THE LITHOGRAPHY BUSINESS AT 54 HATTON GARDEN: FROM OBSCURITY TO CELEBRITY AND PROLIFIC SUCCESS
Peter B. Paisley

Sydney, Australia
1844-52: A NEW HATTON GARDEN ENTERPRISE
Prior to 1844, 54 Hatton Garden, Middlesex, probably contained printing apparatus (including lithography equipment) belonging to Robert Hone.  On 30th January 1844, the London Gazette announced bankruptcy proceedings against him (below).
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By 6th February, bankruptcy was formally confirmed, witness a notice in the Legal Observer (vol.27, p.367), below.
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Presumably 54 Hatton Garden and its contents were disposed of by the court in June 1844, as scheduled.  Despite long searching, I found nothing more about Robert Hone.  His double description as “dealer and chapman” (if not tautological) implies both manufacture and sale of pamphlets and small books – hence printing equipment.  Whatever the case, by 1845 or shortly thereafter, new occupants were at 54 - the lithographers Ford and George – a partnership which lasted until 1852.  George Henry Ford yields an abundance of evidence both on his own and in collaboration with others: B.G. (Ben/Benjamin George) George, whose forenames and initials are often misquoted, yields much less; and Hone – judging by internet sources - has sunk into total obscurity.  (Readers may know something about him – I would welcome evidence.)

Ford and George made lithographs featuring a wide variety of subjects, canvassing business in several books and periodicals.  The prime mover was George Henry Ford, who had a firmly established reputation for first rate natural history illustration, well before his move to Hatton Garden.  One gets the impression he was “treading water” with general popular lithography while seeking medium or long term contracts in biomedical and/or natural history publication.  The advertisement (below) in Medical Times of Saturday 19th May 1849 indicates his preference by the chosen periodical in which it appeared, and by emphasising “scientific”.
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At the same time, the need for income stimulated continued production of non-scientific lithography, evidenced by the Medical Times’ mention of varied subjects (and the offer of competitive prices).  In addition to “scientific, architectural, or picturesque” subjects, portrait lithography of military heroes, widely read poets, and heads of learned societies often found favour with the general public.

The “picturesque” could be enhanced by far-flung geographical appeal – from New Zealand for instance, and Ford and George provided some lithography for An Account of the Settlement of New Plymouth (1849) by Charles Flinders Hursthouse.  Colonial scenes were popular, and agreement may have existed with the publishers to issue single sheet lithographs after the book’s appearance.  Examples of the New Plymouth illustrations are shown below.
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(L) “Glenavon Farm”, Capt. Davy’s residence: (R) “Brooklands”, residence of Henry King RN
Hursthouse’s preface is dated September 1848.  Books take time – letterpress is typed, then proofs checked, illustrations reviewed, and so on: the lithography was probably done in 1847 or even 1846, so it is reasonable to assume that Ford and George had settled into 54 Hatton Garden by then, or perhaps as early as mid 1845, given time taken to import and arrange their equipment.

Portraits could be based on photographs like platinographs, or daguerreotypes like that of Edward Doubleday, below.
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Doubleday died in 1849, and had worked at the British Museum – as had Ford, who therefore doubtless knew him.
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Advertisement in the “Athenaeum”, December 29th 1849
Somewhat unusually, the Athenaeum advertisement above gives precise differential price details.  By making the Doubleday portrait a limited edition, Ford and George used sales psychology to enhance business.  The Doubleday print could be bought directly from Hatton Garden, or via the well known retail shop of Hogarth.  Without access to sales records, one can only guess what percentage went to retail shops: no doubt, the higher the repute of the lithographer, the less reliance there was on secondary outlets.  Once again, for those buying direct from Hatton Garden, the firm has a sales pitch – “prices more moderate than are usually charged”. 
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Athenaeum advertisement, May 1849
There was a commercial balance between selling via retail galleries and selling direct: retailers charged a premium, but might enhance lithographers’ reputations by exposure to a wide clientele.  The Colnaghi shop, especially, attracted members of the aristocracy – even royalty.  Ford was well known in natural history circles, but Ford and George prints of a widely varied nature needed exposure to a public less likely to visit Hatton Garden than to attend fashionable gatherings at Colnaghi’s gallery.  There is an obvious parallel with sales of microscopical mounts.  Consider the multitude of surviving mounts by John Barnett, for example.  Judging by my collection and offerings at auctions, his mounts lacking optical shop labels greatly outnumber those bearing them.  Having established a reputation, Barnett sold from home, using word of mouth recommendations, or free publicity in magazines like Science Gossip.
[image: image9.png]



Two Barnett mounts from my collection
As the notice below shows, a considerable price was charged for large prints: depending on how many were sold, the portrait of Field-Marshal Sir George Pollock may have brought in a tidy sum for the time.
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By selling via Colnaghi, Ford and George came to the attention of the wider press, witness the Spectator notice, below.
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Notice in the Spectator, 7th September 1850
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More portraits: (L) the poet Leigh Hunt, (R) General Pollock
Guide books, street maps and architectural vignettes were other vehicles for Ford and George lithography, all combined in a London miscellany published in 1851.
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The book contained many street maps, which could perhaps be purchased singly from Hatton Garden.  It also contained the firm’s most flamboyant advertisement, occupying almost a full page (below).
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Through the 1840s, Ford and George doubtless continued to sell lithographs – picturesque views, portraits, maps and so on: but on 30th  December 1851, the London Gazette foreshadowed winding up of the partnership’s affairs.
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From the above notice one can conclude that the partnership ended amicably.  George preferred to continue lithography of widely varied subjects, as opposed to the technical scientific direction which Ford preferred.   On January 1852, The Economist reprinted the London Gazette confirmation of their partnership as formally dissolved (below).
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George moved to his own premises at 47 Hatton Garden, and if “snippets” from Google Books are any indication, he flourished there, with employees, as indicated in the C.V. fragment below:
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“Ben George & Co.” and “Ben George Ltd.” indicate some prosperity, which creates goodwill for any business: another Ben George acquired the firm’s goodwill in1904.  I assume this other Ben George was a family member, perhaps a son (below).
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The firm had sufficient funds to apply for a US patent in 1876, possibly for glazing of tin biscuit boxes done in London since 1868.
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This probably refers to decorated tin sheets described by the Victoria and Albert Museum (below), providing material for Huntley and Palmers, which by around 1870 had become a giant multinational company with a global export reach extending to the USA.
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Examples of Benjamin George’s later work: (L) A Huntley and Palmers biscuit tin, with transfer printing by Owen Jones and finishing by Ben George &Co.(R) caricature of Henry Irving as Richard III
So much for George after his split from Ford and George: his different interests are clear.  (En passant, Google Books’ treatment of us colonials as third class citizens is plain from the above: letting us read more than snippets perhaps threatens world peace.)  Obviously, Ford’s preference was for the technical, while George’s was for the decorative: besides, by now Ford had probably met Tuffen West, who was well on the way to becoming another celebrity in biomedical illustration.  Regardless of this, Ford had probably long since developed a taste for the microscopical, given the eminent biomedical authors with whom he had worked. By the middle 1850s, judging by his work for James Samuelson (of which more below) he was already familiar with the microscope and what it could reveal.

Before the partnership ended, Ford and George had begun lithography related to Ford’s scientific interests: by chance, the New Plymouth views, seen on a National Library (NZ) web site, led to something which (I trust) is more interesting to Micscape readers.
Geology
As well as the two New Plymouth views, the NZ library catalogue mentioned another Ford and George lithograph, from volume 6 of the Quarterly Journal of the Geological Society (London), which led me to discover more such plates in the same journal in that year.
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The plates above illustrate a paper based on fossils collected in New Zealand by Walter Mantell, read on 27th February 1850 by his father Gideon Mantell.  Walter Mantell almost certainly discussed the Hursthouse illustrations of New Plymouth with his father, probably drawing his attention, and that of Murchison, to the Hatton Garden firm.
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Three plates illustrating a Murchison paper on Silurian rock fossils, 25th February 1851
Reading further in that volume (via archive.org) I found more examples. Ford and George provided only a few lithographed plates for early Geological Society proceedings, but these “new boys” were noticed by Roderick Murchison, who attended most of the same meetings as Mantell.  In the early to mid 19th century – the age of superstars of geology – none were more stellar than Mantell and Murchison, so anything from 54 Hatton Garden was looked on with considerable interest. 

On 18th April1849, Ford and George had provided lithography in the Quarterly Journal, illustrating fossil fish for a paper by Egerton.
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Later, on 11th June 1851, they once again provided lithography, for a paper by Sykes and Egerton, on a fossil fish from India (below).
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Scientific illustration: the cinderella of art history
Recently I asked a world renowned art historian (with a strong interest in science) how to find scientific engravers, lithographers and printers.  The reply: authors would not mention such details.  But I began reading book prefaces, which usually name and sometimes lavishly praise the artists.  So much for mainstream art history!

With journals, the task is harder.  Editors rarely mention illustrators, so only fine print at the bottom of plates reveals them; but digitised quality is uneven, from superb (often with Proceedings of the Zoological Society of London) to appalling (distressingly often with other publications). Ignoring the value of illustrations creates shoddy work - plates blurred, illegible or absent, with no trace of fine print.  Mercifully, enough clear examples exist to enable an historical narrative.

Other sources exist, but many universities now demand outrageous prices for scans, and the historicaldirectories web site, “improved” by geeks to justify their salaries, is now impenetrable.  Such sources once provided corroboration, at times with “stand alone” facts absent from databases like ancestry.com – alas, no more.

Google Books, if useful, is a two-edged sword: we colonials often get mere “snippets”.  Penetrating the censorship may stimulate others to try: one day, any knowledge generated should join mainstream art history.
Winds of change: multiple artistic collaboration at 54 Hatton Garden  
While still in partnership with Ben George, Ford already collaborated with William West (Tuffen’s younger brother).  Exactly when William arrived in London seems undocumented, but by 1853 he and Ford, having formed a partnership, had created scenic lithographs.  Hence, his first occupations were both printing and lithography, either on his own or with Ford at 54 Hatton Garden.  Probably through contacts made during the Ford and George partnership, and their New Zealand lithographs, they printed the Canadian views below.
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(L) York Factory (R) Buildings seen from across a river bend
In the context of William West’s work as a whole, these exercises in the “picturesque” are atypical: the partnership did not last long, and was gazetted as dissolved on 8th May 1853.
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While the formal business association had been wound up, the relationship did not end there, and co-operation – in chromolithography – continued for some years afterwards.  Probably under the influence of William and his brother Tuffen, scientific subjects soon supplied material, and examples are shown below.  I selected these from plates in the Proceedings of the Zoological Society of London: that society took great care with its illustrations, and (for once!) the digitised internet versions are uniformly excellent.  Plates were issued in separate volumes as well as in the articles they illustrated, making internet browsing easy.
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Three plates from the mammalian series, marked “Ford and West 54 Hatton Garden”, all originally published in 1849. The deer plate is hand coloured.
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Another Ford and West printing, from 1849, this time from the reptiles series: it does not specify 54 Hatton Garden, and may have been done elsewhere.
William West was getting opportunities to work with important natural history artists – not just Ford, but others - William Wing and Joseph Wolf, for instance, who were regular colourists for researchers associated with the British Museum - Wing engraved the left skull  figures above, and Wolf was one of a team of half a dozen artists who hand coloured  John Gould’s plates.

Papers take time to prepare, and most journals have a publication delay due to peer reviews and pressure of author numbers, so 1849 may be at least a year after the plates above were prepared, and the original engravings may date from 1848 or even late 1847 – some four years before the Ford/George partnership was dissolved.
Microscopy
I found no evidence of microscopical work by Ford prior to the middle 1840s.  Nevertheless, he had been involved in natural history for many years, and must have been aware of rapid advances in microscopy: besides, if he did not already know of Tuffen West’s work, he certainly would have by around 1847, through working with Tuffen’s brother.  Certainly by 1848-9 he must have seen William West’s printing of William Wing’s lithograph, published (1849) in the Proceedings of the Zoological Society of London.
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Hippopotamus skin scrapings: the illustration includes the information (L) “W. Wing del et lith”and (R) “W West imp.”
William West, along with his brother Tuffen, probably whetted Ford’s appetite for microscopical illustration: whatever the case, later in the same decade Ford was creating lithographs of microscopical material, which William West printed.  For instance, the Ford/West partnership attracted the attention of George Viner Ellis, Professor of Anatomy at University College London.  They were chosen to make two plates for Ellis’ paper on microscopy of bladder involuntary muscle, read at a Royal Society meeting in December 1858.
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Plates from Ellis’ paper for the Philosophical Transactions of the Royal Society
As I shall show presently, this was by no means the last time Ford and West shared a project for George Viner Ellis, well after the partnership was legally dissolved in 1853 (a major collaboration occurred during the 1860s.).

James Samuelson wrote two short books on “humble creatures”, firstly on the earthworm and the house fly (which had two editions, 1858 and 1860) then on the bee (1860): both books described microscopy of these “humble creatures”, with G.H. Ford providing plates.  Several digitised versions of these books are on the internet: sometimes the standard of the illustrations is atrocious.  In the bee book, the plates were tinted (i.e. probably hand coloured by Ford) but in none of the digitised versions has this been reproduced.
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Frontispieces by Ford (L) for the earthworm/fly book (R) for the bee book
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Ford lithographs of fly microscopy
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Ford’s lithographs of bee microscopy
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More bee microscopical lithography by Ford
A new quarterly periodical, edited by James Samuelson –The Popular Science Review – first appeared in 1862: Ford was among its illustrators, and William West was de facto its resident printer.  The most frequent legend at bottom right of the plates is “W. West imp.”  Microscopical material was not always featured, but usually it was: likewise, William West was not always the printer, but almost always he was.  Eight plates printed by him are shown below.
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Usually but not invariably William’s plates involved microscopy: sometimes he had an opportunity to print other subject matter, as in the two examples below, from articles on the steam plough and primitive astronomy.
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Only a few plates were specified as jointly printed by Ford and West: the example shown below has “Ford and West imp.” at bottom right.
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If The Popular Science Review is typical, William West shouldered the bulk of the printing activity at Hatton Garden during the 1850s.  That activity was nothing short of prodigious, since for a decade after William West’s death in 1870, material printed by him continued to appear in The Popular Science Review, and elsewhere.
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 Three of the many plates printed by “W. West and Co.” in “The Popular Science Review”: (L) in 1874 (middle) in 1876 (R) in 1878.  William West died in early 1870.
The three plates above raise interesting questions: chiefly, who was the “and Co.” of “West and Co.”?  The material shown in the middle of the three is from the Challenger expedition, therefore could not possibly have been printed by William West.  So - what is the explanation?  Many examples of “W. West” plates appear in publication for a year or two after William’s death, and almost certainly represent stock in hand at Hatton Garden, in a queue for publication.  I strongly suspect that the “and Co.” is William’s brother Tuffen, and possibly other family members – William’s wife, for instance (although she pre-deceased him by almost a year).  But there are indeed examples of genuinely posthumous William West printings, particularly in partnership with his brother Tuffen: these presumably were still in queues for publication at the time of William’s death.

Throughout most of the 1860s, G.H. Ford was making many illustrations.  He was responsible for several in Charles Darwin’s The Descent of Man: an example is shown below.
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Both William’s and Ford’s time throughout the middle 1860s was significantly occupied in their work for George Viner Ellis, who followed Richard Quain as Professor of Anatomy at University College London.  Ellis continued an unbroken London series of large anatomical illustrations, started by Jones Quain and continued by his brother Richard, both from University College.  These were regional dissection depictions, on page dimensions which allowed for life size illustration.  Ford, of course, was long since celebrated for his hand coloured plates for Andrew Smith’s Illustrations of the Zoology of South Africa.  Ford had accompanied his father to South Africa in 1820: on his return to England in 1837 he was recognised as a major talent, and found work at the British Museum.
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Above are four of Ford’s hand coloured South African illustrations
George Viner Ellis’ regional anatomical dissections (compiled between 1864 and 1867, when they finally appeared in book form) displays a radical stylistic shift from Ford’s other work.  The plates, specifically aimed at surgeons in training, are strongly reminiscent of those in Joseph MacLise’s surgical anatomy illustrations from some eight years earlier.                                                                                                                                                          
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(L) From the MacLise book (R) From the Ellis book
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Again, (L) from MacLise (R) from Ellis
An interesting similarity between the two sets of illustrations is that both MacLise and Ford sign their work in cursive writing, as opposed to having their names printed at the feet of the plates.  William West, quite unusually, gets special praise for printing, in the preface to George Viner Ellis’ book:


“Before closing this retrospect of the task now finished, I may advert to the difficulties attendant on the printing in colours of such complicated Figures, and to the successful way in which they were overcome by Mr. West.”


As always seems the case when Ford and West worked together, chromolithography was the favoured method.  Ellis’ book, through several editions, was reprinted many times on both sides of the Atlantic: the latest digitised version I saw was from 1891 – and praise for William West as its printer remained unaltered throughout.  Posthumous accolades, indeed!
Competition with lithography and within lithography
In the mid 19th century, photography – as an art form - competed with painting and lithography.  It often claimed “reality”, with public appeal as a “true” record of contemporary events.  The first newspaper claiming such accuracy was The Illustrated London News: but photographs could, and did, lie.  Carl Popper says somewhere that there is no such thing as history without a point of view, and the same was now true of the view itself.  In The Illustrated London News, art was enlisted as propaganda in the Crimea, where rivalry between photography and lithography produced sharp contrast.  There were two war correspondents – Roger Fenton, who took photographs, and William Simpson, who made water colour sketches which were converted to lithographs and sold by Colnaghi.  Fenton is known to have “doctored” several of his photographs, before conversion to wood engravings for publication, with details further altered in the process.  Things were romanticised, as in the picture below, where there is no trace of festering wounds, missing limbs, typhus, or typhoid and Florence Nightingale holds centre stage like a pre-Raphaelite Madonna.
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Equally romanticised is the paper’s woodcut of the charge of the Light Brigade, portrayed as orderly British valour - which differs from William Simpson’s well known lithograph of the same event, which shows the charge from the Russian side, doing more to portray it as the incompetent military madness it actually was.
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(L) What the Illustrated London News thought its readers wanted to see: (R) William Simpson’s lithograph.  Both versions, of course, show disciplined military formation, not the shambles which actually occurred.
There were other pressures on hundreds of London lithographers competing for business: new methods emerged, notably the “lithotint” method pioneered by Charles Hullmandel and favoured by many journals, as well as by the influential Colnaghi gallery.  Hullmandel died in 1850 but his method continued to flourish, and it offered more subtle shade variations than the more traditional “chromolithography”, used by William West and G.H. Ford.  (Most of Ford’s work was hand coloured by himself: however, when working with William West, they favoured chromolithography.)  When William worked with his brother Tuffen, their output, rare among full time illustrators, was grounded in solid knowledge of much of what they illustrated, namely microscopy.  Unsurprisingly therefore they were constantly in demand by biomedical authors.  An additional edge for the Wests (and others) was that until the late 19th century, printed microphotography was expensive, so that lithography and/or wood and metal engravings offered cheaper alternatives to publishers.  Hence, those, and not photography, dominated biomedical literature, particularly in matters microscopical, long after photography became easier and cheaper – but not as part of letterpress.  One way of reducing costs was for an author to make and paste his or her own photographs: this however was cumbersome, and only practicable for fairly small print runs.
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This book – by a past president of the Quekett Microscopical Club – used the author’s own photographic prints throughout.  (The first edition appeared in 1887.)
Unless publishers were confident of large sales and high prices, integration of photography with text only came into its own late in the 19th century, so lithography and wood engraving long continued to hold sway.

No matter what methods were used when it came to illustration of microscopical material, it might seem that sketches made with the camera lucida would guarantee accuracy, and any colouring would be limited only by the range of pigments available.  Nevertheless, illustration was inevitably influenced by theory (or wishful thinking).  Between specimen and illustration, there was opportunity for misinterpretation.  Distortion from fixation techniques might occur; limitation in lens technology could add a further layer of uncertainty; inaccuracy in drawing or tracing might produce what seemed to be there, as opposed to what actually was; engraving, be it on wood, steel or copper, allowed further opportunity for distortion; composite lithography combining figures from engraving added yet more possible inaccuracy.  Finally – and this usually attracted little comment – printing played an important part in what finally appeared
for critical appraisal.

Psychological factors were, potentially, all too omnipresent.  As Carpenter warned:



“It is a tendency common to all observers, and not by any means peculiar to Microscopists, to describe what they believe and infer, rather than what they witness.”
                                                                (The Microscope and its revelations, 1856)

That tendency might be reinforced by any of the processes along the way to publication: the final stage – printing – seldom excited criticism.  But, as Ellis recognised, it was no less vital than any of the others.  William West is the brother most overlooked by historians, but his part in biomedical illustration is not to be underestimated.
Acknowledgments
Thanks to colleagues who have provided constructive criticism (they know who they are!)
Sources
Google Books
www.archive.org
Wikipedia
Contact author at: lois737 AT bigpond DOT com
(Anti-spam format, replace capitals with appropriate character and remove spacing.)
Published in the May 2016 issue of Micscape Magazine.
www.micscape.org 
