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“What can an object analysis of a nineteenth

”

Ingrid Mida and Alexandra Kim’s object

Godey’s Lady’s Book

Mark Campbell’s 1867 

, and Alexandra Speight’s 1871 





’



–

–

“The Death of Death”

–





–

one’s body, can be modified daily and changed by 

’ —

—

“What can a

”

confines of a master's thesis, will only be partially addressed. “Hairwork” (i.e., making objects 

In this thesis, the term “Victorian” 
Oxford English Dictionary, “Victorian,” accessed September 2, 2024, 



While the practice of hairwork can be defined as “

switches, and other articles from hair,”

“articles made of hair”

University of Alberta’s 

ndra Kim’s expansion o Jules Prown’s object analysis 

chuan Yan, “The Art of Working in Hair: Hair Jewellery and Ornamental Handiwork in Victorian Britain,” 

Yan, “The Art of Working in Hair,” 124.



Godey’s Lady’s Book Mark Campbell’s 

Alexandra Speight’s

©



Jules Prown’s article, “Mind in Matter: An Introduction to Material Culture 

Theory and Method,” which explains and considers material culture as a

Prown’s initial 

how Prown’s 

defines material culture as “the study through 

— —of a particular time.”

Prown’s

Prown’s approach

’s thoughts 

characteristics that “define the contemporary field”

Jules David Prown, “Mind in Matter: An Introduction to Material Culture Theory and Method,” 

Prown, “Mind in Matter,” 3.



is that objects matter. This is important “because [objects] are involved in social representation 

or symbolism, and are recognised as containing important meanings for social actions.”

objects can be “read” and will communicate information otherwise missed

scholars in the field have built on and expanded upon Prown’s 

E. McClung Fleming’s work published in 1974 titled “Artifact Study: A Proposed Method.” In 

this work, Fleming puts forth the concept of a model that “utilizes two conceptual tools” 

“a fivefold classification of the basic properties of an artifact and a set of four 

operations.” Fleming’s model requires that specific questions be asked about an object’s 

provenance and function(s), which allows for a deeper exploration and insights into an object’s 

’s and Fleming’s work in her article “A Museum of 

”

Valerie Steele, “A Museum of Fashion Is More Than a Clothes Bag,” 

E. McClung Fleming, “Artifact Study: A Proposed Model,” 
Fleming, “Artifact Study,” 156.



Considered to be “one of the first fashion scholars to 

adapt Prown’s methodology for the study of dress artifacts,” Steele argues that “of all the 

objects.” While Prown’s description of his object analysis approach resides primarily in the 

Prown, Fleming, and Steele’s 

Kim’s 

“practice

based research in dress” Steele’s 

“singular framework that offers a clear and systemic approach to the study of dress artifacts ” 

assist in unlocking the “narrative embedded” in each artifact, “illuminate its cultural context, or 

answer a specific research question” and is structured 

Like Prown’s model, Mida and Kim propose three 

Steele, “A Museum of Fashion Is More Than a Clothes Bag,” 327.

Steele, “A Museum of Fashion Is More Than a Clothes Bag,” 327.



While Prown refers to the steps of object analysis as “stages,” for clarity from this point on I will

borrow Mida and Kim’s term, “phases,” when discussing both Prown and Mida and Kim’s object 

relation to the body, “the actions of the body become imbued in the cloth” or material.

Godey’s Lady’s Book

and discover the “narrative embedded” in the 

Mida and Kim’s method

Fleming’s methods, structure and guidance than Steele’s adaptation of 

to dress. I use the “Checklist for Observation” and “Checklist for ” provided 

the University of Alberta’s Equity,



, “

”

peasant girls “sheared one after the other like sheep” to 

“prisons, workhouses and ” to be part of the 

for selling one’s o

“Land Acknowledgements | Centre for Teaching and Learning,” accessed October 17, 2023, 

Emma Tarlo, “The Secret History of Buying and Selling Hair,” 

Harper’s Bazaar Tarlo, “The Secret History of Buying and Selling Hair.”
Tarlo, “The Secret History of Buying and Selling Hair.”



he human ecological perspective is, at its core, “the 

”

Sallie McNamara, “Production and Practice: Hair Harvest, Hairpieces, and Hairwork,” in 

Margaret M. Bubolz and M. Suzanne Sontag, “Integration in Home Economics and Human Ecology,” 





–

“mourning jewelry”

, is “
woman; feminine quality or characteristics; womanliness” and used in a depreciative way is defined as “feminine 

” These qualities may be defined in contrast to behaviours and 



“collection of ‘likenesses’ of the Queen, Prince Albert, and 

the children” “a full

size portrait of Queen Victoria made entirely of human hair” was shown 

“a large vase composed of human hair” 

1851 Great Exhibition in London and a “tea set made from human hair” displayed at the New 

’s

Elisabeth G. Gitter, “The Power of Women’s Hair in the Victorian Imagination,” 

157, https://ebookcentral.proquest.com/lib/ualberta/detail.action?docID=6388601; Deborah Lutz, “The Dead Still 
Among Us: Victorian Secular Relics, Hair Jewelry, And Death Culture,” 

Gitter, “The Power of Women’s Hair,” 942; Heaton, 

Yan, “The Art of Working in Hair,” 126.



its monetary value and “ ”

(Latin for “remember you must die”) to being defined by its “intimate and emotional value” 

“ as a sobering reminder of common mortality.”

article “ ” 

’s economic and social status to “mourners and their 

mourning,” which aided in the marketing of mourning jewelry as a fashion accessory.

Holm refers to mourning jewelry as “remembrance 

jewelry” throughout her article, emphasizing 

Christiane Holm, “Sentimental Cuts: Eighteenth Century Mourning Jewelry with Hair,” 

Holm, “Sentimental Cuts,” 139.
Arianne Fennetaux, “Fashioning Death, Gendering Sentiment: Mourning Jewelry in Britain in the Eighteenth 

Century,” in 

Holm, “Sentimental Cuts,” 139.
Holm, “Sentimental Cuts,” 140.
Holm, “Sentimental Cuts,” 140.



hair importation when they noted that “11,954 

chignons were exported from France to England during the past year.”

“necessitated the use of a variety of 

hairpieces,” attachments, and hair curls.

“

shop.”

“commercialized”

McNamara, “Production and Practice,” 67.
McNamara, “Production and Practice,” 65; Heaton, 
McNamara, “Production and Practice,” 75.
Lutz, “The Dead Still Among Us,” 
Lutz, “The Dead Still Among Us,” 129.

–

–



Chuan Yan’s article “The Art of 

Working in Hair: Hair Jewellery and Ornamental Handiwork in Victorian Britain” explores hair 

jewelry as both “a material for memory” and “a popular ornamental object of fashionable 

consumption.”

Yan, “The Art of Working in Hair,” 124. Gitter, “The Power of Women’s Hair,” 942.
Yan, “The Art of Working in Hair,” 124.
Yan, “The Art of Working in Hair,” 123.
Yan, “The Art of Working in Hair,” 127.
Yan, “The Art of Working in Hair,” 124; McNamara, “Production and Practice,” 76.
Holm, “Sentimental Cuts,” 140.
Yan, “The Art of Working in Hair,” 128.



Yan explains the purpose of mourning jewelry was “

decorative item worn for personal adornment.”

“a variety of sources from the Victorian print media ” provides concrete examples of Victorian 

women’s “consumption of material things” and the proclivity of hairwork.

and a reminder for the wearer of their loved ones’ forever

her article “The Dead Still Among Us,” 

states that “when the keepsake is collected from the dead, it’s a synecdoche of that weight 

of flesh, that moment of death, preserved from its decay yet referring to it endlessly.”

Lutz’s work addresses how was “recognized as material origin, 

like a fingerprint” 

character’s identity

Yan, “The Art of Working in Hair,” 124.
Yan, “The Art of Working in Hair,” 137.
Esther Berry, “Hurricane Katrina Hair: Rereading Nineteenth

Fragments Through the ‘Mourning Portraits’ of Loren Schwerd,” 
https://doi.org/10.38055/FS020101; Holm, “Sentimental Cuts,” 140.

Lutz, “The Dead Still Among Us,” 135.
Lutz, “The Dead Still Among Us,” 136.



their hair to a jeweler’s to be turned into a 

Speight’s 1871 guidebook

of a “person…[they have] never 

”

to women’s 

, Godey’s Lady’s Book,

Englishwoman’s Domestic Magazine

solution to this problem is to “become his or her own artist in hair

working.”

Lutz, “The Dead Still Among Us,” 136.
Lutz, “The Dead Still Among Us,” 136.

Lutz, “The Dead Still Among Us,” 136. Yan, “The Art of Working in Hair,”131 Berry, “Hurricane Katrina 
Hair,” 9; Gitter, “The Power of Women’s Hair,” 942.

Lutz, “The Dead Still Among Us,” 136.

advertisement in Speight’s book, which states “A. Speight, Artist in Hair, Begs to inform ladies and gentlemen 
desirous of being…instructed in [hairwork], that he will…” ―and thus signaling his male g
“Production and Practice,” 76; , “The Art of Working in Hair,” 132; 

Englishwoman’s Domestic Magazine which refers to the “lessons of Mr. Speight” 
this “controversy” as an endnote in her article , “The Art of Working in Hair,”



’s hair would “take on the qualities of an unmarked grave and could represent the full 

mystery of a disappeared and forgotten individual.”

many artifacts’ provenance has been lost ’

“the cut 

presence of the body is anticipated as a future absence.” Holm’s combined material culture and 

as a “powerful medium of memory.” cautions that “the sentimental 

”

Lutz, “The Dead Still Among Us,” 136.
Holm, “Sentimental Cuts,” 143.
Holm, “Sentimental Cuts,” 140.
Holm, “Sentimental Cuts,” 140.
Holm, “Sentimental Cuts,” 140.
Holm, “Sentimental Cuts,” 140.



Holm’s first point, that the cut edge of the hair is what marks the hair as a medium of 

“increased hiding or disguising of the material’s bodily origin” as the wearer hiding both her 

Holm, “Sentimental Cuts,” 140.
Holm, “Sentimental Cuts,” 140.
Holm, “Sentimental Cuts,” 140.
Holm, “Sentimental Cuts,” 140.
Holm, “Sentimental Cuts,” 140.



©

https://www.metmuseum.org/art/collection/search/200679


a loved one’s 

In “The Power of Women’s Hair in the Victorian Imagination,” Elizabeth Gitter, a scholar in 

women’s hair through undertaking an analysis of the period’s literature and art.

Brothers Grimm’s “The Goose Girl,” wherein a princess is identified once her long, flowing, 

thus her hair becomes a signifier of “good” identity. In contrast, imagery of Medusa with wild 

snake hair identified her as “bad,” creating a “range and contrast of values and significance” that 

“Victorian writers and painters were fascinated with.”

anthologized collection of Brothers Grimm fairytales contributed to the Victorian’s 

Gitter, “The Power of Women’s Hair,” 936–
Gitter, “The Power of Women’s Hair,” 939.
Gitter, “The Power of Women’s Hair,” 939.



one’s identity both symbolically and physically, as demonstrated in the period’s literature

o a jeweler would be swapped for someone else’s hair

characters’ hair was described in detail in a vast array of literature from the nineteenth century, 

including attributes such as “length, texture, color, style, ”

women described as having “disorderly hair,” and 

“virtuous governesses” types sporting “brown, neatly combed heads”—

fairytales to signify a woman’s “good” 

article “Performing Health and Beauty in Eighteenth

in the Creation of Appearances.” This article takes a fashion history perspectiv

Gitter, “The Power of Women’s Hair,” 943.
Gitter, “The Power of Women’s Hair,” 942.
Gitter, “The Power of Women’s Hair,” 941.
Gitter, “The Power of Women’s Hair,” 941.
Gitter, “The Power of Women’s Hair,” 943.
Gitter, “The Power of Women’s Hair,” 946.



“desirable beauty aesthetic was thick hair” 

Speight’s book. Within the first few pages describing the correct types of hair to use for 

hairwork, Speight explains that curly hair in its “flattened” form is the most usable, while 

“cylindrical the most difficult.” The example Speight provides for this phenomenon is “the 

crisp wholly hair of the negro” which is then compared to the wool of sheep. Gitter’s lack of 

Emma Markiewicz, “Performing Health and Beauty in Eighteenth
the Creation of Appearances,” 

Markiewicz, “Performing Health and Beauty in Eighteenth Century England,” 636.



today’s

identity and the importance placed on women’s hair specifically. The entwinement of 

and “was akin to other types of ‘fancy work’” practiced in the same period.

their customer’s 

in the jeweler’s output

Tressie McMillan Cottom, “The Enduring, Invisible Power of Blond,” 

Lutz, “The Dead Still Among Us,” 129.
McNamara, “Production and Practice,” 76.
McNamara, “Production and Practice,” 76.

, 5:211; McNamara, “Production and Practice,” 67.



’s “Production and Practice: Hair Harvest, Hairpieces, and Hairwork”

Speight’s 

The tools offered in Speight’s kit could include “curling irons, 

production.” Guidebooks, like Speight’s, were directed at women, and often targeted younger 

Speight’s guidebook was one of many 

Yan, “The Art of Working in Hair,” 131.
Yan, “The Art of Working in Hair,” 131.
McNamara, “Production and Practice,” 78.
McNamara, “Production and Practice,” 76; Speight, 
Yan, “The Art of Working in Hair,” 128.
McNamara, “Production and Practice,” 76.
McNamara, “Production and Practice,” 76.



Smith’s 

typically considered to be “fancy work” 

t with “plain work”)

Yan’s 

Samuel Smiles’

points out that the existence of these guidebooks and advice literature “challenges our 

”

making art that is “useful.”

“offers instruction in a variety

attainment of the ‘elegant arts’ […] and every other sort of mania on which a woman’s pretty 

McNamara, “Production and Practice,” 78.
Yan, “The Art of Working in Hair,” 136.
Yan, “The Art of Working in Hair,” 136.
Yan, “The Art of Working in Hair,” 130.



little head may run.”

“mania” 

denigrates women’s interests

Following a brief overview of women’s status in the nineteenth cent

Yan, “The Art of Working in Hair,” 130.



including “phthisis (pulmonary tuberculosis or ‘consumption’), typhoid, cholera, smallpox, 

”

“overall )”

death rates began shortly after, reaching “18.1 in 1888” and 

ith a focus on the “social and cultural 

–
Yan, “The Art of Working in Hair,” 124.

–



history of death, grief, and mourning in Britain,” Michael Anderson’s estimate “that 

five years” in England.

she notes that it “had all but disappeared from the market by the 1920s.”

The Australian National University, “Emeritus Professor Patricia Jalland,” accessed October 31, 2023, 

McNamara, “Production and Practice,” 78.
McNamara, “Production and Practice,” 78.
McNamara, “Production and Practice,” 78.



Married Women’s Property Act allowed women the “right to 

all property earned or acquired before and after marriage,” and not until 1886 when the 

legislated a “mother’s right to custody of her children if their father dies.”

child under the age of seven to the mother, with the stipulation that she “has not been found 

guilty of adultery.”

of losing their social status, financial security, and the recognition that came with their husband’s 

“

absorbing mixtures of wool and silk).”

Jane Wildgoose, “‘Beyond All Price:’ Victorian Hair Jewelry, Commemoration & Story Telling,” 



culture and disproportionately impacted women’s dress, requiring them to abide by the

Bedikian’s research for her article “The Death of Mourning: From 

Victorian Crepe to the Little Black Dress” involved examining and photographing surviving 

Jalland’s research concurs when she states that, despite potential anxieties 

relatives, during the first year after her husband’s death.

Sonia A. Bedikian, “The Death of Mourning: From Victorian Crepe to the Little Black Dress,” 

Bedikian, “The Death of Mourning,” 36.



“widow’s weeds.” describes these as “an ensemble of black dress, veil and bonnet,” 

made of black “crape” (i.e.

and “par amatta” (i.e.

were to be worn for the first year of mourning, “followed by nine months 

discarded.”

fabrics, widows were permitted to wear “colours of half mourning” which included grey, 

magazine in 1875 to “use their common sense and discretion…a 

plain black dress is by no means inordinately costly.”

Bedikian, “The Death of Mourning,” 38.
“ ,” accessed October 31, 2023, 

Fairchild’s Dictionary of 
(New York : Fairchild Publications, 1979), 162, http://archive.org/details/fairchildsdictio00wing.

“ ,” accessed October 31, 2023, 



followed or celebrated by all Victorians. In fact, Charles Dickens’ writings

including jewelry, could be one such instance where women’s interest in fashion and dress is 

’s

–
Bedikian, “The Death of Mourning,” 40.



acting as a “sobering reminder of common mortality” to being “associated with sentiment” and, 

Arianne Fennetaux’s chapter in 

to what she terms “ ” which approximately translates to 

“a reminder of sentiment”

private letters, jeweler’s papers, and extant mourning jewelry to address the shift in mourning 

details Power’s purchase of a 

“Diamond Mourning ring ” which he had his hair placed in and on which he had engraved 

“James T Power, died…” for Woodforde to insert his eventual date of death.

requests for Woodforde to send a piece of her hair to place in the ring, stating “will it not be a 

pleasure in my last moments to think you possess such a memento.”

Fennetaux, “Fashioning Death, Gendering Sentiment,” 28.
Fennetaux, “Fashioning Death, Gendering Sentiment,” 28.
Fennetaux, “Fashioning Death, Gendering Sentiment,” 28.
Fennetaux, “Fashioning Death, Gendering Sentiment,” 32.
Fennetaux, “Fashioning Death, Gendering Sentiment,” 32.



while “the practice of ordering or wearing” mourning jewelry or 

“the iconography used to express the conflation of grief and sentiment…was almost exclusively 

feminine.”

“Macaronis ” stating that “the bejeweled flair of the macaronis marked to some extent the 

flamboyant demise of jewelry for men.”

sentimental turn in the late 1700s that “effected a fundamental division between female and male 

spheres and labor” and had reverberations for Victorian mourning customs.

mourning jewelry began its peak popularity in the 1850s, it “became unambiguously linked to 

practices.”

Fennetaux, “Fashioning Death, Gendering Sentiment,” 36.
Fennetaux, “Fashioning Death, Gendering Sentiment,” 46.
Fennetaux, “Fashioning Death, Gendering Sentiment,” 46.
Fennetaux, “Fashioning Death, Gendering Sentiment,” 43.
Holm, “Sentimental Cuts,” 139.
Fennetaux, “Fashioning Death, Gendering Sentiment,” 46.



The article “The Art of Working in Hair: Hair Jewellery and Ornamental Handiwork in 

Victorian Britain” by Shu

“the 

with some fundamental issues of women’s feminine virtues, sentimental labor, and self

display.”

Yan’s work also touches on how production and consumption of Victorian hair art was 

women to “participate in commercial enterprise and work outside the domestic sphere.”

Yan, “The Art of Working in Hair,” 125.
Yan, “The Art of Working in Hair,” 128.
Yan, “The Art of Working in Hair,” 125.
Yan, “The Art of Working in Hair,” 128.
Yan, “The Art of Working in Hair,” 128.
Yan, “The Art of Working in Hair,” 128.
Yan, “The Art of Working in Hair,” 124.



Marie Strange’s 

on the lower classes’ grieving process discounts them as being cold 

is “not arguing for a 

class culture of death and bereavement,” rather is “working within a 

class culture of death as Other.”

Yan, “The Art of Working in Hair,” 127.
Yan, “The Art of Working in Hair,” 128.

–
Marie Strange, “‘She Cried a Very Little’: Death, Grief and Mourning in Working

1914,” 



explains that “

” She draws from “medical officer of health and municipal 

burial board reports,” novelists, contemporary social commentators, autobiography, and oral 

“ ”

it should not be “confused with ambivalence and/or fatalism ”

includes an example of a “Liverpool journalist in 1883 [who] commented that death and disease 

personal tragedies.”

—

—

Strange, “‘She Cried a Very Little,’” 144.
Strange, “‘She Cried a Very Little,’” 144.
Strange, “‘She Cried a Very Little,’” 144.
Strange, “‘She Cried a Very Little,’” 145.
Strange, “‘She Cried a Very Little,’” 145.



“The Death of Death”

“the death of 

death.”

Lutz, “The Dead Still Among Us,” 127.
Yan, “The Art of Working in Hair,” 136.
Lutz, “The Dead Still Among Us,” 127.
McNamara, “Production and Practice,” 79.
Lutz, “The Dead Still Among Us,” 135.



Lutz, “The Dead Still Among Us,” 135.
McNamara, “Production and Practice,” 78.



Holm, “Sentimental Cuts,” 141.
McNamara, “Production and Practice,” 66.





–

“

”

on Mida and Kim’s 

where they expanded upon Prown’s 

similar to Prown’s

Speight’s

and Mark Campbell’s

Mida and Kim’s 

Godey’s Lady’s Book 

Fleming, “Artifact Study,” 157; Steele, “A Museum of Fashion Is More Than a Clothes Bag,” 330; Mida and 



encourage the researcher to “draw widely 

experience…to synthesize the material gathered during the Observation and Reflection 

phases.”

“resource hub for makers and educators interested in nineteenth ”

’s ’s

my use of Mida and Kim’s 

that “objects created in the past are the 

only historical occurrences that continue to exist in the present” is prominent throughout Prown’s 

“Crafting Communities,” Crafting Communities, accessed November 1, 2023, 

Prown, “Mind in Matter,” 7.
Prown, “Mind in Matter,” 3.



escription, is “restricted to what can be observed in the object itself,” 

guarding “against the intrusion of either subjective assumptions or conclusions derived from 

other experiences” are most important.

eduction, “moves from the object itself to the 

relationship between the object and the perceiver.”

physically interacting with the object and musing on “what it would have been like to use or 

interact with the object” in the world represented by the 

s of Prown’s object analysis cover the observations and relationships of an object 

researcher’s physical interactions with the artifact being studied, while limiting 

encourages creativity and “the free association of ideas and 

perceptions.” Prown encourages using the “insights afforded by our cultural and historical 

to the fabricating culture.”

incorporating other methods and techniques as a “plan for scholarly investigation” of the 

Prown, “Mind in Matter,” 7.
Prown, “Mind in Matter,” 7.
Prown, “Mind in Matter,” 8.
Prown, “Mind in Matter,” 8.
Prown, “Mind in Matter,” 8.
Prown, “Mind in Matter,” 10.
Prown, “Mind in Matter,” 10.
Prown, “Mind in Matter,” 10.



’s approach

’

“connect the dots.” T

, Prown’s 

Mida and Kim’s

their “Slow Approach to Seeing ” which encourages the researcher 

A crucial step is recording enough “factual 

information” about the object to be able to create a rich description afterwards.

Prown’s second 

Mida and Kim’s second where “the researcher is 

invited to pause and reconsider their experience of examining the garment” using all their senses. 



—

where “the researcher is expected to synthesize the descriptive information with 

the emotive and sensory information gathered” to create a hypothesis. Like Prown’s third 

Mida and Kim’s 

’s

dress artifacts and the aspects the author found to be lacking or challenging in both Prown’s and 

Fleming’s work. For the latter, Steele points to the risk of including too little or too much 

“experimen[t] physically with the object.” Steele adds that “although Prown does not 

this methodology,” while 

Steele, “A Museum of Fashion Is More Than a Clothes Bag,” 329–
Prown, “Mind in Matter,” 8; Steele, “A Museum of Fashion Is More Than a Clothes Bag,” 330.
Steele, “A Museum of Fashion Is More Than a Clothes Bag,” 330.



Furthermore, Steele highlights Flemings’ musing on function, as “it is, of course, crucial 

to be aware that clothing is not simply (or perhaps even primarily) ‘functional,’ at least not in the 

concrete sense of the word.”

The comparison of Prown and Fleming’s work provided by Steele 

Steele’s perspective is invaluable for both its application to fashion studies and material 

analyzing a dress in Prown’s class, Steele observes that while “another student might have 

techniques… I was interested in issues of gender 

and the relationship between clothing and the body” and compared the dress with other pieces.

but Steele’s anecdote remind

Steele, “A Museum of Fashion Is More Than a Clothes Bag,” 331.
Steele, “A Museum of Fashion Is More Than a Clothes Bag,” 331.





Speight’s

Campbell’s 

before Speight’s own work. Campbell’s book w

Godey’s Lady’s Book’s 

Godey’s Lady’s Book 

Godey’s women’s magazine in America until the Civil War 

Godey’s

Godey’s

“Godey’s Magazine 1830 1898,” Internet Archive, accessed July 10, 2024, 

“Godey’s Magazine 1830 1898.”



Kawamura points out, the “qualitative approach is inductive with the purpose of describing 

”

s necessary to discover the “multi layered and complex dimensions” of mourning 

Steele, “A Museum of Fashion Is More Than a Clothes Bag,” 329.



“

type of woman who wore it” and “reveal much about its 

original use and successive ‘lives.’”

Godey’s

Godey’s

’s

“the danger of object

that they may be restricted by too close a focus on aesthetic or physical considerations.”

–



sure to follow Mida and Kim’s 

Prown’s seminal work ha

primary sources to help synthesize the information from the first two phases of Mida and Kim’s 

― ’s

same)―

–





question: “What can an object analysis of a nineteenth

” 

Mida and Kim’s object

©







, an art historian and textile anthropologist. Emery’s

points to the object being made from “one set of elements” which share a 

fixed “common starting point.” The structure most reminiscent of the ellipsoids is “

oblique twining” in which “pairs of elements moving on an oblique course enclose 

elements moving on the opposite diagonal as they twine about each other” and a “diamond 

”

, “Diagrammatic construction of double oblique twinning 
.” Photograph 



©

The object’s fastener



©

–



–

–



This impact resistance would be important as part of a bracelet’s function.



closest to a person’s wr

©



’s ellipsoids



’s

bracelet to be put on and removed easily by the wearer without needing another person’s help.

’

Hilary Halstead Scott, “Types of Jewelry Clasps & Closures,” Halstead, December 9, 2014, 
clasps; Dondero, “Types of Jewelry Clasps: Which Are the 

Most Secure?,” Dondero Diamonds and Fine Jewelry, February



“ ”

the beads’ 

“ .),” accessed July 8, 2024, https://www.oed.com/dictionary/paisley_n



’s 

the object’s 



https://collections.vam.ac.uk/item/O139447/necklace-unknown/


https://collections.vam.ac.uk/item/O1126590/necklace/
https://www.metmuseum.org/art/collection/search/105557


provenance record, which states that it is “made from 

beads woven in diamond mesh.”

ed covering the same colour as the “hollow mesh beads.”

necklace is fastened with a “gold barrel and spring clip” and the ends of the hair are concealed in 

’s box 



©

“the donor states that the necklace was 

‘made from the hair of Jessie Cassels who died in 1850

necklaces.’”



of the loved one’s passing 

. Over fourteen pages, the illness and subsequent death of “Janet Cassels” on “30

three years” are detailed by her father.

notes that: “We have good likenesses of [Jessie], but a cast has been taken since her death for a 

bust, which, I hope, will be successful, and if so, we can have copies.”

’ in the museum’s records



peak of mourning jewelry’s popularity as a 

Speight’s 1871

book as being separated into “two very distinct points of view,” the first being a history of hair 

on the head and “varying fashions of the day,” beginning with the Greeks and Romans and 

The second part details the use of hair “off the head”

“by means of easy explanations and illustrations, to bring the art of working in hair within 

the reach of every one.” he first half of Speight’s book offers a detailed and 

, 300; Yan, “The Art of Working in Hair,” 124; Gitter, “The Power of 
Women’s Hair,” 942.



Speight’s account of the history of hair

between Speight’s sardonic quips intended to mock Victorian customs

Specifically, women’s like widow’s weeds, which 

“spoil many a pretty face in these more mournful days of ours ”

en’s and women’s hair lengths were distinct from 

“a few sous or a bright coloured cotton handkerchief.”

Speight’s biases includ

The making process of Speight’s book is aimed at young women and 

although there are a few mentions of the guidebook being used for “his or her own artist 

working.”

Speight’s services as a 

–



’s hair being long enough to allow for different up

shionable style for men was “fairly short ”

’s

’

of grease and grime using hot water and “two small pieces of borax and soda” and then scraping 

The technique that Speight’s book focuses on is called “ ”



“

amateur artist in hair.”

“very desirable” but not “absolutely essential,” with children’s hair from the nape of the neck 

is “too short” for one design

The strength of hair and its “elastic” and “extensible” 

if stands of hair can be superimposed to extend the yarns’ lengths, we can surmise that, while it 

“usually to be found mounted in the black enameled gold used for mourning.”

recommend a “plain or burnished gold”

–



1871, when Speight’s book was published Speight’s book 

is more in tune with the trends described in Speight’s 1871 volume

instructions “to all classes”

called “Fancy Lace Braid” “over a round stick” and transferred from the 

term ‘braiding,’ Speight refers to the technique as ‘plaiting.’ Consulting Emery once again, the term “plaiting” has 

defined as synonymous with weaving. While ‘braiding’ is likely the more accurate term for Campbell, because of 



“Fancy Lace Braid,” from Mark Campbell, 



work “the only book ever published in the ‘Art of Hair Work’” and states that few people in 

America know about the technique as it is new there, but is a business “that is rapidly increasing, 

” Technically rich and detailed, Campbell’s book 

“ ”

the V&A’s 

ALCTC’s Campbell’s book does not provide as detailed instructions 

revealing “the most ordinary comprehension ”

Speight’s book is aimed at

publication of Campbell’s 

Speight’s 

trying to improve upon Campbell’s book

’s and ’s books



of the jeweler’s role. 

we can see from Campbell’s 1867 work 

and Speight’s 1871 work that it remained 

“ornament or memento” when Campbell’s book was published in 1867

Speight’s 1871 

–

Yan, “The Art of Working in Hair,” 126.



Speight’s book also produced evidence that 

first as an “amusing and entertaining”

“ ”

being said, from Speight and Campbell’s texts, we can deduce that if this bracelet 

Godey’s Lady’s Book “hair work ” “hair 

jewelry,” “hair bracelet ” and “mourning jewelry,”

“ ” 41 results for “hair jewelry,” “ ”

for “mourning jewelry” where 



the term “ ” ’s search is in 

“Of the various employments for the fingers lately introduced among our countrywomen, 

crochet can be.”

This article, titled “Hair Work” Godey’s

are encouraged to test out this new “art” as it will allow them to create “bracelets, chains, rings, 

rings, and devices” out of the hair of “beloved friends and relatives,” with the added benefit 

An advertisement for Campbell’s book appears in an edition of Godey’s

“ ”

Godey’s titled “Philadelphia ” and “Fashions” 

Godey’s Lady’s Book 1850

Godey’s Lady’s Book 1850
Godey’s Lady’s Book 1867



“ ” Godey’s Lady’s Book

from 1850 to 1883. Notably, the term “hair work” appears only in the context of instructions on 

“ ”

section where the “Philadelphia Agency” would respond to mail

shipping of people’s orders, but few references to hair bracelets were found afterwards. After 

Although requests for the broader “hair 

work” are still present in the “Philadelphia Agency” section, from 1863 to 1871

Godey’s

Godey’s



usage of “ ” “

”

“

”

from 1850 is from a fictional story where a woman admonishes her servant for bringing her “a 

mourning bracelet instead of [her] blue enamel.”

allowed for women to wear appropriate colours like “mauve, white, and grey.”

Godey’s

of “hair jewelry,” 

“hair jewelry” Godey’s

passing reference to a character’s 

Godey’s Lady’s Book 1849

Bedikian, “The Death of Mourning,” 39.
Godey’s Lady’s Book 1850

Bedikian, “The Death of Mourning,” 39.



but the first use of “hair jewelry” in 1858

hair jewelry “formed of beads or balls of hair, set in bands of black enamel, edged with gold. The 

brooch, an ornament for the front of the corsage, and a bracelet.”

description of “beads or balls of hair” is reminiscent of ’s hair ellipsoids and the 

heading “Jewelry” within 

a section titled “Fashions,” which details the newest fashions in a variety of areas, including 

heading “Second Mourning Styles,” where a second/half mourning 

Godey’s

Godey’s primary research, the term “hair work” could be very 

––

–– “mourning 

jewelry” 

Godey’s

Godey’s Lady’s Book And Magazine 1881

Godey’s Lady’s Book 1858



this publication did not use the term “mourning jewelry” but rather 

search term “mourning jewelry” was not lucrative.

Godey’s Lady’s 

ould fit a man’s wrist as well. 

Godey’s Lady’s Book 

Godey’s Lady’s Book

Godey’s

Godey’s

Godey’s Lady’s Book

Godey’s Campbell’s 1867 

Speight’s 1871 book

Godey’s Lady’s Book 1850



“What can an object analysis of a nineteenth

”

Using Mida and Kim’s object analysis methodology allowed me to discover the 

“narrative embedded” in our object, the hair bracelet.

the V&A was made sometime during the 1850s and Campbell’s book was published in 1867, 

hairwork. The culmination of the object analysis, both Speight’s and Campbell’s books, and the 

Godey’s



the time of Speight’s publication in 

popularity for “the common use of

”

Godey’s

Godey’s

Victoria begins her period of mourning that will last until her death. Yan attributes “mourning 

jewelry [becoming] highly fashionable” to Queen Victoria’s materializing of mourning.

Campbell’s 1867 book emphasises hair jewelry as a favourable pastime to create a sentimental 

Speight’s 1871 guidebook 

, 300; Yan, “The Art of Working in Hair,” 124; Gitter, “The Power of 
Women’s Hair,” 942.

Yan, “The Art of Working in Hair,” 124.
Godey’s Lady’s Book 1850
Yan, “The Art of Working in Hair,” 126.



years before Prince Albert’s death)

“ ”

Godey’s

Campbell’s book and ’s ’s

while Speight’s book was published in the United Kingdom and that 

’



Godey’s



This thesis endeavoured to answer the research question: “What can an object analysis of a 

mourning practices?”

Reflection and Interpretation phases. Mida and Kim’s object analysis methodology was c

the bereaved widow, due in part to Queen Victoria’s popularization of mourning customs after 



specific person’s 
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and Kim’s 

Prown’s 
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Following Mida and Kim’s three phase structure, 

Prown, “Mind in Matter,” 1.
Steele, “A Museum of Fashion Is More Than a Clothes Bag,” 330.



the ellipsoids and beads’ inconsistent size and the cut marks on the 

, along with Speight’s and 

Campbell’s



’s 1867 book and Speight’s 1871 book demonstrate that there is a 

Speight’s 1871 book suggests that making hairwork exclusively for mourning 

Godey’s Lady’s Book 



Godey’s Speight’s and Campbell’s books

people’s hair, r

followed up with one question: “Why?”

than art made by and from us? But the question “Why?” remains

“But however we may look upon it in admiration or in sorrow, we still connect 
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