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script painting or woodcuts) are characterised by a preference for horseback
porrraits of the pilgtims, often placed at the beginning of their tales, almost as
ifspeaking them; bur also by what may seem to us a surptising disregard for the
text they are intended to accompany. Aside from a few obvious identifYing
marks (such as the Cook's 'mormal'), these are generic figures with stock faces­
to the extent that the printers Caxton and Pynson could use the same wood­
blocks to stand for different pilgrims; theit concern is not so much with the nat­
uralistic representation of the 'real' people Chaucer is supposedly describing,
bur with the rhetorical Ot conceptual appropriateness of the image to the text it
introduces-with establishing what Hatdman calls the 'voice ofthe text' (p. 45).

In the Eighteenth Century, Chaucer illusttation sees a shift of emphasis
under the influence of narrative painting; although pilgrim porrraits petsist,
the new tendency is for the depiction ofa parricular scene (or, most often, a par­
ticular couplet) from their tales. The process is described here by Betsy Bow­
den, who highlights some lesser-known arrists: lames ]efferys, who reinvenred
the pilgrim portrait, to show Chaucer's characters caught in the act ofposing­
more or less self-consciously - for their portraits; or Lady Diana Beauclerk, who
drew the warring cousins Palamon and Arcite as chubby toddlets. Bowden's
chapter is followed by a reading ofBlake's painting and subsequent engraving
of the Canterbury Pilgrims by Warren Stevenson. Though Blake's is today onc
of the best-known ofall illustrations of the Tales, at the time it was far less suc­
cessful than its rival, the markedly similar depiction ofthe pilgrims leaving rhe
Tabard painted byThomas Stothard, and subsequently engraved for the entre­
preneur Robert Harrlye Cromek, as described in the essay by Dennis M. Read.
Cromek was patron to both Blake and Stothard, and while Stothard's painting
came our first (1807 to Blake's 1809), Blake maintained that the idea had been
his, and was stolen by Cromek. The controvetsy (which scholarship has not
fully resolved) is replayed in these essays: Stevenson has Blake 'probably swin­
dled' (p. 205 n. I), while by contrast Bowden's Blake is repeatedly presented as
delusional (pp. 165-7); Read (who has published on the dispure elsewhere)
states measuredly: 'there is no evidence to supporr Blake's claim that he starred
his first' (p. 222). The colour plates ofBlake's and Stothard's paintings are rather
too small and indistinct to supporr the detailed analysis that Stevenson in par­
ticular attempts, and it is a piry rhat Read's chapter could not have been accom­
panied by a reproduction ofthe Stothard engraving. It may seem ungracious to
find fault on this account with a volume so generously illustrated, but I was, in
general, a litrle disappointed with the colour plates: some of the manuscript
miniatures ate, well, miniature, and some ofthe later paintings are fairly murky,
and not helped by a rather inferior print qualiry. In the case ofthe Blake and the
Stothard, however, these shortcomings are offset by the bonus of two appen­
dices which print descriptions of the paintings: Blake's own, taken from the
Descriptive Catalogue of his 1809 exhibition, and a detailed account of the
Stothard published in 1818 byWilliam Paulet Carey, and here reprinted for the
first time.

The Kelmscotr Chaucer is pivotal to the book's final four chapters. Before it,
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the earlier Victorians, from the illustrations in early nineteenth-century
Chaucer editions and modernisations to Ford Madox Brown's Chaucer Read­
ing, are surveyed by Judith L. Fisher and Mark Alien. They show how the
images are informed by a new emphasis on historical verisimilitude, whilst at
the same time being overlaid with contemporary cultural constructions of
(especially) class and gender. Their example is the Griselda story, which reflect­
ed back to the Victorians an ideal image of patient, chaste, womanly sub­
servience. Duncan Robinson's essay on the Kelmscott Cnaucer itselfis particu­
larly good on Burne-Jones's compositional techniques, and benefi tS from being
able to place alongside the printed woodcuts his original drawings and prelim­
inary sketches from the collection of the Fitzwilliam Museum (of which he is
the Director), often to fascinating effect. To cavil: the chapter is a reworking of
a previously published essay, and it does not fit perfectly into its new contexL
Morris's book was a complete Works ofGeoffrey Chaucer, rather than simply a
Canterbury 7ales, and, truer to his subject than this particular volume, Robin­
son deals less with the Tales than with some of the other Chaucerian texts. A
quick tally of the black and white figures to this chapter reveals eight illustrat­
ing the Knights 7ale, and one each the Prioresss, Squires, and Wife ofBaths; bur
onc also for the Bookofthe Duchess, four each for Troilus and the LegendofGood
Women, and six for the Romauntofthe Rose. The collection's last two illustrators
both look back to the Kelmscott volume. Rockwell Kent, who did a lively series
ofwoodcut-like pilgrim portraits for a deluxe 1930 US edition of the 7ales, was
(according to Jake Milgram Wein) 'a committed bibliophile who was deeply
influenced by the visionary writings and drawings ofWilliam Blake, and a pro­
ponent ofthe achievements ofWilliam Morris and his Kelmscott Press' (p. 319);
while Eric Gill's illustration (or decoration) of the four-volume Golden Cock­
erel Press edition of the Tales (1929-31) employed techniques ofwood engrav­
ing which Peter Holliday siruates meticulously within the Arts and Crafts
movement.

As the editors recognise, Gill's was not the last programme ofillustrations to
be inspired by the Canterbury Tales. As stimulus for further work, they mention
some more recent examples in their introduction (p. xxxii). William K. Finley
also provides the introduction to the book's final offering (in a third appendix),
Robert van Vorst Sewell's own description ofthe mural depicting the pilgrims
en route which he painted at the beginning ofthe Twentieth Century at Geor­
gian Court (New Jersey). Here we learn also ofa number ofother Chaucerian
murals in the US, including a series at the Best Western Canterbury Hotel (San
Francisco), which also 'has a copy ofthe Canterbury Tales in everyone ofits 255
guest rooms' (p. 424). What must the Gideons think?
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