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Abstract

This thesis recovers the histories of the women working as professional interior decorators in

the later years of the nineteenth century and, by reassessing their contribution to the feld,
challenges the masculinized history of British interior decorafiddamination of documentary

and archival sources, including trade directories, census records, periodicals and newspapers,
has revealed that at least nineteen femate interior decoration firms were active in Britain

between the years of 1871 and 188gholarship on the history of British interior design,
however, is dominated by the histories of men. Only one female frm is mentioned with any
regularity: that of cousins Agnes (184®35) and Rhoda Garrett (184882). Although,

typically, the Garrettseceive a cursory mention, their female contemporaries are consistently
overlooked. This study redresses the balance, focusing on case studies of three pioneering
frms: those run by the Garrett cousins (active ¢.1874 to 1905), Charlotte Robinsor (1859
1901, active 1884 to 1901) and Caroline Crommelin (1840, active 1888 to ¢.1903). These
pioneering entrepreneurs were part of a growing network of women who, in the late nineteenth
century, forged new roles in interior decoration. As a result, the tladstis considers the
Garretts, Robinson adocdimenied ofemeade lcampefitess. Thewks we |
extensive new research, it significantly en
reveals, for the first time, the professional biographies difRon and Crommelin. The case
studies are approached thematically, with ch
and training, professional spaces, promotional activity and clents and commissions. By
discussing the Garretts alongside their dic t femal e rival s, our und
contribution is substantially enhanced. Further, by postioning the Garretts, Robinson and
Crommelin alongside their male competitors, the significant contribution of women to

nineteentkcentury interio decoration is asserted for the first time.
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| ntroducti on

This thesis uncovers the histories of the women working as professional interior decorators in
the later years of the nineteenth centUgxamination of documentary and archival sources,
including trade directories, census records, periodicals and newspaps revealed that at
least nineteen femalkein interior decoration frms were active in Britain between the years
1871 and 1899. Scholarship on the history of British interior design, however, is dominated by
the histories of menOnly one female frmis mentioned with any regularity: that of cousins
Agnes (18451935) and Rhoda Garrett (184B82) Figure 0.1]. Although, typically, the
Garretts receive a cursory mention, their female contemporaries are consistently overlooked.
This study redresses thaldnce, focusing on case studies of three pioneering firms: those run
by the Garrett cousins (active ¢.1874 to 19@arlotte Robinson (1852901, active 1884 to
1901) Figure 0.2 and Carolne Crommelin (1854910, active 1888 to ¢.1903jifure 0.3.

The Garretts founded their business in ¢.1874, publishing an advice manual advocating
the Queen Anne revival styleSuggestions for Decoration in Painting, Woodwork and
Furniture, in 18771 They focused on private commissions and undertook work for a variety of
clients acquired through their familial, personal and poltical networks. Rhoda died in 1882
(aged fortyone), but Agnes continued alone until her retirement in 1905. Robinson, evho fr
1888 wrote an interior decoration advice column Toie Queermagazine, opened a home
decorations shop in Manchester in ¢.1884.London branch folowed in 1888, and she
continued to trade from premises in both cities until her death in 1901. Robhissoundertook
privately commissioned work, specialsing in commercial and public spaces. She gained
attention for her populist floral style and
Decorator t o Her 3 Qannairs twho spebiadisedrQ deeoeating .with
antiques, opened her shop, Art at Home, in London in ¢.1888. Like the Garretts and Robinson
she undertook private commissions (often for aristocratic clients) but specialsed in domestic
spaces. In 1895 (at the age of festye) she mard Robert Barton Shaw (18417923), but

1 Agnes and Rhoda Garreuggestions for House Decoration in Painting Woodwork and Furnfuoredon:
Macmillan, 1877).

2CharlotteRobi nsondés 6éHome DhecQueemah fromd88. c ol umn i n

36 News i Mhe Bmeas20fDécember 1887, 9.
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continued working wuntil c.1900, shortly afte
Decorati ondd@omedrtstnd €raffser i e s

Through extensive new research, this thesis significantly enrichdshoutedge of the
Garrettsodo work and reveals, for the first t
Crommelin. By discussing the Garretts alongside their direct female rivals, our understanding
of the cousinsbo c o nt rcadb kuttherp by positening thé Gatredtsi t 1 a | |
Robinson and @mmelin alongside their male competitors, the significant contribution of

women to nineteentbentury interior decoration is asserted for the first time.

Backgroundandboundaries

Before consideringthe aims and objectives of this thesis in more detai, it is pertinent to
establish its background and justify its boundaries.

Background

Anne Masseyods entry on Ol nt er i oEncycDeasdiagph , hi s
Interior Designst at es t hat Oobefore the twentieth cen
or Ointerior d @ g0 gnnestentd this dsitrde ando until thexlates inéteenth

century, the decoration of an interior remained a contested responsibhigy.int€rior of a

buiding encompasses awide variety of constituents including, but not limited to, architectural
details, textles, wakoverings, and furniture and a range of different professionals, including
architects, upholsterers, paingecoratos and cabinetnakers, all struggled to stake their

claim. During the eighteenth century, as unified interior and exterior schemes gained in
importance, architects became increasingly involved in interior decoration.

Wiliam Kent (c. 16861748) was one dthe first architects to design furniture and
schemes for interiors; later examples included brothers R@¢b&8 1792)and John Adam
(17211 1792)® Architects, however, were typically only responsible for the interiors of self
designed new buildings. Ifwealthy client required a new interior, but no buiding work, they

4 May Crommelin andCaroline Shaw [née Crommelin] 6 Fur ni t ur e BEheldM. DaKenpar(@jt i ond i n
Some Arts and Craffdondon: E.P. Dutton, 1903)1i 138.

SAnne Massey, O6lnterior Design, His tEmcyclopaadimdfineeor el o p me n
Design (London: Fitzroy Dearborn Publishers, 1997), 611.

6 Susan WebeWiliam Kent: Designing Georgian BritaifLondon: Yale University Press, 2013); David King,
Complete Works of Robert and James Adam and Unbuilt Adam: Built and Ufitmrilon: Architectural
Press, 2001).
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would more usually call upon an upholsterer, who would often pair professionally with a
cabinetmaker, to offer a complete interior design service. For example, Wiliam Incei(1737

1804) woked in conjunction with John Mayhew (17368 1 1) as Ol nce and Ma
1759 1803)’ There were, of course, exceptions, the Hx@stvn of which was the interior

decoration frm owned by the Crace family (active from ¢.1725 to ¢.1900) and respoosible f

a variety of prominent eighteertientury commissions, including the Pantheon on Oxford

Road, London (begun 1770) and Carlton House, London (ci1785)8

Most scholars accept that it was not until after the Industrial Revolution, when the rapid
expan®n of the middle class meant that more people than ever before could afford to spend
money on their homes, that interior decoratibegan to emerge as a distinct profession.
Previously, only the wealthy could afford to employ a professional, whetherclseet or an
upholsterer, to design unified interior schemes for their homes. As the nineteenth century
progressed, the new middle class, eager to emphasise their upward mobility by conspicuous
consumption, created a boom in demand for interior decoratiol decorative alf. These new

consumers required a new variety of expert, the interior decorator, to help them avoid mistakes.

The serial novella O6A Motherés Freedomd, p ub
May 1889inThe Womenos,iBenmmeyweRdparmg. I n it, t he he
6Be a practical creature, and go in fér hous
The heroine objects, claiming O6people donoét
hersis er replies, 6 O h'? gleady, by theh1880s, idtevior mi@covatiah avatss 0

already beginning to emerge as a distinct profession and, crucially, one which could be
practiced by women.

Pat Kir kham, 6The Part neryhdw 1759Db8 0 fditureiHestory, 10 (1974: and Joh
561 60.

8 Megan Aldrich(ed.) The Craces: Royal Decorators, 1868399(London: John Murray, 1990).

9Grace LeesMa f f e i |, 6l ntroduction: Professiondoumaati on as a
Design History 21:1 (January 2008):7 18.

10 Joanna Banham, Sally MacDonald aludia Porter,Victorian Interior DesignLondon: Cassel, 1991), 102.

1Mabel Collins, O6A Mot her os TheWoenteonnd:s Chheahprivipy AB88Vd er St r i |
6.

12 |bid.
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Various scholars have considered the emergence of tlesgiooial interior decorator
during the nineteentleentury (and beyondpand an examination of the scholarship surrounding
the subject reveals a plethora of arguments on the struggle for éénfte. historiographyis
bestsummarised by Grace LeedMaffei in her introduction to a 2008 special issue of the
Journal of Design History 6 Pr ofessional i ziih§ 7'0GesMaffei o r
examines the key contributions to the fieltlring the last fity yearsand considers the
processes of profasgalisation which, during the hundred yeamperiod in question moved
interior design beyond its amatebeginnings LeesMa f f ei 6 s Il nval uabl e
both the diversity and the complexity of the main argumeiiteere remains, however, no

generally accepted theory as to the chronology of the proces &nd e r Mc Ne i

D

0s

assertion t hat 6no extended account of t he

e

u |

e

yet been publ i shedOoeigt!'t THe llack bfah ex®ended accauit daes a b | e

not, however, negate the supposition that, inldter years of the nineteenth century, the field

of interior decoration was very much stil developing.

ChronologicalBoundaries

This thesisconsiders theprofessional activity of women during theserucial developmental
years.It was during this period of change, when the stiltable profession lacked structure
and definition, that women were first able to stake their clheesMaffei hasdemonstratd
that1870isa 6 cogent fort thee rdiscussign  ofpthe ipmofeséionalisation of interior
decorationt® Researchundertaken for this thesif census records, periodicals and trade

directories did not uncover any signifcant evidence of women working in the field on a

professional basis until871, whenAgnes and Rhoda Garrdiegantheir trainng with Daniel

13Key examples include: Stephen CallowayyentiethCentury Decoration: The Domestic Interior from 1900
to the Present Daylondon: Weidenfeld and Nicolson, 1988); John Cornforth and John Fdaviedish
Decoration in the 18 Century(London: Barrie and Jenkins, 1974); Anne Massm@grior Design Since 1900
(London: Thames & Hudson, 2008) and Peter Thorndarthentic DécorThe Domestic Interior 1620920
(London: Seven Dials, 1993),i 20.

l4leesMaf fei, 6l ntroduction: Professionaill8.zati on as

a

Fo

15See, for exampleBr i d g et May, OLessons in DiveralioninyheUnledi gi ns
States, 1870l 9 3 Udurnal of Interior Design42:3 (September 2017)i83;Pet er Mc Nei | , 6Design

Women: Gender, Sexuality and the Interior Decorator ¢.i18804 @A\ Hlistory, 17:4 (December 1994): 631.

16 eesMaffei citesthewi@ ni ng i npuence of t h enindteesth apmuryras theocatahestr s

of

(o]

responsible for kiclstarting the process.leda f f e i , 6l ntroduction: Professiona

Design Historyéo, 2.
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Cottier (18381891)17 As a resul,this thesistakes 1871 as its starting poirfter this year,
the number of women interior decorators listed in these types of contemporary sources steadily
increases for a period of nearly thirty ye#ts.

At the time, be press referred to these women by a variety of designations, but most
frequently call ed t hem O dadaye a hdusec decomtoroisr s 6
someone with a manual remit who undertakes work such as painting and papering. Then, it
was closer to our contemporary definition of an interior decorator, or a creative professional
responsible for holistically planning thetenior decoration and furnishings of a buildi#fgFor
example, an 1887 edition ®he Young FolksPaperd ver ti si ng Agnes Garr el

scheme emed:

House decoration means planning, designing and executing the whole decorative part of a
house, from the ornamental windepane to frieze ceiling decoration; from selecting and
measuring, and putting down a carpet; in fact, furnishing suitably and tastefully every

compartment of a housé.

As a result, alt hough ttineommanr ruse in dineteerdentury r dec
Britain, it has been used in this thesis for convenience.

Anot her term used frequently in this thes
engaged in a specified activity (in this case, interior decorasisriheir main paid occupation.

I n contrast, an 6amat eur 06 i s someone who en

17Moncure ConwayAutobiography, Memories and Experiences of Moncure Daniel Co(Beeston and New
York: Houghton, Mifflin and Company, 1904), 45(b1. Although there are various earlier accounts ofwomen
within the furnituremaking and upholstery industries (particulamyfamily-run businesses), they do notseem
to have engaged with complete interior schemes. See for example, Pat Kirkharhpndon Furniture Trade,
1700 1870(London: Furniture History Society, 1989).

18 See, for exampleKelly's Post Office London BusireBirectory(London: Frederick Kelly, 1870900).

19See for exampl e: TideMonses's PerinyPRaset8 Ganuarye89Q,1®;,'Miss Caroline
Crommelin', Women's Penny Papet3 November 1889,12; 'Miss Charlotte RobinsorThe Women'®enny
Paper, 9 February 1889, 1.

20A1 t hough t o dhenor, desigméranddreerionsecadatdiareusedalmost interchangeahlstrictly
speaking, there is a difference. Interior decorationis a less technical discipline, which does not require formal
training. An interior decorator is not involved in the design of the building or the layout of the space, instead
making aesthetic decisions aboutinterior furnishing and fittings. In contrast, interior design is a profession
requiring specific formal traing. Interior designers are often involved with a building project from the
beginning, perhaps working with the architeanhd are concerned with enhancing the function of a room as well
as making aesthetic decisions.

21 Alfred C. Harmsworth 6 Wh a tB e $¥oanb Folk$ PapeR4 September 1887, 11.
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recreational manner. These categories, whie helpful, are laden with implications of class and
gender, and must be used with caution.rlF e xamp | e, the term O&6profes
an individual has undergone some form of dedicated training. Whie the Garretts were able to

do so [seeChapter One], others, including Crommelin and Robinson, were not. As interior
decoration lacked dormal entry pathway, many women, excluded from the artistic or
architectural education more easily accessed by their male competitors, were able to establish
successful careers without undertaking training. Mindful of this, this thesis adheres to a
simpi f i ed understanding of 6professional 6, f

operating an enterprise through which customers and clients paid them for goods or services.

In 6Complete House Furnisherso6, nkfitmear ds a
Institute of British Decorators in 1899 that interior decoratipally began the process of
becoming more formally established as a separate artistic profedsiinGt from architecture,
manufacturing and retdf According to Edwardshe ejstence of a professional organisation
validated the emerging profession, as did the empliaglaced on education and training. The
issue of admitting women as members was discussed at the first meeting of the Institute but
although it was decided thaif, qualfied, women could be admited, in realty they were
excluded unti after the First World Wat.Edwards suggests that, in the years immediately
after the formation of the Institute, the number of women working professionally in the field
declined?* An examination of contemporary sources reveals considerable tritdinva r d 6 s
supposttion For example,Kel | yds Post Of fi ce lstsacinedwomen Busi ne
run interior decoration firms in 1899, but only seven in 1808&guably, t was not unti 1922,

when Syrie Maugham opened her first shop, that another woman gained the same level of fame

2Clive Edwards, O6Complete House Furnish«€entury The Retail
L o n d donrdal of Interior Design38:1 (2013): 117. The Instituteof British Decorators was founded by

delegates (including John Dibblee Crace [18389 and Mawer Cowtan [b.1849]) of the 1893 National
Conference of Painters and Decorat or sftheWadhigiulat Paint el
Company of PainteBtainers. In 1953 it was renamed the Incorporated Institute of British Decoaattrs

Interior Designers and, in 1975, it again changed its name to the British Institute of Interior Design. In 1988 it

merged with the Chartered Society of DesignEligabeth Lomas (ed.JGuide to the Archive of Art and

Design: Victoria and Albert Musen, Londor{London: Routledge, 2001), B89.

226 Not es o n CuBritisheArchitecEAA@rih 1899 @36. Womenremained as a small minority
membership group of the Incorporated Institute of British Decorators well into the twentieth century. Edwards,
6Complete House Furnishers©o, 14.

22Edwards, O6Complete House Furnisherso, 14.

25Kelly's Post Office London Business Direct@irgndon: Frederick Kelly, 1899)Kelly's Post Office London
Business DirectorfLondon: Frederick Kelly, 1900).
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in the field achieved by Agnes and Rhoda Gartet@s a result, this thesis ends its examination

of the professional activity of women in the diebf interior decoration in 1899.

Geographical boundaries

While the tile of this thesis indicates a focus on Britain, most of the women discussed,
including two out of the three case studiegre basegrimarily in London. Why, then, not
change the ttlet o O Pr ofessional Women | nteritoodri nDecor
London?0 T pmemare justéicatiens tfowthis decision. Firstly, thease study firms
discussed were not themselves constrained geographically in this way. Agnes and Rhoda
Garrett, although based in Londodjd not work solely in the capitalThey underbok
commissions infor example, both Suffolk and Sussamd participated in exhibitiong Paris,
Edinburgh and Bristol. Caroline Crommelin, although like the Garretts based in Londeas,

born in Northern Ireland andiorked in both County Downand Rome Although Charlotte
Robinson began her career in Londshe was later based in Manchestésd additionally
worked in both Grimsby and GlasgowLike the Garretts, Robinson exhibited widely,
participating in exhibitions in both Edinburgh and Glasgow.ti#ee of the women published
advice on interior decoration, meaning that their work hasdnatiand, in the case of the

Garretts, whose book ran to six editons in Britain and one in Ameripgrhaps even
international reach’

Secondly, the research undertaken for this thesis \kaeswvise not geographically
constrained The catalogues of nunmrs national and internationalfgcused exhibitions were
searched for evidence of the activity of women interior decorators, as were the trade directories
of major British cities.Digitised print media, for example the Briish Newspaper Archive and
the British Periodicals Archive, was also searched extenstfelyhese resources include a
wide range of both national and regional newspapers, as well as nat@rallated special
interest publications.Tradespecific publications dedicated to keepingirtieadership up to
date on developments in the sphere of professional interior decoration were also manually
searched. In addition, a considerable effort was made to examine evidence r@an wo me n 0 s

26 On Syrie Maugham see: Richard Fishgyrie MaughanfLondon:Gerald Duckworth & Co, 1973); Gerald
McKnight, The Scandal of Syrie Maughdbondon: W.H. Allen, 1980) and Pauline Metc&fyrie Maugham:
Staging the Glamoraulnterior(New York: Acanthus Press, 2010).

27Emma FerryAdvi ce, Authorship and the Domestic Interior: @
at Home S é&83jumpabished PHD Thésis, Kingston University, London, 2004.

28 https:/lwww.brtishnewspaperarchive.co.uk; https://search.proquest.com.
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and sufrage pressThese frequently containedegular f e at ur e s on womenos
activity, often stridently promotinghe advance of women into previously rrdeminated

fields2° It is reasonable to assume that, considering the breath of historical sources searched
during the course of research for tkigesis, had another woman been operating successfully

as an interior decorator in, for example, Cardiff or Edinburgh, it would not have escaped

mention in the press.

In fact, this research didncover occasionahinor exampls of women working in the
field in other areas of the country. For examdaatherine Cooke (1849932)was basedn
Eastbourne Higure 0.4 and Mrs Smout in Glasgo# Others, such adlrs Frank Oliver who
launched her business in Brighton prior to opening her London br&iglrg 0.9, started
elsewhere in the country before moving to the cafitdlhese examples were, however, rare
and the vast majority of women interior decoratopgerated exclusively in Londomttitudes
towards professional middigass women may have been more progressive in the capital than
elsewhere in the country. This was certainly the case for women artists and, for example,
women had been admitted to the @lassburybased Slade School of Fine Art since it opened
in 18713%2Comment ing on the early vyears of her m
(1880 1958) noted that Emmeline Pankhurst (18B888) who, from 1887 to 1907 ran a shop
seling items for interiordecoration, had waited unti her move to London before opening her
business as O0ln Manchester it would have be
thing. But in Lond%n it would be differento

Threads of enquiry

This study traces the prefgional experiences of the women working as interior decorators in

the later nineteenth century and the cultural, social and economic landscape in which they

2Miranda Garrett, 6l nt eri oWonmesPRennpRapedWomants tlefldo me st i ci t )
Victorian Periodicals Revieyb1:2 (Summer 2018): 2B296.

30 Advertisement for Katherine Cook&he House 1 April 1897, xx; The Official Guide to the International
Exhibition, GlasgowEdinburgh, T & A Constable, 1888), 233.

31 Advertisement for Mrs Frank OliveTheEra, 8 December 1888, 24.
32 pamelaGerrish Nunnyictorian Women Artistdondon: Women's Press, 1987D14.

33 Christabel Pankhursttnshackledthe Story of How We Won the V@tendon: Hutchinson, 1959), 25.

22



operated. It reassesses their contribution to the history of British interior design and emsphasise

the importance of restoring their names to the historical cdtaming throughout are three
main threads of enquiry:

1. Who were these women?

As previously statednitial researchuncovered at least nineteen femala interior decoration
frms active in Britain between 1871 and 1899ho were the women responsible for running

these firms?What were their names and where did they live and work?

2. How did their businesses operate?

To gain a ful understanding of how these women operated themebsss, it is necessary to
ask a variety of questions. For examplehatvwas theirmotivation andwhat education and
training did they undedke prior to launching their enterprisesWhat spaces did they occupy
professionally? How did they ugbeir homes warehouses, shops and worksioptow did

they market their businessesDid they engage withithe pres8 Did they participag in
exhibitions or stagepromotional event Did they publishadvice manuals and colunthdVhat

type of commissions did they undéw® \\ho were their clents and howdid they acquire
then? Gaining a understanding of the breadth and variety of their commercial operations
would be crucial to the process of asserting, for the first time, the significant contribution of
women to the field of professional interior decoratduring the period in question

3. How can we situate their work in the contemporary cultianadlscape?

Studying these pioneering women interior decorators in isolation would not be satisfactory. It
was essential to examinghe social, poltical, cultural and economic factors that enabled,
fueled and fostered timeemergence.How were these womemble toassert their status as
professionals, in a previously male dominated fdkidt he womendés rights mo:
their decision to forge professional car@evéhy did they cloose interior decoration over other

ines of work? How did contemporary understandings of masculine and feminine roles
inluence how they prepared themselves for therr working lives, how they postioned
themselves in the marketplace, the types of spaces they were able to occupy professionally,
and the methods theused to promote their busin@s®id their gender affect the types of
commissions the women were able to undefaker example, were they confined to
decorating rooms traditonally associated with femininity (such as morning rooms and
boudoirs) or werehey also able to undertake schemes for more masculine rooms (lke smoking

rooms and dining roon®)Answering these questions significantly buids on existing research
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into the professionalisation of women and increases knowledge of the process through whic

they challenged their exclusion from traditional occupational structures.

Historiographical survey

As noted, the process of the professionalisation of interior decoration remains in need of further
study. However, various scholars, including Antheae@allsabelle Anscombe, Pat Kirkham,

Peter McNel, Jil Seddon, Penny Sparke and Suzette Worden, have acknowledged the
importance of the contribution of women to the prodéssrace Leesvia f f exceleist study
dntroduction: Professionalization as a Fodusinterior Design Histordy haleeady been

mentioned in relation to its discussion of the wider process of the professionalisation of interior
decoration. However, it is worth mentioning again, in théagsignificantly consolida¢d our

knowledge andlevelogd o u r understanding of how women Ofl
process of defining and?3%Mor®recertlys CieenEawaidshasng i n
followed this trend, theorising thaetmalt he de
consultant decorators é not tied to a partic
was a major contributing factor in laying the groundwork for the transformation of interior
decoration from a trade to a professién.

To date, howeverscholarship on the contributionof womento the field of interior
decoration has tended to focus on the reclamation of early twentieth century women decorators
Dorothy Draper (18891969), Syrie Maugham (18v2955), Candace Wheeler (182B23)
and Elsie de Wolfe (1863950) have al received attentih. Penny Sparke convincingly

argues that the reason nineteecgimtury women active in the feld have, in comparison,

34 Anthea Callen Angel in the StudidMomen in the Arts and Crafts Movement, 1i87@14(London: Astragal

Books, 1979) Isabelle Anscomb&y Wo manés Touch: Women in Design from 1
(London: Virago, 1984) ; Pat Kirkham and Penny Sparke,
1900 1950' in Pat Kirkham (edWomen Designers inthe USA, 19Q000: Dversity and DifferencgNew

Haven: YaleUniversity Press, 200013053 1 6 ; Mc Nei | , 6Designing Women: Gende

De c o r diltSedddn;and Suzette Worden (ede/ymen Designing: Redefining Design in Britain Between
the Wars(Brighton: University of Brighton Press, 1994).

5leesMaf f ei , 6l ntroduction: Professionalization as a Fo
%Edwards, O6Complete House Furnisherso, 15.

S7Carleton Varney |In t he Pink: Dor otFabuloudbexgatofNew YarkePoiitela 6 s Mo st
Leaf Press, 2006)Fisher,Syrie MaughanMcKnight, The Scandal of Syrie MaughaRetcalf, Syrie

MaughamAmelia Peck and Carol IristGandace Wheeler: The Art and Enterprise of American Design,-1875

1900(New Haven: dle University Press, 2001); Penny Spaksje de Wolfe: The Birth of Modern Interior
Decoration(New York: Acanthus, 2005).
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received so little attention, is that their work does not fit so easiyoin t he o6 mo &er ni st
For example, Br i dget Wdhker Artsts anddhe Decalative ArtsdB88MHe | | a |
1935 has been invaluabl e in expanding our unoc
decorative practice but is undoubtably focused on mizte and modernisAl. Women like

Robinson and Crommelin, who worked in populst and/or revivalist styles, were not
transforming contemporary design with radically progressive interiors and have received little

or no mention in the scholarship on Britighterior desigrt®

I n contrast, the Garretts haveEntbrgrising ment i
Womempr ovides an excellent overview of the cou
of their known commissiors. Cr awf or d 6 s w o rfriendsloipis sandl severks t h e
supporting and sustaining the wider Garrett famiy circle, including Elizabeth Garrett Anderson
(1836 1917) and Milicent Garrett Fawcett (18279 4 9 ) and aims to disc
possible for a small group of mideddass wome to push back the boundaries that had been
considered to md¥Grawfard coavincanglyd aguep thaa thes odusins were
able to work as interior decorators without losing their class and social status because of their
continual ipm if etsesn ®a a loins i6n g*3 Whik ehérrreseardhohase n ¢ a
proved helpful, this thesis wil explore several avenues not consideieadtenprising Women
Crawford does not contemplate the various other social, economic, cultural and poltical factors
that enabled their success in the field. Likewise, whiee compares the Garrett cousins to
other pioneering famly memberg&rawford does not position them alongside their (male or

female) artistic competitors.

8Penny Spar ke jnBréndaMartio ahd Rehniy Sparke (edd/pmen’s Places: Architecture and
Design, 18601960 (London: Routledge, 2003 X.

39 Bridget Eliot and Janice Helland (ed$MJomen Artists and the Decorative Arts 188I85: The Gender of
Ornament(London: Ashgate, 2002).

40 Both Charlotte Robinson and Caroline Crommelin laiiefly mentioned in DeboraBBohen,Household Gods:
The British and Their Possessiofbendon: Yale University Press, 2006)09; Elizabeth Crawford,
Enterprising Women: the Garretts and their Cirdlendon: Francis Boutle, 2002), 20806 and Judith
NeiswanderThe Cosmopolitan Interior: Liberalism and the British Hgmi&75 1914 (London: Paul Mellon
Centre for the Study of British Art, 200395 and 197.

41 Crawford, Enterprising Women169 217.

42 bid., 11

43 1bid., 15.
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I n addition to Criaof oroddst heodsantr eé x glbo rbai
Glynn (relying heavily on Crawford for source material) has included a chapter on their work
in The Pioneering Garrett& Emma Ferry has provided a comprehensive feminist analysis of
t he Gar r 8uggdestions for blauke, DecoratithOther scholars have also considered
the Garrett cousins, though alays as part of a much wider narrative (most frequently relating
to the wider feminist movement ) . Lynne Wa l k
Queen Anne style, and Annemarie Adams and Judith Neiswander have both explored the
connection between women interior decorators and mainstream fertfnistowever, the
cousins have been poorly represented in museums and exhibitions. The Victoria and Albert
Mus eumobs 2 0 TThe CeltxohBedwiy:t TheoArsthetic Movement 18800failed to
mention them or their work’ Similarly, although the National Trust hold numerous examples
of the Garrettso furniture at St éredeGarHeud e,
friends and clients, the raiway lawyer James [18412] and his wife Margaret [184¥936]
Beale), the Trust has never drawn attention to their presence in the coléction.

Whie the Garretts have received Ilmited scholarly attention, andn$wb and
Crommelin are almost universally ignored (they are never mentioned without reference to the
Garretts), their malecontempoaries have fared better. There is a wealth of monographs
dedicated to the larger names active in the fi@fdholars have gid considerable attention to
designer Wiliam Morris (18341896) and his weknown male contemporaries: see, for
exampl e, Fi o MaliamMMori€ a rGQahrydls A. OWwernvJoresShelhor es 6 s
Ki r RhdisWebh Kar en L CWiMA\gpgsegonnde 6Asn d r Rishar® ldarnmah 6 s

44 JenniferGlynn, The Pioneering Garrettd ondon: Hambledon Continuur2008), 5265.

Emma Ferry, oO66Decorators May Be Compared to Doctorsbd
Suggestions for House Decoration iJourfdloibDesighiHigioy Woodwor
16:1 (2003): 1B33 Ferry, Advice, Authorship and thedbnestic Interior

46 Lynne Walker, 'Women PatreBuilders in Britain: Identity, Difference and Memory in Spatial and Material
Culture', inDeborah Cherry and Janice Hellafetls.)Local/Global: Women Artists in the Nineteenth Century
1211 136; AnnmarieAdams, Architecture in the Family Way: Doctors, Houses and Women, 11'BY@0
(Montreal, Quebec and Kingston, Ontario: McGlieens University Press, 2001129 162; Neiswander,The
Cosmopolitan Interior6i 102.

47 Stephen Calloway and Lynne Federle Orr (edhg Cult of Beauty: The Aesthetic Movement 18800
(London: V&A Publishing, 2011).

48 Furniture attributed tdgnes and Rhoda GarrettiT 1213939; NT 1213940.1; NT 1213940.2; NT 1213989;

NT 1213992; NT 1213D; NT 1213991.1; NT 1213991.2; NT 1213969; NT 1213970; NT 1213990; NT
1214057), National TrustStanden House and Garden, West Sussex
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Shaw*® The proliferation of monographs on visionary men has, problematically, led to a
skewed understanding of nineteextntury interior decoration. Discussion of formal artistic

gualties and innovative excelence jjeshte, to the detriment of details about production

met hods, retail spaces, pricing Williand Mamiz:r k et i n-
Design and Enterprise in Victorian Britaiis one notable exceptidA. Harvey and Press

provide an indepth s udy of Morrisdé firm from the pers

history, including comprehensive information about accounts, management strategy, human
resources, production, marketing, competitors and clients.

The abundance ofhese monographs on visionary, modernising nieas, arguably,
been fostered bihe late twentiethcentury tendency towards publications focused on giving
an overview of stylistic changes, or on providing adeapth analysis of an aesthetic or
movement. For manyears, works of this type dominated the scholarship on nineteenth
century interior decoration. 60Tasted was a |
decoration, colour and design were documented and dissected, often to the exclusion of
discussionof the wider social, cultural, poltical and economic landscape. Mario Praz, Nicholas
Cooper, Mark Girouard, Charlotte Gere and Joanna Banham have all contributed to this trend
in scholarshig! Again, and unfortunately for the purposes of this study, déwhese works
dedicate much attention to commercial practices aod, niany years, the significant
contribution of those in less prominent fields, such as cafvaking, upholstery and retalil,
was systematically underestimatedhere were some noteworthgxceptions, including Pat
Kirkhamos wor k on t heurnistong dhe twWorldand Tine Londore tra.

49 Fiona MacCarthyWilliam Morris: A Life for Our Time(London: Alfred A Knopf, 1995);Carol A. Hrvol
Flores,Owen JoneéNew York: Rizzoli International Publications, 2006); Sheila Kifilip Webb: Pioneer of
Arts and Crafts Architecturgeondon: John Wiley & Sons, 2005Karen LivingstoneC. F. A. Voysey: Arts &
Crafts DesignefLondon: V&A Publications, 2016)AndrewSaint,Richard Norman Shagondon: Yale
University Press, 2010).

50 Charles Harvey and Jon Pre¥¥lliam Morris: Design and Enterprise in Victorian Englafdanchester:
Manchester University Press, 1999).

51 Mario Praz,An lllustrated History ofnterior Decoration(London: Thames and Hudson, 1964); Nicholas
Cooper,The Opulent Eye: Late Victorian and Edwardian Taste in Interior Defligndon: Architectural Press,
1977); Mark Girouard Sweetness and Light: Queen Anne Movement, i1B8B0(Oxford: Clarendon Press,
1979); Charlotte Gereineteenth Century Decoration:the Art of the Interfbondon: Weidenfeld and
Nicolson, 1989); Banham, MacDonald and Ponéctorian Interior Design
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Furniture Trade, 1700187Q both focuson thetrade, production and consumptiaif every

day, commonplace, functional furnitteé

However, mre reently, there has been a growth of interesthénless prominent fields
of design Studies of individual firmsof cabinetmakers such as Susan Stuart
Gillows and Oliver Heal 6s a nhavk ybegunsto appear t h e
increasingly frequently®® Alongside these valuable contributionsn admitedly highend
frms, there has beea move towardgejecting the tendency to concentrate on exceptional
personalties, firms and cliert$. Scholars have endeavoured to provide amdswe of the
production, consumption and commercial ity of
2005Turning Houses into Homewvhich takes a multisciplinary approach to address the
intersection between retail history and consumption practises, key example® Edwards
aims to Omap the history, changes, devel opme
industry and to consider its role in the hema k i n g processodo over thre
examines the relationships between theleetaind the consumer, including an examination of

how retailers have helped stimulate and shape the demand of their cugtomers.

Like Edwards, Margaret Ponsonby has highlighted the need for historians to look
beyond the tendency to reduce domestic histot@ generic descriptions of hiflasshion elite
homes designed by prominent architects and artist§tdnies from Homeshe demonstrates
how issues such as tharying availability of goods, regionatifferences intaste, income,
gender,the secondhand market, household hierarchies and print culture, could al also have
an impact on domestic furnishihg.Mor e r ecent | y FulniturekMakerS andmb o 6 s

52 pat Kirkham, Furnishing the World: The East London Furnitulnede, 18301980(London: Journeyman,
1987); Kirhkam, The London Furniture Trade, 1700870

53 Qliver S. Heal,Sir Ambrose Heal and the Heal Cabinet Factory, 188¥39(London: Oblong Creative,
2014); Susan StuarGillows: of Lancaster and Londoh730' 1840(London: AAC Art Books, 2008).

“See, f or e xa mp Wi, Thindgsundvlyich Attfieldf insist$ ah the significance of everyday design
and encourages us to reconsider the high/low dichotomy of cultural analysis. Judy Afffidid;hings: The
Material Culture of Everyday Lif€Oxford: Berg Publishing, 2000).

55 Clive Edwards Turning Houses into Home# History of the Retailing and Consumption of Domestic
FurnishingqAldershot: Ashgate, 2005).

56 Edwards,Turning Houses intoHomgs. Ed war ds 2013 articl e, 6Compl ete Hou:
latter theme, convincingly arguing for the importance
interior designer in the periodefrFamnii&hOertsad,1920. Ed\

57 MargaretPonsonbyStories from Home: English Domestic Interiors, 17%850(London: Ashgate, 2007).
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Consumersn Englandanalyses the relationships betwelba manufacturers/sellersand the
consumers of furniture and interior design in the first half of the nineteenth c&ntBhimbo
reveals the complexity of English material culture cleyiting on three key areas of interaction
between producsrand consumer pattern books antheir reades; how tasteis made through
negotiation; and everyday interactions through showrooms

Theoretical Approach

Before discussing the methodological approach taken by this study, it is worth clarifying how
the project has changed over tintewas intially intended to focus exclusively on the interior
decoration frm run by cousins Agnes and Rhoda Garrett, tormthe author is distantly
related®® The project was, perhaps naively, begun with the erroneous assumption that Garrett
family contacts would facilitate the uncovering of a wealth of previously unstudied archival
material r el at i ng t o t hend commissionads workUaforttinatelyy ti sosne a
became cleathat what unstudied material stil remained in the family, was of no relevance to
the cousinsd professional work as interior
al). However, dung theni t i al period of researchwerent o
found to a considerable number of other women working in the filbmen who, unlike the
Garretts, had been entirelyorgotten by history. As a result, the project changed. ddstef
concentratig solely on theGarrett cousins, it assumed a much broader remimdover the

histories of the many women working as professional interior decorators in the later years of
the nineteenth century.

The resuling thesis takes an interdisciplinary appraaélirstly, t relates to business
history, inthat it is concerneavith the analysis of individual entrepeneurs and firmi. aims to
examine and explain the behaviouof frms active in the last thirty years die nineteenth
century, and to use a comparatve apphoto place the conclusionsnade in a broader

framework of business structures and practiedt is, of course, informed bgcholarship

58 Akiko Shimbo, Furniture Makers and Consumers, 1794851: Design as Interactioftondon: Routledge,
2015).

59 Although from different branches of the family, we are all descended from the children of Richard Garrett
(1733 1787) and Elizabeth Gall (1738785).

60 On business history see, for example: John WilBsitish Business Histgr, 1720 1994(Manchester,
Manchester University Press, 1994); Franco Amatori and Andrea(Ed#i.) Business History: Complexities
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addressing the business activity of women dutime later ninetenthkcentury, much of which
take the case study approach common to business hidtoege works combine approaches
from business and gender history: key exaspiElude Robert Beachy, Béatrice Craig,
Al ast ai rwon@ny8usise8s and Finance in Ninete€entury Europe: Rethinking
Separate Spherea n d Jenni fremale Bnsrdprermredrship in Nineteer@entury
England: Engagement in the Urban Econothy

Secondly as the individual entrepeneurs arfiims under discussiorare operating within
the field of interior decorabn, this studyalso relatego design history.lt aims to examine the
objects and decorative schemes designed by these firms through their conception, developme nt,
production and consumption and seeks to plaee in their stylistic and historical conteé&.
A key example of a work operatifgetween the fields of business and design history is Regina
Bl a z c mudining Consumers: Design and Innovation from Wedgwood to Comnfrigh
examines American consumesociety and culture through a business history of the late
nineteenth and early twentietentury ceramic and glass industtyHar vey and Pr e
William Morris: Design and Enterprise in Victorian Britginwhich has previously been
mentionedas a formative influences another key example of a text situated at the intersection
of business and design histéfy.

and ComparisonfLondon: Routledge, 2011) and Geoffrey Jones and Jonathan Zeitlin {Hus Qxford
Handbook to Businessistory (Oxford: Oxford University Press, 2008).

61 Robert Beachy, Béatrice Craig and Alastair Owens (e#éjnen, Business and Finance in Nineteenth
Century Europe: Rethinking Separate Sphéresdon: Bloomsbury, 2006); Jennifer Astdfemale
Entrepreneuship in Nineteenti€Century England: Engagementin the Urban Econdmoydon: Palgrave
Macmillan, 2016). See also Helen Dd&terprising Women and Shipping in the Nineteenth Cerftorydon:
Boydell Press, 2009).

62 0On design history see, for example: Kjétallan, Design History: Understanding Theory and Method
(Oxford: Berg Publishers, 2010); Grace Lédaffei and Rebecca Houze (edsthe Design History Reader
(Oxford: Berg Punlishers, 2010) and Adrian Fo®hjects of Desire: Design and Society Sihz&0(London:
Thames and Hudson, 1986).

63 Regina Blazczyk,Imagining Consumers: Design and Innovation from Wedgwood to Co(Baligmore:

John Hopkins University Press, 2000). See also: Regina Blaz€adhionability: Abraham Moon and the
Creation of British Cloth for the Global Marké@fanchester: Manchester University Press, 2017) and Regina
Blaszczyk, Producing Fashion: Commerce, Culture, and ConsurlResinsylvannia: University of
Pennsylvania Press, 2007).

64 Harvey and PresyVilliam Morris.
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Thirdly, because the individual entrepeneurs &mas discussedhereare run by women,
this thesis is inevitably concerned with gendhistory®> It seeks to recover the lost histories of
the women operating as professional interior decorators in the late nineteenth century and to
understand how social constructions of gender affected their commercial practices and design
output. Recoveing the lost histories of women has been a key concern of feminist historians
for many yearsLi nd a Nochbreaki mpgoesday OWhy Have T
Women Artists?o6, first published in 1971, di
in the Western art worBE Noc hl i nd s work served as a key i
who aimed to recover the work of women artists and/or reassess their impbftakathea
Cal | e ndAsgel ih $h& Studia n d | sabell e Ans3swomhede TbA h
particularly pertinent examplé8. Callen was one of the first scholars to emphasise the
importance of women to the Arts and Crafts movement, whie Anscombe drew attention to
womends cont r i bdesigh i ithe ldteonineteentheanchaamdy ttwentieth century
Both Anscombe and Callenhowever, fail tahighlight the status of the women discussed as
designers actively engaged in the commercial world, instead emphasising their styiistic
contribution.

Nochl i nés essay was followed in 1986 by a

focused more specifically on women and de¥igBuc k| ey 0sMa€édgsayy Patricé

650n gender history see, for exampleaura Lee Downs\Writing Gender HistoryLondon: Hodder Education,
2000); Susan Kingsley Kengender and HistoryLondon: Palgrave Macmiliam, 2011 edition) and Sonya
RoseWhat is Gender HistorygCambridge:Polity Press, 2010).

6Linda Nochlin, 6Why Have There Been Wbmen, BrtandRPoweWo men A
& Other EssaygLondon: Thames & Hudson, 1989)i 3b.

67 Clarissa Campbell Orr (edWomen in the Victorian Art WorJdManchester: Manchester University Press,
1995); Deborah ChernRainting Women: Victorian Women Artigt®ndon: Routledge, 1993); Janice Helland,
Professional Women Painters in Nineteeéntury Scotland: Commitment, Friendship, Pleaqir@nham:
Ashgate, 2000); Pamela Gerrish Nunn and Jan Marsh (BdsRBaphaelite Women ArtistfManchester:
Manchester Art Galleries, 1997Gerrish NunnYictorian Women Artists

68 Callen, Angelin the StudicAnscombeA Wo man 6.€alfTbamrm hand A nvwemr alsobnorined wor k s
by the wider Iliterature on the professionalisation of
Lee Holcombe and Martha Vicinus contributed to the debunking of the mythology surrounding the idle middle

class Victorian womn, highlighting instead the complex nature of nineteenthnt ury womkee@a 6s act i vi
Holcombe,Victorian Ladies at Work: Middle Class Working Women in England and Walesj 183@

(Connecticut: Shoe String Press, 1973); Martha Vicinus &t\jdening $here: Changing Roles of Victorian
Women(Bloomington: Indiana University Press, 1977).

69 Cheryl Buckley6 Made in Patriarchy: Toward a Mesgnissugs3: Analys
2 (Fall 1986): 314, reproduced in Victor Margolin (edpesign Discourse: History, Theory, Criticism
(Chicago: Chicago University Press, 1989): iZ&&R.
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Towards a Feminist A n adnglyses she patfiarchdlocomtert inwhicd De s
women interact with design (both as makers and consumers) and examines the methods (such
as selection, classification and prioritisation) used by historians to examine this €biitet.

failure of historians to acknowledge this context, or to consider new methodologies, has meant
that according toBuckley, 6 Wo me n 6 s interventions, both pas
i gnor and éxcluded fronthe literature on design histofy. Buckley argues that feminist
theory could provide the tools to challenge
is recorded. She highlightthe importance of the secomehve feminiss of the 1960sand

1970s who began the process of unpickingetcomplex and problematic nature of women to
consumption and domesticfy. Shereminds us that women are considered to havessegific

gualties which partidarly ft them for particular types of desjgincluding fashion and the
decorative arts. Sheneouragesust o c hal l enge the way in which
certain design acbothvitthiee spéa,t rt ar alc&kIno Wlasd ge of

| a b o uthat pataanchal societies have forogdmen desigg;stoéoccupy t he spac
me 13 .

In her 1999 folowup essay, 0TheorieisA RfewwWaorhkdmgand BD
notes some of the susbsequent attemptsdonsi der womends historpgtribut.i
Buckley summarises therorks as relatingto four catagories:thosefocused exclusively on

women as producers of desigheoretical works discussing the relationship of women, design

0Buckey,6 Made in Patriarchaytdt,fi22ed1ld, DFORM/I§emaldi tFROLLOWS
Feminist Critiques @dsigrbstory gna the History of Dgsin (Londan: Rieta Press,
1989): 199226.

"1Buckley,6 Made in Patriarchydo, 251, 256.

721bid., 257 8. For example, Betty Frieda6The Feminine Mystiquen d Si mone @heS&enduvoir 6s
Sexbothof which forcefully reject gendered concepts of di¢
consumption. Freidan and de Beauvoir6s hropologistslikdb ut i ons
Sherry Ortner and Michelle Rosaldo, who cemented our understanding of the distinction between biological sex

and culturally constructed genderand placed the public/male and private/female spheres in direct opposition.

Simone de BeauvoiThe Second S€kondon: New English Library, 1966); Betty Friedafhe Feminine

Mystiguel Har monds wor t h: Penguin Books, 1965) . See also Jo:
Fe mi ni rFentingsi, Famminity and Popular Cultufdanchester: ManchestUniversity Press, 2000); 1

18. SherryOr t ner, 61l s Femal e t o FdhaniseStudigsl:2NAautuon, ¥972).181;t o Cul t ur
Michelle Rosaldo, O0A Theoretical Ov er vi Wenten, Culturei c hel | ¢
and SocietyStanford: Stanford University Press, 19741 28

Buckley, 6éMade in Patriarchyo, 254.
“Cheryl Buckley, O0TheorAi Rewof kiWo mén i @an doedigmman®prn hschil d

Feminism: ReVisioning Spaces, Places and Everyday TkNeys Brurswick: Rutgers University Press, 1999):
109 118.
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and femnismwor ks which addr ess \wmoaoagsidesothar subjectsi ons h
(particularly fim) and works considering gender and design rather than women and ‘design.
Buckley comment s particularly on the transi:t
design historyé6, cind nigi rtAViayvimimshe InteriooWomént t f i e |
and Designt o K i r khb &emdesed Objeas a key exampl. Whie the former is

concerned almost entirely by women and their interactions with design, the latter emphasises
masculinity as much as fermity. Buckley criticises works in this vein overly preoccupied

with postmoder ni s m, arguing against their tendenc

the analysis of design within its context and history which aids out understanding of its
signficance wit hin “WwWomenédés |liveso.

To summarise, e methodological approach taken by this thesis, which aims to reclaim
the contribution of women to late nineteem#mtury interior decoration, not just as artists, but
as entrepeneurs and businesswners, is uderpinned by thecomplementarydisciplines of
business, design and gender historyfolibws a postNochlinian approach in that @ttempts
to add the names of women to the conventional account of the history of interior tebigs
not, however, seeo do so without an understanding of the patriarchal structures within which
these womerwere practicing. Instead, it employs a feminist critique which assesses their work
in the context othe societal structuresvhich hae consistently marginalised awd/erased
both them and their worlé Simulataneously, it recognises th@s of thehistorical methods

which have been used sobsequentlyexclude womenfrom the scholarship orthe subject.

It is nformed by the more recent scholarship on the expansionprofessional
opportunities for middlelass woma.”® It is also influenced by recent works more specifically

addressing womends i nt KyriakidHadjiaixemdi Patroia Zakveski,ar t i s

“Buckley, 6Theories dtl2Women and Designé6, 111

76 Judith Attfield and Pat Kirkham (edsA,View From the Interior: Feminism, Women and Degigmdon:
the Womends Press, TIh6dhilered ChpdiMakchestertMamhedte dhiversjty Press,
1996).

"Buckley, 6éTheories of Women and Design6, 116.
SeeAt t field, OFORM/ female FOLLOWS FUNCTI ON/ mal e, 205.
79 Kathryn Gleadle,British Women in the Nineteenth Cent(ligndon: Palgrave Macmillan2001); Ellen

JordanThe Womends Movement and Womends E(momndoo: Routedge, i n Ni n

1999); Gillan Sutherlandin Search of the New Woman: Middldass Women and Work in Britain 1870014
(Cambridge: Cambridge University s, 2015).
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Lucy Ella Rose, Zé Thomas and Tara Mortprwho have almade valuable contributions to
expanding our wrerstanding of middielass female artistic labour, in particular highlighting
the complex nature of female professional identity and the flexibility inherent in the divisions
between public and private spa&€en addition, recent works engaging with thiesrof gender,
consumption and domesticity have been extremely uswillle Edwards, Ponsonby and
Shimbo have already been mentioned (see ahbbigejvorth drawing attention to the work of

Erka Rappaport and Krista Lysakwho both explicitly address gefered spheres of
consumption in the nineteenth centtky

Similar ideas have also been explored in recent years in the growing body of work
dedicated to examining the material culture of the nineteenth century. Deborah Cohen's
Household Godand Thad Logds The Victorian Parlourprovide an analysis of nineteenth
century interior decoration and material culture informed by studies of domegtiditiorks
such as JaMaterialHRalatibneatntdd sJ ason Edwar dRethimking | mo g«
the Interiorhawe followed the example of Cohen and Logan in employing a wider sociocultural
met hodol ogy, which goes beyond the stereotyp
provide a new, more nuanced understanding of nineteemttury interior$2 Penny Spae

and Sus i e IntbtiorlOesign and Idestitand Penny Sparke, Anne Massey and Trevor

80 Kyriaki Hadjiafxendi and Patricia Zakreski (ed<Cyafting the Woman Professional in the Long Nineteenth

Century: Artistry and Industry in Britai(London: Ashgate, 2013} ucy Ella Rose, 'A Feminist Network in an

Artists' Home: Mary and Gege Watts, George Meredith, and Josephine Bufletirnal of Victorian Culture,

21/1 (2016) 74 91; Tara Morton, 'Changing Spaces: Art, Politics, and Identity in the Home Studios of the

Suffrage Atelier' Women's History Revie®]1/4 (2012) 623 637; ZdThomas , O0At Home with th
Guild of Arts: Gender and Professional Identity in London studios,ci18802 W6 me n 6 s Hi st ory Rev |
24:6 (2015) 938 964 Patricia ZakreskiRepresenting Female Artistic Labour, 184890: Refining Work for
theMiddle-Class WomarfLondon: Routledge, 2016).

81Frika RappapotShoppi ng for Pleasur e: Wo me n (Frincetan:hPenceétba k i ng o f
University Press, 2000); Krista LysaBome Buy, Come Buy: Shopping and the Culture of Consumptionin
Vict or i an Wo mdOhido: OhioNniversityrPeess, 2008).

82 Cohen,Household GodsThad Logan;The Victorian ParlourA Cultural StudyCambridge: Cambridge
University Press, 2001).

83 Cohen,Household Godslane HamlettMaterial RelationsDomestidnteriors and MiddleClass Families in
England, 18501910(Manchester: Manchester University Press, 2008s0n Edwards and Isobel Haatlg.),
Rethinking the Interiqrc.18671 1896:Aestheticismand Arts and CrafiSarnham: Ashgate, 2010).
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K e e b Desighisg the Modern Interipmvhich both look at how interior design has constantly

redefined itself as a manifestation of culture, have both pasdicularly usefu$*

Methodology

As noted above, #hresearch follows threprimary threads of enquiry Thesebroadly relate to
three different research strategiesach informed by the methodological framework outlined

above.

1. Recoveringwomen

The critcal reading of nineteenttentury published sources was the primary method tased
recoverthe names of women interior decoratacdive during the period in questioHlistorical
newspapers and periodicals have been invaluable, and this thesis hasdbdmefiethe

digtisation of nineteentlcentury print media sources which has taken place in the past few
years. The majority of the frms recovered by this thesis were initially discovered by using a
combination of differentkey terms to find relevant articles in the online search portals of
digtised sourcegsuch as, for exampled | adyandoadd &c o mandhh dusoerd6 Gavrod
6 d e dondr adlt Simiar terms were used to search occupations in onlne UK cefi8uses.

Not all nineteentttentury print media sources are digtisdtl.was necessary to manually

search trade directories and the more specific tradss fnedigitized periodicals dedicated,

for example, to cabineha ki n g and interior decoration) f c
Athough extremely valuable as a starting point, references to women interior decorators in
these print media sourcesaften incomplete or unreliable, and evidence gleaned from such
sources has, where possible, been substantiated by additonal material.

As previously noted, this inttial research phase revealed that the Garretts were certainly
not the only women active in thHeld during the period in question. For exampie Ke | | y 6 s
Post Office London Business Directdiglith Wetton (18481 9 2 3 ) is listed a
decoratoré from &8 Bxhhitedt at the 1889 Arts anch Grafts Exhibilo .

84 Penny Sparkand Susie Mckellar (edslhterior Design and IdentitfManchester: Manchester University
Press, 2004Penny Sparke, Anne Massey and Trevor Kedbtks.),Designing the Modern InterioFrom the
Victoriansto Todaylondon: Berg Publishers, 2009).

85 See for example, https://www.britishnewspaperarchive.co.uk; https://search.proquest.com.

86 Both https://ancestry.co.uk/census and https://search.findmypast.co.uk/eensus ed to do this.

87Kel | yos Post Offi ce (lomdandFoederidR Kedlyi, 188390€). Di r ect or y
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Societya hi bition and appears in the®mha9UTheéJK cen
Queenmmagazine recorded that she had enlarged her premises and was undertaking alarge order
for a house in Rutland Gate, Lond@nSimilarly, Jessie Whyt&Valton (18611914)is listed

nKel l yés Post Of f i c e aslaintedoo aecoBatorsin Londos §omD894 e ct o
untli at least 1903 She occupi ed pri me retail space i
responsible for the interior decoration of The Kettledrum Tea Roowdsthe International

Club®! These women were, clearly, part of a growing network of women who, in the late
nineteenth century, forged new roles in interior decoration.

Time constraints, as wel as a lack of avaiable archival material relatihg to the
commercial activity of the frms uncovered, resulted in a decision to employ a case study
approach (a methodology frequently used in business histoAsshoted above, tae firms
were chosen: those run by Agnes and Rhoda Garrett, Charlotte Robinson and Caroline
Crommelin. A decision was made to compile informati@ibout the case study frinslirect
female contemporaries, including Wetton, Whwialton and Pankhurst, in aursey
[Appendix One]. For each additonal frm, the survey attempts to record the following:
associated personalties; years active; trading name/s and premises. Where possible, it also
records details of notable clients and commissions, participatioxhipitens and details of
any surviving designs. This thesis begins the process of reclaiming the narratives of these
pioneering, but now often forgotten, women. However, countering the masculinised history of
British interior decoration, and reclaimingetimarratives of the women active in the feld, is a
work in progress. There are, presumably, more names to recover, and considerably more
analysis to undertake before a ful picture can be gained. Although this survey begins the

process it igust the begining.

88 Art and Crafts BExhibition Society;atalogue ofthe Second Exhibitiiondon: Chiswick Press, 1889), 163
and 255;1891 LhitedKingdomcensushttps://www.ancestry.co.ufdccessed 3/05/2016].

896 DecorattvmdigddeWeetQueemlidkip189]1 164.
VKel |l yos Post Offi ce (lomdandFoederidR Kedlyi, 18#1904). Di rect or y
9 Answers t o Qe folled 5Ipne h886e M;tEskad Rappap@hopping for Pleasure: Women in

the MakingopE ondondés (WesthcEmnhadn: Princeton University Press,
Wi n d oHearth and Homel0 November 1892, 862.
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1. Recovering narratives

Before discussingn more detailthe methods used to recover the narratives of the case study
firms, it is pertinent to reveal why these particular three frms were chésehe project had
begun with the Garretts, and asythwere regularly mentioned in the scholarship on British
interior design history, it was decided toretAlgne s and &hagrinand case study. m
Crommelin and Robinsorsoonemerged as obvious choices for comparisblineteenth
century surces sggested that the three frms all achieved a similar level of success. They all
paid rent on retall premises in prime metropolitan locations. They participated in similar types
of exhibitions. They undertook a similar scale of domestic, public and comheedarative
commission for comparable types of clients. They all published advice on interior decoration.
They all achieved a similar level of coverage in the contemporary press and archival and
documentary sources on their professional lves are, althawg prolific, occasionally
available.

Uncovering information about the businesses operations of thecihmsencase study
frms involved undertaking extensivadditional research

Nineteenth century print media

As above, the critical reading aiheteentkcentury print media sources was crucifhile
nationall and regional newspaper s, womenos [
architecture, as well as the more specific trade press (periodicals dedicated, for example, to
cabinetmaking and i nterior decoration) al l reported
sporadic. A paperodés journalism was heavily i
asking questions about the aims, objectives and readership of these media isoases
important as examining the text of the articles themsékeSor example, contemporary art

and architecture journals, printed by men, for men and dominated by male artistic activity,
rarely featuredthe women interior decorators and, when they ditg articles were often
derogatory’?

92Various sources have been usefulin informing this critical reading. See, for example: Joanne Shattock,
Journalismand the Periodical Press in Ninetee@ntury Britain Cambridge: Cambridge University Press,
2017); Andrew King, Alexis Easley and John Nt (eds.),The Routledge Handbook to Nineteefttentury
British Periodicals and Newspapgitondon: Routledge, 2016); Laurel Brake and Marysa Denmoor (eds.),
Dictionary of NineteentiCentury Journalism: In Great Britain and Irelarf@hent: Academia Pres2009).

%See, for exampl e: Lewis Foreman Da YheBriithdtchitactandn En gl i
Northern Engineerl9 July 187828 29.
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In contrast, the involvement of the Garretts, Robinson and Crommelin in a range of
womenos i ssues, and the <connection of their
womends periodical pheireastigtiest* € gneidedng they regulaeity of r t e d
these reports, it would be tempting to ignore the potentially limited readership of these
publications, or to oveemphasise the extent to which the women were household names.
Al't hough t he alv@ress frégeentlyp reported dn shiops and shopping, these
articles often took the form of advertorials and must be considered as a form of matketing.
Similarly, periodicals (then, as now) tended towards the aspirational and we cannot assume
they accuratgl reflected lived experiencéds with the wider nineteentbentury press, a variety
of sources have proved useful in aiding the critical reading of those publications particularly
targeting womef®

Some of thanterviews and articlesnentioning the Garredf Robinson and Crommelin
have been particularly useful, and are worthy of special mention Agmes Garrett, Robinson
and Crommelin were all interviewed Thh e Wo me n 6 s , wWRieh rhas Yeer described
by David Doughanas Ot he most vigor oudd Arf atioe byisscel pape
reformer Moncure Conway (18829 07) on &6Women as Decorative
the Garretts wearly year s, and an intefiview v
18H ) 6Cel ebrities ThetWordbambdden exterhely mimormati¥é. In
addition, (and perhaps somewhat oddly) two interviews in American newspapers have unveiled

94 Hearth and HomgThe HouseThe QueerWomanandTh e Womeno6s Penny Paper/ The Wc
havebeen particularly valuable sources.

%sSee, for example: REneVdol neern, 6 s 6 CPuetBil iday tB98ABRDrut 0 ,

%Key sources on the womenods p BubjugatddKnaledges Jewsnslisi,ncl ude:
Gender and.iterature in the Nineteenth Centufyondon: Palgrave Macmillan, 1994); Alexs Easley, Clare

Gill and Beth Rodgers (edsWomen, Periodicals and Print Culture in Britain, 183D800s: The Victorian

Period (Edinburgh: Edinburgh University Press, 2019); idane Van RemoorteMomen, Work and the

Victorian Periodical: Living by the Pregdondon: Palgrave, 2015); Margaret Beetham and Kay Boardman,

Victorian Womens Magazines: An Antholdlybanchester: Manchester University Press, 2012); Margaret

Beetham,A Magazine of Her Own?: Domesticity and Desire in the Women's Magazing,1804(London:

Routledge, 1996).

97 David Doughan and Denise Sanchez (ed®minist Periodicals: Annotated Critical Bibliography of British,

Irish, Commonwealth and Internationaltlés(London: Harvester Wheatsheaf, 1987), $Be alsdMiranda
Garrett, 6l nterior Ded\omea's PeonyPaper/donamsntedidctodant y i n t he
Periodicals Reviews1:2 (Summer 2018): 2B296.

%8 MoncureConway, O Decorati ve cAmtr ea riHia rfneg hisn Ne,w Mont hly Maga.
November 187417 29, Edmund Yates 6Celebrities at Home: No DCLXI Mi s s
Pl ymout h Gr ov &he WiMad 14 &Mayd 80, 81816,
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fascinating new details about Crommelin and Robif8ofxamination of the published
writings of t he Wo me n t h e ms eSuggestsons fon Hooseu d i n g
Decoration Crommel i nds chapter on OFurniture and

The Queenhavealso been particularly fruitful©?

These,of course, must be readthv caution. In relation to these worksnethodological
writing on domestic advice lteraturbas been a useful guide. Of particular relevance is the
work of Grace LeeMaffei, who has written extensively on the subjéétin the introduction
to a special @tion of the Journal of Design Historpn the subject, shelucidates the main
issues to negotiate when using these sources as evidence:

the positioning of advice at an appropriate point within or between the categories of
production and consumption; thextent to which prescriptive material may be taken as
indicative of practice; the status of advice as a genre between fact and fiction; the similarly
contested status of historical discourse and the often nebulous border between art and
advertising, and th extent to which published advice has been endowed with professionalor

amateur statu¥°?

Acknowledging the problematic nature of domestic advice lteralsesource material has
been crucial. For women interior decorators these wollkxctioned partly asnarketing tools,
which they used to promote their businesses by, for example, accentuating their professional

capabilties or showcasing their individual styles.

Archival research
This thesspaces considerable emphasis on archival
is frequently constrained by archival siences. For centuries, women have been the victims of

an oppressive patriineal society which has denied them equalty in their juiliqrivate

P¥OGMiss Caroline Cr ommieeklpWistongire9dviannhsl89Mh7e r 6 Miog K 6Char |l ot t e
Ro b i nBremmat Daily Banner20 June 893, 2.

100 Garrett and GarretiSuggestions for House Decoration Cr o mme | i n and Shaw, O6Furnitu
Charlotte Robi ns oTheQueéhfoomel88®Decorationo,

101Grace LeesMa f f ei, OA Special Relatiom$bgpe, 3heMaffelGaasat Laa
and Kijetil Fallan (eds.pDesigning Worlds: National Design Histories in an Age of Globalizafiew York &

Oxford: Berghahn, 2016), 18810; Grace Lee#laffei, Design at Home: Domestic Advice Booksin Britain and

the USASince 194%London: Routledge, 2014); Grace Ledsa f f e i , 60 Fr o men&e: IEtquiettee t o Sel f
Writing as Design Discourse 192D 9 7 th dournal of Design Historyl4, 3 (2001): 187206.

102Grace LeedMaffei, 'Studying Advice: Historiography, Methodologgommentary, Bibliography', idournal
of Design Historyl6, no. 1 (2003), 1.
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ives. Archives are flled with the histories of men. Women are missing, or present only as
traces and, to uncover their histories, researchers must cast a wide net. They must examine
wide variety of archival texts and objects, adopt diverethodologies and, often, resort to

scrutinising absences themselves. In its focus on the commercial side of creative production,

a

discussing women as entrepreneurs running artistic businesses, this study has faced additional

constraints. Itis unusual foecords of small businesses to survive, and particularly the records
of businesses run by chidless women. Designer May Morris (18R8B) dedicated much of
her life to promoting the legacy of her father and, as a result, Wiliam Morris is represented in

a variety of United Kingdom and international archit#s.

In contrast, netther the Garretts, Robinson or Crommelin had chidren who could ensure
their legacies were preserved. As a result, their archival footprint is minimal. For example, a
story circulats that, when a collection of Agnes
Library by her niece, mathematician and civil servant Phiippa Fawcetti(1888), they were
rejected and have subsequently beentfdst/arious sources haydowever,been usel. The

British Library has a catalogue relating t

Ga

(0]

Street warehouse in Bloomsbdff®. Bot h t he Womenos Library at

Economics and the Elzabeth Garrett Anderson Collection at thekSufrchive also hold

material relating to the Garre#®® Doc ument s relating to Robinson

as O6Home Art Decorator to the Queend survi
Archives, and Chetham Library holds a copy of tbade of her South King Street premises.

During the early stages of research for this project, an additonal and extremely
compeling reason for choosing the Garretts, Robinson and Crommelin as case studies

emerged. Theyvere the only women for whom a significant number of named clients could

103 For example, at the British Librargnd theHammersmith and Fulham Archives and Local History Centre,
London,thelnternationaal Instituut voor Sociale Geschiedenis, AmsterdadatHarvard University,
Cambridge, Massachusetts.

104 Crawford, Enterprising Women319n.

105 philips, Son & NealeA Catalogue of Valuable Old English and Artistic Furnitkendon: Dryden Press,
1899).

16Aut ograph Letter Col Loadon Scloal of ECarmmies nLéreloniHizabeth Garrett
Anderson CollectionSuffolk Record Office Ipswich.

107 papers of Miss Emily Faithfull, Nottinghamshire Archive, Nottingham; Letter f@ouant Seckendorffo
Charlotte Robinson, 5 April 1890, RAVIC/ADDJ/1512, Royal Archives, Windsor Castle, Windsasgs of
Premises belonging to the Manchester DiocesaniBgi&dCompany Ltd Ch et hamdés Li brary,
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be identified. As noted, the women working in interior decoration in the late nineteenth century
did not leave extensive personal archives. The best way to uncover information reout t
work was to search for evidence of their commissions in the archives of their clients.

In the case of the Garrett cousins, enlightening material has been found in the diaries
and letters of their clent and friend, composer Sir Hubert Parry (1848), and his
aristocratic wife Lady Maude Parry (183033) in the private Parry famiy archive at
Shulbrede Priory, West Sussé® The archives of the New Hospital for Women at the London
Metropolitan Archives have also been us&®il.For Crommelin, the es& account books and
private letters of her friends and clients, Frederick Hamite mple Blackwood, 1st Marquess
of Dufferin and Ava (18261902) and his wife Hariot Georgina HamiltdempleBlackwood
(1843 1936) in the Publc Record Offce of Northerrelémd have provided a wealth of
infformation!1® Glimpses of Robinson are found in the records of her commercial clients, the
Manchester, Sheffield and Lincolnshire Raiway Company, held by The National Archives,
and also in the archives of the Cunard StemmsDompany at Liverpool University John
Rylands Librant!! Close analysis of newlincovered material has been given priority.
However, new discoveries have also been used to reassess archival sources that have already
received scholarly attention (partedly those relating to the Garrett cousins and already
discussed by Elzabeth Crawford).

Visual analysis

As with archival evidence, uncovering physical evidence of the decorative schemes produced
by the women has been extremely challenging. Interior déooris ephemeral and often does

not survive. As fashions, families and fortunes evolve, interiors also change: people paint over
wallpaper, replace stained upholstery and update tired furniture. Frustratingly, there are no
(known) intact surviving inteors by any of the women discussed in this thesis. This is
unsurprising, considering it is also extremely rare for an interior scheme by a male decorator

from the same period to survive in situ. As with their archives, the work of male designers is

108 parry family archiveShulbrede Priory, LynchmeréVest Sussex

109 Flizabeth Garrett Anderson Hospital Collection, London Metropolitan Archives, London.

110 pufferin and Ava Papers, Public Record OffioéNorthern Ireland Belfast.

111 Manchester, Sheffield and Lincolnshire Railway Company archives, The National Archivestorn Cunard

Steamship Company archives, Archives and Special Collections, Liverpool University John Rylands Library,
Liverpool.
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frequenly represented in both public institutions and private colections. For example,
although the collection of the Royal Institute of British Architects holds numerous designs for
interiors by architect and designer George Aitchison (1L82%50), the only resked scheme to

survive is Leighton HousE? Notably, there are, for example, over a thousand individual
examples of William Morriso6s work in¥the col

In contrast, there are a few verified surviving examples ofdfeer r et t s6 wor k.
from the furniture at Standen, there is a cabinet (also previously owned by the Beale family),
in the collection of the Victoria and Albert Musedi. A fireplace designed by Agnes Garrett
for the New Hospital for Women remains in $it8.One of the ceiings designed by the Garretts
for their home remains in situ at 2 Gower Street and another is in the Senate House'1%brary.
Wherever possible, the surviving works have been closely scrutinised but, considering their
rarity (as yet, no suming work has been found for either Robinson or Crommelin), stylistic
comment in this thesis is often heavily reliant on ilustrations in ninetemmtury published
sources ffigure 0.6].117 In these instances, it is important to acknowledge that such evidence,
which typically took the form of black and white lne drawings, is limited. Fortunately,
accompanying text, which often included rich textual descriptions, compensated for the lack of
colour and detail provided by the ilustration. Even so, it is important to note that makers often
carefully constructed these images around a specific motivation. For example, an artist may
use manipulative angles and lighting to present a domesti@rniaria favourable light.

It is also important to remember that this thesis is not primarily concerned with style.

As noted above, the history of nineteendmtury interior decoration has been dominated by

112 https://www.architecture.com/imagibrary/ribapix.htmli? keywords=george%?20aitchisoacfessed
4/6/2018)]. Artist Frederic Leighton commissioned Aitchison to build 2 Holland Park Road (now Leighton
House Museum, 12 Holland Park Road) in 1864.

113 |nformationf r om t he Victoria and Albert Museumdés 6Search t
http://collections.vam.ac.uk/ [Access2a8/2017.

114 Cabinetdesignedy Agnes and Rhoda GarrgW.142017, Vidoria and Albert Museupiondon
115The Garrett fireplace, which was isdovered by Elizabeth Crawford prior to ttemovation of thdospital
building, remains in situ in whas nowtheElizabeth Garrett Anderson Galleat theUNISON Centre, London

(formerly the New Hospital for Women).

1162 Gower Street is now owned by Weisity College LondonPainted ceiling by Agnes and Rhoda Garrett,
UolL/CT/3/3/13, Historical Collections, Senate House Library, London.

117 A good source on the nineteertantury illustrated press ikaurel BrakeandMarysa Demoor€dds), The
Lure of lllustration in the Nineteenth Century: Picture and Présmdon: Palgrave Macmillan, 2009).
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the histories of traiblazing artistic men. Fe@ample, the extravagant studiomes created by
nineteenth century artists, such as Frederic Leighton (183®) and Laurence Alrdadema
(1836'1912), have been given considerable attedti®nin contrast, the interiors devised by
less stylistically pioeering (and typically more moderately priced) creators, such as furniture
designers and manufacturers Wiliam Wallace & Co. of Curtain Road, London, have been
systematically neglected. The women discussed within this thesis fit in the latter category.
Ther work was, arguably, innovative. The Garrett cousins were among the first to advocate
the Queen Anne style, Crommelin was an early adopter of decorating with antiques, and
Robinson was weknown for her ingeniously designed furniture. Their work was not,
however, grountbreaking. The visual analysis within this thesis serves to situate the women
in the contemporary artistic, social, cultural and economic landscape; it does not seek to

reposition their work in the art historical canon.

2. Context andcomparative approach

This thesis, however, is not imited to recovering the names and narratives of the women active
in the field of interior decoration during the later nineteenth century. It also examines how the
women, and their work, can be situatedthini the cultural landscape. Whie secondary
literature has provided background and context on the contemporary cultural outlook, to fully
analyse how they, and their businesses, operated, this study has adopted a comparative
methodology. It has taken a kndaceted approach: firstly, comparing the Garretts, Robinson
and Crommelin with each other, secondly, comparing them with the other women active
professionally within the field, and, thirdly, comparing them with their masculine rivals.
However, it has ot folowed a rigid or prescriptive formula for doing so. Instead, contrasts,
comparisons and juxtapositions are called upon as and when they are relevant. Taken together,
the results of this evaluation form the basis for an interpretation of the proddsaictivity of

the women active as interior decorators during the period in question, as wel as the wider

cultural, social and economic trends that enabled, informed and facilitated their work.

Case studies
The most indepth comparison has been reserfmdthe Garretts, Robinson and Crommelin.

Comparing the Garretts to two of their most successful and -ettem female

118 Caroline DakersThe Holland Park Circle: Arts and Victorian Sociefiondon: Yale University Press,
1999); Giles Walkley Artists Houses in Londqii794 1914 (London: Scolar Press, 1994); Elizabeth Prettejohn
and Peter Trippi (eds )aurence Alma Tadema&t Home in AntiquityLondon: Prestel, 2@).
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contemporaries has been particularly useful
referenced by scholars on late nineteer@hury interior decoration. Their career has also been
discussed in more depth i n aEnterprigimgtWemeniof EIl i z
date, however, they have not been assessed against their direct female competitors. The
Garretts were, undoubtablythe frst women to work professionally in the field. However,
Robinson and Crommelin were both active, and successful, by the end of the 1880s with all
three frms operated concurrently for over a decade. By discussing the careers of these four,
quite dfferent, women together, and by comparing their professional experiences, this thesis

has been able to assess, for the first time, the role of professional women in nirete¢ntly
British interior decoration.

Other women active in the field

This thesisalso calls upon the survey of the Garretts, Robinson Gicndo mme femarted s
contemporaries, compied Rppendix One, to compare the professional experiences of the
three case study firms, to those of the other women working professionally in the iele. T
constraints have meant that archival research has largely been Imited to material relating to
the three main case study firms. As a result, knowledge about these other women has mostly
been gained through critical reading of ninetearghtury publised sources and, particularly,

trade directories, newspapers and periodicals (see above). This survey is, as noted above, a
work in progress. It is hoped that, as more archives, newspapers and periodicals are digtised,
and more scholars turn their attentito this understudied field, more names and narratives will

be uncovered. However, although the survey is, necessarily, limited, it has proved a useful foil.
Weaving the stories of women like Edith Wetton, Jessie \Wadton and Emmeline
Pankhurst throdgput the analysis of the case study firms, alows the professional Ives of the
Garretts, Robinson and Crommelin to be contextualised against those of their direct

contemporaries.

In Old Mistresses: Women, Art and Ideolpdiozsika Parker and Griselda Bok
critiqued the gendered hierarchy of art versus craft and argued that the place of women in the
history of art cannot be dismissed as merely
this reaffirms o6the estabdt e hdlthin aditione theet andar

remainsan urgent need for feminist histories of art and design to move away from the tendency

119Rozsika Parker and Griselda Pollo€dd Mistresses, Women, Art and Ideolggyndon: Routledge and
Kegan Paul1981), xxx.
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to focus on exceptional women and, instead, to draw attention to a wider range of voices.
Through this comparativeapproach, this thesis can look at trends in the careers of women
interior decorators more generally and explore the extent to which the experiences of the
Garretts, Robinson and Crommelin were typical, or atypical, of the other women working in
the field. It also ensures that male standards are not@wphasised, contributes to a widening

of our knowledge of professional actvity in the field of interior decoration and promotes a
greater understanding of the diversity of individuals active in the aisticcultural landscape.
Doing so wil provide vital evidence to support a significant chalenge to the previously male

dominated history of interior decoration.

Men active in the field

Throughout the four chapters, this study posttions the Garretts, Seabiand Crommelin
alongside their male competitors. Asking questions about how the actiity of professional
women interior decorators differed from, or was similar to, that of their male contemporaries,
wi || under pin this r es e avork to beafulyd situatéd o the f or
contemporary artistic, economic and cultural landscape. It is important to note, however, that
the male contribution to the field of British interior decoration in the later nineteemnttury

is not the primary concern dfis thesis. To ensure that male artistic/professional standards are
not overemphasised, this thesis has focused on original research into women. Likewise, and
to reflect the fact that (as previously noted), interior decoration was still a contested
respnsibility, no set case studies of male frms have been selected. A variety of designers,

architects, cabinanakers, upholsterers, decorators and retailers have been caled upon to
provide context, comparison and juxtaposition as and when appropriate.

Same names are, admittedly, mentioned more frequently than others. For example,
designers Wiliam Morris and Daniel Cottier and architects Richard Norman Shawi (1831
1912) and John McKean Brydon (184®01) have been discussed particularly often, because
of their relevance to the work of the Garrett cousins. The work of these men, and their various
contemporaries, has been used to balance the analtbis arfntributionof womento thefield.

This comparative approach is, however, undertaken with an awartiatssvhie women

could achieve considerable success in their field, their experiences were, necessariy, different
from those of their male contemporaries. In addition, it is important to remember that, as noted
above, there is stil considerable worklie done on our understanding of the process of the
professionalisation of interior decoration during the nineteenth century. This study, however,

aims to bridge the gap. It asserts that womeme working in the field, and on much the same
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terms as theimale competitors and that we cannot ignore their contribution to the developme nt

of the formalised profession in the later nineteenth century.

Structure

This thesis presents the results of this research thematically over four chapters. Each chapter
centresaround the three case study frms, that of the Garretts, Robinson and Crommelin.
Although every attempt has been made to ensure the women are represented equaly in each
chapter, in some cases a lack of archival material has resulted in an imbalanceer Ohap
addresses their motivations and training. It considers their family backgrounds, scrutinizing
why they made the decision to work, before looking in more detail at their choice of house
decoration over other available lines of work and considehog they prepared themselves

for commencing in business. Chapter Two looks at the professional spaces the women
occupied. It questions what their homes can tell us about the styles in which they worked and
about how they constructed their professional tides It also looks at their engagement in

retail trade, considering their warehouses, shops and workshops, and how they posiioned
themselves in the marketplace. Chapter Three considers the techniques women interior
decorators used to market their besges. It looks at their manipulation of the press, their
participation in exhibitions and at the events they organised, as well as at their participation in
the growing market for advice on domestic interior decoration. Finally, Chapter Four analyses
ther ange and scope of the womenods private cli

work for domestic interiors and, secondly, their designs for public and commercial buidings.
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lllustrations

Figure 0.1

Photograph of Rhoda (left) and Agngght) Garrett in the garden of their home in
Rustington (date unknown, but before Rhodads
Young.
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Figure 0.2
Reproduction of a photograph of Charlotte RO
Char |l ot t e MaRcbdsterrFacesmid, Place® April 1892, facing page 120.

CHARLOTTE ROBINSON.

(From a Photograph.)

FINK-¥UOTON SPRAGUE A CO LOKRON
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Figure 0.3

I lTlTustration of Caroline Cronmee i Wo melrB8B9 , P ednv
Paper, 23 November 1889, 1.

MISS CAROLINE CROMMELIN.
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Figure 0.4

Advertisement for Katherine Margaret Cooke, who worked in Eastbotitme Housel
April 1897, xx.

Figure 0.5

Advertisement for Mrs Frank Oliver (who worked in Brighton before opening addition
premises in London)The Erg 8 December 1888, 24.

———— T TR R R W WM W WO W

ART DEOORATION
Mrs FRAM( OLIVER
has O a Gallery at
104, NE UOMJ STREET, W
in connection with her Gallery aud 8mdloo at
63, EAST-STREET, BRIGHTON,
for the qu)hyol

ART DECORATION
and PAINTING
Execntg.d_lly her iad! Artists,
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Figure 0.6
Black and white Iline illustration of furnitu
Wi ndows o fThda GaleinetWeakertadd, Art Furnishek January 1889, 174.

STET i
. l-.."f_r!' LTz !':i-1
i Sy | |

s

No. 1z.—-Fancy Tables, by Mrs, Frank Oliver.
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1
Motivations and Training

This chapter questions what motivated Agnes and Rhoda Garrett, Charlotte Robinson and
Caroline Crommelin to take up professional work. Were they driven by financial necessity,
encouraged by the influence of family and/or friendsmotivated by a desire to contribute to
the reform of womenos rights? It also explor
over other lines of work, considering a variety of contributing factors including, the
contemporary increase in demand foterior decoration, the developing status of the
profession, and its perceived suitabilifag acareer for women. The chapter then considers how
the women prepared themselves for their working lives. It asks whether these women were able
to follow a simiar trajectory to the male professionals working in the same field, or whether
their gender excluded them from the training open to their male rivals. It considers their
attempts to gain formal training through apprenticeships and how they justified their

professional status by emphasising their travel-stedfy and natural aptitude.

The early years of the Garretts, Robinson
to take up professional work, and attempted to acquire appropriate training, asstheck
documented. Although dates and details are vague, and often contradictory, biographical
information about familial/financial circumstances can provide vital clues. Wils, census
records and the registrations of births, marriages and deaths haesrauseful and, for the
Garrett cousins, the letters of Elizabeth Garrett Anderson at Suffolk Record Office have been
particularly revealing. Interviews with, and articles on, the women themselves have also been
invaluable. These are, however, problecmaind cannot be taken at face value. The Garretts,
Robinson and Crommelin gave these interviews during their working lives, with marketing in
mind. For less weknown women interior decorators [sAppendix One], these detais are
even harder to find. Wb, without further evidence, it is impossible to come to firm
conclusions about these womendés motivations,
they emerged as artistic professionals, this chapter sets the scene for subsequent chapters

exploring their artistic careers in more detail.

Why work?

Despite the activities of awide range of campaigners, many rjidutiefessional and upper

class parents continued to see fashionable courtship, followed by marriage, housekeeping and
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chidren, as thadeal trajectory for their daughte¥s? As a result, for many women, married or
unmarried, embarking on a professional career involved risking both notoriety and diminished
social statu$?! As parents rarely prepared their daughters for working life by ginmyi
professional education or financial endowments, those who took the risk were, often, at a
considerable disadvantage. I n an 1872 lectur
Garrett herself highlighted the problem, noting that midddss wone n mu s t 6contend
mass of opposition alg?aWhats therefdreh @romptedothekGamegg at
cousins, Robinson and Crommelin, and the many other women lke them, to take up
professional work and risk their posttion in society and wickzsp disapprobation? Altthough

there are no definite answers, the question is worth exploring as it aptly introduces the cultural

landscape in which the women launched their careers.

Necessity

Although the most obvious motivation for starting in businestheisneed to support oneself
financially, finding evidence to suggest that necessity prompted these women to take up work
is problematic. Documents recording their economic status rarely survive. Their letters and
diaries seldom openly discussed finanamadtters, and societal pressure meant they would be
unikely to publicly admit to fiscal hardshiplt is often possible to glean evidence of their
financial circumstances by examining their biographies. When they set up in business, Agnes
and Rhoda Garretiprobably in 1874, aged twentyne and thirtythree respectively),
Robinson (in 1884, aged twerftye) and Crommelin (in 1888, aged thiftyur) were all
unmarried. Considering that during this period the majority of mididiss women married in

their early- to mdt went i es, all four women were edgint
w o me'4f OWhie the Garretts, Robinson and Crommelin may have been looking for an
alternative to spousal financial support, it does not follow that all women interior d®sorat
were unmarried. For example, both Robinson and Crommelin worked in conjunction with

married sisters.

120 See Deborah Goringlhe Victorian Girl and the Feminine Idefllondon: Routledge, 2012).

121A1 t hough nov eThsRomange oflasSh@miaden: T. Fisher Unwin, 1888) and George
Gi s s jThegOdld WomefLondon: Lawrence and Bullen, 189Bpth centre around the societal
disapprobation faced by middiprofessional class shop keeping.

122 Rhoda Garrett,The Electoral Disabilities of Women: A Lecty@heltenham: Telegraph Office, 1872), 11.

123 Jennifer PhlegleyCourtship and Marriage in Victorian Englar(@Vestport: Praeger Publishers, 2011), 36.
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Robinson Figure 1.1] started her business with her elder sister, Elspeth McClelland
(1847 1912). Athough Elspeth had married JdWicClelland (b. 1845) in 1878, by 1891 the
census listed her as the head of household, living with her daughter and two $&hiantay
be that, by 1888 when the two sisters went into business, she was already lving alone. The
breakdown o f iagk | (sapsengeh Glip recwads rimply that her husband had
absconded to Australia) may well have left her in financial dificulty, leading her to join her
sister 6% Cronamalih JFigwee. 1.7] launched her business with her younger sister
Florence Goringrhomas (185i71895), who had married Rhys Gorifigpomas (b. 1864) in
1886. However, perhaps as a result of her married status, Florence seems to have taken a less
public role in the business. Further to this, at least ten more women active as interiatodecor
between 1872 and 1899 were married: Mrs Hartley Brown, Katherine Cooke, Mrs Green, Mrs
Innes, Annie Keightley, Mary Masters, Mary Monckton, Mrs Charles Muller, Mrs Frank Oliver
and Emmeline Pankhurst [sAppendix One]. Marriage did not necessariygeate to financial

stabiity and many married women stil needed (or wanted) to work.

Considering their unmarried status, could the women rely on financial support from
their fami |l ies? Moncure Conway (whose 1874
England©d, I n Aberpeads pNaw oMoeravidds la gontdvhpogaayz i n e
account of their motivation) t hought that t h
been driven to their undertaking by the necessity of earning a lwelihdhey belong to an old
family of RS Hgish clainp avasi unfouodedd .Agnes Garrett, the daughter of a
successful Suffolk maltster and brewer, admittedly came from a prosperous family. It was a
family, however, with fuctuating fortunes and, as ofden surviving chidren, she may well
have needed to earn. Rhoda Garrett, who came from aless affluent branch of the family, needed
to work127 It may be that the Garrett cousins denied financial motivation to help preserve their
respectabiity andthav f t heir families. Alternatively, (

attempt to placate the midedass readership of the publication. Either way, it is reasonable

1241891 United Kingdom census, https://www.ancestry.co.uk/ [accessed 3/05/2016].
125United Kingdom outward and incoming passenger lists, https://www.ancestry.co.uk/ [accessed 3/05/2016].

126Moncure Conway, ODecorativeHaAnrp Newdkinthly Maghzine ect ure i n
November 1874, 26.

127 etters from Elizabeth Garrett Andersonto Emily Dawiesording the Garrett sisters attempts to find her
cousin work 1860 1867, HA436/1/1/2 4, Elizabeth Garrett Anderson Collection, Suffolk Record Office,
Ipswich.
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to assume that financial need at least partly motivated the decision of both Rhoda asd Agn
Garrett to embark upon professional work.

Crommelin, whose family were members of the Northern Irish gentry, was surprisingly
open about the circumstances that led her to take up professional workMedhkéy Wisconsin
she comment ed dea® my fanyly, drigpked ey thé gast land troubles of recent
year s, had to |leave Carrowdore Castle [the f
On coming to London 128 tomashe tha, mothetlrishftroubles averer o ¢ a t
so well known, the Crommelins felt they were unable to hide their financial problems. In
contrast, Robinson, the daughter of successful Yorkshire lawyer Henry Robinsoin 18805
was financially secure. Orphaned at sixteen, she had inherited a substantial (dgacg
£2,860,0r roughly £251,100today) from her fathe¥?® After leaving school, atthough still
under the guardianship of her brothers, Robinson had the financial freedom to dedicate several
years to amateur theatricals and American tf&#9eManchesteFaces and Placesommented
that, on her return from America, she o6resol
cont r o3 Robimsene Whob dvould have reached her maturity in 1880, was aware that
the sum left to her by her father, thoughubstantial amount, would not last forever. In her
own words, she was obliged to decide between

hands |livil%g on a littlebo

By investing her capital in a business that would sustain her for the rest of her life
Robinson demonstrated considerable financial shrewdness. Her experience, however,

highlights one of the major obstacles faced by women who wanted, or needed, to work. When

1286 Mi ss Caroline Cr omm&ekinWiseoxngre9avianchs189®h &r Wor k 0,

129Henry Robinsonés divided his fortune, estimated at |
children. Each child was left a sumof around £2,860 in trust until their marriage or tfivetbjrthday. Last

Will and Testament of Henry Robios of Settle, 28 March 1871, United Kingdom Wills and Probate;
https://www.measuringworth.com/ppoweruk/ [accessed 15/08/2017].

130 Mi s s Ch ar | o'heWemeRPeriny RapehFehruary 1889, 1.

181 Mi s s Ch ar | oManckestd 6duds arslaes, 40, April 1892, 120.

12, M. Strutt Cavell, O6Business Wo niePiooebrofFasdigily : No. 1
March 1893, 50.
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starting as a decorator, as Mary Mewk3&rs cl
Rhoda Garrett outlined the problem:

though parents thus recognise the necessity of providing capital for their sons, it never seems
to enter their head that the same shouldfieredto their daughters. Girls never have any
capital; they hardiknow what it means; yet without it the very first move is impossible; they

may enter a shop, but they canowam onel34

Like Robinson, although Crommelin and the Garretts needed to provide themselves with long

term income, they cannot have been entirelthomt financial support. To launch themselves

in business they required capital. This may be the reason so many of the-nuomsterior

decoration firms active during this period began as partnershipAfpeadix One]. An 1883

article on house decomtn as a career commented OA girl W
ought to be able to start in business for herseff, if she has sufficient capital. Two friends starting

in partnership would be much mérByg combinkhg!|l y t o
resources, the women would find it easier to raise capital.

Influence

Notably, each of the women had a close, older, female family member or friend who had
already made headway in the professional sphere. Although it is impossible to prove whether
their decisions to launch professional careers were a direct result oéthtanship with these
influential figures, we should not underestimate the importamicéhese female role models
The Womenoés cPlenmmge dP atpheart Oprobably the succ
Garrett Anderson, her sister, first suggested the ibe@gnes of adopting a profession

h e r $3& Byftlde.time Agnes and Rhoda began to look for professional training, Elizabeth
Garrett AndersonHigure 1.3 had already achieved a medical education and set up a practice
in Upper Berkeley Street, Londd# Garett Anderson, a member of the Langham Place circle

(a network of poltically active middielass women associated with the Society for Promoting

the Employment of Women and tBaaglish Woman's Journalvas deeply committed to her

I EmMp |l oy me:Wb meNmt s Ho u sHearthadHomea28 dunes180026.
134 Garrett, The Electoral Dsabilities of Women14 [ltalics in original tex.

1359 Wo r k fThe GirlsOwWwndaper22 December 1883.

1369 Mi s s A g n gheWdemn's Periny Rapel8 January 189Q1.

137 Jo MantonElizabeth Garrett Anderson Engl andds Fi r @andoWdMethuen, 1Pa5)g2%.i ci an
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medical career. She wasso, as her personal letters attest, eager to extol the benefits of
professional employment to female family members and friends, including both Agnes and
Rhodal38 In 1861, she wrote to sufragist Emily Davies (188821) detaiing her attempts to

find Rhnad a wor k: 6l am so anxious just now to get
can do nothing there, & H8r parents are will

Garrett Anderson herself acknowledged her influence over her sister. In a letter to her
mot her abdadgirAggnes 6find work she wrote: o1l Kk
some way at the bottom of it, and as far as the sient example of my happy solution of the same
puzzle goes | dar esLkeyAgres, Grommelim fhaduhe advastagfAgne s 0
the oOsilent exampled of a working elder sist
Crommelin (18491930) Figure 1.2 had publshed fiteen novels and gained considerable
financial success. May had embarked on her literary career against heat her 6 s wi s he:¢
somewhat of a disciplinarian, and had rigid ideas on feminine dependence and subordination,
and though he did not actuall y.*{By thdtine hether wr
father died in 1885, May had made enough ewono enable her escape to London with
Caroline, a time described by M&gardine, whoby f ar
presumably had very litte money of her own, must have found the support of her sister
invaluable. Whie, without documemta evidence, we cannot assume that May was able to give
Caroline the capital she needed to start her interior decoration venture, we can safely assume

that being able, at the very least, to share living costs with her sister was a significant help.

In the 1870s, whist a student at the progressive Qise€wollege in London, Robinson
me t publisher, writer and wo mdi188534 Raithfglht s ac

138 | etters from Elizabeth Garrett Anderson to her father and husband, 1870, HA336/1/2/4, Elizabeth Garrett
Anderson Collection, Suffolk Record Office, Ipswich.

139) etter from Elizabeth Garretindersonto Emily Davies, 30 November 1861, HA436/1/1/2, Elizabeth
Garrett Anderson Collection, Suffolk Record Office, Ipswich.

140 | etter from Elizabeth Garrett Anderson to her moti861, HA436/1/2/3/2 Elizabeth Garrett Anderson
Collection Suffolk Recad Office, Ipswich.

141 Helen C. Black,Notable Women Authors of the Daiographical Sketchg&lasgow: David Bryce and
Sons, 1898 219.

1421bid., 222.

MEdmund Yates, 6Celebrities at Home: No DCLXI Mi ss Ch
The World 14 May 1890, 815.
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twentyf our years Robinsonds senior, bwecimmae a s
life.144 They traveled to America together and, on their return, set up home in Manchester
where they cohabited hke Garreff Andersbr Baithfulbwasad e at h
member of the Langham Place circle and known for her efoms t he campaign fo
employment*® Robinson and Faithfull are often discussed -bglside in the press, with

Robinson positioned as the exemplar of Faith

woment4” It is not unreasonable to assume that i t hf ul | &s influence
Robinsonds desire to take up professional W (
she would not have needed Faithfull ds suppo

lightened her financial burden duringe initial years of her business.

Faithfull was not the only pot enmhePalll I nfl
Mall Gazette written by Faithfull, positioned Rob
shopkeepers in LonddA® This gammee d a caustic response from ¢
who wrote:

To my great astonishment | find no mention whatev

Atherton, who, as Miss Faithfull is well aware, had started a large business under her own
superintendece in New Bonestreet, London under the title of the Society of Artists, for the

sale of al l kinds of artistic work, house decorati

MiA]l exis Easley, O6Women Wr Fih-deSiecléin MduraGed amdbAnn R. Mawkihe ws a't
(eds.),Women Writes and the Artifacts of Celebrity in the Long Nineteenth Cenfumydon: Routledge,

2012), 141i 143; Sharon MarcusBetween Women: Friendship, Desire, and Marriage in Victorian England

(Princeton: Princeton University Press, 2007), 313n.

1450n her death, &thfull left her entire estate, valued at £850, entirely to Robinson. Last Will and Testament of
Emily Faithfull, United Kingdom Wills and Probate; https://www.measuringworth.com/ppoweruk/ [accessed
15/08/2017].

1461n 1860, under the aegis of the Society the Promotion of the Employment of Women, Faithfull started the
Victoria Press, which aimed to open the skilled trade of print composition to women. Commercially the venture

was a success and, in 1861, Qu e ear andiPublisiver imn @rdingrytant ed it
Her Majestyo. Wiatoria Mdgazindn 1863t aad, ih B68, pgublished her only no@GHange
uponChange a romance with an underlying moralising theme

training and employment. Subsequently, Faithfull embarked on a prolific journalistic career. See Elizabeth

Crawford, The Women's Suffrage Movement: A ReferéButiele 1866 1928(London: Routledge, 2000), 213;

James S. Stongmi |y Faithfull : Victor i@nuarioCh B.mweanyPublichers, Wo me n 6 s
1994).

MEasl ey, 6Women Writers dadSiCedledd,t $4News at the Fin

8Emi | y Fai tsh fausl | §h odihkdedHiMedl Gazeite23 December 1887, 112.
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which attended (and still attends) her venture induced Miss Robinson twelvéhanon

afterwards to open a similar business in Manchester, under the sam&*hame.

Robinsonds s ii¥i3pHgure 1A hae marfiet &Frareis Atherton (184M27)

in 1870. The newlyweds emigrated to Australia together, but the marriage doesnmabsee

have been a success and, after an 1873 visit to England, Francis returned to Australia without
Annel50 By 1881, Anne was lving with her sister Elspeth McClelakdgdre 1.1] (who later
became Robinsonbés business pragvihgntieeir gccupation Pa d d i
as OArt i st AlkoRgh ifew fuither gitdis. can be found about the Society of Artists
[seeAppendix One], this tantalising detail again attests that, without the formative influe nce

and support of family and friends, tarretts, Robinson and Crommelin may not have been
inspired to set up in business at this tite.

Choice

It may be, however, that the Garretts worked (at least partly) because they wanted to. Moncure
Conway, who so profusely denied financial motivation tlee cousins, instead endowed them

with a |loftier object. He claimed the cousin
concerning the duties and rights of tHeir S €
His implication was that th6ar rett sé views on womenods right

their decision to reject the idle and frivolous life of their qpwofessionalfemale peers. The

Garretts were certainly active in the womendt
cae er . Both women supported the campaign for
branch of the National Society for Wo menods

Kate Thornbury, O6Mrs At her tTheRadl Mall Gazette 27 Décemb&H87% i n Bon
11.

150 ynited Kingdom outward and incoming passenger lists, https://www.ancestily.¢accessed 3/05/2016].

151Kate Thornburywas present as a oO6visitoro. 1881 United Kingdo
[accessed 3/05/2016].
2A further layer of complexity is added by the fact t

married Agnes Garr et t 4881 duggesting thatthe eSampi af Agne6 and Rhodat in
Garrett may have inspired Thornbury andhAtton to startin busines&nonymousTheGarrett Family, 1812
1903(Toronta W. H. Apted, 1903)

158Conway,6 Decorative Art and2Architecture in Englando

59



committee of the Central Committee ¥fin t he
addition, Rhoda was a prolific speaker and gained recognition as a suffrage orator in the early
1870s. A fullpage illustration of her speaking at a sufirage meefifigufe 1.4), included in

The Graphidn 1872, demonstrates the extent of her politicakbrity. Considering the extent

of their i nvol vement in the campaign for
demonstrating that women were capable of success in the professional world added impetus to

the Garrettsd decision to take up wor k.

Were Robinson and Crommelin also encouraged towards a professional life by their

w

belief i n soci al refor m? Crommel i n wa s | e s s

movement than the Garretts. Her intervieweTih e Womeno6s, PehaiymePdapébot

sisters [Crommelin and Goriighomas] are in favour of the Extension of the Parlamentary

\

Franchise to women who are househol déd s, b u
Although Crommelin does not otherwise speak out on her poltical views, thaivathe
interviewed in this periodical, which was Kkt
rights, I S revealing. The aim of the ©paper
emancipation of women in every direction and in every darfd Athough areeing to an

interview in the publication was lkely a shrewd business decision, it was also tantamount to

an admission of support for its aims. Robinson also agreed to an interviélweWWo me n 6 s
Penny Paper again implying her veneng® elowever,fudike t he
Garrett and Crommel i n, Robinson did not V O C i

interview or elsewhere.

Emiy Faithfull, herselff a vocal advocate for working women, claimed Robinson
06determined on a ok ather than a ffef of dulbimactivity ar intermitte m
charitable enterprises, and casting off the shackles which imprison weaker women, she dared

to be hersélin o t t he r ef | ec!sFaitfull maihts Robinsmn ragan exteatisna o .

“Members of the Manchester branch of the National Soc
Committee of the National Society for Womendhlke Suffrag:¢

Women's Suffrage Movemeb®Z 103.

155@Mliss Caroline @mmeling TheWomeis Penny Papei23 November 188%.
%66 Mi ss Henri,TheéWa mk n 6 Muyu2B Nevended 1891,.2
1576 Mi s s Char | c'heWememRPeriny Rapen '

B8raithfull, 6Ladlles as Shopkeepersd
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woman who,dissatisfied with the idea of the traditonal trajectory for a midtdss woman,

instead chose a professional life. Notably, Robinson herself was quick to emphasise that she
was not undertaking a charitable vV eenArtur e . !
Decorator 6 t oheQusteated LondoncNevasreipao,r t ed t hat 0 Mi s s
at frst some difficulty in making people understand that her work was commercial, not
charitable; but she feels that untl a healthy public sentiment isedrethie false pride which

keeps ladies afraid of entering' &bnsomadhost r i al
was passionate about her professional status and clearly aware of the obstacles faced by her

peers, was interested in defusing thenstigencountered by middidass women engaged in
trade and this may well have added impetus to her decision to take up professional work.

The Garretts, Robinson and Crommelin were all interested (if not all actively involved)
i n the womeno shis mikelyetnbanet been a siguificant factor in motivating
them to take up professional work. They were not, however, the only women interior decorators
active in the campaign for womenoés rights.
contemporey of Robinson and Crommelin, also sought to establish herself as a professional in
the field. Pankhurst, a prolific orator, fou
and campaigned for womend6s suffr asg@casbrisr ougho
Pankhurst was infamous for her advocacy of militant,-defying tactics. A clue as to her
motivation for launching her interior decoration enterprise (Emerson & Co.) is given by her
daughter, poltical activist, writer and artist Sylvia Pamkh (18821960) who, some years
l ater, claimed her mother had wanted to use
husband from professional 18widowdver, tthe ideaotmac e nt r ¢
Pankhurst sought employment solely for thedfierf her husband is contentious in respect of
her views regarding womends rights and the f

campaigner for suffrage in her own right.

Emmel i neds el dest daughter, s u difereatge t t e
explanation, claiming t hat her mot her 6s pl art
mo v e ment of social and industrial reflf@r m anc

196 The ®tane ArtDe c o r, dhelkbust@ted London News31 December 1887.

160Sylvia Pankhursffhe Li fe of Emmel i ne Pankhurst: The Suffraget
(London: T. Werner Laurie, 198522.

161 Christabel Pankhurstinshackled: The Story of How Weéon the VotéLondon: Hutchinson, 1959), P26.
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Her suggestion that womeno < offEmgréoh & Cowadign®e cent
with Pankhurstoés own <c¢l ai ms regarding her m
whether she began her career in interior decoration after leaving school, Emmeline Pankhurst

replied:

No. | was always anxious to have outsidek; as a girl | felt strongly the necessity ofwomen
being trained to some profession or business which should enable them tedaggpeliting.

It is important that they should avoid the degradation of forced dependence on husbands and
male relativesnot only for subsistence, but for every private cal. Women are the better and

the happier for occupation; it raises them socially and intellectifZlly.

With Emerson & Co., Pankhurst could, like the Garrett cousins, Robinson and Crommelin,
stand asae x amp | e to other wWo me n. For these wome
Union motto of O0Deeds not Words6 typified th
to bemoan the lack of occupational opportunities for women, they both strove to pdwiion t

own professional standing as demonstrative of the potential of their peers.

Why interior decoration?

Why, however, did the Garretts chose interior decoration over other lines of work? The field

of interior decoration was, at the time, dominated by emhmalerun firms. It would, surely,

have been easier to choose an occupation already established as suitable for practice by women.
An examination of Rhoda Garrettds experience
One problem facing middlelass women who wanted, or needed, to work, was that very few
professions were open to théfA. In her autobiography, Milicent Garrett Fawcett commented

on the problem of finding work for her cousi
At that tme g er nessing was practically thelnly p
However, whi |l e Rhodads family made consider
governess, they were unsuccessful. Elzabeth Garrett Anderson wrote to her sister Alce Garrett
(1843 1925) Figure 1.3 : o0l am sure | dondét know about R

1626 Mr s PafdHeWaman &s , 7Hehbruary 891, 1.

163 Gilian Sutherlandin Search of the New Woman: Middl#ass Women and Work in Britain 1871914
(Cambridge: Cambridge University Press, 2015)151

164 Millicent Garrett FawcettyWhat | Remembetondon: T. Fisher Unwin, 1924), 48.

62



of her ever being a fir®tRhodadsen xpecomredcel:
the significant problem of the lack of professional opportunities for womé/hile
governessing, needlework and paid companionship were deemed respectable, with so many
women in need of employment, work in these areas was hard to find and not all had the
necessary skill&®

As previously established, the Garretts, Crommelin awioiiRon were all interested in
the campaign for the reform of weclaesmwonen r ri ght
were capable of professional success. Rhoda, who had experienced the problems engendered
by the lack of opportunities for women, fofce | | y expounded the injust
from nearly all 1lucr at il¥ @erhaps, thenhan mwarenesshof tiee e mp
need to expand occupational prospects for women inspired the decision to forge careers in this
previously maledomnated field. Milicent Vince (b.1868) claimed that the Garretts were
6deter mined to find a new profession for wo
convince the pwrbanlyhcandls@&t hous et Weicror ati on 0co
soud b us i ne.¥&The faat shatwbdnIthe Garretts had established themselves in their
career, they went on to offer professional training to other aspiring women house decorators
(including, of course, Vince herself) supports her assertion.

The lllustrated London Newisibued Robinson with a similar aim to the Garretts when
they reported that she oO6has now won the rec
ready to show a kindly interest in ladies who are trying to open out new paths for the
remure r at i ve empl oyment of w alfie likewisen Chastalelr o pr i a
Pankhurst noted that Emmeline Pankhurst, also aware of the need to expand professional
opportunities for women, believed the founda

women were not trained to careers in those days, and if they had been, there were so few careers

165 | etter from Elizabeth Garrett Anderson to Alice Garrett, 188A436/1/4/7 Elizabeth Garrett Anderson
Collection, Sufolk Record Office, Ipswich.

166Fllen JordanThe Womend6s Movement and Womends E(@mndooyment in
Routledge, 1999)64 7.

167 Garrett The Electoral Disabilities of Womefl

8Millicent Vince, O0Agnes GarretThe PWoomaeneis Septemiviberre n Ho
1925 259 [Italics in original texq.

1896 The ®Hane ArtDe c o r, HustmatedLondon Newst.
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to be t tAGleary,dor rhaoyrof tle women working as interior decorators, the field
was attractive precisely because it waad, at that time, typmlly practised by women. Interior
decoration was not the only field from which women, at this time, were barred: for example,
they were also unable to practise as lawyers, architects, accountants and stockbrokers. Why
then, did the Garretts, Robinson antb@melin chose interior decoration as their focus? And

what factors enabled their success?

Increased demand

Various historians, including Lee Holcombe, have claimed economic determinism as
responsible for the expansion of mddld a s s wo me n 6 stiong imthe ringtevatin t op
century, arguing that the growing range of socialy acceptable work was symptomatic of the
needs of employefd! Where interior decoration is concerned, this argument is persuasive.

The middleclass expanded considerably during #teet part of the nineteentientury, from

12.5% in 1851 to 25% by 19312 Incomes also increased: average income per head doubled
between 1851 and 1901 and, simultaneously, the cost of necessities pléngedexpanded
population had more money to spendt@ir homes, and a keen desire to assert their newly
gained middleclass status with furniture and decoration, resulting in a significant increase in
demand for interior decoratidni?

This growing market needed new suppliers, something Moncure Conwaad angis
responsible for the development of interdecoration as a female profession. He claintieak
6it has been one particularly gratifying 1inc
that it has been the means of opening to women beautful a congeni al.l™ empl oy
Women, lke the Garretts, Robinson and Crommelin, keen to gain a foothold within the
developing career of interior decoration were, arguably, able to explot the shortage of

professionals equipped to meet the boom in demand.et#wthere were plenty of men also

170 pankhurstnshackled?26.

1711 ee Holcombe,Victorian Ladies at Work: Middle Class Working Women in England and Wales,i 183@
(Connecticut: Shoe String Press, 19733.

172 John BensorThe Rise of Consumer Society in Britain, 188890(London: Longman, 1994), 13.
173bid., 25

174 Joanna Banham, Sally MacDonald and Julia PoYtietorian Interior Design(London: Cassel, 1991), 10
12.

175Conway,6 Decorative Art andil18rchitecture in Englandd
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wiling to fil this supply: see, for example, the contemporary development of vast house
decorating emporiums, such as Maples, Heals, Liberty, Shoolbred, Morris & Co. and Watts &
Co. all run by men, so this alone caneoplain the emergence of professional women house
decoratorg.’¢

Unclaimed area

Various press sources hint that Rhoda Garrett had initially aimed to train as an architect. For
example, her obituary M he Engl i sh Wolmaainmesd Rtelvatewddet er n
profession of an architect, she came to London about 1868, but had nfiacitydih finding

an office opén Athoagh ¢he Vematyy of gatempents 8uch as this cannot be
confrmed, the Royal Institute of Britsh Architects did not admit women until 1898 and,
without financial support, Rhoda would have found flicdit to practise on an amateur

basis!’8 In contrast to the established profession of architecture, in the latter years of the
nineteenth <century, interior decoration was
ar é78 the profession remained a catE responsiility, in which a variety of male
professionals, including architects, upholsterers, cabwaiers, painter decorators and
decorative artists, struggled farontroll8% As the profession lacked both an established
educational pathway and a fassional regulatory body, women could, arguably, begin to act

in the field without encountering male censure. Did awareness of this motivate the Garretts,
Robinson and Crommelin to adopt their chosen career?

Il n her 1872 speech olni ttihees 6dhe Wkmer d o r Rl

fervently proclaimed:

Let us now note the difficulties a woman is likely to encounter, if she seeks to enter a trade.
Here there are no charters, it is true, as in the professions, to prevent her entrance at the very

threstold. But there are lions in the way quite as formidable; blind prejudice, on the one hand,;

176 Clive Edwards Turning Houses into Homes: A History of the Retailing and Consumptidoroéstic
FurnishinggLondon: Routledge, 2005119 134.

76 Art I V: Mi s sEngishwarnan's Beview5eDederdoer 1882547.

17For a summary of women architects in the nineteenth
Judy Attfield andPat Kirkham (eds.)The View from the Interior: Feminism, Women and De¢igmdon: The
Womends Pr@ide., 1989),

179 MarthaVicinus, Independent Women: Work and Community for Independent Womeri,118AIjChicago:
Chicago University Press, 193515.

180 See introduction.
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and a fear of injuring established interests on the other ... | know women who have tried to do
so0,and whose difficulties lay, notin their want of power to ga@rdlguisite, butin the almost
overwhelming prejudice of those already in possession of the vantage ground which stops

them at every tur#g!

Rhoda was clearly aware that whie she and Agnes would face the disapprobation of established
male rivals, they we&r no't barred from 6the very thresh
established profession. Milicent Vince echoed this speech when she acknowledged that the
Garretts O6adventure was as novel, t hough not
as although oO0they had not to force their way
me n t o t.}2aNeither Clomnmliin or Robinson seem to have acknowledged an
awareness of the advantages of the unclaimed nature of interior decoratiomawndi that,

as they were folowing the precedent set by the Garrett cousins, they faced less professional
opposition.

Suitability for women

Another reason for choosing interior decoration was that it could, arguably, be easily positioned

as a professiofinherently suitable for women. Moncure Conway claimed that, for the Garretts,
owhen the decorative work of Morris & Co. be
It offered opportuniti es .1% 8hortlyafepfbundig iveomst suit
& Co. William Morris began to employ his daughters, wife and female friends to undertake the
designing and, in the case of needlework, making of a variety of crafthfdrke fact that

women were already working successfully in the field of acbdtion would have gone some

way to ameliorate the risks i nvol ved i n set
interview in TheWo me n 6 s P ealsnoyedit® thepirdluence of Morris & Chut goes
further, clai mi ng tfilstachtered heb leadt thattshe eshouydelike rmuch 8 7 4
to become a house decorator. | t -lnavwn reagh,out t F

and Miss Garrett rightly considered that the artistic decoration of our homes was more in a

181 Garrett, The Electoral Disabilities of Wome I 13.
182vVince, GAAgeesod, 259.
183Conway,6 Decorative Art andl18rchitecture in Englandd

1841rene Cockroft New Dawn WomenWomen in the Arts & Crafts and Suffrage Movements at the Dawn of the
20th CentunfCompton Guildford: Watts Gallery,2005), 5.
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7

| ady 68 Cloinwedatsst comment , 6more in a ladyds |
there was something in the actual business of house decoration that made it more suitable for
women than for men. Why was this the case?

Education

In The Electoral Disabilities of Woen Rhoda Garrett railed against the deficiencies she
perceived in female middle | a s s education: 0t he most i mpor
considered to be accomplishmdmtslitte bad French and music, and worse drawing, with a

great deal of fancy eed | e W6 Tygically, middle and professionatlass girls were taught

at home by a governess orin small, privatelyned, schools. Their education concentrated on

polite social accomplishments, rather than on the academic or practical skills priodtised

boys187 The intention was to prepare gils for marriage, domesticity and -heakang.

However, many of the skils acquired were transferable to a career as an interior decorator.

Girls were expected to have mastered a range of amateur artistic aslowpis, such as

drawing, watercolours and needlework, al of which would have formed a good basis for
acquiring the skills required by ThehWosnendesc
Penny Papedevotes several paragraphs to detaiing heramuoc at home, in Aldeburgh, by

6a governess of®8Cbhbasigboerdi nogl dt tegypfdcus of th
professional life, we must assume that she considered her education had prepared her well for

her career.

Domesticity

In the American magazind he Decorator and FurnisheiAgnes Garrett expounded on why

she thought house decoration was O6a suitabl
Ohomel i ness is one of the charms we most pr
woman is, generally speaking® The ase ofithe worch r | y
Ohomel i nesso i s particularly telling. Tradi

concentrated on the concept of eOpsbicpreaimat e s ph

1859 Mi s s A g n &= Wamaen's Rehny Bapér

186 Garrett, The Electoral Disabilities of WomeB.

187 Susie SteinbaciWomen in England 1760 914: A Social HistorgyLondon: Phoenix, 2005), 17487.
1889 Mi s s A g n gheWdden'sPernny Rapdr.

18Agnes Garrett, OHousT¥e DIxeocatoraadFurnishel Decemb&lassile 826 ,
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business and politics, and women in the private sphere of home and'f&n#ipth Amanda

Vickery and Anne Digby demonstrate that, in ived experience, these distinctions had limited
purchase and lacked cleant demarcations®® Nonetheless the connection between
femininity and domesticity, and the i1deal of
in the Victorian public imaginatiot?? Middle- and professionadlass women, excluded from

much of the working world, were necessarily cacssted with the home.

I n her first 0 Ho md&he Qeaecemobirsdn,i like riGarrett; demanstrated fhar r

awareness of the connection bet ween domestic

as AThe Homed is acknowl edg e dsumrsingahatiladiesmanédés Kingd
have begun to make the decoration and furnishing of houses their special study. Few
employments are more in keeping with what is popu
well-directed efforts to bring within the household the béalin form and colour, and to

mingle its subtle infld&nce with family and social

Likewise, in her interview iThe Worlds he acknowledged that 6to b
the beautiful in form and colour, and to brighten by every available mafeighe prosaic details
of ordinary exi st enc el®Cronmsnelid ageddiands ih heryinterfieevmi ni n

NThe Womends, PpnoyePapert hat O6men so often

190 For a sunmary of Victorian separate sphere ideology see Ben Girifflite Politics of Gender in Victorian

Britain: Masculinity, Political Culture and the Struggle for Women's RigGtambridge: Cambridge University

Press, 2012)28 33, 3851 andJordanThe Womendés Movement and Womends Empl
Century Britain 42 46.

191 Anne Digby, 'Victorian Values and Women in Public and Private' in T. C. Smout\(edorian Values

(Oxford: Oxford University Press,1992): 1951 5 ; Amanda Vickery OGol dem Age to
Historical Journal 32:2 (1993): 82 414. See also: Robert Beachy, Béatrice Craig and Alastair Owens (eds.),

Women, Business and Finance in Nineteedéntury Europe: Rethinking Separate Sphéiresdon:

Bloomsbury, 2006). For works more specifically addressing separate sphere ideology in relation to professional
artistic practice see: Kyriaki Hadjiafxendi and Patricia Zakreski (e@safting the Woran Professional in the

Long Nineteenth Century: Artistry and Industry in Britfliondon: Ashgate, 2013); Lucy Ella Rose,'A

Feminist Network in an Artists'Home: Mary and George Watts, George Meredith, and Josephine Butler,

Journal of Victorian Culture21/1 (2016): 7491; Tara Morton,'Changing Spaces: Art, Politics, and Identity in

the Home Studios of the Suffrage AteligWpmen's History Revie®]/4 (2012): 626637, Z&GThomas , OAt
Home with the Womeno6s Guild of inAondosstudiBean B0 2806d Pr of e
Womenoés Hi s 246 (2915):RO88964; ePatricia ZakreskRepresenting Female Artistic Labour, 1848

1890: Refining Work for the Middl€lass Womar{London: Routledge, 2016).

192JordanThe Womends MovémelkEmphogm&ommemn Ni,A8b6.eent h Cent ul
18Charlotte Robi ns oTfhe QQue¢hd/Detobddl838,d39.at i on 0,

194Yates,6 Cel ebrities at Ho me: No DCLXI Miss Ch,d2 1l otte Rob
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designing a house, and did not understand deagraénd there was always a want about a

room in which the wémanly touch was |l ackingd

The idea that house decoration was particularly appropriate for women was one that
gained in currency through the nineteeoémtury. In 1893The Spinning Wheel ¢ ajazink
for English Wi ves, Mot hers and Dawughterso,
occupations for women, claiming O0there is no
anything which has for i £9Bythak890s thetsttabilityd@& c or a't
house decoration as a profession for women had been frmly established. Penny Sparke
convincingly argues that the growing number of women seeking employment in the nineteenth
century were encouraged to take jobs, such as teaahdgnursing, that were extensions of
their domestic responsibilitiéd” Spar ke argues that interior d
ground®o, maintaining cultural l i nks bet ween
outside the hom&® Women were ableto subvert the connection between the home,
domesticity and femininity to define interior decoration as a profession particularly suitable for

woment99

Philanthropy

Anne Digby posits the idea of O0sociabmborder
in which women could act in the public sphere without drawing attention to then&Eivizs.

the mid nineteenth century, following the influence of Henry Cole (18@82) and the design

reform movement, considerable importance was placed on the needréed both design

standards and public tagt. As Deborah Cohen argues, by the 1870s the idea that domestic

195 Miss Caroline Crommelin',TheWomen's Penny Pape.

1%9gFields of Employment Open t o Wo,meeSpinniagWhee6tAprit e and W
1893, 403.

197 penny Sparke¢Elsie de Wolfe and heéfemaleClients, 190515: Gender,Class and th Professionalnterior

Decoratodin Brenda Martin and Penny Sparfeds), Women's Places: Architecture and Design 1886960

(London and New York: RoutledgeQ@3), 48.

198 |bid., 48.

199 Simultaneously, the suitability on interior decoration as an amateur interest for men beganto be questioned,
particularly after Osc ar-18Ws. |DdberahsColfeldpludehold GalsnThe Britishe i n t |
and Their Possessiorfsondon: YaleUniversity Press, 2006), 10001.

200 Dighy, "Victorian Values and Women in Public and Private5 215

201 Banham, MacDonald and Portafictorian Interior Design 63 79.
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goods helped shape character was-eshblished and, at a time when midcliess standards

of lving were rising and materialism was gaining fudd, emphasising the moral and
improving value of possessions reconcied spirtual good with material aburidanEer

exampl e, William Morrisé social theory of ar
people, as a happiness to the maker andshe?83@&erhaps house decoration, then, could be

a philant hropic 6soci al borderlanddé in whict

censure?

The Garrett cousins advertised that they alied their belef in social reform to their
professional work bkeeping retail costs low. For example, Moncure Conway claimed that
they Obelieve that with care they are able
costly for per s o?fsankhiirst was diso rkeeh to comena hes beliefs in
socid reform with her business strategy, by ensuring her stock was low pfibedVo ma n 6 s
Heradc | ai me d t hat she had o6éplaced cheap artis
number of those English people who, possessed only of a smal means, lerte hten
unabl e to be a2ftCledry manyhof ther wonteo actves @s diterior decorators in
the late nineteenth century claimed to be motivated by a desire to engender social reform by

increasing the access of a wider range of people to tkautieriors. Significantly,

Crommel i nds enterprise hdatdeaWomeabds n®@enhhy PE
that she gave Oemployment to ladies and gent
among the di%silttr ensasye db el rtihsaht6 .Cr ommel i n6s ari st

need to justify her presence in the commercial world.

Art

Scholars have variously posited the genesis of both the Aesthetic and the Arts and Crafts
movement as key in enabling middiéass waonen to progress from amateur ciadtobyists to
professional women craftworkers. For example, S. K. Tilyard argues that the Arts and Crafts

movement expanded thee per t oi r e o f todnElelencraits suehd@s metalwosku i t s

202 |pid., 15 31.

28William Morris, 6The Art of (The€ollBoted \Wdrks @f Wilidn8Mo#is i n Ma
(London: Longmans, 1903910) Vol. XXII, 47.

204Conway,6 Decorative Art andil18rchitecture in Englandd
2056 Mr s P a THeWamarsstHéraldl.

26 Mi ss Caroliflee CWomenebsn®enny Paper
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and woodwork. Distinctins between amateurs and professionals began to blur anehtheeat

femal e dabbler could claim the status of 0 a
l onger o6fancy wdTrSkniarly, Isabefe Adseomlie clairbsjthatdhe Aedthetic
movement, and its emphasis on the &6social C &
of the woman decorative artist. She argues
boundaries of decorative woukebdop phoitftte.r yF brer
potterydéd and, as a result, areas of artisti
became appropriate for practice by worfgéhClearly both movements, and their respective
ideologies, contributed to a shift, from the 1866 the public perception of the status of both

the decorative arts and decorative artists. With this shift, decorative art and, by extension, house

decoration, became a respectable occupation, suitable for practice byataddlenvomen.

Agnes Garretther s el f acknowledged this shift. S
house decoration is one of the fine arts; and each room that is turned out by any house decorator
i s, or ought to be interesting?® & Gamettthe xpr e s
artistic importance of the decoratorodos persc
She argued that house decoration is 6a busin
business smal, and as it were personal, wil always préamget fortunes being made at it, and
Pt owi LI, in consequence, Il think be entruste
women were suited to the profession as the
woman seems instinctively to fedore quickly than a man. A woman has been trained from
chidhood to notice the effect of small and apparently trivial detais, and to note how and in
what position they &8Bemethder ymoseflienpost amd
(1819 1900) Sesame and Liliegoften regarded as epitomising the Victorian ideology of
separate spheres), which argued that a woman
for sweet ordering, a€Craogament Gadr atetci s iut
advocacy of wo men 6 fendl® prefesdionasictvity. ol e t o j ustif

2075, K. Tillyard, The Impact of Modernisghondon: Routledge, 1988 9.

208|sabelle Anscombed Woman's Touch: Women in Design from 1860 to the Presenf Bagion: Virago,
1984) 27.

209Garrett, 60House Dedcoration for Womeno, 9
210pid., 92.

211 John RuskinSesame anidlies (London: Smith, Elder & Co., 85), 147.
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Female agency

Posttioning a career as ainyre suitable for a designated gender is, to contemporary ears,
extremely problematic. By feminising house decoration in this wayrdstifioners were, by
default, acknowledging some of the gender differences they were trying to fight against.
However, it is important to recognise the extent of the limitations society placed on-middle
and professionatlass women. It is also vital toclknowledge that, by promoting house
decoration as a career for women, these women were participating in a movement that
encouraged their peers to take control of their domestic environments. Emma Ferry, Deborah
Cohen, Judith Neiswander and Annmarie Adamsehall highlighted how, during the later
nineteenth century, a surge of interest in interior decoration encouraged, sustained and
supported female agengy? As previously noted, before the 1870s, control of the decoration

of the home was a male reserve;contrast, by the end of the century, women were more
traditionally associated with interior decoration than men.

By contributing to the promotion of interior decoration as a career for women, and by
encouraging other women to exercise a degree of awonower their own domestic
environments (for exampl e, by dispensing ad
Garretts, Robinson and Crommelin contributed to the more widespread acceptance of feminist
ideals. A speech given by Rhoda Garrett, at the b&%&ing of the National Association for
the Promotion of Social Science, demonstrates the extent to which interior decoration was an
impassioned issue for feminists:

womanbés sphere and womanés mission is one of the
day, but here, at least, in the decoration and beautifying of the house, no one will dispute the

right to work. If women would rightly undertake this work, and woulddytto understand the

principles upon which all ait decorative as well as the higher branches dof @&tbhased, they

would not only thereby increase own sources of happiness, butin this extending the gracious

212 Annmarie AdamsArchitecture in the Family Way: Doctors, Houses and Women, I1BI@0(Montreal,
Quebec and Kingston, Ontario: Mc&gueens University Press, 20013111163; CohenHousehold Gods

104 114, Emma  F eDecomators Mafy Be Compared to Doct@rAn Analysis of Rhoda and Agnes Garrett's
"Suggestions for House Decoration in Painting, Woodwork and Furniture ¢@8d@urnal of Design History
161 (2003): 1%33; Judith Neiswandeihe Cosmopolitan Interior: Liberalism and the British Home, 1870
1914(London: Paul Mellon Centre for Studies in British Art,2008)j BI3.
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influence of the home, they would help &ise the position of household art, and thus render

a service to the natiofi3

Rhodads plea reveals her fervent belief t hat
with her feminist beliefs. For her, it was inherently linked to isssagounding fenale

education, separate sphere ideology, philanthropy, and the hierarchical structure of the arts.

Training

Having made the decision to embark upon careers in house decoration, how did the Garretts,
Robinson and Crommelin prepare themselves for their professional lives? The Garrett cousins
founded their business in c.1874, at least ten years before either dRobin€rommelin. At

the time, there were very few women working in the industry whom they could look up to. As
aresult, when the cousins were considering how best to prepare themselves for their work, they
must have looked to men for inspiration. Howewas, interior decoration was, during this
period, an emerging profession, there was no established educational trajectory. Their male
contemporaries seem to have largely gone to Oxford (where they acquired cultural capital and
gained access to artistic netks), or come from an architectural background, before making
the move to concentrate on the burgeoning market for interior decoration. The Garretts were
evidently keen to folow a similar path, athough gaining training comparable to that of their
male ©ntemporaries was not straightforward. In contrast, neither Crommelin or Robinson
appear to have undertaken formal training, instead asserting their professional status by
emphasising their extensive sslifidy and natural aptitude for the subject. Foseheiomen,

their professional education and training (or lack thereof) was a contentious issue. Examining
the ways in which they, later, discussed their experiences in this area reveals that they were
acutely aware of their professional disadvantages.

Apprenticeships

Agnes Garrett claimed to have been inspired by the example of Morris & Co. to take up interior
decoration as a professiétt. Wilam Morris, the son of a City financier, took his degree at
Exeter Colege, Oxford. Afterwards, instead of enterimg church as he had originally
intended, Morris decided to train as an architect, articling himself to George Edmund Street

28Rhoda Garrett, 6How t o I mprove t herencenttthair Fusnitureof Moder
and Decorations®d, i n Tansactibn®fsThe\NatignaldssocRtiomriThesProfatiah. ) ,
of Social Sciencg.ondon: Longmans Green & Co, 1876): B865.

214Conway,6 Decorative Art and1BArchitecture in Englando
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(1824 1881), one of the leading architects of the Gothic revival. Although Morris spent only
nine months as an apprentice and ndeanally qualified as an architect, his experience with
Street had a significant impact on his later work. Street believed that architects should have a
thorough knowledge of the crafts contributing to interior design, including stained glass,
metalwork @d e mbr oi d e b later graviditiorMtowards the8e areas may wel have
been a result %8°f TheStime ®&lerrs dsgent asnd dtudemtnat ©xford and,
subsequently, as an architectural apprentice, as wel as the artistic networks heacedsd

to during these years, strongly influenced his later career in the field of interior decoration.
Notably, Morrisbs experience reflects t hose
design at the time. For example, George Aitchison, EdwaiihwiGodwin (18831886),

Owen Jones (1809874), Charles Rennie Mackintosh (186828), Phiip Webb (1831

1915) and Charles Annesley Voysey (1853941) al trained (and worked) as architects, but
also undertook interior decoration commissions.

As previosly noted, various sources hint that Rhoda Garrett initially aimed to become
an architect but could not find an office wiling to accept a female pupil. An atternative
explanation is that, having examined the educational experience of the men activéetd the
of interior decoration, the Garrett cousins recognised that gaining some architectural training
would be beneficial. TAgen&® m&a b s asugdedsissthatih@rae@re v |
original intention was always house decoration, but thatvee advised that a degree of
architectur al training would be helpful i n e
whom she [Agnes| had confided her ideas, strongly advised her to go in regularly for the whole
business, if she attempted thth and t o be apprenticed 2¥o0o an a
Regardless of their original intention, various sources comment that the Garretts did not find it
easy to find an architect wiling to apprentice them. For example, Lady Maude Parry
commat ed on their oOowedRlyodandGdr ue tThedthendeunistewaa rcy
claimed that Rhoda o6had much diffi@&®They in

215 Charles Harvey and Jon Pre¥¥lliam Morris: Design and Enterprise in Victorian Engla@danchester:
Manchester University Press, 19924 30.

2166 Mi s s A g n geWden's Pernny Rapet.

217Maude Parry, 'Pen and Ink Sketches: Rhoda GarRa# 306, in Alice A. Leith (ed.)Routledge's Every
Girl's Annual(London: George Routledge & Sons, 1882), 302.

218 Mi s s Rh o dle AtBenaaum® Décémber 1882772.
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difficulty faced by the Garrett cousins in gaining professional training saitide of the wider

masculine opposition to mddel ass womendés intrusion into th

According to Moncure Conway, the Garretts
alowed them to occupy a room in his offices, where they might pickhap knowledge they
could in the art of gasp ai nt i ng, and here théyYyCawaayes f

autobiography elaborates:

They went to the chief firm in London, whose manager was obliged to make fun of their

proposal to become apprenticesading them skilful as designers, he said that if they were

not women he could give them positions as subordinate directors in certain kinds of work.

iBut , 0 he said, Ayoung wo memencHowdouldyouGsteaf si c] get a
at them? Andthik o f nice young ladies running up | adders
swearing at the workmen, they would not need thatif it were ladies who made requests; and

as for ladders, bring one here and see whether we can climb it 8#°not!

Conwayo6s a msratek ahe exterd ef rmasculine opposition to mididlss women

working, as wel as the societal reasons given for this opposttion. The manager was,
presumably, Glasgoworn designer and glagminter Daniel Cottier, who had opened Cottier

& Co., Art Funiture Makers, Glass and Tie Painters from a studio at 2 Langham Place (a short
walk from the Garretts apartment at 3 Cornwall Terrace Mews) in 2869 he 0& Co. 0
included three fellow Scotsmen: architect and furniture designer Bruce James Talbersowho al
worked for cabinet makers Holland & Sons and Gilows & Co, and architects John McKean
Brydon and Wiliam Wallace (d.190932

219Conway,6 Decorative Art andl18rchitecture in Englando

220 Moncure ConwayAutobiography, Memories and Experiences of Moncure Daniel Co(Beston and New
York: Houghton, Miffin and Company, 1904), 456b1.

221The Garretts were connected to Cottier through Scottish architect John James Stevensbd30gB83%ith
who he had shared an office with in Edinburgh. Stevenson was related to Elizabeth Garrett Anderson through

marriage and it may be that she had something to do wi
decorated t he ArJdperBsriden Steet.Albhough exactly dien the Garretts started their
training with Cottier, it is likely to have been in 1t

Furnit ur Antiqdesk58:r6gJne 2001):916825; Juliet Kinch n , 6Dani el Cottierd in
(ed.)Encyclopaedia of Interior Desigfhbondon: Fitzroy Dearborn Publishers, 1997), i32b; Ray Strachey,
Millicent Garrett Fawcet{London: J. Murray, 1931), 58.

222The Garretts weralsoconnected Brydothrough Steenson, whdiad worked withhim in Glasgow.
http://www.scottisharchitects.org.uk/architect_ful.php?id=2007@&cessed 28 November 201ahd
http://www.scottisharchitects.org.uk/architect_full.php?id=200523 [accessed 28 November 2017].
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The cousins did not, however, remain with Cottier for the duration of their training.
Milicent Vince provides an explanation,l @i mi n g t hat Cottier 6t oo
accepted their feéand taught them nothing. They left him, after a rather hectic time, and went
to Mr. J. M. Brydon ¢é 32hKanare Cdnway didonet gppartont he i r
blame, but claimed tha 6 The architect [ Brydon] who had
staining firm [Cottier & Co.] separated from i, and, having begun a business of his own,
accepted the application of t FPeBrytbn &fs@ottier Gar r e
and @. in 1871 to set up in independent practice at 39 Great Marlborough Street, sharing an
ofice with architect and author Basi Champneys (18485)225 Conway was quick to
emphasise the for mal nature of the eQawerg ett so
formally articled for eighteen months, during which they punctually fulfilled their engagement,
wor king from t &nhConway highlighted the aractical @xpeyighce the cousins
gained, recounting an anecdote about how a friend caledhnupt he Garrett s, fin
on their backs close to a ceiing which they were painting. From that invisible region, their
voices descended to?*carry on the conversatio

An article profling the Garretts, Robinson and Crommelin Wo ma n 6 s Wor | d
described the Garrettsdé training: 6in 1871 t
the complete course of three yearo6s training
as applied to houses, and even into the unintere shingtiae of the construction of a drain, or
the laying?®®dffjnasg®apirped@bhe WomenosedBvilasny Pap
further details:

the Misses Garrett thoroughly studied every branch of the profession they had taken up,
learning even the mechiaal parts, from the mixing of paint, upwards. This thorough practical
knowledge has been of great use on more than one occasion, for the cleverest workman will

occasionally prove stupid, and nothing impresses a man more than the fact of his employer

223Vince, Gardgmé&,s 259.

o

224Conway,06 Decorative Art andil18rchitecture in England

225 http://www.scottisharchitects.org.uk/architect_full.php?id=200523 [accessed 28 November 2017].

226Conway,6 Decorative Art andil18rchitecture in Englando

227 |pid.

28Mary Billington, &Some Pr acWointaanlé s\ onbdennCGasselsnandsens,ar Wi |
1890), 194.
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beingable to actually settowork and do the thing needed. There was plenty of hard work and
drudgery to be gone through during those three years of apprenticeship, and there were days

where the difficulties seemed almost insurmountable, but the cousins perd&Y

It is notable that contemporary press sources on the Garretts frequently emphasised that the
women went through a formal architectural apprenticeship, following much the same trajectory
as their male contemporaries. Clearly, they wanted to erisair¢héy were on an equal footing

to their masculine rivals, as well as to assert their status as professionals and to emphasise that

their gender would not be an obstacle to their success.

In a further attempt to emphasise her own professional trainndyeri 1891 article

O0House Decoration for Womenbo, Agnes Garrett

too many young ladies think that the main business of house decoration consists in painting
GloiredeDijonr o s es upon the panels of a ddeaming é so far as
the business in all its branches except by going through a term of apprenticeship in a house of

busines#30

Garrettodos statement is critical of women, S
undertake an apprenticeship. This may, of cousdsy have served to promote her own
apprenticeship scheme (started at some point
entitled O0WhatYoudFRokd PapeadBriasédd i n t he

Miss Agnes Garrett, of 2 Gower Street W.C., house decoratinatanaker, and designer of
household furniture and upholstery trains pupils for the business in which she herself has been
very successful. The training extends over a period of three years and the premium is three

hundred pounds. The hours of work a@nif ten until fougs!

As well as providing labour and acting as a signifier of her professional success, the
apprenticeship scheme presumably provided a steady source of income for the business.

However, it is important to remember that a desire to patiigactively in increasing
occupational opportunities for women was cen
Not only was she leading by example, she was also engendering tangble change in this area

by ensuring that other women could benef@ndr their own hardvon training with Daniel

2296 Mi s s A g n gheWdmn's Periny Rapei45s.
20Agnes Garrett, OHous9 Decoration for Womendad,

2la1 fred C. Har ms o B ¥dufg,Faké/MPapet: Lit8rarna Olympic and Tournamext,
September 1887, 203.
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Cottier and John Brydon. For Garrett, this
Mary Billington (1862 1925) commented that she:

holds that unless women go thoroughly through a course of technicahgraiméy merely
touch the fringe of the question of womends | abour
can only be made when the real difficulties that handicap women so heavily in the start of life

have been met and are overcome by education agéiped as that ofthe doctor or lawyét.

One of Agnesbo pupil s was her niece, Theodor
Garrett (18401990)232 However the dates of her apprenticeship are unknown, and she does

not seem to have continued in the profession. In contrast, Milicent Vince, née Cohen, who
dedicated her 1923 decorative advice mamatoration and Care of the Honte Agnes, and

to whom Garrett allowed the use of her designs after her retirement, had a successful career in

the early twentieth centu”#? Milicent clearly saw her apprenticeship with the Garretts as a

badge of honour, mentioning it in advertisements for her weigufe 1.5.23%

There is no documentary evidence to explain the failure of Crommelin and Robinson

to undertake apprenticeships, but it may have been a financial decision. As Rhoda Garrett
highlighted, a boybés father woultdo agidekmyo fiho w
boy to a respectable frm in the trade he has chosen, and afterwards to establish himself in a
business of his own?006, h €35 Wathel wbman was exdicit t h e
about her lack of formal training, although botreredd to norspecific artistic training.The
Womends PeimmfyrPeperreaders t hat Crommel i n wus
trained eye for col oud® Tae shmeeptitficationt daimed aothata d vi s

Robinson, on her return to Englaidr om Amer i c a, began O6serious|

22Mary Billington, &éSome Practical Womend, 194.

233 Letter to Gladys Wood from Sir Colin Anderson, 9 June 1952436/1/4/14 Elizabeth Garrett Anderson
Collection, Suffolk Record Office, Ipswich.

234 Millicent Vince, Decoration and Care ofthe HonfeLondon: W. Collins,Thd923) ; O6AT
Expert May 1909, 176.

235 Advertisementfor Mrs M. Vince,Me di c al Wo m®»mNewsletfeiDdcembear 1921,
SAMWEF/B/2/1/1], Medi cal Wo menos Federation Collection, Wel | ¢
London.

236 Garrett, The Electoral Disabilities of Women4
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artistic studyd to prepare PKeSinilaey Mandhester her
Faces and Places | ai me d t hat Robinson Owent t hrough
Emiy Faithfull men i ons t hat her friend oOwent t hrough
decoration from he a%°tWhie theré is Bo ddtaded fentioe afevhatp a i nt
this artistic study involved, it is not unreasonable to assume that is was undertak®ea |iyfo

at The Society of Artists [seBppendix One] , the decoration firm fc

sister, Anne Atherton.

Robinson and Crommelinés evasive approach
demonstrates that they were acutely aware thaladed them at a disadvantage, compared to
their male competitors. Neither woman seems to have offered apprenticeships to other women,
perhaps because their own untrained status meant they did not feel qualified to undertake this.
Awareness of the disadvages of her lack of formal training apparently prompted Crommelin
to later emphasise t he I mportance of apprer
claimed that O6the first thing she [an aspiri
agood frm where she wil have ample opportunity of being grounded in the various branches
of necessar¥ Crommelin Hig Wbty ef &ourse, mention that she did not do so
herself. However, the Garretts were not alone in their dedication to enstteating in the
art of house decoration was open to women. Various other women also ran apprenticeship
schemes [se@ppendix One]. For example, in 1887, th¥oung Folks Papenoted that Mrs
Avant 6r ecei v é&sintesestitgly, citl wasl not i uhe imbre genteel aspects of
house decoration in which that women offered training. In 1898 Mrs Innes was reported to be
running a O06scheme for the training and emplo

whitewashing, and painting house interig?4? 6

Travel
Travel and, more specifically, a sketching tour, was a method of preparation for an artistic

career which women could undertake more easily. A sketching tour was considered valuable

2389 Mi ss Char | oTheWemeR®Renny Bapeh 0 ,

2399 Mi s's Ch ar | oManckesté acds arklaces @20 Faithfull, 6Lddi es as Sh
240Shaw and Crommelin, OFurniture and Decorationbo, 131.
24lHar mswort h, 6What Shall I Be?6, 11.

2226 Women and Dohmelausel Marchh1838,636.
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A

preparation for artists, as well as an essential part afanlai t ect 0 s pro#®ession;
For exampl e, William Morris, credited wi t h
undertaken a thremonth sketching tour in France and Belgium in 18%4.0Other
architecturallytrained men, active in the field dafterior decoration, to have undertaken a
continental sketching tour included George Aitchison, Daniel Cottier, Owen Jones and Charles
Rennie Mackintosh. It was not only architecturdtlygined male professionals who undertook
sketching tours. Decoratot®hn Gregory Crace (1808389) or John Dibblee Crace (1838

1919) were unable to complete a sustained period of professional training. Both, however,
undertook study tours abroad and Dibblee Crace continued to study continental decorative art
by means oftady tours for the rest of his i##> During the nineteenth century, women were,
increasingly, traveling abroad, where they often had greater social freedom than they did at
home246 Artistic women, including Barbara Bodichon (182891), Marianne North (B8

1890) and Florence (18B#920) and Adelaide Claxton (1841920), denied the training
opportunities available to their male rivals, were able to use travel to assert their professional
statusz4’

Did women interior decorators also use travel to preparestiiges for their careers?
The Garretts certainly travelled prior to launching their business. Moncure Conway wrote that,
during their apprenticeship, they went on
furniture of the best houses, which werelfrge t hr o wn .#%Wim this assertioh,e mo

243George Edmund Street, with whondiliam Morris underwent his architectural training, was a tireless
traveller who filled countless sketchbooks widitawings from his tours and strongly advocated the method to

his pupils.In 1881, Street, then the first Professor of Architecture at the Royal Academy, told his students that
the sketching tour remained the most important part of their edu@atethathey should setaside several

weeks each year to travel and draw, just as he had done throughout hisAcahesiEdmund Street,Memoir of
George Edmund Stredtondon: John Murrayl888, 236 237.

244 Harvey and PresyVilliam Morris, 23.

245Megan Aldrich 6 The Victori dh89Cdaciens , Me g dBTMted: Royal Becqratods, )
1868 1899(London:John Murray1990), 5357.

246 For more information on nineteenth century women and travel see Emma RoliossettWomen, Travel
and Identity: Jouneys by Rail and Sea, 187D940(Manchester: Manchester University Press, 2003).

247Dianne Sachko Macleqd 61 nt roduction: Womends Arti kttepi¢ Passages
Women: Victorian Artists TravéLondon: Routledge, 2005), 2; Jo Devargarhe Making of Women Artists in
Victorian England: The Education and Careers of Six Professiothatsdon: McFarland & Co., 2016), 47.

248Conway,6 Decorative Art andil18rchitecture in Englando
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Conway reassured readers of both the Garrett

wor k. Maude Parry also commented on the Garr

by way of assisting themselves in their profession thegnt a great deal of time travelling
over England studying the interior fittings of old houses both in the country and in the town.
Thus they imbibed as much as possible of the spirit of the fine old works of art which have
descended to us, and transthie into their own work. Their mantelpieces and vgapers

are especially characteristic, some of them being really beaiffiful.

Parry directly connects the Garrettsd own Wwo
and hints at their aristocrati connecti ons. Notably, the Garre:
and it may be that their limited finances prevented them from traveling abroad. However,
although the tours of male architects were often taken on the continent;bbse® ventures

were also common. For example, Charles Annesley Voysey deplored foreign influences on
design and distrusted foreign travel for the same re&8oDthers, including novelist and

architect Thomas Hardy (1840928) and architect Wiliam Lethaby (183[051), had a

strong interest in English vernacular architectife.

Sources on Crommelin frequently commented on her extensive, amtigtiag, tours
of England. TheWeekly Wisconsiw e n t so far as to commission
Crommel i n Buy i nrgoneainthesd ItrigsFjgrd 2.6/ r. 6 Ho we ver , in 0
and Decorationo, Crommelin argued that, for
on the Continent is not necessary; it might rather be termed a luxury of education in decoration
and furni u ©5@ With this statement, Crommelin may be attempting to defend her own limited
experience (which was perhaps a result of |
Crommelin, Robinson apparently did undertake foreign travel in preparation farafesr.

Press reports, however, were often vague. Jédeester Chronicleommented that she began

2%parry,dolPeln @kmet ches: Rhoda Garrett 0, 302.

250 John BrandoslonesC.F.A. Voysey: Architect and DesigndB57 1941, (London: Lund Humphries, 1979),
100.

251 See, for example, Kester Rattenbufie Wessex Project: Thomas Hardy, Archifgéondon: Lund
Humphries, 2017) and Godfrey Rubewsélliam Richad Lethaby: His Life and Work, 185[@31(London:
John Wiley & Son, 1986).

252Shaw andCrommelin OFurniture and Decorationbo, 133.
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her artistic study ©o6éafter travelling abroad

foreign de@é%orative art. o6

Robinsonds obitsaér ylfustratédd dndoth Neveas unbsaadye
specific, claiming that, before going into b
deliberate preparat?*dmerdfe®r i hemoafurshec we
European travel but, in a time when Britain was looking to the continent for its decorative art,
emphasising her experiences abroad may have been a shrewd move. Robinson travelled to
America with Emily Faithfull in1883, an experience she clearly considered to be formative to
her professional i8> INnThe Womenods, Peheays®agpeobdHThe idea o
as a profession came to me whisst traveling though America, | was very much struck with the
interiors of some of the magni fi cen®® Adaio,undtrethis t o wh
reference, Robinson emphasises her social standing and alies her own work to that undertaken

in these magnificent houses.

Self-study

Selfstudy was another way to prepare for atistic career. Architect and designer Edward

Wiliam Godwin, for example, frustrated with the deficiencies of his architectural training,
6realised the most speedy way to fill?the ga
There is some indiciatn that Agnes Garrett studied in tBeuthKensington Museum prior to
commencing her apprenticeship, athough this is not mentioned by her perSSndily.

contrast, perhaps in awareness of their lack of formal education, both Robinson and Crommelin
place considerable emphasis on their dedication to-steffy. For example, Crommelin
claimed to have developed her professional k

of Chippendale and Sher at of° Grgnmelin dpecigedi in ur e a

2533 0ur Ladi dsicesteoChwniciedand the Leicestershire Mercuy September 1893, 9.
2545 Ladi e s lllusttadd ensol News November 190129.

255Emily Faithfull, Three Visits to Americédinburgh: D. Douglas, 1884).

2569 Mi ss Char | oTheWemeR®Renny Bapeh 0 ,

257 Dudley Harbron,The Conscious Stone: The Life of Edward il Godwin(London: Latimer House
Limited, 1949), 9.

258 etters from Elizabeth Garrett Anderson to her father and husband, HA336/1/2/4, Elizabeth Garrett Anderson
Collection, Suffolk Record Office, Ipswich.

299 Mi ss Caroline Cr ommeedlyiwiscenxsm?.ai ns her Wor ko,
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decorating with antiques, and her amateur status is often described as a strength rather than a
weakness. I'WWo mano6s, Wohhd dis credflaired wheh bo¥%he chebklk
Likewise, an article inThe Housgdetaiing the array of agties available for sale in her shop,

described Crommelin as O6a connétsseur and an

Through descriptions such as these, Crommelin created a persona as a gentlewoman
amateur, removing the stigma of commercialism and endowing Hheynpawith a similar
aristocratic taste. Robinson placed similar emphasis on the importance -stichelf and
descriptions of her home office in the contemporary press frequently referred to her library.

For example,The Worldc o mme nt ed on Hhow sdrmmondlersni dpoédy si d
Stones of Venice, standard works on architecture, decorative design, Oriental art, and an
assortment of Engl i2% Rheirdackdof format teaiing nclearlyaledt dathi ne s 6
Robinson and Crommelin anxious tesart their academic knowledge of their subject. By
emphasising their sedtudy, they could attempt to negate their professional disadvantage.
Simultaneously, by referring to their study of iconic figures, such as cabadedr and

designer Thomas Chippeale (17181779), furniture designer and author Thomas Sheraton

(1753 1806) and author and art critic John Ruskin, Crommelin and Robinson positoned
themselves as their successors.

Both women also emphasised the importance of expert knowledge gainech thoug

ongoing practical experience. Crommelin clai
furnituredé a house decorator oOowill acquire ;i
and sham, which onPs%InPphacWoaee nd sen Robimsay o Wa p

emphasised that:

it is impossible to keep pace with the improvements in decorative work, wallpaper, furniture,
etc. without devoting your life to the study; you cannot be certain of the best places to find
what you really want unless youdren wh a't I may call 6the swimbd of t
first | found it no easy task to keep properly posted in English and foreign inventions and

manufactures, and to discover any of the antique furniture for which some of my clients are

260Bjlington, 6 So me PWa me n & [kalick B Briginal text].
26161 n Sear ch ThefHousdl®ecknaberd o, 678
262y a t éNe DCLX Miss Charlotte Robinson at Plymouth Grove, Manchés$gk

263Shaw andCr o mme | i n, OFurniture and Decorationbo, 131.
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s 0 eagertodlow evananew departure in grates, chimney pieces and lighting; in

carved woodwork and embroidery as well as carpets, curtain&etc.

Likewise, her interview inThe Worldc | ai med t hat 6as you I|listen
realise the value ofth expert s counsel. Those who do not
possibly keep pac® Wihistatemerntshile this &ebinsdre underiinads the.
guality of, and need for, her professional
deco ati ve designso, she had o6éthe technical k
result of constant .%8°cBoth Rabihsono and Grammelinhvalslatedl i r e ¢
their professional status by emphasising their continuedstsdlf, implying tha they were

aware their lack of professional training placed them at a disadvantage to their male rivals, and
demonstrating that asserting their professional status was of crucial importance.

Natural aptitude

The Garretts, who folowed a more traditiongdiring pathway than Robinson and Crommelin,
werequick to emphasise their business acumen and practical knowledge in interviews. Agnes
Garrettods TheWemen @ sve P eadsaried tRag o dollow her example and
succeed in the field of houslike hdbts @amibusitesson a ¢
li ke determination with a thor 80UAghes Garrettct i c al
herself echoed these sentiments when she ad
knowledge of drawing, a sense of proportion, and of the ditrefthings, a cultivated eye for

colour, a knowledge of materials, and last but not least a large stock of patience. Now these are
gualities which can only be acquired gradually, but most of tt@nbe acquired by a woman

of fair a ¥%8 tnacanteast, &Rbbingon taryd 6Crommelin, who did not follow the
Garretts in undertaking an apprenticeship, place considerably more importance on natural
aptitude and innate artistic abilty.

I n 6Furniture and Decorationd, s dmakingnel i n

decoration and house furnishing her life profession ought to possess a certain mental equipme nt

264yat es, ONo DCLXI Miss Charlotte Robinson at Plymouth
265 |pid.

2666 Mi ss Ch ar | oTheWemeR®Renny Bapeh 0 ,

2676 Mi s s A g n geWden's Pernny Raper.

268Garretse Doetcoour ation for Womeno, 90.
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before undertaking the task. To begin with, shesthave some artistic taste. This is absolutely

nec e £8 @gomnilin is keen to emphasise theaie artistic taste of both herself and her
sister. Apparently, both were blessed with
passion for the work as well as O6a natur al
power, and the courage tac r y o u4° Simiarly,i irdtleed@éekly WisconsirGrommelin
claims she was gifted with o6éa love o#! the d
Robinson is likewise quick to emphasise her innate talenthéWWo men6s Pesheny Pap
ssad to have a 06per £@loMandpestei Rases ahdoRlacethenie wo r k

described as O0an artist in every sense of t
O6marvell ous deftness of touch andl armsfical | i bl
gi P8 so.

Itis through this kind of rhetoric that Crommelin and Robinson frame their gender, and
lack of appropriate formal professional training, as irrelevant. Crucialy, Crommelin was also
able to position her upp@lass background as aofgssional advantage, and one directly

relatng to her artistic taste. It seems Crommelin and her sister developed this taste in
childhood:

as children, the decoration of a room was their delight, and when their father Mr. S. de la

Cherois Crommelin, gavihem a room in Carrowdore Castle, County Down, to do what they

li ked with, what they most wished was to paper and
their childish fancy a taste and aptitude were bei

stand his daughters in such excellent sté&d.

By recounting this chidhood story, Crommelin shrewdly emphasised that, although she gained

her decorative skills through harda experience, it was not through anything as menial as an
apprenticeship. In this ay, she positioned her aristocratic status as a professional advantage.

269shaw and Crommelin, 6 B30 fitalicis ih wrigieal texth d Decor at i on o,
206 Mi s s Car ol i mheWoCmeomine | PeHny Paper

2716 Mi s s Caroline Cr omm&ééeklpnWisEoxgiif.ai ns her Wor ko,
22 Mi ss Car ol i fheWoQmeonmivee | Pgfiny Paper

2736 Mi s s Ch ar | oManckestdt drds ansl Blacég).

274'Miss Caroline Crommelin',TheWomen's Penny Papgt.
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By using a variety of sources to explore the social and familial backgrounds of Agnes and
Rhoda Garrett, Caroline Crommelin and Charlotte Robinson, this chapter has examined the
motivations behind their decision to take up professional work. It has used biographical
evidence to establish that, in most cases, the women active as interior decorators during the
period in question needed to support themselves financially. This, howeagmot their only
motivation. They were often influenced by the other pioneering women in their social and
familial circles and, crucially, were committed to reforming the rights of women by expanding
the occupational opportunities available to thems Tthapter has also questioned why the
women chose interior decoration over other lines of work. It has asserted that, while the desire
to expand employment opportunities for women was a factor, they may also have been attracted
by the contemporary boom @emand for interior decoration. In addition, they were aware that
the developing status of the profession meant that, in contrast to architecture, there was no

established training trajectory for the career from which their gender might bar them.

The chapter has also asked why intedt@coration was considered particularly suitable
for women, considering its relationship to traditional female education, to domesticity, to
phianthropy, and to the contemporary hierarchies of art. This examina@snexpanded
knowledge about how, and why, interior decoration began to be seen by many as a profession
suitable for practice by women. Now, their feminisation of the profession seems problematic.
However, the chapter has also establshed that, for tesen, their professional lives were
inherently tied to their commitment to reforming the lives of women. In addition, their choice
of profession allowed them to actively participate in a movement encouraging other women to
take control of their domestic aemnments. Finally, the chapter has considered how the
women prepared themselves for their careers and fought to distinguish themselves from their
(arguably) bettegualified male competitors. Many of the men working in the field of interior
decoration hadndergone architectural training, from which women were excluded. While this
may have put them at a disadvantage, they found ways to circumnavigate this and to assert
their professional status. They were also able, by offering apprenticeships themselves,
redress the balance and encourage more women into the field. The chapter has foregrounded
the idea that, for these women, the desire to be positoned on an equal footing to their male

competitors sustained and motivated them throughout their careers.
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lllustrations

Figure 1.1
Charlotte Robinsondés family tree, showing he
Atherton.
Henry
. Elspeth Dale
Robinson m. -
1816-1870 1817-1861
| [ I | | |
Henry William Elspeth Anne George Edward Eleanor Fanny Charlotte
18441875 1846-18a5 1847-1912 1840—-1013 1851-1025 b.1853 1854-1884 1855-1856 1850—1001

. .

John Francis
McClelland Atherton
b.1845 1840-1027

Figure 1.2
Caroline Gamily rieee showmg ker relationship to Florence Gefihgmas and

May Crommelin.

Samuel
Crommelin m. ‘mad%%r:psou
1817-1885

I I I I I

Louis 1;\11:11'3_‘ Lucy Caroline Arthur Florence Frederick
1346-1860 18:(19;?;30 1850-1881 1854—-1010 1856—-1869 18571805 1861-1902
. m.
| I
Robert Rhys
Barton Goring
Shaw Thomas
1847-1923 b.1864
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Figure 1.3

speaking at

Agnes Garrettdés family tree.
Hewson Louisa Dinnell
Sﬂu_f:g m 1Bi3=1003
a813= 3
| I | | | ] |
Lauisa Elizabeth Crunnell Mewson Edmund Alice Agnes Millipent Samuel Jasephine Gearge
18z5=1866] |1E3f=igu7 | |1Bz7=183E8] |18zp=101a] |184c=1p24] |184z=1pa5] |iBas=igas| |iBar=igzg| |iBso=1923| [|18s3=1925| |18s52=1929
| | I I | I | |
| I I | I I | |
.Tn'r!ﬂ James Fate Deuff l.?.-i:rtmd.-: Herbert Heary Charles Lﬂl..:l:-l.
Smith Anderson Rry—— Littlewnad Cawell Fawostt Salmon Wilkinsan
1f83z-1056] |iB3B-1907 iBao-1924] |iBa7-igilk 1833-1884 b.1843 s85p-inid4
Figure 1.4
Rhoda Garrett (right, standing)
Square Roo0Oms, aWbheehdnag RaghtTh e HaanGrapleigr

25 May 1872, 8.
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Figure 1.5

Advertisement for Mrs M. Vince. FrofMle d i ¢ a | Womenodés FBateanmbeant i on N
1921, SAMWF/ B/ 2/ 11/ 1, Medi c al
Archives and Manuscripts, London.

Womenos Feder at

. !\ il RS. M. VINCE, late Secretary of the Medical Worney,

Federation, and formerly pupil of the Misses Rhoda ay
Agnes Garrett, has taken up her work again as Decorator apg
Designer of Houses. All the interior work, decorative ap
structural, carried out. ,Mantel-pieces, curtains, carpets, wall.
papers, furniture, lighting, plumbing, outside painting, et
Estimates free. Advice given in London and in the country,
Pupils trained. Interviews by appointment only. 42, Brunswick
Gardens (Church Street), Kensington, W.8. Telephone, Park 409,

Figure 1.6

llustration of Caroline Crommelin buying an old chair on a tour of the English countryside,

OMi ss Caroline Cr ommieeklywWiscensji29 dadrah $4890h.er Wor k 0,

MTS2 CROMMELIN BUYING AN OLD CHAIR,
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Professional Spaces

This chapter examines the professional spacespied by Agnes and Rhoda Garrett, Charlotte
Robinson and Caroline Crommelin: their homes, warehouses, shops and workshops. Firstly, it
examines how they used their homes to construct professional identties. Often shared with
other household members,etie flexible spaces were sites of both production and commerce
and could function as offices in which clents were received. The home also had significant
value as a marketing tool. It functioned as a ststiobwroom, displaying their distinctive styles

to potential new clients and, via the press, the publc. The chapter also considers how the
changing nature of the spaces occupied by women interior decorators were, during the period
in question, a key indicator of changing attitudes to women in business gewerally. While

the Garrett cousins focused on undertaking private decorative commissions for private clients,
their successors were able to engage actively in retai. Both Robinson and Crommelin rented
dedicated commercial spaces from which they cctedu a flourishing trade. Finally, the
chapter considers whether these women, like their male competitors, manufactured the stock

they sold in their retail premises in workshops.

This chapter has been difficult to balandée Garretts, who did not operateshop, are
|l argely absent from the second half. Tracin
is complex. It is unusual for records of small businesses to survive and particularly rare for
those businesses established and managed by echidiesinmarried women. Unearthing
concrete evidence to demonstrate the scale and succestherwise, of such enterprises is
almost impossible. Their account books, correspondence, and other commercial ephemera do
not appear to have survived and, in mosases, the objects, art works and material culture
produced and sold by these enterprises is lost. As a result, this chapter relies heavily on
contemporary newspapers and periodicals for
warehouses interviewswith, and articles on, the women themselves have been particularly
useful. These, however, must be read as promotional material and cannot be accepted at face
value. Whie shops and shopping were frequently reported in periodicals, and particularly the
womendés press, they often took the form of

of marketing.
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Homes

Alison Kay has described how, by working from home, miciddesss women could obscure the

visibility of their commercial activity and operateofgssionally whist maintaining their

feminine respectability’®> Doing so was convenient and practical. It reduced-sfartosts by

removing the need to outlay income on additional premises, negated the need to commute, and
was more compatible with domestresponsibilities than work outside the home. Interior
decoration, which was concerned with the home, wasswmigdd to homéased practice and

this contributed to its perceived suitability for women. We know that Agnes and Rhoda Garrett
started their bainess from home in ¢.1874 by, according to Moncure Conway, working from
their 6small flatdé at No. Figue 2r)r"Wwiheh theRe s i d e
cousins relocated (in mii875) to a larger home at 2 Gower Strégguire 2.1], their business

remained homdased. In comparison, both Charlotte Robinson and Caroline Crommelin, who
launched their businesses in the 1880s, operated primarily from retail spaces, though they may
have worked from home prior to tRi&! For example, Emiy Faithfull crymtally claimed that,

prior to opening her Manchester shop in 1884
she furnished housé&% from roof to basemento.

There is considerable evidence to suggest that, for many artistic professionals active in
the nheteenth century, homes played an integral part in the construction of professional
identity. Caroline Dakers has demonstrated how the male artists, architects and designers who

established studios in the fashionable Holand Park area used their home&sdoostruct and

275 Alison Kay, The Foundations of Female Entrepreneurship: Enterprise, Home and Household in London,
€.1800 1870(London: Routledge, 2009).

276MoncureConway, 6 Decorative Art anHlarArecrhdist eNcetw rMo ntnh IEyn gMaga
November 1874, & Cornwall Residences was a large block of flats on the corner of Marylebone Road and

Baker StreetWhile the exact dates of tlteo u soicaupsaricy here are unknown, it seems likely theywere

resident at the address from their move to London1iB68.

27The lack of information surrounding mayhemayaathby years
demonstrative of the success of hew@king practices in concealing the visibility of paid wofkhey are also,
however,symptomatic of the probfes inherent in researching the professional lives of unmarried women. The
earlier years of these womends careers, before they g:

28Emi ly Faithfull, dheePdlliMalsGazate23 Decerlek 1887, p12. Fathdu)l and
Robinsomreturned from travellingogethein Americain May 1884 butdid not moveto Manchesteuntil
Decemberl884 They may havepentthe between intervening months in London. James S. &wilg,
Faithfull: VictorianChamp on o f Wo n{€mite: P. R.i Mpdnyl394), 231n.
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to promote their artistic statéi§? More recently, Zé Thomas has analysed the importance

wWOo me n artists in the Womenos Guil d of Arts
professional and creative identitS. Additionally, Elizabeh Prettejohn has considered the

role of painter Laura Alma Tadema (1838209) in fashioning the studllomes she shared

with her artist husband Laurence Aima Tadé#iaThis chapter demonstrates how, for the
women interior decorators active in the late nineteenth century, homes played an integral part

in professional life. They were used as sites of artistic production, as offices in which to meet
clients, and as showros.

Agnes and Rhoda Garrett

Although neither Daniel Cottier or John Brydon, with whom the Garretts trained, operated
homebased businesses, there wahwicetowakfronothegr pr e c e
Marylebone home. Wiliam Morris, who inspd their decision to work in the field, launched

Morris & Co. at 8 Red Lion Square, Bloomsbutfyigure 2.1] in 1861282 By 1865 the company

had outgrown the address and moved to larger premises at 26 Queen Bigusee 4.1].

Morris and his family, who hableen lving in Bexleyheath in the Red House-@asigned by

Morris and the architect Phiip Webb), moved to ive abd%el he Garrett so6 deci s
their business from their home may have been inspired, or justified (if we consider that financial
redrictions may also have been a consideration), by the example of Morris & Co. While no

information survives regarding the earliest years of their enterprise, the small scale of their
Marylebone residence must have limited their business.

In mid-1875, theymoved to a larger home, indicating that, ke Morris, their business
was successful from the outset. It may not be a coincidence that, when the Garretts relocated,

they moved to 2 Gower Street, a fatorey house on the corner of Bedford Square, -a ten

279 Caroline DakersThe Holland Park Circle: Artists and Victorian Soci€tgndon: Yale University Press,
1999).

280 70¢& Thomas At #lome with the Women's Guild of Art&ender andProfessionaldentity in London
Studios,c.1880192% Wo me n &6 s Hi s 246 (2015) B3& 964 e w

281 Elizabeth Prettejohrand Peter Trippe (edsDaurence Alma Tadema: At Home in Antigultyndon:
Prestel, 2016).

282 Charles Harvey and Jon Pre¥¥lliam Morris: Design and Enterprise in Victorian Englarianchester:
Manchester University Press, 1999)3.

283 Although the family moved out of the Queen Square address in December 1872, Morris continued to spend
time residing above the offices. Ibid.,i%5, 84 85.
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minute walk from Queen Square. The area was alreadikmaen for female artistic industry.

I n 1852 the Female School of Design (later
young women of the middle class to obtain an honourable and proftable yemplon t 6 i n
ornamental art, had moved to premises in Gower Street. The school moved to Queen Square in
1860. In addition, the Slade School of Art, open to both male and female students, had opened
in Gower Street in 187384 Also nearby, with premises at 27 &lotte Street (now Bloomsbury

Street), Bedford Squard-ifjure 2.1], was designer John Aldam Heaton (18B897), who
collaborated with Richard Norman Shaw and who, from 1888,Century Guild Hobby Horse

recommended, along with the Garretts, as the tumie and decoration worKk
seems to us most nearly to ace®ord with the ¢

Agnes Garrett o6sTheWdBmdnd nt PenmontgenwdP atpheart o6 a n e
plate onthe door of No. 2, Gower Street, informs the pubdt here is the residence of A. and
R. Garrettod, revealing t hat the cousins wer
professional spact®’ Further evidence that their home was their primary place of business is
provided byK el | y 6 s e Randoh Busifeds iDicectqryvhich listed their professional
address as 2 Gower Street from 1879 unti 180®loomsbury was primarily a residential
area, atthough an increasing number of homes had become dedicated to light 4P#luskey.
26 Queen SquargFigure 2.2, which contained workshops, offices and a showroom but no
dedicated retail space, 2 Gower Strdggfire 2.3 lacked a shopfrorf€® In contrast to later
women decorators, such as Robinson and Crommelin, who placed considerable emphasis on

their retail trade, the Garretts concentrated on private decoratve commissions. How then did
they use their home as a professional space?

Examining the buiding itself, alongside interviews with the Garretts, can provide clues.

We know there was a dining roasn the ground floor and that this, along with the other ground

284 Rosemary Ashton)ictorian BloomsburgyNew Haven: Yale University Press, 2012), 23&3.
285 The Cent ur yTheGentlindGuild/doblky dorsdanuary 188833.

2866 Mi s s A g n égheWdmen's Perny Rapel8 January 1890, 1.

287K e | | y @ffice Pandoh Business Directofiondon: Frederick Kelly, 18794900).

288 Harvey and PresdVilliam Morris, 54.

289pid., 54 55, 71.
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floor reception room, was probably reserved for the use of the hous&hdidbor plans of

similar contemporary houses suggest that the remainder of this was taken up with kitchens,
pantries etc , and that t hat the upper floors were
guarterg®! It is likely to have been the two reception rooms on the first floor that were used
professionally. A g TheWo nGearr & = t R diakes plaeR@pstpreym e w i n
the OoOparticular inner sanct umb where O0Miss
them in an inch scale and afterwards enlarging them to ful size, finally tracing them for the

men to work from. Order is certainly the first law ih lger arrangements, and every drawer

and cupboard was neatly | d%bN\ethdlyeathoughitteHocus t s 0\
of the interview was Agnes Garrettods working
2 Gower Street as a place oblmess. However even here, the room is described as a sanctum,
rather than an office. This implies it was a private space, veiling the commercial nature of the
roombs function (though a sanctum can also r
the work produced within in it).

An article inWo me n 0 s, alWublsited in 1890, is more explicit about Agnes
Garrettodés wuse of 2 Gower Street. The article
the address, c 0 mme nNos2, Govwea $treet) sha had @ trained band afe s
wor kmen and women upon wh o s?® THsadbsoripton frsnlye ¢ an
situates the address as a place of work and implies that the scale of the business was
considerable. Unfortunately, asidfer om apprentices, t he only e
decorative business that can be named is Charles Essam (c1886Pwho ived at 2 Gower
Street and is recorded in c?iteidsathat¢he Garrelts a s
enterprise hadplural employees on site is interesting in that it implies that, as wel as the
Garrettséo design wor k., production wa s takin

headquarters at 26 Queen Square were used as a workshop and it is not unreasonab$& to sugge

2906 Mi s s Ag n geWdden'sPernny Raper.

291 Judith FlandersThe Victorian House: Domestic Life from ChildbirthReath(London: HarperCollins,
2003), i lii.

2926 Mi s s Ag n geWden's Pernny Raper.

293Mary Bilington, 6 Some Practical WowWeman 6 s (Lofdor:l@asse/and Hoaes, (ed . )
1890) 194.

2941831 United Kingdom census, https://wvwamcestry.co.uk/ [accessed 3/05/2016].
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that the Garretts folowed this examp®e. Aternatively, bothThe Womends Penny
interview, which obliquely references O6the n
theWo me n 6 sO sWorrelfder ence to her empldstaweGarettcoul d

from any manual labour taking place, thus maintaining her respectability.

The Garretts certainly used the address to receive clients. In 1881, Hubert Parry
described a visit t o London breakfasy hnd sgent thee we n
morning with Maude choosing car p*$tfthe Ralyer e 6 f
could choose carpets at 2 Gower Street, the Garretts must have kept stock and/or samples and
pattern books there. Notably, Parry, who med the cousins in the decoration of at least two
homes, knew the Garretts socially for at least two years before he commissioned them as house
decorators [seeChapter Four] . Elizabeth Crawford has dr a

demonstrate that they were a& of the currency their home afforded as a showroom for their

o

work?®”Parryodos glowing account of the Garretts
Street is particularly striking: 0The quiet
the almirable taste of all things acts upon the mind in the most comforting manner. | was quite
excised of the vulgar idea that everything ought to be bright and gaudy, and covered with plenty

o f .23% Hrasunably other social visitors to 2 Gower Street wacewgaged, like Parry, to
commi ssion the Garrett cousins to undertake
commissions were for family, friends, or poltical acquaintances.

Lynne Walker has described how, in the nineteenth century, many women
artigs/designers had studios based in their homes. Walker claimed that, by doing so, they were
6redefining the home to advance social, poli

c h a 9 8ydusing their home as a showroom, and as a professioagk sp which they

295 Harvey andPressWilliam Morris, 84 85.

296 Hubert Parry, diary for 14 May 1881 to 30 November 1881, entry on 2 April F&8ty family archive,
Shulbrede PrioryLynchmere.

297 Elizabeth Crawford Enterprising Women: the Garretts and their Cirflendon: Francis Boutle, 20Q2)
192 201.

298 Hubert Parry, diary for 30 July 1875 to 31 December 1&Tifry in April 1876, Parry family archive,
Shulbrede PrioryLynchmere.

2% . ynne Walker 6Women Patron Builders in Britaindé in D
Local/Global: Women Artists in the Nineteenth Cen{idigershot: Ashgate, 2006), 131. See also Lynne
Wal ker , 6Home and Away: The PrRemianties tS pRaecnea pipni n\Wji cd fo rR
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received male clients (ke Parry) and employed male assistants (lke Essam), the Garretts were
contributing to the erosion of the gendered distinction between public/masculine and
private/feminine space8€° However, they were not doing se@ithout masculine precedent.

Wiliam Morris was also aware of the value his home held as a showroom for his work. Harvey

and Press note that Morris spent large sums of money on the living quarters and showrooms at
Queen Squaré®! George Wardle (183 91 0) Morris & Co.06s gener a
and 1890, wrote that 0Othe decoration of the
[Wiliam] Morris and [Phiip] Webb had part was original and though extremely simple, very

beauful. No doubt this was talked about & a desire created to have the same methods of
decoration apdlied elsewherebd

Wardle was correct and, for example, author Henry Jamesi(1848), who recorded
a visit to Morris at Qudhatrhe hBsgamchdoes,is supekt sl t h
beautiful 6 and des cr-atirae df theé aparimentt (évery apticlecdfthe e s q u
furniture Jliterally a 6%pAeanwaeressof the Succesd ofiet hi |
Morrisos ma n i mg lquarters @axna pronfiotiorfal ®ol nhay fave influenced the
Garrettsd decision to site their business at
attention to the decoration of their fifsior reception rooms. Both rooms were decorated,
presumablyby the Garretts, with elaborate hapdinted ceiings. Moncure Conway records
how 6some friend, calling wupon them [at 2 Gc
was interesting, the ladies could not be seen, as they were up on a scaffoldangfiatyion
their backs close to t h®* Theeceiihg of the regdpion omt hey
at the back of the housé&ifure 2.4 remains in situ, although it was restored by University

Colege London (who now own the building) in 197875.The ceiing of the front reception

Borden, John Kerr and Jane Rendell (edh& Unknown City: Contesting Architecture and Social Space
(London: MIT Press, 2002)296 311.

3005eeEllen JordanThe Womends Movement and WdhCemudySBritaihmp |l oy ment i
(London: Routledge, 1999), #&2.

301 Harvey and PresyVilliam Morris, 55.

302 GeorgeWardle,'Memorial of Wiliam Morris; MS 45350 Wiliam Motrris PapersWestern Manuscripts,
British Library, London.

83Henry James, OA Novelistdos View of t WblianMomis:Thees, Mar
Critical Heritage (London: Routledge, 1999), 778.

304 Moncure ConwayTravels in South Kensington: With Notes on Decorative Art and Architecturegiia i
(New York: Harper & Brothers, 1882), 169.
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room, which was in poor conditon, was removed (also in 19945) and is preserved in
Senate House LibraryFigures 2.5 and 2.539°

Both ceiings feature rich ornamentation and -o@ssical designs in the style of
archtect brothers Robert (1728792) and James (173P794) Adam. Both display foliate
scrolwork, picked out in a pale Aesthetic green, set against an iory yellow background and
contrasted with additional painted ornament in a richpiek. Whie the ceiingnow in Senate
House is overtly floral, with heavier colouration and richly painted birds, that still at 2 Gower
Street is more reserved and employs a simpler colour scheme. Both ceiings contain several
portrait roundels, including Raphael, Titian, Miehedelo and Rubens in the back room; Keats,
Shakespeare and Cowper in the fftConsi dering it is likely th
office was, |l i ke Morrisbés at 26 Queen Square
promotional value of thesermmate hanepainted ceilings could not have extended beyond the

cousinsé friends, famly and ¥ocial visitors

However, a photograph of Milicent Fawcett Garrett outside 2 Gower SKigelr¢
2.7] intriguingly implies alevelof public transgression into th
space’®® The photograph (which also depicts the plaque mentionedhbyWo me n6s Penny
Papel) reveals that the front door had glass panels, ensuring that interested -ppssers
able to glinpse through the portiére into the halway. Agnes Garrett provided the public with
a more substantial view of her décor by receiving the journalist responsiblehfice  Wo me n 6 s
Penny Paperinterview at 2 Gower Streé?® The next chapter discusses the use umhs
interviews as a marketing tool in more detalil, but it is worth noting here that her decision to do
SO yet again, demonstrates her awareness of the value of 2 Gower Street as a showroom for her
work. The resultant interview tacitly ensured that a eéetadescription of one of her interior
schemes was available to the public. The journalist describes the reception room in which the
interview takes place, claiming 6éone cannot

homely comfort everywherea ppar ent € the furniture, thoug

305 Garrett ceiling from 2 Gower Street, UoL/CT/3/8]1 Special Collections, Senate House Library, University
College London, London.

306 Elizabeth Crawford has identified the portrait roundels. Crawf&mtergrising Women 195.
307 James, O6A NovelistGdsMai ew7. bd§6%A6he Morrises
308 Elsie M. Lang,British Women in the Twentieth Centybpndon: T. Werner Laurie, 192990.

3099 Mi s s Ag n gheWden's Perny Rapei 2.
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thoroughly luxurious, the colours are harmonious in tone, there is nothing gaudy, no attempt at
overdecoration, t he ©pict upPl® Suchalowing actounts gfeteui ne
Garrettésty e woul d surely have encouraged the pub

prospective decorative commissions.

The Garretts also included images of 2 Gower Street in their 1876 publication
Suggestions for House Decorati®t The book, published asap of antiquarian and editor
Rev. William Jia®dllotAredsat ( H@#™B O series for
llustrations. Six of theseFjgures 2.8, 2.9, 2.10, 2.11, 2.1&nd 2.13 are, as Elzabeth
Crawford demonstrates, lkely to be ilugtems of 2 Gower Streéf2Whi | e t he booko:
as a promotional tool wil be examined in the next chapter, it is worth discussing the
llustrations here in relation to what they reveal about the style in which the Garretts worked.
They depict several ias of furniture known as Garrett designs, including an elegant day bed
[Figure 2.11 and mahogany corner cupboakigure 2.13.313James and Margaret Beale also
owned examples of these designs, both of which survive at Stdfideref 2.14and2.15.314
Presimably, much of the other furniture depictedSmggestions for House Decoratioras
also Garretdesigned, although without documentary evidence this is impossible to prove. The
footstools depicted in the drawing room ilustrationsiglires 2.8 and 2.11] employ the
Sheratofinfluenced tapered legs common to many known Garrett designs, including the
examples at Standen. As Crawford has demonstrated, therdmokchimneypiece Hgure
2.8 and dining room chimneypieceFigure 2.10 were almost certainly alsd@arrett

designed1®

The illustrations of 2 Gower Street show

simplicity, delicacy and subtle eclecticism. They happily combined their designs with those of

3101bid., 1.

311 Agnes andRhoda GarrettSuggestions for House Decoration in Painting, Woodwork and Furniture
(London: Macmillan and Company, 1876).

812 Crawford, Enterprising Women178.

313The Garretts exhibited the day bed atthe 1878 Paris exhibition and the 1888 Arts an&b@inition

Society exhibition (se€hapter Three). 6 Art s and Crafts Exh iTHheCabinetMakeSoci et y |
and Art Furniture 1 December 1888, 14344.

314 Garrett day bed\IT1214057, and corner cupboan,;1213990, National Trust, Standelpuse and Garden,
West Sussex.

315 Crawford, Enterprising Women196 197.
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ot her s, using Mor ris 6g roohrfFglrd 2.5] and a Morpssdyfe e r in
upholstered bobbiturned armchair Higure 2.17] in the drawing room. The painted ceiings,

chi mneypieces and cornicing reference Georgi
for the Queen Anne style is evidein the cabrioldegged chairs in the drawing toorRigure

2.17. The influence of the Aesthetic movement, and particularly of Adgjoanese design,

also pervades throughout, as evidenced by the Rggurg 2.1(J and the Godwinnspired

ebonised mahogantable in the drawing roonfgure 2.§.316 The illustrations are notable for

their depiction of craft works, such as the embroidered and tasselled mantelpiece cover and the
floral folding screen (and harphinted ceiing), also in the drawing roofidures 2.11 and

2.17. The illustrations depict a very liveable home, but also hint to the use of 2 Gower Street

as a professional space. The drawing robigufe 2.1 shows a table, on which a variety of

books are piled, perhaps including catalogues wuks of designs ready to show clients. A

later photograph of Agnes Garrett in the same robigufe 2.16 similarly implies the dual

use of the address. While the setting 1s doi
hands of a longcase clodhints at her role as a professional decorator.

Charlotte Robinson

Little i's known about Robinsonds domestic I
Manchester in December 1884. After this, Faithfull and Robinson cohabited at 10 Plymouth
Grove,namiddlec | ass subur b, unt i | Faithfull s deat!l
at the address alone until her death in 1¥@IThere is convincing evidence to suggest that,

despite having dedicated retail spaces in Manchester and, from 1888, ,LdRolonson

maintained an office space in her Manchester home. Lke Agnes Garrett, Robinson gave an
interview toT h e Wo me n 0 s thdughnpemmapdbedgause she was living in Manchester,

this was given in her London shé}® In contrast, the interview Raison gave torhe World

316 Architect anddesigner Edward Wiliam Godwin complaindldat the Garretts had included an unauthorised
copy of his table desigkeW. Godwin and Wiliam WattArt Furniture from Degns by E.W. Godwin and
Others: With Hints and Suggestions on Domestic Furniture and Decoratigvilbgm Watt(London: T.
Batsford, 1877).

3176 La d i e sllluftratgdéandon News2 November 1901, 29. The house was armérute carriage drive
fomRobhsonds shop in the centre of town. Although now d
house by reference to 42 Plymouth Grove (suifm@mequently
neoclasical villa inhabited by novelist ElizabetBaskell (18101865) and her family.

318 Mi s s Ch ar | drhetWameR's Renny Bap@iFehruary 1889, 1.
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took place in her Manchester hoMé.1 t describes O6the modest hou
adapted to their [ Robinson and Fai*®¥hFoul | 6s]
professional women, sharing a combined domestiEpsional space with a friend, relative or

ife partner of the same gender was both financially sensible and more socially acceptable than
working/living alone; that so many were obliged to do so is indicative of the extent to which

their professional exgience was different to that of their male rivak.

Robi nsonds ThenNodddesdribmsvheriofice at 10 Plymouth Grove as a
6sanct umob, 6l ittl e  d% Altldougla ras withd descriptbiosi of Agve® r k s h
Garrettos 0 s a nes tmagkdhe comnecial daturai afl ket work, the office is

recognisably a place of business. Her e, Ofr e
escaped el sewhered, i ronic considering the |
dainty fun t ur e which has made her famous©é, dr awi

6modern poets stand s $tahes ofbMenicestardleed warkst don Ru s k
architecture, decorative design, Ornamental art, and a varied assortment of English and foreign
ma g a z ¥3nTeesinberview reveals that, as at 2 Gower Street, Robinson had staff dedicated
to her professional work present (at least some of the time), at her personal address. The office
contains an array of scrapbomks Miésad | R cchairnesf
amanuéfnfobbdnson also uses the office to ans

utter most part of the earthdé and there is sl

SYEdmund Yates, O6Celebrities at Home: No DCLXI Mi ss Ch
The World 14 May 1890, 819B16.

320vates,6 Cel ebrities at Home: No DCLXI Miss Ch,85l otte Rob
816 . See also Alexis Easley, 6Women Writers and Cel ebi
R. Hawkins,Women Writers and the Artifacts of Cleligy in the Long Nineteenth Centulyondon: Routledge,

2012), 137143.

32lHere, we can make a direct comparison with the Garre
death of her husband in 1884, Milicent Garrett Fawcett moved in withisier &igneswho had lived alone

since Rhoda §andbdegamntohseihe Golé& &Reet address as a base for her own political activity.
Fawcettds gave hhae Wwme h 0 s epridishedynhraoptieefore that of her

sister,in one of the reception rooms at 2 Gower Streetd Milicent FawcettGarrei Th e Womends Penny
Paper, 3 November 1888,i4.

822Yates,6 Cel ebrities at Home: No DCLXI Miss Ch,8l otte Rob
323 |pid.

824Unfortunatelyt here is no surviving evide nécaemarneughrdrsdiisnég t he i
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needed in her c ap?altis hergthea, shat Robinsarr darriea duw Herswork 0 .
as art advisor tdhe Queemagazine and so, as at 2 Gower Street, where the Garretts wrote
Suggestions for House DecoratjdtD Plymouth Grove functions as a site of literary, as well

as artistic, productiof?®

Ath o u g h Robinsonds home was not her pri ma
assume that, like the Garretts at 2 Gower Street, she used the office at 10 Plymouth Grove to
receive clients. Supporting thidhe Worldd e scr i bes Robi nwihmsénple of fi ¢
and pattern books, which would have been useful when discussing commissions with
prospective clients:

in arecess beyondthewritiga bl e st and some huge védoksmes é all th
of English and foreign wafpaper makers, refetec e s crapbooks €& [one] vol ume
special drawings made for clients whose homes she has furnished and decorated; a third is

filled with the designs of furniture exhibited at the Liverpool, Glasgow, Saltaire, and

Manchester3@xhibitionséo.

The artiee continues to describe how, as well as keeping her own designs on hand in bound

volumes, Robinson openly displayed them:

on the easel were the original studies of Watteau and Louis Seize screens and the eight wall
panels for her Edinburgh exhibit, whittas taken the form of a charming little boudoir; two
of the panels representing classical female figures and the rest devoted to the floral subjects

in the style which Miss Robinson has made so peculiarly hergtvn.

Robinsonds overt esigndinthe dficeofunther aémorstates toatwvomedsh

interior decorators were quick to acknowledge that they could manipulate their homes as
showrooms for their work.

325 |pid.

826By referencing Robi AleWordsr tjioawlren,alasd i Ag talhee®ar,rett 6s
Wo menoés P e parigipat®sanghe contemporasyi der trend of Odat homed inter
figures in which the home became a domain of revelato
personaltySe e Ri ¢ h a 1Signs & éintimaoynThe Liéerary Celebrity in the "Ageloferviewing'd ,

Victorian Literature and Culturg251 (1997) 159 177.

327Yates, 6 Cel ebrities at Ho me: No DCLXI Mi ss Ch,815 otte Rob
816

328|bid., 816.
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By receiving The Worldinterviewer at home Robinson, like Agnes Garrett, ensured that
the article displayed her home/showroom to the wider publc as (although not ilustrated) it
gave a rich textual description of the inter
Robinson has made so pecul i ar thgr sudtess, wanmem dé r e
interior decorators, like their male rivals, placed considerable emphasis on distinguishing
themselves from their competitors. As with the Garretts, whose home at 2 Gower Street

displayed their tasteful Queen Arnmspired style, Robhis o n 6 s h o me reflect e
populist floral, heaviydecorated style. Her interviewer enthused:

There lurks in most of the decorative objects to be found in No. 10 Plymouth Grove, an

ingenious combination of use anthstebfedngt y ¢é all tr
intention, and harmony of colour. Mi ss Robinson ha
culto which supresses individuality, despises comf

dadoes and dirty yellow draperies, converting homesclwtghould reflect the personal

characteristics into mere cheap bsibrac museums, full of peacock feathers, old clocks, and

pottery329
I n fact, the Aesthetic style of house decora
have influenced mangf Robinsonés | avi dhelagicle acknowledgenit e d d
this claiming that, although the -hirlbr acrryadzse 0@
6while waiting in the easy | ounge obtwughthe fir

in which Morris papers, Walter Crane designs, and modern aesthetic departures play promine nt
pardts o

Interviews with Faithfull describe this room as dedicated to her own literary career. For
example, in her interview fof he Wo men 6 €, PE a nty h fPualpl comment s
was Miss Robinsonds special care, she planne
room is quite charming. It has a cosy tied freplace and cezdmored overmantle, cleverly

contrived bookcases and rads my books and papers, &c., and in it | spend the greater part

of my33dhe adicle nTheWorldi s unillustrated, but Robin
Arrangement of a Libraryé, drawn bTheQueen t o |
329 pjd., 815.
330|pid., 815.

331 Mi ss Char | dhetWwameR's Renny Bapdr '
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[Figure 2.17 may give some indication as to its appear@iédhe furniture is severe, and the
wals lined with heavy wooden bookcases, but the folate wallpaper, sumptuous drapery and
ornamental porcelain provide lightness and relief.

Anot her o f luskRatidns mosnbtheQueen i descri bed as the 6
a Gener al M d-igurei 211§, seBs dorpiovid¢ clues as to the organisation of her
own working space at 10 Plymouth Grové. The descri ption of Rob
wor ks hop 6, thegosrnalgti farTdnen\Wolddys strikingly like that of the morning room
llustrated in The QueenThe Worldd escr i bes how O tpaper actoasvaent i o
pleasant background to the engravings©éo, t he
notes:

a cunningly devised cabinet which fits into the angle of the wall by the fireplace opposite the

door, and with laudable pride its designer points out its various mysteries and contents; the

rare bits of china which stand in the wedinstructed ncaes have each and alll a hi
through the bevelled glass doors enclosing a little centre cabinet lined with Japanese leather

gleam the fantastic Chinese visitiigar ds received during Miss Robinso

Pacific334

A similar cabinet is visibleto the right of the freplace iThe Queenilustration. Like

Ro b i ns on dhe Queenliisiratien, shows a writng desk and easel. The caption notes

t hat the d6angl es [ ar e] filled -amirtalc , b &o kcc.abs e
advises  a t 6any spaces of wall to be seen [ are
i mpercept i®TheWopdd ¢ $ er nbes oéan elaborate but d
one side of t he r oomo wi t h 6various d shel ve
c o mp ar £3fnAgait, s Similar ftment is visible to the right of the windowTihe Queen

llustration. It is apparent that, like the Garretts, Robinson drew on her own home to illustrate
her lterary output.

82Charlotte Robinson, 6SuggeThd Queen29 DecembeX 1888287 e ment of L
338Charlotte Robinson, 6Arr angEmueensdddcemher B8N r a l Mornin
334 Robinson is not known to have visited China, so presumably these were received during her American
travels.Yates, 6 Cel ebriti es at Homee RWobiMGLoXd aMi sPd yQioairtiho tGr ov e
815.

3%Robinson, O6Arrangement aef a General Morning Roomd, 8

336Yates,6 Cel ebrities at Ho me: No DCLXI Mi ss Ch,815]l otte Rob
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I n many ways, Robinsonoés populist decor af
rejects categorisation. It borrows heavily from Aetti'an and floral motifs are a trademark:
The Worldc o mme nt s t hat 0fl ower s al ways pl ay an
sur r o ulA’ddomgesvée r Robinsonds awareness of the
distinguish her work from that of froer competitors is tempered by a consciousness that an

unwavering dedication to a set of stylistic rules could alenate potential clents. Instead, she

emphasises personal expression, comfort an
complacently from ae xal t ed position above the Il ong na
pictures as wel/l as O0OThe Disgrace of the Fanm

in a huge muzzle OFor the Safety of tntre Publ i
s p o’ Hay interviewer oThe Womenos aBé&reny 6Papgou find pe
li ke to have their own homes arranged accord
Robinson replied O6That i s danbt wishhiedireet>agneuth o b j e
as to advise; the more individud8IRdlyinsmonohki
flexible, personalitydriven approach to decoration seems to have been designed intentionally

with the aim of attracting the broadexissible range of clients.

Caroline Crommelin

In 1888, when Crommelin launched her career as an interior decorator, she was probably living

in London with her sister, May Crommelin, at Edinburgh Mansions, Victoria Stregtrg

2.19.340 Edinburgh Mansions now destroyed, was a neviyilt apartment buiding a ten
minute walk from Crommelinbés shop on Bucking
iving there in 1893, but by 1901 Caroline had moved to nearby Morpeth Mansiange|

2.19 with Robert Baton Shaw, whom she had married in 18%5Research has not uncovered

any at home interviews with Crommelin and there is imited evidence elucidating whether she
used her home professionally. Likewise, Crommelin did not use her own home to ilustrate

OFuurng t and Decorationé6, the interior decor at

337 |bid.

338 |bid.

3399 Mi s s Ch ar | ®@TheWemeR® Renny Bapen

3401881 and 1891United Kingdom census, https://www.ancestry.co.uk/ [accessed 3/05/2016].

3411901 United Kingdom census, https://www.ancestry.co.uk/ [accessed 3/05/2016].
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sister34? It may be that her aristocratic background meant she was reluctant to accept public
intrusion into her home or, later, that her husband objected. The forreastaseems unlikely,
considering May Crommelin herself was to conduct an interview in the home she shared with

her sistep43

|t is |likely that, like the Garretts and
potential as a showroom for her work. Aseautt, it is worth examining the description of the
Crommel i nséb home and considering what it re
interview describes O6a pretty little flatédé a

awelf i 11 ed bookcase ¢é gdoorepens and Adeiits gguéntoa oongt he hal |

carpeted passage, lined with a high dado of-al@white Indian matting, above which, on

art paper of the same colours, hang several framed photographs ... A little way down on the

|l eft i's Miss Goommuheh is laidddewn with intidan matting, and contains

an unusually large, workmanlieoking writing-table, replete with little drawers, big

drawers, and raised desk. The principal feature of this room is a carved oak fireplace, reaching

nearly to theseiling, and which is quite original in design and execution. There is a handsome

old oak dower chest standingamelhawd héowitrdowabher e

and there a few good Chippendale chéirs.

The oak freplace may be similar to tligscribed by th&elfast Newd etteras O6an oak ma
piece and over mantel with little cupboards and a centre mirror has been designed by Miss

Crommelin for Latmok, nghe oambdi.cle describes
drawing roomb:

thecurtains are made of some blue art fabric, the walls are pale yellow with a lighter frieze

above, and are encrusted with memories of the | ast
is of dark walnut, as are the overmantle aagére the doors are panell with Japanese

raised paper, a long carved bracket has an excellent background of choice photographs, and

there is a delightful | i t t-totta andcbue tgpestrp ovare r 6 , drape
which is a carved rail and shelff filled with oddsdeends of china, pet bits of blue Dutch Delft,

and quaint little old brasses and bronzes from Munich and Florence. There is an Innocenza

342May Crommelin andCaroline Shaw [née Crommelinp Fur ni t ure and Decorationd in
Some Arts and Craffdondon: E.P. Dutton, 1903)1i 138.

343Helen C. Black,Notable Women Authors of the Day: Biographical Sket@Basgow: David Bryce and
Sons, 1898 210 222.

344 1bid., 211 212.

3456 Mep 0 bi t a n BelstNewd @ttér,9 March 1891, 8.
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framed in boxvood, and on the small tables yonder are some little carved wabalds uch
as are used in Holland, atd-fashioned brass Lucernina, and many more little souvenirs, all

of which she has gathered together on foreign excursitns.

The use of Indian matting, Japanese panel paper, ceramics, art papers and fabrics, and blue and
white with pale yelow, firmly suate the interior as typical of the Aesthetic movement. The

souvenirs, photographs and otlerb | e t sompletn@nt the eclecticism of the Aesthetic
styl e, but also serve to publicise May Cr omm

Most interesting, howeve is the furniture and woodwork. Crommelin may have
designed the -téawnlues,ua bor iwgiintailngg carved firepl
overmantle, étagere, cosy corner, and carved rai, sheff and brackets. The proliferation of
antiques, includig an oak chest, a clafwoted table and Chippendale chair, is also notable.
Crommelin, who advised prospective house decorators to study antique furniture, gained
considerable renown for her specialism as an antique dealer and a designer of reproduction
pieces34” By displaying such pieces within her home, she could advertise her connoisseurship
to vistting friends and family. We know that the Garretts, Robinson and Crommelin were not
the only women interior decorators to employ this technique. Sylia Ratkkgords that her
mot her decorated the Pankhur st fami |l yoés Lond
t he st ock 3¢ fPankhonst, rwhoo witld Ise6 husband frequently entertained poltical
acquaintances at her London address, 8 Russel Squauwlel have been aware that displaying
her stock to advantage in her tastefully decorated home would not have hurt sales at Emerson
& Co. Lynne Wal Kker has wused contemporary | me
League at P a Ridguke 22%t0 desonstate nhew, iy joining the artistc and the

domestic, she transformed the domestic sphere into a public/professionat*arena.

346 Black, Notable Women Authors of the D&12 213.

347Crommelin and Shaw o6 Furniture and Decorationo, 131.
48gyviaPankhur st , 6 My &« #ardot AWpuithfed. Xyselhwhén Young, Bsamous Women of
Today(London: F. Muller, 1936) 263; Sylvia PankhurstThe Life of Emmeline Pankhurst: The Suffragette

Struggl e for Wdlonedan:6TsWeGertaurie,el®35P8.1 p

9 . ynne Walker, o6Locating thegel BbhiltiRes hi Akchgt ¢ dhteure

Womenés St uddezs(S@umerr2008),r18B0y 6 Conf erence of the Womends F
Russel5 q u aThe @Graphic 12 December 1891, 688.
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Warehouses

Unlike Robinson and Crommelin, who both listed their shops as their primary business
premises, the Garrettousins listed their hon#? It was not, however, the only professional

space they occupied. Between 1hii79 and 1899 the cousins rented a warehouse at 4 Morwell

Street Figure 2.1.3°1Agai n, they were following Morrisbod
Geoge Wardle wrote that, in around 1877, 6the
premises in Oxford Street for show32rAe@ms an

result, Morris & Co took a 2¥ear lease on at 264 Oxford Street, later renurdodd9, in the
heart of the West EndFigures 2.21and 2.22.3%2 This showroom, which had two dedicated

members of staff, also functioned as a retai
was, presumably, open daily to the general pékfic.

In conta s t to Morrisds West End premises, t h
Tottenham Court Road, only a thveenute walk from their home at 2 Gower Street.
Tottenham Court Road, long favoured by cabinetmakers and upholsterers was, by the 1860s
the centrefor middle-class retail furnishing (Maple & Co., Shoolbred & Co. and Oetzmann &

Co. all had shops in the areddure 2.1]).35° Whether 4 Morwell Street functioned as a retail
space in the same way 1is uncertaitmave aTead8 use
function. Whie now the term designates a large storage facility, then, it could apply to any
retail establishment housing warg8. Whie Morwell Street was by no means as busy a
shopping thoroughfare as Tottenham Court Road, it was homeaataga of other retaiers.

Next door to the Garretts was the shop of George Buck, fle and tool makers and down the road

at1921 Mor wel | Street, 6 F. Moeder 6 would o6furn

350SeeKel | yos Post Offi ce (lbbrmondroeerickBKelly,i18721900). Di r ect or y
351 The warehouse on Morwell Street, formerly Tavistock Mews, was newly built and the Garrett cousins were
the first tenants of the building. They may also have rented part of 3 Morwell Sraeford, Enterprising

Women 185 and 185n.

352Wardle,'Memorial d Willam Morris', 13

353Wardle, 'Memorial of Wiliam Morris', 20Harvey and Pres$Villiam Morris, 142.

354 Harvey and PresyVilliam Morris, 123; Hilary and Ricahrd MyersVilliam Morris Tiles: The Tiles Designs
of William Morris and his Fellowvorkers(liminster: Richard Dennis, 1996), 123.

355 Clive Edwards grottenham Court Road: THehangingFo r t u n e s  oFfirniture Sirekip 1859 5 0 6
The London JournaB6, 2 (July 2011): 140160.

356 Alison AdburghamShops and Shopping 1800914(London: Harper Collins, 1985), 14.
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s y s t3%@ Hawever, Morwell Street was nobime to the variety of establishments likely to
attract the type of upmarket clents targeted by the Garretts. In addition, as Charles Essam is
the only proven Garrett employee, it is doubtful whether the cousins had enough staff to keep

the warehouse opetaily.

An 1896 notice in the Womenbés Library col
by the Misses Rhoda and Agnes GaFiguree224p at t
implies that the space was, at least on occasion, open to the3pubdlowever, the notice,
which advertised that the warehouse was open for the sale, 10am until 4pm, from 30 November
to 5 December 1896, is unpublished and appears to be in the form of a private invitation,

implying that the public opening was an exceptional evenither evidence as to how the

Garretts used the warehouse iIis provided by H
choosing carpets, first at 2 Gower St¥¥eet (s
I n July of the same year, he described anoth

right & went with them to their warehouse where | saw lots of nice furniture & chose some
good t hi ngs .3fExamining htte evidemae s ieseems prokathat, whie clients

were able to visit the warehouse by appointment, it was not open to the public daily. Instead,

the Garretts used the space to hold special sales and exhibitiorSh{geer Three] and to

store their stock. Crommelin had a similat ar age O0depot 06, in the V
[Figure 2.19, which she never advertised as open to the public, but used to store larger

furniture, tapestries and carpéts.

In 1899 the lease on the warehouse expired and, perhaps as Agnes Garrett was close to
retrement, the contents were sold at auction. Research has uncovered a previously unknown,
annotated, Philips Son, and Neale catalogue for the Apjeefdix Two], which took place

857 Crawford, Enterprising Women185n; Advertisement for F. Moed&tptes and Querie$ July 1882, 280.

358 Christmas Sale of Furniture by the Misses Rhoda and Agnes Gap®f9/02/105 Autograph Letter
Collecton, Womenés Library, London School of Economics, Lonc

859 Hubert Parry, Diary for 14 May 1881 to 30 November 1881, entry on 2 April 1881, Shulbrede Priory,
Lynchmere.

360|bid., entry on 8 July 1881.

%1Billington, WoSemé, Ptag&tical
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on 27 July 1899%2The catalogue provides a tantalising snapshot of thetityu and range of

goods stocked by the Garretts. It contained
English and artistic furniturebo. The |l ot des
impossible to discern whether the fumit e descripted is oOvaluabl e
6artistic furnitureo. While the <catalogue d

Chippendale, most of the descriptions give lttle or no indication of the age or appearance of

the item. For exaple, Lord Kelin [seeChapter Four] bought three 1ot s:
[mahogany banded with satmo o d | chest of 5 drawersd for
mahogany tables for t wo pounds five shillin

jardiniéee st anddé for o nestwauld e teenptiegvte assunse that all then g s .
furniture not specifically lsted as antique was designed by the Garretts themselves but,

afthough further research may lead to the identfication of some of the iter@areedt
designed, it is likely that they also stocked work by other contemporary designers.

The catalogue does, however, reveal several details about the Garrett business. The
large quantity of stock held in the 4 Morwell Street warehouse intimateshénaenterprise,
ke Morris & Co., was substantial. The value of the stock, as sold at the auction, was five
hundred and thirtfive pounds, seventeen shilings and sixpence (approximately £55, 330 in
t oday 0 s e fois were mostly furniture, lafgemahogany, but with walnut also
common. The furniture varied in size, but much of it was large (over three feet high) meaning
a warehouse would have been essential for storage. Small items, including chairs, jardiniéres,
trays, mirrors, barometers, Parsicarpets, Japanese panels, four Persian rugs and Wedgwood
china, were also wetkepresented®® Based on the range of items avaiable for sale in the
auction, the Garretts would have been able to furnish a house from top to bottom. The
cat al oguend sire partcaasly iatdrasting, but frustratingly hard to decipher. Some of
the names of purchasers, aside from Lord Kelvin, can be identified as people known to have a

connection to the Garretts. For e x atapthee , 6 Mr

362 philips, Son & NealA Catalogue of Valuable Old English and Artistic Furnitftendon: Dryden Press,
1899).

363 |pid.
364 |bid.; www.measuringworth.com/ukcompargaccessed 24/01/2018].
385Bji |l lingt on, 6Some Practical Womenéo, 193.

365 philips, Son & Neal A Catalogue of Valuable Old English and Artistic Furniture

109



wi f e of W. J . Loftie, who commi ssioned t he C

cataloguebs annotations wildl l ead to the ide
Shops

In 1895, the popular monthly magazifidne Idlerclaimed h at  a-increaseng army of lady
shopkeepersdé had invaded the fashionabl e bu
decorators, a o6very successful cl as3€Thef | ady

frst women interior decorators, Agnesd Rhoda Garrett, without dedicated retail premises,
were not part of this army. This may, atleast in part, have been aresult of contemporary societal
codes for gentlewomen. Undertaking private commissions was permissible, but to blatantly
engage in cmmerce by opening aretail establishment on the high street w#< fibtougho ut

the nineteenth century, however, this societal disapprobation began to break down, and women
from an increasingly wide range of social classes began to engage #f%edailaresult, the
changing nature of the professional spaces occupied by women interior decorators during the
period in question are a key indicator of changing atttudes to women in business more
generally. Robinson, whose father was a barrister, was a meoflibe professional class.
Crommelin was a member of the Northern Irish gentry. As both women opened their shops in
the 1880s they were amongst the vanguard of female shopkeepers as posttiditeidigt

The women, however, clearly faced opposition.1B88, Emiy Faithfull wrote to the
Sheffield & Rotherham Independdatcorrect their previous mistaken assertion that Robinson
was a O6saleswomand, asser t3¥dhs impliasathat Rollineon wa s  a

was keen to emphasise that her kveras a profession, rather than a trade. Several sources

366 gnot a, O6Ladi eTheldles NoSdmbep k885e47&8%. s 0 ,

367 There has been a considerable amount of work done on Ioiddie-class whitecollar shopgirls in the
nineteenth century, including Lisa Shapiro Sand@mmsuming Fantasies: Labor, Leisure, and the London
Shopgirl, 18801920, (Ohio: Ohio University Press, 2006) and Pamela Cox and Annabel H&Heypgirls:
TheTrue Story of Life Beyond the Counfesndon: Hutchison, 2014). However, frustratingly, scholarship has
not, as yet, devoted attention to uppeddle-class shop owners. Contemporary novels, suceasge Gissing,
The Odd Wome(London: Lawrence and Belh, 1893) and Amy LevyThe Romance of a Shdmndon: T.
Fisher Unwin, 1888), reveal the extent of societal disapprobation oflsdening as a profession for middle
class women.

368 Jennifer Aston-emale Entrepreneurship in Nineteer@®ntury England: Enggement in the Urban

EconomyLondon: Palgrave Macmillan, 2016); Ellen Jorddarh e Wo mend6s Movement and Wom
Employment in Nineteenth Century Britafhondon: Routledge, 1999); Deborah SimonténHistory of

European Wo men 6s PrdgentlondonliRowllédget 1®98X h e

3693 L o n d o n SHeffidldtardrRotherham GazetfeJanuary 1888, 3.
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I mply t hat Robinsonds ventur e was 1M88) i niti
revealed that o6after opening her rooms of ar
andnosaes esul ted frPd®i mhlearwvlentumedexan newspape
ensued many days of trial and discouragement, when no sales were made, when stock
accumul ated and became .36 despite thedse imtial tpwlllemso n he
Robinson prsevered and, as evidence suggests, was ultimately successful: she was able to rent
premises in various prominent urban locations for a total of seventeen years. Whie male
decorators were also lkely to struggle in the intial years of business, thig Something

emphasised in similar press reports.

Crommelin was similarly successful, remaining in business from 1888 to at least 1903.
Theldlerc | ai med an 6armydé6 followed t h éppdhddbi nson/
One demonstrates, the growing roem of women, including Fanny and Louisa Frith and Edith
Wetton, who subsequently launched careers in interior decoration, typically operated from
retail premises. Like Robinson and Crommelin, they used their shops to sell their own designs,
or those of dters, for furniture, textles, walpaper, decorative art objects etc. As wel as
providing a valuable additional income strea
work, publicised their style and attracted private clients for decorative Wdvk. Edwards
has demonstrated the importance, in the second half of the nineteenth century, of the artistic
retaler as a precursor to the modern professional interior dec®fa®y.supplying as well,
as advising, Robinson and Crommelin, and their ls@scessors, were, like their main

competitors, fuly participating in the contemporary market for interior decoration.

Location

Notably, Robinson, the frst women decorator to operate retal premises, did so from
Manchester and not London. Although shengie in Yorkshire, immediately prior to opening

her first shop in 1884, Robinson had (probably) been lving in London with Emily Faithfull.
Faithfull comment ed on her decision: 0 Mi ss

regardless of that bugbear atiterrifies most women, the loss of social status, she put up her

370 Frances Willard Occupations for Women: A Book of Practical Suggestions for the Material Advancement,
the Mental and Physical Development, and theedl and Spiritual Uplift of WomeNew York: The Success
Company,189y7 250.

3716 Mi s s Ch ar | oBrenham BadylBarme0 Jurde,1893, 2.

82Clive Edwards, 6Complete House Furnish«€entuy The Ret ai
Londond Journal of Interior Design38:1 (2013): 117.
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own name over the door and without the leastassertion entered into competition with the

stern& Conasxdlering Christabel Pankhurstods <cl a
uni | her move to London in 1887 before openirt
have been indiscreet for a barristerdés wife

Robinsonds dec ?% 8he may hase been ingpredt dybWile Morris who,

hoping to find new customers in the northern artistic circles, had, also in 1884, opened a
showroom in Manchester at 35 John Dalton Stré@ufe 2.24.37° Around the corner,
Robinson took a tegear lease for £250 a year on the ground fland basement of 64 King

Street Figures 2.24and 2.25.376 An idea of the considerable scale of the premises can be
gained by an examination of surviving floor pldfgure 2.24.

Robinsonos Manchester enterprise w@gs a s
Street in 1887 Higure 2.24, she maintained premises in the city until at least £900.
Interestingly, when the Pankhurst family returned to Manchester at the turn of the century,
Emmeline closed her London branch of Emerson & Co., reopening in Mamchested the
corner from RobinsonHgure 2.24.378 In contrast, in October 1888, Robinson expanded her
empire, opening a London branch at 20 Brook Street in the fashionable West End shopping
district [Figure 2.21.379 The choice of location is significant: st though not al, of the
women interior decorators to open retail establishments in the later nineteenth century did so

in Mayfair or the surrounding area. Helen and Isabel Woollan were also on Brook Street;

SFaithfull, 6Ladiié2s DespteF Shtolptkelelplesr sprrotléstations that
own name, evidence inmp$ thatRobinsororiginally operated under the aegis of her sister, AnrieeAbdn.

Atherton had been running a shop called the Society of Artists in New Bond Street, London frorael883 [

Appendix Onel.

874 Christabel Pankhurstinshackled: The Story of How We Won the \(bo@don: Hutchinson, 1959), 25.
375Morris & Co. later moved to a more permanent Manchesterhome at 106 Albert Square. Fiona MacCarthy,
William Morris: A Life for our TimglLondon: Alfred A Knopf, 1995) 452 Nicholas Salmon and David Taylor,

60 Mo r r i s$n M&nchesterJournal of the William Morris Societ$2:3 August 197), 17.

37664 King Street leaséMIDBC/6/1, Manchester Diocesan Buildings Company Archives, Chethams Library
Manchester.

377S| at er6s Directory of Manchegdtoemrd,onSalKfedrd ¢ GasnddDiSelzu rob
1900).

378 Manchesterwas notthe only cibyitside Londorthatlaid claim to the shop of a female decorator. Miss
Clifford launched her career in Bristol and, from the late 1880s, Mrs Frank Oliver had a shop on Eadt Stre
Brighton, though, like Robinson, she later opened second premises in Mayfakpfeeeix One).

399 Ye st er day 6ldoydE @eeklgNewspapé, Ocbber1838, 1.
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Emerson & Co. had premises on Regents Stiest;innes was based on Hanover Square; and
Jessie WhytdValton, the Society of Artists, Steadman and Rayment, Mrs Frank Olver and
Miss E. Scott all had shops based on New Bond Street and/or Old Bond Street [2.21]
[seeAppendix One].

In contrast tahe larger furniture warehouses, such as Maple & Co., Shoolbred & Co.
and Oetzmann & Co., of Tottenham Court Road, shops in Mayfair were then, as now, often
6small , a 1% Mayfar rws haime dor thée .upmarket covered shopping promenade
Burlington Arcade, and close to new shopping destination Liberty on Regents 3&trébére
were furniture retailers in the area, including Morant & Co. on Woodstock Street, Smee and
Cobay on New Bond Street; William Snell on Albemarle Street; and Holand & Sons ort Moun
Street. These, however, tended to be smaller establishments catering to a more elite3#fentele.
It may be that the nineteenth century publ i
keeping smaller, boutique premises in a genteel area, than vast warehouses full of furniture in
a district associated as much with manufacturing as it was with3¢ét&lternatively, their
choice of Mayfair may reflect their awareness of the growimgale market for interior
decoration. As Judith Walkowitz, Bil Lancaster and Erica Rappaport have demonstrated,
gender was central to the commercialization of Londah doring the late nineteenth century,
shopping in the West End became increasingly defined as a pleasurable and appropriate leisure
activity for middle and upperclass womer84

380 Charles Dickens JnrDickens's Dictionary of London: Adnconventional Handboakondon: Charles
Dickens,1879, 141.

381 Arthur Lasenby Liberty (1843917) opened Liberty on Regent Street in 1875. By the 1880s the shop had
become a fashionable shopping destination and occupied increasingly large prafigses.
AdburghamLiberty'si A Biography of a Shofondon:George Allen and Unwin1975)

382 Clive Edwards;Turning Houses into Homes History of the Retailing and Consumption of Domestic
FurnishinggAldershot: Ashgate, 2005), 224.

383 ady Granville Gordong La dy S h o\Wdmanelp May 4860, 3.

384 Judith Walkowitz, City of Dreadful Delights: Narratives of Sexual Danger in L-&fietorian London

(Chicago: University of Chicago Press, 1992); Bill Lancastbee Department Store: A Social Histdtyndon:

Leicester University Press, 1995); Erika Rappaft, o ppi ng for Pl easure: Women in
WestEnd Princeton and Oxford: Princeton University Press
Pleasure: Women Consumers of Urban Space in the West End of Londdri, 2880 &larissa Campbell Orr
(ed.),Women in the Victorian Art Worl@ManchesterManchester University Pres4995: 705 85.
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However, Crommelin chose the Victoria area of London when, in 1888, she dpened
6Art at Home Depotd in a suit eFigwef219¥dms at 1
choice of location was clearly a success as, a year later, Crommelin extended her retail space
by taking on two extra floors in the same hot#eThe area was ndtnown for furniture or
upholstery, although Frederick Gorringe, who later developed his drapers shop into a thriving
department store, was based on the same3fdadn 189 1 , Crommel i nés b u:
expand again, this time moving to larger premis¢sl67a Victoria StreetF[gure 2.19.388
Crommelin, who lved in the area, may have chosen Victoria for convenience. She may also
have been influenced by the gravitas provided by the proximity of Buckingham Palace or the
opportunity to attract shoppers d@nmg at Victoria Station on London ddgps. However,
Crommelin was not alone in rejecting the Mayfair area. Others to do so included Marion
Murray and Fanny and Isabel Frith (both Fuham Road), Edith Wetton (Kensington High
Street), Mrs Muller (Sloane ®et) and Mrs Masters (Hanover Square) [gpeendix One].

Clientele

While Lynne WalKker has suggested that althou
Queen Anne, was associated with femininity,
[Figures 2.15 and 2.27, often in made in heavy wood, are substantial, architectural and
aesthetically in a style identified by Juliet Kinchin as typically mascéfiben comparison,

their more retaffocused successors, such as Robinson and Crommelin, were taerfalre

their goods targeted tHemale market. This was a canny decision because, as historians such

as Deborah Cohen and Judith Neiswander have highlighted, during the nineteenth century the

38Mi s s Car ol i nTeh eCrVvéonmmeen 6 s P23 dlovemper BB8% B r

386 From this date, thpress often gives tifei r ad@ress as 143 Victoria Street: it is not known if this is an
error, or if Art at Home encomgssed two buildings on the same stréetle t r o p o | i Belfast Ne®s s s i p 6,
Letter, 17 September 1888, 8.

387Harvey and PresyVilliam Morris, 77.

388 9 Met r o p ol iBelfast Ne®Be astter,i9 Mérch 1891, 8Mrs Avantwas later to also to base her
enterpise on Victoria Street [se&ppendix One].

%L ynne Walker, 6Locating the Global/ Rethinking the Lo
Womenés St ud3ezs(S@umerr2008),r180y Jul i et Ki nchi n-Centary Bssagsr i or s : |
on the 6Masculined and t he 0TFhe @endercd OjedMBTiestd: i n Pat Ki
Manchester University Press, 1996):i 29.
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responsibility for the decoration of the home shited froenno womeri?® Partly, this was

the result of the calls of prominent feminists, such as the Garretts, for women to take control
of their domestic environments [s€bapter One]. Inturn, this bolstered the businesses of the
women interior decorators themse$ as the resuttarfemale market for interior decoration
required new methods of consuming. Shopping habits had changed, and, as a result, shops had
to change, and who better to supply these feemale consumers than other women? Robinson

and Crommelin bth ensured that their shops, and the stock they sold in them, were attractive
to women.

The glowing description ofT hRo bWonmam®s VBorr
highlights the extent to which the decorator was targeting women:

Mi s s Ro bi n staeigis Bropk Siréet, rosvenor Square, and here she shows all

sorts of things that make existence and our boudoirs pleasant. There are the ingilleisus

douxwriting table§ usefulto fill either a corner or an impracticable windoiwith their

flaps, and their queer unexpected resources for concealing the paraphernalia of the modern

ladyds faids to compositiono. -Jtdndspnarbeth &itere are t he ¢
Mme . Marie Roze, which enable evemedgthemumisdad car el

in good order331

The article directly positions the consumer
feminine terms as Oprettybo. Li kewise, Robins
writing tables for scribing love nateand a music stanmthmed after a female celebdfz While

this description is, of course, contained in a publication directly targeting women, it nonetheless

demonstrates that Robinson did not intend her shop to be a masculine space.

Other descriptio s of Robinsonds various retail C
feminine terminology. The Northern Echmot ed Robinsonds OTthea i Nt y
Sheffield Daily Gazet@e scr i bed her o&épretty Ilittle shop |
r avelesdletr ecommended OMiss Charlotte HRbeinson

Sheffield Evening Telegraghxt ol |l ed the O6pretty thingséo, i n

390 Deborah Cohertlousehold Gods: the British and their BessiongLondon Yale University Press, 26J)
89 122; Judith Neiswandemhe Cosmopolitan Interior: Liberalism and the British Home, 1i8/14(London:
Paul Mellon Centre for Studies in British Art, 20083 191.

¥91Bjillington, 6Somé4 PKaothtal| ®omikeenitiuorrys : EsNsianyest eoenn tthh e
and the 6Femiigiined Roomd, 12

3921bid, 12 29. Marie Roze (184i61926) was a popular French operatic soprano.
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shaped screend, a writing table @&uwmc commeo rclowl
pretty cushioné, to be®bephndt iacdcnsheof 6A@bhinhyo
for example, The Queerand T h e  Wo ma n[Bigures\2o28ahd®.29 ilustrate some of

the smal, delicate, feminine articles of furniture for avhi Robinsonéds empor
known3°4 The majority are small, with delicate embelishments and decorative carving. While
descriptions of Crommelinds two Victoria sho

reveal that, ke Robinson, she was awafréhe buying power of women.

The Belfast Newketternot ed t hat , at her shop, 0t he ¢
all be procured in the newest, prettiest and most perfect designs. All the airy and tasteful designs
that mark a cultured woman&%® Aghip the eonsumarns be s
postioned as female and the stock described, in feminine terms, as pretty and airy. Crommelin
also attracted female consumers by holding events such as the 1891 opening of her new
Victoria Street premises, at whiicshs d&h uwnndnred d sn
hospitality and inspected the antique furniture, old and new brocades, old siver, brasswork,
with all the beautiful examples of carving, inlaying and engraving. Mingling tea and
conversation, gossip and criticism, exactly as the nursgryma put s it Aupstail
and in my | &8 gnrelinecPamkmistewas) later, to employ a similar tathie
Wo me n 6 s P enoted yhat,Rabaseasonal show at Emerson & Co.:

Mrs Pankhurst, in her capacity as hostess, had thoughtfollyded her guests with tea before

inspection of her many artistic novelties. The pr
introduction and | fancy ladies will be inclined to linger over their shopping in this pleasant

abode if able to obtain a cup of teat of the dainty Japanese china which adorns Mrs

Pankhurst3%s tea table.

398 Not es o mMheMarthérn Exhpld Novemberl89Q 3; 0 Gi,THeSheildsDaily Gardital
April 1890 4; 06Answers of LHedalet Dle clhopraitli 0ln8d9,3 , 15; TheMi s s Char |
Sheffield Evening Telegrap®8 May 1891 4.

84Bjillington, 6 So me (Parlatte Rabinsan, Chiviotte ®RabidsdArtistR Fyrniture
Designed by Miss TRehQaeeh20 DeteenbeR1888,i 896 o n 6 ,

3953 Met r o p ol iBeldast Ne@d ettar, il September 1888, 8.
3635 Met r o o4 sBeliadt Newd etter, 9 March 1891, 8.

376 At Messrs Emer sTcthreé sWoSne a9 s n IB2ovemper PSA0p Gil.r
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Here, we see Crommelin and Pankhurst cannily attracting custom by mimicking the new

feminine social spaces, such as clubs, department stores and tea rooms, opening in the West
End398

Specialisation

Harvey and Press have demonstrated that, by creating a range of products unified by style,
William Morris was moving towards an innovai
Al ookd was perhaps the fi rbyga broadospebtrene ofrtte i nst
p o p ul 38 Whienthis. creation of a house style is a feature of the world of interior
decoration and design today, then it was a new departure. The Garretts, known for their
harmonious Queen Anne style, were early adopters of this n#thotheir successors,

including Robinson and Crommelin, folowed their example by ensuring that the range of

goods on sale in their retail premises was reflective of their stylistic specialisation.

Robinson became well known for her highly decorative approach to design. Al the
desciptions of her stock and shop comment on her specialisation in floral painting. Among the
floral items described by tidorthern Echowere a table, paper cutters, panels, a music stand,
bags and a banj¥! The Shields Daily Gazette nt hus e d t h avhich étdot ia themi mo s a
jardiniere among the screens looked no more floral than the painted flowers that were grouped
about it, so true to nature were the latter. They gve all the effect of real fowers scattered
t hr ough 4%hThe prolfeatins 6f floa | decoration in Robinson
the ilustrations of her stock published in the contemporary pFagsrés 2.28and2.29. She
presumably designed her fioidécorated furniture to appeal to teenale market for interior
design. The pressiowever, did not always admire her populist style and her penchant for

flower painting occasionally attracted condemnation.

The WomandesmpWoaarilnde d about her &étoo great

furnitureod, cl ai mi hegthattthe draly tedrible painted mir@rs, goefdlsg d u e

398 RappaportShopping for Pleasure Wal ker , 6Vistas of amfdSergeslaumand ; Geof fr
(eds.) Cathedrals of @nsumption: The European Department Store, 18®39(Aldershot: Ashgate, 1999).

399 Harvey and Pres¥Villiam Morris, 81 82.
400pid, 82.
01 6Not es o MorfharsHechob3riNovember 1890, 3.

4026 Gi r | s TieoShiedds paily, Gazettek
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to all canons of art, enjoyed t K& iThoughhappi l
disparaging, this reference hints at the wid
universally admredp t he press were Robinsonoés designs
press admired the billetoux table Figures 2.28and2.29, which Robinson had patented in

1889, particularly frequently. Patenting was rare for nineteemiiiury women: the highest

annual percentage of patents registered by women before 1900 was 2.4% in 1898, most of
which were in the clothing, cycling and cooking categdfi@sBy patenting, Robinson may

have been attempting to assert her professional status in the face of her pmolessional

training.

Arguably, this paid off, as trade journ@he CabinetMaker and Art Furnishefwhich

carried a weekly list of applications for patents and patents issued) was amongst the
publications to extol the tablesdé virtues:

The fMudTeekl ed (registered) é formed the principal
of Miss Charlotte Robinson, or Brook Street New Bond Street. The novelty of invention

consists in the fact that it can either be used as a square or a corner table. Theitatter is

normal condition, while it is easily converted into a square by simply opening the two angular

flaps, which, when open, are supported by the swing brackets shutting flat against the side

when notin use. The little boxes in the underframing are, dupme, intended for the reception

of papers, manuscripts, drawings &%.

That the leading journal for the furniture and furnishing trade in Britain in the late Victorian
perodl auded Robinsondés work in an ar trencihge, wr i
an array of the most popular (male) furniture retailers, including Oetzmann & Co., Maple &

Co., Shoolbred & Co., Colinson & Lock, Heal & Sons, Wiliam Whitely, Liberty and Graham

& Biddle, is remarkabléd% Cl ear | vy, Robinsonong onewch the game s e w

scale as those of her male competitors.

While Crommelin recognised the importance of the growing female market for interior

decoration, her shop was |l ess overtly f e mi

48Bji | lington, 6Some Practical Womeno, 194.

404 Stephen van Dulkerinventing the 19th Century: 100 Inventions That Shaped the Victoria(N&ge York:
New York University Press, 2006), 10.

4056 The Chri st mas WiTmedabwst MakerandAreFudhersl dadyary 1889, 174.

4081bid., 169 174.
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recommended to 1891 corresplents ofWomanmagazi neds interior d e
column, provides a snapshot of the range of her stéakure 2.30.4°7 The smoking
overmantle, pipe racks and cupboards for cigarettes were all items associated with

masculinity?98 Several of the itemsecorded, including the two screens, were antique. The
Belfast Newdetternot ed t hat Crommelinds specialism | a

She has a genius for collecting antique furniture from every period of which artists ajyprove

the old oak of @eahogamyeolf Sh&raton anid @kippendalk, ehe French

inlaying of the First Empire days, or the earlier magnificence of Louis Quinze and Quatorze.

Whether it be an old buffet, an oak chest, a bureau, an antique cradle, an ingenious writing

table, or any othguiece of rare furniture which is wanted to complete a room, it can be seen

or heard of at Buckingham Palace Rd&l | | ustrations of Crommelinés s hc

articles describing her stock depict some of the antique furniture she specialised in.

An 1897 edition ofThe Housenot ed t hat Opractically no per |

furniturebo i's not represent ehd u4le dheCartidemme | i n
llustrated Figure 2.3] a:

Chippendale chair, dating from the best period of thate at mast er 6s operations.
placed it by an eighteenitentury china cabinet of uncommon type, as the tracery in the doors

is of brass, and an e-zatdcé mavdy pR'detsttyal Dherat on dApil

Clearly, Crommelin was stocking qualty antiquésat could rival her male competitors in
Wardour Street (the centre of the contemporary antiques trade) and, increasingly, “#ayfair.

407Mi 1 1i cent ,ThedBroanhFelruany £888122 Mi | | i ¢ e n The WolnBni9 Febrdany r e 0 ,

1891 22 Mi | 1 i ¢ en The Wadmanl2 Mairch 1891826Mi | | i c e nt ,ThedBrman1® Marchr e 6 ,

1891 22 Mi | | i c ent ,ThedBrman26 Marchrl8122 Mi | | i c ent ,ThedNemanibiApriu r e 6,

1891 2Q Mi | I i ¢ en The WadmanP4 Junetl822 i, | | i cent ,TheA\emanibiJw ur e 6,

1891, 22 Mi I | i ¢ e n The Waman22 July 1891222 NMi, | | i ¢ e nt ,ThedMemanmAugustr e 6 ,

1891, 22 Mi | | i c ent ,ThedBrmanhJeptambee 8922 Mi | | i cent ,TheBrmanh i t ur e 6,
October 189122 Mi | | i ¢ e nt ,ThedvBroan 1 iOttaber&89122 Mi | | i cent ,The®Bman,ni t ur e 6
4 November 189122 Mi | | i c e nt ,ThedNemanhDecemberl89122 Mi | | i cent ,TheFurni tur
Woman 9 December 189122 Mi | | i ¢ e nt ,ThedMoman6 iDécember 489122

48Kinchin, o6lnt€enbusy HEH$sayeeahnhht he O6Mascid ined and t

409 dvietropolitan GossipBelfast Newd etter, 8.
4061 n Sear ch ThefHousdl éecenaber 89, &7g.

411 Ibid.

412 Mark WestgarthA Biographical Dictionary of Nineteenth Century Antique and Curiosity Dedlemsdon:
Regional Furniture Society, 2009)4.
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Articles and interviews provide tantalising gimpses as to how Crommelin acquired this
antique furniture. TheWo me n 6 3y Pdpaeramina i me d t hat she had 6cc«
dealers all over the country, and choice bits of Chippendale, Sheraton and Old Oak furniture
are constantly being conveyeddéd to her premis
in doing business thh the dealerd!® Crommelin replied negatively, but that the interviewer
felt the need to ask implies that, at the time, women were not common in the antiques market.

This was true but, as Heidi Egginton has demonstrated, while scholarship has tended to
owerlook the importance of mddle | a s s womenos invol vement i n

of antiques in Britain, by the turn of the century there was a noticeable female presence in the
antiqgues world* Whi |l e Eggintonds wor k f Comunele,swhon | at
was collecting, seling and writihg about antiques from the 1880s, was clearly instrumental in
engendering this change. TBelfast Newdetterc | ai med t hat Crommel inds
to the front a HWoesSpinniogihea)tm antlueo and ideyior d&got shap g

run by Lady Mary Monckton and Fanny and Louisa Frith as a key exatppleater women

interior decorators with a special interest in antiques included Mrs Innes, Mary Masters and

Helen and Isabel Woollan [ségpendix One].

Crommelin, however, seems to have been particularly innovative. Notonly did she sell
antiques, she also repurposed them and designed and sold reprodWimnsnmagazine
advised a correspondent to buyduCrtommelld wnrdéesa ud
Robinson recommended her antique reproducti
column she wrote forThe Queenmagazine Figure 2.33.416 In the Wisconsin Weekly
Crommelin herself professed:

| pride myself upon some ingenuity in turning to new uses discarded articles of other times.
Old Chippendale wine coolers are transformed jmtdiniere, knife boxes of that same period

into writing paper cases, letter boxes and spirit cabinets. Quairdaiedies of the good old

436 Mi s s Car ol i TheWoments Penayl Papdr,

AHe i di Egginton, 6AiThe Amateur TralBde 40 &o mémpiem tgh & e
the Womendés History Network Annual Conference 2016] .

456 Met r o p ol i Belfast NeWd estter, i8 plavember 18903.

46Mi | I i cent ,ThedvBran 18 iMayl89822; CharlotteRo bi nson, 6 HomeQueencor at i on
23 January 1892, 144.
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times become excellent depositories for tobacco and cigars, while the humktedtedith

its mahogany carvings, looks very handsome as a plant étand.

By dealing in antiques, using them in her decorative schemes, finding nodposes for

them and designing and seling reproductions, Crommelin was able to carve out a niche for
herself as a specialist in the area, and supplement the income she gained from private decorative
commissions.

Display

The types of goods women interi@tecorators chose to refaénd the methods they used to
display them reveal how they positioned themselves in the marketplace. Clve Edwards notes
that from the miel870s, highelgrade artistic retailers focused on displaying goods in room
settings © 06 v i ¢ Astevtineed dy. illustrations of their stock in the contemporary press
[Figures 2.29and 2.31], this was something done by both Robinson and Crommelin. This
implies that both women were attempting to compete in the luxury end of the markegrior
decoration. Edwards has used an 1875 article, originally published Fruthéure Gazetteto

indicate the hierarchy of nineteentbntury London furnishing trades:

First we have the high class houses, represented by such firms as thosewvs{ Gllorant,
Dowbiggin & c., whose reputation is such for the superiority of their products that it is not
necessary for them to make any display whatsoever. Secondly there are firms famous for the
production of articles of high artistic order, of whomckeon and Graham are a fair
representative house. Their windows are never crowded with goods, but exhibit frequently
only one article only, rarely more than two or three, but these always distinguished by some
rare excellence of design or colouring. A th&ind distinct class deal only in old furniture
which realises high prices leaving a goodly resid
they had migrated thither from the South Kensington Museum. A fourth class represented by
such firms as Shoolbred & Cdvarshall and Snelgrove and Maple, make magnificent
displays, in their large wedlrranged windows of resplendent carpets, rich curtain fabrics, and
inlaid cabinet work. A fifth class makes good displays of useful ordinary goods judiciously
ticketed with a view of attracting by price more than by pattern of texture. The houses of

Meeking, Tarn, Oetzmann, Whitely and Venables are representative of thi4*€lass.

76 Mi ss Caroline Cr ommekeklpWiseoxgiif.ai ns her Wor ko,
418 Edwards,Turning Houses into Homge412.

496 0n Window Dressi ng FurmtureéGazette? Oataober 1875y 193 idlive a=dwards,
Turning Houses into Home41Q 111.
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As Edwards notes, these classes are as recognisable today as they were?if 1875.

Research hasnetncovered any images of the womend
we can use this description to analyse where Robinson and Crommelin fit in the contemporary
retail hierarchy. Robinson had some similarities with the second catdduryCabinet Maker
and Art Furnishercommented that her biletoux table was the only item displayed in her
window for Christmas 188%'!Descri ptions of Crommelinds sh
Housemagazine, place her into the third cated@?/.Conversely, we know that, as wel as
artistic furniture, Robinson stocked smaller 4pwiced items, which were populist in design
rather than exampl es *3 fikewise,aQroemeénxdidedt Healoaye o f
in antique furniture, but also stocked antique reproduction, textidswalpaper. Both women

seem to have stocked a range of tems varying in price rom high end to low end.

However, what is clear from mentions of both Robinson and Crommelin in the
contemporary press, is that both women traded heavily on their perssnalineir male
competitors were artistic retailers known as much, if not more, for their stock, than for the
decoration commissions they undertook. In contrast, Robinson and Crommelin were using the

fame accrued through their decorative commissions toosupretail trade which bolstered

their i ncome. For exampl e, when The €abinet si ng
Makerand Art Furnishenot es t hat o6if the |l adies are at p
of the country, they, atany ratk,bave established t hemse%#ves i n

Notably, none of the male retailers mentioned in the article are credited with the status of
0furnishing counsel 0.

Workshops
As the Garrett cousins participated in the 1888 Arts and Crafts Exhibition Society exhibition,

we can name some of the manufacturers who executed their designs. The catalogue lists the
Garrett exhibits as including a carpet by Gates and Marshal, furripi&/. A. & S. Smee, a

420 Edwards,Turning Houses into Homg11.

2l6frhe Chri st mas Wi Mhe Gabiset Makerant At FivEshet74. ,

42261 n Sear ch ThefHousgle89.Lat est &,

423 Charlotte Robinsomy Ar t i st i ¢ FulyniMiwlsrse Cheagil pie¢®@ Robinsond, 896

4246 The Christmas WiThedCabinst Makerandhre FuMmishel®4.0 ,
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panel paper by W. M. Woollams & Co. and a candle and wall sconce executed by metalworker
Alfred Shirley*2> As we have seen, in contrast to the Garretts, who never expanded into
commerce, Robinson and Crommelin were both operating pe&amises from the mid/late

1880s onwards. Again, frustratingly there is no evidence as to who manufactured the goods
Crommelin sold, many of which, as tildomandemonstrates Hgure 2.3Q were not antique.

One name survives regarding Charlotte Robingba:Leamington Spa Couriaeported that

she exhibited a oOoOBorrowdaled rug, designed |
displayed at the 1894 industrial exhibition in Leamington “Spdhere is some evidence to

suggest that Robinson initially rdwer business, in conjunction with, or as a branch of, her
sister Anne At her t oAppendix ®oel It realy pe thatfthe Baciety aft s [ S
Artists, who had been selling o0all kinds of

since 1883were assisting with the supply of stot.

There is evidence to suggest that Robinson produced some of the items sold in her shops
herself*?8 An article on her retail trade, bloyds Weekly Newspapenentioned that artists in
Robinsonds 6 Man csheosctkeertt® Adhttha doospleo pf.64 King Street
[Figure 2.2 s hows, Robinsonds first premises incl
but an equalhsized basement below. It is reasonable to assume that these studios were situated
in this basement and that it was here that Robinson produced hepéont#d stock. Notably,

Emmeline Pankhurst folowed this example with her own Manchester shop. She rented a studio
above her own King Street shop which her daughter Sylia was to use ttakeddesign
work for the business. Christabel Pankhurst wrote of how, after she ceased working at Emerson
& Co and began to concentrate on her law degree, toertyearold Sylia took over the

rol e: 60Sylviabs arti st i ctosgmefphasesofghd undersakirgp t h e

425 Arts & Crafts BExhibition Society, Catalogue ofthe First Exhibitioftondon: Chiswick Press, 1888), 148
42661 ndust ri aleanihgtori Spa Gouriets Becember 18943.

2TKateThornbury, O6Mrs At hert on ohe Pal MalliGazettie2? Desdmbegs B/, n Bond S
11.

428 Although Charlotte Robinson had grand ambitions, it is probable that the women artists in her studios were
restricted to the handecoration of readynade items. There is no evidence to suggest they manufactured any

furniture herself andsourcedse s cri bi ng Robinsondés workshops concentra:
decoration, not carpentry.

4296 Ye st er day 6ldoydE WeeklygNewspapdr,
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especially as her task was “tMmaupporing this, mandaf s i gn
the designs Syl vi a Pankhur st produced for S
sketchbooks, which survive in the Imational Institute of Social History in Amsterdam

[Figure 2.37).431

Further sources suggest that, on moving to London, Robinson opened another
workshop, this time in Paddington and run by her eldest sister Elspeth McCléfaNdtably,

Robinson staffed heworkshops with women. In 1890, thdanchester Timesvrote that

Robinsondés stock was decorated by women in h
proper training, al l t "€ The Shefkield Evenidgdele@raph d o n e
noted:

| askedMiss Robinson where she gets all these dainty and tasteful little articles turned out,
adding that | fervently hoped it was in England. She told me that her sister, Mrs McClelland,
does themall in the studio at Warwick Road, Paddington, overwhich e$id@s, employing

a number of young ladies in painting friezes, panels and all kind of decorative work, painting

on glass being a speciality*

The work of the women employed by Robinson garnered considerable praise. For example, in
their review of Charlodk Robi nsonos exhibit atT hteh eWoln8e9n06 sE
Penny Papec o mme nt e d t hat 6t he painting of the m
furniture, was not only highly finished but bore minute inspection, and showed the high
standardoéE xcel |l ence which has been reached by the
stud¥®oso.

Robinson was clearly aware that these women were highly skiled and valued them
appropriately. The press refers sonopad hesm t o
wel. My r ads conmemaled in 1889 that OMiss Robins

pays her artists properly, and her assistants can earn anything from five to twenty shilings a

430pankhurstUnshackled43.

431 Sketchbook, Estelle Sylvia Pankhurst Papkrtgrnationaal Instituut voor Sociale Geschiedenis, Amsterdam
432 GVliss Charlotte RobinsoriThe Women's Penny Papér

436Soci ety a NMahchesteeTimgdl2aApie 189Q 6.

4346 Mi s s Ch ar | pSheffield ERenimg Telsgoap2® May 1891 4.

485Rambl er , 6 OUlth ea Wi mA In @ s t, 8 Mayri800, B82.p e r
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day, wor ki ng “¥f Ths mas hot umusualmale frun finesd in the decorative arts,
including ceramics manufacturers Mintons and Doulton, had been employing women for
several year$3’ Whi | e, unfortunately, research has
Manchester employees, her keenness to emptayien, and care to publicise the fact that she
did, highlights her commitment to improving the lives of women and to defusing the stigma

associated with their paid work [s&hapter Onel.

Robinson gained royal recognition for her efforts in this are®eecember 1887, the
Manchester Couriereported that:

Miss Charlotte Robinson of King Street, Manchester, has had the honour of submitting to her

Majesty some art decorative work é The Queen

graciously expressed awarmi er est in Miss Robinsonés spirited

appropriate direction the remunerative sphere of trained lady difsts.

Solidifying this royal support, later that month the Queen granted Robinson the considerable

n c

not

€

accolade ofappamiwameamnt acsf home &% The existencer at or

of Robinsonéds wor kshops also demonstrates

male competitors who, as Clve Edwards has demonstrated, continued to have small

metropolitan worklsops supplying their retail premises throughout the nineteenth cé&fstury.

*k*k

This chapter has considered the professional spaces occupied by women interior decorators

during the late nineteenth century: their homes. It has demonstrated thatGaurtthits, basing

their business at 2 Gower Street was a tactically sound decision and has considered the

numerous ways in which they used the space professionally. It has shown that, afthough

Robinson and Crommelin both rented dedicated business prerthe#s,homes remained
essential to the construction of their professional identities. For all the wdewarators

discussed herenomes were spaces in which artistic and lterary production could take place

466 The Ladi eMyra's Jaanalll Aprilylg89, 24.

437 Moira Vincentelli, Women and Ceramics: Gendered Ves@dsnchester: ManchestUniversity Press
2000, 90.

4383 Mi s s Ch ar | oManckest® €duiienancbLan@ashire General Adverti8ddecember 18878.
4399 Mi s s Ch ar | oManckest&® €duiienanbLan@ashire General Adverti@érDecember 188%.

440 Edwards,Turning Houses into Homg407.
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and in which they could receive clients. Most arfpntly, they used their homes to
demonstrate their distinctive style and as showrooms through which they could display their
artistry to their friends, family andmnportantly to potential clients. By inviting the press into
their homes, these women ared that a detailled description of at least one of their interiors
was available for public consumption. Crucially, by using their private homes professionally

the women were able to ease their expansion into the public world.

The chapter has subsequgntlemonstrated that some women interior decorators were
able to bolster their incomes by operating retail shops. It has considered the respective locations
of these shops and what variety of clients they targeted. It has argued that both Robinson and
Cromnelin were acutely aware that, during the nineteenth century, the responsibility for the
decoration of the home shited from men to women. They carefully ensured their goods
targeted the feminine market and capitalised on the calls of prominent feminists agsthe
Garretts) for women to take control of their domestic environments. The chapter has also
examined the ways in which women such as Robinson and Crommelin followed the example
of both Wiliam Morris, and the Garrett cousins, by creating a rangaramfucts unified by
style. Throughout, the chapter has compared the women to their male competitors and has
demonstrated that they were able to fully participate in the contemporary market for interior

decoration.
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lllustrations

Figure 2.1
Contemporary mp showing the area around Agnes and

Street, London.
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Key:
1. Agnes and Rhoda Garrettdés Osmall flatdé at
2. Oetzmann & Co.
3. Maple & Co.
4. Shoolbred & Co.
5. Agnes and Rwarehause GbdrMorevel tStiest.
6. The Slade School of Fine Art.
7. Agnes and Rhoda Garrettdéds home at 2 Gower
8. John Aldam Heaton & Co.
9. Morris & Co. at 26 Queen Square.

10.Female School of Art.
11.Morris & Co. at 8 Red Lion Square.
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Figure 2.2

Amédée Forestierilustration of the premises of Morris & Co. at 26 Queen Square, Frances

Evelyn Maynard Grevile WarwickWilliam Morris: His Homes and Hauni{&ondon: T. C.

& E. C. Jack, 1912), 21.

HOUSE, 25 QUEEN'S SQUARK
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Figure 2.3

Agnes and Rhoda Garrettds former home at 2 C
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Figure 2.4

Hand painted ceiing of back first floor reception room at 2 Gower Street.

Figure 2.5

Fragment of hangbainted ceiing of front first floor reception room at 2 Gower Street,
UoL/CT/3/3/1-3, Special Colections, Senate Houderary, University College London,
London.
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Figure 2.6

Design of painted ceiling in front first floor reception room at 2 Gower Street, produced by
conservators in 1974975, UoL/CT/3/3/13, Special Colections, Senate House Library,
University CollegeLondon, London.




Figure 2.7

Photograph of Milicent Fawcett outside 2 Gower Street, Elsie M. LBngsh Women in
the Twentieth Centuiieondon: T. Werner Laurie, 1929), 90.
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Figure 2.8
llustration of the back drawing room chimneypiece at2 GowsregtAgnes and Rhoda
Garrett, Suggestions for House Decoration in Painting Woodwork and Furnftumedon:

Macmilan, 1877), frontispiece.
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Figure 2.9

llustration of a hall table and chair, Agnes and Rhoda GaBatjgestions for House
Decoration in Painting Woodwork and Furnitufieondon: Macmilan, 1877), facing page
40.
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Figure 2.10
llustration of the dining room at 2 Gower Street, Agnes and Ri@&ateett, Suggestions for
House Decoration in Painting Woodwork and Furnit@itendon: Macmillan, 1877), facing

page 46.
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Figure 2.11

llustration of the front drawing room chimneypiece at 2 Gower Street, Agnes and Rhoda
Garrett, Suggestions for HouseeDoration in Painting Woodwork and Furnitueondon:
Macmillan, 1877), facing page 61.
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Figure 2.12
llustration of drawing room at 2 Gower Street, Agnes and Rhoda G&usjgestions for
House Decoration in Painting Woodwork and Furnit@itendon: Macmillan, 1877), facing

page 60.

View oF DRAWING-ROOM.
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Figure 2.13

llustration of a dressing table and glass, Agnes and Rhoda G8ugtestions for House
Decoration in Painting Woodwork and Furnitufieondon: Macmilan, 1877), facing page
72.

DRESSING-TABLE AxD GLASS, To face p. 72.
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Figure 2.14
Day bed designed by Agnes and Rhoda Garrett. Formerly owned by James and Margaret
Beale and now in the National Trust Colection at Standen House and Garden, West Sussex.

From http//www. nationaltrustcollections.org. uk/object/1214057 [accessed 09/05/2018].

Figure 2.15

Corner cabinet designed by Agnes and Rhoda Garrett. Formerly owned by James and
Margaret Beale and now in the National Trust Collection at Standen House and Garden, West
Sussex. From http//www. nationaltrustcollections.org.uk/object/12138806essed

09/05/2018].
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Figure 2.16

Photograph of Agnes Garrett at 2 Gower Street, ¢.1900. From

https//iwww.npg.org. uk/collections/search/portrait/mw162108/AGaesett? LinkID=mp102
221&role=sit&rNo=0 [accessed 09/05/2018].
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Figure 2.17

Charlotte Robinsgn 6 Suggestion for TAeQueem2§ Pevmmber of Li b
1888, 897.

Figure 2.18

Charlotte Robinson, 0 Ar r a n ghen@ueenlsd Detemizer Gener a
1889, 841.
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