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Diamond lace bertha or garniture de corsage by Tiffany & Co.,
as displayed at the 1889 Paris Exhibition (see Fig. 240)



PREFACE

HIS book offers a new approach to the subject of jewel-

lery in the age of Victoria. It is not about the great

masterpieces of Victorian jewellery, but about the way

in which jewellery in that period, more than any other
branch of the applied arts, reflected the preoccupations and
aspirations of its owners. Rather than concentrating on the major
figures at the top end of the trade, or indeed offering a chronolog-
ical survey of the development of styles and fashions, we have tried
to understand how the Victorians used jewellery and what it meant
to them, both literally and metaphorically.

To do this, we have of course relied on surviving jewels in
collections across the UK, Continental Europe and America, some
hardly known or published. But a prime source of our under-
standing we have found rather in contemporary records, both
written and visual, chiefly the diaries and letters of the period
which give insights into how individuals explained the meaning
they attached to jewellery. Fiction takes things a stage further by
universalizing these meanings, building character and adding a
moral or symbolic dimension. We have selected instances where
the implications of choices of clothes or jewels would have been
immediately apparent to their readers. Portraits add a further
dimension to the language of jewellery: each jewel can be decoded,
often disclosing multiple messages.

Newspapers have provided a completely different angle, con-
firming time and again our conviction that jewellery played a central
role in the cultural life of the period. Online newspaper archives,
one of the most remarkable advances of the digital age, have enabled
us to find in seconds information that would previously have taken
months, if not years, to assemble, as well as items we would never
even have thought to look for. We have concentrated on The Times
and the New York Times, since it soon became evident that we
would drown in material if we went much beyond these two papers.
We incorporate information from the news pages, a previously
understudied area, as much as from society columns, an inven-
tion of the period. The Times’s daily Court Circular and the reports
of royal or official events, society balls and weddings record the
changing fashions at court and in the upper levels of society. Indeed,
it would be possible to chronicle what Queen Victoria wore for
almost every event of her life.

Reports on international exhibitions perform something of
the same function, but they go further. They chart the rise and
fall of different countries in Europe and the moment when Euro-
pean dominance in fine jéwellery production was shattered by

America at the Philadelphia Exhibition of 1876; they record the
appearance of new trade rivals such as India and Japan, and the
introduction of new categories such as ‘peasant’ jewellery, for-
merly outside the traditional concept of manufactures. Newspaper
reports demonstrate the extraordinary exchange mechanism pro-
vided by these exhibitions, with contracts being signed for the
distribution of objects far from their country of origin, so that
these new kinds of omament, from contemporary living cultures,
were seen not merely as exotic rarities but were brought into every-
day commercial trade. Advertisements add yet another dimension
by recording a more mundane world of jewellery use — the every-
day, routine, non-special jewels, and the jokey pieces that would
have been beneath the dignity of a great exhibition. These we
have culled not only from the newspapers, but also from the illus-
trated press — trade journals, fashion and women’s magazines.
These everyday jewels were popular at a different level, with man-
ufacturers targeting a wide market in the local high street rather
than Bond Street. Many advertisements placed in consumer as
opposed to trade magazines must have been designed to exert
pressure on high street jewellers to stock the designs in order to
satisfy requests from readers. Such advertisements also demon-
strate the astonishing speed with which manufacturers responded
to topical news through jewellery design.

Because these sources have revealed so much new informa-
tion, a large part of what follows has not been published before.
A number of major themes have emerged. Marketing is one of
them, and it deserves a book in itself. John Culme’s Directory of
London Gold and Silversmiths, Jewellers and Allied Trades 1838—1914
(1987), with its biographies compiled from sources as diverse as
insurance records and Post Office directories, has been an indis-
pensable reference tool. Here, we have attempted merely the
beginnings of an investigation into the placing within different
levels of the market of well-known firms such as Phillips, Brogden
and Streeter, how the different manufacturers were linked, the
retail trade and the distribution of jewellery. This has taken us
into a number of company archives and also the rich resource
provided by the Registered Designs volumes in the National Archives.
On payment of a small fee, the design was protected from copy-
ists for a certain number of years. Streeter apart, the big Bond Street
firms did not register designs. Much of what they produced was
expensive gem-set pieces, so it would have been beneath them
and unnecessary. But for the cheaper ranges of novelty jewellery
with a limited life the pirating of designs mattered. Comprehensive
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examination of the Registered Designs for jewellery was beyond
the scope of the present study, but it would be a rewarding sub-
ject for the future. We have looked briefly at the way in which
jewellers exploited the new means of distribution offered by the
transport revolution and a universal postal system. The two London-
based jewellery trade journals launched in the 1870s meant that
buyers around the country saw illustrations of new lines before
the manufacturers’ travellers reached them with samples. Samples
could also be sent by post within days: the consequent mail order
business was in full swing by the 1870s in Europe and America.
The search for novelty in design may have been in part a conse-
quence of the depression in the trade which lasted from 1873 to
the end of the century. Quite apart from new items, there was a
thriving market in second-hand jewellery; periodicals such as
Exchange and Mart (1868—-71) and its successor Bazaar, Exchange
and Mart (1871-1900), as well as exchange columns in women’s
magazines, reveal the tastes and desires of those who left no diaries
or letters. Moreover, in an age when women did not have control
of their own money, swapping jewellery was a cost-free way of
keeping in fashion and having control over at least some aspects
of their life.

Shopping for jewellery is a theme that recurs throughout the
book. We had initially wished to devote a section to it but real-
ized it was too big a subject. Nonetheless, we have touched on
the range of establishments where jewellery was sold, to indicate
that in London alone, beyond Bond Street and the West End at
the top end, there were retail jewellers in the manufacturing dis-
tricts of Holborn and Clerkenwell, and completely different
businesses, gift shops in effect, such as the Baker Street Bazaar, or
Rimmel’s Emporium in the Strand, where jewellery could be bought
amongst a host of other accessories and domestic items. Perma-
nent indoor bazaars (as distinct from temporary charity bazaars)
contained individual stalls rented by the week and mostly run by
women. While all these outlets serve to emphasize the increasing
range of products, we discovered little, beyond the obvious grand
diamond pieces, that indicated clear divisions of class in the type
of jewellery worn or where it was purchased. The upper echelons
of society had their own jeweller, usually one of the big Bond Street
firms, and would stick with him for life; but it cannot be said that
they never went into the emporia for presents. Shopping in the
West End was intimidating, since no prices were marked on the
goods. The rise of the new department stores with jewellery depart-
ments, like Howell & James or Whiteley’s, who maintained fixed
prices on everything, encouraged a wider public. To this end, some
firms, Streeter for instance, gave prices in their advertisements in
The Times. Brogden made a point of the fact that his jewellery was
all made on the premises in Covent Garden (this was an excep-
tion among West End firms), enabling him to offer manufacturers’
prices. Grappling with issues of class is difficult, but we have tried
to show that cheapness is not in itself a class indicator. Cost tells

us about ornaments considered suitable for-daytime as opposed
to evening wear; it demonstrates wealth and what people could
afford, but not necessarily class. In artistic circles women wore
rough silver pieces and unpolished stones to blur differences in
levels of wealth.

While it is relatively simple to establish a time-frame for the
introduction of a model or type of jewel, it is far harder to pin-
point its demise. As well as the exchange and sale of second-hand
items, catalogues and advertisements dating from the very end of
the nineteenth century include types that were introduced at the
beginning of Queen Victoria’s reign. The steady growth of tourism
kept in production local and traditional jewellery, made from
indigenous materials and employing a repertoire of locally signif-
icant imagery, largely unchanged, for decades.

The geographical focus of the book is on Western Europe and
America, but it touches on the rest of the world where relevant:
America, which played no international role in this field before
1876, is treated in its relation to European jewellery. We make no
claim that this is a survey of American jewellery. While including
other European countries in some depth, especially France, Germany
and ltaly, the core of the book is about what jewellery meant in
Britain, as seen from a British viewpoint, with Queen Victoria at
its heart. The chronological scope covers the period from 1830 to
1901, the girlhood of Queen Victoria to her death, but without
including the stylistic revolutions of Art Nouveau or Arts and Crafts,
for which the term ‘Victorian’ is inappropriate.

One theme emerging from the wider European perspective,
perhaps not previously emphasized in surveys of nineteenth-
century jewellery, is the role it played in the promotion of national
identity. The myriad strands of nationalism in different countries
are here brought together and compared and contrasted. Within
Britain, we discovered, Queen Victoria acted as arbiter of many
of these fashions to a much greater extent than we had suspected.
What she wore influenced what her subjects wore, and this very
fact is an aspect of British nationalism. Pride in being British was
reflected in how she chose to define Britishness. The strongly
waged royal campaign for British manufactures was one aspect of
this nationalism, to the extent that widely reported royal trousseaux
had to be entirely British-made. Naturally this led to a certain
national one-upmanship, pointedly played out by Queen Victoria
and Empress Eugénie but fostered just as much by the interna-
tional exhibitions. From the initial idea of assembling the whole
world under one roof, they became celebrations of national land-
marks, such as the Philadelphia centenary in 1876 and Paris in 1889.

We have grouped these various themes in the following order.
In recognition of the overriding influence of the royal family on
taste in jewellery, we begin with the life of Queen Victoria as seen
through her jewellery. Almost every aspect of jewellery discussed
in subsequent sections is to be found here, and so Chapter 1 pro-
vides both an introduction to and a context for the entire book.



Chapters 2—4 deal with the symbolic weight that jewellery was
expected to carry, the constant tension between status and fash-
ion, the relationship of jewellery to dress, and the different kinds
of messages that jewellery conveyed. Following these, Chapter 5
is devoted to the Victorian obsession with novelty, itself a kind of
message, and the direct impact on jewellery of topical events world-
wide, popular entertainment, and developments in the scientific
and natural world. This leads into Chapter 6, which explores the
place of jewellery at the international exhibitions and the role of
these world fairs in providing a conduit for trade. The resulting
familiarity with the arts of the Islamic world, India, China and
Japan, and with previously unregarded traditional and regional
jewellery from Continental Europe (described as ‘peasant” jewell-
ery by the Victorians), had a tremendous impact both on the design
of jewellery and on the wearing of imported ornaments.

Exhibitions played a key role in establishing a sense of national
pride, and Chapters 7 and 8 deal with the cultures of the past and
the ways in which styles of former ages were appropriated by the
European countries struggling to create a national identity. The
so-called ‘revivalist” tradition is set in its political and historical
context, to demonstrate that it is not always a matter of looking
backwards for inspiration, but rather a desire to harness the glory
of the past to make a point about the present. A crucial aspect of
the understanding of national styles was the growth of tourism,
and this forms the subject of Chapter 10, with an account of shop-
ping for souvenirs at home and abroad. Italy is a special case because
of its long-standing hold on visitors from northern Europe and
America, and a remarkable amount of information survives about
what and how people bought, not least about Italy’s flourishing
cameo industry. Cameos form the subject of Chapter 9, which
examines their sources, both antique and contemporary, to show
how the cameo became perhaps the quintessential Victorian jewel.

A book of this scale has required input from both authors
to every section. Nonetheless, there are broad divisions of respon-
sibility. Charlotte Gere has written the first four chapters, on
Queen Victoria, the role of jewellery, jewellery and dress, and the
language of jewellery. She has also written the final two chapters,
on Victorian cameos and souvenirs of travel. Judy Rudoe has writ-
ten the chapters on the cult of novelty, on jewellery at the international
exhibitions, links with the East and the role of peasant and regjonal
jewellery, on nationalism and historical styles (except the section
on historical revival jewellery in England which was written by
Charlotte Gere), and on archaeological discoveries.

We owe an incalculable debt to our precursors, without whom
this volume could not have been attempted. The first history of
nineteenth-century jewellery was in many ways the most remark-
able: a three-volume illustrated survey of jewellery in France, La
Bijouterie francaise au XIXe siécle, published in 19068 by Henri
Vever, himself a distinguished jeweller who was largely describing
his contemporaries, ﬁ{éking it an incomparable first-hand account.

PREFACE 9

There has been nothing else like it for any other country and it
has helped to give the whole subject a rather French slant, not
unreasonably since France was seen as a leader in the field through-
out the nineteenth century. The fate of jewellery from other countries
has suffered in consequence. Little followed until 1951 when
Margaret Flower published Victorian Jewellery: coinciding with the
centenary of the 1851 Great Exhibition, this was the first book
written from a British perspective and it is remarkable for the accu-
racy of its judgement and conclusions. But the view was still widely
held that it was impossible to attribute English jewellery, and that,
beyond a very few firms, the makers could not be named. Joan
Evans’s History of Jewellery 1100—1870 (1953) gave scant attention
to the nineteenth century; in the preface to the second edition of
1970, however, Evans wrote, ‘Since this book came out, interest
c.and [
decided to add to this new edition examples of jewellery designed

in nineteenth-century jewellery has rapidly increased .

by Pugin and Castellani, as well as a selection of pieces from less
well-known hands.” The revision was largely carried out by Ronald
Lightbown. In 1971 the scholar and collector Dora Jane Janson
organized an exhibition entitled From Slave to Siren at Duke Uni-
versity, North Carolina, and the accompanying catalogue was a
revelation of the interpretations that could be applied to nine-
teenth-century jewellery. Janson was a great friend of Shirley Bury
(eventually Keeper of the Victoria and Albert Museum'’s metalwork
collection), who was to produce her major book twenty years later
(see below), and they influenced one another enormously. Janson’s
catalogue was followed by Charlotte Gere’s Victorian Jewellery Design
(1972) and European and American Jewellery 1830—1914 (1975). It
was Victorian Jewellery Design that inspired the collector Anne Hull
Grundy to collect documentary Victorian pieces, selling much of
her diamond jewellery to do so. '

We first collaborated on the Hull Grundy Gift to the British
Museum in 1978, initially on the display of the gift and then on
the two-volume catalogue published in 1984. Publication of a
scholarly catalogue of the entire gift of some 1,200 pieces was a
condition of its acceptance, and it broadened the subject in a way
that had not been possible before; it was the first collection cata-
logue devoted to nineteenth-century jewellery. The present book
emerges from that collaboration. When we (and our co-authors,
Hugh Tait and Timothy Wilson) compiled the catalogue, however,
there was still very little literature on nineteenth-century jewellery.
The collections that Anne and John Hull Grundy put together and
donated to the British Museum and to other museums across the
UK have provided a phenomenal study collection which we have
made a point of exploiting to demonstrate the depth of Mrs Hull
Grundy'’s collecting. By her own admission, Anne Hull Grundy
bought the unwearable and wore it, taking an interest in archae-
ological-style jewellery long before it became more widely collected.
She also bought outstanding examples of under-appreciated cat-
egories such as ivory carving and three-colour chased gold work.
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The wide distribution of so much material related to Victorian cul-
ture did much to change people’s perceptions of Victorian jewellery
and to inspire the publications that have informed the present
book. A major contribution, Shirley Bury’s massive two-volume
survey Jewellery 1789—1910: The International Era (1991), is the
starting point for any study of the subject. It covers a much larger
time span than the present work in enormous detail; we have
treated many of the same topics but from a different perspective.
She investigated in detail the internal workings of the trade as it
responded to fashion and technological developments. Here we
aim to track the progress of Victorian jewellery through external
events, cultural, socio-economic and historical, starting from out-
side stimuli rather than from the jewels themselves.

Invaluable monographs on specialist subjects include Geoffrey
Munn’s pioneering account of Castellani and Giuliano (1983);
Marie-Noél de Gary'’s exhibition catalogue on the Fouquet dyn-
asty (1983), to which Charlotte Gere contributed; Martha Gandy
Fales’s Jewelry in America 1600 —1900 (1995); Brigitte Marquardt’s
two-part history of jewellery in the German-speaking countries
(1983 and 1998); and Katherine Purcell’s study of Falize (1999).
Purcell also translated Vever’s comprehensive survey into English,
with many additional images. Literary criticism opened up new
avenues of research: the late Professor Kurt Tetzeli's 1984 study
of jewellery in Victorian fiction has been a maj‘or inspiration. Most
recently, James David Draper’s Metropolitan Museum Bulletin
devoted to cameos (2008) has established beyond doubt the impor-
tance of nineteenth-century cameos, and his long association with
Charlotte Gere inspired her interest in the subject. Without these
scholars, we could not have functioned. Many, such as Geoffrey
Munn and John Culme, have been collaborators as well as long-
standing friends.

Among many other scholars at museums and other institu-
tions throughout the UK and abroad we owe an enormous debt
to our colleagues at the Victoria and Albert Museum and the Royal
Collection in London. At the V&A, our first tribute must be to the
late Clive Wainwright, who confirmed our sense that the nine-
teenth century was worthy of serious study. Richard Edgcumbe
has given constant encouragement and support throughout the
project, offering us the opportunity of examining the jewellery
collection prior to its redisplay: to discuss it with him and his col-
laborators on the new gallery was a revelation. Jane Perry encouraged
us to include the section on ‘peasant’ jewellery, while Beatriz
Chadour has been a fount of information over decades, from her
time in Cologne and Hanau to the present. Lucy Johnston and
Catherine Howell showed us the extraordinary Animal Products
collection, while Nick Barnard’s knowledge of Indian jewellery
and his willingness to discuss the V&A's enormous collection
have been invaluable. Revinder Chahal helped with a large and
complicated request for photogaphs. At the Royal Collection, we
have benefited from Kathryn Jones’s research on Queen Victoria’s

jewellery and the discovery of many hitherto unpublished pieces
for the exhibition Victoria and Albert: Art and Love at the Queen’s
Gallery in 2010 and we have shared as much information as pos-
sible. In addition Stephen Patterson, Jonathan Marsden, Anna
Reynolds and Jane Roberts have been unfailingly helpful in tracing
and providing information about items owned by Queen Victoria.
At the Museum of London, we are indebted to Beatrice Behlen,
and also to Edwina Ehrmann and Tessa Murdoch (both now at
the V&A), who opened up the museum’s remarkable collection,
much of it from Queen Mary, for Charlotte Gere's work on the
exhibition Treasures and Trinkets in 1991, and subsequently for a
report on the potential uses of the collection. The curators of Hull
Grundy Gifts across the UK have helped us, often over decades:
Julia Poole at the Fitzwilliam Museum, Cambridge; Rosemary Watt
at Glasgow Museums; Glennys Wild at Birmingham Museum and
Art Gallery; Elizabeth McCrum and Elise Taylor at the Ulster
Museum, Belfast; Victoria Partridge (and formerly Caroline Bacon)
at the Cecil Higgins Art Gallery, Bedford; Francesca Vanke (and
formerly Robin Emmerson) at Norwich Castle Museum; Veronica
Tonge at Maidstone Museum; Laura Nugent at Doncaster. In addi-
tion we wish to thank George Dalgleish and Elizabeth Goring at
the National Museums of Scotland, and Rosalind Marshall for-
merly at the Scottish National Portrait Gallery in Edinburgh; Pamela
Robertson at the Hunterian Museum in Glasgow; Howard Coutts
at the Bowes Museum, Barnard Castle; Alex Ward and the late
Mairead Dunlevy at the National Museum in Dublin; Hannah
Obee at Chatsworth; Antonio Mazzotta at the National Gallery;
Jeremy Warren at the Wallace Collection; David Beasley at the
Goldsmiths’ Company; Patrick Streeter, Nigel Israel, Christopher
Cavey and Laura Knowles-Cutler. We are indebted to Henrietta
McCall for her insights into the Assyrian revival. We have been for-
tunate in the excellent resources available in London, in the National
Portrait Gallery Archive, the British Library, the National Art Library,
and the London Library, whose subscription to The Times Digital
Archive proved invaluable.

Our thanks go to many individuals abroad: in Paris, to Evelyne
Possémé at the Musée des Arts Décoratifs, who spent an entire
week allowing Judy Rudoe to work through the jewellery from the
Vever collection with her in 1979; to Marc Bascou at the Musée
d’Orsay and now at the Louvre; and to the archivists at Boucheron
(Michel Tonnelot), Mellerio (Anne Imbert) and Cartier (Betty Jais).
In Rome, the late Gabriella Bordenache Battaglia at the Museo di
Villa Giulia showed Judy Rudoe a large part of the Castellani col-
lection, not then on display, in the 1980s; subsequently Ida Caruso
and the Director, Francesca Boitani, have supported her research,
while Maria Grazia Branchetti gave much help with the Castellani
archive at the Archivio di Stato, and Arnold Nesselrath of the
Vatican Museums opened countless sealed doors in Rome. Thanks
go also to Kirsten Piacenti at the Museo degli Argenti and subse-
quently at the Museo Stibbert, and Caterina del Vivo at the Archivio



Storico del Gabinetto Vieusseux, in Florence. We wish to acknowl-
edge, too, the late Martha McCrory of Baltimore, who was studying
the Medici archives in Florence when we first met her in the late
1970s and who remained a constant source of information on
Italian sources and enthusiasm for the nineteenth century. In
Germany, the collections of jewellery are so numerous that space
prevents us from listing all those who have shown us items in their
care or responded to our enquiries, but we would like particularly
to thank Riidiger Joppien of the Museum fiir Kunst und Gewerbe
in Hamburg; Michael Koch, who organized the landmark exhibi-
tion Pariser Schmuck vom zweiten Kaiserreich zur Belle Epoque at the
Bayerisches Nationalmuseum, Munich, in 1989; Barbara Mundit,
former Director of the Kunstgewerbemuseum Berlin, whose ground-
breaking 1973 Historismus exhibition catalogue and subsequent
book have been a constant guide; Fritz Falk, former Director of
the Schmuckmuseum, Pforzheim, who opened doors to factory
archives for Judy Rudoe, and his successor Comnelie Holzach. In
Austria, we were helped by Elisabeth Schmuttermeier at the Museum
fiir angewandte Kunst in Vienna, and in Sweden by Eva Helena
Cassel-Phil. In America, we are indebted to James Draper, the late
Clare Le Corbeiller and Catherine Jenkins at the Metropolitan
Museum of Art, New York; to David Kiehl (formerly of the Metro-
politan Museum); to Marybeth de Filipis at the New-York Historical
Society, Deborah Waters at the Museum of the City of New York,
and Yvonne Markowitz at the Museum of Fine Arts, Boston: to
Annamarie Sandecki and her colleagues in the archive at Tiffany
& Co. for innumerable kindnesses, and to John Loring, former
Design Director; to the late Samuel Beizer, Director of the Jewelry
Department at the Fashion Institute of Technology, New York; to
Ralph Esmerian and the late Penny Proddow; to David A. Taylor
of the Library of Congress in Washington for supplying numerous
American references; to Ruth and the late Joseph Sataloff of Philadel-
phia for making their remarkable collection available to Judy Rudoe,
and inviting her to speak at one of their ‘jewelry camps’, later run
by Joyce Jonas, which introduced her to the wealth of interest in
jewellery in America; to Elyse Karlin, editor of Adornment, and to
Michelle Hargrave. Others who have helped with specific queries,
both in the UK and abroad, are acknowledged in the notes .

The support of the trade has been invaluable. We owe a huge
debt to Geoffrey Munn, Katherine Purcell and Kieran McCarthy
at Wartski for constantly showing us items and for their unstint-
ing help in providing photographs; to David Callaghan, former
Director of Hancocks, and his late colleague, Malcolm Carr (whose
pioneering account of the Saulinis appeared in 1975); to Madeleine
Popper, and to the late Raizel Halpin of Ares Rare in New York,
who sold many pieces to Mrs Hull Grundy.

Abook of this kind cannot be written without financial assis-
tance and the contributions of three bodies and individuals have
been critical. First, the award of a six-month Research Fellowship
from the Leverhulme Trust allowed Judy Rudoe’s place at the British
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Museum to be filled so that she could work full-time on it. We
thank, too, the three referees who gave their support: Jonathan
Marsden, Richard Edgcumbe and Marcia Pointon. During that
time, long-standing friends and supporters of the British Museum,
who also happen to be passionate about jewellery, learnt about
the project and immediately offered to extend her time away by
paying for her replacement to stay on for an extra two months.
They wish to remain anonymous but are no less deserving of our
gratitude. Lastly, and by far the largest contribution financially,
was an exceedingly generous grant towards the production costs
of the book from The Isaacson-Draper Foundation of New York.
Publishing well-produced books has become increasingly expen-
sive; this enabled us to use the illustrations we needed rather than
those we could afford, and the speed with which the Foundation’s
trustees responded to our tentative request meant that we could
concentrate on the research and writing instead of fund-raising.

At the British Museum we wish to thank the Keeper of the
Department of Prehistory and Europe, Leslie Webster, for her ini-
tial support of the Leverhulme application, and her successor,
Jonathan Williams, for generously allowing Judy Rudoe to return
part-time until the text was handed over to the British Museum
Press. Her replacement, Natasha Awais-Dean, deserves our thanks,
as do other colleagues who undertook extra duties in her absence.
Many excellent new photographs were taken by the Museum’s
chief photographer, John Williams. Many items were specially
cleaned for this by Rachel Berridge, Maickel van Bellegem and oth-
ers from the metals conservation section. Katerina Pantelides and
Anna Lisa Jensen worked as volunteers to help with assembling
images and text corrections, Amy Dale helped prepare the index
and Christopher Coles scanned images with remarkable speed.

At the British Museum Press, the book has been expertly han-
dled by Teresa Francis, who has been unfailingly supportive and
inspiring, while Ray Watkins'’s sensitive design has enhanced our
text in a way that we never imagined possible. The copy-editing
was undertaken by Elisabeth Ingles, the proof-reading by Bev
Zimmern, and production by Charlotte Cade. Axelle Russo helped
us obtain the 500 images from nearly seventy different institu-
tions. We are especially grateful to those who waived or reduced
their reproduction fees.

Lastly, we owe much to our anonymous readers, every one
of whose suggestions we adopted, and to those who kindly took
the trouble to read parts of our text at draft stage: Jonathan
Marsden, Jane Perry, Catherine Howell, Nick Barnard, Rosemary
Watt, George Dalgleish, Alex Ward, Raghnall O’ Floinn, Ben Roberts,
Paul Collins, Richard Parkinson, Timothy Clark, Marc Bascou,
Riidiger Joppien, James Draper and Annamarie Sandecki. Their
comments. along with those of Richard Edgcumbe and Antony
Griffiths, have saved us from countless errors and made this a
much better book.

Charlotte Gere and Judy Rudoe
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1 QUEEN VICTORIA: A LIFE IN JEWELLERY

Previous pages: left, Prince Albert
memorial pendant (see Fig. 32);
right, Queen Victoria (see Fig. 17)

EWELLERY meant a great deal to Queen Victoria throughout her long life (1819-1901).

As a record of significant events, it marked the transition from girl to young queen

and from wife to widow; it embodied her adoration of her husband, Prince Albert of

Saxe-Coburg-Gotha, in life and in death; it expressed her delight in her children and
grandchildren. From the time of her first gif[s of jewellery as a young girl and even through
her long widowhood she wore fashionable or popular items alongside her state and family
jewels. Sentiment, to her, was the most important attribute of jewellery. She made little dis-
tinction between state jewels and personal mementoes, and when she came to list the Jewels
of the Crown she included both the most precious and those of greatest sentimental signifi-
cance.' Meticulously engraved on the reverse with donor and occasion, her personal jewels
act as a journal of her intimate life during her marriage.” With the untimely death of her hus-
band at only forty-two, Victoria entered her long widowhood, bringing up a family of still-young
children without the support of their father and her most valued mentor. Later, as a more
remote figure, revered monarch, Queen-Empress and ‘Grandmother of Europe’, with descen-
dants re.igning in many European courts, she presided over a vast empire and celebrated two
significant new-style jubilees. She was greeted on her jubilee appearances in 1887 and 1897
with wild public enthusiasm, prompting many surveys of the achievements of herself and her
people and a consolidation of the “Victorian™ idea.

As trophies of state, jewels gave her an aura to match the image of monarchy created
by Victoria and Albert. As modest gifts, reflecting her general prudence, jewels encapsulated
the latest scientific and technical innovations as well as expressing gratitude, conveying moral
and religious messages and a full range of sentimental and intimate meanings. This chapter
surveys the role of jewellery in her reign, the fashions set by her example, the gifts given and
received as young girl, wife and mother with a large family, widow, grandmother, and in old
age, and serves to introduce the themes of the book. The effect on the arts — and in this con-
text jewellery — of a fixed and influential figurehead over such a span of time forms the
background to this study.

The influence of Queen Victoria and her reign

New research has demonstrated how Victoria stood at the cultural heart of her reign and
how she actively promoted her own image by influencing the media.’ A modemizing monarch,
she contracted a marriage to a highly cultivated husband that produced a perfect partner-
ship, domestically and constitutionally. As the mother of nine children — the ‘ideal’ Victorian
family — her circumstances were mirrored across the nation. Victoria herself broke with many
age-old traditions at court and the Prince spent an enormous amount of thought and energy
— and attracted great unpopularity — in reorganizing the Royal Household. Albert was the
Queen’s first cousin, and the British royal family had ties of blood with royal families across
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Europe.” Contacts with the ‘cousinage’ and further marriages consolidated shared conven-
tions and court etiquette, which spilled out into the wider populace. The Court Circular in
The Times reported fully on the Queen’s costume and jewellery, as did the Morning Post and
the Morning Chronicle.” The extensive listings of guests at royal entertainments provide a well-
rounded picture of the character of the court.

The rapid growth of a print and visual culture was decisive in shaping the direction of
an up-to-date monarchy.® The start of the Queen’s reign more or less coincided with the begin-
ning of mass media communications, social reporting and the proliferation of women’s magazines
on fashion and home-making. In its very first issue in 1842 the Illustrated London News, founded
by Herbert Ingram and his friend Mark Lemon, editor of Punch, stated its mission to act as a
‘chain’ connecting the cottage to the palace.” The incessant flow of intimate personal detail
inevitably diminished the mystique of the Crown. The Queen and her family became effec-
tively public property, commercially significant in generating a trade in royal style and in
souvenirs of royal events. There was no legal control over the use of the royal image or even
of the royal arms, resulting in commercial exploitation of every aspect of the reign. Her por-
trait featured in advertising across the whole range of consumer goods, even some laughably
inappropriate, such as starch and shoe polish.

The Queen was much in demand for portraits; she was a willing and co-operative sit-
ter and a stern critic of the outcomes. The visual record of her life is extraordinarily rich and
informative, with early images emphasizing the glamour and allure of a young unmarried girl
appearing in the ‘Books of Beauty’ popular at this date. The novelty of a young female sover-
eign had its effect: as early as February 1839 the Art-Union noted that more than fifty portraits
of her were available.” For her portrait in the French magazine La Perle (Fig. 1), her jewellery
includes a fashionable ferronniére and garnet-set brooch and earrings. A similar gold and
cabochon garnet brooch of the same date is preserved in the V&A (Fig. 2).

Every new technique was employed for reproductive portraits, from embossing to pro-
duce a medallion-like image, to gilding and images in silk-weaving for ribbons (see Fig. 23).
Her coronation and marriage resulted in an avalanche of portraits.” Press attention reached
frenzied levels and opportunist reporters, ‘penny-a-liners’ as they were known, became so
intrusive that a system of appointing royal correspondents was put in place and has remained
ever since. Prints of the Queen and the events of her early reign offered as prizes in the lot-
tery run by the Art-Union magazine ensured their wide distribution to the public. Portraits
were issued as pull-out supplements to illustrated periodicals, to be detached and framed.
The public in its widest sense was fully informed of the Queen’s taste and style and that of
her family. With her marriage and growing family, the focus shifted to domestic propriety
and maternal responsibilities. The family groups, centred on a Raphaelesque Madonna-like
Queen, reinforced the message of the mother as the moral heart of the family (i.e. the nation).
Victoria herself was very interested in the personalities and character of other courts; she
collected portrait prints avidly, and, as soon as they became available, photographs, of which
she had a vast number. Her familiarity with the European princely families was to prove
valuable in her search for spouses for her children.

From 1843 Queen Victoria’s jewels and those of her children and members of the
extended family are revealed in the Crown Jeweller Garrard’s royal ledgers."’ These present a

virtually complete history of taste and attitudes to jewellery during her lifetime. This unique
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picture of Victorian jewellery spans the whole spectrum from the diamond-set Crown Jewels
to earrings set with babies’ teeth and the Scottish pebbles treasured by Victoria through their
association with her husband and her beloved Balmoral estate. With the notable exception
of Princess Alexandra of Denmark, who married the Prince of Wales in 1863, the Victorian
royal family has been dismissed in terms of fashion. Studies of royal jewellery tend to focus
on the celebrated treasures of the Crown, the famous diamonds and suites of precious jew-
ellery worn by Victoria and her successors on ceremonial occasions. However, the ledgers
present a different story, with the royal family leading the way in popularizing jewellery and
fashionable accessories at every level." Many typically “Victorian’ jewellery types originated
in royal circles. While it would be an exaggeration to say that the royal ledgers chart national
progress in the arts, nonetheless the silver and jewellery reflect an aspect of the profoundly
serious Victorian attitude to culture.

Examination of royal purchases reveals that they were partly motivated by concern for
native industrial prosperity and commerce. This tendency probably reflects the Queen’s patri-
otic and sentimental character and her obsession with associations. It raises the question as
to whether royal example affected choices made by the general public, particularly in the
case of the ‘Celtic fringe’, where she actively promoted national and traditional Scottish and
Irish ornaments. Victoria's interest in revivalist styles embraced English discoveries in ancient
Assyria (Chapter 8) and the English historical revival in the shape of ‘Holbeinesque’ jew-
ellery. The distinctive ‘Elizabethan’ or ‘Holbein’ jewel type was employed in royal circles in
the early 1840s (p. 345). Royal taste in exotic jewels embraced British-ruled India and the
expanding empire, but not Persia, China or Japan, apparent confirmation of the patriotic
character of her patronage. When Prince Albert received a deputation of Birmingham jew-
ellers in a time of recession in 1845 he expressed surprise ‘that fashion could perversely
persist in going abroad for articles of bijouteric when it could command-so admirable and
exquisite a manufacture of them at home’.”” Royal example could — and often did — reinvig-

orate a failing trade; credit for reviving the use of tortoiseshell went to the Queen:

Fashion, however, makes a great difference in the consumption of this shell. 1 was
a few years ago at a comb manufactory in Sheffield, where I was informed that an
unusual amount of activity was going on after years of depression. On enquiring
the cause, I learned that her Majesty had visited the opera with a Jenny Lind comb
in her hair, and this had made all the difference between almost starvation and a

state of great prosperity to the poor combmakers of Sheffield."”

Since many of the orders fulfilled by the Crown Jeweller were for presents, royal taste
was promoted widely, in court circles in Britain and on the Continent. Royal gifts were matched
by official presentations, all duly reported in the press. The great industrialized cities threw
up a civic aristocracy that shared royal attitudes to jewellery and its public function; civic
offerings to royal brides and at the Queen’s two jubilees significantly augmented the Crown
Jewels. Royal wedding presents were publicly exhibited and reported in detail, particularly
the jewels. Both the Illustrated London News and The Graphic issued wedding supplements,
fully illustrated, and these were copied abroad, notably in the USA.

Victoria was an acute observer and indefatigable diarist and letter-writer. Her taste



was formed in childhood by her passion for the theatre, opera and ballet. Her love of strong
colours and floral trimmings was remarked on, usually disparagingly, by many observers.
Although she was indifferent to fashion (she deplored crinolines, which she attempted to
ban at court), she was very interested in clothes and jewellery — her own in an objective but
uncritical way and other people’s with a reporter’s eye for telling detail. Her comments in
her Journal reveal her own views about social usage, and provide a contrast with the alter-
native story derived from fashion journalism and advertising. Many thousands of guests were
received at Buckingham Palace and Windsor Castle, and displays of her dresses were put on
by Madame Tussaud; through these means a court style percolated out into the wider mar-

ket for precious ornaments and accessories.

Victoria broke new ground as a role model for her ordinary subjects. Her passage through
the rites of marriage, childbirth, widowhood and mourning brought empathy and moral
weight to her position. The fact that her personal and domestic circumstances so closely
matched those of her subjects had an impact on jewellery and popular taste in general. Lord

Salisbury, one of her Prime Ministers, summed up the situation:

1/
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She had an extraordinary knowledge of what her people would-think —
extraordinary because it could not have come from any personal intercourse.

I have said for years that when 1 knew what the Queen thought, I knew pretty
certainly what view her subjects would take, and especially the middle class

of her subjects. Such was the extraordinary penetration of her mind."

The Queen identified with ordinary people and with the servants in her own household.
She made no secret of her lack of sympathy with London society and the aristocracy, whose
influence she particularly feared for her sons. Albert also actively disliked the aristocracy and
was disliked by them in return.

Her widowhood reflected the condition of many Victorian women. The flow of portraits
diminished to almost nothing; only her two jubilees in 1887 and 1897 reactivated the spate
that had marked her accession and early reign. Victoria’s life-long adherence to black increased
and prolonged the observance of mourning ritual by all classes of society. Her determined
and much resented seclusion after the Prince’s death, although less than popularly supposed,
may have been a factor in restoring a measure of her mystique. The Court Circular and the
press generally recorded her active participation in public events, such as the laying of foun-
dation stones and the inauguration of important national projects. The Queen lived to be
filmed, old and stiff, able to move only with difficulty. She had seemed immortal and her death
came as a shock to the nation.

The girlhood of Princess Alexandrina Victoria, 1819-1837

Victoria’s accession to the throne was the consequence of the tragic deaths of the children
of William, Duke of Clarence, and his wife Adelaide. William IV succeeded his brother in
1830, eleven years after Victoria’s birth, and at this point she became heir to the throne. She
had lost her father in infancy and during her secluded and relatively impoverished upbring-
ing at Kensington Palace the young Victoria (always known as Drina) was plainly and modestly
dressed. She wore pretty, inexpensive jewels like those of her contemporaries in “polite” soci-
ety. Public interest in her character and appearance was fed by images of simplicity and a
conscious lack of ostentation. Her Journal provides an interesting record of her daily life and,
most pertinently, of birthday and Christmas presents. Among these were many jewels, eas-
ily recognizable as currently fashionable but modest pieces in the form of flowers, bows and
lockets. The only valuable jewels she owned before her accession were the diamond, sap-
phire and emerald-set pieces given her by William IV and Queen Adelaide as the inevitability
of her succession drew near. Her earliest jewel-memory was the gift in 1826 from ‘Uncle-
King’ George IV of his portrait in miniature: remembering the occasion in 1872, she wrote,
‘He said he would give me something to wear, and that was his picture set in diamonds,
which was worn by the Princesses as an Order to a blue ribbon on the left shoulder.™” It was
the first specific acknowledgement of her place in the succession.

Princess Victoria recorded the presents on her fourteenth birthday: on 24 May 1833
she received from her mother ‘a lovely hyacinth brooch ... a beautiful bracelet, two lovely
féroniéres [sic], one of pink topaz, the other turquoises’."® “The Queen gave me a pair of dia-

mond earrings from the King. She gave me herself a brooch of turquoises in the form ofa bow



... from [her cousin] George Cambridge, a brooch in the shape of a lily-of-the-valley . .. Ladies
Sarah and Clementina Villiers sent me some flowers as a comb and a brooch.”” From other
family members she had a turquoise bracelet and pin, a pearl ferronniére and a blue topaz
watch-hook." These presents meant a lot to her and were enumerated with care and in detail,
but they were simply currently fashionable pieces manufactured in quantities.” Presents
received in 1833 included popular mid-1830s lily and hyacinth flower jewels of turquoise
and gold. Surviving examples were made by jewellers patronized by the royal family and the
court (Fig. 3). As well as the flower pieces she received another pair of precious earrings set

with sapphires and diamonds presented by the King in 1835, when she was sixteen.

3
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4

Princess Victoria shortly before her
accession. Stipple engraving, printed
in colours by R.J. Lane, 1837.

British. Museum

The Princess wears long top-and-drop
pearl earrings. The connection between
earrings and maturity is underlined by
Mrs Walker (On Beauty, 1837), who notes
that ‘ear-rings should never be worn

by the young’. This may also reflect the
ambivalence towards ear-piercing
frequently expressed by the Victorians.

The King’s gift of diamond earrings in 1833 is in contrast with the modesty of the other
presents. They would have been designed for pierced ears, as with all earrings at this date,
and we know that the Princess had started to wear earrings, to her great satisfaction at this
mark of maturity, the year before.”" Portrait prints of the period show her wearing fashion-
ably long earrings, notably a popular image taken from Sir George Hayter’s first portrait of
her, shown at the Royal Academy in 1833.” It was designed to show the Princess leaving
girlhood behind and preparing for her great destiny; even her hairstyle of a coronet of plaits

prefigures the crown she would wear as Queen. Her jewellery is more prominent than in
earlier images. She is fingering a rose, symbol of her role in the popular imagination as ‘the
rose of England’, and many other early portraits play on the ‘rose’ symbolism.”” A widely cir-
culated portrait by Richard Lane (1837) also shows her with long pear-shaped pearl
‘top-and-drop’ earrings, a type in fashion through the early years of her reign, (Fig. 4).
Albert gave her a similar pair with even larger drops, now owned by the present
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5

The First Earring, by Sir David Wilkie
(1785-1841). Oil on mahogany panel,
1833-5. London, Tate

This subject was exhibited at the Royal
Academy just as the images of Princess
Victoria with pierced ears and wearing
her first earrings were published.

Queen.” It seems unlikely to be coincidence that Sir David Wilkie’s celebrated painting

The First Earring (Fig. 5) was begun in 1833 and finally shown at the Royal Academy in 1835
(no. 88). A study in innocence giving way to worldliness and maturity, the face of the girl
shows a speaking mixture of fear and vanity. A second version, shown at the Academy in
1836, had the accompanying line in the catalogue, ‘Il faut souffrir pour étre belle’.

Her confirmation aged sixteen in July 1835 was an important rite of passage (as it was
to be for her own children), marking her spiritual and intellectual maturity.”> The King gave
‘a very fine set of emeralds’.” From her mother at Christmas 1836 she had ‘a beautiful
massive gold buckle in the shape of two serpents’.”” The following year her eighteenth

birthday (and coming of age) was celebrated with a drive through enthusiastic crowds and a

ball; less than a month later on 20 June she was woken very early in the morning to learn of
the King's death and her own accession to the throne. Her simple girlhood jewellery, with its

emphasis on flowers and bows, and her eager adoption of the fashionable ferronniére,
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6

Serpent bracelet worn by Queen Victoria
for her Accession Council, 20 June 1837.
Study in red chalk and watercolour by
Sir David Wilkie, 1837. Royal Collection

The Queen wears the bracelet in Wilkie’s
group portrait of The First Council
(Royal Collection) and in his portrait of
her in robes of state (Lady Lever Art
Gallery, Port Sunlight).

are typical expressions of the English Romantic Movement. She -was eventually to present
an altogether more formidable image, but on her accession it was still the alluring qualities
of youth and femininity that were stressed in the flood of portraits feeding an avid public.

Queen and wife: accession and marriage to widowhood,
1837-1861

Victoria succeeded her ‘wicked uncles’, the dissolute George 1V and his brother, William 1V,
whose brief reign, marked by his opposition to reform and a dowdy court, made little impres-
sion on art and culture. The British crown was precarious, discredited and unpopular. A first
consideration had to be the eradication of an essentially negative view of the monarchy, with
financial prudence to the fore. The public was fascinated: to have a woman as the head of
state was unfamiliar and the domestic and private life of the royal family was subjected to
intense public scrutiny.

Victoria's first action on coming to the throne was to announce Court Mourning for the
late King in the London Gazette.”® Black was decreed for dress; jewellery was to be jet and a
new trade, ‘jewellers (black)’, was listed in directories after the general jewellers. However,
nothing could dampen her spirits on at last gaining her freedom from the dominance of the
Duchess of Kent and the hated Comptroller of her Household, Sir John Conroy, who had
plotted to secure the Regency for the Duchess and the office of her secretary for himself. She
moved immediately to Buckingham Palace, even though it was unfinished and had been unin-
habited since the time of George IV. Victoria’s first mentor, her uncle Leopold, was replaced
by the worldly and amusing Lord Melbourne, who guided her through the minefield of court
protocol and with whom she discussed every detail, including the planning of her coronation.

For her First Council immediately after her accession she wore the serpent bracelet
that Wilkie included in his painting of the occasion (Fig. 6).” It shows the Queen in a white
dress, an image of youth and innocence in contrast to the darkly dressed men. In fact she
was correctly dressed in black mourning for the King: a stickler for accuracy herself, she
deplored this departure from the truth and never cared for Wilkie's picture. She had a num-
ber of serpent bracelets; this was probably the one given to her by Queen Adelaide for her
birthday in 1837. Wearing it for her First Council sent an important message that she had
or aspired to ‘the wisdom of the serpent’. The Queen had several serpent jewels from her
girlhood, some made entirely of hair, and these had a quite different message: the snake
biting its tail to form a circle is a symbol of eternity and enduring love.”

Victoria's uninhibited enjoyment of court life brought gaiety and fashion to the balls
and receptions that now took place. She set the style with jewels that had belonged to her
predecessors, reset by the many suppliers angling for royal favour, including the jewellers to
the Crown, Rundell, Bridge & Co. Queen Adelaide had handed over to her what remained
of the great heritage of Crown jewellery bequeathed by Queen Charlotte, consort of George
1. Among these were her little nuptial crown (the only piece to survive intact to this day),
two sleeve bows, a pair of diamond earrings with three large diamond drops, a pair of dia-
mond earrings with single diamond drops, a diamond necklace with a pendant cross, the
point of a large stomacher, a diamond bouquet, and six diamond wheatear ornaments and
pearls.” Adelaide gave her sunray necklace, made from Queen Charlotte’s diamonds, to
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Queen Victoria in a theatre box,
Drury Lane, 15 November 1837.
Mezzotint engraving by Charles
Edward Wagstaff (after Edmund
Thomas Parris, 17793-1873),
published 5 April 1838.

British Museum

Victoria wears Queen
Adelaide’s ‘sunray’ diadem
set with family diamonds
by Rundell, Bridge & Rundell
in 1830, Queen Charlotte’s
girandole earrings and lace
sleeve-ruffles. Before the
introduction of machine
manufacture, lace was
expensive and very highly
prized.

Mrs Stirling, in her memoir
Life’s Little Day (1924), recalled
her mother, owner of a fine
collection, saying, ‘My own
mother gave me my choice,
as the eldest daughter, which
| preferred to have — her lace
or her jewellery, and | chose
the lace, because in those days
[the 1840s] there was a great
fashion for artificial jewellery,
but there was no artificial
lace; and if you wore it
everyone knew it was real
and a beautiful possession.’

Victoria, who always wore it as a diadem. It is shown in an unofficial portrait of the young
Queen at Drury Lane (so widely circulated in print form that it almost achieved ‘official’
status) by E.T. Parris, painted shortly before her coronation (Fig. 7).* Parris drew the Queen
from the box opposite; her dress is trimmed with Van Dyck-style lace and she carries a
fashionable cornucopia bouquet holder. A sunray diadem appears in another iconic portrait
by Winterhalter (see Fig. 28). At her death the Queen left it to the Crown; her will has its

original description as a fringe necklace rather than a diadem.

day in 1838 she danced until 4 o’clock in the morning. The diarist Charles Greville attended
a Levée in March 1838: ‘The Queen was magnificently dressed, and looked better than 1
ever saw her.” However, Buckingham Palace did not yet match up to the French court — and
was never to do so: in May Greville was ‘at a ball at the Palace — a poor affair in comparison
with the Tuileries’.” And this was during the reign of the ‘Citizen King’, Louis-Philippe,
whose entertainments paled in comparison with the glittering social scene during the
Second Empire in the 1850s and 1860s. Greville had personal experience of the entertain-
ments at the Tuileries: in January 1837 he went to ‘one of the great balls, and a magnificent
spectacle indeed ... the interior, with the whole suite of apartments brilliantly illuminated
and glittering from one end to the other with diamonds and feathers and uniforms, and danc-
ing in all the several rooms, made a splendid display’.* There were three or four thousand

people present, double the number that could be accommodated at Buckingham Palace.
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Mrs Samuel Wilson, by Charles Martin (?)
(1820-1906). Oil on canvas, 1838.

City of London, Guildhall Art Gallery

Mrs Wilson, wife of Alderman-Colonel

Samuel Wilson, Lord Mayor of London

elected 1838), wears a white silk dre
vith tiered lace sleeve-ruffles, a crimson
and

velvet train trimmed with ermine,

curling ostrich plu

> With a

her jewellery consists of a diamond
cross-pendant, long diamond earrings
ind floral stomacher, pearl and gold vine
brooc nd armlets,

bracelet and a narrow ‘frontlet’ diadem,

also of pearls.

In Trollope’s novel The Eustace
Diamonds, the disputed 1830s collet
necklace has a pendant cross like Mrs
Wilson's (see p. 181). Samuel Wilson
was painted in his mayoral robes by

Charles Martin in the same year.

Victoria had no existing circle of courtiers and household members to determine the

character of her court. A large contingent of Ladies of the Bedchamber and Maids-of-Honour
was quickly recruited under Harriet, Duchess of Sutherland, Mistress of the Robes (she was
to be Mistress of the Robes four times).” Like Prince Albert’s, Victoria’s mother tongue was
German and she spoke with a slight German accent. She and the Prince communicated in
German and in the royal household German was spoken, but in English society the ability
to speak French was almost a necessity and the Ladies of the Queen'’s household were
expected to be fluent in both German and French.

Not all cost-cutting measures were popular, notably the “penny-crow ning’, as her
economical coronation ceremony on 28 June 1838 came to be known. There had not been
a Queen Regnant since Queen Anne, and much anxious discussion went into the details.
Taking William IV’s coronation as a precedent, lavish expenditure was carefully avoided and
much of the romantic pageantry of George IV's crowning was dropped. Although in many
ways deeply moving and impressive, the event was badly rehearsed and many of the partici-
pants had no idea what they were supposed to do. Only the young Queen remained unshakeably
dignified. Official coronation portraits show her in regal splendour, barely able to move for
the weight of robes and regalia, and looking older than her years. They record key moments
of the ceremonial, the Queen receiving the Sacrament (by C.R. Leslie) and the crowned Queen
on her throne (by Sir George Hayter).” The coronation brought out the jewels of the guests

in dazzling splendour. For her portrait in ostrich feathers and ermine-bordered train, Mrs



Samuel Wilson, wife of the Lord Mayor of London, wears a mass of diamonds including a
tiara, long earrings, a cross and chain, vine armlets, bracelets and a floral stomacher (Figs 8,
9). Only a rich man could afford the self-funded social commitments of the Lord Mayoralty.

[n 1838 the American Thomas Sully composed a strikingly glamorous image of the
Queen in her Garter robes and collar, viewed from behind and turning her head over her shoul-
der (Fig. 10).”" Sully’s portrait — or rather a print after the painted portrait — was reviewed in
the Art-Union as ‘the picture of a fine young maiden, and yet of a crowned Queen’.” She is
shown with George IV's diamond-set regal circlet, made by Rundell & Bridge, first ‘Jeweller
to the Crown’, in 1820, and Queen Charlotte’s three-drop diamond earrings. They fulfilled
the dynastic role of royal jewellery, in that they were not fashionable, but heirlooms. Although

Victoria selected the diamond earrings for the Sully portrait, she did not actually wear them

at the coronation itself, because of her characteristic hairstyle with looped plaits over her ears.

QUEEN AND WIFE

10

Queen Victoria in Coronation Robes.
Lithograph by Henri (Pierre Louis)
Grevedon, after the portrait by

Thomas Sully (1783-1872), published

in Paris, 1838. British Museum

The Queen is in her Garter robes, wearing
George IV’s diamond circlet and a pair of
diamond three-drop earrings, probably
Queen Charlotte’s. The lithograph, which
shows Sully’s portrait in reverse, was the
source for a cameo portrait by Paul Lebas
(see Fig. 471).
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When she was a girl Victoria followed fashion, but as Queen she led the way. Her newly
acquired precious jewellery was a matter for the dignity and power of the monarchy and,
with the exception of the treasured items from her husband, seems not to have touched her
in the same way as the earlier gifts from her family and friends. This is demonstrated by her
attachment to the heart locket containing her husband’s hair, which she wore constantly; it
is her only ornament in Winterhalter’s intimate image of her with flowing hair, commissioned
for Albert’s birthday in 1843 and known as ‘the secret portrait’ because it was not seen in
public on account of her state of undress.” As she noted in her Journal, she had begged a
lock of Albert’s hair four days after their betrothal on 15 October 1839.* Anything associated
with her husband was sacred and carefully enumerated. She wore his portrait miniature, set
in a diamond border, from her marriage in 1840 until her death. Another much-cherished
jewel, visible in a number of portraits, is the large sapphire brooch bordered with diamonds
given by the Prince the day before their wedding.

Victoria's marriage to Albert took place at the Chapel Royal, St James’s Palace, on
10 February 1840. The ceremony was at one o’clock in the afternoon, a break with the
tradition of holding royal weddings in the evening. Victoria had given much thought to her
dress, searching for precedents, particularly in the marriage of her grandfather George I1I to
Queen Charlotte. Many of these she rejected, dressing in white rather than cloth-of-gold or
cloth-ofsilver and leaving off the crimson or royal purple robe of state in favour of a train
from the waist of white satin trimmed with orange blossom.” The satin for the dress and
train was made at Spitalfields.

Reporting started early, with The Times stressing the Queen’s commitment to troubled
native industries, silk from Spitalfields and lace from Honiton in Devon. On 15 January
The Times noted that ‘various tradespeople have received commands from Her Majesty to
execute a large and superior assortment of presents, and amongst others Messrs Turner (the
goldsmiths) are actively engaged in preparing several elegant and valuable articles in
jewellery”.” Hoping for the Crown Jeweller title, they had to be content with several Royal
Warrants and with acting as back-up to their rival Garrard’s. On 20 January it was reported
‘that “wedding favours” of lily-white satin or silk riband will be universally worn on the
wedding day’, and that ‘extensive orders’ had given employment to thousands ‘who would
otherwise have suffered depression usual at this season’.” The ribbon was woven with a
crown, a true lovers’ knot and a rose, thistle and shamrock wreath.™

On the day she rose early and ‘had my hair dressed and the wreath of orange flowers
put on . . . [ wore a white satin gown with a very deep flounce of Honiton lace, imitation of
old. I wore my Turkish diamond necklace and earrings and Albert’s beautiful sapphire
brooch’.* Although painted seven years later, the clearest image of her wedding dress, lace
and jewels is shown in a portrait by Winterhalter, made for the Prince on the anniversary of
their wedding in 1847 (Fig. 11). Her choice of white and orange-blossom flowers became the
‘uniform’ of brides throughout the Victorian period and beyond. The creamy-white silk-satin
dress survives in the collection of the Museum of London, while the magnificent Honiton lace
flounce survives in the Royal Collection.* Her Honiton lace veil is thrown back to reveal her
face. The cost of the lace veil and flounce, made by Miss Jane Bidney of Beer near Honiton in
Devon with a team of helpers, was reported variously at £1,000 and £1,500. An intriguing

detail reported in the press, the lace had been in preparation for months before the betrothal



nounced.” As the indefatigable Times reporter observed, the Queen ‘wore no diamonds
on her head, nothing but a simple wreath of orange blossoms. . .. A pair of very large dia-

mond earrings, a diamond necklace, and the insignia of the Order of the Garter, were the

personal ornaments worn by the Queen’.* Her “Turkish” diamond necklace and long fringe

earrings were made by Rundell’s in 1839 from diamonds in the gift of jewellery presented to
her by Sultan Mahmud 1I in 1838. Prominent on her lace collar is Albert’s sapphire brooch.

The twelve train-bearers, all in their early twenties, a number of them on the verge of
marriage themselves, were drawn from the innermost court circles; experience should have

modified some of the hazards of such ceremonies, notably the ill-considered trains that had

11

Queen Victoria in her
Wedding Dress, by

Franz Xaver Winterhalter
(1805-73). Oil on canvas,
1847. Royal Collection

The Queen wears the
sapphire and diamond
brooch given her by
Prince Albert with her
‘Turkish” diamond
necklace and earrings.
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The Duchess of Bedford, by Richard Buckner
(1812-83). Oil on canvas, about 1850.
Bedfordshire, Woburn Abbey

Lady Elizabeth (Sackville) West (d. 1897),
married the gth Duke of Bedford in 1844
and became Queen Victoria’s Mistress of the
Robes; here she is wearing her train-bearer’s
brooch with other presents from the Queen

13

Brooch in the form of a German eagle with
wings displayed. Made by Charles Du Vé,
London, 1840. W. 4.6 cm. British Museum,
given by the Hon. Mrs Mary Anna Marten

yuvenir of the roya

n to each of Queer

Victor

arers. The turquoise

eagle

< and ruby eyec

made their dresses at the coronation so unmanageable.” For several of the train-bearers it was
a re-run of the coronation, where they had played the same role. All of them unmarried daugh-
ters of dukes, marquesses and earls, they wore white silk trimmed with white roses and had
roses in their hair. A watercolour by the Queen for her Mistress of the Robes, Harriet, Duchess
of Sutherland, showed exactly the design she wanted for their dresses: as Lady Lyttelton
remarked, ‘They looked like village girls, among all the gorgeous colours and jewels that sur-
rounded them. ™ Victoria gave each a turquoise brooch, designed by Albert/himself, in the

form of a German eagle (Fig. 13). The brooches were treasured in the families of the girls as



a souvenir of g great occasion. The eagle, pavé-set with turquoises, has a ruby eye (for passion),
a diamond-set beak (for eternity), and holds pearls for ‘true love” in its claws.”* The Queen
presented the train-bearers with their brooches in dark blue velvet cases after the ceremony.

At Woburn Abbey and Hatfield House they remain with the descendants of Lady
Elizabeth Sackville West (daughter of the 6th Earl de la Warr, who married the 9th Duke of
Bedford, and became Queen Victoria’s Mistress of the Robes) and Lady Frances Cowper
(whose granddaughter married the 4th Marquess of Salisbury). The Bedford brooch retains
the original rosette of white ribbon as shown in the portrait of the duchess painted by Richard
Buckner (Fig. 12). With the eagle brooch the duchess has a diamond diadem, earrings with
enormous pearl drops, a four-row necklace of large pearls and three bracelets, one set with
a large Neo-classical cameo and one a snake, the latter being a present from the Queen. She
is carrying a fan with elaborately worked gold sticks. One of the eagle brooches found its
way back into the Royal Collection, probably through the Queen’s granddaughter Princess
Marie Louise, who mentions it in her memoirs.™

To commemorate the ceremony Victoria asked Hayter, artist of the official wedding por-
trait, to design an engraved seal (Fig. 14).” The design of clasped hands is a conventional
expression of love in jewellery, and also has a personal meaning in showing the actual moment
in the marriage ceremony of the joining of hands by the couple.” The seal, if it was made,
has not been traced.

Other commemorative jewels include six dozen gold and blue-enamelled rings set with
medallet portraits of bride and groom, surmounted by a sprig of turquoise and diamond
forget-me-nots, ordered from Rundell’s for presentation to friends. The presentation piece for
men was an enamelled gold novelty pencil case (a propelling or ‘everlasting’ pencil of the type
invented by Sampson Mordan), set with a turquoise and medallet portraits of the royal

couple. Souvenir rings for the public were advertised in The Times, 12 February 1840: ‘The

RING, with the minute medallion of Her Majesty, engraved by Wm. Wyon Esq., R.A., can now
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Design for an engraved seal.

Pencil drawing (slightly enlarged)

by Sir George Hayter (1792-1871),
1840. British Museum

This seal design was commissioned

by Queen Victoria to commemorate the
royal wedding ceremony.
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15

Suite of orange-blossom jewellery.
French and English, 1839—-46.
Royal Collection

The set in enamelled gold and porcelain
comprises a wreath, brooches and
earrings in the form of orange-blossom
flowers and fruit.

be obtained at Rundell, Bridge & Co., Ludgate Hill. Price £1 11s 6d. and upwards.””” The Times
reported that a waxwork tableau of the wedding was speedily put on show by Madame
Tussaud. The details were made as correct as possible, and, it was said, the veil and flounce
of Honiton lace had been copied by the same lacemaker, Miss Jane Bidney.

Most romantic of all the jewellery gifts designed by Albert was Victoria's parure of porce-
lain and gold orange blossom (Fig. 15). Made of gold, enamelled gold and porcelain, it was
given to the Queen in instalments. The first French-made brooch was sent from Wiesbaden
in Germany in November 1839, as an engagement present.” The second brooch and the ear-
rings were presented at Christmas in 1845, and the wreath in 1846, on their sixth wedding
anniversary. She wrote in her Journal: ‘My beloved one gave me such a lovely unexpected
present . . . the leaves are of frosted gold, the orange blossoms of white porcelaine [sic] &
4 little green enamel oranges, meant to represent our children.”” The wreath is the finest item

in the suite, with porcelain blossoms studied from real flowering sprigs. For anniversaries the
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Three orange-blossom brooches. English,
1830-50. W. of brooch (top) 6.7 cm.
British Museum, Hull Grundy Gift

The brooch in enamelled gold and
porcelain (top) retains its original Hunt
& Roskell display case, and was probably
made in the wake of the royal wedding.
The firm traded under this name at 156
New Bond Street from 1846. Orange-
blossom brooches in textured gold with
engraved veins set with coral and shell
flowers were popular from the 1830s.
The petals in the lower brooches are
each formed by one half of a bivalve
shell (see pp. 235-6).

suite was brought out and worn, often with the Honiton lace. At dinner on her wedding

anniversary on 10 February 1856, Victoria wore a new pink dress from her mother, the Duchess
of Kent, with the wreath from the set.”™ Orange blossom became an essential element in royal
weddings, ensuring the popularity over a long period of ‘orange blossom’ jewellery made in
a variety of materials including porcelain, shell and even fish-scales (Fig. 16). Orange blos-
som and myrtle struck from cuttings taken from Victoria’s wedding wreath in 1840 flourished
on the terrace at Osborne House, the royal maritime residence on the Isle of Wight, to be
used in marriage wreaths and bouquets for future royal weddings. On significant anniversaries
sprigs were sent to married daughters living abroad. For example, in March 1858 the Queen
sent orange blossom and myrtle from Osborne to the newly married Princess Royal in Berlin.”

A portrait by John Partridge painted shortly after her marriage in the autumn of 1840
shows Victoria wearing one of her ferronnieres with the ribbon and star of the Order of the

Garter, a double-bar of diamonds to secure the ribbon, the diamond-set garter armband
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Queen Victoria, by John Partridge
(1790-1872). Oil on canvas, inscribed

on the reverse with artist, sitter and date,
1840. Royal Collection

The three-quarter-length portrait shows
the Queen, in a black evening dress and
black and silver headdress. She wears

the blue ribbon, badge and star of the
Order of the Garter, a ruby and diamond
ferronniére, a diamond brooch set with a
large ruby, and a bracelet with a miniature
on ivory of Albert; she holds a fan with
gold guards and sticks and a lace-
trimmed handkerchief. She always carried
a fan and owned a very fine collection.

On the table, beside the letter on which
she rests her hand, is one of the novelty
‘everlasting pencils’ invented in 1822 by
Sampson Mordan & Co. Partridg S
appointed Portrait Painter Extraordinary
to the Queen in 1843.

18 Opposite

Angelica Singleton van Buren, by Henry
Inman (1801—46). Oil on canvas, 1842.
Washington DC, White House Historical
Association (White House Collection)

Angelica van Buren (1816—77), daughter
in-law of the American President Martin
van Buren, wears a white moiré English-
style court dress with curling ostrich
plumes, a spray of pink roses and buds
and a pearl and diamond ferronnieére.

Her three-string pearl necklace is centred

on a large diamond.

The popularity of ostrich plumes,
it its height towards the end of the
century, made ‘feather millionaires’ out

of many dealers. An advertisement in

the first issue of Exchange and Mart
(13 May 1868) gives an idea of the
currency of the plumes: ‘Wanted, long
white ostrich feather. Will give strings

of gilt glass beads and pearls, large bla

bead ne

1ce, jet cross, a sitting of first

rate golden-spangled Hamburgh e

gilt waist clasp, vulcanite watch chain.

Open to offers.’

JEWI

LLERY

probably supplied by Runc

ell & Bridge in 1837, a treasured bracelet with Prince Albert’s
miniature after a portrait by Sir William Ross, a fashionable diamond and ruby brooch with
pendant and her heart locket on a chain (Fig. 17).”” Her fan and handkerchief with a deep
edging of lace were her usual accessories. Angelica Singleton van Buren, daughter-in-law
(and ‘First Lady’ at the White House) of the United States President Martin van Buren, spent
her honeymoon in Europe and attended Queen Victoria’s coronation. Her style in Henry
Inman’s 1842 portrait (Fig. 18) follows English court dress and the Queen’s example in
particular, even to the ostrich feathers and lace-trimmed handkerchief. Angelica is dressed
in white, with a pearl and diamond necklace and pendant and a pearl ferronniére. Martin van

Buren served only one term, and his failure to be re-elected was put down by some to his
!

‘monarchical’ style at the White House."
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Costume balls

Shortly after the royal marriage, Buckingham Palace was enlivened by a new form of enter-
rainment, fancy dress balls with a historical theme, the first of which, the ‘Plantagenet Ball’,
was given on 12 May 1842.” Although they were a novelty at Buckingham Palace, fancy dress
balls were nothing new (see pp. 333—4). In 1828, when Princess Victoria was just nine years
old, the Marchioness of Londonderry reopened her London residence, Holdernesse House,
with an entertainment in historic costume of the time of Elizabeth I, which character she
herself played wearing an astonishing array of jewels. Victoria would certainly have been
aware of the costume balls held at the Belgian court in 1835 and 1836, in which Queen
Louise, favourite daughter of Louis-Philippe and wife of Victoria’s uncle Leopold, played a
succession of great ladies of France. Victoria was sent copies by her aunt of watercolours
by J.B. Madou showing Queen Louise’s magnificent costumes as Marie de Bourgogne and
Elisabeth of France.

As with all Albert’s schemes, the fancy dress balls had a purpose. In fact the scheme
had two intentions, first to provide a high-minded, nationalistic and ‘instructive illustration
of the History of their Country, and a living gallery of the portraits of the greatest and best
of their ancestors’, and second a commercial side, to revitalize the ailing Spitalfields silk
industry. For the 1842 ball James Robinson Planché, Somerset Herald, prolific author,
playwright, antiquary and costume historian (his History of British Costume was published in
18345, was called in to give advice, and every effort was made to achieve historical accuracy
in the costumes for the Prince and the Queen, who were dressed as Edward 111 and his
Queen, Philippa of Hainault (Fig. 19). Their appearance was recorded in Edwin Landseer’s
double portrait, an imaginary medievalizing state portrait, confirmation, if such were needed,
of the serious purpose of the event (see Fig. 290).

The stuffs for Queen Victoria’s costume of velvet and brocade were specially woven; jew-
els were remade, armour was borrowed for the gentlemen. Planché claimed that the preparations
for the ball provided employment for thousands. The 2,000 guests were received in the Throne
Room by the royal couple, surrounded by members of their households, also dressed in cos-
tumes of the time of Edward 111. The Illustrated London News commenced publication just in
time to report on the ball. The illustrations showed guests in their costumes accompanied by
detailed descriptions. Albert’s choice of Edward 111 is interesting and was certainly carefully
considered. Edward was the founder of the Order of the Garter and his reign was regarded as
one of the great periods of English history. He was seen as an outstanding example of monar-
chy and known as ‘the father of the nation’. Edward and Philippa were married for forty years,
presumably a model for the royal couple’s projected future. It was a bold strategy to cast the
young German Prince in this role, part of a carefully stage-managed Anglicization of the pre-
dominantly German court.” Somewhat specious genealogies concocted to suppress Victoria’s
German lineage hark back to the Plantagenets and even the Anglo-Saxons.”

Two more costume balls were set respectively in the eighteenth and seventeenth cen-
turies, the bal poudré of 1845 held on the centenary of the Jacobite Rebellion and the Stuart
Ball, set in the time of Charles 11, held during the Great Exhibition in 1851. Again these events
were announced as having significantly benefited trade. The bal poudré was precursor to an

important revivalist trend in mid-Victorian dress, the Rococo or eighteenth-century style that



dominated fashion from the late 1860s. High society in London seethed with rumour and
speculation about the costumes for these events: Lady Harriet Granville writing to her brother
the Duke of Devonshire noted: ‘London May 26, 1845: ‘Dress rages. Freddy has got a charm-
ing suit lent him by Lord Glengall, as the unfortunate household have been ordered to bedeck
themselves in new suits and this one Lord Glengall had worn last year. It is remarkably pretty,
white with scarlet facings — V. and A. as yet secrets.” The Queen’s dress of gold silk with
floral decoration in the style of the 1740s, made by Vouillon et Laure, was said to have ‘an

almost magical effect’. With it she wore large diamond bows that had belonged to Queen
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Queen Victoria in costume as Queen
Philippa for the Plantagenet Ball. Colour
lithograph bordered with stylized leaves
and flowers, 1842. British Museum

The decorative border to this image

of the Queen, costumed as the wife of
Edward Ill (r. 1337-77), is taken from
early 15th-century manuscript sources.
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Queen Victoria in 1740s costume for a
fancy ball. Colour lithograph after a
watercolour by Louis Haghe (1806-85),
1845. London, National Portrait Gallery
The Queen imitates the 18th-century

‘échelle’ (ladder) stomacher ornaments
with diamond bows of diminishing size,

probably once owned by Queen Charlotte.

Charlotte (Fig. 20).° With pardonable excitement — and exaggeration — the press reported
g p g8 p P

the diamonds in the stomacher to be worth £100,000.”

For the 1851 Stuart Ball, the guests wore historical versions of the currently fashion-
able ‘Van Dyck’ style. The royal costumes were designed by the French artist Eugene Lami,
who had fled Paris at the time of the 1848 revolution. Victoria’s Stuart dress survives in the
Royal Collection. The Queen was interested in establishing links with her Stuart predeces-
sors and this may have inspired the theme.* Although she gave no more costume balls, the
Queen never lost her taste for amateur theatrical entertainments and charades with historic
fancy dress. The last royal costume ball of the Victorian period in Britain was held by the
Prince and Princess of Wales at Marlborough House in 1874, but these events remained
popular, particularly at the court of the Second Empire in France and in America in the 1880s
and 1890s, culminating in the spectacular Devonshire House Ball in London, celebrating
the 1897 Diamond Jubilee (see p. 386).

Court jeweller, court dress

In 1843 the firm of R. & S. Garrard & Co. was officially designated as Crown Jeweller, an
office held by only one other firm before them, Rundell, Bridge & Co.; from that date the
story of the Victorian royal jewels can be followed in detail in the firm’s royal ledgers.” The

six great leather- and brass-bound volumes span five reigns and are richly rewarding in terms



of insights into royal ceremonial and the intricacies of the Crown Jeweller’s everyday role.
New procedures came with Albert’s rationalization of the Royal Household, when the
haphazard sending of irreplaceable historical objects for repair to a number of different firms
had resulted in irretrievable losses. The scale of the operation is awe-inspiring. Garrard’s was
contractor for every necessity of royal protocol, from the setting of the coronation crown to
providing an ounce or two of jewellers’” rouge for polishing the silver.

Robert Garrard positioned himself adroitly to capture the role of Crown Jeweller.
Although Garrard himself was a relative newcomer to the London jewellery trade, the origins
of the firm could be traced from George Wickes, one of the leading goldsmiths of London
in the eighteenth century.” There were plenty of other contenders, all enjoying royal patron-
age, and initially Garrard did not have exclusive claim to the title, acting more as a sort of
clearing house for royal orders. The ledgers reveal something of a co-operative effort, with
commissions fulfilled by a number of different suppliers.” The well-established Joseph
Kitching might have hoped for the title himself, since Kitching & Abud were named
Jewellers to the Queen’ in 1837; they continued to supply royal commissions. A shared
workshop in Harrison Street hints at collaboration between Garrard’s and Rundell’s and
many of the early ledger entries are similar to Rundell orders for the royal family. It is also
possible that Robert Garrard gave some undertakings about cost; the sums he charged remain
surprisingly consistent throughout the whole of the Queen’s reign. The annual Ascort race
‘cups’, sculptural silver pieces requiring enormous skill and work, always come in at £200.
Presentation gold boxes inset with portrait miniatures were graded by the status of the recip-
ient from £350 down to a mere £18. The average cost of a diamond tiara was about £3,000.
Victoria had several made for her own use and ordered one for each of her daughters as they
married. These prices remained fixed for sixty years. .

Among the earliest jewellery orders in the Queen’s ledger are ‘two emerald and dia-
mond twin pins’ for £50.” The important royal jewellery purchases from Garrard begin with
a large diamond and emerald necklace in 1848, followed swiftly by a brooch and earrings in
1850. From 1850 onwards the pace of the jewellery orders never slackened. As well as for-
mal jewellery for entertaining and public appearances, royal orders closely reflect personal
events in the Queen’s life: a brooch with the baby Princess Royal as an angel, designed by
Albert in 1841 (Fig. 21a); the setting of babies’ teeth in flower jewels (for example Princess
Beatrice’s milk-teeth, Fig. 21b); the birth of an heir marked by the production of jewels
incorporating diamond Prince of Wales feathers. The miniature of the Princess Royal was
inspired by the angel heads in Raphael’s Sistine Madonna in Dresden, one of a number of
angel subjects popular in Victorian jewellery (for example the angels after Carlo Maratta’s
Infant Christ Adored by Angels adapted by Sir Joshua Reynolds among others, which was com-
mon as a motif in silver jewellery).” The brooch was given to the Queen by Prince Albert in
December 1841: ‘It was entirely his own idea and taste.”™ The Raphael connection is typi-
cal of Prince Albert — the choice of a painting in a German gallery is significant — and his
efforts in documenting Raphael’s oeuvre were very important for art history. In the decades
following his death orders for precious jewellery often reflect family marriages and births:
tiaras for the princesses and lockets for the granddaughters and great-granddaughters. At a
mundane level, badges for the Ladies of the Household and presents for more menial long-

serving members of the staff feature constantly in the ledgers.
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21A&B

Above: Brooch in enamel and diamonds with Vicky as a winged
angel. English, 1841. W. 6.8 cm. right: Pendant and earrings in the
shape of fuchsias, about 1864. L. of pendant 4 cm. Royal Collection

The head of Princess Victoria is cut down from a copy of Sir William
Ross’s 1841 miniature. The brooch was given to Victoria by Albert for
Christmas that year. The pendant and earrings are set with milk-

teeth from Princess Beatrice (Princess Henry of Battenberg, l
1857-1944). Garrard’s royal ledger has an entry for November 1864,
‘mounting small teeth in gold and enamel as earrings’. They re-

entered the Royal Collection in 1946 when they were given to Queen
Mary by Victoria Eugenie of Spain, Princess Beatrice’s daughter.

Eleanor Stanley, a Maid-of-Honour, described the presents given by the Queen for
Christmas at Windsor in 1842: ‘Lady Douro’s present is the usual Lady in Waiting’s bracelet
with her picture and Miss Hamilton's and mine are of enamel with a little buckle of pearls
by way of clasp — it was so nice of the Queen to have given them herself instead of sending
them by a dresser.”” The enamel miniature by Henry Bone at the centre of the bracelet was
taken from Hayter’s official painting of the Queen’s marriage; it was later replaced in these
tokens with the head from Winterhalter’s 1843 state portrait of the Queen in Garter robes,
which remained in use for many years.” Some of the miniatures were quite large. Mary
Hughes, Maid-of-Honour 1891-1901, and Lady-in-Waiting to Queen Victoria’s granddaugh-
ter, Princess Marie Louise of Schleswig-Holstein, received a brooch still using the younger
image of the Queen by Winterhalter within a double row of diamonds.” On the reverse it
has the VRI cipher and ‘M.EH. 1891". It was worn on a red ribbon to denote her position.

Political unrest on the Continent brought many refugees to London, adding a cosmo-
politan flavour and technical expertise to all manner of art manufactures. They gravitated
particularly to the jewellery and precious metal trades. As Victoria remarked after the fall of
the Orleans monarchy in 1848 and the flight to Britain of Louis-Philippe and his family, “There
is no end to the jewellers & artists arriving from Paris, half ruined and with beautiful and
tempting things, some of which one cannot resist buying.”™ She employed the émigré artist
Eugeéne Lami to make watercolours of entertainments at court. The expatriate English artist
James Roberts (see Fig. 30), a favourite of the deposed French King, escorted Princess Lieven
to London (she travelled as ‘Mrs Roberts’), ‘with gold and jewels secreted in her dress’.”

The need to display precious jewellery at court was taken for granted, and those con-
nected with the Royal Household had to equip themselves with appropriate ornaments. For
the junior Ladies of the Household, serious jewellery, as opposed to fashionable trinkets and
accessories, often had to be rustled up from older members of the family, aunts and

grandmothers supplying the essential suites of gem stones. When she was appointed as a ‘1



Maid-of-Honour to Queen Victoria in 1888, Marie Adeane, whose family was far from rich,
was fortunate to be given ‘a fine set of emeralds’ by her godmother the Duchess of Grafton,
‘'so that she should have something to wear’.*” Court dress consisted of headdresses with
three plumes of white ostrich feathers, a low neck exposing the shoulders and a train more
than three yards long, which was manipulated into place by the Gentlemen of the House-
hold with long batons.” For Levées (held about once a month) and Drawing Rooms (about
four during the Season), the Queen always wore a tiara or diadem, sometimes with fresh
flowers or leaves. Eleanor Stanley noted in a letter to her parents in 1848: ‘We all appeared
in pink yesterday, except Lady Charlemont, with green leaves in our hair, only mine were
sham, and the Queen’s and the Duchess’s were real ivy.”® Of one Levée on 21 March 1838
the Queen recorded in her Journal that she ‘went for a moment to the dressing-room to ease
my head, as my diadem (which Lord Melbourne thought “very handsome”) hurt me so
dreadfully’.”” The Drawing Rooms, at which débutantes and newly married women were
presented, took place at 3 o’clock in the afternoon, affording a spectacle for the London
public, as the queue of coaches bearing the befeathered and bejewelled guests crawled towards
Buckingham Palace. At times of court mourning black was worn, even to the ostrich feath-
ers. For half-mourning, lilac and white or grey and white were worn with colourless jewels
(i.e. diamonds and pearls) or plain gold ornaments; the débutantes of course wore white.
As the focus of formal dress, the court played a role in setting fashion.

The Queen’s attachment to tiaras, giving her height and regal presence, percolated into
high society. Tiaras were worn even for events such as royal christenings, which took place
in the afternoon. Courts in Continental Europe were even more rigid in their observances;
low-cut bodices, trains and headdresses with diamond jewellery for the women and knee-
breeches for the men, with orders and sometimes dress swords. When the Princess Royal
arrived in Berlin after her marriage she found that full evening dress was expected even though
the court dined between 2 and 4 o’clock in the afternoon.® It was often the case that the
smaller and more provincial the court in question, the more unbending the etiquette.

In May 1846 Madame Tussaud advertised an addition to her popular groups showing
the royal wedding and the ‘Royal Family at Home: Her Gracious Majesty, Prince Albert and
their four lovely children’ (featured in an eye-catching handbill and in The Times, 6 January).
The new tableau comprised ‘Twenty-five LADIES’ AND GENTLEMEN’S NEW COURT DRESSES, of
surpassing beauty, intended to amuse and instruct the MIDDLE CLASSES and to give them an
idea of the REGAL SPLENDOUR, . . . just added to Madame TUSSAUD & SONS EXHIBITION: it was
described as ‘a most pleasing novelty, and calculated to convey to young persons much nec-
essary instruction’.” This display of court style spread its fashions at a populist level.

Events in the Palace were terrific squeezes, with the Grand Staircase and the State
Rooms packed to capacity and beyond. Effie, wife of the eminent critic John Ruskin, was
presented at Court in May 1850. Ruskin described the event to his father: he thought the
Queen ‘much younger and prettier’ than he expected and much like the portraits, even those
which flattered her most.* ‘At one place’, he continued, ‘there was the most awkward crush
[ ever saw in my life. The floor was covered with the ruins of ladies dresses, torn lace and
fallen flowers: but Effie was luckily out of it and got through unscathed, and heard people
saying “What a beautiful dress” just as she got up to the Queen.” A month later they were
back at Buckingham Palace, as Effie reports:
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We then entered the reception room where there was a dense crowd of waving
plumes and diamonds crushed as close as they could pack. I was fortunate in
getting a seat which if I had not I am sure I would have fainted. Several ladies did
and one went into dreadful hysteria and screamed and laughed like a lunatic. She
was carried out. We stayed in this broiling but amusing condition for two hours,
the heat was dreadful but 1 was close to the door and saw all coming in. The

diamonds were splendid and in greater quantity than I ever imagined . .. ."”

The Ruskins were part of a new democratic element at royal entertainments. John Ruskin’s
father was a wine importer, ‘in trade’ in other words, an unthinkable relaxation of the social

hierarchies of earlier times.

Victoria and Albert at home: Windsor, Osborne and Balmoral

The domestic life of the family was centred on three residences, Windsor, Osborne House
on the Isle of Wight and Balmoral Castle in the Highlands. Christmas was celebrated at
Windsor with elaborate ceremony; the Queen’s birthday at Osborne. A large family group
painted by Winterhalter in 1846 for Osborne shows the Queen and Prince surrounded by
their young children, in a room open to a view of the sea (Fig. 22). Victoria is wearing the
diamond and emerald tiara, brooch and earrings designed by the Prince and made by Joseph
Kitchirig for £1,150 in 1845.* After only six years of marriage the family already numbered
five children: four more were to follow, and Victoria was unusually fortunate in losing none
in childhood. When shown at St James’s Palace in 1847, the painting attracted 100,000 vis-
itors.” It was widely distributed in print form and in multiple applications, including
silk-weaving for ribbons (Fig. 23). The maritime character of Osborne was emphasized by
the sailor fashions adopted for the royal children, later to become an important fashion trend
for adults as well. Souvenir brooches in the form of sailor hats with the names of the royal
yachts round the rim appear in the royal ledgers. The gardens provided sheltered conditions
for the orange and myrtle bushes that supplied royal marriage bouquets and wreaths.

The royal couple’s discovery of Scotland resulted in the most distant royal retreat, the
Balmoral estate, acquired in 1847, but Scottish jewellery was collected from the time of the
very first visit. For their wedding anniversary in February 1843, just after their first visit in
1842, Albert gave the Queen a brooch in the form of a crowned heart.” It is engraved on the
reverse ‘From Albert Feby 10th 1843’. Victoria confided to her Journal, ‘My beloved Albert
gave me a lovely brooch which is so original in design & which I am delighted with.” It is in
fact a traditional Scottish crowned heart brooch (see pp. 458—9). Victoria left the jewel to her
daughter Princess Louise, Duchess of Argyll, perhaps on account of its Scottish associations.

On a second royal visit to Scotland in 1844, Lady Canning recalled the presentation of
jewellery consisting of deer’s teeth set in enamelled gold leaves at Blair Castle: "The Queen
is 50 sorry to go away from here; she really has been very happy & the visit has answered very
well. The Glenlyons & Drummonds dined. . .. The Queen gave Ly G a very good bracelet of
blue enamel and diamonds & the print of the children, & Albert gave us a little souvenir of
himself, the teeth of a stag set like acorns with green enamel leaves.”" Albert was probably

responsible for the design of the Glenlyon parure and for the many stags’ teeth souvenirs with
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The Royal Family in 1846,

by F.X. Winterhalter. Oil on canvas,
1846. Royal Collection

In this portrait painted for Osborne
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souvenirs of Victorian royal events.
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Brooch, holly tied with a tartan ribbon.
English, probably supplied by Garrard,
1851. Royal Collection

The tartan is Dress Stuart; the brooch in
enamelled gold set with stag’s teeth was
given to Victoria by Albert in May 1851
as a birthday present.
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Charlotte Viscountess
Canning at Balmoral,

by Carl Haag (1820-1915).
Watercolour, 1853.

Royal Collection

Lady Canning (1817-61)
wears a tartan plaid and
silver Scottish ring brooch
with a wide bracelet,
necklace and earrings.
Members of the
household were expected
to wear Royal or Dress
Stuart plaids in the
evening. This is a study
for a large group subject
by Haag, An Evening

at Balmoral.

Charles Greville,
summoned to Balmoral
in September 1849,
observed: ‘Much as |
dislike Courts and all that
appertains to them, | am
glad to have . .. seen the
Queen and Prince in their
Highland retreat, where
they certainly appear to
advantage. . . . They live
there without any state
whatever; they live not
merely like small
gentlefolks, but like very
small gentlefolks ...
(Whitwell Wilson 1927,
vol. II, p. 453).

the date of the ‘kill’ inscribed on the back made by the Crown Jeweller (see Fig. 202). A num-
ber of them were charged a half-share to the Prince in the royal ledgers (Fig. 24). He was also
the principal inspiration behind the baronial Balmoral Castle that eventually rose on the site,
a reminder of the Neo-Romantic architecture in the Prince’s mountainous homeland. Bal-
moral was a sporting estate, where the Prince pursued the various forms of hunting he had
loved since boyhood. In her Leaves from the Journal of Our Life in the Highlands (privately printed
1865, popular edition 1868), Victoria called Balmoral ‘this dear Paradise’; the most ordinary
pebbles found on the estate and mounted as jewellery had almost the status of holy relics.”
Just as sailor suits were worn at Osborne, the royal family wore ‘Highland things’ when they
were at Balmoral (see p. 454). Widely circulated photographs show Princes Albert, Arthur and
Leopold wearing Highland or military costume with Scottish traditional jewellery.” For evening
wear and the annual Ghillies’ Ball at Balmoral in particular many of the participants wore the
plaid, secured by a ring brooch (Fig. 25). Victoria gave Lady Augusta Stanley a kilt-pin for her
nephew, the future Dean of Windsor, which suggests that he owned a Highland costume.

Albert found a large cairngorm on the estate at Lochnagar, and had ir set as ‘a Celtic
brooch’. It is listed by Victoria among jewels designed by Albert:
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A Cairngorm picked up by my beloved husband at Loch-na-gar Sept. 27th 1848
and set as a Celtic Brooch, gold, alternate gamets set in blue enamel and flowers of
small pearls, a running pattern of blue and white enamel, connecting the flowers

94

and stones. To be worn on the shoulder by the Prince of Wales.

In October 1848 Garrard’s mounted a pebble in silver as a brooch for £2. 10s. The follow-
ing year more deer’s teeth were mounted, this time as studs and brooch. The next entry is
for polishing pebbles and repairing ‘cairngorm pins’ (the most popular of Scottish souvenir
jewels) and in 1858 for ‘cutting heart-shaped earrings from granite and mounting dl[itt]o in
silver’, again charged to Prince Albert. This pattern of commissioning Scottish pieces, with
the Prince often bearing half of the cost, persisted until his death in 1861. Thereafter the
pace slackened, but the Queen’s interest was aroused by ‘Scottish” events, such as the engage-
ment of her daughter Louise to the Marquess of Lorne (see p. 66).

Victoria was meticulous in noting the Prince’s contribution to her jewellery collection
and it is not hard to spot further evidence of his hand in the royal ledgers. Apart from the
sapphire and diamond wedding brooch and the ‘Coburg eagle’ train-bearers’ brooches, he
designed the exquisite little sapphire and diamond diadem that she wears in a much-copied

1842 portrait by Winterhalter. With its subtle historical references, it is a most unusual design.
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Queen Victoria’s ‘Oriental’ tiara. English,

exploited to the full.” Albert was also very active with her jewels of state. The jewels were a ~ designed by Prince Albert and made by
B ) Garrard, 1853. Royal Collection

The band is fully articulated and it can be worn in a number of different ways, which the Queen

collaborative effort, with Albert ‘arranging’ (as she liked to put it) the parures of diamonds and

The pointed-leaf ‘Indian’ design is
precious stones. One of Victoria’s most original items was the diamond and opal ‘Oriental” or ~ set with rubies and diamonds. It was
) o ) ) ) ) . originally set with opals, but Queen
Indian-style tiara; created in 1853, it broke new ground with its exotic design (Fig. 26). Albert  ajexandra replaced them with rubies.
. : 3 7 : : : = T ~ Garrard's royal ledger has a detailed
was also behind the controversial recutting of the Koh-i-noor diamond in 1852, a jewel of ~©arrards roy T‘ ‘J P R (et
=2 S speciiication ror the stones and setting

considerable symbolic significance for the Queen who wore it on many public occasions. of the tiara.
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Queen Victoria’s ‘Crimean’ brooch.
English, applied label ‘JL’ for John Linnet,
London, 1855. W. 4.5 cm. Royal Collection

The brooch, commemorating the Crimean
War, of gold set with diamonds, rubies
and sapphires with an enamelled ribbon
bearing the date, was designed by Albert
and given to Victoria at Christmas 1855.
At the same date Albert designed a
jewelled Crimean brooch for Florence
Nightingale, presented by the Queen

as ‘a mark of high approbation of your
sovereign!” Miss Nightingale wore it
reluctantly, as it resembled a military
badge.

Contemporary events that caught the Prince’s attention can be identified in the ledgers
alongside the personal items. The Crimean War is represented by the brooch (or badge)
designed in 1855 for presentation to Florence Nightingale.” The Prince also designed a
‘Crimean’ brooch for his wife, composed of a trophy of the allied flags (Fig. 27). However,
the badges for the Victoria Cross, established as the premier award for valour in 1856, were
by Hancock rather than the Crown Jeweller, an indication of the character of Garrard’s role.
Albert designed the opal and diamond suite with a tiara for the Princess Royal’s wedding in
1858. It was made by Turner’s of New Bond Street, one of several back-up warrant-holders,
such as Joseph Kitching. Variants on the opal suite were made for the marriages of the other
princesses and for the Princess of Wales, presented in the name of the deceased Albert jointly
with the Queen (see Fig. 42). ‘

Science and art: Albert’s triumph

As Albert gradually discovered his role as royal spouse and from 1857 as Prince Consort, he
immersed himself in the cultural and commercial life of the country. An art-lover and patron,
he was passionately interested in the progress of design, the improvement of manufactures
and the education of the artisan. Month after month works from the Royal Collection featured
in the Art-Journal; the royal acquisitions in sculpture, painting, watercolours, drawings and
photographs are reflective of the Victorian age, a visual panorama of the important person-
ages and events of the day.”” Loans of jewellery and objets d’art from the Royal Collection,
always generous, allowed the public to see the crown diamonds and the valuable gifts from the
East India Company as well as historic royal treasures, like the sixteenth-century ‘Darnley” jewel.

The significance of Albert’s presidency in 1843 of the Society for the Encouragement
of Arts, Manufacturers and Commerce (founded in 1754 but in decline until it was revital-
ized by Henry Cole, Albert’s able lieutenant in all his art and industry undertakings) can
hardly be overstated. ‘From the moment that he assumed the presidency he impressed on
the Society that the main object of its existence henceforth must be the application of science
and art to industrial purposes.” He was as concerned with maintaining a foremost position
in science, invention and education as with commercial progress. Science and technology
needed a high-profile advocate, and in Prince Albert they found one. Britain’s position in
world trade required huge investment in design and manufacturing talent, both of which were
actively promoted through the Society and its programme of displays and prize medals. Prizes,
in the form of premiums, were offered for solving certain identified challenges in mechanical
and experimental processes. Initiatives of this kind injected vital energy into a range of crafts
and manufactures, for example through the prize competitions for Art-Workmen.

In 1844 an annual exhibition was proposed and small one-day events showing ‘British
Manufactures and Decorative Arts’ took place in 1847, 1848 and 1849 art the Society’s prem-
ises. After these had proved a success, the steering committee decided to promote ‘a periodical
Exhibition of the Works of Industry’.”” Out of these modest beginnings and the long-
established programme of national exhibitions in France would emerge the Age of Interna-
tional Exhibitions (Chapter 6), starting in London in 1851 with the Great Exhibition of the
Industry of All Nations, and carrying a valuable system of awards to boost reputations and
trade. For the Prince the alliance between science and art held the key to the improvement
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of manufactures. Promotion of innovations in jewellery design and production methods
transformed the trade. In 1850, during the run-up to the Great Exhibition, the Society put
on an exhibition of ‘Antient [sic] and Mediaeval Art’ which included Renaissance and Tudor
jewellery, a significant stimulus to the historical revival style (see pp. 343 —4). The Prince
was elected President and the Queen lent generously, thus persuading many private owners
to follow her example. The exhibition was a great success; Albert visited on 18 March, just
before the public opening.

In the early 1850s the Queen and the Prince became Patrons of the Photographic
Society, another interest they shared. Following the first exhibition devoted solely to pho-
tography in 1852, it was formally constituted in 1853 with the active encouragement of the
Society of Arts. In 1860 Victoria authorized the publication of a Royal Album of cartes de
visite photographs taken by John Edwin Mayall of Regent Street, one of the leading photog-
raphers of the day. Immensely successful with the public, it helped to popularize the fashion
for collecting cartes de visite and secured the fortunes of Mayall." Victoria herself was an
avid collector — and giver — of cartes de visite and photographs in general. She assembled a
photographic Album of Important Occasions which is preserved in the Royal Collection. Henry
Collen, the Queen’s miniature painter, took up photography in 1841.""" Photographs sup-
planted miniatures in royal memorial and sentimental jewellery to a great extent, but for
jewellery, the most important innovation was the discovery by J.B. Dancer of Manchester of
a way to miniaturize images, prompting a whole range of novelty jewellery (see p. 56). In
1853, as soon as they were available, the Queen began to order jewels set with micro-
photographic portraits.'” The earlier orders were for souvenirs of a very inexpensive type,
brooches in oxidized silver charged at just £2 each (‘Mounting calotype miniature as Brooch
in oxidized silver’). Several were delivered in 1853 and 1854, and they appear in the ledgers
for years afterwards. Other minute photographs were mounted as studs and waistcoat but-
tons in 1854. Photographic portraits replaced prints as the basis for enamelled miniatures.
A brooch inset with a portrait of Albert, copied from a photograph by J.E. Mayall (May 1860),
shows off its modernity with an industrial age nut-and-bolt motif (see Fig. 32)."” Its pur-
pose is not known; dating from so near the end of the Prince’s life, it may have been a
memorial piece. Photographic miniatures were later to serve as memorials to the Duchess
of Kent and the Prince, who died in quick succession (see Figs 32, 33).

Albert’s influence was pervasive in private as well as public. Many Germanic family
rituals instigated by him and followed in the royal household became part of the national
scene, such as birthday and Christmas celebrations, with individual tables laden with pres-
ents for each family member. Christmas at Windsor was celebrated with two vast trees lit with
candles, one of them surrounded with presents for the household. The Prince told his brother
that everything was ‘totally German and gemiitlich [cosy]’." The tall, magnificently decorated
royal Christmas tree was shown in the Illustrated London News for the first time in 1848. Other
German customs infiltrated English celebrations and festivals; many often assumed to date
from a much more distant past originated with Albert’s arrival. The birthday and Christmas
tables enjoyed by the royal family hardly penetrated outside their circle, but Christmas revelry
with tree and wreaths of holly and ivy extended into the general populace. Marking wedding
anniversaries and celebrating silver, gold and diamond weddings and jubilees were further

German imports, and brought in their wake a considerable trade in ‘year’ jewels, formed as
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The First of May, 1851, by

F.X. Winterhalter. Oil on canvas, 1851.
Royal Collection

The Queen is dressed as for the opening
of the Great Exhibition, but without
Queen Charlotte’s little diamond crown,

worn on the back of her head on the day.

Prince Albert looks towards the Crystal
Palace in Hyde Park, which housed the
exhibition. Prince Arthur offers a bunch
of lily-of-the-valley to the kneeling Duke
of Wellington (his godfather). The 1 May
was both the Duke’s birthday and Prince
Arthur’s (he is one year old in the
painting). The casket held by the Duke
belonged to the Queen, a present from
her husband, shown instead of a gold
cup, the Duke’s present to Prince Arthur.
Lily-of-the-valley is the May birth-flower.

the four figures of the date or with the date as the main motif (see Fig. 142). The German

custom of placing fresh flower wreaths on coffins was unknown in England until the Victorian
period. Festivals demanded souvenirs, with a beneficial impact on the jewellery trade. So per-
vasive was this spread of German culture that it attracted comment in papers like the Illustrated
London News and The Graphic.

A conspicuous demonstration of the advantages of political stability, and of Albert’s role
in the revitalization of the Society of Arts, was the fact that the first international exhibition,
the 1851 Great Exhibition of the Industry of All Nations, was held in London rather than
Paris. At the opening of the exhibition Victoria was ecstatic: in her Journal she wrote, “This
day is one of the greatest and most glorious of our lives, with which, to my pride and joy
the name of my dearly beloved Albert is forever associated!""*” The royal loans, including the
Koh-i-noor diamond, were listed at the head of the catalogue. Having responsibility for
the royal display, Garrard’s, unlike many of their competitors, did not create items especially
for the exhibition. The large volume of business generated by their royal appointment was

both a wonderful advantage and a fatal inhibition of their creativity. After the exhibition closed
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Victoria was presented with ‘a specimen of each of the principal articles exhibited’ by the
Directors of the Honourable East India Company, among them ‘truly magnificent jewels’, some,

such as the ‘Timur’ ruby, emanating from the Lahore treasury. She noted in her Journal:

The very large pearls, 224 in number, strung in four rows, are quite splendid

and a very beautiful ornament. The girdle of 19 emeralds is wonderful and also
of immense value. The emeralds, square in shape and very large, and alternately
engraved, and unfortunately all are cut flat. They are set round with diamonds,
and fringed with pearls. The rubies are even more wonderful, they are cabochons,
unset but pierced. The one is the largest in the world, therefore even more
remarkable than the Koh-i-noor. I am very happy that the British Crown will

possess these jewels, for I shall certainly make them Crown jewels.'™

This valuable gift is marked in the ledgers with altering and resetting Indian necklaces
and the use of ‘lask’ or flat-cut Indian diamonds in new jewels. Despite the differences in
the cutting of the stones, the Indian gifts provided a resource that the Queen drew on for
years (for example, the wedding jewel for Princess Helena set with Indian stones, p. 66). The
setting of the Koh-i-noor after its recutting in 1852 occupies a whole ledger page: Garrard’s
had arranged for its security and display at the 1851 Great Exhibition.

The glorious opening day is implied in Winterhalter’s painting The First of May
(Fig. 28). The Queen, in the pink and silver silk dress worn for the opening of the exhibi-
tion, with her sunray tiara like a halo round her head, holds the infant Prince Arthur, whose
first birthday is being celebrated. Kneeling like a magus before the Madonna-like Queen, the
Duke of Wellington, Prince Arthur’s namesake and godfather, offers the child a casket in
return for a bunch of lilies-of-the-valley (‘Many happy returns’ in flower language). Albert,
behind the Queen, gazes at the prospect of Hyde Park and the Crystal Palace.'” The exhibi-
tion, advertising both the country and the success of the Queen’s reign, empowered the
Victorians with the idea that they could encompass the whole world. The financial profit
was used to purchase land at South Kensington for Albert’s dream, a cultural nexus for all
the arts and sciences, which came to be known as ‘Albertopolis’.

Exchange of visits with the Emperor and Empress
of the French, 1855
In 1855 reciprocal visits, first to London by Napoléon III and the Empress Eugénie and then
shortly afterwards the State Visit to Paris by Victoria, Albert and the two eldest of the royal
children, timed to coincide with the first international exhibition in France, offered an oppor-
tunity to show what English jewellers could do.'™ Victoria kept detailed notes for her diary
of what both she and her guests of honour wore in London and also what she and the French
Imperial entourage wore in Paris. Both ladies had newly set crown jewels to display, Queen
Victoria's by Garrard’s and Eugénie’s by the imperial jewellers, Bapst.

In view of the reputation of the French for elegance and fashion the normally prudent
Queen was concerned over her own costume: ‘I have had such trouble with my toilette, dresses,

bonnets, caps, mantillas &ec., &c., of every sort and kind.” By 1855 Victoria had accumulated
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an impressive collection of jewellery. She had the Koh-i-noor, the ‘Diamond and opal tiara of
Oriental design’ delivered by the Crown Jeweller on 1 April 1853, and the ‘Timur’ ruby with
its three smaller companions in Oriental-style settings of coloured enamels: the royal ledger
entries show that both tiara and necklace could be altered for different uses (see p. 106).

The imperial party arrived in London on 16 April: the Queen received her guests wear-
ing a light blue dress with shaded trimmings and a pearl necklace. Eugénie wore a fashionable
plaid travelling dress with a straw bonnet. That evening she dressed in grey silk trimmed
with pink bows, a wreath of pink chrysanthemums, and ‘a necklace and brooch of emeralds
and diamonds, no earrings, and beautiful bracelets’. In fact, she had borrowed the dress
from one of her ladies, as her luggage had not arrived. More crucially, M. Félix, her hair-
dresser, was very much delayed, so her hair was dressed by one of her maids. Victoria was
in a lace-trimmed yellow dress with her ‘Oriental’ diadem. On the second evening Fugénie
wore pearls as a necklace and in her hair, whereas the Queen wore flowers.

Victoria noticed that Eugénie never wore jewellery with her day-dress; ‘as usual not an
ornament, — only a black lace handkerchief round her throat’, she remarked on 18 April.
That evening Eugénie wore her ‘pearl diadem’ (the pearl and diamond diadem made by
Lemonnier from gems belonging to the Empress Marie-Louise, Napoléon Bonaparte’s second
wife) and the Queen her diamond regal diadem with the Koh-i-noor and her ‘Indian pearls’
(the four-row necklace, see p. 47). On 19 April the party transferred to Buckingham Palace;
in the evening Eugénie was again in emeralds and diamonds while the Queen countered with
‘verylarge Indian rubies’ (the ‘Timur’ and its three smaller companions)." The descriptions
are not detailed enough to recognize all the ornaments, but it is likely that Victoria would
have wormn Queen Adelaide’s sunray diadem and the emerald suite made by Garrard in 1848.

During the visit Napoléon was invested with the Order of the Garter. An exchange of
gifts followed: for Vicky (the Princess Royal) there was a ‘beautiful watch of rubies and
diamonds, with a beautiful little chain, seal, and watch-key to it". The Queen responded
with ‘a pencil’ for the Emperor (the propelling pencil, of enamelled gold set with a turquoise
and medallet portraits of Queen Victoria and Prince Albert, is in the Victoria and Albert
Museum)"? and a hair bracelet for Eugénie: ‘The Empress was touched to tears when I gave
her a bracelet with my hair.” On the last evening (20 April) Eugénie, with diamond flowers
in her hair, ‘looked so simple and so elegant, I wish I could make a sketch of her as she was’.
Regret at parting next day was tempered by the prospect of a return visit to Paris in August.

The Paris visit was a greater challenge than the low-key events at Windsor Castle in
April. Victoria lavished an uncharacteristic amount of thought and cash on her clothes and
the Crown Jeweller accompanied the party to look after the Koh-i-noor diamond. In Paris
the Queen and her family were more exposed, with many more public events. The French
court presented a dazzling spectacle in contrast to the gatherings, consisting mainly of fam-
ily members, at Windsor and Buckingham Palace. The International Exhibition in Paris was
in full swing so a great deal was at stake for both nations. During the Second Empire France
had emerged as a force to be reckoned with, ruled by an emperor with far greater powers
than those wielded by Queen Victoria, a constitutional monarch. Napoléon controlled the
Paris exhibition personally, an opening shot in a rivalry that continued into the 1860s with
two further exhibitions, in 1862 in London and 1867 in Paris.

Much thought was given to the royal gifts. This was to be a demonstration of British
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triumphs at many levels. Following the-example of Hunt & Roskell and others who had shown
Assyrian-inspired jewels at the 1851 exhibition, the Queen ordered a selection of ‘Nineveh’
pieces to take to Paris. These were to make the point that the British had also been involved
in the discovery of ancient Assyria (see pp. 387—8). Victoria had direct personal experience of
Assyrian sculpture, having been given three alabaster slabs by Sir Austen Henry Layard
himself."" The jewels are itemized in the royal ledger as ‘A turquoise & brilliant Nineveh
brooch, £285", ‘A round Nineveh carbuncle & brilliant brooch, £17. 10s.”, and ‘A turquoise and
enamel Nineveh necklet £22. 10s.” The first of these is expensive enough to have been for Eugénie
herself; the others appear to be novelties for lesser members of the imperial suite. Sadly, the
‘Nineveh’ pieces are lost to posterity. The gem-set Garrard jewels were very different from
popular novelties of Assyrian inspiration featuring miniature replicas of the relief sculptures.
The last and most expensive piece listed is a ‘Ruby & Brilliant Grecian bracelet, £285. 10s.’

Victoria’s powers of observation and faculty of total recall are at their most sparkling
in her account of the Paris visit. Sightseeing was for her an intense pleasure and her account
of the sights is minutely detailed. The usual delays with the luggage marred the first evening
on 18 August and Eugénie, who was pregnant, ‘did not dine’. The next day, a Sunday, was
spent quietly, driving round Paris and attending prayers read by the Chaplain of the British
Embassy. In the evening ‘the dear Empress, who sat opposite with Albert, had a white organdi
dress, embroidered_ with blue and straw, with turquoise and diamond ornaments, and I a
green silk dress, trimmed with lace, roses and violets in my hair’. The turquoise and dia-
mond parure probably descended from the Duchesse d’Angouléme, last daughter of Louis
XVI and Marie-Antoinette, and was among the still wearable pieces that were so beautifully
made that Eugénie kept them unaltered."” The next evening was a splendid occasion, with
the imperial crowns on display; the Queen noted that they were ‘made with very few dia-
monds’ so that the rest could be used for parures for Eugénie. On his marriage in 1853
Napoléon had hurriedly ordered the resetting of large numbers of the Crown diamonds as
jewels for his bride. Because of the size of the order and the need for speed a number of
Parisian firms collaborated with Bapst, the Crown jeweller, and these pieces were delivered
finally by Bapst and by Marret & Baugrand in July 1855, in time for Queen Victoria’s visit.

That evening Eugénie was wearing a sapphire and diamond diadem to go with a dress
embroidered with cornflowers and Victoria was in her favourite pink with her opals. For a
visit to the opera on 21 August, Empress and Queen, both in white dresses, wore emeralds
and diamonds and, in an aside, the Queen noted that Princesse Mathilde (the Emperor’s
cousin) was also dressed in white with emeralds and diamonds. The chief event of the follow-
ing day was a visit — the first of several — to the Exposition, escorted by the Emperor. One
of the memorable sights was the display of the French Crown jewels, which Victoria found
‘truly superb, and most beautifully set’. At a large dinner party that evening Eugénie wore
pink with pearls, Victoria white organdie with diamonds and blue flowers. A ball at the Hotel
de Ville on 23 August at last brought out the Koh-i-noor in its diamond diadem. Victoria’s
dress was made in Paris, white net embroidered with gold and trimmed with red geraniums,
and very full. It was ‘much admired by the Emperor’, who may have been somewhat dis-
concerted at its origin. He asked if it was English.

The most magnificent of Eugénie’s toilettes was worn on 25 August for the first state
ball at the Palace of Versailles since the time of Louis XVI:
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29
Porte-bouquet (bouquet-holder). French,
about 1855. L. 18.2 cm. Royal Collection

This bouquet-holder, of enamelled gold
set with rubies, diamonds, pearls and
turquoises, was given to Queen Victoria
by the Empress Eugénie in Paris in 1855.
The pin on a chain goes through the upper
part of the holder, piercing the stems of
the flowers to keep them in place.

The dear Empress met us at the top of the staircase, looking really like a fairy
queen or nymph, in a white dress trimmed with branches of grass and diamonds;
a beautiful tour de corsage of diamonds round the top of her dress, and all en riviére
[a string of diamonds]; the same round her waist, and a corresponding coiffure . ..

The Emperor said when she appeared, ‘Comme tu es belle’.

The end of the visit was marked on 26 August by an exchange of gifts. Victoria's jour-
nal hints at unspoken protocols: the previous Sunday Eugénie had pressed on her ‘a beautiful
bouquet-holder of diamonds, pearls, and rubies, with the stems of enamel. She said nothing
beyond hoping I would take the bouquet; and I felt shy about accepting it, and enquired
through my dresser of her dresser, who then said she hoped I would retain it. It is quite lovely’

(Fig. 29).’Garrard’s ledger reveals that Victoria also treasured other more trifling gifts: a 5-franc
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piece, drilled by the Crown jeweller in September 1855 presumably for a bracelet charm, an

enamelled and diamond brooch engraved ‘VR Paris Aug™ 1855’, and in 1856 a miniature of

the ‘Empress of the French” mounted in oxidized silver with a gold violet border (violets being
the Bonaparte emblem). On the Queen’s birthday table in 1856 was the parure of tiara, neck-
lace and earrings, bought by Albert from the Paris exhibition, in its display case (Fig. 30).
Eugénie was far more influential than Victoria in the realms of fashion and taste, but
with the Franco-Prussian War and the Paris Commune, 1870-71, the Second Empire fell
and French art and commerce were again dealt a terrible blow. Paris always had an unrivalled
July Revolution’ in 1848; it was
later summed up by G.A. Sala after the events of 187071 in Paris Herself Again 1878-9, his

capacity for self-renewal, particularly noticeable after the

collected reports on the 1878 International Exhibition."’ It is fruitless to speculate on how
great a challenge the French luxury market would have been to the British without these
set-backs, but there is no question that it would have been formidable. French trade sur-
vived by virtue of a highly developed export market, with stylish and fashionable products
unmatched by mass-market jewellery in Britain and Germany. French supremacy in the lux-
ury market was never seriously undermined, but French reversals in fortune gave Britain a

chance to develop in a way that was not entirely overshadowed by Paris.
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Queen Victoria’s Birthday
Table at Osborne, May
1856, by James Roberts
(c. 1800-1867).
Watercolour, 1856.

Royal Collection

Visible just left of centre on
the Queen’s birthday table
is the large red morocco
display case for the parure
of jewellery in filigree and
pearls, consisting of
necklace, ornaments for the
head, earrings, brooch and
bracelet, bought by Albert
at the 1855 Paris Exhibition.
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1858: the Hanoverian Settlement and the marriage
of the Princess Royal

On her accession Queen Victoria had been barred by Salic law (which does not allow female
succession while any male heir is living) from the throne of Hanover, which went to George
III’s fifth son, the much-disliked Ernest, Duke of Cumberland. Under the terms of Queen
Charlotte’s will, Ernest laid claim to her jewellery and plate. The ambiguous wording of the
will resulted in a long-running saga that rumbled on for more than thirty years."* When the
late King’s executors handed over the Crown jewels in 1837 Victoria wore them and, like
Queen Adelaide before her, had many pieces reset to provide more modern ornaments. The
jewellery claimed by Hanover was hard to identify and Victoria hoped for some kind of com-
promise, particularly after the accession of Ernest’s son, her cousin George, with whom she
was on friendly terms. She received a nasty shock on 15 December 1857, when the judg-
ment went against her and she had to give up a number of diamonds and pearls, diamond
bows, three-drop and single-drop diamond earrings, a diamond cross, Queen Charlotte’s
small nuptial crown, which she wore at the opening of the Great Exhibition, a diamond
nosegay and three of the six diamond wheatear ornaments from Queen Adelaide. Her regal
diadem, which had been altered to accommodate the Koh-i-noor and Cumberland diamonds,
and her Oriental tiara were both dismantled. The two ornaments most closely associated
with her public image, George IV’s coronation circlet and Adelaide’s sunray tiara, escaped.

Tt was accepted that the Paymaster General would defray the cost of providing essen-
tial replacements. In 1858 Garrard’s began making up the losses as best they could, using
stones taken from orders, badges, swords and ‘other useless things’ at a cost of £8,851 1s.
The Oriental tiara was remade; the three missing wheatears were replaced. Queen Charlotte’s
bow-knots were replaced by a set of three, two large and one small, fashioned from 506 dia-
monds supplied by the Queen. The diamond nosegay corsage ornament was not replaced
in spite of being so fashionable.

The Settlement marked a critical point in Victoria’s attitude to the Crown diamonds.
Coming as it did after the exchange of visits with Napoléon and Eugénie and the Queen’s
sight of the riches of the imperial cabinet of jewels, she moved to enhance and consolidate
the Crown holdings, her ‘trophies of monarchy’. The ambiguities of Queen Charlotte’s will
made her painfully aware of the hazards of unsecured female property. A ledger was ordered
from the Crown Jeweller for an inventory of her jewels, many of them now designated as
Crown Jewels, inalienable property for the use of her successors. A year after the Settlement
the recently married Princess Royal was outraged to hear that the Queen of Hanover was
wearing the jewels: ‘It makes me so furious that anything you have worn should be worn by
anyone else.”""” The Hanoverian reign was short-lived: Hanover was annexed by Prussia in
1866 and became part of a united Germany under Prussian rule.

At this time the marriage of their eldest daughter Vicky was an intense preoccupation
to Victoria and Albert. It was long planned, from the first meeting between Vicky and Prince
Frederick William of Prussia at the opening of the Great Exhibition in 1851 when the Princess
was only ten years old. They were secretly engaged on 29 September 1855, when the Prince
somewhat obliquely made his feelings known on a walk up the heather-cqvered slopes of

Craig-na-Ban, near Balmoral."'® He presented Vicky with a sprig of white heather and this told



her all she needed to know about his nuptial intentions."” The engagement was agreed on
27 March 1856, the day after her confirmation — an event judged to be a sufficient mark of
maturity to deflect criticisms about her betrothal at such a young age (sixteen years old) — but
the marriage was not to take place until she was seventeen. The public announcement came
on 19 May 1857 and the marriage date was set for 25 January 1858 at the Chapel Royal in
St James'’s Palace. As Princess Royal, she was the first to receive in June 1856 a badge of the
future Royal Family Order of Victoria and Albert (confirmed in 1862), consisting of a double-
portrait cameo with diamond border and ruby crown above (see Fig. 487).

This was a love match, but it was also a cherished dynastic scheme of Albert’s to cement
ties between Britain and Germany and to bring British political ideas to the backward-
looking German system. It was also the Prince’s greatest sacrifice, to lose his favourite and
most promising child to a foreign marriage. Given the dynastic and political significance of
the match, the bride’s trousseau assumed great importance as an export of British goods
and artistic design. Two years were spent assembling an enormous quantity of clothes, linen,
jewels and plate. These were dispatched ahead of the ceremony in three shipments consist-
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ing of one hundred packing cases."” The wedding presents included a fine row of pearls

from the bridegroom. A report in The Times was filed from Berlin on 23 January 1858:

The nuptial present destined by Prince Frederick William for his Royal bride consists
of a pearl necklace of unusual beauty and costliness: the necklace consists of 32
large Oriental pearls, pronounced by connoisseurs to be remarkably pure, and the
larger of which, those towards the centre, are of the size of a hazel nut; the cost

of this little collection, which has been completed only by dint of great diligence
during a lengthened period, is stated to amount to 25,000 thalers (4,2001).

The Prince had another traditional duty to perform, offering mementoes to the Princess’s
Ladies. As noted by The Times:

For six ladies, who have been the companions and friends of the Princess Royal
hitherto, (whether these ladies are the same as those selected by the Princess to
officiate as her bridesmaids, I have not heard) the Prince takes with him six golden
bracelets, consisting of a broad rich band of gold, bearing a shield on which is

mounted a Prussian eagle, the wings of which are encrusted with diamonds.

His mother, the Princess of Prussia, chose ‘a set of diamond and turquoise ornaments arranged
with excellent taste’. The wedding rings were Silesian gold, made in Breslau. From Berlin, the
Times correspondent reported, ‘the maker of them — who has also a large gold refining estab-
lishment in that town — has had the two rings mounted on a skin of parchment, on which is
engrossed with every attention to calligraphy, a short history of his gold works in Reichenstein’.""’

This first royal marriage in the younger generation replicated as far as possible the mar-
riage of the bride’s parents. A full description in The Times (26 January 1858) is worth reading
for the flower decorations alone. As usual the clothes and jewels are itemized in detail; the
Queen wore her regal diadem and ‘crown diamonds’ including the Koh-i-noor, and her

Honiton wedding lace, the flounce as an overskirt to her mauve moiré and silver dress.'”
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‘T felt as if I were being married over again,” she wrote, ‘only much more nervous.”* This is
borne out by a touching daguerreotype taken just before the ceremony, in which the figure
of the Queen is blurred by her uncontrollable trembling. The Princess was in white moiré
with Honiton lace flounces and trimming and posies and swags of orange blossom and
myrtle (this German custom having become part of royal marriage ritual), with a diamond
necklace and earrings and the Prussian Order of Luise. The ceremony was to set a pattern
for the future, but before the marriage of the next daughter, Princess Alice, the bride’s grand-
mother, the Duchess of Kent and her father, Prince Albert, were dead. This tragic sequence
of events meant that succeeding family weddings would never be the same.

The departure of the Princess and her husband for Berlin was unbearably distressing.
The separation was eased by an exchange of letters that eventually numbered some eight
thousand, an extraordinary record of a relationship between mother and daughter. The almost
daily correspondence tells an illuminating story of their personal jewellery and its associa-
tions. The Queen was in a fever to know how the lovingly assembled trousseau was received
in Berlin, and badgered the Princess unmercifully for every detail. Albert thought the corre-
spondence a strain on his daughter and attempted to curb the Queen, but to no effect, and
the stream of minutely detailed reporting and questioning continued unabated.

The frequency of the letters allowed for an unprecedented degree of domestic detail.
They are particularly illuminating about Victoria’s attitude to gifts and the sentiments they
express. Her complete indifference to monetary value is a theme running throughout the
exchange. Even flowers and ivy have associations: in March she was sending orange flowers,
myrtle and ivy from Osborne, the latter to make wreaths: ‘T am sure you will like to wear some
of your own dear native ivy — from the woods here. I wore a wreath of it with some red rib-
bon on Monday night, also some years ago I put diamonds amid the leaves.”* In April the
Prince of Wales was confirmed in the Chapel at Windsor: ‘T wore a blue moiré antique made
thus [sketch] the body trimmed with blue ribbon, white silk with guipure lace over it. The lace
is off the Empress’s dressing gown [presumably given to the Queen by Eugénie in 1855]. . ..
[ wore the brooch of you as a little angel.”*’ The ‘little angel” brooch shows Vicky as a baby,
from the miniature by Sir William Ross (Fig. 21). From Windsor Castle on Christmas Day,
1858, giving thanks for a bracelet from the Princess and her husband, she wrote, ‘1 had your
picture on my arm (a little photograph in the wedding dress) and Affie’s in a locket, and your
pretty little locket given me the last evening at dear Babelsberg round my neck — and while 1
gazed on the happy merry faces — amongst whom you used to be — 1 thought of the inroad
time had made on the “children™!""**

Now that the future of the Princess Royal was settled, the most important topic for
the Queen was the search for a bride for the Prince of Wales. He was a great worry to her,
falling short inevitably of the perfection of her husband. ‘He is my caricature’, she wrote to
the Princess.'” She believed the right wife would transform him, and her letters are full of
anxious enquiries about suitable royal princesses in European courts. When Princess
Alexandra of Denmark was eventually secured, she regarded it as little short of a miracle. She
was deeply attached to the Princess from their first meeting, referring to her as ‘a jewel” and
‘a pearl not to be lost’."* But this satisfactory outcome arrived only after her life had been
rocked to its foundations by the death of her mother in March 1861 and the tragic demise
of the Prince Consort on 10 December that same year.



The death of the Duchess of Kent in March 1861, closely followed by that of Albert on
14 December, marked the beginning of Queen Victoria's determined retreat from public life.
This was highly damaging, undoing much so laboriously achieved by the Prince, now enshrined
in the Queen’s memory as the ‘perfect angel’. Albert’s death from typhoid fever was com-
pletely unexpected and the shock of it reverberated across British society. Dressed in black

silk and lace with a black fan, and wearing only a half-concealed pendant and her wedding

ring, the Queen, epitome of public feeling, gazes sorrowfully from a chromolithographic
portrait issued at this time (Fig. 31).

(o)
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Queen Victoria in Mourning. Colour
lithograph, about 1862. British Museum

The Queen’s hand, showing her wedding
ring, touches a hidden pendant on a black
ribbon at her throat, possibly the heart-
shaped locket with her husband’s hair.
Otherwise she has only a black fan, but
no more jewellery. The description of a
widow wearing only her wedding ring is
a device much used in Victorian fiction
to denote pathos.The image must date
from the first three months of strict
mourning. From March 1862 the Queen
always wore white collar and cuffs with
lace or a frill framing her face.
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Garrard’s ledgers reflect these events with a flurry of orders for mourning jewellery. In
March 1861 a locket enclosing a portrait photograph of the Duchess was ordered along
with another of ‘Oriental agate’ in a gold snake border (see Fig. 76). Both were to have ‘3 curls’
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inserted in the glass-covered compartments."*’ Lady Augusta Stanley (née Bruce), long-serving
Lady-in-Waiting to the Duchess, was for several days occupied with the distribution of the
memorials. On 23 April 1861 she told her sister Lady Frances Baillie, ‘T am all day writing lists
of the things the Queen gives as souvenirs, and letters to go with them.” The next day she
noted, ‘T went at 9.30 to make lists and arrange the packing of the jewels with the Garrard’s
man.”"* The task went on for several more days: a great many memorial jewels must have been
distributed. Lady Augusta was also present at the Prince’s deathbed; she gives a long and
detailed account of it, but this time she was not involved with the distribution of memorials."

Memorials for the Prince feature in Garrard’s Royal Ledger on 9 January 1862: ‘9O chased

gold lockets for photo miniatures with crown loops and black pearl drops. Putting hair in

lockets and engraving’. Portrait photographs, symbolic of the corporeal presence of the loved
one, were to become interchangeable with hair but Queen Victoria continued to deploy both
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Jewels set with portraits of the Prince
Consort, Prince Albert of Saxe-Coburg-
Gotha (1819-61). Left: Brooch, gold with
an enamelled miniature of Prince Albert.
English, after 1860. Diam. 2.2 cm.

Right: Gold and black pearl memorial
pendant-locket supplied by Garrard.
English, 1862. L. 4.7 cm. See also page
12. British Museum, Hull Grundy Gift

The locket commemorating Prince
Albert, in its Garrard’s display case
made by C.J. Kitz, was given by Victoria
to the Countess of Caledon (d. 1888),
Lady of the Bedchamber to the Queen.
It encloses a miniaturized photograph
by Camille Silvy, taken on 3 July 1861,

in a Renaissance revival setting of
Fontainebleau-style strapwork with a
black pearl pendant. The enamelled
portrait in the circular brooch is based
on a photograph by J.J.E. Mayall, taken
in 1860. The brooch was probably once
the head of a stick-pin.




in the lockets, which feature in the ledgers for years. Their sorrowful inscriptions give a
powerful impression of the atmosphere at court.

For a middle-aged Victorian, the Queen was surprisingly unfamiliar with close family
bereavement. Although her father died when she was only eight months old (before she could
remember), all her children survived into adulthood. A note by the diarist Lucy Lyttelton (as
she was before her marriage to Lord Frederick Cavendish, brother of the Duke of Devonshire)
in the early months of the Queen’s widowhood shows her overwhelming distress: ‘Granny
showed me the most piteous heart-broken letter, which she has received from the Queen,
who has sent her a miniature photograph of the Prince in a brooch.”” Lucy’s grandmother,
part of the close-knit ‘household” network, was Lady Lyttelton, former Lady of the
Bedchamber and governess to the royal children, known as ‘Laddle’.” Memorial pendants
with the Prince’s photograph by Camille Silvy taken on 3 July 1861, in a setting of Fontainebleau-
style strapwork, were ordered for many of the Queen’s closest confidants (Fig. 32). Men were
presented with stick-pins with the portrait set in gold martyr’s palms (Fig. 33)."”

The longest period possible for public mourning was set at three months. The order
for court mourning was issued by the Lord Chamberlain’s Office on 15 December: ‘The
Ladies attending Court to wear black woollen stuffs, trimmed with crape, plain linen, black
shoes and gloves and Crape Fans. The Gentlemen attending Court to wear black cloth, plain
linen, Crape Hatbands, and black swords and buckles.”” A modified form of mourning dress
was ordained at court for the rest of the Queen’s life. Victoria herself rarely wore colours
again; her jewels were largely ‘colourless’ (diamonds and pearls with gold) and many items
set with coloured stones were passed on to members of her family.

Queen Victoria’s first widow’s cap and veil was the fashionable Mary Queen of Scots
type; she is shown wearing it in the well-known portrait by A. Graefle, which was widely
circulated in print form (see Fig. 79)." Two of the authentic portraits of Mary belonged to
the Queen, a Hilliard miniature and Mary, Queen of Scots in White Mourning by an unknown
artist, and both show the mourning cap.'” This cap with widow’s peak inspired many
imitations. Victoria’s mourning apparel stuck in the infant memory of Princess Helena’s
daughter Marie Louise (b. 1872). The first period of strict mourning in dresses heavily trimmed

with crape was followed by an unchanging costume; the Queen

always wore black silk, with very full skirts, the bodice buttoned down the front,
and a square décolletage which was filled with a dainty chemisette of white lisse
(similar to tulle). The sleeves were rather wide, reaching just below the elbow, and
to them were fastened full sleeves of white lisse — rather like those of a bishop —

fastened at the wrist with a small button and loop.

She wore flat-heeled satin sandals with ribbons crossed over the instep. For jewellery ‘a few
diamond stars were added to her widow’s cap. . . . Her bracelets were gold chains from which
hung various lockets containing the hair of her children and grandchildren’. By day she wore
a locket with miniatures of Alice, Grand Duchess of Hesse (died 1878) and Prince Leopold,
Duke of Albany (died 1884). ‘On birthdays and other family anniversaries, any special
brooches or other pieces of jewellery given to her in commemoration of these events were

always worn on the day itself.”"™
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Prince Albert memorial stick-pin.
English, supplied by Garrard,
1862. H. of pin 9.5 cm.
Cambridge, Fitzwilliam Museum,
Hull Grundy Gift

The head of the pin is set with
the same photograph by Camille
Silvy used for the memorial

1in a frame

of gold martyr’s palms. The pin,

pendant (Fig

in its maroon leather display case
lined with royal blue velvet and
Silk, is engraved on the reverse
‘In remembrance of the beloved

Prince, Dec. 14 1861 from VR’;

it was owned by Lorc rge

Lennox, brother of the Duke of

Richmond, whose name is

engraved on the rim.
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When Lucy Lyttelton took up her duties as Maid-of-Honour in 1863, the court was still
in deep mourning. Nonetheless her appointment was a welcome event in such a large fam-
ily (she was one of twelve children), since in those days the Queen’s Ladies were paid a salary.
The Queen’s Maids-of-Honour, Women of the Bedchamber and Ladies-in-Waiting were drawn
from among the old English families, many of them not particularly well off. The salary, though
small, was better than ‘pin money’ and helped to defray the unavoidable expenses associated
with being ‘in waiting’. In preparation for her first tour of duty Lucy bought, along with dresses,
hats, gloves, buckles and studs, black silk and a ‘set of jet"."”” Deaths occurring among the
intricate ramifications of the royal family across the courts of Europe meant that black for
mourning was often needed in the royal household. For a ‘Household dinner’ at Windsor
Lucy was relieved to find that her ‘scrambled-into dress is correct: black with black gloves
but gold ornaments; and green leaves and lilac flowers are allowed’."

In the years immediately following the Prince’s death the character of the Queen’s cor-
respondence with her eldest daughter altered, and the letters are full of pain and sadness.
Her feeling of aloneness seemed to increase rather than diminish. The few beguiling details
of jewels given and received are submerged in painful memories and pressing political
problems, which she has to face without the advice and support of the Prince. However, less
than a fortnight after his death she roused herself to consider the Family Order jewel (see
pp. 477-8): writing from Osborne on 23 December 1861 she revealed: ‘The Badge or Order
you wear, | think of founding as an Order, in double remembrance, for our descendants.”
The‘Royal Order of Victoria and Albert, formally instituted on 10 February 1862, recalls the
date on which, twenty-two years earlier, the royal couple were married: it came to an end
with the Queen’s death in 1901."*

With the opening of the 1862 London International Exhibition in May the Queen fled
to Balmoral to be as far as possible from the memories of 1851. No courts were held in 1862
and in June Princess Alice was married privately at Osborne, Victoria observing sadly that it
was more like a funeral than a wedding. The Princess was allowed to wear white trimmed
with Honiton lace, although it was not unknown for ‘black” weddings to take place when
mourning a parent. Notwithstanding the Queen’s reluctance, jewels had to be ordered and
a trousseau assembled. The royal ledgers show diamond tiaras and necklaces for each suc-
cessive bride. The need to launch her children into married life entailed costs that came at
a bad moment. Victoria incurred heavy expenses pensioning off the household of the Duchess
of Kent, and now she was deprived of her husband’s income as well. However, Albert had
been shrewd with money and Victoria was noticeably fortunate with legacies, the largest
being a completely unexpected £250,000 in 1852 from a miserly and eccentric solicitor,
John Camden Neild. The Queen was by no means penniless, but the marriage partners
chosen for the next generation were by royal standards impoverished.

The marriage of Albert Edward, Prince of Wales (always known as Bertie), was a far more
onerous event for the Queen than the weddings of her daughters. The bride-elect, Princess
Alexandra of Denmark (Alix), was the daughter of Prince Christian of Denmark, who, although
heir to King Frederick VII, subsisted largely on his army pay. His wife, Louise of Hesse-
Cassel, came from the same German background as so many members of Victoria’s family.
Alix was a fourth cousin of Bertie, both of them being descendants of Gearge II. In spite of

her Danish nationality, her antecedents were almost entirely German. The painfully slow
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progress of the negotiations dominates the letters to Vicky. Since plans for the marriage had
been in train before Albert’s death, it became an article of faith with the Queen to carry out
his wishes in respect of Alexandra. Preoccupied as ever with defects in her son’s character,
the Queen admonished Vicky from Osborne on 16 April 1862:

One word about Princess Alix; don’t encourage too much dressing or smartness;
great quietness and simplicity going to the opposite of loud or fast dress, like
our foolish English girls. For God’s sake don’t let Wally [Walburga Paget, née
von Hohenthal, former Maid-of-Honour to the Crown Princess] try to encourage
them to catch the poor boy by that fashionable dress! Anything but that.'*

In September 1862 Bertie proposed and in November Alix was sent on a visit to the Queen
at Osborne — ‘on approval’, as she was later to remark. With consummate tact she chose a
plain black dress without ornaments for her first meeting with her future mother-in-law.
Victoria was delighted with her and presented her with ‘a sprig of white heather picked by
the Prince at Balmoral, saying she hoped it would bring her luck’.'** On the advice of Princess
Mary Adelaide of Teck, Alix acquired a number of ‘French jet’ ornaments to wear in these
trying early days (see p. 125). They showed respect for the Queen’s recent loss, but no exces-
sive mourning for-a father-in-law she would never know. Throughout her life the Princess
showed her exquisite sensibility in preferring ‘second mourning’ colours, lilac and pale pur-
ple with white for the evening. In January 1863 she held a Drawing Room on behalf of the
Queen. Official court mourning had ended, but Mrs Bruce, Woman of the Bedchamber, wrote
to the Lord Chamberlain, ‘The Queen desires me to let you know that Her Majesty wishes
the Ladies of the Corps Diplomatique, the wives of the Cabinet Ministers and the Ladies of
Her Household to be in black, with black feathers and gloves at the first Drawing Room. All
other ladies may be in colours.”*

The date for the marriage was fixed at last; 10 March 1863. Lady Augusta Stanley advised
the Princess that ‘three or four trains and grandes toilettes’ should form part of her trousseau.'**
This must have startled Alix, whose previous life had contained nothing of the kind. Her new
status was brought into sharp focus in Copenhagen in the days before her departure for
London, when on 1 March deputations bearing wedding gifts arrived throughout the afternoon.
As The Times reported on the display of trousseau lingerie at Mr Levysohn of Kjobmagergade,
Copenhagen, every garment was stitched by hand: ‘Finer specimens of needlework will not
easily be found. The stitches are so fine and the work so delicate that they have excited uni-
versal admiration.”" In spite of the unaccustomed munificence of her wedding preparations,
the idea that Alix would try to entrap Bertie with fashionable dresses could not have been
wider of the mark. She habitually made her own dresses and bonnets. In all innocence, she
told the Queen, who admired a smart little jacket she was wearing, that it was a practical
solution as it could be worn with different skirts to vary the toilette. Simplicity and prudence
inculcated in girhood served her well; they were the basis of her impeccable taste as an adult,
which never deserted her. From the day of her arrival on 6 March, when crowds far in excess
of any anticipated by the authorities clogged every yard of her route, the Princess was in the
public eye. It was generally conceded that she had nothing to fear in terms of competition

from the reigning royal beauties, Eugénie and Elisabeth, Empress of Austria.
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The Prince and Princess of Wales

From the day of their marriage the Queen’s place in the fashionable world was taken by her
son and his bride. There was no way of making this wedding into a private ceremony like
Princess Alice’s, huddled off-stage in the Osborne House dining room. The Queen had to
face a degree of public visibility, and to allow an element of rejoicing (her constant aim was
to avoid ‘joyousness’). Even so, she insisted that the ceremony take place in the compara-
tive privacy of St George’s Chapel, Windsor. She watched the proceedings, half-concealed,
from Catherine of Aragon’s Closet. Her renunciation of colours and jewels comes across

poignantly in her Journal: on the wedding day, she wrote,

I dressed wearing my weeds, but a silk gown with crape, and a long veil to my cap,
and for the first time since December 61, the ribbon, star, and badge of the Order
of the Garter, the latter being the one my beloved one had worn, also the Victoria
and Albert Order, on which 1 had my dearest Albert’s head put above mine, and a
brooch containing a miniature of him set around with diamonds, which I have

worn ever since '40 [1840]."*

The bride was in white, tiers of Honiton lace looped with orange blossom, and an orange-
blossom wreath (Fig. 34)."” Her Honiton lace dress was a gesture to national interests. King
Leopbld of the Belgians gave a magnificent present of Brussels lace for the wedding dress, but
this could not be used because of the royal policy of supporting native industries. Her jewels
consisted of the necklace and brooch from the wedding parure of diamond and pearl jewellery
given by the Prince, with the Royal Family Order badge presented to her by the Queen on the
day before the wedding, the ‘City of London’ diamond necklace, and bracelets from the Queen,
the ladies of Leeds and the ladies of Manchester. She followed the precedent set by Queen
Victoria of wearing an orange-blossom wreath. The bridal bouquet was supplied by the cele-
brated horticulturalist James Veitch of the Royal Exotic Nursery, King's Road, in Chelsea."
It was composed of ‘orange blossoms, white rose buds, rare orchideous [sic] flowers, and sprigs
of myrtle, with a trimming of Honiton lace’. The bouquet holder made by London and Ryder
of rock crystal, inlaid with a crowned cipher and Prince of Wales feathers in diamonds, emer-
alds and pink coral, was given by the Maharajah Duleep Singh (Fig. 36)."” The myrtle,
symbolizing Venus, came from Osborne, as in the bouquet made for Vicky's wedding by the
same Mr Veitch. The bridesmaids were in white with pink roses. The mourning colours worn
by the ladies of the royal family ensured an unusual harmony to the scene; Vicky and Alice wore
their trousseau tiaras. The Windsor venue involved the guests in unintentionally comical scenes
as they took ludicrously overcrowded ‘special” trains from London, dressed in all their finery
and jewels at 10 o’clock in the morning. It was a miracle that only very few losses were reported.

As was common with most aristocratic nuptials, the royal wedding presents were widely
publicized, with surprisingly accurate estimates of the cost of the jewels and services of sil-
ver plate. They went on show in the North Court of the South Kensington Museum, attracting
dense crowds (see pp. 439—40). The private view was a near-disaster, ‘an ill-arranged affair’
according to the Illustrated London News, with some five thousand people crushed into the

approaches to the museum, queueing for hours. Dresses were torn and tempers frayed; the



long queues for admission remained throughout the exhibition. As the Illustrated London

News reported, on one of the free days ‘the number of persons admitted from 10 am till 10 pm
was 20,467 besides 372 babies in arms’."”* On 5 June The Times reported a set of twenty-five
views of the wedding presents available from the London Stereoscopic Co., remarking that
the gifts could be seen ‘without any risk of suffocation, crushed crinolines or rent skirts’.
Royal wedding presents are the public face of the Crown Jeweller’s role. Anticipating
the marriage, a new ledger was opened. A souvenir volume of the wedding, published in
1864 (Figs 35, 36), acts like a Garrard testimonial, since so many of the presents were sup-
plied by the firm."” Apart from a vast service of table silver, the most expensive item was the
parure of pearls and diamonds for the bride. Speculation in the Press put the cost at £15,000,

which was close to the mark, the actual cost being about £14,000 — very much more expen-

sive than the ones for her sisters-in-law. The higher sum would have been correct if a pair of

bracelets forming part of the suite had not been dropped on the grounds of economy.
The tiara cost £8,000, the ‘fine pearl and brilliant cluster necklace’ £2,680, the brooch
£2,650. Alix wore both necklace and brooch frequently but usually with three or four other

necklaces of diamonds and a mass of brooches, and they are hard to disentangle in her portraits.
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Detail from the wedding photograph of the
Prince and Princess of Wales by J.J.E. Mayall,
10 March 1863. Royal Collection

The wedding of Prince Albert Edward
(1841—-1910) and Princess Alexandra of
Denmark (1844—-1925): with her Honiton
lace dress, trimmed with ‘cordons’ of orange
blossom, myrtle and white heather, the
Princess wears the necklace, earrings and
brooch from the diamond and pearl parure
given to her as a wedding gift by the Prince
(see Fig. 35). Etiquette stipulated that
Victorian wedding outfits should be worn on
a variety of social occasions in early married
life, such as the first married dinner-party or,
for a day-dress, the first attendance at a
church service and the first bridal ‘at homes’.
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Page from the Wales
wedding souvenir album
showing Duleep Singh’s
bouquet-holder with
family gifts and the
bracelet from the
bridesmaids composed
of lockets containing
their portrait miniatures

The bracelet with the
Prince of Wales feathers
in diamonds was given by
the Duke of Cambridge;
the fashionable buckle
bangle by his daughter
Princess Mary; the flower
brooch came from the
Duchess of Cambridge:
these were supplied by
Garrard. The bracelet with
the entwined initials of
Princess Alice and her
husband Prince Louis

of Hesse is by Wondra of
Darmstadt, jewellers

by appointment to the
Grand Ducal family.
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Page showing the diamond and
pearl wedding parure from

Sir W.R. Russell’s souvenir volume,
A memorial of the marriage of
H.R.H. Albert Edward Prince

of Wales and H.R.H. Alexandra
Princess of Denmark, The Various
Events and Bridal Gifts illustrated
by Robert Dudley, London, 1864
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JEWELLERY MADE BY ORDER OF THE PRINCE OF WALES FOR WEDDING PRESENTS TO THE KOYAL FAMILIES OF ENGLAND AND DENMARK.

The engagement or ‘guard’ ring was a massive gold hoop set with stones to spell ‘BERTIE’ 37 Above left
. B . The Prince of Wales’s gifts: lockets for
(beryl, emerald, ruby, tourmaline, jacinth, emerald). The Queen gave a suite of cross, three  the Queen and Princesses. /ilustrated

brooches, earrings and a bracelet of opals and diamonds designed by her late husband. The ~London News, 21 March 1863, p. 321

These were made by J. & T. Turner of

cost was charged to the ledger maintained in his name after the Prince’s death — his influence g4 street.

continued from the grave. The fact that Alix had a superstitious dislike of opals was imma-
38 Above right
The Prince of Wales’s gifts: breast-pins

East India Company, a multi-strand pearl necklace with emerald and diamond drops, a forﬂt,‘he ‘;””;:5' ’““St;‘"ed Landon News,
21 March 1863, p. 32

terial; they were Albert’s favourite stone. Victoria also handed over Indian jewellery from the

bracelet set with flat-cut diamonds, enamelled in a floral design on the reverse, and a choker 1, occ were made by ey Elanisel,
with enamelled pendant. From the City of London the Princess received a magnificent dia-
mond collet-set necklace of thirty-two very large old-cut Golconda diamonds (collet-settings
encircle the stone with a plain metal strip) and ‘top-and-drop’ earrings, with ‘matchless’ drops,
together weighing over 172 carats. These were supplied by Garrard’s and cost £10,000. The
diamond bracelet from the ladies of Manchester came from Hunt & Roskell; Joseph Mayer
of Liverpool supplied the diamond cross and pearl necklace from the ladies of Liverpool.
The Prince’s wedding account includes a gold wedding ring at two guineas; among
gifts for the bridesmaids of crystal lockets set with pink pearls and diamonds representing
the royal Danish colours and other mementoes is a crystal locket set with emeralds, rubies
and diamonds costing £18, his present to his mother. The locket is inset with the mono-
gram AEA for Albert Edward and Alexandra, framed with a wreath of emerald and enamel
orange blossom and surmounted with Prince of Wales feathers in diamonds. The Queen’s
locket and his presents to the rest of the family and his royal Danish in-laws all follow the
same lines, with inset jewelled monograms. They are identified by the Ilustrated London News
as the work of a firm contending for the position of Crown Jeweller in the 1840s, J. & T.
Turner of Bond Street, a fact not noted in the royal ledger, but meticulously recorded in the
press (Fig. 37)."” The Illustrated London News also pin-points the involvement of an enterpris-
ing upstart, Harry Emanuel, who made more than twenty ‘breast-pins’ with jewelled monograms
for the Prince’s male relatives and friends: Emanuel was another absentee from the annals
of the crown jeweller (Fig. 38). The Byzantine-style ‘Dagmar’ necklace from the Danish King,
also featured in the Illustrated London News (see p. 441), was embarrassingly similar in style

to the pearl and diamond festoon necklace from the Prince, but considerably grander.
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Alexandra, Princess of Wales. Photograph
by Sergey Lvovich Levitsky, probably
taken in Paris, 1868. London, National
Portrait Gallery

The Princess is wearing her signature
black ribbon choker, designed to hide
a scar on her neck, with a diamond star
brooch. Black ribbon chokers were a
popular accessory for the 1770s-style
square necklines as they provided a
solution to the immodesty of the
excessively revealing décolletage.
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The Princess’s closest fashion model was the French Empress. Her wedding jewels in
particular reflected the suites of pearls and diamonds in the French crown jewels made for
Eugénie in the 1850s. Alix's 1864 portrait by Winterhalter shows the brooch and earrings from
her diamond and pearl wedding parure, her Family Order badge on her shoulder and numer-
ous fashionable bracelets (Fig. 40). She influenced fashion all her life; even strategies to hide
her defects were imitated. She had a small scar on her neck which, at the time of her mar-
riage, was concealed by the long ‘Alexandra curl’ over her shoulder (false hairpieces like these
could be bought from London hairdressers)."”” When hairstyles altered to expose the neck, Alix
devised a form of choker to conceal the scar, made either of a simple black velvet band for day-
wear or of strings of pearls or precious stones (Fig. 39). The ‘dog-collar’ necklace was fashionable
for almost fifty years. The contrast between her way of wearing precious jewellery, combining
the different elements with dash and panache, and the straightforward approach to the Crown
jewels adopred by her mother-in-law is very marked. Among the royal ladies it was Alix and
Eugénie who were most capable of turning royal trophies into fashion statements.

In 1866 Alix’s sister Dagmar married Alexander, heir to the Russian throne. She con-
verted to the Orthodox Church and took the name Marie Feodorovna. She found a court
life of almost barbaric splendour, with many ceremonies based on the old Byzantine Empire,

more Eastern than European. The splendour and value of the Russian crown jewels was a



wonder of nineteenth-century court life. They were worn with superb court robes, based on

rules laid down by Nicholas I (reigned 1825-55), comprising Russian national dress of white
silk, red velvet bodice with long hanging sleeves, a long train richly embroidered and a
kokoshnik headdress, also of red velvet, embroidered with jewels. The trains were so heavy

with jewels and gold and silver bullion that it was difficult to move unaided. The traditional

headdress was the keystone of Russian revivalism, even invading architecture in the form of

the ‘kokoshnik’ arch. Marriage and coronation ceremonies, with their insistence on national
heritage, were part of a political and imperial policy to strengthen Russian culture.
In the same year Princess Helena, Victoria’s third daughter, married Prince Christian

of Schleswig-Holstein. Her presents were listed in detail, filling a whole column in The Times:
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Alexandra, Princess of Wales, by

F.X. Winterhalter. Oil on canvas, 1864.
Royal Collection

The Princess wears a white ball-dress
decorated with blue ribbons, the badge
of the Order of Victoria and Albert with
the brooch and earrings from her wedding
parure and many bracelets. In her hair,
instead of the tiara, she has a wreath of
roses and other flowers.
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41

Princess Christian of
Schleswig-Holstein,

by Heinrich von Angeli
(1840-1925). Oil on canvas,
1875. Royal Collection

Princess Christian (Helena,
1846-1923, third daughter
of Victoria and Albert)
wears an Indian pendant
with a large emerald drop
as a necklace centre, her
wedding gift from Queen
Victoria (she was married in
1866), with a star ornament
in her hair, a wedding gift
from her younger siblings.

the Queen gave the usual suite of diamonds and opals as well as ‘a very large pendant com-
posed of seven large diamonds, with a ruby in the centre, and a large emerald drop; the
diamonds, ruby and emerald taken out of India jewels presented to Her Majesty in 1863,
and a parure of turquoises set in diamonds and diamond hairpins in the form of flowers that
had belonged to the Duchess of Kent."*An 1875 portrait by Heinrich von Angeli reveals that
Helena evidently had the ruby and diamond pendant with its great drop-shaped emerald
adapted to form the centre of a multi-strand pearl necklace (Fig. 41). Bertie and Alix gave
‘a handsome diamond bandeau for the head’. The younger children combined to give dia-
mond stars (possibly those worn in her hair in the portrait). The many lockets among the
presents, set with the initials of the donor and containing portraits and locks of hair, are typ-
ical Victorian gifts. This minutely itemized list marks a watershed; a certain public fatigue
with royal alliances appears to have set in during the 1870s and 1880s, and royal marriage
gifts were henceforth reported much more tersely.

With the marriage in 1871 of her fourth daughter Princess Louise, a talented sculptor,
to the Marquess of Lorne, heir to the Duke of Argyll, the Queen’s interest in Scottish

jewellery revived. The Queen wrote to Lord Lorme:

I send you here a little pin made out of a piece of granite I picked up on the path
to the Glassalt Shiel on 26th October, with 3rd October engraved on it at the back,
and with a wreath of bog myrtle [emblem of the Campbell clan to which Lord Lorne
belonged] round it, which I hope you will sometimes wear. Louise has a brooch

just like it made out of the same stone."”
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True to her feeling for sentimental jewellery of all kinds, the Queen expected Lorne to treas-

ure this pin above any precious jewel. In fact Lorne’s father, the Duke of Argyll, had pre-empted

the Queen some months earlier by giving Louise a cross cut from an ‘lona stone’ found on

the island. To show his attentions were welcome Louise wore it on the contrived occasion

on 3 October 1870 when she and Lorne were left alone so that he could propose.'™

The servants at Balmoral gave a gold and Scotch pearl necklace and earrings of

Edinburgh manufacture. ‘The articles . . . are quite small but exquisitely chaste in design ...

42

the earrings alone cost close upon 40l [£40].""" Lorne commissioned from Robert Phillips  wedding gifts to Princess Louise,
a tiara of the leaves and buds of bog myrtle. A report in The Graphic illustrated a number of ~Marchioness of Lorne, lllustrated London

jewels, including a bracelet in the ‘Runic style’ from the ‘loyal people of Mull’ and the rock

News, 25 March 1871, pp. 280-81
Among the gifts to the Princess (fourth

crystal bridesmaids’ lockets supplied by London & Ryder."® The lockets, designed by the ~daushterof Victoria and Albert; later

Duchess of Argyll, 1848-1939) pictured

Princess, are described by the Illustrated London News as ‘taken from a very beautiful for the magazine is the Brooch of Lorne

» 159

Holbein model’."” The people of Windsor subscribed to a diamond-encrusted bracelet, as

(see pp. 455-6) and, to the left of the
brooch, the suite of diamond and

they did for all the royal brides; these were exhibited in the Town Hall before each wedding. ~ opal jewellery given by the Queen. In

The Queen gave the usual opal and diamond suite (Fig. 42).'

November 1842, many years before this
matrimonial alliance, Queen Victoria

Links between the British Crown and the Romanovs were strengthened in 1874 by éceived from Prince Albert a “gold brooch

after the pattern of the brooch of Lorn’ set

the marriage of Victoria's second son Alfred, Duke of Edinburgh, to Dagmar’s sister-in-law,  with a carbuncle and ten Scottish pearls.
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Alexandra, Princess of Wales, dressed
for the marriage of Prince Alfred and the
Grand Duchess Marie Alexandrovna, by
Nicholas Chevalier (1828-1902). Pencil
and watercolour, 1874. Royal Collection

In this sketch of the dress worn by
Alexandra at the marriage in Russia of
Prince Alfred (second son of Victoria and
Albert; Duke of Edinburgh, 1844-1900)

to the Grand Duchess Marie Alexandrovna
(Duchess of Edinburgh, 1853-1920),
Chevalier has filled the margin with
details of Alix’s jewellery and orders,
including the diamond and pearl tiara
and brooch from her wedding parure.
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Grand Duchess Marie Alexandrovna. Bertie and Alix attended the marriage celebrations in
St Petersburg with Vicky, Crown Princess of Germany. The artist Nicholas Chevalier made
detailed drawings of robes and jewellery for his large painting of the ceremony. Alix is wear-
ing the tiara and brooch from her pearl and diamond wedding parure (Fig. 43). Lady Augusta
Stanley, in St Petersburg with her husband Dean Stanley who was to conduct the Anglican
marriage ceremony, thought that the Grand Duchess ‘must have ached with the immense
weight of jewels, the necklace of diamonds seemed to me the most beautiful I ever saw and
the gown was studded with them, round the body and sleeves and down the front of the
body and skirt’."" Lady Augusta had scrambled to find dresses and diamonds equal to the
occasion, borrowing from her family (a great responsibility, as she ruefully remarked), but
she was able to say, ‘1 feel I have done quite well, and my diamonds have struck terror into
all beholders, though really here, one gets almost tired of them — The Grand Duchesses are
literally covered with them — belts, trimmings, skirts, bodies, heads — gigantic stones — and
emeralds and other stones besides.””

Reports in the Press of the coronation of Alexander 11 and Marie Feodorovna nine years
later give some idea of the formal magnificence of the Russian court. However, it is from the let-
ters of Madame Waddington, American-born wife of William Henry Waddington, French Minister
of Foreign Affairs, who represented France as Ambassador-Extraordinary at the coronation, that
the most vivid and detailed picture of the elaborate ceremonial of the occasion emerges. Faced

with the challenge of Russian court jewels, she searched around her family for diamonds:

I have been rather bothered about my jewels . . . I have taken everything the
family own. Anne’s necklace, with some extra stones I had, has been converted
into a tiara. All Russian women wear their National coiffure at the Coronation,
the Kakoshnik [sic]. As that is very high, studded with jewels, any ordinary
arrangement of stars and feathers would look insignificant. Freddy, who is an
authority on such matters, advised me to concentrate all my efforts on the tiara —
he also suggested ropes of pearls (artificial) but I couldn’t make up my mind to
that. Chemin, the jeweller, was very anxious I should ‘louer’ a sort of breastplate
of diamonds — but on the whole I preferred taking less — merely mine and

the sisters’. What I shall do if they are stolen or lost I am sure I don’t know.'”

The Waddingtons took a vast retinue including a coiffeuse and nine huge horses to draw
their ceremonial carriage. Madame Waddington had eighteen dresses made, many with full
court trains covered with embroidery. Among the incredible array of jewels at court she
singled out the ropes of huge pearls worn by the Empress and the ‘splendid jewels’ includ-
ing beautiful sapphires belonging to Mrs Mackay, wife of the ‘silver king’ John William
Mackay, American financier and Nevada mining mogul, who was attached to the United
States Mission. After the Russian Revolution in 1917 many of the crown jewels were sold,
like the jewels of France and Spain, to become the trophies of rich collectors.

At last, in 1888, Alix realized her ambition to have a jewel to rival those of her sister.
For her twenty-fifth wedding anniversary she was presented with a kokoshnik-style tiara made
by Garrard’s, copied from the Russian crown diadem in which Dagmar was frequently
portrayed. It was given to Alix by the ‘Ladies of Society’” — in other words the 365 peeresses
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70 QUEEN VICTORIA: A LIFE IN JEWELLERY

44

Study by Nicholas Chevalier of the dress
worn by the Empress Marie of Russia

at Prince Alfred’s wedding. Pencil and
coloured chalks, 1874. Royal Collection

Chevalier has taken details of the
sapphire and diamond jewellery and
kokoshnik headdress worn by the
Empress Marie (1824-80).

of the United Kingdom. Supervised by the Marchionesses of Ailesbury and Salisbury and
the Countesses of Cork and Spencer, the tiara is composed of sixty-one graduated platinum
bars set with 488 large brilliants, and cost £4,400. She wore it for the wedding of her sec-
ond and oldest surviving son to Princess May of Teck in 1893. The tiara was illustrated in
its presentation casket in 1888 in the Illustrated London News, along with the dog-collar neck-
lace of large, oval faceted sapphires linked by diamond chains given by Alexander and Dagmar
(Fig. 45)."" The Queen ordered an orange flower spray in gold and silver, reminiscent of her
own suite of orange blossom from her husband and supplied by Garrard.'” Bertie gave his
wife a large pendant cross set with diamonds and rubies. A pendant cross was one of the
rare daytime ornaments worn by the Princess.

The social circle of Bertie and Alix centred on their London home at Marlborough
House was known in consequence as the ‘Marlboroﬁgh House Set’. They were even more
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45
The Princess of Wales’s silver wedding
presents. /llustrated London News,

17 March 1888, p. 278

Visible in this illustration are the orange-
blossom spray from the Queen, the
kokoshnik-style diamond tiara and the
diamond cross from the Prince of Wales,
and, at the top, the dog-collar necklace
with sapphires from the Emperor and
Empress of Russia.

exacting on the question of dress than the Queen in the heyday of her reign. Bertie, other-

wise a genial host, could be bitingly critical of guests who failed to conform to the conventional
‘uniform’ of diamond tiara and other precious jewellery. However, young and forward-
looking, he played a crucial role in breaking down class barriers at court and his love of extrav-
agant display and Parisian fashions enlivened London’s social life. Situated to the east of
St James'’s Palace, Marlborough House had been Queen Adelaide’s dower house and housed
the Museum of Ornamental Art before being earmarked for the Prince on his marriage. It
constituted a second court, frequented by the gambling and racing ‘fast set’ in high society.
Bertie's social life had a French flavour — he cherished a life-long passion for Paris, where he
had a number of affairs — and he greatly admired the chic and fashionable Parisian way of
life. Entertainments at Sandringham, his country estate in Norfolk, had more in common

with the Second Empire splendours of Compiégne, where he had been a guest, than with
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the muted formalities of Windsor. The Anglo-French element in British society with which
the Prince so closely identified himself was a useful antidote to the Germanic character of
the court.

Keeping up with the Marlborough House Set was expensive, precursor of the extrava-
gant social style of the Edwardian era. Owing to Victoria's determined seclusion, this developed
well in advance of the Prince’s accession as King Edward VII in 1901. The perpetually indebted
Prince enjoyed the company of the very rich as well as those distinguished by lineage and land
ownership. The cult of the ‘professional beauty” flourished at Marlborough House. The ‘beau-
ties” selected each year from the new arrivals in the enclosed circle of London society had the
crowd standing on chairs in Hyde Park to watch them pass by on horseback or in carriages.
Alix was the original ‘beauty’, an icon of style and loveliness. Bertie’s first acknowledged mis-
tress, Lillie Langtry, was a ‘professional beauty’ who later made a career as an actress based on
her famed looks; one of the great attractions was the jewellery she wore on stage (see p. 90).

Another element very much to the Prince’s taste infiltrated British society, in the form
of wealthy American brides chosen by impoverished members of the aristocracy to rescue
their crumbling fortunes and estates. The Prince paid a successful visit to the United States
in 1860, and he kept warm memories of America and the Americans all his life." The ball
given in his honour on 12 October 1860 at the New York Academy of Music, memorable
partly because the floor collapsed, was the most reported social event held in the city.' The
jewellery was dazzling, much of it bought from the rising firm of Tiffany & Co., but much of
it borrowed, from Tiffany and their great rivals, Messrs Ball, Black & Co. The latter claimed
they had made enough from the loans to pay their store rent for a whole year.™ This occa-
sion marked the start of the American love-affair with Charles Frederick Worth; two of his
dresses worn at the ball survive, one in the New-York Historical Society and the other in the
Museum of the City of New York."*

The dowry of the New York heiress Cornelia Bradley Martin, who married the 4th Earl
of Craven in 1893, included valuable jewels, among them the Angouléme ruby and diamond
tiara and bracelets, acquired in 1887 at the sale of the French crown jewels. Like the Angouléme
turquoise suite, these had been worn by Eugénie in Paris in 1855 (see p. 49). There were
many other American wives, often better educated than their English contemporaries and
“finished’ in Paris. Their dresses and jewels were Parisian, from Worth —who had the absolute
monopoly of the American market — and Boucheron or Cartier. They were immensely stylish,
formidable competition from the point of view of fashion, and they set the tone of Bertie's
circle. Although she was persuaded by the Prince to receive some of the American ladies,
the Queen did not really approve.

The re-emergence of the widowed Queen

On her rare public appearances the Queen deployed a changing selection of diamonds and
pearls. At the Opening of Parliament in 1866, the first she had undertaken since her hus-
band’s death, she wore ‘a widow’s cap of the Mary Stuart fashion, with an aigrette of diamonds
in front, the blue Ribbon of the Garter, a massive diamond necklace, the Koh-i-noor set as a
brooch and black gloves’."” Even in the 1880s the Ladies-in-Waiting always wore black; the
Maids-of-Honour, in a nod to their youth, were allowed white, grey, mauve and purple. The
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style at court was hardly fashionable: when she took up her duties as a Maid-of-Honour in
1888, Marie Mallet described her colleague the Hon. Harriet Phipps, who had served the
Queen from 1862 to 1888:

[She was] dressed in what I should call the English style with many trimmings and
ribbons and bristling with jewelry of little intrinsic value, mostly Royal gifts. She
wore dozens of bangles which rattled as she walked. ... Attached to these were

many minute lockets containing the hair of her relatives past and present.'”

Because of her determined avoidance of social and public life, from the time of her
retreat to Osborne House and Balmoral events at the Queen’s court were largely viewed from
within. A deadly quiet reigned; numerous deaths sent the entire household back into unre-
lieved black, with jet jewellery and black feathers and lappets (streamers from the cap or
headdress, often of lace) for Drawing Rooms. The letters and memoirs of a number of her
ladies give a picture of unvarying routine. Members of the household were banned from
keeping diaries but could not be forbidden to write letters home.'” There was a relentless
dedication to sad memory, but flashes of enjoyment enliven these reminiscences and there
is no question that Victoria, however exacting and capricious, was much loved.

Contemplating the future married happiness of the Prince of Wales in September 1862,
Victoria lamented the loss of a focus for her own feelings: ‘I am alas! Not old — and my feel-
ings are strong and warm; my love is ardent.”” This dangerous vacuum was to be filled by
a succession of male servants of dubious suitability, most notoriously John Brown, a High-
land ghillie who had served Prince Albert since 1859. Much disliked at court, he was to
remain her fanatically devoted servant and intimate companion until his death in 1883.
Brown died, like Albert, as a result of dedication to duty; obsessed with the Queen’s secu-
rity, he insisted on checking the grounds of Balmoral in pouring rain. He caught a chill and
was dead within three days. The Queen indulged in an orgy of mourning, giving way to
extravagant expressions of sorrow, almost a parody of her actions in 1861. Although three of
her children and several of her grandchildren predeceased her, none received such elaborate
and profound mourning as Brown. Portraits and sculptures, mourning jewellery and
souvenir publications were ordered on a scale not seen since the death of the Prince twenty-
two years earlier.

An item in the royal ledger, ‘cutting dies for medallion portrait of the late John Brown’,
was calculated to annoy the Prince of Wales and those of the household who had suffered
from Brown'’s trenchantly expressed opinions. More than sixty medallions were struck and
mounted as memorial pins. Mementoes of Brown were buried with the Queen in 1901.
Pieces survive allegedly containing his hair, but busts commissioned by the Queen were
smashed by Bertie at the time of his accession.'™ Brown was succeeded by a far more dis-
reputable figure, her Indian servant the Munshi Hafiz Abdul Karim, named her ‘secretary’,
to the indignation of the household. He caused far worse difficulties than the faithful Brown,
even being suspected of espionage. His brother Hourmet was detected stealing a brooch
given to the Queen by the Grand Duke of Hesse and selling it to Wagland, the Queen’s
Windsor jeweller.'” The Queen refused to believe the irrefutable evidence and the brothers
remained for many more years to annoy the household.
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In 1870 the Second Empire fell in ruins and Eugénie fled from Paris under the protection
of her American dentist, Dr Evans. After the defeat of the French army at Sedan she was
joined by Napoléon and they made their home at Camden Place, Chislehurst. She had man-
aged to secrete many of her personal jewels in her baggage and these were sold anonymously
as the property of ‘a distinguished person’ in 1872.""° Many of the pieces were fashionable
novelties and ornamental items of no great intrinsic value. The real scramble for the French
royal treasures would come at the sale of the Bijoux de la Couronne in 1887, when the grand-
est international firms vied to acquire a piece of jewellery history (see p. 91). Napoléon 111
died in January 1873, and the Queen’s affection for Eugénie was now strengthened by
fellow feeling as sorrowing widows.

On 1 May 1876 the Queen was proclaimed Empress of India, an event anticipated and
celebrated by a visit to the sub-continent by the Prince of Wales (see p. 296). His trip was
reported in detail in The Times, engendering great interest in Indian art and design. In the
same year the Ashanti gold, brought back from Sir Garnet Wolseley’s punitive expedition in
1874, was shown at Garrard’s Haymarket premises (see pp. 198—9). In 1882 Prince Leopold,
the Queen’s haemophiliac youngest son, married Princess Helene of Waldeck and Pyrmont.
The wedding presents followed the now standard pattern and were shown in special wed-
ding supplements in the Illustrated London News (2 May 1882) and The Graphic (6 May 1882).
The bracelet from the town of Windsor was a double serpent of enamelled gold set with dia-
monds and a large sapphire in the head.

The youngest daughter Princess Beatrice’s marriage in 1885 to Prince Henry of
Battenberg and the birth of their children brought a happier armosphere to the Queen’s
household. The usual bangle was subscribed by the inhabitants of Windsor. The Princess
wore Queen Victoria's wedding veil and flounce of Honiton lace and a tiara of diamond stars
for her wedding. Prince Henry was much loved by the Queen, but his death in 1895 brought
a habitual gloom back to the household.

However, the Queen had to some extent resumed a more outgoing attitude, travelling
abroad and sightseeing. The two themes of mourning and love of new experiences
are united in an anecdote told many years later by Harold Nicolson, in a letter to his wife
Vita Sackville-West:

George Peel told me an interesting story at the Beefsteak today. When he was a
boy, in 1888, he went out to Florence. The Duomo had been renovated and there
was a great crowd in the piazza to see the west front unveiled. He watched from
the crowd, and while he was waiting, a carriage drew up just in front of him.

In it were Queen Victoria and her lady-in-waiting. He noticed that the Queen
fumbled in her corsage and took out a locket which she held up to the Cathedral
at the moment of unveiling. He was puzzled by this odd behaviour in a Protestant
woman, and meeting the lady-in-waiting some days afterwards, he asked her
what it meant. She said, ‘Oh, it was a miniature of the Prince Consort. She always

1177

holds it up so that he can see something interesting or beautiful

The effect of her unchanging costume had become more impressive with time. The
black silk dresses were embroidered and trimmed with black glass beads and the finest lace



from her unrivalled collection. Diamond jewellery decked bodice and headdress: the lace or

muslin cap and jewels were prepared on a form like that used for hats in her dressing room
and lifted on to the Queen’s head. Her bonnets, from a shop in Windsor, were not fashion-
able, but she showed better judgement than her critical children in refusing to alter their
shape. Later portraits of the ageing Queen in 1875 and 1899 by a favourite artist, Heinrich
von Angeli, show her still in black, with long ropes of pearls symbolizing ‘tears’, a reference
that would not have been lost on her subjects. The 1899 portrait she regarded as his best

8

likeness of her."”

46

Queen Victoria. Golden Jubilee
photograph by Alexander Bassano,
issued 1887. London, National
Portrait Gallery

The Queen wears the Koh-i-noor
in its brooch setting and the 1858
diamond collet necklace with

one of the ‘Lahore’ drops with her
wedding lace veil and flounce.

75
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Queen Victoria’s two jubilees produced totemic images of her reign. In heavily
retouched photographs published to mark her Golden Jubilee in 1887 and her Diamond
Jubilee in 1897, her clothes and jewellery inscribe her life-story on her person (Fig. 46). By
subtle suggestion, her costume recalls great events, from her marriage to her position nearly
half a century later as Queen-Empress of a vast empire. In the 1887 photograph the fine
white Honiton lace flounce and veil, made for her wedding in 1840, give an almost bridal
effect to her habitual uniform of black silk bodice and skirt. The blue Garter sash, secured
by the pair of diamond bar brooches made for this purpose in 1839, crosses her lace
collar under an impressive array of diamonds, including the Koh-i-noor in its brooch setting.
Her Garter Star is just visible under the lace collar. To secure her veil Victoria chose her
small lightweight diamond crown, made by Garrard’s in 1870 for ceremonial occasions
such as the Opening of Parliament. Although made twelve years after the settlement of
the Hanoverian claim, it resembles Queen Charlotte’s exquisite little bridal crown which
had been surrendered. The diamonds were taken from a fringed corsage ornament, made
by the Crown Jeweller in 1856. The lightweight crown was symbolic; a constant refrain of
the Queen’s mourning was the unbearable burden of her royal duties. The weight of the
crown was actually and metaphorically unendurable; only with a lighter crown could she
consent to return to the public arena.

Her graduated twenty-eight-collet necklace was among the items supplied in 1858;
the diamonds had come from a Garter badge and ceremonial sword, with the addition of
the large pear-shaped ‘Lahore’ diamond as a pendant. The earrings, large drops suspended
from diamond collet-set tops, were, like the ‘Lahore’ diamond, taken from the original set-
ting of the ‘Timur’ ruby, presented by the Honourable East India Company in 1851. With
the Koh-i-noor, these were spoils of empire. On her left arm the Queen wore a wide dia-
mond bracelet; on her shoulder her unique version of the Family Order Badge with the cameo
cut to show Albert’s profile over her own. Her "VRI" (Victoria Queen and Empress) cipher
badge in diamonds denoted her imperial status as Empress of India.

On New Year’s Day 1887, the Prince of Wales gave his mother a jubilee inkstand, the
first of a flood of celebratory and souvenir pieces. The Queen responded with gold brooches
with her photograph on the reverse, and gold stick-pins set with diamonds for her family.
The “Women of the British Empire’ presented her with a diamond and pearl necklace with
a crowned pendant at the centre. Jubilee mementoes constituted a vast industry, ranging
from a distinguished jubilee medal designed for the Art-Union of London by the sculptor
Alfred Gilbert to mass-produced stamped souvenirs. A grateful trade could barely satisfy the
demand; the Watchmaker, Jeweller and Silversmith lamented that jubilees came around so
seldom.'” A fine painted miniature in a diamond setting (Fig. 47) copies Carl Rudolph Sohn’s
1883 portrait in using the charming device of imitating the miniature worn on a necklace
by the Queen in the portrait."™ The story of the Queen’s reign was repeated in Jubilee spe-
cial numbers across the whole spectrum of popular publishing. The procession through
London followed by a Thanksgiving Service at Westminster Abbey on 21 June was the high
point. The family had hoped to persuade Victoria to wear her crown and robes of state for
the service, but after giving the matter thought she decided that her second-best bonnet
would do. To offset its mundane appearance it was trimmed with the finest/lace from her

collection and rimmed with diamonds.
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47

Jubilee brooch, 1897.
Engraved on the back
DIAMOND JUBILEE 1837-1897.
H. of brooch 3 c¢m. British
Museum, Hull Grundy Gift

Left: The miniature portrait
of Queen Victoria, in a gold
setting bordered with
diamonds is after an 1883
portrait by Carl Rudolph
Sohn (1845-1908), based
on a photograph by
Alexander Bassano. It is

in its original Goldsmiths
& Silversmiths Company
display case (case-maker
William Betteridge, 1881 to
1916). Above: The miniature
in watercolour on vellum
photographed out of the
setting (slightly enlarged).

On 31 December, at the end of a packed programme, the Queen wrote in her
Journal: ‘Never, never can I forget this brilliant year, so full of the marvellous kindness,
loyalty, and devotion of so many millions, which I really could hardly have expected.” She
had overcome her dread of ‘hustle and bustle’ to enjoy renewed popularity and affection.
In 1897 another jubilee was celebrated, on an even grander scale than in 1887. Every
colony from the Queen’s vast empire sent a detachment of troops, making a glorious
show as the Diamond Jubilee procession wound through London on 22 June. Jubilee
photographs again show the Queen’s unchanging black transformed into something
magnificent by a profusion of diamonds and pearls, embroidery and lace."™" The official
photograph by W. & D. Downey, bearing the Queen’s facsimile signature and the dates
1837-1897, was deliberately left unprotected by copyright so that it could be distributed

freely. The image was everywhere, on souvenir articles of every conceivable kind."

The 1897 Jubilee provided the excuse for the now legendary costume ball at Devonshire
House on 2 July (see Fig. 358). A privately printed album of photographs recording the occa-
sion was presented to the Duchess of Devonshire by her friends. The magnificent costumes
and jewellery were breathtaking, a showcase for an array of ancestral pieces and modern pre-
cious ornaments. The Prince of Wales went as a Grand Prior of the Order of Jerusalem, the

Princess as Marguerite of Valois, wearing beneath her diamond choker the multi-strand
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Indian collar of pearls, emeralds and diamonds that had been a wedding gift from the Queen.
A number of guests went as their noble ancestors.

In spite of her seeming invincibility, the Queen was by now very lame and had diffi-
culty in walking or in entering and leaving her carriage. Further, her sight was failing and she
was increasingly unable to cope with the burdens of state, which she still adamantly refused
to surrender to the Prince of Wales. Prince Leopold had died in 1884; in 1892 she had to
face the death of the Heir Presumptive, the Duke of Clarence, eldest son of the Prince and
Princess of Wales. He died leaving a sorrowing fiancée, Princess May of Teck, who, however,
the following year was married to Prince George, now his father’s heir (later George V). Prince
Henry’s death in 1895 was a heavy burden and was followed too soon by that of Prince
Alfred in 1900. The births of granddaughters and great-granddaughters had been greeted by
lockets bearing the Queen’s cipher and enclosing a photograph of her dead husband. Now
more melancholy jewels were ordered. After the death of the Prince Consort, mourning and
memorial items were made to a small stock of patterns that were retained until the Queen’s
death, now close." Her health rapidly deteriorated; on 22 January 1901, she died at Osborne,
attended by her personal physician, Sir James Reid. According to Princess Marie Louise, there
was ‘great consternation and bewilderment in the Lord Chamberlain’s office, as well as in
the Royal Family, as to what was the correct mourning for the Sovereign’." No one knew
any longer what should be worn. After anxious studies of ‘prints and pictures of long ago’
full court mourning was decreed for six months and mourning jewellery followed the con-
ventional lines of the mid-Victorian period, although it was now quite out of step with
modern life.

It fell to Reid, who had been resident in the Queen’s household for twenty years and
knew some of her most intimate secrets, to carry out her private instructions about the items
to be placed with her body in the coffin."”” With her dressers, Mrs Tuck and Miss Stewart,
he placed under the false bottom of the coffin ‘rings, chains, bracelets, lockets, photographs,
shawls, handkerchiefs, casts of hands’. A dressing-gown that had belonged to Prince Albert

was another of the items; also:

[The] plain gold wedding ring which had belonged to the mother of my dear
valued servant and friend J. Brown which I have worn constantly since his death.
A coloured profile Photograph in a leather case of my faithful friend J. Brown, his
gift to me — with some of his hair laid in it and some of the Photographs which

I have marked with an X and have often carried in a silk case in my pocket, to

be put in my hand. All these objects, which have been so dear to me during my

life time and have never left me — I should wish to be near my earthly remains.

Sir James carried out these instructions to the letter, concealing the photograph and John
Brown’s hair in the Queen’s hand with tissue paper and flowers from Princess (now
Queen) Alexandra.

‘On Saturday 26 Jan 1901 at 1.30 I received a Telegram from Osborne “Come at once”.’
So begins the record kept by Henry Bell, Crown Jeweller and director of Garrard’s. This sum-
mons, only four days after her death, alerted Bell to begin his work of sorting and allocating
the jewellery left by the Queen to her ‘children, grandchildren, great—grand'children, etc.,
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according to the lists which were handed to me’. The task was to take more than a month,
but first the arrangements for the funeral had to be put in train.

The coffin lay for ten days in the dining room at Osborne. Bell then fetched the regalia,
consisting of two orbs and the sceptre, from the Tower of London. These were arranged on
the coffin with the small imperial crown and the collar of the Garter. The coffin was draped
with the Royal Standard over the pall. Thus caparisoned, the Queen’s body began the long
journey from the Isle of Wight to London and on to Windsor Castle for the lying-in-state.
People were seen kneeling in homage all along the railway line. The Queen was buried in
the mausoleum at Frogmore beside her husband. Public mourning was profound and sin-
cere; after a reign of sixty-four years she had appeared immortal.

Queen Victoria had designated many of her jewels as the property of the Crown, to be
held in trust for all future queens of England, and these went automatically to her succes-
sor. The list is vividly redolent of her attitudes to jewellery and to the significance of association
and sentiment. The obvious items are all included; the diamond-set ornaments made in the
wake of the Hanoverian Settlement, the regal circlet and sunray tiara that survived from the
Queen’s accession and her sapphire and diamond brooch from Albert. Alongside these were
a number of other gifts from Albert of little intrinsic worth, bracelets set with hair of various
family members and twenty-four memorial finger rings, mainly eighteenth-century."® The
Duchess of Kent’s amethyst suite, one of the few pieces to survive from the early nineteenth
century, was listed. The oxidized silver cross with a crown of thorns encircling a pearl, given
by Fritz and Vicky in memory of Albert, joined the collection of memorial rings.

Henry Bell was intimately familiar with the Queen’s large personal collection of jew-
ellery. Because the items were kept in a safe, in trays with shaped indentations for each piece,
they had to be cased for distribution and the royal ledger entry in favour of the ‘Executors
of Her Late Majesty Queen Victoria® lists new jewellery cases of purple morocco lined with
white velvet and with the late Queen’s cipher on the lid. In this way Victoria’s jewellery was
disseminated among a later generation, where it could act as witness to a particular sensi-
bility and social culture.
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2 THE ROLE OF JEWELLERY,
PUBLIC AND PRIVATE

Previous pages: left, oak-leaf spray (see
Fig. 67); right, Lillie Langtry (see Fig. 55)

EWELLERY affected all classes and conditions in Victorian society and had significance

beyond that of mere personal adornment, fashion or intrinsic value. In a period of accel-

erating social and economic change, outward signs of wealth and respectability assumed

great significance. For successful professional men, jewellery worn by their wives played
an important role in the public display of material wealth. With financial prosperity and
rising social status people were anxious to be seen to do the right thing. Conduct and etiquette,
including rules on wearing jewellery, were regarded as important and widely followed at every
social level. Minute gradations in status were demonstrated by the correct ornaments and
accessories. Etiquettes of usage resulted in a widely recognized social uniform for events from
the most formal to daytime and leisure activities. In parallel with the requirements of court
circles, the general public adapted many fashions set by the upper class. These were satisfied
by a newly mechanized trade with ready-made (as opposed to individually ordered) pieces.
From being privileged and exclusive, jewellery entered a new era of democratization.

Horace Walpole observed Queen Charlotte’s habits with regard to her jewels in his
Memoirs of the Reign of King George I1I: ‘The King made her frequent presents of magnificent
jewels; and as if diamonds were empire, she was never allowed to appear in public without
them.” Queen Victoria was well aware of the implications of her ‘state’ jewels. She knew
without being told that ‘diamonds were empire’, that her jewels were pivotal to her image.
In her early reign she is often shown wearing Queen Adelaide’s Grand Diadem and George
IV’s regal circlet, both decorated with the national emblems of rose, thistle and shamrock
alternating with crosses pattées.” From 1840 George IV’s circlet featured on the first postage
stamp and on the coinage.

Jewellery at court

The Victorian era was the last in which crown jewels were ordered in quantity for European
royal houses. Demonstrating the best that modern design and craftsmanship could achieve,
they were star attractions at the succession of World’s Fairs dominating the second half of the
nineteenth century. Paris was the source of jewellery for many of the courts of Europe. One
of the oldest-established firms, Mellerio of the Place Venddme, supplier to the French court
since the time of the First Empire, was patronized by the Spanish Queen, the Belgian royal
house, the Dowager Empress of Russia, Queen Margherita, daughter-in-law of Vittorio Emanuele
11 of Ttaly and consort of Umberto I, and the Swedish Queen Louise.” Mellerio’s display at the
1867 Paris Exposition Universelle included both the pearl and diamond scallop-shell tiara
made for Queen Isabella I of Spain and the diamond tiara worn by Queen Margherita on her
marriage in 1868 (Fig. 48). Queen Margherita’s tiara was bought from Mellerio by her father-
in-law as a wedding gift.* Gabriel Lemonnier, who had shown important diamond-and-emerald
and diamond-and-sapphire parures made for the Queen-of Spain at the 1851 Great Exhibition



in London (se¢ p. 104), reveals another instance of international royal patronage of Paris firms,
becoming one of the principal jewellers to Emperor Napoléon 111.

By an accident of history both Victoria and Eugénie owned mostly new — if not ‘mod-
ern’ — state jewels. The resetting of many of the English and French crown jewels occurred
at much the same date, the English in 1858 on account of the Hanoverian Claim and the
French in 1853 to celebrate the Emperor’s marriage: they reflect similar perceptions of the
role of jewellery in monarchy. The fact that the paymaster general accepted the obligation
to replace Queen Charlotte’s crown diamonds, surrendered by Victoria in 1858 in settle-
ment of the Hanoverian Claim, is evidence that valuable jewels were seen as a defining
element in nationhood and associated with the power and dignity of the Crown. Winterhal-
ter's 1859 portrait of the Queen in robes of state shows the magnificent twenty-eight-stone
diamond necklace weighing 161 carats and matching drop earrings.” However, in 1861 she
adopted the mourning that she was to wear for the rest of her life, abandoning for many
years any display of precious jewellery. The 1858 jewels re-emerge only in portraits and pho-
tographs of the 1880s and 1890s, at the time of the two royal jubilees.

As in Britain, the French crown jewels were visible trophies of power, worn by the

Empress herself and repeatedly displayed in public. Winterhalter’s 1855 portrait of Eugénie

shows her in the diamond and pearl diadem and coronet (the coronet is just visible within

JEWELLERY AT COURT
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Mellerio’s stand at the Paris Exposition
Universelle, 1867. Paris, Association
Mellerio

This view of the Mellerio stand shows
the scallop-shell tiara made for Queen
Isabella Il of Spain (1830-1904), at the
centre of the third row from the top,

and the diamond laurel-leaf and rose
tiara (second row left) worn by Queen
Margherita (1851—-1926) on her marriage
in 1868 to Umberto | of Italy.
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49 Above

Princesse Mathilde Demidoff. Lithograph
by Siroux after a portrait by Charles
Giraud (1819—92), 1853. British Museum

Mathilde (née Bonaparte, 1820—1904)
wears an embroidered frontlet with
matching circlets at the side to decorate
a coiled plait of hair, enclosing a three-
drop pearl pendant, and a gothic-style
pearl-set diadem worn over a fabric-
covered chignon at the back of the head.
The seven-string necklace of 384 pearls
was given to her mother, the Queen of
Westphalia, by Napoléon I. The necklace
was sold in 1904 for 445,000 francs.

50 Above right

Eugénie, Empress of the French.
Lithograph by Poquet after a state
portrait by F.X. Winterhalter, 1855.
British Museum

The portrait shows Eugénie (née de
Montijo, 1826—1920) wearing both the
diamond and pearl diadem and the
coronet made by Lemonnier, with multiple
rows of pearls at her neck and wrists.
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the circle of the diadem) made by Lemonnier at the time of her marriage with gems taken
from a parure created for the Empress Marie-Louise by Nitot in 181012, as well as mul-
tiple rows of pearls at her neck and wrists (Fig. 50). Eugénie’s jewels, reset from the old
French crown jewels, advertised Napoléon's successful bid for Empire, but they were also part
of an important strategy to promote national supremacy in this branch of the applied arts, an
area particularly associated with the French.® The resetting of the Crown diamonds was entrusted
to firms with their own workshops, who were truly manufacturers and not just retailers.”
As an incentive to luxury consumption, they performed their function spectacularly well.
The confrontation between the English and French crown jewels during the exchange
of visits between Queen Victoria and Napoléon 111 in 1855 bears all the marks of a gladia-
torial contest with jewels deployed as weapons.® The royal ladies pitched diamonds against
emeralds, rubies and sapphires against pearls. At strategic moments Victoria deployed her
trophies of Empire, the Koh-i-noor diamond and the Timur ruby; Eugénie retaliated with
the new crown jewels and the beautiful Angouléme parures of diamonds with emeralds, sap-
phires and rubies. Throughout both visits Victoria noted her own and Eugénie’s costume
and jewels in meticulous detail (see pp. 47—50). Surprisingly, the Queen only once men-

tions the jewellery of Napoléon’s cousin, Princesse Mathilde Demidoff (née Bonaparte,



daughter of Jérome, King of Westphalia), who was a powerful force in the cultural develop-
ment of the court of the Second Empire. As well as her position at court she presided over
the most important literary salon in Paris. Having been expected to marry her cousin, she
actually married the immensely rich Russian Anatole Demidoff, who was thereupon created
Prince of San Donato. When they divorced after an unhappy relationship, Mathilde came to
Paris with all the Demidoff jewellery in lieu of a divorce settlement (Fig. 49). Through her
friendship with the Duke of Sermoneta, she was responsible for introducing Alessandro
Castellani to the Emperor (see p. 403). She shopped as well; from Cartier alone she bought
some two hundred items, starting in 1856." In her portrait by Giraud she wears the seven-
string necklace of 384 pearls given to her mother, the Queen of Westphalia, by Napoléon 1.
Her jewels were legendary, as Frédéric Masson remembered: ‘Not that she loaded herself
with jewellery, but at each occasion she brought out a parure — one single one — such as no
private individual possesses and such as any Queen would envy." Their great extent was
revealed at the sale after her death in 1904." Along with another magnificent pearl necklace
were seventy brooches, fifty-nine bracelets, twenty-five necklaces and twenty pairs of earrings.

The demands on the French crown jewels in 1855 were considerable. As well as the
exchange of visits, there was the opening in April of the first French international exhibition.
The royal wedding in 1853 had resulted in a magnificent corsage brooch in pearls and dia-
monds to go with the diadem by Lemonnier, and four shoulder brooches in the same style
by Frangois Kramer. The influence of these densely set diamond and pearl ornaments can
be seen in royal jewellery across Europe for many years. In 1855 Kramer made a diamond
belt with a buckle in the form of a bow (reset in 1864 with articulated hanging chains or
pampilles ending in tassels). It was bought by the American millionaire William Astor after
the 1887 sale of the French crown jewels. ‘

The 1855 International Exhibition was important in defining Napoléon’s reign and his
role in reinstating France’s commercial pre-eminence. For the opening ceremony a tiara for
Eugénie was ordered to display the famous Régent diamond, made by one of the great crafts-
men of the day, Oscar Massin, for the firm of Viette. Napoléon, however, disliked the design
of scrolls and flames and it was dismantled to make a classic ‘Greek’ diadem. One of the
most fashionable pieces in the Crown collection was the diamond corsage spray in the form
of a large bouquet of flowers made by Théodore Fester in 1855 (see p. 171). More jewels
were mounted in the following years, including an emerald and diamond diadem made in
1858 by Eugene Fontenay, and a sunray diadem like Queen Victoria’s made by Bapst in
1864. In a miniature by Pierre de Pommayrac (Fig. 51) the Empress wears Fontenay'’s tiara,
a magnificent Crown necklace of pearls with pear-shaped drops matched with drop-pearl
earrings known as the ‘tears of Venus’ from her private collection, and the emerald and dia-
mond trefoil brooch given her by the Emperor at Compiégne in 1853 (see p. 113).

In spite of a troubled political climate, France remained the source of the finest lux-
ury goods. Paris was throughout the duration of the upstart court of the Second Empire from
1852 to 1870 the fashion capital of Europe. The imperial couple presided over a succession
of receptions, balls, public fétes and entertainments of every kind. Numerous costume balls
were held, allowing the guests to wear scandalously revealing costumes as well as a dazzling
display of jewellery. Lillie Moulton, American wife of Charles Moulton, millionaire son of an

American banker resident in Paris since the reign of Louis-Philippe, was an acute observer
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51

Empress Eugénie, by Pierre Paul Emanuel
de Pommayrac (1807 —80). Watercolour
miniature on ivory, after 1858. Baltimore,
Walters Art Museum, purchased by
Henry Walters, 1895

Eugénie wears Fontenay's emerald and
diamond tiara, delivered in 1858 with

a necklace of pearls with pear-shaped
drops, matched with drop-pearl earrings
known as the ‘tears of Venus’, and the
emerald and diamond trefoil brooch
given her by Napoléon Il (1808-73)

at Compiégne in 1853. The miniaturist has
incorrectly coloured the stones blue,
suggesting that they are sapphires.
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of this scene. Born in Boston, she trained as a singer, and was a welcome guest at the impe-
rial court. Her published letters range across the social life of Paris in the last years of the
Second Empire and she even braved the siege of Paris before returning to the United States
with her husband in 1870. For a fancy dress ball at the Tuileries in 1863 she assessed the
cost of dressing the 400 guests by Maison Worth at $200,000. Eugénie was dressed as the
wife of a sixteenth-century Doge of Venice: ‘She wore all the crown jewels and many others.
She was literally cuirassée in diamonds, and glittered like a sun goddess. Her skirt of black
velvet over a robe of scarlet satin was caught up by clusters of diamond brooches.’"* Princesse
Mathilde went as Holbein's Anne of Cleves: ‘She wore her famous collection of emeralds,
which are world known.” As Lillie remarked, ‘A fancy ball is an occasion which allows and
excuses any extravagance of jewelry; whereas, at an ordinary ball it is considered not in good
taste to wear too much.’”

Lillie twice attended the week-long autumn entertainments at Compiégne. This involved
purchasing about twenty dresses, including an ‘absolutely essential” green cloth dress for the
hunt, five tea-gowns and seven ball-dresses, one for each evening. She had to hire a profes-
sional to pack her trunks. All the outfits demanded appropriate jewellery."* This veneer of
opulence papered over an essentially fragile régime, but while it lasted it was;a time of pros-

perity for the Parisian luxury trades, and especially jewellers and costumiers. The women of



the imperial household were, many of them, acknowledged beauties. With the stylish Eugénie
as the figurehead, French fashions were synonymous with style, reported and imitated round
the world. In another sense jewels are trophies or tributes paid to great beauty. When Napoléon
exclaimed to his wife, ‘Comme tu es belle’, (see p. 49) he was acknowledging the power of the
whole ensemble: a beautiful woman in a lovely dress enhanced by a dazzling display of dia-
monds."” Taking precious luxuries, in their widest sense, to include fans, bouquet-holders,
chatelaines, étuis, buttons, eye-glasses, vinaigrettes, scent-bottles, parasol-handles and a host
of other fashionable trinkets, owning these useful articles in precious metal and gemstones
showed disposable wealth and amplitude in style of life.

The display of the French crown jewels at the 1867 Paris Exhibition cannot but appear
as a bid to bolster the régime. Napoléon and Eugénie showed little appreciation of the gath-
ering storm, and orders for jewels continued right up until the final showdown in 1870.
After the fall of the Second Empire the French crown jewels were stored away. Their sale,
ordered by the President of the Republic in 1887, took place at the very moment when
Golden Jubilee images of Victoria were reminding the public of the magnificence of her own
trophies of monarchy. These remained in the British royal family while Eugénie’s went to
enhance the status of the newly wealthy.

The crown jewels of France and the personal jewels of the Empress exemplify the two
strands in her life, public and private. The crown jewels were worn for all official ceremonies
and entertaining; the private collection included, as well as some pieces of equal magnifi-
cence, items of sentimental value and amusing novelties. It was Madame Pollet, Eugénie’s
long-serving secretary, who helped her to spirit her personal jewellery out of the Tuileries as
she fled Paris on the evening of 4 September 1870. These precious possessions were given
to Princesse Metternich, roughly wrapped in newspaper and with no inventory. Many were
auctioned in 1872 to provide money for the family’s living expenses. An official investiga-
tion after the collapse of the Second Empire absolved her of any attempt to remove crown
jewels and so the 123 lots sold at auction by Christie’s in London in 1872 truly represent
her private property."

The highly cultivated and musical Princesse Pauline Metternich had been a loyal friend
and intimate of the Empress since her arrival in Paris as wife to the Austro-Hungarian ambas-
sador in 1859. She was not a beauty, but she epitomized manners and fashion in Second
Empire Paris for a decade, having made a huge impact on the social scene with her stylish-
ness — she called herself le singe a la mode (the stylish monkey) — and her outrageous behaviour."
She smoked cigars, wore tight black dresses or unusually short skirts and tried to interest
Parisians in skating. She once tempted Eugénie into a scandalous episode when they rode
on an omnibus in men’s costume. She promoted the careers in France of both Richard
Wagner and Franz Liszt. It was she who had introduced Eugénie to the couturier Charles
Frederick Worth, thus starting him on his meteoric career. She lived in Vienna in later life,
meeting the Empress only once in her exile.

Eugénie’s private collection encompassed an important suite of emeralds; diamond ear-
rings ‘like large pears’ which had belonged to Marie-Antoinette; a necklace of brilliants and a
great many pearls.'® The early lots in the sale included a number of fashionable trifles: a lyre-
shaped gold brooch enamelled with a mask and foliage; a brooch with a carved coral cherub’s

head set with diamonds; a brooch and earrings in the form of enamelled silver tortoises;
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BOUQUET PAR BAPST.

52

Bouquet of cornflowers and wheat-ears
designed by Bapst. From Eugéne Fontenay,
Les Bijoux anciens et modernes, 1887,

p. 365

a gold locket with flowers and foliage in turquoises, diamonds and pearl; and earrings and
brooch in the form of guitars."” Queen Victoria noted that Eugénie wore no jewels during the
day (see p. 48), but this cannot always have been true. These are pieces that were suitable
only for day wear, amusing trinkets that any lady of fashion might own. The lyre brooch and
the guitars were bought by Robert Phillips, presumably for their association value.*

Although the sale was anonymous, the thin veil was easily pierced. An article in the
London Daily News on 25 December 1872, noted that

The jewels of the Empress EUGENIE are for sale. Mr HARRY EMANUEL has many of
them at his establishment in New Bond-street, and is now offering them to his
customers. There is no concealment as to the late ownership. MR EMANUEL had

those that he showed on Saturday direct from the Empress, and many jewels in

it [the sale] have been familiar through portraiture for years.”

Descriptions in the article amplify the somewhat inadequate auctioneer’s catalogue, with
breathless reports of fabulous diamonds and emeralds. Eugénie was reputed to have retained
many even more valuable pieces for future financial crises.

Eugénie had worn pearls at her wedding, not troubled by the Spanish superstition that
this would bring bad luck. However, after the disasters that befell the Second Empire and
herself personally, she included them in the 1872 sale. A ‘beautiful brilliant brooch formed
as a cornflower and a group of foliage’, possibly by the crown jeweller Bapst, was among the
auctioned items, bought by Phillips for £348. It may be the cornflower and wheat bouquet
illustrated by Fontenay (Fig. 52), or at least one closely resembling it. Displaying a similar
taste for the eighteenth century, a trembler spray in the Hull Grundy Gift to the British
Museum with the same combination of cornflowers and wheat-ears still retains its typically
French velvet-lined morocco leather display case (Fig. 53). Eugénie was by inclination rather
plainly dressed, the secret of her elegance, but when the occasion demanded she was bedecked
in hummingbirds and beetle-wings (see p. 229). Her taste for amusing novelties is reflected
in French fashions of the time, and the survival of numbers of these evanescent but often
beautifully made trinkets is evidence of their popularity. That they were highly regarded prod-
ucts of the jewellery trade is apparent from the amount of attention they receive from Vever
in his survey of French nineteenth-century jewellery (see p. 218).* The Garrard ledgers
show that the fashionable preferences of the British royal ladies were similar to Eugénie’s.
Queen Victoria ordered studs and pins with flies and spiders, men’s dress studs set with
green beetles and many other novelties.

The Prince of Wales loved Paris and the Parisian culture of modish decadence. His taste
for jewels with messages and mottoes was certainly inspired by the French. The mottoes hint
at the doubles-entendres much loved by the Victorian public — and a staple of music-hall humour.
It is significant that these orders tail off very abruptly with the fall of Napoléon’s Empire. Paris
during the Second Empire was notorious for the social visibility of the demi-monde.” The
expensively bejewelled and fashionable cocottes who frequented the Parisian social world gave
it an edge entirely absent from its more staid British counterpart. Vever reports quite impar-
tially on diamonds owned by the Empress and her ladies and on those of successful courtesans
like the equestrienne Cora Pearl, La Belle Otéro, the actress Hortense Schneider, La Barrucci,
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according to Vever ‘a former “model™, the Russian Comtesse de Paiva and the Comtesse de
Castiglione, Italian spy and mistress — briefly — of the Emperor.** The luxurious possessions of
courtesans form the striking opening passage to the Dame aux camélias by Alexandre Dumas
fils (1847). The worldly goods of Marguerite (of the title) are being sold to discharge her con-
siderable debts. An inquisitive crowd, including the author, once lover of her real-life counterpart,
pore over her treasures; leading Parisian firms supplied the gold and silver accoutrements of
her dressing-table; her earrings consist of two large and valuable diamonds. The demi-monde
of mistresses was extravagant and luxurious, consciously flaunting the wealth of the men who
kept them. The kept women had theatre and opera boxes; their social life, with exclusively
male guests, aped the soirées of aristocratic society. Their jewels were, to put it crudely, trophies
of exploitation. Cora Pearl, latterly mistress of Prince Napoléon, owned — appropriately — a
magnificent double-row necklace of large black pearls. A photograph from the 1860s shows
her in evening dress, wearing the necklace and fashionable long earrings (Fig. 54).”
Cora appeared on stage in 1867 in Offenbach’s operetta Orfée aux enfers (‘Orpheus in
the Underworld"); as the Illustrated London News reported, ‘She was one blaze of diamonds
— diamonds in her hair, round her neck, on her tiny cloak, round her arms, round her waist

and round her ankles.” This was the great attraction of the stage appearances by generally
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Aigrette in the form of a ribbon-tied

trembler spray of cornflowers and wheat-

ears. French, about 1860. H. of aigrette
9.3 cm. British Museum, Hull Grundy Gift

This popular model of a bouquet of
wheat-ears and cornflowers in diamonds
set a jour in silver and gold is in the
original (probably French) display case,
with a hinge at the side instead of the
back. It is similar to one of Eugénie’s
personal jewels, sold in London in 1872.
Aigrettes were interchangeable, as
corsage ornaments or for wearing in

the hair.
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Photograph of Cora Pearl from an album,
1860s. London, Victoria and Albert
Museum, Theatre Museum Collection

On the album page the carte de visite
portrait of Cora (1835/8-86) is encircled
by a necklace of pearls with a beetle-
wing pendant; she is also wearing the
famous black pearl necklace and earrings
reflecting her assumed name. The
photograph was inserted into the frame
via the slit below. By Cora Pearl’s time
the social separation of the monde and
the demi-monde was blurred and her
successful stage career was built on

her notoriety.
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Coloured photograph of Lillie Langtry by W. & D. Downey
(from Celebrities of the Stage). British Library

Lillie (Emilie Charlotte, née Le Breton, 1853-1929) is wearing an
impressive selection of diamonds from the celebrated collection
of jewels that enhanced her presence on stage. She has removed
a sunray diadem from its frame and slung it round her waist as a
girdle. She claimed to have bought the jewels for herself, having
failed to make prudent provision for her future through her lovers.

untalented famous courtesans, that they were covered in real jewels, the spoils of their trade.
Count Henckel von Donnersmarck, protector of La Paiva, purchased Eugénie’s pearls at the
sale of her personal jewellery in 1872 as a wedding present for his mistress and she wore
this trophy, according to Jean Philippe Worth, in revenge for all the social slights she had
endured during the Second Empire.” The critic Edmond de Goncourt heard that La Paiva
had married ‘avec le diadéme de I'Impératrice sur la téte’ ', (‘with the Empress’s diadem on
her head’).”" La Paiva features often in the Goncourt Journals, and descriptions of her jewels
— the sight of her wearing 600,000 francs’ worth of pearls or ‘streaming’ with emeralds — vie
with accounts of the opulent Hotel Paiva and its discomforts.”

In her unreliable memoirs, Lillie Langtry, a Tiffany customer and mistress of, among
others, the Prince of Wales, claims to have purchased ‘a parure of large emeralds and diamonds
which had formed part of Eugénie’s collection’ (Fig. 55).” Having failed to profit from her early

liaisons with the Prince and members of the aristocracy, Lillie was careful to ensure that her
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later lovers were rich and generous. She bought much of her own jewellery out of the proceeds
of her acting career. An account of Lillie’s jewels comes from an episode when they were lost
through a fraud perpetrated on the bank where they were housed. She lists the highlights of
her collection with some of their provenances. If her account is to be believed, she owned an
awe-inspiring ‘casket of jewels’, kept in a strong-box measuring 25 ft x 2ft. Tiffany & Co. of
New York supplied the setting for ‘a riviére of immense sapphires and diamonds’. A brooch
reputedly set with ‘the largest ruby in the world” was among the loot; however, the whole col-
lection was valued at a mere £40,000, not enough to lend credibility to the descriptions.

Lillie was a celebrity; her stage career lasted from 1881 until after the First World War.
Her name was used to advertise Pears’ soap, cigarettes, even the ‘Langtry wave’, a false hair-
piece for the front of the head imitating Lillie’s tight curls, offered by Mrs Thompson of New
York in Godey’s Lady’s Book in January 1884. In April 1900 the Jewelers’ Circular featured the
‘Langtry girdle and pulley belt combined’. The pulley belt was designed to exaggerate the
fashionable wasp waists: a leather or fabric belt several inches smaller than the actual waist,
fitted with two metal rings at each end, as well as two lengths of ribbon that were passed
through the rings, pulled excruciatingly tight and tied in a bow in front. The Langtry ver-
sion had a 14-carat gold-filled chain with a large medallion of Langtry at the back and two
smaller ones at each end, next to the rings. Lillie had become an American citizen in 1887,
and made regular visits to her wine estate in California.

Looking back at the Second Empire from the perspective of the siege of 1870, Henry
Labouchere of The Daily News wrote: ‘Paris, under the fostering care of the Emperor, had
become, next to St Petersburg, the dearest capital in Europe. ... Extravagance in Paris makes
extravagance the fashion everywhere; under the Empire, to spend money was the readiest
road to social distinction. . . . Good taste was lost in tinsel and glitter: what a thing cost was
the only standard of its beauty.”" It seemed as if such social and cultural decadence might
be contagious. Shortly after order was restored Mrs Henry Adams visited with her husband
in April 1873 and found a depressed scene: ‘Paris is much changed; I've not seen a hand-
some turnout and not a gaily dressed woman. It looks very bourgeois and the demi-monde
is not rampant as in '66 when it was so disgusting. Paris without Louis-Napoleon . . . is quite
a different city — better, it seems to me."”

The sale of the French crown jewels

Eugénie’s diamonds and pearls were destined to provide prizes of wealth and power in a dif-
ferent and alien milieu. Among the leading jewellery firms of the day, Tiffany & Co. were
significant purchasers at the sale ordered by the President of the Third Republic, which took
place from 12 to 23 May 1887. Imperial booty percolated into an entirely new order of high
society, led by the millionaire collectors of America’s Gilded Age, in the high noon of Amer-
ican capitalism. The jewels were shown at Tiffany’s Paris branch, Avenue de 1'Opéra, in
burgundy leather display cases stamped on the lid in gold ‘Diamants de la Couronne’, and
buyers flocked to secure them. An additional inducement to buy in Paris was the 10% dis-
count which came from avoiding USA import tax.”

Tiffany’s expenditure at the sale amounted to more than a third of the total. The firm

came away with twenty-four lots, including all the parts of the corsage of currant leaves made
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Jane Lathrop Stanford, by Léon Bonnat
(1833-1922). Oil on canvas, 1881.
California, Palo Alto, Stanford Family
Collection

For her portrait, Jane Stanford
(1828-1905) chose a gown by Worth
of Paris with jewellery, including a
pendant and tiara, from her extensive
and important collection. On the chair
by her side is a wrap by the Parisian
dressmaker Pingat.

by Bapst in 1853, which had been broken into several lots. Two elements of Eugénie’s

emerald and diamond girdle went to respectively Mrs Bradley Martin, heiress wife of a wealthy
lawyer and partner in the Morgan bank, and Jane Stanford, wife of Leland Stanford, presi-
dent of the Central Pacific railroad. Mrs Stanford also acquired four rows of magnificent pearls
which she had restrung into a six-row necklace. Mrs Martin’s other trophies included the
ruby and diamond tiara, cruciform pendant and pair of bracelets from the 1816 Angouléme
parure. A four-row diamond necklace was sold to Kate Pulitzer, wife of the wealthy publisher
Joseph Pulitzer. The banker Junius S. Morgan bought twenty-eight very fine diamonds from
Eugénie’s waterfall comb. The sunray diadem by Bapst, almost a twin of Queen Victoria's,
was bought by Garrard. The pearl and diamond diadem by Lemonnier, worn by the Empress
in Winterhalter’s state portrait of 1855 (Fig. 49), went to the jeweller Julius Jacoby.

For her portrait by Léon Bonnat, a leading French Academician much fayoured by Amer-

ican visitors as well as the Parisian haute monde, Jane Lathrop Stanford wore a grand gown by
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Worth of Paris and jewellery from her extensive and important collection (Fig. 56). Her first
taste of public life came with the election of her husband as governor of California in 1863.
[n 1868, after eighteen years of marriage, she gave birth to a son, Leland Jr, their only child,
an event commemorated by the gift of a diamond-set gold watch by Patek Philippe.” She and
her husband and son travelled on a series of European Grand Tours in the 1870s and 1880s,
spending time in Paris en route. It was her son’s tragic death during their European Grand
Tour from typhoid fever in Florence, just two months before his fifteenth birthday, that
prompted the Stanfords to found a university at Palo Alto in California. The death of Leland
Srin 1894 plunged the new university into financial difficulties, and in a supreme act of renun-
ciation in the late 1890s Jane Stanford surrendered her jewel collection, which included, as
well as the items from the French crown jewels, pieces from the deposed Queen of Spain (sold
in 1878 when Tiffany were significant purchasers), to fund the library for the university.”

In the spring of 1898 she commissioned Astley Cooper, an artist and bon viveur based
in San Jose, to make a painting of her jewels as a permanent reminder of her Gilded Age tro-
phies (Fig. 57). This unique record of an important collection includes the pendant from her
portrait, her Patek Philippe jewelled watch, two magnificent necklaces from Tiffany, and the
pearls that once belonged to Eugénie, as well as enamelled bracelets from the Falize firm,

possibly bought during the 1884 trip, and a diamond monogram brooch of her initials.
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Jane Stanford’s Jewel Collection,

by Astley D.M. Cooper (1856-1924).
0il on canvas, 1898. California,

Palo Alto, Stanford University Library,
Stanford Family Collection

Although the items in this ‘catalogue’
painting of the Stanford jewellery
collection are numbered, the key has
not survived. Some pieces are
recognizable: the watch by Patek
Philippe, recently recovered by the
university (16); miniatures of family
members (7, 8, 9) and bracelets by
Lucien Falize (10).
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Designs for brooches by Gustave
Baugrand (d. 1870). Pencil heightened
with white. New York, Cooper-Hewitt
Museum of Design

The brooches in the style of Louis XVI
were shown at the Paris 1867 exhibition.

The long shadow of Marie-Antoinette

According to her reader Madame Carette, Eugénie made a cult of her tragic predecessor.
Eugénie’s set of aiguillettes (diamond pins with pampilles or waterfalls of diamonds) were
allegedly copied from Marie-Antoinette’s dress ornaments. Brooches in the ‘style Louis XVI’
made by Baugrand for Eugénie were shown at the 1867 Paris Exhibition (Fig. 58). Follow-
ing Eugénie many fashionable women adopted the style of the 1770s and 1780s, a trait
particularly noticeable in precious Parisian jewellery from firms like Boucheron. The early
stock-books of the Cartier firm include diamond bow-knot brooches inspired by those that
had belonged to Eugénie.”™

Pretty and fashionable, jewellery in the eighteenth-century style is not usually dis-
cussed in the context of Victorian historicism, but the terms in which it was described
underline its historical connotations for a contemporary audience. Diamond jewellery, with
its tendency to look backwards, lent itself to an elegant form of revived eighteenth-century
rococo: flower bouquets, bows and other dress ornaments. By the mid-1860s the popular
and ubiquitous rococo was largely superseded by the Neo-classical Louis XVI mode, accord-
ing to periodicals like the Englishwoman’s Domestic Magazine and The Queen. The fashion for

eighteenth-century decor and dress had political overtones, referring the Second Empire to

pre-Revolutionary France and the monarchy. It was also a response to a romanticized view
of the tragic life and death of Marie-Antoinette. The myth was fed by a stream of Ancien
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Régime memoirs which started to appear soon after the defeat of Napoléon 1 at Waterloo in
1815. Discreet revelations were provided by her first lady of the bedchamber, Madame
Campan, in her Mémoires sur la vie privée de Marie Antoinette, published posthumously in
1823. The book was immediately translated into English and many times reprinted. It was
closely followed by the personal memoirs of the Queen’s dressmaker and milliner, Rose
Bertin, published eleven years after her death.”” Rose Bertin was credited as the inventor of
haute couture, which held a particular resonance for the Second Empire. In 1867 Henry Vizetelly’s
The Story of the Diamond Necklace brought renewed interest in a great pre-Revolution
scandal. The necklace was ordered by Louis XV for Madame Du Barry; Marie-Antoinette was
accused of trying to acquire it without Louis XVI's knowledge. The design of long diamond
ribbons with bow-knots and tassels inspired countless imitations, among them one made
for La Belle Otéro by Cartier in 1903.”

Baroness Burdett-Coutts, wealthy heiress of the Coutts banking dynasty, was caught up
by the romance of Marie-Antoinette. She was the owner of very fine jewellery and a collector
of antique lace and eighteenth-century trinkets, such as memorial rings and lockets, paste
buckles and bracelet clasps and jewels set with Wedgwood Jasperware medallions, which
were popular with women collectors at the time.” On a summer evening in 1845 the Irish
poet and writer Tom Moore called on her as she was preparing to set out for a ball given by
the Queen, dressed, as he remarked, ‘in all her splendours’, including a tiara which had reput-
edly belonged to Marie-Antoinette. He returned the next morning: “Would you like’, she
asked, ‘to see it by daylight?” She took him to a room upstairs, to view the jewels and tiara.
‘On my asking her what, altogether, might be the value of her dress last night,” he recalled,
‘she answered in her quiet way, “I think about a hundred thousand pounds”.’* This enor-
mous sum can only be accounted for by the provenance of the tiara. The romance of history
and an owner with a tragic destiny made its value vastly higher than its intrinsic worth.

Inevitably the French crown jewels were the most prone to this mythologizing. Apart
from Marie-Antoinette’s earrings, Eugénie’s parures which descended from the Duchesse
d’Angouléme used stones from the old crown jewels that had possibly belonged to Marie-
Antoinette. Through misdating and confusion over its style, Eugénie’s pearl and diamond
tiara by Lemonnier was dated to 1820 and ascribed to the royal jeweller Evrard Bapst in the
catalogue of the sale of the crown jewels in 1887. Described in 1889 as being ‘in the purest
Louis XVI style’, it rapidly acquired a provenance from Marie-Antoinette.” The tiara was
bought from Julius Jacoby in 1890 by Prince Albert VIII von Thurn und Taxis, along with
pearls from the sale, on his marriage to Princess Margarete, Archduchess of Austria, the royal
house of Marie-Antoinette. His wife’s connection with the Austrian monarchy may have
inspired the gifts; in the old gem-lore nomenclature, margaritas (pearls) represent her name,
Margarete. The tiara is now in the Musée du Louvre. Also in the Louvre is the sapphire and
diamond parure once owned by Louis-Philippe’s wife, Queen Marie-Amélie, which descended
to the Comte de Paris, and was for years believed to be Marie-Antoinette’s; it was a high
point of the 1954 Marie-Antoinette exhibition at Versailles. Lady Gladwyn, wife of the British
Ambassador at the time, wrote in her diary: ‘We had a dinner for the Comte and Comtesse
de Paris at which the women wore tiaras. I had seen Marie Antoinette’s sapphire diadem in
the exhibition at Versailles last summer, and had wanted to see it worn. So Madame prom-
ised to wear it with the rest of the parure. She looked quite lovely.’*
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Parure of necklace, bracelet and earrings.
Probably Swiss (Geneva), about 1880-90.
H. of largest miniature 4.5 cm.

British Museum, Hull Grundy Gift

yable. Collingy




An exhibition of jewellery at the Louvre in 1962 included two tiaras credited to Marie-
Antoinette, one lent by Earl Spencer (the diamond tiara worn by the late Princess of Wales
at her wedding), the other — in the same style, according to the catalogue — borrowed from
Sir E. Reid (but not illustrated in the catalogue, and now difficult to identify).” The Spencer
tiara has since proved to be a composite, mounted from various elements by Garrard in
1937." As recently as 1978 the British Museum was presented with ‘Marie-Antoinette’s neck-
lace’, one of the star pieces in the Hull Grundy Gift (Fig. 59)." It forms part of a parure of
necklace, bracelet and earrings set with enamel miniature portraits of historic women of the
French court, and the inclusion of a number of royal mistresses made its ownership by Marie-
Antoinette somewhat puzzling. In fact it is an 1880s pastiche of the eighteenth century.
Marie-Antoinette’s jewels, real or false, were part of a long-lived taste for that period that has

never entirely disappeared from precious jewellery, a combination of fashion and myth.

Trophies of collecting

Jewellery had a dual role as aesthetic object or work of art as well as personal ornament. The
fabulously wealthy William Ward, 1st Earl of Dudley, was a famous jewellery collector — a
note in the catalogue for the sale of the Dudley jewels in 1902 said he was ‘acknowledged
to have been one of the greatest connoisseurs of his day’ — paying the highest prices for out-
standing exhibition pieces in the 1860s and 1870s. Dudley was particularly interested in
jewellery, since he traced his descent from Humble Ward, jeweller to Henrietta Maria, Queen
of Charles I. Dudley’s collection was well known through its display at international exhibi-
tions; in London in 1862 it was shown by Hunt & Roskell. An idea of the jewels is conveyed
by Lord Stanley of Alderley in a letter to his wife, describing Lord Dudley’s marriage in 1865
to his second wife, the beautiful Miss Georgina Elisabeth Moncrieffe, a girl barely out of her
teens: ‘Ld Dudley’s marriage took place this morning, an immense crowd & a gorgeous wed-
ding dress which it is said cost £3,000, all Paris was ransacked for fine lace. Poor girl, they
say she does not like her lot in spite of all the jewels and lace.” The next day he reported: ‘1
saw all the splendid jewels of Lady Dudley, 4 magnificent rows of pearls, diamonds & ruby
coronets & necklaces in profusion — she wd be a happy woman if they were sufficient but
they still say she wanted to be off, even the last day & they also say people in the crowd
round the church called out shame.™ This outcry was not just on account of the great dis-
parity in age between bride and groom, but because of Lord Dudley’s unprepossessing
appearance. In caricature he looks like nothing less than the Beast of fairy-tale.

In Paris in 1867 Hunt & Roskell again displayed the jewels, now valued at £160,000.
At the Exposition Universelle Lord Dudley went on an epic spending spree. He had the advan-
tages of an insider, being President of the jury for jewellery; also on the jury as rapporteur was
the brilliant French designer Gustave Baugrand. Dudley bought two of the finest of Baugrand’s
exhibits: a Neo-Renaissance clock and a jewelled peacock brooch (see Figs 224, 225).* From
Boucheron Dudley bought an enamelled and gem-set hand-mirror by the supremely talented
enameller Riffault (see p. 274). Dudley conceived a great admiration for Riffault: as the
Boucheron archives reveal, he went on to buy many more pieces, including a bracelet and
earrings in diamonds and enamel." Dudley also bought one of the Castellani copies of the

Etruscan ‘Cumae’ diadem from the Campana collection for the staggering sum of 1,000
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Engraving of the emerald tiara made for
the Earl of Dudley, Vienna International
Exhibition, 1873. Art-Journal, 1873, p. 152

The Hancock tiara (bottom), made for
William Ward, 1st Earl of Dudley
(1817-85), has pinnacles of facet-cut
drop-shaped emeralds. The rose tiara
and the pendant cross are also set
with emeralds and diamonds.

guineas (£1,050)." Described as a ‘sumptuously-worked coronal’, an earlier version was said
by Alessandro Castellani to be the ‘largest and principal work’ in the Castellani display at
the International Exhibition in London in 1862 (see Fig. 225); it was typical of Dudley’s
interest in revivalist techniques. Many of his important purchases featured in the exhibition
and were widely noticed and illustrated in the press. He was buying works at the top of
the luxury market, true trophies of the worldwide exhibition programme. In spite of a
fulsome and partisan encomium in the Art-Journal Illustrated Catalogue of the Exposition,
which judged the French and English exhibitors to be equal, Dudley’s patronage favoured
Parisian firms.”

Dudley soon transferred his custom to the enterprising Charles Hancock, formerly

employed at Hunt & Roskell and now proprietor of the Bruton Street firm of Hancock’s &

Tiaras and Cross of Emeralds and Diamonds : Hancocks & Co.
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Photograph of the Countess
of Dudley, 1889. Hulton Archive

Lady Dudley (née Georgina
Moncrieff, 1846-1929) wears a
necklace of diamond-set rosettes
and three rows of pearls with

the ‘Dudley’ pearl as a pendant.

Co. On the eve of the 1873 Vienna exhibition he acquired from Hancock a diamond tiara
with pear-shaped emerald points, facet-cut rather than en cabochon, a considerable techni-
cal feat. The tiara, ‘prepared expressly for Vienna and purchased by the Earl of Dudley only
the evening before it was forwarded to its present destination’, was featured in the Art-
Journal supplement devoted to the Vienna Exhibition.” It was a truly extraordinary piece:
‘the emerald spikes, though pear-shaped are not en cabochon but cut with facets, a task the
difficulty of which all admirers of the beryl gem, so rarely found without flaws, will easily
understand’ (Fig. 60).* Hancock took charge of the jewels, which were brought out of their
safe when Lady Dudley wished to wear them. When the Dudleys left Vienna about a month
after the opening, Hancock was permitted to exhibit the jewellery, now worth a rumoured
£300,000.” The emerald and diamond tiara was the star exhibit. Dudley remained a valued
patron of Hancock’s, buying lavishly from the shop. His purchases included an Assyrian
revival gold bangle (see pp. 390-91).

Lady Dudley was among the most celebrated beauties of her time, her portrait photo-
graphs in huge demand. Among the most valuable trophies in the Dudley collection was the
‘Star of South Africa’ diamond, which she bought for £25,000. A key find in the early devel-
opment of the Cape diamond mining industry in South Africa, the 83 carat Star of South
Africa was unearthed in 1869, just two years after Dudley’s spectacular purchases (see
above).”* Lady Dudley wore the large drop-shaped stone as the centrepiece of a hair orna-
ment. She wore the enormous pear-shaped ‘Dudley’ pearl, another highlight of the collection,

as the pendant from a necklace of matched pearls (Fig. 61). In a widely circulated portrait
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Enamelled gold festoon necklace and
earrings set with cameos. English, by
John Brogden, 1867. L. of necklace 39.8
cm; h. of earring 5 cm. London, Victoria
and Albert Museum, Bolckow Bequest
The necklace and earrings, shown by
Brogden at the 1867 Paris International
Exhibition, are set with chalcedony and

ROLE OF JEWELLERY, PUBLIC AND PRIVATE

agate cameos of antique masks. The
pendants are topped with clusters of
forget-me-not flowers and the drops
between the cameos terminate in
trophies in the 18th-century style. The
translucent enamelling is similar to
that on the brooch set with a plaque
copying the ‘Sale of Cupids’ taken from
a Pompeiian wall-painting (Fig. 419).



photograph she wears the pearl with a dress in the Van Dyck style, referring to the seven-
teenth-century fashion for pearls so particularly evident in Van Dyck’s paintings.

The flavour of the collection emerges in the catalogue of the sale of the Dudley jewels
at Christie’s in 1902.” The thirty-one lots are mainly magnificent precious stone pieces,
dominated by diamonds and pearls. Lot 6, ‘a brilliant collar of 11 bands of collet diamonds
with five bars of graduated brilliants’, is an example of the fashionable dog-collar at its most
extravagant. The trophies of enamelling and goldsmiths” work were not included, so the
impression of magnificence lacks the connoisseurship that Lord Dudley’s insider status brought
to his purchasing. The ‘Dudley’ pearl fetched £13,500. In spite of its ill-omened beginning
the marriage proved successful, resulting in seven children. Lord Dudley died aged sixty-eight
in 1885, having been devotedly nursed by his wife; Lady Dudley lived on until 1929.

The Dudley purchases are paralleled on a more modest scale in the collection made
by Harriet, second wife of the Middlesbrough steel magnate Henry William Bélckow, whom
she had married in 1851. Harriet was in many ways a typical woman collector of her era, with
an interest in fine antique lace, old watches and scent bottles, cameos and Spanish devotional
jewellery. She bought Berlin iron jewellery, possibly a nod to her husband’s business, and she
was a discriminating buyer of jewellery in the archaeological taste by Castellani and his
English imitators. Information accompanying the bequest reveals that most of her purchases
were made through Robert Phillips.™ John Brogden made the Neo-classical necklace and
earrings in enamelled gold hung with cameos of classical masks she appears to have bought
from the Paris 1867 Exhibition (Fig. 62). The archaeological theme continues with two heavy
gold bracelets in the classical revival style by English goldsmiths, one by Hancock, another
by Brogden imitating an Assyrian relief in the British Museum (see Fig. 361). The closest
parallel with Dudley emerges in Harriet Bolckow’s enamelled diamond bracelet with match-
ing cross from Boucheron. Her ring in the eighteenth-century taste by Charles Lepec (Fig. 63),
another reminder of the 1867 exposition where Lepec was awarded a gold medal, is a fine

example of the French enamelling revival (see p. 274). Phillips was Lepec’s London agent.

Jewels and etiquette

As the Victorian class structure became more complex and diverse a new social élite, the
‘aristocracy of riches’, jostled the old aristocracy of birth and property, once undisputed
rulers in high society.”” Disposable income available to the professional classes had risen far
above the cost of the necessities of life, and possessions (including luxuries of no practical
utility) became a means of using this extra money. Any study of Victorian luxury goods is
inevitably overshadowed by the moral issues that so exercised the older generation, many of
whom were raised on strict Evangelical principles and were therefore strongly opposed to
any display of wealth. Material possessions were understood as rewards for piety and self-
restraint. In a new climate of indulgence the moral control imposed on such pleasures as
shopping and ownership was bound to be overcome in all but the most pious families. The
newly wealthy exchanged deferred gratification for instant pleasure.

Women were seen to benefit most obviously from outlay on adornment and show. Lux-
ury implied expenditure and advertised wealth, and the sensibility to use personal adornment

discreetly and with propriety was seen as a mark of gentility. In 1905 Georg Simmel, the
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Enamelled gold and
diamond finger ring.
French, by Charles Lepec
(1830-after 1885),

about 1870. H. of bezel
2.2 cm (slightly enlarged).
London, Victoria and
Albert Museum,

Bolckow Bequest

Lepec was represented
in London by Robert
Phillips, from whom
Harriet Bolckow acquired
this ring inset with an
enamel of a dancing
nymph. She bought most
of her jewellery from
Phillips. Lepec’s most
famous work, the large-
scale Clémence Isaure,
now in the Musée d’Orsay
(Catalogue OAO 712),
was bought from Phillips
by Harriet’s husband.
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German cultural historian, proposed that fashion is ‘a product of class division’ and has ‘the
double function of holding a given social circle together and at the same time closing it off
from others’.” Simmel was interested in the social implications of jewellery, seeing the wear-
ing of precious ornaments as ‘an act which exclusively serves to emphasize and increase the
importance of the wearer’. But wearing jewellery is more complicated than Simmel allows,
with sentiment an important factor in its usage.

More than any other gemstones, diamonds were regarded as singular. Walburga von
Hohenthal, Lady-in-Waiting to the Princess Royal at the time of her marriage to Prince
Frederick William of Prussia, remembered curious rituals around wearing diamond jewellery

in 1840s society in Dresden in her parents’ youth:

My parents received much, and when they went to Court we were allowed to see
my mother dressed, and I remember especially a lilac gown all shot with silver, and
embroidered with green leaves, in which she looked beautiful. When she wore her
diamonds she always rouged, that was the old etiquette. In those days diamonds
were only worn on grand occasions. It would be considered vulgar to do so in the

morning, as is the fashion now.”

High social class entailed obligations: a duchess was expected to dazzle with precious
jewels on any grand social occasion and royal entertaining was hedged with unwritten — but
widely understood — protocol relating to the wearing of appropriate ornaments. In Mrs Gaskell's
Wives and Daughters (published 1866, but set earlier in the century) the assembled company
at the charity ball in the small town of Hollingford eagerly awaits the arrival of the Duchess
of Menteith in her famous family jewels, the Menteith diamonds. Entirely misjudging the
occasion — and giving great offence to the assembled company — the Duchess arrives ‘dressed
almost like a girl in sprigged muslin, with natural flowers in her hair, but not a vestige of a
jewel or a diamond. Yet it must be the duchess; but what was a duchess without diamonds?™*

During the first half of the Queen’s reign, until the agricultural depression in the 1870s,
the landed aristocracy remained hugely wealthy, and with the rapid expansion of a prosper-
ous bourgeoisie there were many occasions to wear precious ornaments and accessories —
occasions when, in fact, as at court, they were mandatory. Full evening dress with jewels was
worn at the theatre and the opera. Often employed in paintings of modern life, the opera or
theatre box acted like a showcase, framing the fashionably dressed and bejewelled occupants
like a work of art. One of the most popular portraits of the young Queen Victoria shows her
in a theatre box, wearing her heirloom sunray tiara (see Fig. 7). In caricature, where the
theatre box was also a popular subject, the high fashion and jewels seem exaggerated, but
fashion plates of the period indicate that the caricatures are broadly truthful.

Conduct books, the popular manuals of instruction on etiquette for young ladies cov-
ering every social and domestic eventuality, much in evidence in the first half of the nineteenth
century, are united in deploring a display of expensive finery. Mrs Walker’s Female Beauty,

published in the year of Victoria’s accession, outlines rules for day and evening wear:

In promenade or carriage dress jewels are out of place. Nothing should be worn

round the neck but a plain or watered ribbon, about half an inch broad, or a chain



of silver,or gold, as a guard to suspend a watch, or eyeglass if the wearer be
short-sighted, for wearing an eyeglass without occasion for it is a piece of
impertinent affectation. [In the evening] the ball dress requires a union of beauty,
elegance, lightness and magnificence. ... No trivial embroidery of gold or silver

must glitter there: their place is supplied with pearls, diamonds and other jewels."

Mrs Merrifield, writing in 1854, stigmatizes an extravagant display of dress and jewels as shal-
low and frivolous. ‘Jewels, for instance, though suitable to middle age, seem misplaced on
youth, which should always be characterized by simplicity of apparel; while flowers, which
are so peculiarly adapted to youth, are unbecoming to those advanced in years.™

Like Mrs Walker, Mrs Merrifield equates propriety with usefulness: ‘The great princi-
ple to be observed with regard to ornament is, that it should be appropriate, and appear
designed to answer some useful purpose. A brooch, or a bow of ribbon, for instance, should
fasten some part of the dress; a gold chain should support a watch or eye-glass, or other object.”
This principle translated into good commercial sense and was widely followed, as demonstrated
by the survival of innumerable ornamental chains, hooks, bows, studs and links. However, the
restraint counselled in conduct books was increasingly ignored and late nineteenth-century
fashion periodicals show increasing unease at the excessive display in dress and jewellery.

Young girls did not wear diamonds until they were married, so jewellery was an impor-
tant and much discussed element of the trousseau. A report in The Times of the spectacular
wedding on 4 May 1857 of Leonora de Rothschild to her Parisian cousin Alphonse focused
on the diamond necklace given to the bride by her parents: ‘the design, which is perfectly novel,
... furnished by the mother of the bride the Baroness Lionel de Rothschild, the execution . . .
entrusted to Messrs. Hunt & Roskell of Bond Street’. The guests were given a sight of the wed-
ding gifts, ‘rivalling the wealth of the Indies’, as one reporter remarked.*

Diamonds and other essentials of the upper-class trousseau, such as furs and silver
plate, were not necessarily the responsibility of the bride, being provided by whichever side
of the family was the wealthier. At her first ball after her marriage to Lord Frederick Cavendish
(brother of the 8th Duke of Devonshire) in 1863, Lucy Lyttelton noted in her diary that she
‘wore some of the Duke’s diamonds on my head and round my neck for the first time’.*” For
her presentation at court she ‘went in gorgeous array of white lace (my wedding lace) and
white moiré train, with my beautiful diamond tiara on my head, and felt every inch a
married woman’.* After the excitement of these first newly married occasions, she rarely
mentions her clothes or jewellery unless she has adopted some fashion innovation or observed
a new trend. In spite of the attention she paid to the jewellery in her wedding gifts and
trousseau, the fact that she never mentions it again suggests that the wedding presents and
the Devonshire diamond heirlooms handed to her by the Duke, along with the jet bought
for her time at court (see p. 58), met all her needs in her married life. There is much
evidence to support the crucial importance of marriage jewels, which often served their owner
for life, only trinkets and memorial pieces being added later. As part of the trousseau of any
bride making a respectable alliance they gave a very public show of wealth and status, since
wedding presents were routinely exhibited to the guests at the wedding reception.

For ordinary people there was an element of contriving to meet social expectations. Tiaras,
diadems and circlets were in themselves trophies of social status. Through the influence of the
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TIARA AND BROOCHES OF BRILLIANTS AND PEARLS.
TUE PROPERTY OF MER MAJESTY THE QUEEN OF SPAIN.

64A&B

Convertible jewels at the Great
Exhibition of 1851: suite in emeralds
and diamonds made for the Queen
of Spain by Gabriel Lemonnier.
Contemporary illustrations from the
Official lllustrated Catalogue

of the 1851 exhibition

On the left the jewels are arranged,
according to the caption, as brooches
and tiara. On the right they are
rearranged as a bouquet brooch,
corsage ornament and shoulder-knot.
They could also be adapted as a
necklace, which may be what is shown
on the left, rather than the tiara.
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Fraxce, No. 304, p. 1191,
BouQuET, cOMPOSED OF BRILLIANTS AND PEARLS, AND orHER Jewers. Lemowwizm, Paris,
Tue Prorerry or Her Masesty TnE QuEeN oF Spaix.

court, the myriad hair ornaments of the 1830s and 1840s, combs, pins, slides and other
devices, gradually gave way to the coronet or diadem-shaped tiara around 1850. Formal evening
dress with a full complement of jewellery including diamond hair ornaments was de rigueur
for country house visits. Barbara Charlton, wife of a Northumbrian squire, decided to alter her
diamonds to the new style. In 1850, invited to Alnwick, seat of the dukes of Northumberland,
where there was to be a large house-party, she ‘got busy with [her] diamonds for the occa-
sion and had them mounted by Tessier in a tiara shape, a setting that has been universally
admired both in England and abroad’.”” Many instances in Victorian memoirs tell of contriv-
ing tiaras from necklaces and other jewels (for example, Lady Augusta Stanley, and Madame
Waddington, p. 68). As ambassador’s wife in Madrid in the early 1870s Lady Layard made
do with placing diamond brooches and buttons in floral wreaths for dinners at the royal palace;
she did, however, own a diamond and emerald tiara for formal receptions at court.”

A more practical solution arrived with convertibility: the greatest diamond trophies har-
boured a secret, their capacity to transform. It is not uncommon to find that large diamond
pieces converted into a number of different ornaments. Exhibitions provided an ideal show-

case for ‘transformations’, with some of the more ingenious being reported in the Press. If the



Ol XXUL 117, —BOQUIST, COMIOSED OF DIAMONDS AND RUDIES, SEPARATING INTO SEVERAL DIFFERENT
ORNAMENTS. J. V. MOREL ASD €O, 7, NEW BUKLINGTON STREET,

crowd-pullers at the 1851 Great Exhibition were specimen stones like the Koh-i-noor and
the blue "Hope’ diamond, close on their heels for awe and wonder were the bouquets and
wreaths of diamonds, rubies, emeralds and sapphires demonstrating consummate skill not
only in matching colour and quality and in gem-setting, but also in creating convertible ele-
ments which could be rearranged as the occasion required. An example is Lemonnier’s
emerald and diamond parure made for the Queen of Spain. Illustrations in the Official Cat-
alogue show how the suite of bouquet brooch, headdress and shoulder knot, stomacher,
necklace and bracelet could be combined (Fig. 64). According to the Illustrated London News,
‘the flower-buds are composed of pearls, and the leaves of emeralds, the whole set on springs
so quiveringly tremulous that every movement presents them in a new and more beautiful
point of view”.” Jean-Valentin Morel, the émigré French enamellist and jeweller who enjoyed
temporary status as an English exhibitor, presented an immensely valuable diamond and
ruby rose, tulip and convolvulus bouquet, which separated into stomacher, headdress,
brooches and bracelet. The Official Catalogue again illustrated the transformation (Fig. 65).”

A diamond wreath of oak leaves and acorns of about 1855 in the British Museum

(Hull Grundy Gift) comes apart into three separate sprays, which can be reconfigured on a
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Convertible jewels at the Great
Exhibition of 1851: diamond and ruby
bouquet by J.-V. Morel. Contemporary
illustrations from the Official /llustrated
Catalogue of the 1851 exhibition (left)
and the /llustrated London News,

26 July 1851, p. 125 (right)

Morel’s jewelled bouquet, with rose,

tulip and convolvulus, could be separated
into stomacher, headdress, brooches

and bracelet. The right-hand image shows
the bouquet rearranged as a stomacher.
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different frame to make a large corsage brooch or on to combs for the hair (Figs 66, 67). The
retailer of the tiara, Hunt & Roskell, occupied the address on the satin lining of the case-lid
from 1844 for more than a hundred years. The combs were supplied by the partnership of
Peirce Dalton between 1835 and 1864, when Dalton retired. It was cased by one of the best-
known case-makers and a long survivor, C J. Kitz."" A viscount’s coronet with the initials MP
on the lid suggests Viscountess Portman, whose name was Mary, and a date around her
marriage in 1855. Few convertible jewels of this type survive with their original fittings. The
ingenious mechanisms were not always easy to manipulate for the inexperienced and many
items must have been returned to the jeweller to be repaired. Diamond hairpins, such as
rosettes, crescents and stars, were usually provided with screw-fittings to convert them to
brooches or pendants, and — a nice touch — a small screwdriver secreted in a compartment
under the pad of the jewel case.

This practical approach was adopted by the royal family: many new pieces made for the
Queen and the Princess of Wales were convertible. For example, the ‘Oriental’ diamond and
opal tiara designed by Prince Albert in 1853 could be reduced to a small diadem by remov-
ing husk and spire ornaments and part of the outer frame (see Fig. 26). Small screw-fittings
released the Koh-i-noor from its place in the front of the regal circlet (remade for Victoria from
Queen Adelaide’s Grand Diadem) into a Greek honeysuckle brooch of small diamonds. The

four large rubies and the diamonds in the ‘Timur’ necklace were mounted on springs to form

brooches and an additional centre was made to take the Koh-i-noor in place of the Timur.”

66

Diamond oak-leaf sprays, tiara frame
and tortoiseshell combs. Hunt & Roskell,
156 New Bond Street, after 1852.

British Museum, Hull Grundy Gift

Shown in the original display case,
marked with a blind-stamp ‘K’ for the
case-maker C.J. Kitz. Carl Jacob Kitz,
in business from 1852 to 1898, was
used by most of the leading London
jewellers. The combs are by the firm
of Peirce Dalton, of 31 St Martin’s
Court, 1834 to 1864 (Frederick Dalton
was sole proprietor from 1840, but
the mark was used for longer). The
diamonds are set in silver; the frames
are gold for greater flexibility.

67 A, B, C Opposite

The three diamond oak-leaf sprays

(Fig. 66): (top) mounted as a tiara on a
gold frame, diam. 16.3 cm; (centre) the
three sprays mounted as a stomacher on a
gold frame; (bottom) two sprays mounted
on combs. Length of spray 9.3 cm.

The need for such ingenuity all but
disappeared with the influx of the new
South African diamonds into the British
Market after 1867 (see p. 99). This
meant that diamond ornaments became
plentiful and cheaper. By the late 1880s
they were widely available to those with
social aspirations. However diamonds
never lost their mystique as the ultimate
trophy gemstone.







108

68

Princess Alexandra. Photograph by
Alexander Bassano, 1881. London,
National Portrait Gallery

The Princess wears the tiara and diamond
star brooches given her by the Prince

of Wales in 1863. The tiara could be
lightened by removing the ‘in-betweens’.
The diamond stars on her bodice could
be mounted on a frame to make a tiara.
The stars may have had ‘trembler’ settings.
In Dombey and Son (1848), Dickens

gives the second Mrs Dombey ‘an arch of
diamonds spanning her dark hair like a
starry bridge’ (vol. Il, Chapter 17). As we
learn earlier, ‘the shaken diamonds in

her hair started and trembled’.

The arches of Victoria’s small diamond crown, made in 1870, could be removed leaving a

circlet. Princess Alexandra’s wedding tiara, itemized as a ‘very rich diadem, made to divide
into brooches’, could have the interlace motifs and the floral crests dismounted to make a
lighter ornament. In a photograph taken by Bassano in 1881 she is wearing the full tiara
(Fig. 68).” She has hung her wedding necklace with further pendants. Across her bodice
she has the nine diamond stars given by her husband, which could be set into a diamond

bandeau ordered in 1866 to make another tiara.

The democratization of consumerism: the matching set

While it is misleading to overstress the importance of the middle-class market to Victorian jew-
ellery, there is no denying that the nineteenth century saw a democratization of fashionable
consumerism, not least of precious ornaments and accessories. With its implications of solid
prosperity and respectability, the parure, a set of matching brooch, bracelets and earrings (the
term demi-parure is used for a set of brooch and earrings) might have been invented to serve

the middle class. Infinitely flexible in its applications, its value lay in being a matching set rather
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than a miscellany of trinkets. In Charlotte Bronte’s Villette (1853), Lucy Snowe’s unprinci-
pled friend Ginevra Fanshawe has cynically inveigled jewels from Isidore, her despised admirer.
Ginevra shows the trinkets to Lucy: ‘She thought the praise not warm enough, and proceeded
to direct attention to the various decorative points of her attire. “Look at this parure,” said
she, “The brooch, the earrings, the bracelets — no-one in the school has such a set, not madame

herself.”™ Lucy counters with criticism and Ginevra questions her right to ‘sermonize’:

Certainly! 1 have little right; and you perhaps have still less to come flourishing and
fluttering into my chamber — a mere jay in borrowed plumes. I have not the least
respect for your feathers, Miss Fanshawe, and especially those peacock’s eyes you call a
parure. Very pretty things, if you had bought them with money which was your own,

and which you could well spare, but not at all pretty under present circumstances.

Further evidence that the taste for matching sets was seen as aspirational comes in a
passage from The Art of Beauty by Mrs Haweis (1878):

Machine made jewellery has debased to the utmost the few fine forms which once
were popular, and increased the ignorant and mistaken craze for ‘sets’ and ‘pairs’,
which are themselves antagonistic to all true beauty, the essence of which is change,
variety, freshness. ... It is food for regret that it has been found possible to manufacture

so much cheap work, and to find buyers among the vulgar and uncultivated masses.

Mrs Haweis always voiced the artistic view, essentially antagonistic to the culture of mone-
tary value and trophies of wealth and success. She was writing at a time when enterprising
retailers were advertising sets of imitation jewellery for a few pounds (see Fig. 149). As James
Laver remarked in his study Taste and Fashion, ‘For it is the bourgeoisie, the respectable peo-
ple, who finally decide what a fashion shall be, although they very rarely inaugurate it. What
they do is to assimilate as much as they can from the intellectual mode of the period and
turn it to their own uses.’” In fact, the identity of the ‘respectable people’ is almost never
preserved, leaving their place in the culture and fashion of their time largely conjecture.
The last word on the culture of trophies of fashion and status must go to the Norwegian-
American sociologist and economist Thorstein Veblen, in his study of consumerism, The
Theory of the Leisure Class (1899); he noted in a chapter on ‘Dress as an expression of pecu-
niary culture’ that ‘the conscious motive of the wearer or purchaser of conspicuously wasteful
apparel is the need of conforming to established usage, and of living up to the accredited
standard of taste and reputability’.” Veblen (influenced by Charles Darwin) saw economics
as evolutionary, the result of social and cultural developments. When he was writing his
book American society was entering on a prolonged phase of rapid acquisition of wealth and
conspicuous spending. It was he who coined the phrase ‘conspicuous consumption’ to
describe the growth of shopping for non-essentials and its corollary ‘conspicuous waste’.
Many of his conclusions about fashion and the consumer are contested, but evidence from
letters and diaries tends to support his conclusion about ‘wasteful apparel’, among it the
jewels and precious accessories that were often acquired with reluctance for purely social

reasons, to display as the trophies of success or in bowing to the tyranny of fashion.
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Previous pages: left, enamelled stick-pin
(see Fig. 93); right, Charles Augustus
Howell (see Fig. 94)

EWELLERY and dress are interdependent, but their relationship and their roles in fash-

ion are complex. Although jewels might be inspired by fashion, they were rarely fashion

statements in themselves. Augusto Castellani actually referred to his ‘war on fashion’

(la guerra alla moda, see p. 401). Revivalism played a large part in fashions in dress, but
portrait evidence suggests that there was little regard for correctness in wearing archaeologi-
cal and historical jewels. Castellani’s own productions were rarely worn with appropriate
costume. Standard and traditional types were worn with the prevailing fashions of the time.
Symbolism and sentiment, the main driving forces in much Victorian jewellery design, have
nothing to do with fashion.

Jewellers are infrequently named in fashion magazines and the repetition of certain
names suggests something close to modern product placement. Evidence based on chang-
ing fashions is elusive in a culture where the long-lasting and durable were highly prized
qualities. Jewels long survived dresses, being passed through generations and sold to new
owners. There was no idea of costume jewellery in the twentieth-century sense of jewels
designed to go with a particular haute couture outfit, to decorate a plain ensemble or to pro-
vide a contrasting colour or focal point. Far from this, much Victorian jewellery, often elaborate
in itself, was worn on patterned fabrics hardly calculated to show it off to advantage. Wear-
ing jewellery was dictated by etiquette rather than style, particularly in the case of mourning
jewellery; like mourning dress it was designed to satisfy a specific code of conduct. An impor-
tant element in the show of grief and memorializing the departed, mourning jewellery spans
all levels of quality and cost, since all classes were expected to observe the rules. Victorian
mourning rituals, set by the Queen’s unwavering commitment to black, were not entirely
dropped until well into the twentieth century.

The elaborate construction and decoration of costume and the role of hairdressing —
and false hair — had vital functions in the design of jewellery. The latter part of the nineteenth
century saw a huge increase in the use of edgings and embroidery on dress — often with gold
and silver braid, jet, steel paillettes, beads and crystals — leaving no place for jewels other
than plain strings of pearls. A dress from Worth, Doucet or Pingat was complete in itself, so
heavily trimmed that jewels were almost a superfluity.'

These characteristics are set out by way of introduction to aspects of dress in relation
to jewellery. This section follows the Victorian debate about colour in dress and jewellery, and
the development of a parallel mode of ‘artistic’ dress with its different jewel conventions. Out-
side the close-knit Victorian art world, ‘artistic’ dress evolved in the wake of the Dress Reform
Movement. Jewellery was conceived as a foil to the dress and to enhance the wearer. Although
men’s jewellery was much reduced in contrast to the eighteenth century, many more precious
accessories were worn than the notably restrained portraits of the period suggest. One fre-
quently overlooked aspect of men’s evening costume is colourful uniform, both for the armed

services and the Corps Diplomatique. The gold braid and embroidery almost constituted a



form of ‘jewellery’. In addition, many men at court would be wearing orders and decora-
tions with their sashes and ribbons and these often sparkled with gemstones and enamel.
Prince Albert’s favourite order was his jewelled Golden Fleece, which he wears in many por-
rraits. Finally, taking the survey to the turn of the twentieth century, the role of sporting
jewellery, which, unlike other novelties, was designed to go with the costume of the sport,

is examined in relation to the emergence of the professional and emancipated ‘New Woman'.

In and out of fashion

Madame Carette, reader to the Empress Eugénie from 1864, singled out the English-born
couturier Charles Frederick Worth and the milliner Madame Virot as having transformed
Parisian fashion through their most influential patron. Eugénie was the role model for fash-
ionable dress and jewellery across Europe, and Madame Carette’s analysis of her habits is
interesting, particularly for protocols surrounding dress and jewels. Twice a year Eugénie
received her costumiers and purveyors of lace, fans and other accessories with their models
and materials, from which she chose her wardrobe for the new season. For state occasions
she wore her ‘political toilettes’, heavy Lyons silk trimmed with French lace, chosen on
the Emperor’s orders to encourage manufactures. The crown jewels, worn with these offi-
cial toilettes on all state occasions, were designed with the same end in view, to advertise
the superiority of French craftsmanship and design; they had little to do with fashion, although
they were certainly imitated. Eugénie’s position as fashion leader brought certain of her
‘political” choices into fashion. For evenings when there was no official reception she still
appeared décolletée, in white satin or velvet according to the season and with modest
jewellery, often including the trefoil of emeralds and diamonds given her by Napoléon
during the house-party at Compiégne in December 1852, when he first showed a marked
preference for her company (see Fig. 51). Her Ladies of the Household wore similar simple
dresses, décolletée and with few jewels other than their diamond-set badges of office. No
gauzes (muslin or gauze scarves or fichus) were permitted to obscure the naked shoulders
demanded by etiquette. Her discarded robes were given to her ladies; according to Madame
Carette this ‘was a great source of profit to them, because they sold them generally to
people in America and elsewhere, where it is customary to lend toilettes on hire’.”

For many women, the jewellery in their wedding trousseau formed the basis of their
wardrobe for the rest of their lives.” Fashionable trifles like the ubiquitous ferronniéres
could be contrived out of bits and pieces of jewellery and scraps of velvet ribbon (see
p. 334). Victorian fashion borrowed indiscriminately, both from the past and from other cul-
tures. As Lady Eastlake remarked, the increasingly eclectic tastes of the Victorians meant
that fashion and fancy dress were almost interchangeable; at a Devonshire House reception
in May 1850 she noted, ‘the dresses were beautiful, and so fantastic that they would have
passed for fancy dress a few years ago’." Fancy dress was worn on many occasions besides
the popular costume balls, for example by the stall-holders at charity bazaars. Peasant cos-
tume was popular, but all kinds of quaint inventions were worn as well.” Queen Victoria
made drawings of her children in traditional costume from Thuringia, Prince Albert’s home-
land, and the family owned a collection of historic dress for theatricals and parties.”

For his 1863 portrait of the elegant Mathilde Loeser, a professional singer, John Brett,
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Lady with a Dove (Madame Loeser),

by John Brett (1830-1902). Qil on canvas,
1863. London, Tate

With her gold and mosaic jewellery in
the archaeological taste, probably made
in Rome, Madame Loeser wears a
necklace of grey ‘pearls’ to match her
crinoline costume.

Ruskin’s protégé and a Pre-Raphaelite sympathizer, conceived a finely tuned classical image,

with dress and jewellery in harmony, a rare example of his portraiture (Fig. 69)." It was begun
while Brett and Madame Loeser were in Capri in the winter of 1863—4. Her jewellery is
Italian: a necklace of grey beads, a gold Roman lamp pendant on a fine chain and a disc
brooch set with a micromosaic of a dove on a red ground worn correctly, toga-like, on her
shoulder. On her other shoulder is a living dove, potentially the bearer of many messages,
sacred and profane. The image at the centre of the brooch follows the same Christian icon-
ography as the dove of peace set in Elizabeth Barrett Browning's brooch (Fig. 501), but the
real dove with its wings lovingly encircling her cheek may refer to Brett’s feelings for his sit-
ter, about which there has been much speculation. The grey and black dress makes subtle
reference to Italian traditional costume with its full sleeves and braided trimming.
Victorian dress and jewellery appealed to the senses, sight, sound, scent and touch.

Crape, for example, had a quite distinctive smell and damp or heat enhanced the already



heavy odours of wool and velvet. Many women wore scented flowers, choosing a favourite
as their ‘signature’ — orange blossom, for example. Ivy, often used for wreaths combined with
diamonds, has a sharp merallic smell. The susurration of silk, the faint crackling of starched
muslin, the rustling of layered petticoats and the creaking of whalebone could be heard from
a distance. The sounds changed with the fashion of the moment — the muffled puffing like
air escaping from a balloon caused by a swaying crinoline was replaced by the sinuous slith-
ering of a silk ruffled train across the floor. Ankle-boots with little heels, sharply tap-tapping,
replaced silent flat slippers with their criss-crossed ribbons. Trimmings of jet and bead
fringing made a slight tinkling sound and a muted clash of bracelets and their innumerable
pendants announced the wearer. A louder clatter accompanied a chatelaine laden with acces-
sories. The novelist Charlotte Yonge ridiculed this kind of chatelaine in 1879 (see p. 132).

For many Victorians, fashion was inherently comic. Certain types in particular attracted
satire. The chatelaines hanging from the waist, popular in the 1830s and 1840s and revived
in the 1870s, occasioned much mirth, attracting the attentions of Punch. The year 1849
yielded a bumper crop: some event must have sparked off such a concentration of satirical
comment (Fig. 70). The humour could be extended to make a political point, with one
‘chatelaine’ cartoon in the same year showing ‘France’ with a cap of liberty, wearing a chate-
laine with cannon, gun, bayonet, sword, and so on (p. 55 of the 1849 volume: jokes were
often flogged to extinction by the magazine). This illustrates an article called ‘Paris Revis-
ited” (at the end of January) shortly after Louis Napoléon was elected President of the Second
Republic in December 1848. The Manning murder trial at the Old Bailey towards the end
of the year promprted ‘Fashions for Old Bailey ladies (La Mode Criminelle)’: among the
macabre ornaments is a necklace in the form of a running cord d la Calcraft (the public hang-
man); the chatelaine is hung with prison keys, chains, hand-cuffs and miniature scaffolds.®

Chatelaines were constantly in fashion papers and jewellers’ advertisements; the extent
to which they were actually worn is harder to establish.’ From the simple watch-chatelaine
fashionable in the 1830s grew the monstrous creations of the late 1840s and 1850s. In the
light of exhibits by the firms of J.B. Durham and J.J. Thombhill at the Great Exhibition in
London in 1851 (see pp. 258-9), the jokes are not so wide of the mark. Possibly on account
of this volley of satire, chatelaines quickly reverted to a more convenient size and the mock-
ery abated for a while, only to return with the new fashion for sporting belts in the 1870s:
the caricaturist Linley Sambourne takes over the role played by John Leech in the 1849
assault. In 1875 we find Sambourne tilting at sport as well as chatelaines with his ‘Belle 2 la
Mécanique (a Rink Wrinkle)” of October 1875 (see p.147).

Blatantly false chignons and clusters of false curls provided another opportunity to mock.
One of George du Maurier’s ‘Society Pictures’ for Punch with the title Triumph of Art shows a
young woman having her hair dressed by her maid, captioned ‘And now Ma’am, I hope that'll
plaze ye; shure there’s niver a soul as would think it was your own hair!"® Obviously false
chignons and curls feature in the advertisements for combs and coiffure of the 1870s by John
Hassall of St Paul’s Churchyard (Fig. 71). Hairdressing dictated the position of hair ornaments
and the type of pin or comb, and even, when it was dressed low and hiding the ears, whether
earrings were worn at all. Because it was not possible to wear earrings without having the
ears pierced, they enjoyed a chequered career, being viewed as signs of womanhood (as in

the case of the young Princess Victoria, see p. 20) or as repellent evidence of violation.
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70

‘The Chatelaine — a really useful present’.
Cartoon by John Leech (Punch, vol. 16
1849, p. 16)

In 1849 Punch ran a series of jokes

about chatelaines, emphasizing their

size and eccentric choice of pendant
implements. The reason for this spate

of satiric illustrations is not obvious, but
this particular one must refer to the

fact that Queen Victoria acquired a
chatelaine from Thornhill’s in 1849
(Marsden, 2010, cat. 261), and that
coupled with her growing family probably
prompted this joke. Very large chate
laines were a feature of the 1851 Great
Exhibition in London two years later

71

John Hassall’s advertisement for combs
and coiffure. Englishwoman’s Domestic
Magazine, December 1873, p. 305

Chignons of false hair were very widely worn.
Trading in hair was well established, serving
both hairdressing and the hairwork jewellery
industry. The use of substantial false hair
additions allowed women to wear the heavy

aigrettes, combs and other hair ornaments 568.—TorrosesutiL Cumss. - i
A, . e 5 % } Zuts iihuzed by My, Jous Hassare, 64, S7. Pavr’s Crurcuvarp, E.C.
fashionable during the mid-Victorian period. o i X
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It was certainly an ordeal. Emily Birchall put herself through it on her wedding tour

in Rome in 1873 in order to wear the archaeological-style jewellery she so admired:

Yesterday [Mrs Hartley] took me to have my ears pierced, which seemed an
operation mysteriously difficult to accomplish, for we applied in vain at several
jewellers shops, and at last were conducted by a very nice jeweller whom Mrs H.
knew, to an old woman up about 8 flights of stairs, who preceded to do one,
but couldn’t manage the other, my ears were ‘so fat!” so the man did that one
himself. They put the rings in at once, without first doing them with a needle.

My ears are considerably ‘took’ today, but I am glad the ceremony is over."
‘ 72

Gold brooch with tassel pendant. English,
There were periods when earrings were hardly worn until the invention of the screw- 2P0t 1850-60. L. with tassel 12 cm.
) ) Museum of London, J.G. Joicey Gift
fitting removed the need for piercing. This happened, according to Godey’s Lady’s Book, in 1867:  1his shield’ brooch displays the English
mid-19th-century taste for very fine
) _ ) cabochon garnets, known as carbuncles,
A novelty in the way of an ear-ring has just appeared in England. It is intended for with the brilliant fire of old mine-cut
diamonds. Flexible gold chains threaded
through a diamond-set gold hoop support
We copy the description as we think it would take well if introduced in this country.  adiamond and garnet-set pendant with
a tassel of silky gold fringing, set shorter
at the front so as to display its three-
withdrawn, allows the wires to separate, and on being screwed back when adjusted, dimensional quality. The ‘shield" or target

shape resembles the fashionable Saxon
presses the wires on the lobe of the ear. The wires are so constructed that they do shield pattern (see pp. 377 and 432).

B n e S N N s : . Queen Victoria ordered a ‘Saxon Shield
not uncomfortably press the ear; in fact the fastening, instead of entering the flesh, Sz allis encis Kt Baerd

clasps it.” (February 1867, p. 204) in 1856.

those who are opposed to having their ears pierced, and still wish for the ornaments.

"The rosette in front of the ear-ring is the head of a screw, which, by being partly

The Godey’s report is probably lifted from a British source such as The Queen, from whence

much of their material derived.

Colour in dress and jewellery

The question of colour in dress and jewellery was hotly debated. Coloured gemstones became
widely available, particularly with the opening in 1830 of the high-yielding Siberian mines
at Yekaterinburg in the Ural Mountains. This produced a wealth of coloured material, includ-
ing fine aquamarines and the prized multi-coloured Alexandrite (named after Alexander II);
the same source yielded prized green Demantoid garnets. Bohemia produced inexpensive
gamet jewellery made from the abundant pyrope or blood-red stones of the locality. Deep
red Almandine gamnets, which were cut as the characteristic carbuncles (smooth domed cabo-
chons with a concave reverse) of High Victorian jewellery, were found in gem mines all over
the world (Fig. 72). Siberian amethysts, with their dark purple colour, were valued above the
more abundant pale stones used in ‘trade’ jewellery. Opals, from Bohemia and later Australia,
enjoyed a rather mixed response with their reputation for bringing ill-luck, but they were
Albert’s favourite stone and royal example played its usual part in making them popular.
The taste for coloured gemstones challenged the trade, formerly dependent on foil-
backing and other means to enhance the stones, and the finest pieces, where well-matched gems
exhibit intense colour, are among the great achievements of Victorian jewellery and very expen-

sive. New chemical processes for intensifying colour were developed and cutting techniques were
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refined to bring out the colour of the stones. The use of enamelled gold set off the coloured gems.
In the 1850s new synthetic dyes made the most brilliant tints available for dress, their popular-
ity assured because, unlike much earlier plant-based colour, many of the modern dyes were fast.
Synthetic dyes had another advantage: being produced in Britain, they made richly hued fab-
rics available to women of all classes. Brilliant colour was not always admired. Hippolyte Taine,
a correspondent for La Vie parisienne, visiting London in 1862, penned a diatribe against his
neighbour at table at an evening party: ‘Pink dress, a crown of red flowers, green trimmings, and
a gold necklace, like some savage queen: they rarely have any sense of colour’."” The Victorians
also had a love of contrasting trimmings, tartan plaids and vivid floral patterns, best set off by
the plain gold jewellery popular in the middle years of the century, but evidence from por-
traits shows that coloured jewellery was also worn amongst this profusion of shades and textures.

Coral and turquoise traditionally had protective qualities, which may help to explain their
long popularity. For coral the darkest red colour was the most prized until it was usurped by the
delicate pink of ‘angel’s skin’ in the 1860s (see Fig. 201). In the 1850s Queen Victoria had
corals from Naples set by Garrard’s: the royal ledger itemizes a coral and vine leaf brooch and
earrings, remounting fifteen corals as a head ornament, mounting a large coral head of Jupiter
as a brooch in plain gold, mounting a carved coral figure as a brooch, and repairing a
Neapolitan coral three-drop brooch. Turquoise, with its dual messages of sentiment — in jewel
language, turquoise stands for true love — and colour (a dense and brilliant blue could be obtained
by pavé-setting small cabochons), has always had a place in jewellery, but was especially fash-
ionable in the 1840s.

A report in The Times attached to a long review of the jewellery at the 1867 Paris Exhi-

bition is focused on the propriety of wearing coloured stones next to the skin and in the hair:

The jeweller . .. has in his hands to use, as he will, a range of the most brilliant
colours; and he is sometimes tempted to use them without any discretion . . . .
It must be remembered, however, that these colours are to be used in the
adornment of a surface which is itself beautifully coloured. To the human eye the
human skin in its perfection is the fairest thing in nature, and presents the most

wonderful of all tints — it is so delicate, so tender, so subtle.

This is a veiled critique of exhibitors who put the need to stand out against competition above
the true purpose of the ornaments, but the question addressed in the report is crucial to later
developments in dress and jewellery, particularly ‘artistic’ taste with its restraint in jewelled

ornaments. The report is clear on this point, insisting that

a pretty woman should be sparing of personal ornaments. She does not need them, and
they are only intrusive. But if use them she must, then at least she must be careful of the
colours; she may use pearls and opals and diamonds, and gold sometimes if it is not
burnished, but rather dull; and anything black, from a piece of jet to a black pearl or

diamond, and such dull-hued stones and shells as are made into cameos and intaglios.

The effectiveness of this kind of reporting cannot be denied. The report reads like a blue-print

for developments in jewellery in the period immediately following its appearance.”



The question of colour, and particularly the point about black jewels quoted above, raises

issues of black and white in dress and jewellery, rarely examined outside the context of

weddings and the rituals of death. In 1870 The Queen reported:

Jet jewellery is much in vogue this season, both in and out of mourning. The French
jet is made of glass, the English jet of carbon; the latter is more durable. A cheap
imitation is sold which breaks easily and is not worth buying. Floral designs are
much worn, as are also medallions; and sets are shown bearing the names Eugénie,
Patti and the Princess of Wales, with cameos of these personages festooned with

chains and pendants."”

Nothing could have been more persuasive than the names of these fashion icons.
Alongside the commercially significant trade in jet and ivory for mourning (ivory, being
colourless, was permitted), large-scale production of white jewellery was developed for wed-
dings; orange-blossom brooches inspired by Queen Victoria’s marriage, carved ivory sheaves
of corn (for ‘plenty’ or ‘prosperity’) and ubiquitous flower bouquets and hands holding roses
for ‘beauty’. Fragile shell and iridescent fish-scale wreaths and bouquets, rare survivals from
the Animal Products collection at the South Kensington Museum, are a reminder of a size-
able trade now quite forgotten (see Chapter 5). Pearls, with their dual message of ‘beauty’
and ‘tears’, were applicable to both marriage and mourning, and were far more highly valued

than now. Richard Redgrave’s 1846 genre painting on this theme, Preparing to Throw Off her

Weeds, employs these polarities of mourning and marriage in Victorian dress (Fig. 73). He shows
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Preparing to Throw Off her Weeds,

by Richard Redgrave (1804-88).

Oil on panel, 1846. London, Victoria
and Albert Museum, Sheepshanks Gift

This picture attracted considerable
comment at the Royal Academy in 1846,
on account of the ‘vulgarity’ of the
subject, mourning being a topic not to
be trifled with, even at this date fifteen
years before the Queen’s widowhood.
In spite of criticism of the subject, the
technical brilliance of the rendering of
the black satin was much admired.

In the detail of the dressing-table can

e seen a jewel-case, possibly for a
watch-chatelaine, by a sprig of orange

blossom, denoting ‘marriage’.
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74

Mrs Hood. Photograph by Camille Silvy,
London, 3 September 1865. London,
National Portrait Gallery

Here a fashionable black and white
costume is accessorized with black
jewellery, probably ‘French jet’ for the
necklace and earrings (see Fig. 82
below) and carved Whithy jet for the
linked hairband and bead bracelet

with vulcanite

Springy rlat-ne

the eagerly anticipated day when a widow abandons the blacks and

et of mourning. She is

unpinning a brooch from the bodice of her black dress. It seems that she is to be married

again that day; she is about to put on her wedding dress and veil, and no doubt also the

sprig of orange blossom lying on the dressing table near a jewel-case for a pendant or small

watch-chatelaine.

The use of black in Victorian dress is intensely ambiguous, especially in the light of
mixed feelings about the brilliant colours that became available in the 1850s. A preoccupa-
tion with death that permeated Victorian culture at all levels has led to the assumption that
women depicted in black with jet jewellery must be in mourning. But this must be backed

by evidence showing that the trimmings are of crape, a fine wrinkled silk, or that the dress
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is made from the rwilled silk and worsted called bombazine, both materials specifically
decreed for mourning wear.” In The Custom of the Country (1913), Edith Wharton’s novel set
in Fin-de-siécle Paris and New York, these ambiguities are underlined. Undine’s former
husband Ralph has died by his own hand: ‘She had worn black for a few weeks — not quite
mourning but something decently regretful (the dressmakers were beginning to provide spe-
cial garb for such cases)’. Such layers of meaning, inaccessible to us now, complicate any
assessments of the significance of wearing black. Black was always fashionable and repre-
sented a form of elegant reticence for married women of a certain age.'® Black velvet was
regarded as flattering (because of its slimming effect) and was widely worn in the evening.
A Frenchman, noting the elegant Mrs Pattison, wife of the Rector of Lincoln College, Oxford
(and later, through her second marriage, of the politician Sir Charles Dilke), paid her the

ultimate compliment of comparing her to a Parisian:

Beside him walked his wife, small, erect, and ultra Parisian, all in black with a
black parasol — I did not know then how often Frenchwomen thus enhanced the
brilliance of a personality: still less did I know how few but Frenchwomen could do

it. But there, plain to be seen for the least accustomed eyes, was the gift of style."”

Evidence from photography is confusing since the crude lighting of the day could not
cope with light colours and sitters were instructed to wear dark dresses. Maull & Polyblank,
the West End photographers, suggest ‘black silks and satins are the most suitable for ladies’
dresses. The colours to be avoided are white, light blue and pale pink’. The Queen (5 March
1864) advised, ‘nothing comes out better than black silk’. Portrait photographs demonstrate
that black jewellery was worn across all levels of society as a smart accessory. A portrait by
Camille Silvy dated 1865 shows Mrs Hood in a fashionable black and white dress, carved jet
link headband and bead bracelet, with star necklace and earrings, probably in ‘French jet’ (Fig,
74). In Men in Black (which is by no means exclusively about male costume), John Harvey
cites Jay’s General Mourning Warehouse in Regent Street as marketing black apparel around
1860 through ‘Jay’s Manual of Fashion’ (not ‘Mourning Fashion’). They advise that ‘in Paris
at the present time, Black and White enjoy a decided favouritism. ... It is necessary to explain
that the subjects of the Illustrations are made up in various materials, suitable either for Ladies
who adopt Mourning, or for those who wear Black in accordance with the taste of the day’."

In 1867 Jay's offered a ‘Coiffure Diadem for Ladies’ in steel immediately following
‘Mourning for Families’. The ‘coiffure’ is described as ‘The novelty of the Season’: ‘This mix-
ture of gold and cut steel has a brilliantly elegant and scintillatory effect upon the head. The
rings or drops are pendant, and the conformation being oval gives height to the wearer. The
demand for these new ornaments in Paris is excessive; but Messrs Jay have imported a few of
them, and others will follow as soon as they can be made.”” In spite of the fact that it might
have been allowable as colourless (steel being nearly white) with gold (generally accepted at
the second stage of mourning), the ornament clearly has nothing much to do with mourn-
ing. Jay’s gained a reputation for using only the richest materials; they were agents for Parisian
fashions, offering ‘the masterpieces of Worth and Pingat, though in subdued tints’.*°

The discovery of a way to deepen the permeable dark layer of onyx to a dense black

opened up many possibilities for its use in black jewellery. ‘German’ onyx features frequently
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Nathan Meyer de Rothschild’s memorial
brooch. English, supplied by Garrard,
1836. W. 4 cm. Museum of London

The gold brooch, inscribed on the reverse,
‘N M Rothschild Esq Ob. 28 July 1836 Aet
58 HSC’, has a central cabochon of three-
coloured banded onyx encircled with an
enamelled snake biting its tail, symbol

of eternal love. The coloured banding of
the central stone embodies three of the
cardinal virtues (see p. 155).

76

Gold mourning brooch. English,

about 1860. W. 4.5 cm. Bedford,

Cecil Higgins Art Gallery, Hull Grundy Gift

This brooch with a banded onyx
surrounded by snakes closely resembles
the description in Garrard’s royal ledger
of an ‘Oriental onyx locket with snake
border’, a memorial brooch for the
Duchess of Kent, 1861.

77 Right

Fringe necklace and earrings. French,
by Marret et Baugrand, Paris, about
1860. Private collection

This suite of fashionable Second Empire
jewellery, in gold with black champlevé
enamel and onyx beads, employs the
white line in the banded onyx to produce

a design of horizontal and vertical stripes.

78 Opposite

‘French’ jet parure in the original display
case. English, retailed by Charles Packer,
London, about 1870. L. of case approx.
20 cm. British Museum

Packer was born in 1790; his long-
established mourning emporium was at
76 —78 Regent Street from 1834 to about
1917. The original display case is marked
with a blind stamp ‘T for the firm of
Edward Teden of 3 Poland Street, Soho,
dating this set to after 1868.

in Garrard’s royal ledgers, presumably imported from the specialist stone-cutting centre of
Idar-Oberstein. Their use of onyx for mourning is illustrated by a brooch with an onyx encir-
cled by a snake, made in 1836 to commemorate the death of Nathan de Rothschild (Fig. 75).
It shares characteristics with the mourning brooches ordered as memorials to the Duchess
of Kent in 1861 (Fig. 76). Onyx beads polished to produce a narrow white stripe in the black
are employed in a different context for a striking and fashionable suite of necklace and ear-
rings retailed by Marret et Baugrand (Fig. 77). The onyx beads are set so as to show the thin
white band both horizontally and vertically, while the gold settings are decorated with fine
scrolls of black champlevé enamel.* This type of gold jewellery decorated with black enamel
in interlaced and scrolling motifs was a speciality of French firms like Alexis Falize and the
Maison Fouquet in the 1850s and 1860s, and was popular in the United States, where large
consignments were imported before the American jewellery trade developed its own capac-
ity to manufacture on a large scale.

The cross-over between mourning and fashion drew on a variety of black jewellery mat-

erials, some, including newly developed plastics such as celluloid and rubber by-products like
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Queen Victoria in Mourning. Engraving
by W. Holl after the painting by Albert
Graefle (1807-89), published 12 July
1864. British Museum

The Queen is shown with a posthumous
memorial bust (1862) of the Prince
Consort by William Theed (1804—-91).
The text reads: ‘The Queen/1864/“May
all love/His love, unseen but felt,
o’ershadow Thee”/Tennyson/Published
by command and dedicated to Their
Royal Highnesses the Princesses.’

The quotation is from Tennyson’s
dedication of /dylls of the King to the
late Prince Consort.

In ‘Fashions’ (1 April 1867) The Ladies’
Treasury reported: ‘At the court recently
held by the Queen, Her Majesty wore a
black silk dress, with a train trimmed
round with crape, and the Mary Queen
of Scots cap, with a long veil of white
crape lisse, and a coronet of jet. HM also
wore jet ornaments, the riband and
Star of the Order of the Garter, and the
Victoria & Albert Order.’

gutta-percha, being used for popular novelties (see Chapter 5). Whitby jet and Irish bog oak
fed the souvenir trade as well as being used in mourning (they were carved or pressed into
representations of local landmarks). ‘French jet’ (the glass is not, in fact, black but very dark
red, from Bohemia rather than France; it appears black when set on black-painted japanned
metal plates) was often the choice for ‘slight mourning” but it was also marketed as a fashion

item by mourning specialists and in fashionable stores, notably Whiteley’s in Bayswater.” The

jeweller Charles Packer of 76—78 Regent Street, one of the largest suppliers of mourning
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80 Far left
Mourning brooch. English, about 1850.
W. 4.7 cm. Private collection

The brooch in enamelled gold and

pearls with a compartment for hair in

the reverse employs a common motif for
remembrance, the forget-me-not, widely
used in Victorian mourning jewellery,
applied as here to black enamel or carved
in black and white layered onyx.

81

Round jet brooch carved with the name
‘Aunt Butler’. English, 1889. Diam. 4.1 cm.
jewellery in London, sold ‘French jet” for fashionable social life (Fig. 78). Packer probably sup-  British Museum, given by Charlotte Gere
plied the ‘French jet’ daisy diadem and matching bandeau, pansy and ivy earrings and butterfly =~ "is unusually personal mourning

jewel commemorates the death in 1889
hairpins acquired by Princess Alexandra when she arrived in England (a buckle from the group  of Harriet Butler, half-sister of Maria

has his mark on it). These were bought according to Garrard’s Ledger in 1863, and — proof Fgeworth the lrish author
that she wore them — repaired on later occasions.”” A neat compromise, they bridged a gap
between mourning and ordinary social wear.

The rituals of mourning were embedded in Victorian society, and there was a wide-
spread consensus about their observation. Mourning dress featured in fashion magazines
like any other costume.” Suggestions for fashionable mourning appeared almost immedi-
ately after Prince Albert’s death, but it seems unlikely that many widows dressed in the way
shown in fashion papers. Barely two weeks after the event the Illustrated London News fea-
tured dresses in black glacé silk with crape and jet and in black tulle, and a mantle with
crape fluting. In fact, images of the mourning Queen were probably as influential as fashion
plates (Fig. 79). Victoria's mourning was itself a factor in the prosperity of the fashion trade,
since it set standards of etiquette that could only be satistied by the purchase of specific
clothes, jewellery and personal accessories. Swift response to a death was essential; Jay’s
offered a complete range of ‘ready-to-wear’ mourning clothes and jewellery.

Oddly for ornaments of such great personal significance, mourning jewels, in outward
appearance at least, are almost completely impersonal. The need for them to be worn imme-
diately after a death produced standard types with memorial inscriptions already in place.
The names and dates are hidden at the back of brooches and within the band and hoop of
bracelets and rings. A conventional repertoire of motifs remained unaltered throughout the
Victorian period (Fig. 80). A rare example of a mourning brooch carved with the deceased’s
name commemorates Aunt Butler’, Harriet, half-sister of Maria Edgeworth, the Irish authoress,
who married the Rev. Richard Butler in 1826 and died in 1889 (Fig. 81).

Unpolished jet produced the ‘dead’ black for the depths of ‘first mourning’, which
varied in length of time according to the degree of closeness in a relationship.” Whitby was
the source of the best jet for jewellery. An article on the Whitby jet industry in the Art-
Journal in 1856 made the comment: ‘Since jet manufacture has been almost entirely con-
fined to the purposes of ornament, and those ornaments such usually as can be worn only
in season of sorrow, there are no very extended limits for the art of the designer’ and this is
evident in the many surviving examples of jet jewellery.”” Thomas Andrew of Whitby,
jet-ornament manufacturer to Her Majesty, and Isaac Greenbury, supplier of bracelets to the
Empress Eugénie, were singled out for praise. Greenbury’s prosperous business had outlets

in London and Brighton. The fashion for jet jewellery coincides predictably with the



82 83

Whitby jet mourning jewellery worn by Cross and brooch in carved ivory. Left: Pendant, cross of thorns with
Mrs Craig of Edinburgh. English, second entwined holly; right: Oak-leaf spray with empty acorn cup. English,
half of the 19th century. Edinburgh, about 1850-70. H. of cross 6.5 cm. Bedford, Cecil Higgins Art Gallery,
National Museums of Scotland Hull Grundy Gift

The full set consists of the massive chain The cross incorporates the thorn branch and holly, two symbols of the
with anchor, three pairs of bracelets, a Passion of Jesus Christ. The oak means strength or enduring love; the
delicate drop necklace with a pendant empty acorn cup, a commonly used motif in mourning jewellery, signifies
cross, a brooch, a comb and a bow-tied the inevitable end of love. Mrs Forbes-Gibbon wears ivory ornaments
necklace of close-strung faceted drops. with her jet jewellery (Fig. 85).

sophisticated development of the trade in the 1870s.”” In a portrait photograph taken in
India in 1878 Mrs Angelina Forbes-Gibbon is wearing masses of jet jewellery in long strings
and pendants (Fig. 85). A similar suite of very fine jet ornaments, worn in Edinburgh in the
second half of the nineteenth century by Mrs Craig, mother of the historian Thomas Craig
Brown, is preserved in a Scottish museum (Fig. 82).

There were alternatives to jet. A pendant pearl cross retailed by Packer in about 1855
proclaims its suitability for mourning, as it is white (i.e. colourless), made of pearls (for ‘tears’)
and in the form of a cross with a forget-me-not at the junction of the arms of the cross, sig-
nifying love (Fig. 84). In the instructions on royal mourning issued by the London Gazette white
omaments and pearls are allowable at ‘second mourning’ (i.e. after six or eight weeks). Ivory
when used for mourning jewellery employs conventional motifs like an oak-spray with one
empty acorn cup, which stands for the inevitable end of love in death, and holly- or ivy-entwined

crosses (Fig. 83). Holly stands for the Crown of Thoms with red berries as drops of blood.

84

Pearl cross pendant. English, retailed by Charles Packer, about 1870.

H. 5.5 cm. Cheltenham Art Gallery and Museum, Hull Grundy Gift

The pearls are threaded on a cruciform mother-of-pearl frame. The central
flower is probably the commonly used forget-me-not for remembrance.
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Mrs Angelina Forbes-
Gibbon. Photograph

by Bourne & Shepherd,
India, 1870s. Manchester,
Platt Hall

Mrs Forbes-Gibbon wears

1 black satin

newly unpacked that it
still shows the folds. Her

hair is dressed with black

/and she has a

profusion of carved Whitby

jet chains and pendants
ind other ornaments
in ivory. The style of her

ornaments closely follows

127
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Monna Pomona, by Dante Gabriel
Rossetti (1828-82). Watercolour, 1864.
London, Tate

Apart from the fashionably ‘artistic’
character of the costume, this bejewelled
‘fancy’ half-length of the model Ada
Vernon is filled with messages: the apple

that gives the subject its title is for desire,

the red and white roses stand for various
aspects of love, and the turquoise ring on
the fourth finger of her left hand means
‘true love’. The necklace with its pendant
of an arrow-pierced heart belonged to
Rossetti and appears in other works at
this date.

Artistic dress

The Artistic or Rational dress movement during the second half of the nineteenth century

was a reaction against the garish colours of aniline dyes, the distortions of boning and tight

“lacing and the extravagance of lavish trimming. Artistic or ‘aesthetic’ taste affected a wide

sweep of cultivated and educated women of different classes and allowed them to adopt a
mode of consciously anti-fashion dressing. Although it originated in the 1850s among the
wives and daughters of artists, it rapidly gained a wider following, influencing taste far beyond
the Bohemian milieu until about 1880. This anti-fashion was bold in using shades that were
never reported in fashion magazines and rejecting all the rules of haute couture with its bones
and hoops. Artistic fashion looked at historic costume and local and traditional dress and jew-
ellery from Italy, Northern and Central Europe and the East, actively promoted through displays
at international exhibitions (see Chapter 6). Artistic taste in dress prompted a different way
of looking at jewellery, which led at the end of the century to the distinctive products of the
Arts and Crafts Movement, with their emphasis on craftsmanship and stones of little intrin-
sic value. At a commercial level Liberty’s of Regent Street advertised in their first catalogue of

1881 inexpensive handmade Indian ‘bazaar’ jewellery, sold alongside their admired Oriental



fabrics.”™ In 1884 Liberty opened an artistic dress department but it was not until around
1900 that they developed their own distinctive line in Art Nouveau jewels and silver.

Mrs Merrifield, a follower of J.R. Planché and author of Dress as Fine Art (1854), was
among the earliest to investigate strategies for artistic modes of dressing. She suggested copy-
ing dress from paintings, including ‘peasant’ costume and ornaments (see p. 316) such as
could be seen in the works of Sir Charles Eastlake, Rudolf Lehmann and Thomas Uwins.”
From the 1850s paintings by the Pre-Raphaelite artist Dante Gabriel Rossetti inspired ‘artis-
tic’ dress. He amassed a quantity of antique trinkets and Eastern jewelled curiosities to use
in his “fancy” portraits in the Venetian Renaissance manner. Many of the ornaments are iden-
tifiable as of Indian native workmanship, and the exotic became an important element in
Aesthetic imagery.” A south Indian gold bangle with heads of mythical beasts and Chinese
feather hair ornaments appear in The Beloved (18656, Tate), while in Bocca Baciata (1859,
Boston Museum of Fine Arts) and Fair Rosamund (1861, Cardiff National Gallery of Wales)
similar but not identical gold flower-head necklaces appear to be Indian babul work with tex-
tured spheres (see Fig. 243).” However, the Negro slave boy in The Beloved is wearing a large
traditional Norwegian marriage pendant.” In The Blue Bower (1865, Barber Institute of Fine
Arts, Birmingham) Fanny Cornforth, Rossetti’s model-mistress, has gold peasant buttons on
her jacket. From the wide spread of origins of these accessories, it is apparent that Rossetti
owned the kind of Indian ornaments and European peasant jewellery increasingly available
in London. He gave a number of jewels to his great love, Janey, wife of William Morris, among
them a South Indian bracelet and a Chinese buckle, now in the Victoria and Albert Museum.

Like many artists Rossetti was a pioneer collector of antique jewellery. The posthu-
mous sale of his effects held in 1882 included ‘an old-fashioned lady’s gem ring with garnet
centre, set in diamonds’ (lot 364); it is probably the ring on Ada Vernon’s left little fin'ger in
his 1864 painting Monna Pomona (Fig. 86). With it is an early nineteenth-century turquoise
ring, and on her right hand a mourning ring formed of a hair compartment bordered by
pearls of a similar date. A South Indian bracelet and a long gold chain with a pendant heart
pierced by arrows of a European local or traditional type complete her costume.

James McNeill Whistler also owned both antique and exotic items. On his marriage
to Beatrix Godwin, widow of the architect E:-W. Godwin, in 1888, the Comte de Montesquiou

sent the couple a gold butterfly brooch (Fig. 87) in honour of Whistler’s familiar butterfly
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J. McNeill Whistler’s butterfly brooch.
Chinese, 19th century. L. 5.5 cm.
Glasgow, Hunterian Museum and

Art Gallery, Whistler Collection

Probably a hairpin ornament, this Chinese
butterfly, closely resembling Whistler’s
signature motif, was given to Whistler and
Beatrix Godwin as a wedding present.
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88 Above left

J. McNeill Whistler’s jade necklace. Indian,
19th century. Glasgow, Hunterian Museum
and Art Gallery, Whistler Collection

89 Above right

Rosalind Birnie Philip wearing Whistler’s
jade necklace. Photograph by W. & D.
Downey, about 1898. University of Glasgow
Library, Department of Special Collections
-in-law.

Rosalind was Whistler’s siste

She is shown wearing the necklace in his

painting The Jade Necklace of 1896.

C '/A’f_rf//‘ 57 & 61, EBURY STREET. LONDON . S W

PHOTOGHRAPHERS O il KING

insignia. The butterfly has a long antenna, like Whistler’s, formed of a glass bead mounted
on coiled wire; it is a contemporary Chinese piece, probably a hair ornament. The Whistler
collection in Glasgow includes a set of antique garnet jewellery, as well as contemporary
imported jewellery, such as a multiple strand necklace of minuscule bright blue and turquoise
glass beads typical of Venetian work, a necklace of stamped and patinated brass beads most
probably from Japan, and two massive hardstone bead necklaces from India. These consist
of three strings joined in the centre and fastened with a woven silk clasp.” A necklace of
green beads, identified as plasma, appears in Whistler’s painting The Jade Necklace of 1896,
worn by his sister-in-law Rosalind Birnie Philip, and, more clearly, in a photograph of
Rosalind reading of about 1898 (Figs 88, 89).™

A preference for genuine ancient pieces over gem-set jewellery earned a certain intel-
lectual and cultural cachet in artistic circles. In 1876 Mrs Haweis reported to her mother on

an evening party at Broadlands, home of the Cowper Temples:
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The ladies dress beautifully. Mrs Temple has a dress of crimson plush and rose-point
lace which is the finest lace of all and plain diamonds. But Lady Ashburton wears
an ancient Keltic necklace of pure gold which I wd rather have than diamonds! ...
My eccentric dresses make me quite celebrated, I find.”

90

Mrs Charles Augustus Howell, by
Frederick Sandys (1829-1904).
ential in spreading the taste for ‘artistic’ dress worn by her women friends in the London art ~ Coloured chalks on buff paper,

) N P signed and dated 1873. Birmingham
world, Mrs Walter Crane and Mrs Alma-Tadema. Mrs Howell, wife of Charles Howell, who  museum and Art Gallery

Mrs Haweis had made her reputation as a dress historian and her writings were influ-

acted as Ruskin’s secretary and a member of Rossetti’s circle in the 1870s, adopted what ~Mrs Howellis wearing a fashionably
) . ) ) ) ‘artistic’ necklace of rough turquoise
might be described as Aesthetic ‘uniform’; a dress in the eighteenth-century taste with an  peads filling the extreme décolletage of

C g . . : her flowered silk dress,
exotic imported many-stranded necklace of rough-cut turquoises and Regency earrings (Fig, ~"©' owered silk dress

neckline, which is in the reviv

style of

90). However, the style was not always admired; Lady Layard was generally fashionable in  the 1770s. The rings on the fourth finger
her tastes and was happy to experiment with Renaissance-inspired dress (as her portrait by ;1“[%“;:‘, ‘Y‘I'Z'T_hf”!‘,{ ',H[ ‘i:[_,‘),l'_!“,_',‘,T\Q"Y,
Palmaroli demonstrates, see Fig. 370), but she had no time for Laura Alma-Tadema’s way of ~ antique earrin ‘_‘~’r”" Goka! §F eargelian
dressing. At a Royal Academy reception in 1880 she describes her in ‘steel grey satin like a ,H,:,[):,;,‘,:LMHMI‘,”;M“”
sack ... and evidently no stays!"* It took courage to abandon corsets and crinolines, which ,:‘;‘l":';’ l'i"""r \L F:‘{‘,‘:"‘j‘"‘x"ﬂ'{__f - [”“W“‘[‘“ -
remained formidable signs of respectability. prunus design admired by Rossetti
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In Magnum Bonum, Charlotte Yonge (1879) included a scene in-which a brother teases
his sister, who has adopted an aesthetic costume that she believes to be historically accurate:

... Janet was arrayed in a close-fitting pale blue dress, cut in semblance of an
ancient kirtle, and with a huge chatelaine, from which massive chains dangled,
not to say clattered — not merely the ordinary appendages of a young lady, but a
pair of compasses, a safety inkstand, and a microscope. Her dark hair was strained
back from a face not calculated to bear exposure, and was wound round a silver
arrow. Elfie shook with laughter, murmuring — ‘Oh dear! what a fright!” in accents
which Miss Ogilvie tried to hush; while Babie observed as a sort of excuse,

Janet always is a figure of fun when she is picturesque.’

‘My dear, I hope you are not going to show yourself to any one in that dress,’
added her mother.

‘Tt is perfectly correct,’ said Janet, ‘studied from an old Italian costume.’

The danger was that the taste for Aesthetic or ‘Pre-Raphaelite” dress would become yet
another banal fashion. Already in 1878 Cassell’s Family Magazine suggested, ‘Copy almost
any old costume of the three last centuries and you will scarcely go wrong.” When it became
mixed up with the Rational Dress Movement and early feminism in the 1880s, its pictur-
esque qualities were sublimated into concerns for health, hygiene and freedom from corsets
and tight-lacing, and its romantic associations with artists and Bohemian life were lost.

Late Victorian fashions, more impractical than ever, were very much in opposition to
the movement for dress reform. Fragile dresses were fussily trimmed with embroidered pan-
els, a profusion of lace, muslin frills and bows. In a reaction to the large jewels with heavy
settings of High Victorian taste, jewellery had become smaller and more delicate and the use
of large intensely coloured cabochons declined. Little brooches and pins were stuck ran-
domly amongst the frills, and long fine chains were draped and looped over lace-trimmed
necklines. In 1890 the Young Ladies’ Journal advised readers that

Fancy jewels are more fashionable than ever; pins and brooches of all styles — flowers,
birds, emblems, animal’s heads, beetles, dragon-flies, etc. It is the fashion to stick pins,
the head of which is a jewel, here, there, and everywhere — in the hair, in the draperies
of the bodice, in folds of lace or bows of ribbon, and even in bonnets and hats.”

In 1893 Charles Robert Ashbee, architect and silversmith and visionary member of the
Arts and Crafts Movement, turned his attention to the poor state of design in fashionable jew-
ellery. He was appalled by the trivia of the commercial fashion trade. Writing in the Art-Journal
he exclaims, “Well, we live in an ugly time, and jewellery is not the least of the lost children
of Art ... let us look to the Cinque-cento.”*’ Ashbee discovered Cellini — he translated Cellini’s
Treatises, which had appeared in the Italian original in 1857 — and adopted the idea of jew-
ellery as an art form that both enhanced the wearer and complemented the dress. He concluded:

Our modern ladies have little or no understanding of how jewellery should be

worn, or what relation it should have to the person or the costume. Their jewellery



is vulgar and tawdry, showy or mean, and is usually treated as a fashionable adjunct
rather than as the final point up to which the whole costume should lead; it is
almost a commercial article and scarcely ever a work of art. The ladies of the

Cinquecento, or the men too, and the artists who painted them knew better."

There followed a flowering of jewellery design within the Arts and Crafts Movement,
strongly influenced by the Italian Renaissance. But it came to fruition in the early years of
the twentieth century and is outside the scope of this book.*

Jewellery for men

Throughout the Victorian period jewellery was routinely worn by men. Notwithstanding
the ‘great renunciation’ of finery in the later eighteenth century and the fastidious dress
code of the Regency dandies, a number of precious ornaments and accessories were nor-
mal for men in high society and professional or public life. However, an extravagant show
was regarded as quite out of place: writing from Paris on 30 November 1838, Lady
Harriet Granville remarked to her sister Lady Carlisle of one of her dinner guests, ‘If Lord
Castlereagh would cut off his long hair, and take off his large turquoise ornaments, fastened
with long diamond chains, making him look like a pane of a jeweller’s shop-window, he
would be better than most others in conversation.”” It was the bejewelled exquisites
known as ‘fops’ who frequented ‘Fops’ Alley’ in the stalls at the Opera House in the 1840s
who ignored the rules of restraint formulated by the dandies. The youthful Benjamin
Disraeli, hero-worshipper of Byron and future Prime Minister, left off his ruffled shirts,
over-large cravat pins, numerous chains and finger-rings on entering political life, when
his reputation as a ‘fop’ became inappropriate.*

The “Prince of Dandies’, Comte d’Orsay, described by Thomas Carlyle as the ‘Phoebus-
Apollo of dandies’, visited the Carlyles twice with an interval of five years. Jane Carlyle,
writing in her notebook in 1845, pondered the changes in his appearance:

To-day, oddly enough, while I was engaged in re-reading Carlyle’s ‘Philosophy of
Clothes’, Count d’Orsay walked in. I had not seen him for four or five years. Last
time he was as gay in his colours as a humming-bird — blue satin cravat, blue velvet
waistcoat, cream-coloured coat, lined with velvet of the same hue, trousers also

of a bright colour, I forget what; white French gloves, two glorious breast pins
attached by a chain, and a length enough of gold watch-guard to have hanged
himself in. To-day, in compliment to his five more years, he was all in black and
brown — a black satin cravat, a brown velvet waistcoat, a brown coat, some shades
darker than the waistcoat, lined with velvet of its own shade, and almost black
trousers, one breast-pin, a large pear-shaped pearl set into a little cup of diamonds,
and only one fold of gold chain round his neck, tucked together right on the
centre of his spacious breast with one magnificent turquoise.”

The Regency breast- or cravat-pin lingered on well beyond Victoria’s accession. These

are given a number of different names, cravat-, scarf-, breast-, for a pin of up to three inches
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with a decora;ed head, worn vertically to secure neckwear of all kinds (the novelist R.S.
Surtees uses the slang term ‘starcher’ for the hunting scarf or cravat). The modern ‘stick-pin’
is used here unless the Victorian term is documented. D’Orsay’s friend Charles Dickens wore
a double pin joined by a chain in the late 1830s (Fig. 92). A double pin set with portrait
medallets was made to mark the christening of the infant Prince of Wales in 1843 (Fig. 93).
Stick-pins were vehicles for little masterpieces of jewellery, for novelties of all kinds, includ-
ing mottoes and puns (Figs 91, 93).™ A variety of pins, bar-pins and rings secured the
neckwear, some hard to distinguish from the multitude of little pins and brooches used by
women as lace-pins, sleeve-pins and dress-ornaments in general.

Apart from stick-pins, the most susceptible to fashion, there were many opportunities
for men to wear jewellery in much the same way as women. For his portrait by Frederick
Sandys, Charles Augustus Howell wears a necktie-ring mounted with a fine cameo (Fig. 94).
His pose shows off handsome gem-set sleeve-links. There is the suggestion of a ring in the
hand that supports his head. Rings were widely worn, particularly signets set with armorial
intaglios. The impression is of dandyish tendencies, the jewels being conspicuous rather
than discreet. Jewelled studs and cuff-links were worn during the day as well as in the evening.
The knot of gold-mounted fob seals at the waist, mark of the Regency dandy, made its reap-
pearance in the 1880s. It was part of Oscar Wilde’s provocative get-up worn during his
lecture tour of the United States in 1882, when he posed as the quintessential Aesthete. He
kept the fobs long after he had abandoned the satin knee-breeches and silk stockings that
had so shocked the American audiences at his lectures.

94 Right

Charles Augustus Howell,

by F. Sandys. Coloured chalks
on tinted paper, 1882. Oxford,
Ashmolean Museum

Howell (c. 1840-90) wears

a soft silk tie secured with a
cameo-set necktie-ring,
loosely tied to reveal his gold
shirt-stud. His cuff-studs are
set with a milky blue stone,
and on the hand supporting
his head he wears a ring
possibly set with another
cameo. The cameo at his
throat is a bull in the antique-
style, symbol of strength.
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91 Opposite top left

Page of stick-pins from a Catalogue

of Designs and Prices issued by

Edwin Streeter (1834—1923) of 18 New
Bond Street, about 1885. Patrick Streeter

Streeter embarked on his career as a
buyer with Howell & James around 1853.
He moved to Harry Emanuel as principal
showroom manager in about 1858. He
took over the firm of Hancock, Burbrook
in 1868 and moved to 18 New Bond Street
in 1878.

92 Opposite top right

Portrait of Charles Dickens (detail), by
Daniel Maclise (1806-70). Oil on canvas,
1839. London, National Portrait Gallery

Dickens secured his wide cravat with a
double cravat-pin, the two heads joined
by a chain like the example in the centre
of Fig. 93 below. Considered to be a very
good likeness of the author, this is one
of Maclise’s finest portraits. It was widely
circulated as a print and became known
as the ‘Nickleby portrait’ through its

use as a frontispiece to the novel,
published in 1839. Later portraits of
Dickens suggest that he gave up wearing
conspicuous jewellery in middle age.

93 Opposite below

Group of twelve stick-pins, mainly
sporting and commemorative. European,
1830-1900. L. of pins (average) 8.2 cm.
British Museum, Hull Grundy Gift
(except item G)

A & L: Enamelled gold dog portraits, great
dane (1876) and pug (1882), English,
signed and dated by W.B. Ford; 8: Chased
gold sparrowhawk with cabochon ruby
eyes, Paris, about 1900; ¢ & J: Carved
ivory horses, possibly Swiss, about 1840;
D & I: Chased gold sporting dogs, a
pointer and two greyhounds, French,
about 1850; £: Cast silver bust of the 1st
Duke of Wellington (d. 14 September
1852), Elkington, Birmingham, 1852;

f: Enamelled gold double cravat-pin set
with medallet portraits of Victoria and
Albert and the head of the infant Prince
of Wales, celebrating his birth, English,
1843; c: Cast glass cameo double portrait
busts of William IV and Queen Adelaide,
English, 1830, by descent to Lady Patricia
Ramsay (Princess Patricia of Connaught);
H: Chased gold, a log split by a woodman’s
axe with a white metal blade - the
imagery of axe and log is associated with
Gladstone (and his tree-cutting activities)
and Liberal politics, English, about 1870;
k: Carved limestone bust of the Stoic
philosopher Seneca, taken from a Roman
portrait bust, Italian (Naples), about 1850.
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An anonymous publication of about 1860 addresses the question-of men’s jewellery:

To exaggerate a fashion is to assume a character, and therefore vulgar. The wearing
of jewellery comes under this head. Jewels are an ornament to women, but a
blemish to men. They bespeak either effeminacy or a love of display. The hand

of a man is honoured in working, for labour is his mission; and the hand that

wears its riches on its fingers, has rarely worked honestly to win them.

The writer goes on to deplore ‘an incredulous young man of the nineteenth century, dangling
from his watch-chain a dozen silly “charms™. He suggests a signet-ring, a scarf-pin ‘neither
large nor showy’, and a ‘rather thin’ watch-guard with a cross-bar. A piece of prescient advice
foretells the taste of the 1870s and 1880s: ‘An antique or bit of old jewellery possesses more
interest, particularly if you are able to tell its history, than the most splendid production of
the goldsmith’s shop.™” An auction notice in The Times of stock from the Davies Street firm
of Mimpriss in 1866 outlines the generally accepted range of men’s accessories: ‘gentlemen’s
finger-rings, scarf-pins, scarf-rings, sleeve-links, shirt-studs and waistcoat buttons (particu-

larly one set of dress-buttons and studs of magnificent single-stone brilliants), gold neck and

95

Black-enamelled shirt-studs, retailed by
Frédéric Boucheron (1830-1902), Paris,
about 1870. W. of case 5.8 cm. Bedford,
Cecil Higgins Art Gallery

The address printed on the lid-satin of
the display case, 152 and 153 Palais
Royal, Paris, was occupied by the firm
from 1863 to 1873. The case has a lidded
compartment in the base for the stud
fittings. The studs were brobably for
mourning wear.



THE JEWELERS' CIRCULAR AND HOROLOGICAL REVIEW.

Davul F. Conover & Co.

(Sucoessors To Wu. B. Warwe & Co.)

Importers, Manufacturers and Dealers in

Watches and Jewelry |

AMERICAN )VArCH ))‘/HOLESALE /SALESRUDM,

Southeast Cor. Chestnut and Seventh Streets, First Floor,
X WILE PHILADBLPHIA,

Wholesale Agents for

Bogers & Drother’s Flat and Hollow Ware
\ CELLULOID EYE GLASSES)

AND SOLE AGENTS FOR THE

Patent Railroad Tram Watch Chams Nickel.

96

‘Patent Railroad Train Watch Chain’
in nickel silver, advertised by the
Philadelphia firm of David Conover

& Co. in the Jewelers’ Circular in 1880

Albert chains, gold pencil-cases &c’.* The neck chains were used to suspend an eye-glass.
Men’s mourning jewellery included black jewelled shirt and waistcoat studs (Fig. 95).

[n some walks of life, men would have been regarded as underdressed without a stick-
pin, Albert watch-chain, cuff-links and signet ring and in the evenings a gold-headed cane
[issot’s portrait of the anonymous M. le Capitaine shows a prosperous figure in a railway
carriage, wearing a magnificent — almost regal — fur-trimmed overcoat, consulting the watch
that he wears on a waistcoat chain (Fig. 97). The conjunction of the railway journey and the

~I'Llll\\'zl\' time’ §

affairs

watch emphasizes modernity
when time was systematized across Britain, which formerly had different time zones, in order
that the trains could run to a timetable.

['here was a certain aristocratic disdain for this kind of slavery, and a conspicuous watch

and chain were regarded by upper-class men of leisure as a mark of the entrepreneurial

97

M. le Capitaine ... (Gentleman in a
Railway Carriage), by James Jacques
Joseph Tissot (1836—-1902). Oil on
panel, about 1872. Worcester, Mass.,
Worcester Art Museum
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98
Mr Milford. Photograph by Camille Silvy,
1861. London, National Portrait Gallery

Mr Milford’s most conspicuous ornament
is awatch chain hung with a collection
of lucky charms. His dandified attire gives
him an almost libertine air. In Geraldine
Jewsbury’s novel The Half Sisters (1848)
the lascivious theatre manager Mr
Montague St Leger prepares for his
intended seduction of the innocent
heroine Bianca by dressing himself with
‘elaborate care; his hair was curled and
perfumed, a large diamond-stud glittered
in his glossy, black satin stock; he had
altogether a flashy, supercilious roué
look . ..". Accustomed to finding himself
irresistible to women, St Leger swears

he will ruin Bianca.

-
-
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merchant or wage-slave. However, most men saw them as one of the last acceptable ways to
own and use precious trinkets and souvenirs and to make their accessories individual (the
wristwatch was an introduction of the later 1880s). For American men and boys there was
the ‘Patent Railroad Train Watch Chain’ in nickel silver, advertised by the Philadelphia firm
of David Conover & Co. in the Jewelers’ Circular in 1880. Apart from a short length of sim-
ple trace chain (plain oval links) at each end, the links are in the form of a steam engine with
carriages (Fig. 96). The advent of the railways must have produced enthusiasts who travelled
for the fun of it, for whom this would be the perfect gift.

In addition to the watch and ormnamental watch-key, the watch-chain often had small
lockets containing hair or portraits and a chased gold fob (Fig. 98). The Prince of Wales, who
always wore a watch-chain — the appropriately named ‘Albert” — was very interested in cor-
rect dress. Photographs show him as a man-about-town, with pearl-set pin, gold watch-chain
and slender gold-mounted cane.” He habitually wore small precious accessories on his watch-
chain, such as a vesta or match-case and a pencil-case (propelling pencil invented by Sampson
Mordan). An anecdote told by his Corsican detective and courier, Xavier Paoli, recalls how
he had admired a tiny gold match-box engraved with the royal crown that the Prince wore

on his watch-chain. Without hesitating Bertie pressed it on Paoli as a souvenir.”



The poet.Robert Browning carried a watch-chain with a telescopic pencil and two items
of great sentimental significance, a ring and a twenty-lira coin dated 1848 (Figs 99, 100).”
The ring, a small gold signet engraved with the letters A1 (in Greek meaning ‘always’), had
belonged to his wife Elizabeth Barrett Browning, a gift from their friend Isabella Blagden.
The coin, struck in Venice in 1848 to commemorate the popular uprising against Austrian
rule, was also a souvenir of his dead wife and was treasured by Browning. ‘I love this coin,’
he wrote, ‘as she would have loved it. You know what she felt and wrote about United Italy.”

Men, almost as much as women, exchanged and wore tokens of sentiment and friend-
ship. Locks of hair were incorporated into many male accessories. The eighteenth-century
pendant miniature portrait as an item of dress was replaced by a locket, usually hidden from
view. An episode in Wilkie Collins’s sensational early novel Basil (1852, part II, ch. 5) con-

cerns a man’s locket. The eponymous hero, who has contracted a secret and discreditable

marriage, is with his sister when a careless movement causes a locket containing a lock of

his wife's hair to fall from his waistcoat pocket. Clara, the sister, instantly recognizes that the
locket is the clue to the secret that she suspects her brother is keeping from his family: “When
[ see a new locket drop out of my brother’s waistcoat . .. and when I find him colouring
very deeply, and hiding it again in a great hurry, I should be no true woman if I did not make
my own discoveries and begin to talk about them directly.” She jumps to the conclusion that
he is about to be married, never suspecting that he is secretly married already. The locket is
assumed to be the repository of a sentimental secret. Without a description, which is not

provided, it is not possible to discover whether this locket had some distinctive feature to

99
Robert Browning’s watch-chain with coin, ring
and pencil. Formerly British Museum
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100

Photograph of Robert Browning
(1812—-89). London, National Portrait
Gallery
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differentiate it from its female counterpart, but it probably resembled the 1840s fausse
montre, that served as a secret repository by masquerading as a watch.

In 1857 the West End jeweller C.E Hancock sued a member of the aristocracy for non-
payment of an account.” Lord Ernest Stewart, third son of the widowed Frances Anne.
Marchioness of Londonderry, had run up a bill for £150 while still a minor and Hancock
faced the distasteful necessity of going to law against the Marchioness. The question arose
as to whether the items of jewellery could be regarded as ‘necessaries’, which would alter
the position with regard to the responsibility for the debts of a minor. Among the items under
discussion was an enamelled pearl star locket valued at £3 10s. This led to a spirited exchange

between the Judge and Mr Edwin James QC, appearing for the defence:

The Judge: A locket! What is that, Mr James?

Mr James: You ask me what it is, my Lord, and I will tell you, for I once had a
locket. (Laughter in the Court.) A locket is a thing in which you wear a piece
of the hair of the lady to whom you are attached. (Laughter.)

The Judge: Then I have been without a necessary all my life. (Renewed laughter)

A pair of onyx sleeve-links, valued at £3, caused further mirth: ‘That surely must be a nec-
essary article for a noble lord, for only fancy Lord Ernest Vane-Tempest riding with his mamma
with a pair of pewter studs and brass sleeve rings!” Another receptacle for hair and a blood-
stone locket with the initial ‘E” on it in diamonds caused Counsel to remark that the noble
defendant appeared to be much attached to hair. This caused further laughter. Hancock pro-
vided evidence that ‘it was usual for gentlemen to wear bracelets and lockets’. The lockets

purchased by Lord Ernest appear to have been indistinguishable from those worn by women.

Sporting and gaming costume and jewellery

... bracelets strung together of little gold cards and dice and dominoes; a necklace
in gold and platina, formed of ingeniously linked horseshoes, whips, bridles,
stirrups, and saddles, and the weapons of rouge-et-noir and roulette, hung as
earrings, are other costly toys which catch the eye in this collection.”

One aspect of vastly increased consumer choice was the development of costume for spe-
cial purposes, principally sports. Sporting costume was one of the few areas of fashion where
the English excelled and one of the few fashion exports, along with Scottish tartan, to have
an impact in Paris. The most fashionable tailor in Paris was an Englishman, Henry Creed, a
genius at cutting riding costume for both men and women. Napoléon 111 was Creed’s client.
This was an area of fashion ‘crossover’, with many of its important characteristics — flatter-
ing, tight-fitting and well-tailored — shared by men and women. Taine, no admirer of English
costume, could approve of the female riding-habit, ‘black, close-fitting to the torso, simple
and without ornament, denoting boldness, agility, strength, physical well-being’.”
Sporting costume is usually only a slight modification of the fashion of the day;
for women this meant a shortened skirt, which allowed the wearer to show;off chic boots

and shoes. Certain styles of clothing became associated with certain sports: for example,



SPORTING AND GAMING COSTUMI

101

Fashion plate from the
Englishwoman’s Domestic Magazine,
January 1870

Skating was only rarely possible,

in very severe winters, but a
consensus quickly formed around
appropriate costume and jewellery:
sealskin jackets with tartan skating
costume and Scottish jewellery,

in this case a ring brooch. With the
demise of the bonnet, stylish hats
often had a jewel pinned to the brim.
Here a cap with badge and feathers
completes the Scottish outfit (see
also Fig. 454).

3. —Waen avn Sure Cosrume.

tartan costume and ‘Scotch pebble’ jewellery were adopted for skating. In January 1870 the
Englishwoman’s Domestic Magazine illustrated tartan skating costume with long tartan sashes

56

slung over the shoulder and fastened at the hip by a large ring brooch (Fig. 101).” A report
in The Graphic for January 1871 confirms this as an established trend (a particularly cold
winter had made skating on the Serpentine by torchlight popular): “Skating costume — A
Campbell-plaid velvet tunic and tight jacket of sealskin trimmed with natural beaver, hat of
the same materials as tunic with a humming-bird in front of the crown. Balmoral boots, spun
silk stockings to match the petticoat, Scotch pebble brooch and earrings.””’

The popularity of sporting costume and jewellery in the second half of the nineteenth
century has as much to do with the emergence of the urban professional with a career and
leisure time as with the introduction of new sports such as lawn tennis or roller-skating.
Expansion of the railways enabled people to take holidays and days out on a far greater
scale than hitherto, and with that came the discovery of the seaside. Some sports, such as
yachting, remained exclusively upper-class, while others, such as hunting and racing, had
their upper-class elements but were much more democratic. The class structure of sport is

complex; it was explained by Joan Evans in her pioneering survey of The Victorians:

In its pursuit, especially in racing, men of all classes met on an equal footing. Outside
the racecourse, it is broadly true that the upper classes stalked, hunted, shot and
fished; that the upper middle classes hunted, shot and fished; and that the middle
classes shot and fished when opportunity offered. The upper classes gambled heavily
at cards; the upper middle classes played piquet and whist with great skill; the middle
classes were a little apt to think of cards as the devil’s picture books and to stick to
cribbage and other harmless games, and the lower classes to venture their pence on
dice or any other game of chance. Outside a few classic matches between great public

schools, cricket and football were taken vastly less seriously than they are now.”

AND JEWELLERY
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102

Silver and gold boar’s-head pin by
Hubert Obry (1808-53). French,
about 1845-50. Private collection

Obry’s exceptional sculptural skills are
apparent in his animals of the chase.
The boar’s head is cast from a wax
model, then subtly chased and textured
by hand.

103

Silver and silver-gilt watch-chain with
stag-hunting motifs. French, made
by Névillé for Morel et Duponchel,
about 1848. L. of chain 35.2 cm.
British Museum, Hull Grundy Gift

The chain shows a horseman and
hounds hunting a stag. The fob and
watch key are trophies of game-birds
and rabbits. Névillé was a leading
gold chaser.

These are largely traditional sports and there are some omissions: there is no mention
of archery, which reached a mass audience by the 1860s, or of the new sports such as bicy-
cling and roiler-skating. Some sports produced only a smattering of jewels; for card-playing
enthusiasts there were ladies” enamelled playing-card studs, described in the Englishwoman's
Domestic Magazine in 1869, and stick-pins for men.” There is little jewellery for cricket and
football, as they were then exclusively masculine sports: cricket-bat propelling pencils as
watch-chain novelties were the most common; football produced almost nothing. A design
registered in 1877 for a brooch inscribed ‘kick OFf” with a ball and foot in a rectangle remains
known only from the records in the National Archives.”

Joan Evans is right to say that cricket and football were public school sports (public

schools in Britain are private schools elsewhere); as Mark Girouard explains:

The whole vast fabric of contemporary sport derives, not just from Victorian England,
but from the small percentage of Victorian Englishmen who went to the public

schools. The games which public school men took up or invented, the rules they laid
down for them, the clothes which they wore, the settings and equipment which they
devised, the language which they used and the seriousness with which they took the

whole business gradually spread down the social scale and out to the rest of the world.”

By the end of the century football had a large working-class component, especially in the
north of England. Class unquestionably played a significant part in the market for sporting
jewellery; the social aspect of sport was critical in creating the need for appropriate ornaments,
whether among a vast crowd of racing spectators, or at an informal home croquet match. And
the seasonal nature of some of these sports — hunting in the winter, racing in the summer —
generated new designs each season, for both men and women.” Deer-stalking, a royal and
aristocratic pursuit, produced an almost industrial-scale trade in antler furniture and bibeléts
(for Prince Albert’s deer-stalking mementoes from Balmoral, see pp. 40—43 and Fig. 202).
Social life in aristocratic country houses revolved round the sporting calendar, with big house-
parties for hunting, racing and shooting and much gambling in the evenings. Sporting jewellery,
more than any other type of novelty, was popular with the aristocracy. For competitive sports,
particularly horse-racing, jewels using racing or club colours were worn, like courtly favours
in medieval tourneys, to show allegiance.”

Hunting had its characteristic jewellery types, which demonstrate the French penchant
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for sculptural jewels versus the English taste for two-dimensional portraits of animals. Vever
devotes several pages to the modeller and chaser Hubert Obry, son of the Duc de Berry’s chief

whipper-in, who was himself a passionate hunter and accomplished horn-player. Obry’s nat-
ural ability to model the animals of the hunt led him to train as a goldsmith and open a
workshop in Paris. He employed several craftsmen to fulfil commissions from the French
nobility, for whom Obry’s lifelike animal stick-pins and charms with boars, stags, foxes, rab-
bits and hounds were fashionable gifts (Fig. 102; see also Fig. 93 for pins with pointer and
greyhounds). Obry’s fame spread to Leopold I, King of the Belgians, who ordered pieces every
New Year’s Eve. Combining profession and hobby, the eccentric Obry insisted that all his
pupils should play the hunting horn too, and in true troubadour style travelled with his band
to country chateaux to serenade the lords of the manor, who, on receiving the players, dis-
covered that their guest was none other than Obry himself. Having taken his jewellery with
him, Obry would casually produce it, to the delight of his hosts, and the troupe would wan-
der off with a full purse.” This was before Napoléon’s revival of the royal hunt tradition at
Compiegne, with its special buttons and other insignia.” A larger than life character, Obry
tends to overshadow contemporaries like Névillé, whose boar-hunt watch-chain illustrated by
Vever resembles an example in the British Museum (Fig. 103).*

In Britain fox-hunting dominated the sport (wild boars had died out by the eighteenth
century). R.S. Surtees, creator of those immortal fox-hunting men, Mr Sponge and Mr
Jorrocks, gave them an absurd quantity of sporting jewellery:

Notwithstanding Jawleyford’s recommendation to the contrary, Mr. Sponge made
himself an uncommon swell. He put on a desperately stiff starcher, secured in front

with a large gold fox-head pin with carbuncle eyes; a fine, fancy-fronted shirt, with
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Men’s watch-chains and watch-chain
pendants with sporting motifs, made by
N.C. Reading & Co., Birmingham. English,
late 19th century. W. of compasses card
11.6 cm. British Museum, given by

N.C. Reading & Co.

From the firm's historic sample collection,
these accessories are all made of *Albo’,
an imitation silver alloy (see p. 203), and
retain their original display boards. The
chains are decorated with horseshoes
and horse bits; the compasses include

a horseshoe, a camel to suggest long
distance, and nautical emblems. The

map measurer is a later piece, after the
advent of the motor car.
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105

Group of sporting jewellery. English

and American, second half of the 19th
century. British Museum, Hull Grundy Gift

A: Brooch set with reversed crystal
intaglio of a pheasant; g: Painted enamel
fox-head spur brooch with revolving
rowel, buckle and strap, diam. of enamel
2 cm, signed by G.W. Bailey; c: Sleeve-
studs for women set with reversed crystal
intaglios of grouse and partridge by John
Brogden; p: Gold brooch in the form of

a fishing rod and creel containing a fish
on a chain, probably by Sloan & Co.,
New York. L. 6.7 cm.

a slight tendency to pink, adorned with mosaic-gold-tethered-studs of sparkling
diamonds (or French paste, as the case might be); a white waistcoat with fancy
buttons; a blue coat with bright plain ones, and a velvet collar, black tights, with
broad black-and-white Cranbourne-alley-looking stockings (socks, rather), and
patent leather pumps with gilt buckles.”

Aside from the equestrian motifs discussed below, images of foxes and hounds were the
staple of Victorian hunting jewellery, in the form of reversed crystal intaglios or painted
enamels (Fig. 105). The long tradition of painted enamel portraits was sensitively adapted to
animal heads by G.W. Bailey and W.B. Ford, both pupils of the celebrated miniaturist William
Essex (see Fig. 93).”" From the mid-1850s painted miniatures were displaced by photogra-
phy for portraits of people, but enamellists made a career painting animals. Among the standard
types are portraits of individual animals. Hunting and shooting generated jewellery for both
sexes. Like stag’s teeth, ptarmigan and grouse feet were mounted as brooches (see Fig. 204).

The reversed crystal technique, employed for men’s studs, cuff-links and scarf-pins as
well as women’s ornaments, created miniature three-dimensional scenes with the birds or

animals in their natural habitat. The process of cutting and painting a hemisphere of rock
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crystal was long,and laborious. The dome is cut and ground by hand to a perfect cabochon;
this could take as many as twenty different grades of polish. Once the stone is shaped, the
design is drawn on the reverse with watercolour, the image scratched into the stone, then
engraved on a lathe with steel tools. With the cutting complete, the painting is done in
reverse, sometimes with brushes that have only a single hair.” The convex dome acts like a
lens, magnifying the whole scene. Introduced by the mid-1850s, the technique remained
popular well into the twentieth century.”

The widespread taste in France for equestrian or horse-racing jewels (bijoux hippiques)
is dated by Vever to the opening in 1857 of the new racecourse at Longchamp in the Bois
de Boulogne, when the Paris Grand Prix was run for the first time. Napoléon 111 adopted the
English passion for horse-racing following his exile to London in the 1840s, and it was he
who encouraged the sport in France. From 1857, Vever notes, ‘tout devint hippique’, horse
imagery took over, with jewellery in the form of horseshoes, whips, bits, nails, spurs or stirrups
(for Vizetelly's similar comment, see p. 218). The sport was not an exclusively male preserve:
demi-mondaines such as Cora Pearl and Madame Musard took a lively interest in it.”" In Britain
most upper-class women were accomplished horsewomen: Queen Victoria, Empress Eugénie
and Princess Alix set an example and were aped by the fashionable. Motifs were used inter-
changeably for hunting or racing; in 1870 the Englishwoman’s Domestic Magazine reported a
new ‘horseshoe suite of enamel, in various colours and gold, set with pearls or turquoise; a
stirrup and buckle is a novel addition to the slightly fast horseshoes’, and later ‘A saddle with
stirrup will prove an acceptable and neat hunting brooch’.” The horseshoe was also a good-
luck symbol, and was a popular gift from grooms to bridesmaids at the end of the century.

Views differed on the propriety of such ornaments: the Journal of the Society of Arts,
reporting on the Birmingham contribution to the 1872 International Exhibition in London,
noted ‘that neither horseshoes, even if in diamonds, nor an ingenious hotch-potch of horse
gear made up as a necklace and pendants, can ever be aesthetically right...”.” The Art-
Journal went even further, describing Hancock’s horseshoe suite as ‘an outrageous instance
of misapplied ingenuity and skill . .. and that any woman would condescend to wear such
abominations is more inconceivable still’.™ The range of watch-chains for men with stirrups
and bits, made in all sizes and in anything from gold to nickel silver, does not seem to have
artracted the same opprobrium; the aesthetic rules for men were different. The imitation
chains could be massive and indubitably showy and one should not forget the ‘curb’ chain
with its oval slightly twisted links, named after the chain from the bridle-bit beneath a horse’s
jaw (Fig. 104). An indication of the popularity of horse-racing is provided by Montague
Guest’s little-known collection of late nineteenth- and early twentieth-century badges, in
which the number of racing badges from clubs across Britain far outstrips the numbers of
badges for cycling, fishing, or rifle associations.”

While Napoléon and his companions were off hunting at Compiégne the women prac-
tised archery.” In Britain the Toxophilite Society was founded in 1781 and given a royal charter
in 1847, but the fashion gathered momentum and a much wider social significance with the
first annual Grand National Meeting in 1844 and the founding of the Grand National Soci-
ety in 1861. In May 1862 a news item in The Times announced ‘The Grand Archery meeting’
at Crystal Palace, attended by societies from all over the country.” The sport was especially
popular with women from the 1870s onwards; by 1884 the Bond Street firm of Thornhill &
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Silver crossed-oars brooch. English,
about 1880. Norwich Castle Museum,
Hull Grundy Gift. L. 6.3 cm.

107A,B&C

Silver sporting brooches. English, 1870s
and 1880s. Norwich Castle Museum,
Hull Grundy Gift

Top: Crossed rackets and net, with
maker’s mark JT and design registration
mark for 11 September 1880, by

John Taylor of Birmingham. L. 4.3 cm.
Centre: Bicycle, stamped to imitate cut
gemstones, with Birmingham date-letter
for 1874—-5. L. 4 cm. Bottom: Folding
Coventry lever tricycle with large front
wheel and two smaller back wheels,
first made about 1876; design registration
mark for 1883. L. 4.1 cm.

Co., known for its fashionable accessories, was marketing an ‘archery belt’ as a follow-up to
its successful ‘Norwegian’ belt (see p. 325—6).™ But these count as sporting equipment rather
than sporting jewels. The prizes, in the form of archery trophies in jewellery, varied enor-
mously in scale and cost. In 1839 Queen Victoria presented an archery prize to competitors
at St Leonards-on-Sea in Sussex, which took the form of a gold bracelet with enamelled crowns
and roses, the trophy in the centre. A later prize brooch of around 1880 is made of enamelled
silver. By this date the championship winners are listed as Mrs or Miss and are never titled.”

Rowing had long been popular. The Oxford and Cambridge boat race started in 1829
and the Henley Regatta in 1839. Brooches in the form of rowing boats or crossed oars were
fashionable from the 1870s onwards, while for men there were watch-chains such as the
‘Regatta’ chain with links in the form of rowing boats advertised by the New York firm of
Kossuth Marx & Co. in the Jewelers” Circular in 1880." Few of these can be related to partic-
ular events. Fishing jewels are much less common; it is hard to know whether this is because
fewer numbers participated or whether it has more to do with the fact that it is a one-man
sport with few opportunities for social gatherings. Some typical designs were reported in the
Jeweller and Metalworker in 1888: ‘Scarf pins . . . one specially suited for fishermen is a fishing
rod of gold with suspended line. On the end of the line is a small diamond. A brooch which
would be favoured by the better halves of the followers of Isaac Walton consists of two gold
fishing rods crossed, supporting in the centre a fish and fish bag of the same material
(Fig. 105).™ A similar tie-pin was made by Gorham & Co. of Providence, Rhode Island, in
1897. Fly-fishing lures made of real feathers were also adapted as jewels, especially in
America, where feather salmon flies were turned into tiny pins for both men and women;
Tiffany mounted a reversed crystal intaglio of a salmon fly as a gold cravat pin, with the fish-
ing line wrapped round the fly.*

But it was new sports developed in the nineteenth century such as croquet and lawn
tennis that prompted the greatest volume of novelty jewels. The modern form of croquet,
established in Ireland in the 1830s, came to England in the 1850s.” It was evidently popu-
lar by 1864 when there was a vitriolic correspondence in The Times about the pirating of a
croquet manual involving the Earl of Essex. As a relatively sedate sport, it was suited to women
as well as men. The 1860s and early 1870s are the period for croquet jewels in both Britain
and America. Among the designs in the Design Registration volumes at the Public Record
Office are those of 1874 for a croquet hoop and crossed mallets for use on lockets, charms,
etc.” Godey’s Lady’s Book for 1867 noted earrings in the form of croquet mallets (see p. 221),
and in 1876, reported on novelty ‘croquet studs for collars and cuffs: the first of these repre-
sented mallets, and they became so popular that a second style has been introduced representing
a lawn tennis [sic, racket omitted?]. They are manufactured in bright and oxidized silver and
in silver-gilt, and for young ladies who play the fashionable game they are very appropriate.™
The All England Croquet Club was formed in 1869 and the sport was still fashionable at the
end of Victoria’s reign.

In 1875 the Croquet Club failed to attract enough visitors and decided to offer Lawn
Tennis as well. This was an instant success, helped by the new rubber balls which bounced
on the grass and gave a huge boost to the sport. On 10 July 1877, The Times noted that lawn
tennis was ‘the most recent pastime which has largely been adopted as an;outdoor amuse-

ment’. Designs for tennis racket jewels start to appear in the Design Registration volumes in
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April 1876 and continue unabated for at least the next two decades. Among the first was a
pair of rackets forming a dress-holder, to hitch up the long skirts while playing. There fol-
lowed brooches in the form of a racket and wishbone, crossed rackets and net, or crossed
rackets and straw hat. The design of crossed rackets and net was registered by John Taylor of
Birmingham on 11 September 1880 (Fig. 107).* Gifts of sporting jewels suited many occa-
sions: among novelties noted in Godey’s Lady’s Book (July 1893, p. 127) is ‘a pretty bracelet,
which would form an appropriate gift for a bride devoted to tennis, has a center formed of
two crossed racquets in gold, with a pearl ball laid upon each, while on each side is a spray
of gold leaves set with fine turquoises.’® Racket brooches were made in jet and other black
materials in the form of a hand holding a racket and ball; evidence for whether these were
gifts for sporting women in mourning or simply cheaper remains to be uncovered.*

Almost contemporary with croquet and tennis was bicycling; the all-wood velocipede
of the 1860s developed into the metal frame bicycle in the 1870s. The front wheel grew larger
and larger to increase the speed, evolving in the 1880s into the penny-farthing, the classic
bicycle image of the later nineteenth century. The safety bicycle with chain drive and gearing
appeared in 1885 and in 1888 the pneumatic tyre was introduced. The tricycle appeared
around 1879. This more expensive machine was avidly taken up by women, and perceived
as more genteel since only those classes with sufficient income could afford machines for
women. The report in The Times of the sixth annual Bicycle and Tricycle Show at the Albert
Hall in 1883 included among the new machines a folding bicycle and tricycle which could
go through an ordinary door.™ These inventions were translated into novelty jewels, usually
in silver and made in Birmingham, whether a cravat-pin with a penny-farthing, a whole range
of bicycles, or a folding tricycle (see Fig. 107).”

The new sport of roller-skating, introduced following the development of the four-wheel
turning skate by the American James Plimpton in 1863, reached a fanatical pitch in the win-
ter of 18756 if the volume of cartoons in Punch is anything to go by. Roller-skating, the new

comfortable indoor sport, was for the rich, or at least the reasonably well-off, while ice-skating,

SNOW SHOEING.

An Indian invention, and the only means
known of walking with ease over soft and deep
snow.

Canadians have made a sport of this Indian
discovery, and as large numbers of Clubs are in
existence, Ladies can enjoy the exercise.

One of the most picturesque sights of our enjoy-
able winter is the

Trampof the Snow Shoers.

Views of McGill College and Vicinity at Parks’.
Jet Goods at Palmer’s.

P 6

108 Below left

‘Belle a la Mécanique (a Rink Wrinkle)”.
Cartoon by Linley Sambourne from Punch
(16 October 1875, p. 156)

Roller-skating took place in specially built
rinks and was popularly known as
‘rinking’. A fashionable belle wears skates
in the form of steam-engines, a fireman’s
helmet and a chatelaine with all manner
of appendages including a slide rule,
evidently a pun.

109 Below right

Advertisement for snowshoe jewellery
from a trade catalogue issued by
Thomas Allen & Co. of Montreal.
Canadian, mid-1880s. New York,
Metropolitan Museum of Art

The set consists of brooch, earrings
and scarf-pin.

DESIGNED BY THOS. ALLAN & (0.

Registered at Ottawa, 1881,

Snow Shoe Set and Scarf Pin, made of Gold,
Silver and Oxydized.
1
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Two artist’s palette brooches. Silver,
English, 1880s. Norwich Castle Museum,
Hull Grundy Gift

Top: Birmingham maker’s mark for Payton
Pepper & Co., about 1887-8. The gems
are used to denote the colours on the
palette. Bottom: Engraved silver with a
horseshoe for good luck and ivy for
friendship, about 1880. W. 3.5 cm.

the traditional open-air sport, was the poor man’s substitute. A-cartoon of January 1876, for
example, shows two ‘skate’ figures, a small thin threadbare ice-skate holding out a bag into
which a large well-to-do roller-skate, standing in front of a board labelled ‘Nouveau riche’, slips
a note, with the caption: ‘Thawed out yer honor’. Others include the politicians of the day
‘Practising for the Westminster rink’ (they are all falling down), ‘Rink Tennis’ by Du Maurier,
and Linley Sambourne’s ‘Belle 4 la Mécanique (a Rink Wrinkle)” of October 1875 (Fig. 108).”"
Many designs for roller-skate jewels were registered in 1875—6, for example a roller-skate
brooch, pin or charm in the form of a skate attached to a foot registered in June 1875.”
Ice-skating was too seasonal and uncertain to have inspired skating jewellery in Britain.
North America was a different matter, but who would expect a hairwork bracelet charm in
the form of an ice-skate? Was the idea that the loved one’s hair brought good luck on the
rink? ”A trade catalogue of Gold and Silver Jewellery Representing the Winter and Summer Sports
of Canada, issued by Thomas Allen & Co. of Montreal in the mid-1880s, contains not only a
complete matching set of earrings, brooch and scarf-pin in the form of ice-skates, but also
matching sets for lacrosse, described as the national game of Canada, for curling, taboggan-
ing (sic) and snow-shoeing. The curling set takes the form of crossed brooms and stone (the
brooms were used to ‘sweep’ the stones along the ice). Tobogganing and snow-shoeing are
both acknowledged as ‘Indian’ (i.e. Native American) inventions, and in the case of the snow-
shoes ‘the only means known of walking with ease over soft and deep snow. Canadians have
made a sport of this Indian discovery, and as large numbers of Clubs are now in existence,
Ladies can enjoy the exercise’ (Fig. 109).” The snow-shoe set could be either single or dou-
ble shoes, or combined with a toboggan. They were all available in ‘gold, silver and oxydized’.”
One activity that raised questions of morality for the Victorians was gambling. At the
International Exhibition in 1872, G.V. Wisedil of London contributed two men’s scarf-pins,
with a serpent, the symbol here of evil, coiled round a dice. Was this intended as a barbed
gift from a disapproving spouse? The exhibitor clearly thought so, for he displayed them ‘with
a label containing a moral about gambling’. But for the Society of Arts reviewer, this was a
step too far: ‘The pins are sufficiently good to have been allowed to speak for themselves, the
coil of the serpent round the dice being particularly good; but the jeweller’s art should be on
the side of beauty, not morals, and it entirely mistakes its proper function when the latter

supersedes the former.™

Enter the ‘New Woman’

With women’s sporting fashions aping men’s tailoring, male jewellery types were adapted for
female wear. This initiated a taste for lapel studs based on men’s dress studs, tie-pins and
cravat-pins. Women’s watch-chains, known as ‘Albertines’ or *Victorias’, lighter in weight than
men’s, served the same purpose for a display of charms and small souvenirs. Princess Alix
ordered ‘waistcoat chains’ of platinum and gold in 1874 -5, and is credited with populariz-
ing studs through her taste for tailored costumes. Among several royal items given to the London
Museum by Queen Mary in the 1930s, a stud and brooch set of spider webs set with intarsia-
work showing flies on a white ground may be the ‘set of enamelled gold spider-web studs’
supplied to the Prince of Wales by Garrard’s in 1868. These are large, but the set of small studs

enamelled with bees by Carlo Giuliano could have been worn by a man or woman (Fig. 111).”



The neat undecorated styles of tailored costume encouraged freedom of movement,
indicating professionalism and independence. With more women taking up careers, it was

apparently fashionable for jewellery to indicate professional activity. The Artist, a London pub-

lication, reported with some scepticism in 1880 an artist’s palette in gold with gemstones for
h

the colours, as worn by French ladies to indicate their profession (see Fig. 110).*® An almost
identical text had already appeared in the New York Jewelers” Circular for September 1880;
such copying was standard journalistic practice and probably both were taken from a com-
mon source. The artist’s palette was also said to represent ‘harmony’, probably the message
of the Princess of Wales’s palette brooch listed in her royal ledger account for 1875.

Along with the taste for artistic dress, tailored and sporting costume hastened the demise
of the crinoline and later the bustle. Dress studs, ornamental buttons, tie-pins and Belcher
chains went with the chic close-fitting tailored jacket and gored skirt worn with a high-necked
blouse secured at the waist by a wide belt with an ornamental buckle, the fashionable day-
wear for the ‘New Woman’ in the 1880s and 1890s.

ENTER THE ‘NEW WOMAN’
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Three sets of dress studs. English and
Italian, second half of the 19th century.
British Museum, Hull Grundy Gift

Left: Castellani, gold ram’s-head studs,
diam. of stud 2.2 cm, about 1850-60,

in Goldsmiths & Silversmiths Company
display case (established 1880); the lid
embossed in gold with the initials ‘FA’ and
CASTELLANI, cased after 1880; right: Carlo
Giuliano, set of enamelled gold ‘bee’
dress studs, diam. of stud 2 cm, 1874-80,
the display case marked with the blind-
stamp ‘H&B' (Harker & Betteridge,
1869—-80); centre: John Brogden, studs
with engraved Assyrian bulls, diam. of
stud 1.4 cm, 1852—5; in display case with
Brogden’s prize medal for 1851; made
after 1851 and before 1855. Giuliano,
Castellani and Brogden were all
manufacturing jewellers.
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Previous pages: left, brooch with
white currants (see Fig. 131), right,
Portrait of a Lady (see Fig. 139)

LL jewellery has meaning by association; this chapter explores the many differ-

ent codes and messages used in sentimental exchange. Trinkets of little or no

value — a jet brooch, a locket enclosing a portrait or hair, a ring with a particular

combination of stones or a bracelet of plaited hair — hold a whole world of infor-
mation. Armed with knowledge of the language of material, motif, and design, of gem-lore,
flowers and the cult of hair work, even at this distance of time the modern observer can recover
much of the symbolism behind Victorian jewellery. Contradictions between monetary worth
and personal significance were resolved by giving jewels moral and spiritual meaning,

Because it is important to our understanding of meaning in Victorian jewellery, the sig-
nificance of gem-lore and jewels with messages is considered first. Hair work, standing for the
corporeal presence of the loved one, was used in sentimental exchange and for friendship
tokens as much as for memorializing the dead. The taste for botanical jewellery persisted
throughout the century and its longevity, in Britain at least, had much ro do with the percep-
tion of the love of horticulture and botany as a defining national trait. Jewels were used in
Victorian literature and art to convey messages and to reveal issues of morality in the owning
and wearing of jewellery. Victorian fiction assumes an intimate familiarity with jewel symbol-
ism. This first-hand written and visual material is crucial to our understanding of attitudes to
jewellery in the nineteenth century.

Jane Carlyle, lively correspondent and wife of the historian Thomas Carlyle, a person
with no pretensions to fashion and few precious ornaments of her own, constantly observed
and recorded the usage of jewellery in society (Fig. 112). In photographs she is always very
plainly dressed in a style that never changes: a plain brooch secures the crossed ribbons at
her neck, on her wrists are bracelet clasps, also on black ribbon bands, and on her hands the
two single-stone rings she habitually wore as well as her plain wedding band. Her attitude to
her few simple jewels as memorials, historical relics and friendship tokens emerges from Thea

Holme's study of The Carlyles at Home (Jane Carlyle’s own words are in quotation marks):

.. . there was a curious little gilt ring with a design of dolphins which she wore
constantly. She was wearing it when she died. In 1862 she gave two brooches to Mary
Russell: ‘the brooches can be worn as clasps, down the front of the dress, also; and
look very well on a dress of any colour’. She accepted in exchange an old pebble
brooch in the shape of a thistle, which had once been her own — ‘my Mother was with
me when I was allowed to choose it! and my father paid for it!” — and which she took
back out of sentiment. . . . on her forty-sixth birthday Carlyle gave her a cameo brooch,
which she received without enthusiasm: ‘T cannot tell you how it is, but his gifts always
distress me more than a scold from him would do,” she told Helen Welsh [her cousin].
A pebble brooch, set in gold, she gave away to Miss Craik; and to Macready, playing
Macbeth, she presented an old Scottish brooch that had belonged to Flora Macdonald.!



The “old pebble brooch in the shape of a thistle’ is a reminder of her Scottish origins.

Giving Flora Macdonald’s brooch, with its romantic historical association, to the famous actor-
manager William Macready must have caused her a pang. She bitterly mourned the accidental
loss of a brooch, ‘a large topaz, set richly in gold, forming a clasp to a bit of black velvet rib-
bon’, the first jewel she ever possessed, given her by her father. It was traced to a shop; she
must have pulled it from her pocket with her purse. The children of the proprietor had been
given it to play with and only the gold mount could be found. Jane decided to have hair put
in place of the lost topaz. Not all her jewels were so significant: for her forty-sixth birthday in
1847 Jane received from Helen Welsh a tiny gold basket containing mounted hair, ‘a beauti-
ful little thing as ever I beheld!” She feared it was ‘too beautiful and too youthful for the
individual intended to wear it". “Whose is the hair in the little basker?” she enquired. ‘1 have
attached it to my bracelet, but it seems almost a pity to wear it there. [ was thinking whether
I ought not to have my nose pierced and suspend it from that.”

She was not thrilled when in 1851 Lady Ashburton, Carlyle’s friend who caused her so
much distress, gave her a carnelian bracelet from Switzerland. For the diamonds ‘blazing’ at
society events, she adopted the sneering tone common among the intelligentsia. After
visiting Lord and Lady Ashburton at The Grange in Hampshire in 1860 she wrote to her
friend Mary Russell: ‘The house was choke-full of visitors — four-and-twenty of us, most of
the time. And the toilettes! Nothing could exceed their magnificence; for there were four
young new-married ladies, among the rest, all vying with each other who to be the finest. The

blaze of diamonds every day at dinner, quite took the shine out of the chandeliers.”
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Jane Carlyle. Photograph by Robert Tait
(1815/16-97), 1855. London, National
Portrait Gallery

The only jewellery worn by Mrs Carlyle
(1801-66) is a brooch pinned to a crossed
velvet ribbon, two bracelet clasps and a
plain ring.
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At a certain level the language of jewellery is very simple; precious materials speak for
themselves. The act of offering certain items of jewellery has traditionally constituted a bind-
ing contract, as in the case of the betrothal ring. Diamonds are the badge of marital status,
their adamantine hardness meaning ‘endurance’ for the enduring quality of love; turquoise
is the emblem of love and also the ‘tell-tale’ of love betrayed (see p. 156). The most intimate
language is often expressed in the extremes of valueless currency: jewels of hair, babies’ first
teeth, pressed flowers and leaves or pebbles from a significant site can all be found in
Garrard’s royal ledgers, and equally apply to a wider picture of sentimental exchange in all
levels of society. With material value all but eliminated, the sentiment becomes the currency,
the raison d’étre of the piece.

Gem-lore in Victorian jewel ‘language’
. C

In the mid-century popular manuals on lapidary and gem-lore took the subject from its anti-
quarian roots to a wider audience. Madame de Barrera’s Gems and Jewels, Their History,
Geography, Chemistry and Analanecdotes], was published in London in 1860; in 1865 two
important books appeared: Diamonds and Precious Stones: Their History, Value, and Distinguish-
ing Characteristics, by the diamond dealer and goldsmith Harry Emanuel, and C.W. King’s
Natural History Ancient and Modern of Precious Stones and Gems and of the Precious Metals.*
Archibald Billing’s The Science of Gems, Jewels, Coins and Metals followed two years later in
1867.” Precious Stones and Gems by Edwin W. Streeter, like Emanuel a diamond dealer and
jeweller, appeared in 1877, followed in 1882 by his Great Diamonds of the World, Their
History and Romance.” William Jones’s A History of Precious Stones was published in 1880;
Jones, a prolific author, also wrote Finger-Ring Lore (1877), a packed repository of supersti-
tion and gem-lore. These books went into several printings and revised editions, evidence
of their popular appeal.

Stories of famous diamonds inspired the most famous gem in Victorian fiction, Wilkie
Collins’s yellow-tinged ‘Moonstone’. The gem was quickly identified as the Koh-i-noor, which
had been constantly in the public eye since it arrived in Britain in 1850.” It was shown at
the 1851 Great Exhibition (see pp. 259 —62), re-cut in a blaze of publicity in 1852 and shown
in its new form at the 1862 International Exhibition in London. The Queen wore it on many
public occasions, including her first emergence from widowed seclusion when she opened
Parliament in 1866. The Moonstone was serialized in Dickens’s magazine, All the Year Round,
the very next year (it was issued in book-form in 1868). Collins’s novel is modern both in
form and subject-matter. It is among the first of a new genre, the detective novel, and it deals
with the theft and return to India of a sacred diamond, contemporary subject-matter with
many-layered resonances for the Victorian public. Like the Koh-i-noor, the stone carries with
it a trail of bad luck and its owners are cursed.

The ‘Moonstone’ is in fact a composite of two famous diamonds, the Koh-i-noor and
the similarly shaped Russian ‘Orloff’, which, like the Moonstone, had been stolen from the
eye-socket of an Indian deity. Both these and the rose-tinted ‘Darya-i-noor’ or ‘Sea of light,
now part of the Iranian crown jewels in the Iranian National Treasury at Tehran, had at
various times been identified with the ‘Great Moghul’, the ultimate stone of myth and

romance, which was probably also in Collins’s mind when he imagined the history of his
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diamond. Collins’s notes, written on Athenaeum Club headed writing paper and presum-
ably concocted in the library of the club, reveal that his reading for the ‘Moonstone’ included
King’s Natural History. The notes suggest that Collins investigated the history of the Pitt dia-
mond, which King recounts in his book.” He would have known the models of the Orloff
and Pitt diamonds, which had been in the British Museum since its founding in 1753 (they
were transferred to the Natural History Museum with mineralogy in 1881).

He used the Encyclopaedia Britannica for information on coloured diamonds, and some
of his readers, and possibly Collins himself, would have been familiar with Emanuel’s hand-
book, which went into a second edition in 1867. Collins’s level of research is impressive
and greatly contributed to the verisimilitude of the story. The plot also reflects another event,
the Indian uprising of 1857, known as the Indian Mutiny. By setting the novel in 1848,
Collins contrives to have the ‘Moonstone’ returned to India at the moment when the
Koh-i-noor was expropriated at the Treaty of Lahore which ended the Sikh Wars. Collins con-
cluded his 1868 preface with a startling claim: ‘The famous Koh-i-noor is also supposed to
have been one of the sacred gems of India; and more than this, to have been the subject of
a prediction, which prophesied certain misfortune to the persons who should divert it from
its ancient uses.” The curse of the Koh-i-noor related only to male rulers, and by ensuring
that it was worn by a queen (and subsequently only by queens, either regnant or consort)
the ill luck might be deflected. Collins, however, does not make the distinction and implies
that ill luck might come to Victoria. All too fresh in the public mind would be not only the
Mutiny, but the tragedy of Albert’s death in 1861. The thoughts of the Queen on this, if any,
are not known.

Widespread knowledge of ancient gem-lore is implied in the traditional usage of a
particular conjunction of gemstones derived from medieval amuletic jewels. The combina-
tion of ruby and turquoise — not in itself a particularly attractive juxtaposition — featured on
Victorian love tokens for years. The attributes of the stones are true love for the turquoise
and the protection of love for the ruby. The Victorian public, deeply versed in the Bible,
would also have been familiar with the foundation stones of the Heavenly City in Revelation:
jasper, sapphire, chalcedony, emerald, sardonyx, sardius, chrysolite, beryl, topaz, chryso-
prase, jacinth and amethyst are listed by Streeter.” Streeter displayed on his premises models
of The Gates of the Holy City and Aaron’s Breastplate, both set with gemstones as described in
Revelation and Exodus. That the promotion of gem-lore had clear commercial advantages is
attested by the inclusion in Victorian advertising of lists of birthstones, biblical references
and other inducements to purchase. Streeter included a list of gemstones relating to the
Apostles in his book Precious Stones and Gems (1877), while his catalogues include lists of
birthstones for each month along with the newly introduced notion of stones for the days

10

of the week. He stocked jewels for every eventuality."” The enterprising Carlo Giuliano of
Piccadilly and his successors Carlo and Arthur were quick to exploit this idea."

C.W. King records a number of old superstitions culled from earlier writings such as
the work of the monk Marbode, eleventh-century Bishop of Rennes."* Sardonyx was said by
Marbode to typify three of the cardinal virtues, black for Humility, white for Chastity and
red for Modesty."” Onyx was used for pendant crosses as mourning jewels. The ruby is able
to foretell calamity or misfortune by darkening and becoming opaque in proportion to the

severity of the threat." Emerald was said to protect the chastity of its wearer."” Turquoise was
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reputed to go pale when its wearer sickened and to lose its colour completely on death, only
to recover when worn by a healthy owner. It preserves sight and protects from injury. When
it cracks it spares the owner from a broken bone."” When received as a gift it is a declaration
of love, but if bought its power is lost. In his book on gems, Streeter explains the attributes
of the turquoise:

Few stones had such wonderful gifts and virtues attributed to them as this had. But
to realize these advantages, it was a necessary condition that the stone should have
been received as a gift. Even to this day, in the north-east, there is a proverb, ‘That

a Turquoise given by a loving hand carries with it happiness and good fortune’."”

Some turquoise fades or turns greenish over time and so the belief arose that it revealed
inconstancy: these superstitions persisted in remote areas. Streeter’s remark that belief in
gem-lore was still strong in parts of the country gives immediacy to the endless recurrence
of these signals in paintings and fiction.

There is a curious history behind the set of Russian turquoises owned by the Queen. ™
She had set her heart on a set of ‘turquoises of rather a light colour, single stones not for pavé
and of different sizes’ for a parure, and in 1842 when Lord Stuart de Rothesay was appointed
Ambassador in St Petersburg she asked Charlotte Canning to commission her mother, Lady
Stuart de Rothesay, to find them for her. After complicated negotiations, the Queen chose
forty*two turquoises costing 3,500 roubles. She was aware that they were not very good
stones, but preferred the light colour.” They were set by Garrard’s in a suite with diamonds.

On her return from Russia, Lady Stuart was received by the Queen in March 1845:

The Queen was very kind and gracious, & agreeable, she sent for her Turquoises,
to bewail their turning green, which we laid to the change of the Coiffeur’s
Pomade, & did not suggest the superstition of ‘Inconstancy’, in the Bien Aimé

of which Turquoises are supposed to be able to be tell tales, and evidently she
had no arriére pensée, when she said ‘I wish I could find a remedy, for it makes

320

the Prince so unhappy!

This raises an interesting question as to what extent the Queen was aware of the more
arcane aspects of the language of jewellery. King notes that in German jewel lore the turquoise
is the pledge of love, a gift to the betrothed and an affirmation of feeling. The permanence
of its colour was believed to depend on the constancy of the donor.*' There is no doubt of
Victoria’s appreciation of the sentiments involved in giving and receiving jewels. She was
acutely conscious of associations, awarding precious status to pebbles and baby teeth because
of their place in her own experience, and she was well versed in the language of flowers.
Whether she placed much importance on the magical and superstitious attributes of
jewellery is open to speculation, as the above quotation shows.

There are many examples of pearl symbolism in fiction, for instance in the novels of
Charlotte M. Yonge. Pearls are the jewels of Venus, since both arise from the sea, and they sig-
nify ‘beauty’. They were associated with their medieval name of ‘margaritas’, deriving from

the Greek margaron. By extension this became Marguerite — Margaret or daisy — and both the
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name and the jewel acquired connotations of ‘beauty’. The other meaning of pearls is ‘tears’,
and this dual identity, of name and gem, winds its way through Charlotte Yonge’s most famous
novel, The Daisy Chain, published in 1856. The way the jewels predict or control events is cru-
cial to the plot. The family’s names (the ‘Daisy Chain’ of the title) and the attributes of jewels
are so intricately woven into the novel that familiarity with pearl lore is essential to under-
standing the story. The fictional Margaret May's fiancé, Alan Emescliffe, gives her a *hoop of
pearls’ as a betrothal ring, and true to its fatal meaning — it was considered unlucky to asso-
ciate pearls with marriage — he fails to return from a sea-voyage. The ring is finally used to
encircle the stem of a chalice in the church built by Margaret’s sister Ethel, emphasizing the
religious significance of pearls and renunciation. The heroine Margaret shared her name with
Miss Yonge's god-daughter Margaret Moberley, and the lives of the Mays and the Moberleys
uncannily intersect. For many years Charlotte habitually wore a gold St Andrew’s cross with an
enamelled daisy in the centre as a pendant. The date 1854 (when she began work on The Daisy
Chain) was inscribed at the back and a compartment held a curl of Margaret Moberley’s hair.**

The painter Edward Burne-Jones was fascinated by the lore of gemstones. Drawing on
the ancient lore of gems, he constructed a fanciful world of meaning and metaphor for his

friend Frances Graham, in a letter written shortly after her marriage to Sir John Horner in 1883:

Sapphire is truth, and 1 am never without it. Ruby is passion, and I need it not.
Emerald is hope, and I need it; but cut emeralds are like glass and no better, and a
fat round one is hopeless to get; and a diamond is strength, and it sparkles and
fidgets and is of this world — and amethyst, or as the little stone man 1 know called
it ‘Hammersmith’, is devotion — I have it — and Topaz is jealousy, and is right nasty.
Sapphires 1 make my totem of! Prase is a wicked little jewel, have none of him.

I gave one to Margaret [his daughter] and it winked and blinked and looked so evil
she put it away. And 1 got her a moonstone that she might never know love and
stay with me. It did no good, but it was wonderful to look at — cold and desolate,
and you sighed when you looked at it, as when you looked at the moon — and a
black pearl I got her, because ‘far-fetched and dearly bought is good for ladies,’
that’s pretty on her finger — but of all things I gave her to wear on her little fingers
none looked so sweet as a poor cheap bit of ivory, stained so that it looked like a
cherry, and it makes you laugh with delight at its funny red splash of colour, and

it beats all except the sapphire that is crown of stones.”

The discovery of many rare gems in North America inspired a new breed of gem-
collector, men of science rather than connoisseurs of gemstones. A curious trend reported
in the Washington Post in 1889, ‘Men who carry thousand’s of dollars” worth of gems’, con-
cerns their habit of carrying unset stones by the pocketful. ‘The late Henry Ward Beecher
[brother of Harriet Beecher Stowe] used to carry in his pockets a number of beautiful
diamonds, pearls and other precious stones, which he would sometimes take out in his hand
and gaze at in admiration for several minutes at a time.” The reporter concludes with a rhetor-
ical question, ‘Do ladies have this habit? Well, I think not. I never met a woman who cared
to hide her jewels in her pockets. On the contrary, they always like to have them set and
displayed as conspicuiously as possible.™
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Doves and forget-me-nots. English,
1830-50. L. of earrings 8 cm. British
Museum, Hull Grundy Gift, with
stick-pin given by Ann Louise Luthi

Demi-parure of brooch and earrings,
three-colour gold, turquoises, pearls
and rubies (the set retains its original
display case for Turner of New Bond
Street); two-colour gold brooch
converted from a comb-mount with a
dove on a trembler spring and set with
stones spelling ‘dearest’; gold dove
pavé-set with turquoises carrying a
heart in its beak, hair compartment in
the reverse; two-colour gold dove with
ruby eyes and a letter in its beak, dated
on the reverse ‘Louisa, 18 March 1850’;
brooch in chased two-colour gold on an
oval plate to be worn on the shoulder,
a dove in flight, the turquoise-set wings
hinged to tremble when worn; stick-pin,
the paveé-set turquoise head opening

to reveal a compartment for hair.

Messages and devices

Simple ‘message’ jewels as sentimental offerings took many different forms according to fash-
ion. James and William Tassie’s ‘gems’, glass paste casts bearing devices and mottoes, many
deriving from classical models and designed for setting as seals, were very popular in the
early nineteenth century.” William Tassie’s 1816 catalogue (enlarged and reprinted in 1820)
lists the devices with translations of the mottoes, which were given in French, the common
language of sentiment. For example, the much-used device of a lyre with broken strings
stands for ‘qui me néglige me désole” which is translated by William Tassie in his 1820 cata-
logue as ‘By neglect thou ruinest me’. In 1836 Frederick Knight published his charmingly
illustrated Knight’s Gems or Device Book listing the meanings of many of the motifs found in
souvenir jewellery of the time. For example, a dog denotes ‘I have served thee faithfully’; an
arrow means ‘It glitters but it wounds’; a heart with a keyhole ‘Thou hast the key’. Knight
used many of Tassie’s devices and continued the eighteenth-century practice of using French
as the language of sentiment. A butterfly and lyre was for ‘Ton inspiration’; Cupid riding a
lion meant Ten fais un agneau’ [1 make a lamb of him]; a butterfly on a flower was ‘Je me fixe’
[l am settling] and so on. A popular acrostic used plus and minus signs as follows: + qu’hier
— que demain, for ‘more than yesterday, less than tomorrow’ (plus qu’hier, moins que demain).*

These trinkets of sentimental exchange seem to have been worn by both men and women.
In the early Victorian period they took the form of small pins, rings and charms set with a
variety of gems whose initial letters spell out words such as ‘love’, ‘dearest’ and ‘regard’.

‘Regard’ jewels are set with ruby, emerald, garnet, amethyst, ruby and diamond; ‘Dearest’ is
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similarly spelled out. In order to decode the messages it is essential to know the old names
for gems, such as ‘vermeil’ for garnet, which is often used to supply the ‘v’ in ‘love’, and that
", as in jacinth, stands for the elusive ‘i’ not found in the lapidaries’ vocabulary. These codes,
combined with love-birds bearing further messages, were popular in the 1840s and 1850s
(Fig. 113).” For Christmas in 1842 the Duchess of Bedford received from Queen Victoria ‘a
love of a brooch, a turquoise and pearl dove holding a turquoise heart upon which is a hearts-
ease at the back of which is some of her Majesty’s hair’.*

Other small charms came in the form of a heart-shaped padlock and key (a variation
on Knight’s device for ‘Thou hast the key’), books and purses enclosing compartments for
a curl or plait of hair and hands holding flowers, often set with gems spelling words of love.
The Prince of Wales had a taste for horseshoe-shaped brooches, with gems for the nails,
spelling out ‘souvenir’ and ‘regard’. One cryptic entry in Garrard’s ledger refers to a bangle
set with jacinth, emerald, turquoise, amethyst, diamond, opal, ruby, emerald; it takes a
moment to work out JE TADORE. This panoply of sentiment was annexed in the later nine-
teenth century by the lower end of the trade, with silver novelties stamped in relief. mizpaH
(from Genesis 31: 49, ‘And Mizpah; for He said, The Lord watch between thee and me when
we are apart’), BEST WISHES, or the recipient’s name: all had their period in fashion.* Accord-
ing to The Englishwoman’s Domestic Magazine in 1874, Mizpah rings, brooches and chatelaines
were given as valentines.” Godey’s Lady’s Book scorned the ‘fashion for names on ornaments’
as leading to over-familiarity: ‘Gentlemen who ignore the names of young ladies speak of
them as “Jeanne” and “Marguerite”, simply because “ces demoiselles” have thus ticketed
themselves round the throat and on their bags, insteps and belts.””" Once decoded, senti-

ment was largely confined to silver novelties.
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Ornamental comb in original retailer’s
display case. English, 1833—40.

W. of comb 8.9 cm. British Museum,
Hull Grundy Gift

Leaves and flowers with a dove on a
trembler spring, the tortoiseshell comb
marked PEIRCE DALTON (comb-manufacturers,
St Martin’s Court, 1834—40), the original
retailer’s display case labelled ‘Kitching &
Abud, Jewellers to the Queen, 46, Conduit
Street’, (at these premises 1833-54).

A passage in Dickens’s Little Dorrit offers
a glimpse of both the complexities and the
commercial benefits of the ‘language’ of
jewellery. Having arrived in Paris, Mr Dorrit
visits the ‘most famous’ jeweller’s ‘to buy
a little gift for a lady’. The shop-woman
asks him what species of gift he requires,
distinguishing between a ‘love-gift” and
a ‘nuptial gift’, pointing to a set of
‘ravishing’ earrings and necklace as a
‘love-gift’ and to brooches and rings
‘of a beauty so gracious and celestial’
as nuptial gifts. Mr Dorrit purchases
examples of both with an assurance from
the shop-woman that a ‘lady so crushed
with gifts would find them irresistible’.
Mrs General, the object of Mr Dorrit’s
advances, turns him down (Charles
Dickens, Little Dorrit, vol. Il, ch. XIX).
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Celebrating events

Balancing the coded communications were jewels that took the form of the message they con-
veyed, such as the birds in flight shown in Fig. 113. Set as comb-mounts (Fig. 114), brooches
and lockets, these are lovers’ gifts, marking betrothals and marriages. Such jewels are designed
not for secrecy but to celebrate the occasion. Most of them incorporate a ‘box’ or compart-
ment for hair, the ultimate pledge; dated examples locate them in the mid-century. All had
their prescribed forms, many of them botanical (see below). Forget-me-nots in turquoises and
pansies or heartsease in amethyst and citrine (see Fig. 134, for pensées, or ‘thoughts’) were
ubiquitous. Lily-of-the-valley, with its message, ‘fond return of love’, was used to mark birth-
days, as in ‘Many Happy Returns’, as well as in courtship (it also means ‘meekness’, no doubt
an attraction to a man looking for a prospective wife) (Fig. 115). Designers of these brooches
may have been familiar with the illustration from Mrs A. Burke’s Illustrated Language of
Flowers (1856), a popular manual of the period (Fig. 116).” Evidence as to cost, if not usage,
comes from an entry in the exchange column in The Queen (26 November 1870, p. 346): ‘Set
of carved ivory ornaments, earrings, brooch and cross (lily-of-the-valley pattern) very hand-
somely carved, cost £1 a few months since, and never worn.” Lily-of-the-valley is found in jet
as well as ivory, being associated with death and mourning through its meaning ‘return of
happiness’ (to be reunited in death with loved ones).

Lilies-of-the-valley had this double meaning for Queen Victoria, used as a birthday emblem
in Winterhalter’s The First of May (see p. 46) but in her correspondence as symbols of grief. For
the funeral of her private secretary General Grey in 1870 she sent lilies-of-the-valley to his daugh-
ter Sybil to be placed with the wreaths on his grave, ‘as they were his favourite flowers, as they
are mine. He sent them to me, on my poor old birthday from his garden and I therefore wished
that this small tribute of affection and friendship should be placed in his last resting-place’.””

The Victorians saw the start of a whole new commerce in jewels celebrating events.
The evidence for gifts of jewellery on significant dates is revealing; as in the royal family,
births and christenings often prompted gifts of jewellery. In December 1836 Mary Elizabeth
Lucy and her husband, George Lucy of Charlecote, gave a party in their newly decorated
‘dinner-room’ to mark the christening of their fourth son. Mary Elizabeth wore in her hair
the diamond wheat-ear comb ornaments given to her by her husband to honour the occa-
sion, with a pearl and emerald lily brooch (Fig. 115) and pink topaz bracelets.’* Other gifts
from her husband included coral cameos, diamond earrings ‘composed of several stones of
the finest water” and heavy gold bracelets set with rubies and diamonds received on her
twentieth birthday in 1823; her engagement ring was a hoop of turquoises. The diamond
earrings were worn for the first time at court, for her presentation on marriage.

Certain conventions attached to this form of giving. Confirmation was marked with a
pendant cross or locket. The Queen describes Princess Alice’s confirmation ceremony in a
letter to Vicky from Windsor Castle, 23 April 1859:

She will tell you of her presents; such fine ones; from us the Order [the Family
Order badge, the same as the one given to Vicky at her own confirmation in 1856],
and a diamond necklace and earrings like yours (of her own money except £1000
which I added as she had not as much as you).



The virgin Lily of the Vals I love,
Distilled from liguid-musio of the grove

. By nightingales. &
Poured out as emulous to please, they strive
; - In love-fraught tales. o

L.

Leburnum ... ... ... Forsaken. !
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Page with lily-of-the-valley from
Mrs Burke’s /llustrated Language
of Flowers, 1856

Pocket-book, only 13.3 cm high, tiny
enough to fit into a reticule (a small
bag hung from the wrist), giving the
lily-of-the-valley’s attributes in verse
with further verses and an alphabetical
list of some 700 meanings ascribed

to the flower.
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Lilies-of-the-valley in carved ivory

and gem-set gold. English and German,
1830-50. H. of locket 5.2 cm.

British Museum, Hull Grundy Gift

Ivory: brooch carved in high relief;
wheel-turned ivory locket-case opening
to reveal a double miniature frame;
brooch with lily-of-the-valley and forget-
me-nots. English or German. The work
is close to examples in the Deutsches
Elfenbein-Museum in Erbach-im-
Odenwald. Gem-set: two brooches
converted from a set of comb-mounts,
gold set with emeralds and pearls.
English, 1840s. The long curving pins
went through small tubular fittings on
the combs (see Figs 114 and 66-7).
These two differently sized sprays would
have had two matching sprays for the
left-hand side.
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‘The Christmas Carol Singer’, gold locket
set with a reversed crystal intaglio.
English, after 1858. H. including loop

5.9 cm. British Museum, Hull Grundy Gift

The image of the robin on a snow-covered
branch is from a design for Christmas
1858 by Harrison Weir, a successful
wildlife artist who knew Charles Darwin.
The locket contains a contemporary
photograph of a man.

The Crown Princess had sent a ‘marble cross and locket’.” Princess Alice wore the Family Order
badge on her sixteenth birthday two days later. On these occasions a valuable family item
might be passed on, as this was seen as a sign of maturity or even of becoming marriageable.

The sign of betrothal was, and still is, a finger-ring. The Victorians were very interested
in rings; William Jones’s Finger Ring Lore (1877) went into many printings and remains one
of the most useful introductions to the subject even today. By the mid-century rings for all
purposes, mourning as well as betrothal and marriage, had become fairly stereotyped, and
betrothal rings settled into a repertoire of clusters of diamonds or half-hoops of diamonds
and coloured stones. Queen Victoria gave Prince Albert a ring with a single emerald. It was
she who introduced the German custom of the bride exchanging a gold wedding ring with
the bridegroom and this was followed by her children.” Princess Alexandra’s ring for the
Prince of Wales was inscribed within the hoop ‘ALEXANDRA’.

Weddings, anniversaries and newly elaborated Christmas festivities were valuable to
trade, to jewellers particularly. The significance of Christmas is reflected in an important new
industry supplying the newly invented greetings cards and gifts; it is even visible in jewel nov-
elties such as the robin motif cut in a crystal and set into a pendant (Fig. 117). It is one of
the most successful Christmas images: ‘The Christmas Carol Singer’ by Harrison Weir, first
issued in 1858 as a coloured lithograph and then as a very popular Christmas card.

The ever-informative diaries of Lucy Lyttelton offer a useful perspective on the exchange
of jewels of sentiment on specific occasions, giving a microcosm of jewel ‘language’ at a cer-
tain level of society. The Lytteltons were not rich, but Lucy had served at court and married
into a ducal family. During her brief time as a Maid-of-Honour to Queen Victoria, she became
engaged to Lord Frederick Cavendish, brother of the 8th Duke of Devonshire, on 21 April
1864, and the careful record she kept of her presents has much to say about the conventions
of betrothal and marriage. On her engagement she received a number of jewels: the first from
her husband-to-be was ‘a locket with diamonds and pearls, to have his hair in it’.” She wore
it on a pearl chain that had belonged to her mother, who had died after the birth of her twelfth
child in 1857. This came even before her diamond ‘betrothal ring’. Her betrothal gifts to Lord
Frederick were an onyx signet ring and a ‘crystal locket with a scratchy bit of my hair in it’.

Victoria gave Lucy an amethyst locket bordered with pearls and with a diamond cross
on it, remarking that the cross was ‘an emblem of what I have to bear day after day” (referring
to her widowhood). The betrothed couple went on 10 May with Lord Frederick’s sister Lady
Louisa Cavendish ‘to Mimpriss’s, where after g[rea]t cogitation, we chose lockets for the brides-
maids, six with small pearl crosses, six with small turquoise ditto’.” On 24 May she went
with Lord Frederick ‘to Garrard’s and got a pretty crystal locket with an emerald cross on it,
for Alun]tie P [Mrs Gladstone] to have our hair in’. Her present from her father is a reminder
of Lucy’s deep religious faith: ‘At Dev[onshire] House, Papa turned up and gave me a beau-
tiful large gold cross, in which I shall put his dear hair and Mamma'’s.” On 5 June ‘Papa brought
me his cross, with these words engraved inside. On the transverse, my new name, which I
can’t yet write; then: “From her loving Father June 7th, 1864 [her wedding day]. In Memory
and Hope™.’

The epitome of ‘Victorian’ jewellery types, the locker suspended from a chain or velvet
ribbon, was the most frequent choice of gift, marking great occasions both happy and sad.

So ubiquitous was it that London Society published a cartoon of a Locketomanic, a fashionable



lady wearing some thirty-two lockets all over her costume.” The locket was the Queen’s
preferred commemorative offering with its compartment into which hair, miniature portraits,
photographs and other memorial material could be inserted. Garrard’s ledgers reveal that they
were used for a variety of purposes, both in gratitude for exceptional services and for mourn-
ing. The locket was a repository for tokens and symbols hidden from view and revealed in
confidence only to intimates. The numerous lockets given and received by Lucy Lyttelton
meant a great deal to her. One of her most treasured contained her mother’s hair and was given
her by her father on her sixteenth birthday, which took place very shortly after her mother’s
death. She followed a widespread convention in choosing lockets for her bridesmaids. They
feature in royal marriages from that of the Prince of Wales onwards. Princess Alexandra’s eight
bridesmaids responded in kind, with a bracelet of eight lockets which opened to reveal their
portraits (see Fig. 36). Royal example was widely followed, and wedding gifts were selected
from the great variety advertised. Trade catalogues and jewellers” advertisements show the
ingenuity with which this very basic form was varied, but fundamentally the purpose remained
to provide a hinged oval receptacle or reliquary for the materials of intimate exchange

(Fig. 118). One of the lockets has the popular jewel device AE1, the Greek word for ‘always’.

CELEBRATING EVENTS
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Pages of lockets from a Catalogue of
Designs and Prices issued by Edwin
Streeter (1834-1923) of 18 New Bond
Street, about 1885. Patrick Streeter

Lockets were popular as bridesmaids’
gifts, and Streeter offered a reduction
when six or more were ordered. The
inclusion of prices in his catalogue was

a move away from the West End practice
of adjusting the cost of goods to the
financial standing of the purchaser. One
of Streeter's shop-men remarked in 1896,
‘In these days there is a great deal of
chance custom, whereas in years gone by
such was not the case; people had their
family jeweller, who was handed down
from one generation to another, like the
family lawyer or banker. Now purchasers
will go from one shop to another until
they discover what they consider the best
market for their money’ (The Woman at
Home, vol. V, London, 1895-6, p. 126).
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Another of many importations from Germany, celebrating anniversaries — jubilees, sil-
ver, gold and diamond weddings — was enthusiastically promoted by the trade. However,
increasing commercialization of these novelties was eventually to rob them of much of their
meaning. In 1868 the Illustrated London News used a disparaging tone to describe the latest
fad: ‘It is the fashion this year for ladies to wear lockets on black velvet ribbon round their
necks — the more lockets you can collect and wear the finer you are. Each locket represents
an event such as a birthday or anniversary, a bet — any excuse serves as a pretext for giving a
locket.” Queen Victoria would have been profoundly shocked to see birthdays or other anniver-
saries compared with a bet. However, it was her two jubilees that made ‘date’ jewellery into
a popular novelty (see p. 190).

From public display to intimate secrets: the cult of hair work

Hair work in the nineteenth century was employed in two different types of ornament. A stan-
dard piece of gold or silver jewellery could be set with a glass-covered compartment containing
a tiny picture made from hair in various techniques or a device made from a lock of hair.
Sometimes the hair was visible; sometimes it was hidden by a cover or at the back of the jewel
(Fig. 120). The other type, introduced by the 1830s, was created from three-dimensional
elements — chains, rosettes and bows — made from woven hair, which remained springy to
the touch. Bracelet bands and watch-chains were made from plaited hair. In this second type
the entire piece excepting the metal mounts was made from hair (see Figs 121-3). Both
types were designed to display the hair work.

Hair mementoes had been in use since the seventeenth century, with minute panels
of plaited hair backing the motifs under crystal in memorial jewels. By the late eighteenth
century the setting of hair beneath glass or rock-crystal had developed into intricate pictures
‘painted’ in chopped hair with a binding medium. In the early nineteenth century a new
technique was developed of laying strands of hair on a flat surface, glazing them to form a
sheet which was then cut into shapes to make the image, either flat or built up in relief (see
Fig. 120).* Enclosing hair inside a jewel continued right through the nineteenth century.
The importance of actual hair of the beloved is emphasized by G. Dewdney, ‘Artist in Hair’
of 172 Fenchurch Street, frequent advertiser in the classified columns of The Times from
1850, who offered ‘every description of hair jewellery’ incorporating ‘A LOCK OF HAIR, the only
everlasting memento of the living & departed’.” Within a few years photographs displaced
hair, becoming the bait used by the enterprising Dewdney to attract buyers for his jewellery:

BEFORE YOU HAVE YOUR LIKENESS TAKEN send for DEWDNEY’S PATTERN OF BROOCHES,
lockets, bracelets, etc, which are sent free in receipt of two postage stamps.
Registered revolving brooches in solid gold, to show either likeness or hair,

at pleasure of wearer, from 45s each. A good plated brooch or locket sent free
to any part of the kingdom for 10s 6d. Fenchurch Street, City. (The Times,

9 December 1858, p. 15).

One of Dewdney’s competitors, Davorens, artists in hair of 39 Wych Street, Strand,

offered ‘hair rings’ with conjoined hands or hearts in gold, assuring customers that they



‘guaranteed that every order be made with the hair entrusted to them’.” This was intended
to allay fears of the hair of strangers being used. A favourite offering from a young girl to a
special male friend was a plaited hair watch-chain; a satirical account in Punch of a lady’s
stall at a Fancy Charity Fair in 1845 has a verse beginning ‘Here are watch-guard chains of
hair, neatly plaited” (see Fig. 121).” Hair to be worked in this way had to be cut from the
living. After talking to a Breton hairwork dealer, Henry Vizetelly learned that hair cut from
the dead ‘is too brittle to be cut or twisted into proper form’.*

Victorian hair work is usually classed with mourning jewellery, but this is to overlook
its key importance in the language of sentiment and friendship, amply demonstrated both
in the royal ledgers and in Lucy Lyttelton’s diary. The exchange of hair represented a stage
of intimacy, in friendship or courtship, as well as acting as a memorial to the dead.” Queen
Victoria had almost spiritual feelings about the significance of hair in jewellery. She was evi-
dently introduced to the sentimental cult of hair at an early age, probably by her beloved
German governess Baroness Lehzen, whose keepsake album held locks of her charge’s hair
from babyhood up to the age of twenty-three.* When the Princess was about sixteen she
wrote a story dedicated to her mother. In an affecting deathbed scene the heroine observes
that her mother’s last gift to her, of ‘a string of hair to which was attached a locket with a
lock of hair in it’, is ‘more valuable to [her] than all the diamonds and pearls in the world’.
She explains: ‘About two months before my poor Mamma died she cut off a long piece of
her beautiful black hair and as she could plait very well she made it into this string and put
a lock of her hair into this locket. Well, when she felt her last moment approaching she
called me faintly to her bed, and taking this string and locket from her neck said: “This is
my work — my hair — and my last gift. Always keep it by you: and remember your dying
Mother’s last words™.” Hair work bracelets were among the gifts exchanged in 1855 by the
Queen and the Empress Eugénie (see p. 48); these, although professionally made, would
have had to be of their own hair in order to express the intended sentiment.*

Lucy Lyttelton’s preoccupation with the hair of her loved ones is shown by her wear-
ing the locket given to her by her betrothed containing his hair. She wore it with her mother’s
pearl chain, a reminder of a further dimension to the jewellery of sentiment, the personal
relic. Amongst the avalanche of novelties and new jewellery for anyone who could afford it,
such inherited relics acquired a significance far outweighing their value or historical impor-
tance. The ‘crystal locket with a scratchy bit of my hair in it’, which she gave him at their
marriage, was buried with Lord Frederick after his assassination in Phoenix Park, Dublin, in
1882. After his death she asked that a lock of his hair be cut to put into a diamond-set locket
for her. Lucy gave away her coloured clothes and jewels after her husband’s death.*

Deathbed scenes in Victorian memoirs feature the dying person asking one of the
watchers to cut off a lock of hair for the purpose of memorializing. In order to prevent sub-
stitutions in royal hair mementoes, hair from the principal family members was kept available
to the crown jeweller. Locks of hair from Queen Victoria and her eighteenth-century
predecessor Queen Charlotte were kept in inscribed boxes provided by Garrard’s, and item-
ized in the royal ledgers. Among the papers of George Whitford, who acted as Garrard’s
liaison with the royal household, is an envelope with a lock of Princess Alexandra’s hair for

use at the time of her wedding.” The exchange of hair continued among royal family mem-

bers right up to the Queen’s death. A bracelet with heart-shaped lockets containing the hair

THE CULT OF HAIR WORK 165
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Queen Victoria’s heart locket bracelet.
Gold with enamelled lockets. English,
supplied by Garrard, 1840-57. L. 11.2 cm.
Royal Collection

Each locket in a different colour of
enamelled gold contains the hair of one
of the royal children. The clasp is dated
‘Nov 21 1840’ for the Princess Royal. The
hearts were given as the children were
born and are engraved on the backs with
the dates of birth. One heart is shown
open to reveal the baby’s hair within.

of Victoria’s own children survives in the Royal Collection and her correspondence with her
daughters contains many references to hair in jewellery, her own, that of her daughters and
of her grandchildren, given and received on birthdays and other anniversaries (Fig.119).”'

" Hair work jewellery made by weaving and plaiting to make ornamental chains, neck-
laces and bands was, according to an article in The Ladies’ Companion in 1850, ‘lately introduced
among our countrywomen . . . a recent importation from Germany, where it is very fashion-
able’.” The article includes detailed instructions and diagrams for making chains, earrings,
bracelets of plaited hair, and brooches with cut and laid hair motifs: ‘Hitherto almost exclu-
sively confined to professed manufacturers of hair trinkets, their work has now become
a drawing-room occupation . . . free from all the annoyances and objections of litter, dirt, or
unpleasant smells . . . while a small handkerchief will at any time cover the apparatus and
materials in use.” This may be yet another instance of the pervasive influence of Albert and
the Germanic court, since braided and woven hair was already common in France and
Switzerland.” One of the most skilled exponents of braided hair work, the Swiss-born Antoni
Forrer, ‘Artist in Hair Jewellery to Her Majesty’ from 1845, of 136 Regent Street, exhibited
his work at the 1851 Great Exhibition and the 1862 International Exhibition in London.™
Forrer had been in partnership with Charles Packer (see p. 124) from 1852 to 1857.

Lemonnier et Cie of Paris, the French royal jeweller, exhibiting in 1851 as a specialist
in hair work, is frequently mentioned in contemporary French fashion reporting, notably in
Petit Courrier des dames from 1852 and Les Modes parisiennes in the 1860s. Three-dimensional
woven hair was already popular in Romantic jewellery in the 1820s and 1830s; a number
of marked examples survive in the Musée des Arts Décoratifs in Paris.”” French and Swiss
hair work was highly sophisticated. The mounts are mainly of gilded metal rather than the
gold more common with later English work. The technique of covering a wooden core with
plaited or woven hair may be a French development (Fig. 123).

Benjamin Lee of 41 Rathbone Place, another 1851 exhibitor, published patterns for
woven hair work jewels to go with his display (Fig. 122). Following the example of The
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120

Jewellery with woven, plaited and laid
hair work. Probably English, 1835-55.
H. of card case 7.6 cm. British Museum,
given by Ann Louise Luthi

Two hair bracelets with pendants
containing hair; a ring with an enamelled
bezel inset with a diamond cross, the
hoop opening to reveal a band of woven
hair; two brooches with compartments
for the hair of several members of a
family, each inscribed with the initials
of the individual whose hair is enclosed,
one in the form of a butterfly; an ivory
card case with a portrait and devices

in cut and laid hair decorating the name
‘Ellen’.

The two brooches are probably
sentimental tokens, like Queen Victoria’s
bracelet (Fig. 119). Two compartments
on the butterfly brooch bear inscriptions
recording the date of death, so only those
two family members had died when the
brooch was made. The round brooch is
dated 1852, possibly a death date. Similar
pieces made as mourning jewels tend to
have specific inscriptions.

Jewels commemorating several family
members in quick succession are a
reminder of epidemics like cholera;
scarlet fever could decimate a family in
a few days. It is hard to comprehend
nowadays the rush of infant mortality
that could visit an unfortunate family
under those circumstances.

Ladies” Home Companion, instruction manuals like The Jewellers” Book of Patterns in Hairwork
by manufacturing jewellers William Halford & Charles Young of St John Street, Clerkenwell
(1864) and Alexanna Speight’s The Lock of Hair (1871) made techniques available to home
workers. Speight offered to supply the tools for working with hair.

Cherished pets were commemorated by jewels enclosing their hair, sometimes with
their portraits. Mostly these remembered dogs, a practice that goes back to Augustin Edouart’s
early nineteenth-century dog portraits painted with particles of hair.”” A portrait of a popu-
lar breed with the Victorians, a white German Spitz or Pomeranian, carved in a reversed
crystal intaglio and set in gold, has a compartment with a curl of white dog hair in the back

accompanied by an inscription ‘FAITHFUL AND TRUE, MUFF obit Nov. 24th 1862 at Dinapore,
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121

Accessories made of hair. European,
1840-70. H. of cross 7.5cm. British

Museum, given by Ann Louise Luthi

Snake motifs were popular, used here for
studs, stick-pin, rings and coiled bracelet.
The shirt-studs retain their retailer’s case
for Turner of New Bond Street. The case
label gives Turner’s royal appointment to
the Queen of 1843; he was appointed to
the Prince of Wales in 1866. The bow is a
rare example in white hair. The cross and
the necklace with gold heart pendants
have plaited hair laid in channels.
The man’s sporting watch-chain has a
pendant whip.

Hairwork was prized for its intimacy
but when that was lost it became merely
distasteful. In The Woman in White (1860)
by Wilkie Collins, Frederick Fairlie gives
his niece Laura a wedding present of ‘a
shabby ring with her affectionate uncle’s
hair for an ornament instead of a precious
stone, and with a heartless French
inscription, inside, about congenial
sentiments and eternal friendship’ (vol. I,
part 3). Fairlie’s character is based on
the collector of gems and rings the
Rev. Chauncey Hare Townshend, friend
of Collins and Charles Dickens.

122

Sample display case. English, mid-
to late 19th century. H. 16.1 cm.
London, Victoria and Albert Museum

These hairwork samples to be mounted
as jewellery were acquired in 1889 from a
supplier of false hairpieces, Edwin Creer
of 589 Commercial Road East in London’s
East End. They comprise two anchors,
flat bands for bracelets, a bow and two
pairs of long earrings. The latter would
have been long out of fashion in 1889,
suggesting that the display case was a
historic assemblage when acquired.

123 Opposite

Jewels made of hair, woven and plaited into
hollow shapes. European, 1830-70.

L. of earrings at left 11 cm. British Museum,
given by Ann Louise Luthi

The hair is woven in a hollow tube and
stiffened to form bows, rosettes, chains,
beads and long drops. The bow brooch and
bell earrings (top centre) use hair of different
shades. For the acorn earrings and the
bracelet links, the hair is woven round a
wooden core which it covers completely;
this skill was perfected by the French in
elaborate curtain fringing in which silk was
used for the same technique.
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124

Memorial brooch for a dog. English, 1862.
Diam. 3.3 cm. British Museum, Hull
Grundy Gift

Gold brooch set with a reversed crystal
intaglio portrait of a Pomeranian. At the
back a compartment with his hair and an
inscription: FAITHFUL & TRUE/MUFF obit Nov
24th 1862 at Dinapore aged 8 Years & 6
months. Dinapore, in Bihar, north-east
India, was a base for British officials and
their families even after the Indian Mutiny
in 1857. The preponderance of dog
portraits over other domestic animals may
be because they symbolized constancy.

125

Memorial brooch for a horse. English,
1846. H. 5.5 cm. Doncaster Museum and
Art Gallery, Hull Grundy Gift

Gold ‘Heart of Oak’ brooch, with horse’s
hair enclosed under glass within an oak
tree trunk, the branches of which form
a heart. The oak is a symbol of fidelity
because of its strength.

aged 8 years and 6 months’ (Fig. 124).” ‘Muff’ must have been a favoured name at the time:
a tiny gravestone once in the garden at Marlborough House recorded the death of Princess
Alexandra’s pet dog, ‘Mulff’, aged two, in 1865.” In 1863 the Prince of Wales ordered from
Garrard’s a crystal (a reversed crystal intaglio) of the Queen’s much-loved collie Gypsey, which

60

had recently died.” One exceptional memorial, for a horse, is a ‘Heart of Oak’ brooch in the
form of a branch with textured gold leaves and acorns, enclosing horse’s hair under glass, bear-
ing the inscription ‘AGED 25 years obt. A PLEASING TRIBUTE to her faithful services of nearly 22

years WAS SHOT March 24th 1846’. Itis said to have come from the Wellington family (Fig. 125).

Botanical jewellery and the language of flowers

Flowers in jewellery date from the earliest times; in antiquity funerary wreaths of myrtle, the
shrub of Venus and therefore of ‘love’, symbolized ‘love in death’. In Renaissance Italy flowers
as ornaments were considered ill omens; their brief span in bloom was a reminder of death
and decay.” In the later sixteenth century fascination with horticulture, as well as interest
in the amuletic and medicinal properties of plants, began to overcome the vanitas connota-
tions of flowers, and they became very popular in the seventeenth century, copied in enamel
and coloured stones for fashionable bouquets. The lily, the sunflower, the poppy and the
forget-me-not were believed to have protective powers, and were chased or enamelled on
lockets enclosing a compartment with a sponge soaked in the essence of the plant. Flowers
remained popular throughout the eighteenth and nineteenth centuries. The Victorians were
armed with the materials and techniques to bring the imitation of nature to the highest
degree of sophistication; this presented a challenge to the ingenuity of jeweller and gold-
smith, employing a huge range of materials from diamonds and coloured pastes to shells
and fish-scales. These jewels vied with the real and artificial flowers worn in profusion with
evening dress. Flower designs culled from French eighteenth-century pattern-books pro-
vided inspiration for the rococo-revival jewellery fashionable from the 1860s.

In the 1830s when floral jewellery was very popular, modern gardening was still in its
heady early development. New species of flowering plants were pouring into the country from
plant-hunting expeditions all over the world. Fine colour-illustrated periodicals dealing with
botany and horticulture proliferated. Botany was commercially significant to the expanding
British Empire and was taught to every pupil, though the study of scientific botany and horti-
culture was still a novelty for women. Young women were expected to be able to paint flowers to
areasonable standard and ‘botanizing’ was an approved pursuit for sheltered girlhood. All these
factors stimulated interest in botanical jewels and the accurate imitation of nature, which lasted
throughout the nineteenth century. But the taste for flower jewellery is only partly explained
by new plants and growth of knowledge, because so few of the new species were actually raken
up by jewellers. It is probable that the sentimental ‘language of flowers’, then enjoying great
esteem in poetry, keepsakes and cards, prevailed over any other stimulus. Flowers were alluded
to as ‘jewels’ and the real bloom was often regarded as more sincere than its precious imita-
tion. Queen Victoria liked ivy for wreaths, particularly ivy from Osborne. She probably took a
straightforward view of its meaning: because of its clinging habit it is associated with marriage
and fidelity. However, in the extensive literature on old country lore a garland of iyy was believed

to be an aid to love, and its association with Bacchus was protection from drunkenness.



Botanical jewellery was one of the few English types exported to Paris. Empress Eugénie’s

large corsage spray in the form of a diamond flower bouquet, made by Theodore Fester in 1855,
has obvious similarities with the diamond bouquet shown as the centrepiece of Hunt & Roskell’s
display at the 1851 exhibition (Figs 126, 127). According to the Official Catalogue, ‘The flow-
ers: anemore, rose, carnation etc, are modelled from nature. This ornament divides into seven
different sprigs, each complete in design, and the complicated flowers, by mechanical con-
trivances, separate for the purpose of effectual cleaning. It contains nearly 6,000 diamonds,
the largest of which weighs upwards of 10 carats’ (presumably the central stone of the rose).
It remained with Hunt & Roskell until at least 1862 (see p. 265) and may well have been taken
to Paris in 1855. Whether it had a direct influence on the design of Eugénie’s bouquet (dis-
played in 1867) is hard to say, but the scale of the two jewels is much the same. The relationship
between the two has long been obscured through an error in the 1887 auction catalogue of
the French crown jewels, where the Fester corsage spray was dated to the Restoration period.
The mistake was perpetuated by Vever in his history of French nineteenth-century jewellery,
and the facts were unravelled by Bernard Morel only in 1991.” The flower-language meanings
of the principal blooms is oddly contradictory: anemone is ‘forsaken’; rose is usually deployed
for *beauty’; carnation is symbolic of ‘betrothal’. The reputation of English gem-set jewellery
was such that even the French felt they had something to learn: the young Oscar Massin, maker
of the diadem worn by Eugénie at the opening of the 1855 exhibition, travelled to London to
study English design, creating exquisite floral jewels on his return that set a new fashion in
France.” His diamond ‘wild rose’ spray designed in 1863 was so popular that it was repeated
for twenty years.” There is little evidence that the French saw any meanings in flower jewels.

Among an array of flower jewels including nasturtiums, pansies, clover leaves and
bouquets of Parma violets, Princesse Mathilde owned a corsage spray in the form of an open

rose with two buds and leaves, entirely covered in fine Brazilian diamonds. It was sold with

126 Above left

Jewellery by Hunt & Roskell at the Great
Exhibition, /llustrated London News,

26 July 1851, p. 113

The centre of the illustration shows the
large convertible diamond flower bouquet
that was one of the star pieces of the
exhibition. At each side of the bouquet,
level with the bow, are the Nineveh
earrings discussed on p. 389.

127 Above right

Archive photograph of Empress Eugénie’s
large diamond flower bouquet made by
Théodore Fester, Paris, 1855. London,
Goldsmiths’ Company, Twining Collection

This large diamond corsage ornament
may have been inspired by the bouquet
shown by Hunt & Roskell in 1851

(Fig. 126).
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128

Coloured gold and diamond flower
bouquet. Probably English, about 1850.
H. 9.4 cm, British Museum,

Hull Grundy Gift

The ribbon-tied bouquet has forget-me-
nots, pansies and a rosebud, with a
butterfly on a trembler setting hovering
over a rose-leaf. A large three-
dimensional jewel like this with a
trembler ornament was almost certainly
an aigrette to be worn in the hair.

129

Coloured gold brooch with a trembler-
mounted dove on a peach branch.
English, about 1850. W. 5.3 cm.
British Museum, Hull Grundy Gift

The ‘bloom’ on the peach is inlaid in a
patch of red gold into the green gold.
Three-dimensional shapes like this were
made of two halves soldered together.

130 Opposite
Detail of aigrette (Fig. 128)

This is a masterpiece of chasing
(hammering the metal from the front)
and engraving (removing metal).

The pansy petals are line-engraved
using a multiple-line tool, following
the contours of the petals to suggest
their velvety texture. The upper petals
are in yellow gold, the lower petals in
green gold, with the central petal
striped alternately in yellow and green,
the yellow patches soldered in. The
leaves and the butterfly, by contrast,
have all-over chasing or matting with
engraved veins. The coloured golds
throughout are thin veneers soldered
on to a gold sheet.

the rest of her jewels in 1904.* The French rapidly mastered this particular area, with jewels
of astonishing naturalism modelled on real flowers. One of the most admired, the purple
enamelled lilac spray by Mellerio shown in the 1862 London International Exhibition, was
illustrated in ].B. Waring's Masterpieces of Industrial Art and Sculpture at the International
Exhibition, 1862 (see Fig. 219). A white lilac spray set all over with diamonds and made by
Rouvenat was acquired by Eugénie from the 1867 Paris Exposition Universelle.®” It was described

in Les Merveilles de I’Exposition Universelle de 1867

Nous avons aussi remarqué une branche de lilas, chef-d’oeuvre d’imitation de fleurs
naturelles, qui n'a que le défaut d’étre trop riche et d’avoir sa grappe un peu trop
fournie. Cette branche de lilas est une des plus curieux échantillons des produits de
cette maison; l'artiste qui I'a exécuté a eu, dit-on, pendant tous le temps de son travail
un branche de lilas blanc prés de lui. Chaque fleur a été créée séparément sur nature,

et I'exactitude a été jusqu’a la reproduction du bouton et des fleurs a demi ouvertes.®

Octave Loeuillard’s designs for Boucheron (see Fig. 233) demonstrate the greatest sophisti-
cation of which this type of gem-set jewellery was capable.

Earlier imitations of nature in coloured and textured gold led to the development of
realistic surface textures achieved by chasing with special matting tools to suggest a rough
fruit skin, a silky petal or a velvety pansy. Astonishingly lifelike effects were achieved: veins
of leaves or birds’ feathers were added by engraving and colours were suggested by coloured
gold alloys, generally soldered on to a gold base, forming a second layer of appliqué. Some-
times several colours were used in a complex structure of overlays. Copper was added for
red gold, silver for green gold; yellow gold colour was often almost pure gold. A bouquet of
rosebuds, pansies and forget-me-nots in the Hull Grundy Gift to the British Museum is
executed in three colours of gold: red, green and yellow. A butterfly on a trembler spring

hovers over the stems, indicating that it was designed to be worn in the hair (Figs 128, 130).
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The butterfly wings are matted all over with a variety of tools. Engraving on the pansies
follows the contours of the petals, using a multiple-line tool to achieve delicate parallel lines,
with a larger tool for the veins; the lower petal on the left-hand pansy is inlaid with alternate
layers of yellow and green gold. The peacock-feather ‘eyes’ are set with diamonds. It is excep-
tional in its quality and variety of texturing and colouring.” The bouquet conveys combined
messages of love: the rosebuds for happy love, the pansy for thoughts and the forget-me-not
for true love. The diamonds are for enduring love. The butterfly has many meanings. The clas-
sical allusion is to the soul; with its brief lifespan, it is sometimes used as a metaphor for the
transience of beauty. It is also the symbol of resurrection and rebirth: the chrysalis appears to
die and then to be reborn as a butterfly. The finest naturalistic pieces like this example are
near to life-size, as in the best tradition of botanical illustration.

Similar techniques with the addition of three-dimensional elements shaped in two halves
are used for a brooch in the form of a bird on a peach branch, also from the Hull Grundy Gift
(Fig. 129). Matting and engraving were widely used for leaves and stems; the florescence or
the fruits employed a variety of coloured stones and organic materials such as ivory, shells
and coral. The naturalistic effects included insects and dewdrops on the leaves (see Fig. 172).
Fruits imitated in appropriately coloured gemstones include red and white currants of cor-
nelian and chalcedony, grapes of amethysts and chrysoprases and mulberry of very deep
purple amethyst (Fig. 131). The use of coloured gold to imitate the markings of a zonal
pelargonium is a brilliant technical feat and a celebration of a newly introduced plant.

‘Stained ivory was used for flower petals and carved flower heads. The ivory petals on

131

Four jewels in coloured gold and stones
imitating nature. European, 1840-70.

H. of white currant branch 4.9 cm. British
Museum, Hull Grundy Gift

The branches of red and white currants
and mulberry have leaves in two-colour
gold with cornelian, white chalcedony
and amethyst fruits; the mulberry has an
enamelled gold ladybird on the leaf; the
zonal pelargonium leaf has markings in
three colours of gold and a pearl and
gem-set butterfly alighted on it.
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132

Four coloured gold jewels
imitating flowers.
Continental and English,
1840-80. H. of dog-rose
spray 8.8 cm. British
Museum, Hull Grundy Gift

The spray of trembler-
mounted dog-roses is pavé-
set with chrysoberyls; the
piece is not marked but
looks Continental (the use
of chrysoberyls might
suggest an Iberian origin).
The other three flowers
appear to be English: the
camellia is tinted ivory,
delicately striped; the
coloured gold and pink
shell convolvulus entwined
round a twig is a comb-
mount converted to a
brooch; the ribbon-tied
convolvulus spray, of
chased and polished two-
colour gold set with rubies
and turquoises, is usable as
a comb-mount or a brooch.

a large brooch in the form of a single lightly striped camellia flower and bud in the Hull

Grundy Gift are particularly fine. The leaves are finished with texturing and engraving to
imitate the surface and veining (Fig. 132). Although meanings can be assigned to all these
pieces — the black mulberry, for example, means ‘I will not survive you’ and the enamelled
ladybird on the leaf may be a warning as in the nursery-rhyme ‘Ladybird, ladybird, fly away
home’ — it seems likely that their main purpose was the faithful imitation of nature. Camellia
is ambiguous; one meaning ‘unpretending excellence’ is suitable to sentimental exchange,
but it has less attractive connotations, the showy scentless blooms signifying worthless
glamour, ‘your beauty is your only attraction’.”

The popular manuals, on which much Victorian flower language is based, should be
used with caution. Given the religious climate in the nineteenth century many of the flow-
ers and plants may be expressions of faith rather than sentiment. While jasmine, forget-me-not,
pansy and wild roses suggest a reading in terms of sentiment, there are many discrepancies
between flower jewels and flower language in the exchange of covert messages. For example,
the daffodil, meaning ‘regard’, is not used in jewellery, the message being spelled out in
stones. The absence of white heather is noticeable given the anecdotal evidence for its use
in the rituals of wooing. According to Mrs Burke the fern is fascination, but ferns are used
in mourning jewellery under their alternative meaning of ‘sincerity’. The forget-me-not for
‘remembrance’ is used for sentiment and for mourning, in which case the flower in pearls
or diamonds is inset in a black enamel or onyx ground (see Fig. 80).
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Carnations, traditionally the flower of betrothal, are less commen in fine jewellery than
orange blossom. In portraits, however, they often underscore the messages conveyed by
jewellery. In Palmaroli’s 1870 portrait celebrating the marriage of Enid Guest to Austen Henry
Layard (see Fig. 370) the carnation so conspicuously shown in her hand certainly carries a
meaning. In the language of flowers the carnation signifies ‘fascination’ or ‘woman’s love’,
but Enid Layard’s knowledge of history and legend may point to an earlier meaning as the
symbol for betrothal or marriage, which was much employed in Tudor bridal portraiture,
particularly by Holbein. The jewellery she wears was all given to her by Henry, as wedding
gifts or on their first trip to Irtaly.

This interpretation is used by Lady Stanley in a letter to her husband, Lord Stanley of
Alderley, on the engagement of their daughter Blanche to the Earl of Airlie in August 1851:

It is all settled, & I do hope it will be for our darling’s happiness — 1 never saw
more deep feeling than on his part, & tho’ Blanche is very nervous yet she is glad it
is settled . . . T had given her a red carnation (like those I used to give to you) to
give him, at first she said she would not, but then she came down with the heath
[heather] in her hair he had got for her & waited on the stair case to give him the
flower — he never spoke but looked very pale.”

It is plain that the flower signified her willingness to receive his proposal. Leigh Hunt’s 1837
poent, Love Letters made of Flowers, confirms the meaning:

Growing one’s own choice of words and fancies
In orange tubs, and beds of pansies,

One’s sighs and passionate declarations

In odorous rhetoric of carnations ...”

Blanche confided to Jane Carlyle that she cared more for the trousseau than her betrothed.”

Jewel ‘language’ in Victorian fiction

Jewellery plays an important role in Victorian modern life novels, both symbolically and in
adding to the realism of scene and characterization.™ It is an area that has been widely stud-
ied, and it is beyond the scope of the present volume to analyse the poetic and fictional
messages in full. The examples here address the particular issues with which this book is
concerned, and are designed to illuminate a deeply embedded form of communication.
Victorian writers assume possession and wearing of precious ornaments in all circles above
the most poverty-stricken; in his novel Sybil Disraeli even gives his ‘factory girls” coral neck-
laces and gold earrings.” Female authors used jewellery with particularly intimate understanding,
to define character and social milieu in a way that goes beyond physical attributes and con-
ventional notions of value. Kurt Tetzeli von Rosador’s pioneering study of these themes in
Victorian fiction compares the fictional jewels with surviving Victorian jewels to reinstate
their importance in understanding the plot.” The following examples extend Professor Tetzeli’s

thesis, linking the fictional jewels with real jewels in contemporary letters and memoirs.



JEWEL 'LANGUAGE" IN VICTORIAN FICTION

The pull between conscience and social expectations in jewel usage is often presented
fictionally in black-and-white terms; the modest and virtuous treasure jewels of little worth
while the display of expensive ornaments is a hallmark of vulgarity and possible dishonesty.
Charles Dickens’s characters the Merdles and the Veneerings, in Little Dorrit (1857) and Our
Mutual Friend (1865), perfectly conform to the type. Mrs Veneering is characterized as an
‘absolute jeweller’s window’. In Little Dorrit Dickens gives Mrs Merdle, wife of a railway
speculator, “beautiful-formed arms, and the very thing for bracelets’, simply a vehicle for the
trophies of her husband’s shady financial dealings.” Here he throws in the name of a well-
known society jeweller in Bond Street to underline Mr Merdle’s pretensions as his wife becomes

an advertisement of his success:

It was not a bosom to repose upon, but it was a capital bosom to hang jewels
upon. Mr Merdle wanted something to hang jewels upon, and he bought it for the
purpose. Storr and Mortimer might have married on the same speculation.

Like all his other speculations, it was sound and successful. The jewels showed
to the richest advantage. The bosom, moving in Society with the jewels displayed

upon it, attracted general admiration. Society approving, Mr Merdle was satisfied.™

Dickens, whose fiction is deeply preoccupied with class, had a gift for building character
through jewellery. His sharp eye for the sartorial eccentricities of characters on the edge of respect-
able society emerges in the lawyer’s clerk Mr Wemmick in Great Expectations (1860—61). The
young hero Pip takes stock of him:

I judged him to be a bachelor from the frayed condition of his linen, and he
appeared to have sustained a good many bereavements; for he wore at least four
mourning rings, besides a brooch representing a lady and a weeping willow at a
tomb with an urn on it. I noticed, too, that several rings and seals hung at his

watch-chain, as if he were quite laden with remembrances of departed friends.”

The rings must have been collected from the detritus of clients’ funerals, where they would have
been distributed to favoured mourners. As a mere lawyer’s clerk he was too lowly to receive a
ring himself, but his master would hardly value such meaningless professional tributes. Stripped
of personal significance these things became worthless, trinkets available to the casual scavenger.

One of Dickens’s most striking jewel images also occurs in Great Expectations, with
Pip’s first sight of Miss Havisham, who, abandoned at the altar by her faithless lover, wan-
ders among the wreckage of her marriage feast. He enters her dressing-room, ‘well-lighted

with wax candles’, to find ‘the strangest lady” he had ever seen sitting at a dressing-table:

She was dressed in rich materials — satins, and lace, and silks — all of white. Her
shoes were white. And she had a long white veil dependent from her hair, and she
had bridal flowers in her hair, but her hair was white. Some bright jewels sparkled
on her neck and on her hands, and some other jewels lay sparkling on the table.
... I saw that the bride within the bridal dress had withered like the dress, and like
the flowers, and had no brightness left but the brightness of her sunken eyes.

177
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Pip sees the dress and veil as grave clothes and shroud, their owner as-a waxwork or corpse;
only the jewels that she put on for her wedding have withstood the ravages of time. Miss
Havisham bequeaths the jewels to her ward Estella, intending them as a blighted inheritance
to enslave her to her future husband.™
The morality of luxury is a preoccupation in Victorian fiction, as it was in life." George
Eliot uses jewellery to define character rather than class and social aspirations, finessing her
protagonists’ response to particular situations. An early scene in Middlemarch (1871) finds two
sisters, Dorothea and Celia Brooke, discussing the division of the jewel casket left by their
deceased mother.* The scene is set by characterizing the sisters” mode of dress: it is ‘plain’
because they are ‘ladies’ with no taint of trade in their ancestry. And then there is ‘religious
feeling’, in Dorothea’s case ‘enough to account for plain dress’. This combination of gentle
birth and religion imposes moral obligations that transcend the simple role of jewels as adorn-
ment. It is Celia who raises the question of the jewels: ‘Dorothea dear, if you don’t mind — if
you are not very busy — suppose we looked at mamma'’s jewels to-day, and divided them?’
Dorothea prevaricates, concluding, “Well, dear, we should never wear them, you know.” Celia
pleads that to ignore the jewels shows a lack of respect for their mother’s memory — an argu-
ment calculated to breach Dorothea’s defences — and she adds, ‘Necklaces are quite usual now;
and Madame Poingon, who was stricter in some things even than you are, used to wear orna-
ments. And Christians generally — surely there are women in heaven now who wore jewels.’
Dorothea relents and the jewels are brought out: ‘It was no great collection, but a few of
the orhaments were really of remarkable beauty, the finest that were obvious at first being a neck-
lace of purple amethysts set in exquisite gold work, and a pearl cross with five brilliants in it.’
Dorothea puts the amethysts round her sister’s neck and also presses the cross on her: ‘Oh
Dodo, you must keep the cross yourself’, insists Celia, not seeing the pitfall before her. Shud-
dering ‘slightly’, Dorothea responds, ‘Not for the world . . . A cross is the last thing [ would wear
as a trinket.” Further investigation of the casket reveals a ring with an emerald set in diamonds
with matching bracelet. Surprisingly, Dorothea’s scruples are overcome by the colour and beauty
of the stones and she agrees to take them. ‘All the while her thought was trying to justify her
delight in the colours by merging them in her mystic and religious joy.” ‘Shall you wear them in
company?’ enquires Celia; ‘Perhaps,” replies Dorothea, ‘I cannot tell to what level I may sink.’
As a piece of scene-setting this is masterly, encompassing a wide range — one could almost
say the whole range — of issues connected with morality and propriety in jewel usage. Dorothea
stigmatizes as ‘miserable men’ the workmen and salesmen connected with the jewel trade. The
less intellectual but more worldly Celia sees inconsistencies in Dorothea’s stand; either she
should accept her full share, sparing Celia a feeling of moral inferiority, or reject the jewels entirely.
George Eliot’s writings reveal familiarity with gem-lore and she may have used the emeralds to
illuminate traits in Dorothea’s character: the emerald was believed to protect chastity and to
have medicinal powers to restore weak sight. Dorothea’s short sight is one of her defining
attributes and the cause, either literally or metaphorically, of much that happens in the book.”
In another jewel-laden plot, Daniel Deronda (1876), Eliot reveals a world of gambling
and pawn-shops and money-driven value systems, as opposed to the moral landscape that
informs Middlemarch.* Unlike the inherited jewels in the latter, Gwendolen Harleth’s neck-
lace which she decides to sell in order to redeem her gambling losses is modern and fashionable,

an ‘Etruscan’ pattern set with three large turquoises. The scene where Gwendolen rejects the
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‘poisoned diamonds’ from her new husband Grandcourt (Chapter 31) uses the imagery of
the malignity of diamonds found in Dickens and Charlotte Yonge. Middlemarch is set in the
past, in 1832, year of the great Reform Bill; Daniel Deronda is a contemporary morality tale,
set in the 1870s. The narrative potential in the ownership and wearing of precious jewellery
is minutely explored, but George Eliot was too great an artist to confine herself to a moral
agenda for jewellery, which becomes an overriding tendency in Charlotte Yonge's novels.

Miss Yonge's tales of family life give an accurate picture of the pious Victorian middle
class and its values. The jewellery has intensely personal meanings, and to make these plain
she employs a transparent jewel language. In one of her most popular titles, Heartsease,
published in 1854, the jewels represent a straightforward confrontation between opposing
attributes: good, signified by modest ornaments with pious or sentimental meanings; worldly
and extravagant, represented by glittering gemstones with no message other than wealth.
Heartsease is a study in contrasting characters, the high-born and self-willed Theodora
Martindale, and Violet, wife of her brother Arthur, who has married beneath him. Violet,
meek, unassuming and pious, will triumph in the end. Theodora’s wilfulness is punished in
the most fearful way, in an ordeal by fire; Violet's gentleness makes her the greatest influence
for good in the family and wins her husband from a life of vice and dissipation. Her path to
success is plotted through her reactions to a succession of jewellery gifts.

Central to the theme is the coral cross given to Violet by her brother-in-law John and once
owned by his dead fiancée. ‘He then took out a small box and after a moment’s hesitation, put
into Violet's hands a pink coral cross, shaped by the animals themselves, and fastened by a ring
to a slender gold chain’.” This becomes her talisman, on a par with her other most treasured
possession, the first gift from her husband of a ring set with a forget-me-not. However, in the
early days of her unequal marriage she is not proof against the attractions of more costly pres-
ents, one of them a serpent bracelet from her father-in-law, which she displays proudly: ‘Look
at its scales and its crown and eyes. Arthur says they are sapphires.” She admires her pious friend

Emma Brandon’s diamond butterfly, but Emma dismisses it as an heirloom, empty of meaning,

‘The only thing 1 do care for is this’ — and she drew out a locket from within her
dress. ‘There is my father’s hair, and that is my little brother’s. They both died before

[ can remember; and there is mamma'’s nice pepper-and-salt lock round them.”*

When he is rapidly descending into bankruptcy, Arthur purchases a blue enamel locket set
with a diamond fly at Storr & Mortimer (like Dickens, Charlotte Yonge uses that firm to indi-
cate thoughtless extravagance), but Violet is more charmed with a wreath of flowers made
from feathers, sent to her from Madeira by her brother-in-law John.*” Throughout the book
the coral cross acts as a reminder of her goal, complete submission to the will of God.

The distaste shown by Dorothea Brooke for wearing a cross as a trinket and the symbolic
role of the coral cross in Heartsease act as reminders of the importance of religion in Victorian
culture. From jewelled crosses and crucifixes to more covert expressions of religious affiliation,
religious symbolism crossed all boundaries of cost, materials and manufacture, whether expen-
sive diamonds, like the cross that Dorothea would not wear, or cheaply stamped medallions
in base metal. Some are antiquarian, some are as much fashionable as religious, but the design

conveyed a powerful message. The ‘language’ of the cross pendant illustrated in Fig. 133 uses
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Gold cross and chain set with lapis-lazuli
and bordered with pearls. Probably
English, about 1875. H. of cross 9.9 cm.
London, Victoria and Albert Museum,
Gift of Miss Victoria Leverson-Gower

The lapis-lazuli and pearls symbolize the
blue cloak and tears of the Virgin Mary.
Ground lapis is the main component

of the ultramarine used by Renaissance
artists for the blue of the Virgin’s robe.
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134

Jewels imitating violets and pansies or
heartsease. Probably English, 1840-50.
L. of violets brooch 4.9 cm. British
Museum, Hull Grundy Gift

The gold and stained ivory demi-parure
of violets retains its display case for

the firm of Martin, Baskett & Martin of
Cheltenham, a manufacturing jeweller
that still survives; the firm received its
royal appointment very early in the
Queen’s reign, in 1838. The three gold
brooches with gem-set pansies have
petals of amethysts, citrines and topazes,
imitating the colours of the native flower.

colour and gem-lore to proclaim its purpose. Lapis-lazuli stands for the Virgin's garment, the

pearl border for her tears.

Queen Victoria read Heartsease and was quick to notice a fault; in an age when the ‘lan-
guage of flowers’ was universally understood, the title gets this wrong. She remarked in a letter
to her eldest daughter that ‘Heartsease’ is not the same as Violet, but is the native pansy or
viola; the meaning is ‘thoughts’ or ‘Love in Idleness’.” Violet, fittingly, means ‘modesty’,
‘chastity’, ‘faithfulness’ and (not so suitably, since Violet survives a terrible illness) death of
the young (Fig. 134).

In contrast, The Eustace Diamonds (1873), set in the fashionable world of Anthony Trol-
lope’s ‘political’ novels, is almost amoral in tone. True to the title, the plot centres round the
ownership of the eponymous jewels: whether the valuable diamond necklace is an heirloom
of the Eustace family to descend in the male line or property in the gift of the late Sir Florian
Eustace. That a three-volume novel of over 700 pages could be sustained by this single strand
— for the machinations of the disputed owner and chief protagonist, Lady Eustace, are sup-
ported by fairly exiguous marital sub-plots — is a measure of jewellery’s immense importance
in Victorian culture.

The famous ‘Eustace diamonds’ are valued at the enormous sum of £10,000. In
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parentheses it should be noted that among the Crown diamond necklaces, the 1863 City of
London marriage gift to the Princess of Wales cost with its matching earrings £10,000 and
the sum, widely publicized, may have been picked by Trollope for its topicality. We are told
that the necklace is a circle of stones, presumably large collet-set brilliants like the City of
London necklace, with a pendant Maltese cross. The story is set in the 1860s but the neck-
lace, now outdated, was made for Sir Florian’s mother in the period 1820 to 1830, a plausible
date for the design with its Maltese cross. It lives in a morocco case, supplied, it must be
supposed, by the jeweller responsible for its resetting.

The story is embellished with references to contemporary events and recognizable per-
sons. The honourable firm of jewellers employed by the Eustace family, Messrs Garnett, must
be Garrard, the Crown Jeweller, and the dishonest firm, prepared in extremity to receive
stolen goods, is named Harter & Benjamin, on whose identity it is best not to speculate.
Howell & James are introduced as suppliers of fashionable wedding gifts. Lurking in the
background is a question of compensating the ‘Sawab of Mygawb’, presumably the Mahara-
jah Duleep Singh, an echo of the Koh-i-noor acquisition. Legal wrangling over the definition
of heirlooms bears more than a hint of the Hanoverian Claim (see p. 52), and at one point
Trollope remarks on ‘this grand necklace affair’, a clear reference to the ‘affair of the neck-
lace’ that ensnared Marie-Antoinette in the eighteenth century. Henry Vizetelly’s popular
book The Story of the Diamond Necklace had been published in 1867, shortly before Trollope
began work on The Eustace Diamonds in 1868. The plot is resolved by a burglary, disposing
of the diamond necklace, which is never seen again.

The prominent jeweller Charles E Hancock is quite recognizable as the egregious Mr
Ruby in Benjamin Disraeli’s Lothair (1871). Mrs Disraeli frequented Hancock’s shop and her
husband may have been repaying Hancock for luring his wife into extravagance. Hancock is
portrayed — or rather lampooned — rubbing his hands with glee as he leads the hero into
more expensive purchases than he had intended. Lothair was a best-seller partly on account
of the high society subject-matter. A roman-da-clef, its plot is a thinly veiled account of the
sensational conversion in 1864 to Roman Catholicism of the young and fabulously wealthy
Marquess of Bute. Hancock styled himself ‘Successor to Storr & Mortimer’, the firm Dick-
ens names in the ambitious parade of Merdle wealth in Little Dorrit and which Charlotte
Yonge holds up as the tempter of weak and dissipated young men in Heartsease, an interest-
ing parallel with Mr Ruby in Lothair. Such digs did little to harm Hancock, with his aristocratic
customers and the patronage from nearly all the royal houses of Europe.

Jewel symbolism in Victorian painting

The jewels in Victorian genre painting, often overlooked in studies of Victorian art, are used
to convey messages to their audience. The examples given here demonstrate their pivotal role
in character definition and storytelling. The vanitas tradition, still surviving in the Victorian
period, employed jewels to signify the folly of worldly desires. The subject of Lilly Martin
Spencer’s We Both Must Fade of 1869 is a young woman in a blue dress trimmed with lace
holding a rose in bloom that is doomed to fade, unlike the jewels that her hand just touches
(Fig. 135). An important American genre painter in the mid-century, Lilly Spencer, whose

work was widely circulated in prints, appealed to an emerging female leisured class with a
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135

We Both Must Fade (Mrs Fithian),

by Lilly Martin Spencer (1822-1902).
Oil on canvas, 1869. Washington DC,
National Museum of American Art,
Smithsonian Institution

The flowers that will fade are cont

with the jewe

convenient metapnor ror worldliness
ind extravagance, but in painting

exterior signs of wealth often include

taste for sentimental nostalgia mixed with humour. The subjects were enjoyed for their accu-

rate depiction of a bourgeois domestic world and its aspirations.

The painting dates from a time when the American luxury market was in its earliest
development. Consumerism had been brought to an abrupt halt by the Civil War and its after-
math, and was slow to recover. Popular fiction was expected to be uplifting, with the contrast
between vanity and modesty still strongly promoted and with many plots implying criticism
of consumption and worldly values. In 1860 the American Lady’s Home Magazine carried a story
entitled ‘Rich and Rare Were the Gems She Wore’, in which the beautiful, gem-laden Miss Helen
Harvey is contrasted with the modest, unassuming Miss Mary Gardiner, who wears only a sim-
ple cameo in a pearl setting and is disdained by Miss Harvey. The cost of the Harvey diamonds,
more than $2,000, is compared with the ‘real gems, rich and rare’ which are the pious thoughts,
beyond price, of Miss Gardiner. Miss Harvey, the narrator insists, has ‘no jewels in her soul’.*

Jewels are also ‘bonds’: according to Madame de Barrera the Romans considered a

bracelet as ‘a token of slavery’.” Mrs Walker, in Female Beauty (1837), believed that everything
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belonging to,women, particularly jewellery, ‘bears the mark of slavery imposed by a con-
queror’.” This visual metaphor appears in Augustus Egg’s 1858 morality painting Past and
Present, a subject so laden with meaning that it reads like a three-decker novel (Fig. 136). The
scene shows the moment when a wife’s infidelity is discovered by her husband. Almost every
detail in the picture contributes to the narrative; the husband grinds an image of his wife’s
paramour under his foot and flourishes the evidence — a letter — in his right hand. On the
lefr two young daughters are playing with a house of cards that has collapsed. An apple with
a rotten core lies discarded on the carpet. The only jewels visibly worn by the wife, gold
bracelets, presumably once treasured offerings of marital love, have now turned to fetters or
handculfs, instruments of imprisonment. The conclusion of the story, pictured in two sepa-

rate scenes, shows the destruction of the family: the father has died and the guilty wife is

huddled underneath a bridge contemplating suicide by drowning. In David Copperfield (1849—

50), Dickens employs the same imagery, but for the opposite effect: Miss Murdstone, Dora

Copperfield’s sinister companion-gaoler, wears ‘little fetters on her wrists and round her neck’;
earlier these are described as ‘little steel fetters and rivets’.” Miss Murdstone’s ‘steel fetters’
are a manifestation of her role as a kind of prison wardress, first to David then to Dora.
Almost contemporary with Egg’s moral tale, R.B. Martineau’s Last Day in the Old Home
of 1862 is about money (Fig. 137). Here retribution comes in the form of bankruptcy. The
husband has brought his family to destitution and the loss of the ancestral home through rac-
ing and gambling. Again, every detail of the scene contributes to the poignant narrative,
particularly in the division of the protagonists: on one side the father with the son he has
already corrupted and on the other his sorrowing womenfolk, mother, wife and daughter. The

opulence of the husband’s personal oraments, watch-chain, pin with a large cabochon gem-

stone and rings on each hand, contrasts with the simple earrings worn by his wife. The trinkets
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Past and Present (detail), by Augustus
Egg (1816-63). Oil on canvas, 1858.
London, Tate

This detail, with a woman’s bracelets

represented as manacles or fetters — the
symbolic chains of marriage — comes from
the first episode in a tril of paintings
showing the discovery of a wife's adultery
and the subsequent destruction of the
family. Sordid modern-life subjects
shocked a public schooled to expect art
to be elevating and spiritual.

137A&B

The Last Day in the Old Home (details),
by Robert Martineau (1826-69). Qil on
canvas, 1862. London, Tate

These two details show the father
drinking with his son, and his waistcoat
chain with a carved coral hand (a ‘higa’
or amulet) and other gold ‘good luck’
charms, including an articulated fish.
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Portrait of Grace Rose, by Frederick
Sandys (1829-1904). Oil on panel, 1866.
New Haven (CT), Yale Center for British Art

on the watch-chain are indicative of his fecklessness and extravagance. They comprise a gold

vesta-case for matches, a gold pencil case, an articulated gold fish and a coral charm in the
form of a *higa’ (worn in Mediterranean countries as a charm to ward off the evil eye) for ‘good
luck’. In his hand he flourishes a betting book with a race-horse on the cover. The evidence,
picked out in tiny details, points to a man beyond redemption

Portraits, too, can be full of metaphor, as Frederick Sandys’s treatment of his sitters
clearly demonstrates. His 1866 portrait of Grace, Lady Rose adds elements of autobiogra-
phy (Fig. 138). The ‘keeper’ ring above her wedding ring on the fourth finger of her left hand

is set with an unusually fine and large turquoise for true love, a stone possessed of great
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talismanic powers as a protection against the forces of evil. The bracelet is Indian; her father,
an army man, was stationed in Madras. The fashion for cultivated eclecticism is further illus-
trated by the necklace, which is loosely ‘antique’ in inspiration; the earrings are also in
the archaeological style, but not from a recognizable antique type. So-called ‘Etruscan’
jewels were sold by firms like Hancock and Edwin Streeter. Her square-cut décolleté neckline
is immed with pearls. The portrait is also about flowers and their language. Grace Rose is
surrounded by her namesake flowers, signifying ‘love’ and ‘beauty’, with the combined white
and red roses meaning ‘unity’. As roses can also mean ‘today we bloom, tomorrow we die’
or ‘the sufferings of love’, the language of flowers must be approached with caution, but in
this case the motto ‘Constant and True’ on the coat of arms suggests that the first meaning
is intended here. The inclusion of the coat of arms strays into the realms of family and
lineage. Marriage has brought these advantages as well as love.

In a half-length *fancy’ portrait from the late 1870s, Sandys shows a young woman wear-
ing fashionable jewels including a large locket on an ornamental chain, fixing an azalea into
her abundant loose hair and posed against a background of azalea blossoms (Fig. 139). Her

dress in the revived style of the 1770s has a low square neck edged with ruffles. ‘Azalea’ stands
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Portrait of a Lady (possibly Florence
Emily, Lady Hesketh), by F. Sandys.
Coloured chalk drawing on blue paper,
late 1870s. London, Victoria and
Albert Museum

As is often the case with Sandys’s
portraits, the sitter is laden with jewels.
The repetition of the snake motif is
interesting and may refer to the Medusa-
like, abundant curling hair. Snake jewels
were admired by the Victorians for the
sophistication of the techniques used to
make the bodies fully flexible. They do
not always bear the meanings of danger,
duplicity and disloyalty attributed to them
by historians.
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140

The Children’s Holiday: Portrait of

Mrs Thomas Fairbairn and her children,
by William Holman Hunt (1827-1910).
Oil on canvas, 1864-5. Torquay, Devon,
Torre Abbey

This portrait, commissioned by Hunt’s
patron Thomas Fairbairn, shows
Fairbairn’s wife wearing the brooch and
earrings from a set of coral and gold
jewellery made to his order by Robert
Phillips. Phillips, a leading importer

of coral, was awarded the Order of the
Crown of Italy by the King of Naples for
his services to the coral trade in 1870.

for ‘temperance’ but the unloosed hair and fashionable snake bracelet may indicate an alter-

native reading of ‘danger’. Sandys frequently frames his sitters in highly charged floral decoration,
but it is the snake, attribute of Medusa and also of Eve in the Garden of Eden, that is promi-
nent here. Another serpent emerges from behind a slim bracelet with a little purse charm locket,
probably enclosing a secret compartment. Yet another coils round the arrow bar brooch at her
breast. The snake was a favourite choice for betrothal rings as a traditional symbol of eternity.
Like Violet in Heartsease, the Victorians admired the technical skill required to make a snake
jewel flexible throughout its length and to imitate the markings in gems or enamel.
William Holman Hunt’s The Children’s Holiday operates on several levels of jewel imagery
(Fig. 140). It was commissioned in the summer of 1864 by Hunt's friend Thamas Fairbairn,

a wealthy iron-founder, collector and patron and chairman of the 1857 Manchester Art
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Treasures Exhibition.” For The Children’s Holiday Allison Fairbairn and five of her children
posed in the grounds of their country house, Burton Park in Sussex. Mrs Fairbairn is wearing
a coral and gold ‘Etruscan’-style brooch and earrings from a set that also included a bracelet
from Phillips, shown subsequently at the London 1862 International Exhibition.”

Coral was much more highly prized by the Victorians than it is now, and it was regarded
as suitable for daywear, an extraordinarily tricky area of jewel etiquette. Mrs Fairbairn dominates
the group, but the vignette in the lower left corner hints at complex moral issues involved in
owning and wearing jewellery. The two little girls are making necklaces from fruits and hips. The
brilliantly red rose hips being clasped round the neck of the younger child deliberately echo the
prized dark red colour of the coral. Hunt’s admiration for John Ruskin, and his inherent attrac-
tion to moralizing narratives, would explain his insistence on the value of nature’s own ornaments.

Even early in the nineteenth century there was a certain self-conscious archaism in the
language of sentiment, particularly in the use of flower language, which by the 1880s had largely
disappeared from sentimental exchange. In his monumental two-volume study of Flowers and
Flower Lore (1883), the Rev. Hilderic Friend dismisses the language of flowers and the large
number of popular publications on the subject. For him, it had no place in the scholarly inves-
tigation of ancient superstitions and practices. Painted the following year, G.D. Leslie’s The
Language of Flowers (1884), features girls dressed in Regency revival costume (Fig. 141). They
are consulting a venerable volume to decode the flowers’ meanings. Leslie’s painting coincided

with the publication of Kate Greenaway’s llluminated Language of Flowers (1884), which invested

a subject no longer of vital relevance to modern life with a quaint old-fashioned appeal.
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The Language of Flowers,
by George Dunlop Leslie
(1835-1921). Oil on
canvas, 188s.
Manchester Art Gallery

Two girls in a fashionable
version of Regency
costume consult an old
volume for flower
meanings, the implication
being that a once universal
familiarity with flower
language has been lost.
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Previous pages: left, detail of bee brooch
(see Fig. 176a); right, fanciful fashion
plate (see Fig. 147)

¢ OVELTY’ jewellery was a term used at the time in both jewellers’ trade
catalogues and in fashion and ladies’ periodicals. The novelties, most of them
relatively inexpensive, have tended to be dismissed as mere curiosities, and
in one sense they are, but underlying many are the concerns and preoccupa-
tions that dominated social and cultural discourse. A simple ‘date’ jewel might mark a
birthday, engagement or wedding (Fig. 142), but there was in many instances a message for
both wearer and beholder. Some were obvious puns; others were so personal that their mean-
ings are unintelligible today. But above all they represent an element of individual choice as
opposed to the conventional gifts for bridesmaids or the prescribed etiquette of mourning
wear. For both men and women they were the perfect dinner party joke — a battery-powered
electric jewel that could be switched on and off at the touch of a button — or conversation
piece, whether a bracelet made of the new Parian porcelain in imitation of marble, a stud or
brooch in the form of a £10 banknote or the new ‘penny lilac’ stamp brought out in 1881,
or the front page from the Daily News, perhaps the equivalent of today’s ‘birthday’ newspa-
per.' Topical events, successes of the stage, popular lyrics: all are mirrored in ornaments
intended to delight, amuse or startle. Many may have been created with a youthful audience
in mind. ‘Old China’ jewellery in enamelled silver or gold had been popular since the late
1870s, reflecting the taste for old English ceramics as much as the craze for oriental blue
and white porcelain; usually the brooches or earrings were round or oval (Fig. 144).” [n 1885
Vaughton & Sons of Birmingham brought out a new line: ‘To make the plate more realistic’,
wrote the Jeweller and Metalworker, ‘at various portions of it there are imitation chips’.” The
young Isabella Harlock in her portrait by Joseph Southall seems to be wearing one of these:
the tightly buttoned brown velvet collar of her jacket is set off by a brooch in the form of a
willow-pattern plate with uneven edges. The painting is dated 1888 (Fig. 143).
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The Southall portrait provides evidence that inexpensive enamelled novelties of this

kind were worn by the educated middle classes who could afford to commission portraits.
It has often been assumed that novelty jewellery, because it was frequently inexpensive,
was a purely middle-class taste. Nothing could be further from the truth. The fashion started
at court: as a thank-you present to the Queen on his birthday in 1842 Prince Albert chose
a gold bracelet with a spider pursuing a fly on the band, inspired by the popular poem-
cum-nursery rhyme ‘The Spider and the Fly’, written by Mary Howitt in 1828. On their
birthdays the members of the royal family always gave trifles or modest souvenirs as an
acknowledgement of the gifts they received.” The Prince of Wales too favoured spider and
fly jewels.” The theme was subsequently adapted around 1880 as a popular matching suite
entitled ‘YE SPIDER AND YE FLIE’ by the Birmingham firm of ].J. Wainwright. With eccentrically
placed roundels containing the title and raised gold parts on oxidized silver backgrounds,
these are typical examples of Birmingham jewellery imitating Japanese mixed-metal work for
an English market.® (Figs 145, 146)

Many of these popular novelties were ordered by the royal family through the crown
jeweller some time before they became commonplace in the trade. In 1865 the Princess of
Wales ordered an artist’s palette brooch with gemstones for the paint colours for £13 10s.
A popular novelty item, its message is *harmony’. This is an early date for this sort of jewel,
more usually found in the 1880s (see Fig. 110). The Prince of Wales’s ledger at Garrard’s

is peppered with purchases of insect jewels and pins with popular catchphrases of the day.

143 Above left

Portrait of Isabella Harlock, by Joseph
Southall (1861-1944). Watercolour, 1888.
London Fine Art Society

The young sitter wears an ‘Old China’
willow-pattern brooch, probably one of
the novelties introduced by Vaughton
& Sons of Birmingham, with ‘chipped’
edges to make the plate more realistic.

144 Above

Banknotes, stamps and china plates:
enamelled silver and metal novelty
jewels. English, 1875-85. H. of stamp
brooch 2.7 cm. Glasgow Kelvingrove Art
Gallery and Museum, Hull Grundy Gift

The design for the £10 banknote brooch
was registered in 1877. The stamp brooch
commemorates the issue of the new
Penny Lilac in 1881. The earrings imitate
willow-pattern plates, reflecting the craze
among ‘chinamaniacs’ for old English
china as much as oriental blue and white.
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145 Right

Birmingham novelty jewels. English,
about 1880. L. of spider and fly brooch
4.2 cm. Norwich Castle Museum,

Hull Grundy Gift

Top: brooch engraved with a game of
noughts and crosses set in a gold frame.
Centre: a silver spider and fly brooch,
with raised gold frame and the remains
of oxidization on the silver, the top left
corner folded over like the page of a
book (see Fig. 270). Below: enamelled
silver brooch with a page from Punch
advertising the Almanack for 1879

(actually the cover page design for 1878).

146 Far right

‘YE SPIDER AND YE FLIE" jewellery. Page from
the trade catalogue of Wainwright & Co.,
Birmingham, about 1880. London,
Victoria and Albert Museum

The ‘spider and fly set’ is made of
oxidized silver with raised gold parts.
It appears in the Representations of
Registered Designs for November 1880.
Above are a silver snake coil bangle
and an engraved bangle in the
Japanese taste.
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J. J. WAINWRIGHT & Co., Camb

Street Buildi Bi

He ordered affectionate gifts for his wife with messages of love contained in the choice of
stones (see p. 159) alongside motto jewels hinting at the doubles-entendres much-loved by the
Victorian public — and a staple of music-hall humour (see pp. 214-15). Some — ‘wait a bit’
or “out for the night’ — are not easy to interpret and may have been personal messages that
had meaning only for the intended recipient. The Prince of Wales’s taste for jewels with mes-
sages and mottoes was certainly inspired by the French; he loved Paris and the Parisian culture
of modish decadence and it is significant that these orders tail off very abruptly with the fall
of Napoléon's Empire. But throughout the 1860s and early 1870s, when he was a young
man in his twenties, the items in his ledger at Garrard’s cover all the themes in this section,
whether novel materials such as aluminium and platinum, sporting jewels or propelling
pencils and other new inventions.’

The royal family also promoted the use of photography in jewellery. This is treated
elsewhere (see p. 45), in the context of miniature photographs for use in sentimental jew-
ellery. The idea spawned a whole series of photographic novelties. In June 1865 The Times
advertised ‘The Crystal Cube Binocular Locket’, available from two guineas from the Casket
Portrait Company, 40 Charing-Cross. This was probably a type of Stanhope, a miniature
binocular or monocular through which prints or photographs could be seen, named after
Charles Stanhope who created the convex lens that made it possible to see tiny images. The
lens consisted of a glass rod, one-tenth of an inch in diameter, with one convex end acting
as a magnifying lens for the photographs on its inner surface. The tiny image might depict
souvenir views such as the White House or the Chicago World’s Fair, or the Lord’s Prayer"



Photography quickly took hold of the public imagination. A fashion plate from Les
Modes parisiennes of 1864 -5, itself probably a parody of a fancy-dress costume, depicts ‘pho-
tography’ wearing a hat in the form of a camera with reflective cloth as a veil, her dress
decorated with large oval portrait photographs and a row of smaller ones round the hem.
She holds a fan, each leaf of which bears a photograph (Fig. 147).° Two such fans survive in
the Royal Collection. One was probably commissioned by Queen Victoria as a wedding gift
for Princess Alice in 1861; it has ten hand-coloured photographic portraits of members of
the royal family on the guards. The second was given to the Princess of Wales on her birth-
day in 1871 and is decorated with photographs of her children (Fig. 148)."

The development of novelty jewellery aimed at a wide market depended on the mech-
anization of the trade, which had been developing since the late eighteenth century. In 1872
Streeter advertised his *18-carat gold and gem jewellery, by machinery, secures accuracy of
finish of every part, greater durability, and a saving to the purchaser of one-third of the
price charged for hand-made articles’."" Streeter used die-stamped parts to save the labour
of cutting out the parts by hand. Cutting a new die was expensive and was only worthwhile
if significant quantities were to be made. For a one-off commission to make a necklace for
Lady Layard that required new dies, Robert Phillips charged his client (see Fig. 416). Over-
all the trade was much less mechanized than is generally assumed.” Contrary to general
perception no piece of jewellery was entirely made by machine. Chain-making machines
introduced in the 1850s increased the speed of production for chains of uniform links, but
they still had to be finished by hand. At the 1872 Exhibition in London, T & J. Bragg of
Birmingham displayed the various processes of manufacture; two of their demonstration sets
were acquired by the South Kensington Museum in 1875, one for a handmade locket, the
other for a machine-made brooch. Both items have almost the same number of parts, about
twelve, and in each case the parts were assembled by hand. The only difference was that the
brooch parts were die-stamped." The same methods were applied to imitation jewellery in
gold and silver substitutes.
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147 Above

Fanciful fashion plate with photographic
and military motifs. French, by Lacouture (?),
from Les Modes parisiennes, 18645

(see also p. 189)

The costume on the left, in red, white and
blue, is inspired by French army uniform.

The ‘photograph dress’ with a camera is a
joke, but fans with miniature photographs
like the one shown here were much in vogue.

148 Below

Princess Alexandra’s photographic fan.
Albumen print photographs on wood sticks.
Austrian, decorated in England, 1871.

L. of guard 23.2 cm. Royal Collection

Plain fans like this were exported from
Austria to be decorated professionally,
or by talented amateurs.
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Imitation jewellery, far from being spurned by those who could afford the real thing,
was lapped up precisely because it was cheap enough to allow a change of ornament at will.
This is spelt out in no uncertain terms in the Ladies’ Gazette of Fashion for 1879, informing
its readers of the latest gold substitute, Oroide, which combined low prices with high-

quality workmanship, and most important, artistic design:

One of the severest tests of refined taste is the accordance of the ornaments with
the dress; and jewellery, being sure to attract so much attention, takes first rank
among these. It would be manifestly impossible to purchase a 30 or 40 guinea

parure of certain design simply because it would correspond so exactly with ‘this
costume’ or ‘that dinner-dress’. Therefore it is that our richest and grandest ladies

do not disdain to wear these bijoux de fantaisie of less expensive metal."

The Art-Journal too found both the quality and the difference in price of imitations
remarkable, going so far as to describe the display of John Jeffreys at the Workmen’s Interna-
tional Exhibition in London in 1870 as ‘by far the most attractive contribution’ in the
‘Ornamental Metalwork’ section:

They are positively marvellous: it is impossible, without minute inspection, to
distinguish the mock from the real — with reference either to the imitated jewels or
the imitated gold in which they are set. It seems only in idea that the one is more
valuable than the other; yet the one is charged for in pennies while the prices of
the other are in pounds — the real being 240 times the worth of the imitations. . . .
We defy any casual observer to take up one of the emeralds or opals and believe
that he may be its possessor for a few shillings: he might wear one of the rings or
the shirt-studs with confidence, in the assurance that detection is impossible
without submitting the article to the usual tests."”

The prices at the lower end were astonishingly low. In December 1877 the Steinau
Jewelry Company of Cincinnati advertised their ‘Imperial casket’, a ten-piece ensemble in
imitation gold, for one dollar (Fig. 149). The advertisement was aimed at the trade, men-
tioning their new catalogue and instructions on how to become agents, and so the retail
price would have been more." Wholesale costs must have been so minimal that magazines
could offer a jewel casket as a free gift as part of the subscription. In January 1884, Godey’s
Lady’s Book offered a six-piece jewel box for a year’s subscription to two papers: The Fireside
at Home and The Rural Home Journal. ‘The Victoria Jewel Casket Sent Free to all’ ran the adver-
tisement; the detailed descriptions reveal something approaching the lowest level that might
pass as ‘real’. Throughout the advertisement, repeated emphasis is placed on the durability
and long-lasting qualities of these trinkets:

1. The Golden Floral necklace, something entirely new; just imported from Paris,
consisting of a beautiful necklace of Florentine beads, in three colours, to which
is attached a pendant or charm of artificial flowers. 2. Gentleman'’s Filigree Vest

Chain. This handsome gent’s watch-chain is composed of an infinite number of



fine gold-plated threads, artistically woven together to form the beautiful pattern.
Two dainty slides add to its beauty, and a handsome tassel is attached in lieu of

a pocket or charm. 3. Pair of ruby bracelets, very handsome and stylish, made

of the popular material called Ruby, with dainty bangle attached; will last a lifetime.
4. Pair of Onyx S

eeve Buttons, fine onyx stones in good gold plate settings,
warranted to wear and suitable for a lady or gentleman. 5. Handsome Jet and
Gold-Plated Breast-Pin, of a very beautiful oblong or bar pattern, composed of jet
with fine gold-plated mountings and ornamented with pearls; warranted durable.
6. Ladies’ or Girls’ Finger-Ring, of imitation carnelian, with gold-plated top or
name-plate; will last a lifetime. Remember we send all the above securely packed

in a handsome casket, by mail, post paid.

Imitation jewellery was a novelty that women could buy for themselves, and it satis-
fied the need for daytime ornaments to be worn when visiting friends, in the company of
other women, or for other informal occasions. In 1869, the Englishwoman’s Domestic Maga-
zine declared well-made imitation gold jewellery to ‘leave nothing to be desired for every-day
wear. These bracelets are suitable for wearing at theatres, or paying calls, and for home evening

use”."” Describing something as an ‘ornament” indicated that it was for daytime wear. ‘Jewellery’

DEsTENY TR ONE DOLLART A

And New lllustrated Catalogue, with instructions how to become Agents.

Our Imperinl Casket eontains one pair of Lady’s Bracelets, one Roman Neck Chain and Locket, one set
of 8tuds, one pair of Sleeve Buttons, one Lady’s Set ( Ear-rings and I’in), one Seal Ring, one engraved *“ Friend-
ship” Ring, one Plain Ring., one embossed Collar Button; all of which are the finest gold=-plate, warran-
tecr o stand the rest of solid gold, and exactly as represented by the encravings 1n this announcement.
On receipt of One Dollar we will send this grand array of elegant Jewelry, securely packed in a beau-
tiful morocco casket, postpald. to any address. Our illusirated catalogne accompanies every casket free.
‘““Having one of the Imperial (‘askets in our possession. we must say, that, while the articles are not
solld gold. they are beautiful imitations and very pretty. each particular piece being equally as good as are
sold in the city Jewelry stores.”—EDITORS’ HOME AND FARM. . B.1sk
“ An honorable house, entitled to the confidence of their patrons.”—EDITOR CHRISTTAN WORLD. o
“We endorse the high order of respectability attached to the Steinau Jewelry (‘'0.”’—ED, BOSTON G LOBE.
“To assure our patrons of our responsibility, we refer to any reliable business house in Cincinnati, and | §
by permission to the commercial agency of Tappan, McKillop and Co.”  Mail all orders to He
I, 0, g%

STEINAU JEWELRY COMPANY, No. 5 Arcade, CINCINNAT

" /i
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The ‘one dollar’ jewel casket.
Advertisement by the Steinau Jewelry
Company, Cincinnati, from the Ladies’
Floral Cabinet, December 1877.

New York Public Library

The ten items in imitation gold comprised
a pair of ladies’ bracelets, a ‘Roman’
neck chain and locket, a set of studs,
a pair of sleeve buttons, a brooch,
earrings to match, a seal ring, a ring
engraved ‘Friendship’, a plain ring,
and an embossed collar button.
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usually indicated evening wear.'® The Queen made a distinction between ‘ornaments’ and
‘jewellery’; in its exchange columns there were separate headings for each. The division was
not strictly adhered to, but in general ‘jewellery’ meant real gold and real stones or pearls,
while ‘ornaments’ included imitation gold and paste, as well as cut-steel, carved ivory, coral,
silver filigree, pebble jewellery, jet, bog oak and Berlin ironwork.

The following account brings together information from many sources across Europe
and America: surviving jewels, registered designs housed in the National Archives (Public
Record Office) in London, notices in the various trade journals, jewellers’ archives, newspa-
pers and the many art and fashion magazines. Correlating information from more than one
of these sources simultaneously demonstrates the immediate impact of current events,
scientific inventions or popular songs on the wearing of topical jewellery. In Britain alone
there is a wealth of magazines describing what was worn at different levels of society through-
out the nineteenth century, not to mention several manuals on the art of dress. The
Englishwoman’s Domestic Magazine ran from 1852 to 1881, The Queen from 1861. Periodicals
such as the Art-Journal and the Journal of the Society of Arts began in 1849 and 1852 respec-
tively and tended to promote individual designers or the London firms catering for fashionable
society or the artistic avant-garde. It was not until the 1870s, however, that the two main
trade journals were launched, revealing what was being made for the mass market in the
Birmingham manufactories, both in gold and silver, and their imitations: the Jeweller and
Metalworker ran from 1873, while the Watchmaker, Jeweller and Silversmith’s Trade Journal
started in 1875. On yet another level, the secondary market in swapping jewellery is chron-
icled by magazines such as Exchange and Mart from 1868, renamed Bazaar, Exchange and
Mart in 1871, and also by The Queen. Often the items offered in exchange were not jewellery
at all. In America, the Philadelphia-based Godey’s Lady’s Book, an exception in starting much
earlier, ran from 1830 to 1898, while the New York magazine Harper’s Bazaar ran from 1867,
and the standard American trade journal, Jewelers’ Circular, began in 1869. For this reason,
the examples below are taken for the most part from the last four decades of the nineteenth
century. The dissemination of fashions through such magazines, combined with the devel-
opment of manufacturing methods and materials that made jewellery commercially accessible,
helped to make novelty jewellery one of the most widespread categories for sale in the nine-
teenth century.

The extraordinary range of novelty jewellery encompasses so many aspects of life that
to treat all of them would be beyond the scope of this book. Many such pieces could be
viewed from different angles; we have tried to choose groupings that best elucidate what
prompted their creation. In explaining how they came about, much is revealed not only
about the workings of the trade, and the protecting of new designs or technical inventions,
but also about social attitudes in different echelons of society.



WHAT THE PAPERS SAY: JEWELLERY AND
TOPICAL EVENTS

Studs are still made in quaint devices, and there is surely something out of the
common among these. Who would imagine that the visit of the Prince to Egypt
would make it la mode to wear the Sphinx on wrist and collar? Yet it is so,

and the Sphinx’ head is to be seen on earrings as well as studs. We shall have
the pyramids for brooches soon, no doubt. (Fig. 150)

So wrote the ‘Silkworm’, the fashion correspondent for the Englishwoman’s Domestic Maga-
zine, in April 1869." The Prince and Princess of Wales had just completed a two-month tour
of Egypt in February and March, which was reported at length in The Times.*> Most novelty
jewellery sparked by topical events can be correlated almost to the month with newspaper
reports. Events of international import, such as the laying of the first Atlantic cable, had a
profound effect on people’s lives; others, relating to Britain’s exploits abroad, provided scope
for jewels indicating that their wearers were up-to-date, well-informed and patriotic.

The first cable across the Atlantic, laid by Cyrus Field in 1858, enabled the first trans-
atlantic message to be sent by Queen Victoria to the American President on 28 August. The
whole process took some five months and was reported in detail in the illustrated press, so
that when Tiffany & Co. began selling samples immediately after the landing of the cable in
America in the first week of August, everyone would have known what it looked like. Other
companies were soon offering charms and souvenirs: the New York jewellers Ball, Black &
Co. placed an advertisement in Harper’s Weekly for 24 August 1858, which read:

GENUINE ATLANTIC CABLE

Ball, Black & Co. 247 Broadway, take pleasure in informing their friends and the
public that they have secured a sufficient quantity of the Atlantic Cable to supply
all demands, and in order that every one may receive a souvenir of this — the most
remarkable event of the age — and so that it shall not be cumbersome, we have

mounted it up to be worn as charms or watch keys.’

The samples, thin slices of cable, were mounted in brass for 15 cents each, silver for
50 cents and in gold from $1.50 to $5, or set into a dark material such as gutta-percha to
form pendants, earrings, and so on (Figs 151, 152). In 1858 Emma Dent of Sudeley Castle
in Gloucestershire was given a piece of cable set as a locket, ‘the wires looking like inlaid
gold and steel’.” The 1858 cable failed completely within a month, and it was not till 1866,
after another failed attempt in 1865, that Europe and America were permanently connected.

Atlantic cable souvenirs have survived, but other novelties are so ephemeral that we
know of them only through contemporary documentation. In 1868 Messrs Pyke of Clerken-
well introduced their ‘Abyssinian Gold’, advertised in The Jeweller and Fancy Trades Advertiser
for June 1868 as ‘a new homogeneous metal combination of one colour throughout, with
the appearance of 12 carat gold’. This was no exotic import from Ethiopia, but a romantic
name for one of the many alloys imitating gold that enabled a vast range of cheap jewellery

(see pp. 205-6). It is surely no coincidence that the great gold crown, taken from the fortress
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Sphinx earring, exhibited
by Bright & Sons of
Scarborough in 1872.
Detail from the Art-Journal
lllustrated Catalogue of
the 1872 International
Exhibition in London,

p- 35

The shape of the earrings
is completely Victorian but
the designer has added an
Egyptian flavour with the
stylized lotus at the top.
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151

Sample case of
transatlantic cables
laid in 1858, 1865
and 1866. American,
about 1866. London,
Science Museum
The three sets of
cables, large and
small, were used in
three separate
attempts to lay a
submarine telegraph
cable across the
Atlantic. The outside

is made of rust-

1

(shown as the sn

steel
nall

border of circles in

resistant twiste

the section). Inside

is a seven-stranded
copper wire to
conduct the electricity.
The specimens of
grapnel rope were
used to recover

the 1865 cable.

152 Below
Gutta-percha pendant
set with a slice of
transatlantic cable.
English or American,
about 1858. H. 4.4 cm.
Glasgow, Kelvingrove
Art Gallery and
Museum,

Hull Grundy Gift

The cable section is
taken from the smaller
cable used in the

first attempt of 1858

(see Fig. 151).
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at Magdala during the British Abyssinian expedition of 1868, should have appeared in
the Hllustrated London News for 20 June.” The ‘trophies’ had been reported in The Times on
27 April, on 18 June they were described in detail, and on 25 June notice was given that
‘the spoils recently sent home from Magdala by Sir Robert Napier will almost immediately
be exhibited to the public, by Her Majesty’s command, at the South Kensington Museum’.®
There is no evidence that this actually happened, but with the gold teasures kept constantly
before the public eye by continual press reports, ‘Abyssinian Gold’ jewellery would have had
great resonance.’

Exotic gold from afar was to produce marketing opportunities on more than one occa-
sion. The Ashanti expedition of 1873—4 received comprehensive coverage in the press. By
the time Sir Garnet Wolseley was sent out with reinforcement troops in November 1873,
The Times was already speaking of the abundance of gold in the land of the Ashanti.® So there
was every reason for the Birmingham firm of B.H. Joseph & Co. to cash in on the expected
success of the campaign by registering designs for ‘The Ashantee earring’, on;25 November

and 3 December 1873.” In April 1874, the ‘Golden spoil from Ashantee’ went on display a



Garrard’s Haymarket premises. This was the gold brought back as settlement of the indem-
nity claim by the British government, following the British capture and destruction of Kumasi,
the Ashanti capital. The Times report, following the dominant perception of much non-
European jewellery at the time, insisted that the Ashanti craftsmen must have copied every
European or other influence that crossed their path. The reporter saw no other way of
explaining the ‘variety and beauty’ of the gold ornaments.'* What had originally been votive
or ceremonial objects tended to be transformed into something more familiar; the haft of an
Ashanti hunting knife was mounted as a paper knife, while a gold staff or sceptre mount
with bells was turned into an ornament for a baby’s coral. Queen Victoria acquired several
items of ‘Coomassie Prize Gold’."

There was also considerable nationalistic pride in jewels inspired by British colonial
exploits. In January 1879 Britain invaded the Zulu kingdom in South Africa; Zulu weapons
were brought back and the elliptical leather shields were displayed with western-style
military trophies of Zulu spears and clubs attached to them. The London jeweller John Brog-
den could well have seen such displays at the British Museum; he recreated the shield and
weapon trophies as a silver brooch, a miniature symbol of British victory (Fig. 153).

The speed with which novelty jewellery was designed following newspaper reports is
remarkable. In the summer of 1877 the problem of transporting from Egypt the famous
granite obelisk known as Cleopatra’s Needle was solved and the necessary funding made
available. A gift from the Khedive to George IV in 1820, it had lain toppled over in the sand
ever since. Its departure from Egypt was announced in The Times on 29 August 1877 with
daily reports on its progress to the Bay of Biscay, the crossing of which was scheduled for
October. The jewellers of Birmingham, expecting it to arrive in November, busily created a
flurry of ‘Cleopatra’ ornaments — lockets, charms, chain pendants decorated with a minia-
ture needle, as well as a pepper box or castor shaped as the needle — and made sure their
designs were registered."” They all appear in the Design Registration volumes within the space
of three weeks; after that it was presumably too late to market them in time for the needle’s
expected arrival. As it happened, the ship carrying the Needle capsized in the Bay of Biscay
in the middle of October 1877; the obelisk was miraculously recovered and eventually arrived
in London on 20 January 1878. After much discussion, it was finally erected on the Victoria
Embankment in September 1878. During its installation, a feat of engineering using hydraulic
jacks, fragments of granite were mounted as jewellery."

Of all the feats of engineering in Victorian Britain, none produced a more telling instance
of the role of jewellery in encapsulating feelings of pride and achievement than the opening
of the Mersey Tunnel from Birkenhead to Liverpool in 1886. Directed by Major Samuel Isaac,
a former London army contractor who raised the funds to develop the scheme, the tunnel
was formally opened by the Prince of Wales in January 1886. In May that year the Queen
opened the Liverpool International Exhibition of Navigation, Commerce and Industry. From
reports in The Times it is not clear whether she actually visited the tunnel on that occasion,
but it may have been then, or perhaps when the boring of the tunnel itself was completed
in 1885, that Major Isaac, the ‘Lesseps of the Mersey Tunnel’, gave her a commemorative
jewel, described in Isaac’s obituary in November 1886 as ‘an ingenious jewelled represen-
tation of the tunnel, in which the speck of light that shines at the end of such excavations
was replaced by a brilliant™."*

JEWELLERY AND TOPICAL EVENTS

153

‘Zulu shield’ brooch made by John
Brogden, London, about 1880. Oxidized
silver and gold with steel spearheads.
H. 7.2 cm. British Museum

An almost identical design was registered
in 1883 by M.J. Goldsmid of Birmingham
(National Archives, BT 43/55, no.
403248). Possibly the design was sold
on to jewellers such as Brogden.
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JEWELLERY AND SCIENTIFIC OR
TECHNICAL INVENTIONS

Developments in science underlie so many aspects of jewellery history in the
nineteenth century that it would be impossible to treat them all. The precision
of a jewel made with machine-stamped parts and the beautifully shaped and
domed steam-pressed cases could not have existed without the gigantic leaps in
mechanization of the period. This section concentrates on those developments
that directly affected the entire conception of a particular category of jewellery.
Many of these are not normally associated with jewellery at all. The jewels dis-
cussed below depended on such developments in a way that was utterly different
from the topical souvenirs set with a slice of transatlantic cable. First, there were
new materials: aluminium revolutionized the production of gold substitutes by
providing a non-tarnishing colour component, while rubber when vulcanized
was moulded into black jewellery as a substitute for hand-carved jet. Secondly,
there were scientific inventions such as the voltaic battery and the incandescent
light bulb, which made possible Gustave Trouvé’s electric jewels, objects that

would be hard to believe existed were it not for the contemporary documentation.

New materials: gold and silver substitutes

Gold and silver substitutes were not new to the nineteenth century. Most gold
substitutes were variations on the copper-zinc alloy, in other words brass, which
the early eighteenth century London watchmaker Christopher Pinchbeck claimed
to have invented. The term ‘pinchbeck’was subsequently used to denote gold-
coloured metal of any kind, whatever the actual composition. ‘Mosaic gold’, for
instance, had a much higher proportion of zinc and may therefore have kept its
yellow colour for longer.' By the 1830s such imitations had become a vehicle for
satire; R.S. Surtees, in Jorrocks's Jaunts and Jollities of 1838, employs it to describe

Mrs Jorrocks’s vulgarity and lack of taste:

her neck, arms, waist . . . were hung round and studded with mosaic
gold chains, brooches, rings, buttons, bracelets, etc., looking for all the
world like a portable pawnbroker’s shop. . . . In the right side of a gold
band round her middle was an immense gold watch, with a bunch of

mosaic seals, appended to a massive chain of the same material.’

Many other fanciful names for gold substitutes, often derived from far-off
places to make them sound more romantic — ‘Canadian’ gold or ‘Afghanistan’
gold — appeared in the fashion and trade press. By 1885, some of these names
were so far-fetched that even the Jeweller and Metalworker could not resist some
gentle ridicule: ‘The spirit of imitation is always rife, and often leads to strange
consequences. Someone across the pond has invented crazy gold; and are we

now to expect to hear of insane silver, delirious rolled plate, distracted fire-gilt,
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deranged electro-plate, and slightly gone German silver?”” Charles Courtney Rowe’s ‘Oroide’
gold, on the other hand, is one of the few trade names that has entered the Oxford English
Dictionary as ‘an alloy of copper and zinc having the colour of gold’. It was launched in
1873, and the Jeweller and Metalworker applauded it roundly: a five-shilling pair of Oroide
earrings were as handsome as any that could be obtained for three guineas from Hunt &
Roskell or Garrard’s, and the artistic quality was such that Oroide could deceive those supe-
rior beings who ‘profess never to be deluded by shams . . . and who are able to tell by look,
touch and almost smell, that the artistic piece of jewellery that dangles upon their friend’s
waistcoat was made by Harry Emanuel or some others whom their judgements have erected
into precious metal saints’. The trade was fighting back against the dismissive attitude of the
art press towards ‘Brummagem’, the popular name for cheap Birmingham jewellery that was
despised as ‘tinselled rubbish and gaudy effrontery’.” The trade’s line was that provided the
design was artistic, the workmanship exquisite and the jewels worn with good taste, imita-
tions were not only perfectly acceptable, but were putting works of art within the reach of
all.” Rowe traded from the Brompton Road and was well placed to catch the artistically inclined
visitors to the South Kensington Museum:

Mr Rowe not only keeps au courant of every new and fashionable pattern
introduced in real gold, but has in many cases originated designs that have been
eagerly copied by our leading jewellers. Not only does Mr Rowe undertake to
produce any design that may be afforded him in the ‘Oroide gold’, but he will
give a coating of this to any tarnished ornament, and by so doing not only restore
it to use, but make it look far better than it could have done originally, not having
been made of ‘Oroide’." '

All of these gold substitutes were variations of the copper-zinc alloy; whatever the
claims of their manufacturers, they would have tarnished to an ugly dull bronze colour very
quickly. Even if they were gilded, and many must have been, the quantity of copper in the
alloy would have turned the base metal red so that even the thickest gilding would eventu-
ally have failed to mask it. Analysis of surviving jewels in imitation gold has shown that those
of lower zinc content tend to be gilded, while those of higher zinc content were not, because
the composition was brighter and yellower. The purity of the gilding could also be varied,
allowing a sophisticated balance between the body metal and the plating, both the quality
of the plating and the thickness of its application. For example, a higher zinc content with
a lower carat gilding could achieve the effect of 9-carat or 12-carat gold, with considerable
saving in cost. Conversely, a lower zinc content with a high carat gilding could look like
18-carat gold.

The permutations of the alloys for both gold and silver substitutes might have remained
a trade secret were it not for the survival of an untouched historic sample collection of late
nineteenth-century jewellery kept by N.C. Reading & Co. of Birmingham until 1987.” This
collection includes the full range of both gold and silver substitutes, many still on their orig-
inal boards or show cards with their original tags, some actually stamped with the trade name,
so that the fancy names can, exceptionally, be linked with actual pieces of jewellery (Figs 154,

155). The silver substitutes were based on nickel-silver, also known as German silver because
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‘Albo silver’ jewellery made by

N.C. Reading & Co., Birmingham.
Advertisement from the Jeweller and
Metalworker for September 1901.
British Museum

The same advertisement first appeared in

1892, though the trade name ‘All

registered in 1886. ‘Albo silver’ was

alloy of nickel, copper and zinc with thick

silver plating, The plating helped the alloy

to stay white longer before tarnishine.

SEPT. 1, 1901

THE JEWELLER AND METALWORKER. 1135
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THE CRITICS ON ALBO SILVER.

TIIE Jeweller and Metalworker says :—** Without

wishing to disparage the manufactures of several
well-knownium, which are excellent in their way,
we must admit that ‘Arso SiLver'is a metal which,
by reason of its pure whiteness and freedom from any
leaden or_brassy tints, holds the foremost position
among white metals. Itis made upinto various articles
of jewellery, such as ladies’ and gents' chains, seals,
lockets, vesta boxes, &c. Every article bears a regis-
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foremost position
among white

"THE alloy registered under the name of ‘ ALBO
SiLver ' is peculiarly suitable for the manu-
fecture of Chains and Jewellery; it has the whiteness
of grain silver, without a tinge of the yellow or the
kaﬁy colour generally characteristic of alloys of this
kind. Indeed, so highly was it reported on at ths
B-itish Associ 'mF‘;" e l‘ ities at
piemn | oy, Mason College, that at their request samples in.ingot
RN d.fﬂ and ina e ed state were ly deposited
in the museum of that institution."—Te Wafc/imaker,
Jeweller and Stlversmith.

HIGH-CLASS PATTERNS IN

STANDARD SILVER
LADIES' ALBERTS,

A SPECIALITY.
warstone Chain Works :
HALL STREET,

Birmingham.

Telegrams:
“ Klbo,” Birmingham,
Telephone 3016.

N.C.R.’s Goods Through all
Respectable Wholesals
Houses.

it was first manufactured commercially in Germany in the 1820s. An alloy of copper, nickel
and zinc, it contains no silver at all. "Mixitine’, ‘Aftcan’, ‘Silverine’ — all these were alloys
of nickel in varying proportions advertised by different Birmingham firms in the 1880s.
N.C. Reading had long been making nickel-silver jewellery when they brought out their

new alloys with new trade names in 1885 and 1886: ‘Albo Regd’ (registered) was a standard
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10% nickel alloy, while ‘Albo silver’ had a higher 15-19% nickel content with the addition
of a thick silver plating. To imitate the popular combination of gold and platinum, N.C.
Reading brought out a further high-quality alloy in 1893 this had a 19—23% nickel content
and was left in its raw state with no plating. It was used in conjunction with the firm’s high-
quality gold substitute with 22-carat gilding to produce ‘Platinageld’ ®

Aluminium, like platinum, was expensive, but its lightweight properties made it ideal
for commercial uses. Isolated in the early 1850s by the French chemist M.H. St-Claire
Deville, it was contaminated with iron, which meant it could not be soldered.’ Neverthe-
less, some extraordinary experiments in jewellery were made with it by distinguished Paris
jewellers. At the Paris exhibition of 1855 the works in aluminium, which included a rattle

for the Prince Imperial, caused a sensation. Napoléon III took great interest in the new mate-

rial and is said to have ‘supplied funds from his own privy purse to have experiments made

155

Imitation gold and silver jewellery by
N.C. Reading & Co., Birmingham. English,
late 19th century. H. of ‘Albo’ board

32.7 cm. British Museum, given by N.C.
Reading & Co.
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Aluminium bracelet set with painted
miniature of Queen Victoria. French,
modelled by Honoré Bourdoncle
(1823-93), about 1855. His Grace the
Duke of Buccleuch and Queensberry, K.T.

The bracelet was given to Queen Victoria
in 1857. When the Queen gave it to
Princess Beatrice in 1872 the reverse was
engraved ‘From Mama/VR/Xmas 1872’.
It is one of a handful of jewels in which
aluminium is treated sculpturally like
silver or gold. To enhance the idea of
aluminium as a precious metal, the
miniature is bordered with coloured gold
flowers and rubies. Princess Beatrice
gave it to the Duchess of Buccleuch after
she lost her bracelet of this pattern at
the 1902 coronation.

with this new metal which he hoped would be of great benefit to the poorer classes’.*
In the mid-1850s the chaser Honoré Bourdoncle made a series of aluminium bracelets, formed
of three cast hinged elements inlaid with coloured gold flowers and riveted to a gold frame
to avoid the need for soldering. The impact of these scientific novelties beyond the usual
audience for ornamental designs cannot be underestimated. In October 1857 the eminent
geologist Sir Roderick Murchison was so impressed by them that he wrote to Sir Charles
Phipps, Keeper of the Privy Purse, enclosing an aluminium bracelet with mother-of-pearl and
a miniature, ‘by Mr Honoré of Paris . . . the work is in the style of Benvenuto Cellini and is
really well worthy of Her Majesty’s attention’."" The Queen must have accepted it, for in 1872
she gave it to Princess Beatrice; the Princess gave it after 1902 to the Duchess of Buccleuch,
Mistress of the Robes to Queen Victoria (Fig. 156)."

157

Aluminium and gilt-metal bracelet.
French, about 1860. H. of roundels
2.1 cm. British Museum

The simple flat rosettes and snakes
could be cast in large numbers,
enabling aluminium jewellery to
become commercially viable.
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Honoré’s three-dimensional sculptural aluminium jewels are exceptional. The price
soon dropped, allowing a much greater range of jewellery with simple flatter cast elements
set into gold or gilt-metal frames, the elements having matt textured surfaces, presumably
because aluminium did not take a shine like polished silver (Fig. 157)." As souvenirs for
visitors to Haussmann’s new shopping streets, they featured in the American Traveller’s Guide
to Paris, 1869, which recommended novel gifts for the ‘folks back home’, from ‘the estab-
lishment of M. Paul Morin, Boulevard Poissoniére, whose jewellery is forged in that wonderful
new metal, aluminium, which so impressed the Emperor at the recent International
Exhibition that he commanded a dinner service made of the same’."* By 1874, machine-
made aluminium watches were being advertised in London by the firm of Millikin & Lawley,
‘the same as supplied by us to the Prince of Wales’."” The Prince was evidently taken with
the new material; in 1870 Garrard’s had supplied him with an ‘aluminium bracelet with
motto in gold and remaking ditto in larger size’ at a cost of £25. By 1889 the price had
dropped dramatically following a new electrolytic process for the production of aluminium
introduced in the early 1880s; this was directly responsible for the bicycle craze (see pp.
146-7), since it enabled the new lightweight bicycle. The problem of soldering was not
resolved until the end of the century.”

Aluminium was a novelty in itself, as a new white metal, but it also played a crucial
role in the creation of precious metal substitutes. ‘Abyssinian Gold’ (see pp. 197—8) used
aluminium instead of zinc to create an alloy known as aluminium bronze. Aluminium is a
hard metal, and only a small percentage was necessary to give the required colour while
retaining malleability, an important factor in cheap die-stamped jewellery. The anti-corrosive
properties of aluminium must also have fuelled its success. Introduced in 1868 by Messrs
Pyke of Clerkenwell, Abyssinian gold was ‘a new homogeneous metal combination of one
colour throughout’; what made it so popular was that it did not require gilding and so
there was no surface layer to rub off. '" It enabled those of moderate means to equip them-
selves with the most up-to-date designs at minimal cost, as explained in the Englishwoman’s
Domestic Magazine for February 1869:

... anew substitute for gold has been invented by a firm in London (Messrs.
L. and T. Pyke of Thavies-inn, Holborn) who deserve the best thanks of us all
for coming to the rescue of the unhappy ladies who ‘are left, for whole days,
unsupplied by fresh jewellery, fans, or bouquets.’

This substitute is called ‘Abyssinian gold’, is of nearly the same weight as the
real ‘Simon Pure’, and is in appearance pure brilliant gold. It is composed of a
combination of metals, and is of the same quality and colour throughout; that is,
unlike any other imitation gold, the surface is not coloured, and cannot wear off.
... This is a material point, for all the durability of chains, lockets, &ec., depends
upon their being ‘the same all through’.

... L saw very pretty . . . lockets of plain and chased gold (Abyssinie cela va sans
dire) [Abyssinia, of course], ornamented with bands of pearls, turquoises, and
coloured and plain monograms . . . they hold two portraits each, and are ‘double
lockets.” The monograms were rendered in blue, red and white enamel; and I shall

not name the prices, for they are so absurdly cheap, and look so handsome and
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LIONEL & ALFRED PYKE'S.

By Goun JEWELLER

——REGISTERED: —
THE ONLY #GSJREN MITATION

TRADE ~MARK.

“ABY SSINIAN GOLD JEWELLERY:

IS THE ONLY IMITATION which
cannot be detected from ““ Real Go.d
Jewellery,” possessing  qualities so long
needed and  desired in Imitation Gold
Jewellery, viz. :—superiority of finish,
elegance of design, solidity, and durabilily.
Sole Manufactnrers, L. & A. PYKE, 82, Ely-place,

Holborn. City Depéts :—153, Cheapside, 1534,
Cheapside, and 68, Fleet-street.

ABYSSINIAN GOLD JEWELLERY’

Is now worn by Ladies to avoid the
risk of losing their “Real Gold Jewellery,”
The Imitation being so perfect, detection
need not be feared.

Sole Manufacturers, L. & A. PYKE, 32, Ely-place,

Holborn. Cit; beg‘b :—153, Chenpude,la.'!;«
Cheapside, and 68, leeb-street E.C.

ABYSSINIAN GOLD JEWELLERY’

Received a Prize Medal for its supericrily
over all other Imitation Jewellery. Cala-
logues, with Press Opinions, forwarded
post-free on application,

Manuofact; , L. & A. PYKE, 32, Ely-place,
Bolﬁo]::mm n;ers ts :—1568, Chenpsxde, 1534,
Cheapside, a.mi' “leet-street, E.C.
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‘Abyssinian Gold Jewellery’.
Advertisement placed by Messrs

Pyke of Clerkenwell in The Queen,

3 October 1874 (unpaginated)

Messrs Pyke proudly recorded

their prize medal won at the Workmen's

International Exhibition in London in 187o0.

159

Imitation gold jewellery. English,
1865-75. H. of bracelet roundel 3.8 cm.
Private collection

The bracelet with its expanding band
and ceramic plaque of a classical figure
may be a rare example of Pyke’s ‘Grecian’
suite. The metal is ungilded brass with a
high zinc content, producing a yellowish
colour. The two brooches are of brass
with a lower zinc content, both gilded.
The round brooch with tubular coils is
almost identical to an 18-ct gold brooch
advertised by Streeter in his trade
catalogues.

real, that 1 will only let my readers into the secret that all this-Abyssinian gold is
less than one-tenth of the price of real gold. . . . Studs, wrist-links and pins . . .

with short Albert chains, make nice presents for papa, brothers and sons; and for
lads at school these chains are exactly suited, as they are strong enough to stand
wear and tear, . . . and if lost or exchanged (schoolboys will ‘exchange’ as well as
Englishwomen), the intrinsic value is not so grand as to be such a loss as a gold

chain would be if sent ‘the same gate’ (Fig. 158)."

Between 1869 and 1871 the Englishwoman’s Domestic Magazine commended to its read-
ers a constant stream of novelties in Abyssinian gold, giving us a snapshot of the most desirable
trinkets in that short period: in October 1869 there was the ‘triple locket brooch’, with two
lockets concealed in a raised centre and a third at the back. The ‘Grecian’ suite boasted an
elastic collar, presumably a flat spiral of wire which expanded as desired (Fig. 159)." In
January 1870, Pyke’s were se lhng ‘bird in a cage’ earrings and crystal locket watches and
chains at 25s as a ‘capital present for a boy’, and in May there were more new designs:
veil-pins sold singly or in pairs for attaching coiffures, and lockets with ‘a ¢ i” in raised
letters, or ‘Dieu vous garde’ ** The prices were indeed absurdly cheap: according to the adver-
tisement in Fig. 158, suites of brooch and earrings cost from 15s to 25s, against Streeter’s
10 guinea suites in 18-carat gold (see p. 430)." To identify such pieces now is almost impos-
sible. As imitations they were not subject to hallmarking laws and although Pyke had a

trademark — ‘As Good as Gold’ — there was no obligation or custom to apply a trademark to

a piece of jewellery.




The range of imitation materials is vast: the precious metal substitutes were frequently com-
bined with imitation gemstones made of coloured glass, a standard practice since at least the
early eighteenth century. Recipes for the composition of imitation gemstones abound in the
trade journals, and while the various compounds were refined and improved, neither the
material nor the idea was new to the nineteenth century, and so does not form part of this
discussion. Imitation jet, ivory, coral, tortoiseshell and wood, on the other hand, were almost
all dependent on rubber or plastic. Before these new materials were available, however, attempts
had been made to imitate jet. One of the earliest was made of ground and compressed peat
moss in the early nineteenth century and was the invention of the Scottish engineer William

Murdock, who worked for Boulton and Watt.** This must have been similar to Irish bog oak

(see pp. 452-3). Another material used in the eighteenth century, papier maché, was employed
as a substitute for tortoiseshell to imitate piqué work inlaid with silver or gold.”

Uncured rubber in its natural state breaks down very quickly; the invention of the vul-
canization process, involving high heat and sulphur, made it harder and more durable.
Although the American Charles Goodyear claimed to have discovered the process in 1839,
he did not patent it until 1844, by which time a patent had been taken out in England by
Thomas Hancock. Both men showed vulcanite mouldings at the Great Exhibition.* Its prin-
cipal use in jewellery was for imitation jet; moulded vulcanite has less definition and tends
to go a dull muddy-brown with exposure to light and the chain links are typically thin flat

rings, unlike

et links which are usually round in section. When moulded in thin bands for
bracelets it can have a slightly springy feel quite unlike jet (Fig. 160).”

One of the main purveyors of vulcanite jewellery was the Britannia Rubber and Kamp-
tulicon Company, set up in 1854 at Cannon Street in the City, with works in the East End of
London at Bow Common, ‘for the purpose of manufacturing in England articles invented by

Mr Goodyear’. From 1866, they placed advertisements in The Times for ‘Indiarubber chaines

Benoiton, wholesale and export only’, offering a full range of industrial, household and orna-

mental goods, including ‘Imitation Jet (India Rubber): Albert chains, Victoria chains, long

160
Pair of vulcanite bracelets. English,
about 1860-70. H. 4.2 cm.
Museum of London

Both brace

and strap, with a subtle engr

s are in the form of a buckle

ved Greek

key pattern, but there is no fastening

The

band overlaps at each end and
springs back into shape after be
expa
put on.

1ded to fit over the hand as it is

207
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Ebonite watch case with silver
monogram, on a leather chatelaine with
silver belt-hook. French, the watch signed
by Charles Oudin, Paris, about 1867.

L. 25.5 cm. Diam. of watch case 4.1 cm.
British Museum

chains, Latin, Greek, Maltese and Dagmar crosses, brooches, bracelets, earrings, waist-clasps,
charms and trinkets, gauntlets and armlets, fancy back combs, and dressing combs’, assuring
their customers that these items had ‘the beauty of polish and deepness of colour of jet, with-
out its dangerous quality of brittleness. . . . You may dash a bracelet or chain of this material
to the ground without injuring it’.* This list is fascinating, not only for its variety but also in
the way it latches on to the latest fashions of the day, whether the chains inspired by Sardou’s
play La Famille Benoiton (see p. 214), or the Dagmar cross, based on the Byzantine enam-
elled cross given to Princess Alexandra by her father at her wedding in 1863 (see pp. 440—41).

A related later development of this material, obtained by vulcanizing for longer peri-
ods so that it contained significantly more sulphur, was called ebonite; an insulating material
and effective substitute for ebony wood, it was also used in jewellery. As noted by the
Jeweller and Metalworker in February 1874 (p. 364), the proportion of sulphur in vulcanite
did not normally exceed 20—30%, while in ebonite it could reach up to 60% and the black
colour lasted better. The compound was then moulded in a steam-press for two hours; when
cold, it was finished off and polished like ivory. An advertisement in Godey’s Lady’s Book in
January 1867 (p. 108) announced that ‘A new style of watch very suitable for mourning has
just been introduced. The case is of black wood ornamented with a monogram, of silver. It
is suspended from the waist by a chatelaine of Russian leather studded with silver, and
caught to the belt by a silver hook.” A watch in the British Museum that corresponds exactly
to this description has an ebonite case with silver initials probably forming a name. It is
signed by Charles Oudin, the celebrated Paris watchmaking firm, whose display at the Paris
Exhibition of 1867 included gold watch-chatelaines for the Empresses of France and Russia
and Queen Victoria (Fig. 161).”



A related compound also made from natural latex was gutta-percha, which could imi-
tate more or less any material from wood or bronze to artificial gums. It was used for popular
novelty jewels such as the Atlantic cable pendant (Fig. 152), while the ability to mould and
colour it naturalistically led to some unexpected fashion-related functions, as reported by
the Ladies” Treasury, in 1867 (p. 427):

As is well known not all of the assinine tribe wear asses’ ears: nevertheless, some
of the votaries of dress find their ears too long, or too large, or ill-placed, or, what
comes to the same thing, inconveniently placed, but a prettier or better shaped
pair are easily purchased in gutta percha. . . . They are delicately coloured, fitted
up with earrings and a spring apparatus, and they are then adjusted onto the head,
the despised natural ears being, of course, carefully hidden from view.

The mind boggles at the idea of fake ears with earrings attached; presumably the earrings
could be changed via the spring apparatus, without requiring the purchase of a pair of fake
ears for each new earring.

The early plastic materials were based on a natural substance, cellulose nitrate, which
occurs in plant cells. The earliest of these was Parkesine, patented in 1855 by Alexander
Parkes, the chief chemist and metallurgist at Elkington’s of Birmingham. It could be coloured
in the body to imitate ivory, tortoiseshell, coral or amber, and, when combined with fish
scales in its liquid state, even imitation pearl.” It was ideal for combs, which became an
essential accessory as the taste for false hairpieces developed (see pp. 115-6). It could be
moulded or lathe-turned, engraved, carved, inlaid and polished. Parkes showed a variety of
ornaments at the 1862 London exhibition including combs, and again in Paris in 1867, but
his company lasted only from 1866 to 1868. The material was further developed in the early
1870s by the Hyatt brothers in America, who called it ‘Celluloid’; the name became so
famous that it was soon adopted as the generic name for the material.”

Electricity

Parkes had been involved in formulating the first specification for electroplating in the 1840s.
Electricity was also adapted to jewellery to produce what Vever regarded as jewels of almost
gruesome originality exhibited at the Paris Exhibition of 1867.’° Henry Vizetelly remembered
them as a grotesque scarf-pin formed of a lifesize artificial eye or a cigar with a ruby at the
tip to indicate the light, ‘but the most absurd of all’, he writes, ‘was a small death’s head
connected by a wire with a lilliputian battery carried in the pocket, enabling the death’s head
to distend its jaws and close and open them at the wearer’s pleasure, greatly to the bewil-
derment of anyone not in the secret’ (Fig. 162).”" Charles Blanc, in his much read L’ Art dans
la Parure et dans le Vétement, thought them ‘jokes best forgotten’, ‘no doubt made for export’,
‘de nature 4 réjouir des sauvages’.’* However snooty the critics, the public flocked to see
them, a point made in the Times report of the ‘Great French Exhibition’:

in the French department may be seen some of the most wonderful enamels ever

produced — the enamels of M. Charles Lepec. . . . For one who looks at them, and

ELECTRICITY 209
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Trouvé’s battery-operated skull
stick-pin, enamelled gold with
diamond eyes. French, signed
picArD for A.-G. Cadet-Picard,
about 1867. H. 9.2 cm. London,
Victoria and Albert Museum

The jaw is hinged so that when
the wearer set the battery in
motion, the skull gnashed its
teeth. The battery no longer
survives but the connection for
the wire is visible beneath the
crossbones.

can appreciate the extraordinary excellence, hundreds will turn-to-the neighbouring
Court to see the last new invention in the way of a cravat pin. The toy is amusing
enough. Everybody has seen how bells are rung in all the new hotels in Paris,
London, and New York. Instead of pulling the bell making it ring by an exertion

of mechanical force, we press a small button in the wall; this is connected by an
electric wire with a little alarm, the clapper of which keeps on jingling so long as the

button is pressed. . .. This principle a Frenchman has adapted to cravat pins. . . .”

The Times report continues with a full description of the pins. They were published in
detail in the scientific journal La Nature (Fig. 163).>* Two were stick-pins, but the third, the
star piece, was a ladies’ hairpin in the form of a hummingbird with beating wings, real hum-
mingbird feathers being the height of fashion at the time (see pp. 226—9). According to La
Nature, it was owned by ‘Madame Metternich’ — Princesse Pauline Metternich, member and
intimate friend of the Second Empire court, who launched the fashion designer Charles
Worth by introducing him to the Empress.*’

The creator of these gimmicks was the distinguished engineer, physician, chemist and
scientific instrument maker Gustave Trouvé, noted for his application of portable electricity
to military, civil and domestic purposes. Trained as a watchmaker, he set up his own work-
shop in 1863, inventing, among other things, a miniature hermetically sealed battery (patented
1865).°° It was this that enabled him to create his electric jewels, introduced in 1865 and
including a soldier beating a drum, a monkey paying the violin, two skulls, one gnashing its
teeth, the other rolling its eyes, a decapitated head that did both, a rabbit playing on a bell
with drumsticks, a revolving sphere, a Turk’s head with eyes rolling from side to side and
jaw moving up and down, and a monkey blinking; there was also a pendant with Harlequin
and Columbine dancing and the bird hairpin mentioned above. The trick that set the move-
ment going was no switch or button, but simply turning the battery on its side or upside
down.’” These pieces were described by Georges Barral in 1891; he must have been speak-
ing from personal experience and records that the skull and rabbit stick-pins worked for nine
hours every day over six months and were still going even then. Few survive: Trouvé was
unable to find craftsmen who could make such small objects with the precision required;
according to Vever they were made by Cadet-Picard, whose mark appears on the skull pin
shown in Fig. 162, but presumably in tiny numbers.’® By 1891 they were already collectors’
items: according to Barral pieces that sold at the time for 50 francs were now fetching
700-1,000 francs on the rare occasions that they came up for sale.”

Trouvé’s next foray into personal ornament was to combine the battery with the new
incandescent lamp with carbon filament, patented in the UK by Joseph Swan in 1878 and in
America by Thomas Edison in 1879. Trouvé’s illuminated jewels burst on the scene in 1883,
when they were reported in La Nature and picked up by the Jeweller and Metalworker and by
The Times in 1884.* They consisted of coloured glass stones set round a globe which con-
tained a small incandescent light bulb; at the touch of a switch the beam shone through the
coloured glass. Like the earlier jewels they were wired to a small battery, encased in gutta-
percha to prevent leakages, weighing some 300 g and measuring about 5 x 3.5 cm (2 x 1% in).
According to a publicity leaflet issued by Trouvé in 1884, the ‘rubies’ and diamonds’ were

specially cut and set to reflect the light source inside, which was a tiny 4-volt bulb. The jewel
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Fig. 1. — Bijoux électri jues de M. Trouvé.

was designed to open so that the bulb could be easily replaced. There were hairpins in the
form of crescents and stars, mounted on double prongs — the popular fourches of the late nine-
teenth century (Fig. 164). For ladies there was also an electric ostrich-feather fan with central
illuminated rosette, as well as earrings, rings, bracelets, sleeve buttons and brooches, includ-
ing an owl’s head to rival the diamond owl’s head brooch shown by Massin at the 1878 Paris
Exhibition.” For men there were stick-pins, one of which had a large ‘diamond’ on the front,
the projected beams of which enabled the wearer to read his paper or to find his way home
in the dark! A cane handle had the same idea, with a large stone facing in each direction.®

Trouvé’s publicity leaflet claimed that ladies could make their entrance at a soirée
‘covered in tiny sources of electric light beside which the Sancy or the Regent would pale
into insignificance” (Fig. 165)." Their great success, inevitably, was on the stage. There was
one problem, however: the small battery lasted for barely half an hour, so either a double-
size battery had to be concealed in the clothing, or the user would have to recharge it, for
which Trouvé built a portable accumulator cased in ebonite and hidden behind the back or
worn on a belt round the waist.” The ballet La Farandole at the Paris Opéra in December
1883 owed its success in large part to Trouvé’s electric mise-en-scéne, and in London the
opening production of the Empire Theatre in April 1884, Florimond Hervé’s musical drama
Chilpéric with its ballet of fifty illuminated amazons, was roundly held to be the ne plus ultra
of magnificence in staging.” The most astonishing use of these electric light-bulb jewels was
for a ‘living chandelier’ composed of acrobatic dancers at the Théatre du Chatelet.* Trouvé
had followers: a patent for similar jewellery was taken out in America in 1885."

Trouvé’s final hour of glory in the jewellery arena was in February 1887, when he pro-

vided the electric lighting for the examination of the French crown jewels in the Finance
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Fig. 2, — Coupe d'un
bijou électrique et
de la.pile qui le
met en mouvement,

163A&B

Battery-operated electric jewels designed
by Gustave Trouvé (1839-1902). From

La Nature, 1879

The hummingbird was able to beat its
wings, the skull gnashed its teeth or rolled
its eyes and the rabbit hammered the

bell with drumsticks. The section drawing
of the rabbit (above right) shows how this
worked with the aid of a hollow pin.
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Trouvé’s electric light-bulb jewels,

about 1883. From G. Barral, Histoire d’un
inventeur, 1891, p. 168

Each two-pronged hair comb has a tiny
hidden 4-volt light bulb which shone through
the coloured glass stones.

165

‘Une mondaine’ wearing Trouvé’s
light-bulb jewels. From G. Barral,
Histoire d’un inventeur, 1891, p. 179

The battery for the rosette on the diadem
would have been concealed in the hair.

A second battery operated the central star
in the rose on her shoulder. To make a grand
entrance would therefore have required Fia. 106. — Mondaine parée d'un phare et d'un bouguet de corsage électrique 1um1n_;ux
some well-rehearsed co-ordination. Ll e

Ministry’s vault in the Palais du Louvre, when the fateful decision was taken to divide them
into three categories: those to be sold at auction (see pp. 91-3), those to be passed to the
mineralogical collections, and those to be destroyed and the gold melted down for coinage.
The extraordinary scene was photographed for posterity, with Trouvé himself holding a portable
lamp for the Finance Minister, Monsieur Dauphin, while another lamp lit up an easel with a
screen on which the jewels were mounted for photography.™

Electricity was closely allied to magnetism, the therapeutic properties of which were
soon adapted to jewellery. Electro-galvanic belts as a remedy for rheumatism were being adver-
tised in The Times from 1852; by the 1870s a range of chain bands, belts and, necklaces for

throat disease, all with portable pocket batteries, had been developed.” They were probably
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fairly cumbersome and far from ornamental. In 1877, however, Elizabeth Baker of the Royal
Polytechnic and Institution in Regent Street registered designs for ‘Magnetic and Galvanic’
lockets and belts.”™ The locket depicted a classical female figure holding a magnet; the belt
was formed of interlinked horseshoe-shaped magnets. The idea was quickly taken up in the
United States, where galvanic finger-rings were patented in 1878.”" American patents also

encompassed pneumatic jewellery which had figures animated by means of a pneumatic tube

and bulb hidden in a pocket.

Clockwork and other moving jewels

We have not come across any surviving examples of moving jewels; the following contempo-
rary descriptions are given in the hope that they will enable such jewels to be brought to light.
Vever refers to simple articulated jewels with elements that moved: jumping-jacks, the famous
French clown Auriol (?1808-81) jumping through a hoop, tortoises with moving heads and
feet, and so on.” Their construction may have been similar to the ‘mouche mécanique’ reported
in La Nature as exhibited by Teissier and Delmas at the Exposition des Arts Décoratifs in Paris
in 1884: tiny flies alighting on a flower mounted as stick-pins, their legs in continuous motion,
giving them the appearance of live insects. The legs were cut out of black card and hung from
tiny links attached to the body of the insect; a fragment of lead glued to the leg just below
the artachment acted as a weight. As no one could keep perfectly still, the legs moved per-
petually in varying directions, whether held in the hand or attached to the cravat.”
Clockwork jewels on the other hand were based on a mechanical spring that would
have to be frequently wound like a watch. Vever describes brooches and bracelets represent-
ing what were known as jeux pyrrhiques, in which two pierced and superimposed discs of
different colours were activated by a watch movement set off with the touch of a finger, caus-
ing the discs to tumn in opposite directions and produce an optical effect similar to the rotating
rosettes of magic lanterns.” A similar device may have been used to simulate moving water
in a piece by Giuliano included in the Loan Exhibition of Ancient and Modern Jewellery in
South Kensington in 1872: ‘Brooch, gold, enamel, jewelled with diamonds, in the form of a
fountain beneath a canopy, beside which are seated two Cupids, as if dipping water; the cen-
tre can be wound up, and revolves (see Fig. 299a).” These clockwork jewels found a ready
market in India; the Marchioness of Dufferin and Ava, writing of her Viceregal life in India in

the 1880s, remembered a visit to a jeweller’s in Calcutta:

I took the Duchess of Mecklenburg-Schwerin to a great jewellers shop by way of
entertainment . . .. The jewels set in Europe for the eastern market are a curious
mixture of splendour and childishness: watches encrusted with diamonds, and
such complicated interiors that, besides telling you all you can possibly want to
know about the time of day or of the year, they play you a tune, and give you a
representation of a conductor waving his baton as he sits somewhere on the face,
mixed up with the seconds and the hours. Then there are ornaments for turbans,
on which the diamond flowers, being wound up, whirl round and round till you
can no longer see their shape. It would be difficult to keep up an argument with

a man whose jewels were behaving in such an eccentric manner!™
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NOT FOR JOSEPH’ stick-pin with mouse
and mousetrap, enamelled gold.
English, about 1867. H. 7.5 cm.
British Museum, Hull Grundy Gift

The mouse is trying to eat a piece
of cheese without getting trapped.
Inspired by Arthur Lloyd's popular
music-hall hit song ‘Not for Joseph’
of 1867.

THE IMPACT OF THE STAGE

Stage jewellery worn by actors and actresses is a subject in its own right; what is covered here
is the adaptation of themes from theatrical entertainment to popular jewellery designs. These
might be taken from famous operas that are still popular today or from long-abandoned gen-
res such as the Victorian music hall. Some are obvious, such as the circus imagery in the series
of acrobat and clown stick-pins designed by the French sculptor Louis Rault in the 1890s.'
Others are known from contemporary descriptions only, and for all the works no longer per-
formed, there are probably hundreds of jewels awaiting recognition.

The curious ‘Benoiton chain’, for instance, named after the nouveau riche family in
Victorien Sardou’s comedy La Famille Benoiton of 1865, was worn, according to contemporary
accounts, below the chin and underneath the bonnet straps, like a curb chain on a horse’s har-
ness.” Sardou’s play does not describe any such chain in detail, and one can only assume that
they must have been worn in this way by the Benoiton daughters in the first Paris production,
to symbolize the way in which the daughters were for sale, like horses.” Like all Paris fashions it
travelled abroad, and in January 1867 Godey’s Lady’s Book reported that ‘Filigree is all the rage,
and strings of large beads of silver or gold filigree are wound round the neck and head a la
Benoiton”." But such chains now would look like any other and would be impossible to identify.

Like the Benoiton chains that cannot now be identified, the many catchphrases that
appear on novelty jewels, especially stick-pins, the ideal vehicle for such messages, remain
elusive’ (see p. 192). Once in a while, however, the knot can be unravelled. A gold stick-pin
with a mouse evading a mousetrap, the side of the trap enamelled ‘NOT FOR jOSEPH’, given to

the British Museum in 1978, was a puzzle (Fig. 166). According to E. Partridge, Dictionary of

ORIGINAL&AUTHENTICATED EDITION.
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‘NOT FOR JOSEPH’ song-sheet cover.
Chromolithograph, English, 1867. H. 34 cm.
British Museum

COMIC S.ONG‘ = The cover depicts Arthur Lloyd (1839-1904)
e e himself, with the song’s refrain below.
Not torJosaph.oh dear nu

RITTEN LOMPUSED & SUNG BY The entertainer wears a wide-cdllared jacket

ARTHUR LLOYD. e WA witha large cravat and stick-pin.



Catch-Phrases, (1977), the phrase means ‘Not if I know it’ and was in common use, particu-
larly in the West Country, from about 1820. Partridge speculates that the phrase is associated
with St Joseph, who is traditionally supposed to have been a maker of mousetraps. Enquiries
in the West of England drew a complete blank until the arrival of the worldwide web: a search
produced, in seconds, a London music-hall hit song entitled ‘Not for Joseph’, first performed
in 1867, a perfect date for the pin. It was written and sung by Arthur Lloyd, a comic vocal-
ist, song-writer and theatre manager, who performed regularly in London from 1862. A great
dandy, he was noted for his stage costume, and it is tempting to speculate that the pin was
made for Lloyd himself.” ‘Not for Joseph’ was one of his greatest successes (Fig. 167). The
idea for the song came from a London bus conductor who habitually referred to himself in
the third person, ‘Not for Joe’, a manner of speech based on familiar observation that was
in complete harmony with the music-hall style.® The song’s hero, Joseph Baxter, tells of being
cheated in his youth, but now he knows how to avoid the traps; this explains both the design
of the pin and the popular refrain:

‘Not for Joe’, ‘Not for Joe’,
If he knows it ‘Not for Joseph’,
No, no, no, ‘Not for Joe’,

‘Not for Joseph’, oh, dear no.

The first advertisements for ‘Not for Joseph’ as Arthur Lloyd’s new song ‘free for 18
stamps’ appear in The Times on 26 November 1867, placed by the publisher, H. D’Alcorn.
The text already warns of spurious copies that do not bear Lloyd’s signature. Below are listed
all the myriad arrangements of the song by other composers, as a waltz, gallop, polka, quadrille,
etc. Two days later, on 28 November, the publishers could barely cope with demand, announc-
ing that they had erected ‘steam presses capable of printing and folding 10,000 copies a day’.
They had soon printed 20,000, with arrangements for military band, as the ‘Not for Joseph’
Lancers, ‘Not for Joseph’ Schottische, ‘Not for Joseph’ March, and ‘Not for Joseph’ Redowa
(a popular Victorian ballroom dance from Bohemia). The speed with which this song was
popularized and the enormous number of copies sold provide a conspicuous example of the
impact of the revolution in printing on the dissemination of novelties of all kinds. Jewels that
were so closely tied to the hits of the day were shortlived; in May 1870 a reader of The Queen,
wanting a new piece of jewellery, offered in exchange ‘A handsome gold pin, value 50s, sub-
ject a gold mouse on a silver trap, with the inscription “Not for Joe™.”

There must have been other jewels inspired by popular music that lie unrecognized today.”
A brooch with a bust of a Japanese woman would easily pass as a typical piece in the Japanese
taste of the 1880s; one might never guess that it was part of a whole series of novelty jewels
marketed as the "Mikado’ pin by Bloomingdale’s, one of New York’s major department stores,
after Gilbert and Sullivan’s comic opera, then running in both New York and London. Gilbert
was a matchless versifier, using his librettos to satirize British institutions. The Mikado, his
famous spoof on the vogue for all things Japanese, opened in London at the Savoy Theatre in
March 1885.” The idea of setting the opera in a fanciful location on the other side of the world
was prompted by the existence in London in 1885 of a major Japanese cultural exhibition in

Knightsbridge with a recreated Japanese village housing Japanese inhabitants. The opening
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Designs for ‘Mikado pattern’ jewels
advertised by Bloomingdale’s.
American, 1886

These designs appeared in the 1886
illustrated catalogue issued by the
popular New York department store.
They ranged from 29c. for a silver-plated
brooch to $2.19 for a pair of enamelled
silver sleeve-buttons.

chorus sung by the men of Titipu declares: “We are gentlemen of Japan/On many a vase and
jar/On many a screen and fan’. The way in which Japanese art objects had taken Furope and
America by storm is discussed elsewhere (Chapter 6). When Richard D’Oyly Carte brought
the opera to New York that same year it dominated the 18856 season.'® Bloomingdale’s
Hlustrated 1886 Catalogue has som en variants on the Mikado theme, many described as
‘oxidized’, including a brooch with three half—lengthjapancse women holding fans, a fan-shaped
brooch, a scent-bottle and chain and a silver-plated hairpin in the form of a sword with a sin-
gle female figure (Fig. 168). The group of three was no doubt Yum-Yum and her two friends,
whose song ‘Three little maids from school are we’ was one of the hits of the show. Contem-
porary illustrations of the London production show the three women in a line, holding fans,
just as in the brooch (never mind that in many depictions the fans were the Western folding
type, not the Japanese flat shapes fixed on a stem). All these ornaments ranged from 29 cents
for the three-figure brooch to 85 cents for the scent bottle and chain. There was also a sterling
silver enamelled lace-pin, in the form of a closed fan and matching sleeve buttons. The two lat-
ter pieces cost $1.98 and $2.19 respectively, indicating the higher cost for enamelled sterling
silver. The ‘oxidized’ pieces were probably silver-plated, their patinated surfaces imitating
Japanese mixed-metal work with its dark backgrounds."

Like The Mikado, Gounod’s opera Faust has been popular in the international repertoire
since its first performance (in Paris in 1859). Premiered in America in Philadelphia, it became so
popular that in New York the opera season began with a performance of it every year for several
decades in the late nineteenth century. Thus the fashion editor for Godey’s Lady’s Book in 1880

was quick to pick up the latest Faust novelty jewel from Paris, writing in the March issue of Godey’s:

3678. Ladies’ genuine
sterling silver
sleeve buttons, Mi-
kado pattern,
hard enameled, per
pair. « ... $2.19

8674. Pretty silver
plated hair pin,
new design . . 89¢

3658. Very pretty oxydized Mikado Pin, 45¢ 8685. Genuine sterling silver la.ce pin, Mikado pattern,
hard enameled, a hand engraved centre. . . , , . $1.08



BRACELET « FAUST ».

(Maison G. Le Turcg, 1895.)

Fancy combs are as popular as ever, and for those who like anything odd and novel,
the ‘Mephistopheles’ is a singular comb. . . . Every one will remember the curious
horn-decorated cap of Faust’s companion, a pointed piece of scarlet cloth, upon
which two little black horns curling forward are set. The inaugurator of the
Mephistopheles comb fancied having these little projections in gold, with flashing
ruby stars depending from the tips. . . . To suit the hair it must be much puffed
and high, and with clusters of curls among the pulffs, so that the comb’s points rise
like an eccentric and be-jewelled puff from among the wilderness of those myriad

hair puffs, to which many ladies still show their unalterable preference."

To celebrate the thousandth performance of Faust at the Paris Opéra on 14 December
1894 the Paris jeweller Georges Le Turcq designed a ‘Faust’ bracelet in collaboration with
the medallist Emile Vernier. The bracelet comprised a series of five medallions representing
Faust as an old man, Faust rejuvenated after selling his soul to the Devil, Marguerite, her
brother Valentin and Mephistopheles; these medallions alternated with images of Faust’s
magic books, a jewel box and mirror referring to Marguerite’s famous jewel song, a pair of
love-birds, and so on (Fig. 169). Vernier had been among the first medallists to apply the
process of medal-engraving to jewellery, creating what became known as the bijou-médaille.
The medals were struck in gold or silver, enabling large quantities to be produced.” The
Faust bracelet was sold through Cartier, who at that time acted as retailer for several Paris
manufacturers; it appears in the firm’s ledgers for December 1894."*

At the same time the Munich goldsmith Theodor Heiden was concocting a series of
souvenirs for Wagner's four-part music drama, Der Ring des Nibelungen. Wagner’s operas, under
the patronage of Ludwig II of Bavaria, had already spawned a number of decorative objects
on Wagnerian themes made for Ludwig’s palaces. Some of these had been executed by Heiden,
an almost obsessive Wagner fan. From 1893 he made ‘Nibelungenringe und Nothungsschwerter’
(Nibelung rings and Nothung swords — Siegfried’s magic sword) in varying sizes as a paper
knife or in miniature as a tiny charm. By 1904 the full range encompassed nineteen items in
gold, silver or mother-of-pearl: the Nibelung ring itself, Wotan’s spear as a pen-holder, the
Tarnhelm (a magic helmet) in silver mesh with sapphires as a pendant charm, Wotan’s shield
as brooches, portraits of Wagner, and so on. No doubt done initially as amusing souvenirs for
visitors to Bayreuth, they were also sold to patrons of the new Prinzregenten Theatre in Munich,
which opened in 1901 with a performance of Meistersinger."” Scenes from Wagner’s operas
were taken up by Arts & Crafts jewellers in Britain such as Alexander Fisher, who produced
a massive Wagner girdle in 1893—6. Made of pierced steel with ‘Nordic’ interlace patterns,

it is enamelled with scenes from Tristan and Isolde, Lohengrin, and the Ring cycle."
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Bracelet with characters from Gounod’s
Faust, designed by G. Le Turcq. French,
1894. From H. Vever, La bijouterie
francaise au XiXe siécle, 111, p. 563
Created to celebrate the 1,000th
performance of Faust at the Paris Opéra,
this bracelet was made in gold or silver
and sold through retailers such as Cartier.
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SURPRISE, DECEPTION AND NOT SO
HIDDEN MESSAGES

The unexpected subject-matter of much nineteenth-century jewellery is impossible to appre-
ciate from surviving examples. Frequently humorous, these jewels do not easily fall into any
category and many would not be credible were it not for descriptions made at the time. For-
tunately numerous accounts survive of the strange forms they took, the different kinds of
deception they embraced and the messages they conveyed.

The raconteur Emest Vizetelly, writing about Second Empire Paris, brilliantly sums up

the spontaneity and delight combined with the total incongruity of certain jewellery designs:

In the last years of the Empire there came a passion for eccentric jewellery. After
the victories of Fille de I'Air and Gladiateur [racehorses] jewellery emblematical of
the turf became very popular. Birds, too, of many kinds — swallows, swans, eagles,
and robins, dangled from the ears of Parisiennes. There were also tambourine,
zither, and padlock earrings. We remember, too, a lady of nautical tastes from
whose ears depended a couple of miniature yachts, while at one moment there
was as great a rage for dragonflies, butterflies, and beetles as there ever was for
miniature guillotines in the days of the great Revolution . . . but when a lady had
no entomological inclinations she could wear in her ears a pair of tiny gold baskets
containing little flowers formed of pearls, rubies, brilliants, and rurquoises, or, if
that was too elaborate, she might content herself with a couple of gold pea-pods

containing emerald peas, or else with cherries of coral.’

Henri Vever notes that these novelty earrings were ‘principally for day wear’; this was
in itself a novelty, since the hair had been worn over the ears during the 1840s and 1850s
and it was only in the late 1860s that it began to be worn up all day, not just for the evening.
Once the ears were revealed a whole new class of daytime earrings emerged; moreover, ear-
rings were not mandatory and hence much more subject to the whim of fashion, along with
stick-pins. This may explain why earrings always seem to attract the most capricious designs
at this date: ‘very bizarre indeed’, wrote Vever, describing ‘brooding hens, stable lanterns,
oil lamps, scales and watering cans’ (Fig. 170).” Despite his misgivings about the suitability
of such designs Vever kept examples in his historical collection of French jewellery, which
he gave to the Musée des Arts Décoratifs, and the brooding hens survive along with earrings
in the form of hods full of coal.” Augustin Challamel, writing in 1881 on the history of fash-
ion in France, recalled in the 1860s ‘earrings consisting of small globes in rock crystal,
suspended to little branches of water-grasses in enamel; the globes contained fishes’; they
were known as ‘aquarium’ earrings (Fig. 171)."

‘Some earrings exceeded 10 centimetres in length, fully demonstrating the excesses of
fashion’, wrote Vever. Perhaps he was thinking of a pair by Fontenay in the form of buckets
for a well, hanging from a long chain with a pulley at the top (Fig. 172). Although Vever does
not say so, the pulley may well have been constructed to be functional so that the buckets
could be pulled up and down on their chains during we<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>