
Introduction: Hidden Legacies

. . . there are some loop-holes out of which a man may creep, and
dare to think and act for himself; but for a woman it is a herculean
task, because she has difficulties peculiar to her sex to overcome,
which require almost superhuman powers.

Mary Wollstonecraft

This volume seeks to recover the stories of many women working as
printmakers, printsellers, and print publishers in the long eighteenth
century whose ‘herculean’ labour and legacies have been hidden in history,
obscured by gender bias. Its chapters are written by scholars with diverse
perspectives and expertise, and together they bring forth materials that
suggest the powers of the collective contributions of women to the
print world.
While scholars, museums, and libraries have given increasing attention

to art created by women, much work remains to be done. The present
volume aims to undertake investigations to uncover the roles of women
who contributed in myriad ways to a narrower arena of the art world –
projects of printmaking and printselling. Biases against their gender com-
bined with the lower status of printmaking in the hierarchy of visual art
media have meant that women engaged in printmaking have been even less
visible and less studied than those who took up painting, sculpture,
or drawing.
Despite significant contributions to both the art and the business of

graphic culture, women printmakers and print publishers in the eighteenth
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century have long been relegated to secondary status in national biograph-
ies and academic canons. In particular, the presence of women in trade
aspects of the visual arts during this period remains relatively unknown and
demands greater scholarly attention. Commercial activities of printmaking
and printselling were conducted primarily within family households,
where the labour of women as creators and entrepreneurs was negatively
defined by gender issues pervasive across society. Moreover, while elite
women also participated as makers of prints, their status as ‘amateurs’,
rather than professionals, likewise minimized the attention their roles and
contributions have received in art historical literature. Female Printmakers,
Printsellers, and Print Publishers in the Eighteenth Century: The Imprint of
Women, c. – aims to rectify this lacuna; as such, the edited
collection promises to make significant contributions toward further
recovering the prominent role played by women in the developing and
lucrative print trade as they negotiated inherent artistic, legal and
commercial challenges.

Overall, most women in the graphic arts were hidden behind their male
counterparts and, thus, their critical contributions to the commercial as
well as the creative aspects of graphic culture were forgotten or, worse,
went unobserved or ignored. This invisibility stems also from the persist-
ent shadow cast by a marital name or by one’s father’s name, a problem
that became apparent for the authors of this collection who, even with
gender parity in mind, had to resort to employing given names in order to
avoid confusion with a shared (and sometimes famous) last name. Erika
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Rackley and Rosemary Auchmuty in their pivotal article on feminist legal
history observe that ‘there is the misplaced familiarity, evidenced by calling
women by their first names in a narrative where men are always dignified
by their surnames’. The use of first names within this volume, therefore,
should not be misconstrued as a means to minimize but rather as an
attempt to disambiguate family members.
The reconstruction of past histories, often in the absence of bountiful

information, relies on fragmentary evidence of various forms. From legal
documents to advertisements, correspondence, pamphlets, and the art-
works themselves, the material evidence gathered and investigated by the
book’s authors reveal various modes and methods of recovery. These
include interdisciplinary and multinational perspectives on Dutch,
German, English, Italian, French, and American women with forays into
biographical details, the detection of family and social networks, the
discovery of artworks as well as the development of informative analyses.
This compilation, although far-reaching, should not be misconstrued as
all-encompassing, as there were many other printmakers, printsellers, and
print publishers than those herein; and it is hoped that this is just a
beginning in the momentous task of recovering historical traces of their
accomplishments. The chapters, thus, invite the reader to find commonal-
ities, make parallels, underline differences, and point to the similar chal-
lenges and various strategies these printmakers, printsellers, and print
publishers employed in an effort to go about their work.
Fittingly, this volume dedicated to recovering the imprint of women in

graphic media begins with the four chapters in Part I that explore the ways
in which women printmakers negotiated strategies in their printmaking for
self-presentation and self-promotion. Madeleine C. Viljoen’s chapter
‘Show-Offs’ considers ways in which self-portraiture, particularly under-
studied self-portrait prints, empowered early modern women, both ama-
teurs and professionals, to deliver distinctive statements (to varying degrees
of public or private audiences) about their creative identities. These self-
portraits were often created under constraints imposed by men, and with
due considerations of the potential consequences of any missteps to their
reputations. Paris A. Spies-Gans, Heather McPherson, and F. Carlo
Schmid focus on highlighting women who engaged with printmaking to
promote their professional identities and extend their commercial suc-
cesses. Maria Cosway’s expressly commercial form of print, Spies-Gans
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argues, demonstrates how women used ‘art to probe the roles, expect-
ations, and constraints that members of their sex automatically faced in the
Revolutionary world’ and how Cosway’s work regularly intersected and
engaged with other women writers and artists of the period. F. Carlo
Schmid explores the printed work of Maria Katharina Prestel and Marie
Ellenrieder, who, like Cosway and following the immediate inspiration
and example of Angelika Kauffmann, understood and embraced printmak-
ing as a means to publicly disseminate their art. Heather McPherson’s
chapter takes as its subject the British professional engraver Caroline
Watson, who was exceptional in her independence as well as her print-
making ambition and technical achievement. Watson’s commercially
viable theatrical prints, which stand out in terms of scale and narrative
complexity, serve to elucidate by contrast the challenges that many of her
female contemporaries struggled against with less success.

Turning from accounts of women who achieved high public profiles
and obtained substantial commercial successes, Part II considers the spaces
of less visible women printmakers who worked largely in the shadow of
male family members. Their historically obscured presences are uncovered
through archival research and, perhaps most prominently, through evi-
dence in the surviving works that can be ascribed to them. How were they
supported or constrained by the social, political, and legal circumstances of
their gendered lives? Hannah Lyons and Kelsey D. Martin each explore the
complex realities of the advantages and restrictions of working in a family
workshop as many women did, against the challenges for a woman to
become a printmaker without family support. Framing her account in the
context of economic life in London, Lyons focuses on the role and status of
women within these families and spaces, and asks important questions
about what women did and did not do in the printmaker’s workshop and
how their instruction and training compared to that offered to male
relatives. Martin’s chapter compares the life narratives and artistic practices
of two sets of sister-printmakers working and living in eighteenth-century
Paris: the Horthemels sisters and the Hémery sisters, whose relative
obscurity within contemporary scholarship belies their lifetime recognition
as some of the most well-respected female intaglio engravers who produced
printed images for commercial art markets. The careers of these women,
Martin demonstrates, dispelled longstanding myths that female engravers
were anonymous artisans who never claimed artistic authority over their
work. Rena M. Hoisington likewise focuses on France with a study of the
successful professional printmaker Catherine Élisabeth Cousinet and asks
what her career in eighteenth-century France looked like and how her
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achievement could be measured given the dearth of historical information
and the predominance of male voices. After critically working through
available biographical information, Hoisington turns her curatorial eye to
assessing the execution and quality of the prints themselves in affirmation
that the works are invaluable evidence. Likewise, Rita Bernini’s chapter on
Laura Piranesi relies heavily on the qualities of her only surviving etchings,
a series of twenty views of Rome, together with historical accounts and
newly discovered archival records, to offer an enhanced narrative of a
woman long overshadowed by the enormous fame of her father,
Giambattista Piranesi. Bernini builds an account of the daughter’s training
in the family workshop and convincingly analyses her etchings to identify
her distinct hand. Cynthia E. Roman explores the work of noble women
etchers whose social status prevented them from working in the trade or
openly accepting remuneration. While these circumstances have largely
fated them to a long-standing legacy as amateurs, Roman offers a recon-
sideration of the substantial engagement of noble women etchers as
integral players in the production, connoisseurship, and exchange of prints
through brief cases studies.
Women who worked productively in the business of publishing and

selling prints are the subject of Part III. Sheila O’Connell presents new
archival records filling out the story of Mary Darly by demonstrating her
entrepreneurial prowess in print publishing, first in partnership with her
husband Matthew Darly, and later, on her own. O’Connell’s archival
discoveries have also allowed her to identify Mary Darly’s hand on some
of the prints she published. Amy Torbert’s chapter discusses the role of
women in publishing and selling prints while creating opportunities
during a time of changes to the industry in the London of –.
She sets the stage for case studies of individual women print publishers and
printsellers that more closely document the opportunities open to them
within family enterprises and as independent proprietors. Cristina
S. Martinez’s study of Jane Hogarth introduces a body of important new
evidence discovered in the archives of record offices, in newspaper adver-
tisements, and in other documentation that brings greater clarity to her
significant contribution, not only as an astute businesswoman and print-
seller, but as a highly savvy political actor in the legal history of copyright.
Other women likewise exercised considerable influence as print publishers
of the most important graphic satirists of the time. Tracing Hannah
Humphrey’s beginnings in a family business, Tim Clayton notes that
ultimately her alliance with James Gillray transformed her from a retailer
who dabbled in publishing into a major publisher and, effectively, secured
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her fortune as well as his. Humphrey likely took an active role in generat-
ing ideas for Gillray’s needle and for finding opportunities to cater to a
female clientele. Nicholas JS Knowles uncovers the remarkable role that
women played in publishing the prints of Thomas Rowlandson: at least
ninety prints from his early career, between  and , were issued by
enterprising women print publishers, including Elizabeth Jackson,
Hannah Humphrey, Elizabeth d’Achery, Elizabeth Bull, and Eleanor
Lay. Most prominently, Knowles demonstrates the full extent of
Jackson’s long-obscured production through close analysis of evidence
from Rowlandson’s prints, particularly his unattributed non-satirical
works, and other sources.

Reaching across the Atlantic, women print publishers in America are
represented in the chapter by Allison M. Stagg. Stagg’s work on Eliza Cox
Akin and Mary Graham Charles offers an alternative strategy for recover-
ing hidden legacies of women printsellers. Beginning with scant archival
traces of Akin’s life activities, Stagg provides an informed historical context
to reimagine Akin’s obscured identity and contributions to printmaking.
This is followed by her observations on Mary Charles who managed a
print and book selling business in Philadelphia, the same city where Akin
also operated.

The collected body of new knowledge presented in this volume disrupts
conventional views about the exclusion of women from printmaking,
printselling, and print publishing, and instead reveals a much more vibrant
participation of diverse women, long obscured in hidden legacies, who did
make important and innovative contributions to print production in the
long eighteenth century. Newly discovered evidence allows for more
complex narratives that challenge accepted histories which virtually
exclude women from anything but secondary roles in family workshops
and open the possibilities to study the ways women capitalized on the
potential of graphic media for self-representation, self-promotion, and
economic opportunity. The volume as a whole puts pressure on perceived
norms about spaces where women could thrive as makers or in business,
and on how both professional and amateur actors had their place in
practice and theory. Individually, each chapter adds to the body of know-
ledge on the imprint left by women, and together, they expose an undeni-
able truth: women actively participated in the print trade throughout the
long eighteenth century.

They are still active today; yet female artists continue to face biases and
struggle for recognition. Honouring their continued efforts and work, we
chose to feature Lou McKeever’s design on the cover of this volume.

 Cristina S. Martinez and Cynthia E. Roman
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McKeever’s play on the title page for Darly’s Comic-Prints. of Characters.
Caricatures. Macaronies &c pays homage to Mary Darly, the eighteenth-
century artist who inspires her, and ingeniously represents various roles of
the print trade in female hands.

A Note on Images

In most cases only one image per chapter is included, with web links often
provided. References to specific impressions of prints in major collections
are given register or accession numbers where possible. We have imposed
case standardization on the titles of prints and images for consistency.
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