figures’ 
(p. 12). In fact this is a depiction of the much-replicated classical group of Cupid and Psyche 
(Capitoline Museum, Rome). Thus Mulready adds further interpretative allusions that might 
be fed into Cooke’s reading of the illustrations against other examples of visual imagery. In 
doing so, Cooke is following Kooistra’s discussion of the Moxon Tennyson in the context of 
the visual culture and literacy of the ideal reader, but he concentrates on the other work of the 
participating artists, of which only two comparative examples are reproduced.

Given that the book is a study of illustration, it is regrettable that many of the reproduc-
tions are not wholly clear; some have visible pixellations and others have blurred areas (eg. 
Figs. 5.5, 2.10). An enlarged detail of Millais’ illustration of ‘Mariana’ is cropped so as to ob-
scure the very element being discussed (pp. 148–49, Fig. 5.1). Many of Cooke’s reproduc-
tions are printed larger than the originals. The dimensions of the originals are given in the 
captions but a reader without a copy of the Moxon Tennyson to hand may find it hard to ap-
preciate the actual mis-en-page. Perhaps that is the point, to send the reader freshly enthused 
back to the original, primed to reconsider the Moxon Tennyson as a unity. In sum, Cooke 
succeeds in challenging accepted views and informatively reconsiders the Moxon Tennyson 
as an integrated whole, rather than the sum of its supposedly incompatible parts.

Philip McEvansoneya
Trinity College Dublin, Ireland, E-mail: pmcevans@tcd.ie

https://doi.org/10.1093/jvcult/vcab048

2 H. G. Merriam, Edward Moxon, Publisher of Poets (New York, NY: Columbia University Press, 1939), p. 185; Hunt to 
Lear, 13 March 1857, John Rylands Library, Manchester MS.1214/20, cited by J. Bronkhurst, William Holman Hunt, 
a Catalogue Raisonné (New Haven, CT, and London: Yale University Press, 2006), II, 271; see also 82–94 for Hunt’s 
preparatory studies and 271–74 for the illustrations. This catalogue is not cited by Cooke. Marcia Pointon, Mulready 
(London: Victoria and Albert Museum, 1986), p. 185.

The Remission of Our Ignorance: Beginning to 
Explore ‘The Cancer Problem’

The Cancer Problem: Malignancy in Nineteenth-Century Britain, by Agnes Arnold-
Forster, Oxford: Oxford University Press, 2021, x + 253 pp., illustrated, £60 (hardback), 
ISBN 9780198866145

Cancer has long plagued our bodies and our medical studies. And yet in a sense, not so long; 
while the word ‘cancer’ alone can spark instant dread and provoke a visceral reaction within 
those who hear it, we also tend to label cancer as intrinsically modern – or as a product of 
modernity, from nuclear radiation to indoor tanning beds to processed meats. Cancer is 
not a new disease, however. In her new multi-disciplinary study, The Cancer Problem, Agnes 
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