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PREFACE

T

he title for this book was always going to be difficult. By the very nature of the way in
which both Rachel Cassels Brown and her family doctor husband, Andrew, presented
their published works to public scrutiny, they courted anonymity rather than open
promotion. This runs contrary to all normal criteria for developing a recognised reputation – at
least in so far as a professional artistic or literary career is concerned. It also makes life difficult
when trying to revive that recognition after a century or so has passed.
What will quickly become evident is that this book is not just about Rachel Cassels Brown,
although it is her art and her undeniable ability that are the prime focus. The range of media that
she tackled over the years spanned almost everything in which the Art Nouveau and Arts and
Crafts movements took an interest. So the focus attempts to follow this somewhat meandering
course of interests, and to highlight those that produced valuable results.
However, because she also worked in tandem with her husband on a variety of book projects,
where he would write the text and she would draw the illustrations, and because neither one
appended their full or real name to this area of their work, the whole job of identification becomes
convoluted without the relevant explanation. In these instances, either one of them could be the
lead in the project in hand – depending on whether it was the text or the illustration of the book
that was of prime importance. Primarily, it is the latter within this book.
It is understandable that Andrew Cassels Brown might have wished to remain anonymous in his early
written works, while he continued to pursue his medical practice. This is particularly so in respect of his
series of satirical political booklets, published so successfully under the Artemas pseudonym during the First
and Second World Wars. Indeed, in their case, he hid his identity so well (even within his private diaries)
that it is only in recent years and by discovering and linking a number of different statements and facts
vi

from private and public sources that the true identity of ‘Artemas’ has been exposed. To this end then, it
will still be found that the books are widely, but erroneously, attributed to Arthur Telford Mason, although
hopefully this may be corrected with time.
What is less obvious is quite why Rachel and Andrew decided upon the use of the anonymous
acronym ‘RAB’ (Rachel and Andrew Brown) for their joint illustrated children’s books. These
are very evidently Rachel’s projects and are wholly reliant upon the enduring quality of her
illustrations for their success. Indeed, and while her illustrations remain as vibrant and alluring
today as they were a century ago, Andrew’s accompanying text in verse, whilst still containing
much relevant humour, now appears somewhat archaic and not always entirely comprehensible
to children today.
Evidently, Rachel concluded that the acronym should be adopted more generally for some
of her other printed work as well. For instance, it appears as ‘Del. et Lith. “Rab”’, in place of one
of her normal signatures or monograms, beneath her second series of litho printed and handcoloured nursery rhymes (q.v.) - in which Andrew took no obvious part.
In respect of Rachel’s children’s illustrations and other printed art work, she generally tended
to employ a monogram to sign her work. Although this monogram evolved somewhat over
the years, thankfully it is easily recognisable – and often helpfully included a date. For her later
etchings, she normally signed and often titled these works in pencil beneath the plate.
Because of the convoluted arrangements between her husband’s work and her own, and even
more so because of the impact that his busy working life as a family doctor had upon Rachel’s ability
to prosper as an artist at critical times, there is included below perhaps rather more additional
detail relating to her husband’s life than might normally be deemed necessary. Also included are a
number of perhaps only marginally relevant anecdotes; but it is felt that these are well warranted,
as they lend an additional degree of flavour and colour to the account. It is hoped that this all adds
to, rather than detracts from, the overall result.

vii

THE STORY OF ‘RAB’ – ONE

W

hen Rachel Wilson made her entrance into this world on 29th December 1875, the
occasion would naturally have been greeted with much pleasure – but, at the same
time, probably not with a great deal of ceremony. This lack of ceremony would not
have been due simply to the strictures of the Scottish Presbyterian family into which Rachel had
been born, but rather that she had, after all, merely arrived as number nine in the middle of an
almost constant stream of 16 offspring that her remarkable mother, Anna, had produced over a
period of just 21 years. This mammoth effort in clan building commenced in 1865, the year after
Anna’s marriage at the age of 22 to her first cousin, John Wilson, and it eventually only ended in
1886 with the arrival of Rachel’s youngest brother, Walter, in Anna’s 44th year!
Since three of Rachel’s earlier sisters did not survive their first year, her family station was
immediately settled as the fourth daughter in the surviving family of seven girls and six boys.
Her father was John Wilson, whose prime occupation continued an almost hereditary office
over several generations within the Wilson family as Factor* to one or other of the vast estates
owned by Scottish aristocracy in the north-east Highlands. In John’s case, this was to the estates
of the Duke of Richmond and Gordon in Huntly, Aberdeenshire. His father, and several Wilson
predecessors before him, had acted in the same office for the Cullen district estates of the Earls of

* Land Agent, Steward and Estate Manager
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Findlater and Seafield, which lay along the Moray coast of Banffshire. It had only been due to a
falling out with a new line in that earldom by John Wilson’s uncle Alexander, his de facto guardian
and last Wilson factor to the Seafields, that had persuaded John to seek out a different master.
He had firstly been approached by the Duke of Buccleuch to manage his Branxholm estates near
Hawick in the Borders, but John had preferred to stay in his home region. A man described widely
as being renowned for his wisdom and integrity and for his absolute fairness towards others, he
chaired every local and surrounding area board and committee of any importance, and he was a
member of Aberdeenshire County Council and a Justice of the Peace for the county, as well as
being an Elder of the Kirk.
The Factor’s house was called Castle Park in Huntly. It was a substantial building - and it
certainly needed to be to house all John Wilson’s family plus numerous servants and visitors). The
house stood a short distance to the south-east of the ruined shell of the ancient Gordon bastion,
Huntly Castle. In addition to his considerable duties for the Duke, John Wilson farmed over one
thousand acres in his own right and was a highly successful and much sought-after breeder of
Shorthorn cattle. In 1910, shortly before he died, he broke all records by being the first breeder
to achieve the then considerable sum of 1,000 guineas for a bull calf in the October sales. He was
much respected, not only around the small town of Huntly, but also far beyond, and when he died
in December 1910 at the age of 74, the town held a public funeral for him.
In 1864, John had married his first cousin, Anna (née Thurburn – from another ancient
Scottish dynasty), who was eventually to outlive him by 12 years. It was in deference to the
esteem in which the family was held that the Duke allowed Anna to continue to live on in the
Factor’s house long after her husband’s death. Apart from the stream of children that Anna bore
over the years, she was a remarkable woman in so many ways. She ruled the household without
remorse, but was equally kind and devoted to all those whom (in her own rather rigorous
opinion) were deemed to deserve it. She might well have invented the idiom of ‘not suffering
fools gladly’! She maintained a regular weekly correspondence with those of her children who
had left home or travelled abroad, forwarding letters and information back and forth from each
one to the others in turn.
The shrewd business skills of John Wilson and the several generations before him ensured
that the Wilsons were by no means impoverished. Apart from their factory offices and their own
farming enterprises and cattle breeding, they were also distillers of fine malt whisky, building the
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John Wilson with all his
family (prior to Walter’s birth)
photographed outside Castle
Park, ca. 1885. The 10-year-old
Rachel is second from the right.

A formal photograph
of Castle Park, Huntly,
Aberdeenshire, in 1887,
with John Wilson and all
his family and servants plus
many ‘props’. John’s artist
brother, George, sits next
to him (centre rear, looking
away sideways). Rachel is the
tallest of the three girls in
front of the two men.
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Tochieneal Distillery in 1820 on land at Tochieneal Farmstead within their Cullen, Banffshire,
‘tack’ of properties held from the Earls of Seafield.* But subsequently, when that relationship
broke down 50 years later (partly due to the then new countess’s prudish objection to the siting
of a distillery on their land), Alexander Wilson – having anticipated the problem – had already
started building another, much larger, distillery, to be called Inchgower, on the outskirts of the
pretty fishing village of Buckie, just seven miles to the west. Although no longer in Wilson family
ownership today, Inchgower is still very much in production, and indeed, has been considerably
expanded, producing fine malt whisky for Arthur Bell and Co Ltd.
John Wilson himself had been born into a family that was equally large as his own, in
which he was the third of 13 children. In each of these two generations with a large family,
there was an inherent belief and understanding that everyone should find a useful rôle in life
as soon as they were able. This meant that apart from the head of the family – the Factor, who
also managed the family’s affairs and estates – many of the male offspring tended to move
away, frequently abroad, to find their way in life in business or the professions. However, this
work ethos applied equally to the girls, and so if they didn’t marry (and many of them did
not, in fact), they similarly found themselves employment in ‘suitable’ occupations such as
teaching or nursing – or, when the need invariably arose, as companion housekeepers to their
own elderly relatives.
One of John Wilson’s younger brothers, by some 12 years, was George Wilson, who took
a slightly more unusual course of career by becoming an accomplished painter who moved
among the later followers of the Pre-Raphaelite movement. As such, George was to have a
significant influence on the early life of his niece, Rachel. After studying Fine Art at Edinburgh
University for three years, George Wilson had moved to London at the age of 19, where
he first attended Thomas Heatherley’s, the renowned Fine Art school that was nursery to so
many highly regarded names in British art. Following this, he went on to the Royal Academy

* A ‘tack’ is a largely archaic Scottish term, broadly equating to a modern formal lease
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Schools for a brief period, before leaving for the more stimulating and refreshing environment
of the newly opened Slade School, where he studied under Edward Poynter.
Although he based himself at a number of different lodgings in London over the years,
George Wilson lived a largely nomadic life, travelling regularly to Italy to paint, as well as
to the south of England and elsewhere; but he never failed to return home to his beloved
Aberdeen and Banffshire for a few weeks or months each year. On these occasions, he
would stay with various members of his numerous family located conveniently around
the region; but most regularly, it was to Castle Park that he headed. The result of this
(or, equally, the reason for it) has been that by far the majority of his surviving œuvre is
represented by his exquisite watercolour landscapes of the rivers and forests of that area of
north-east Scotland.
No doubt, it was these regular visits that stimulated Rachel’s early interest in painting and
drawing. George Wilson’s persona was evidently one that endeared him to all around him, but in
particular, he had a great affection for children and was devoted to his numerous nephews and
nieces. There is an anecdote reported by Rachel’s eventual husband, Dr Andrew Cassels Brown,
in his later history of the Wilson family,* which characterises this devotion. It tells of the shouts
of laughter that would follow on from George’s discovery that one of the children had squeezed
the expensive paint out of his tubes, or poured away his valuable stock of water from its container,
when he was far away from a source of replenishment!
It would be wrong to suggest that Rachel was a particular favourite of her uncle’s, but it may
well be that she showed the greatest interest in his work and was more attentive towards it than
were the others. For whatever reason, George Wilson certainly painted Rachel or included her
in a number of his works. One of these represents a rare sortie by the artist into the realms of
portraiture – albeit, as the title infers, it was a ‘Portrait of a Very Young Lady’ - of Rachel at the age

* The Wilsons; A Banffshire Family of Factors, ed. Cassels Brown, Andrew, Andrew Baxendine & Sons,
Edinburgh, 1936 (published privately).
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of two. In an amusing quid pro quo, Rachel in turn included a delightful caricature of her uncle as
‘Mr Potts the Painter’ in one of her own illustrated children’s books called Annabella, (q.v.). These
two examples of each artist’s approach to their art, demonstrates clearly and interestingly how
much they differed in response to the equally differing eras in which they lived and worked.
George Wilson had worked among the late Pre-Raphaelite followers, and was, himself, a
strict adherent to Pre-Raphaelite principles. He was frequently referred to as a true ‘artist’s artist’;
that is, he painted purely for painting’s sake – and certainly no artist could ever have been less
commercial in his outlook. He loved nature, poetry, music and the classics, and he combined
these loves, one way or another, in everything that he painted. Although he had one or two regular
patrons, he was totally disinterested in fame or fortune, he seldom bothered to exhibit his work,
and he sold it only rarely – mainly to a few enthusiastic benefactors. Infuriatingly, he also never,
ever, signed his work – probably because, in his own typically self-effacing view, he saw little
reason or importance in doing so.
Rachel, on the other hand, pursued an almost diametrically-opposed philosophy from that
of her uncle. From the outset, she had taken to working largely in pen and ink using illustrative
techniques, and it was probably for these qualities that she later chose Émile Barau for her master,
during her studies in Paris. Without doubt, the art era into which she emerged was a very different
one to that which George Wilson had personally left behind when he died so prematurely in
April 1890, at the age of just 41 and after a lifetime of illness. Rachel’s was a world that saw art as
being not only decorative, but wherever possible, equally utilitarian and capable of being brought
into everybody’s lives in a myriad of innovative ways. Consequently, she dived headlong into this
philosophy just as soon as she had completed her studies – and, what is more, she had every
intention of designing and selling everything that she was able.
Undoubtedly, this ‘application of art’ had been undertaken equally by the earlier Victorians,
but it was really to gather steam during the decades immediately before and after the turn of the
century. The Victorians had ‘invented’ Christmas cards; book plates became popular again with
decorative and stylised designs replacing the traditional coat of arms of the owner, and newer
printing techniques enabled books to be printed relatively inexpensively with numerous coloured
illustrations. ‘Design’ would be incorporated into everything – jewellery, silver, pewter, and even
everyday household items, in a variety of metal, pottery and ceramic or multi-media finishes.
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Rachel’s uncle, George Wilson,
photographed in unusually formal attire for
a family group occasion, ca 1875 (the year
in which Rachel was born).

‘Portrait of a Very Young Lady’ by
George Wilson, 1877, gouache on
board, 254 mm x 178 mm, private
collection. One of several paintings by
George Wilson that included his niece
Rachel – here at two years old.
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THE STORY OF ‘RAB’ – THREE

R

eturning to Rachel’s own career; in 1898, she had entered her first four exhibition works,
at that time in her maiden name of course, into the Aberdeen Artists’ Society Annual
Exhibition at the Aberdeen Art Gallery. This was just five years after the very successful
first retrospective exhibition of her late uncle George Wilson’s work in that same gallery’s annual
Artists’ Society event of 1893. Rachel’s entries included a bookplate design and three designs for
Hans Christian Andersen’s Fairy Tales – largely influenced by her recent Parisian training. The
three Fairy Tale designs were from an eventual full set of 12 designs made between 1897 and 1899
that were drawn, painted or printed via a presently unidentified technique onto woven silk place
mats.
This appears to be the first notable application of her art towards practical and hopefully, no
doubt, saleable objects. She had already developed a clear direction influenced by an Art Nouveau
style in design and drawing, which had undoubtedly commenced during her early training in
Paris, and which later became somewhat reminiscent of the Glasgow School. Thus began a
concentration of work in the design of figurative drawings and children’s nursery illustrations
in that manner. This was a theme that was to continue throughout the first two decades of the
new century, although these were later interspersed with some delightful allegorical figurative and
landscape etchings – the latter made occasionally near Huntly, but mainly around Liverpool and
Birkenhead.
Rachel Wilson and Andrew Cassels Brown eventually married on 25th July 1901, in St.
Bernard’s Church in Edinburgh. Andrew had spent the previous two years gaining practical clinical
experience in the Edinburgh Maternity and the Royal Infirmary hospitals, and one placement
as the private physician to the Invergarry Estate of the Ellice family. This latter stint seems not
25
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Two of Rachel’s designs from her set of
12 illustrated silk place mats depicting
Hans Christian Andersen’s Fairy Tales.
Shown here are The Garden of Paradise
and Everything in its Right Place, both
with indistinct monogram and date.
Approx. 138 mm x 177 mm (to inside
of fringe – irregular).

The technique used to produce these
place mats is presently not ascertained.
The black outline may have been
either block or litho printed, possibly
followed by hand-colouring with dyes
or another fast medium.
Three unnamed designs from the set
of 12 were exhibited at Aberdeen Art
Gallery, 1898.
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to have been particularly onerous, and appears to have involved rather more deer stalking and
salmon fishing than it did attending to the sick.
Following this, he decided that he was ready for general practice and started looking for
a suitable partnership in preparation for their married life. Weighing up a number of options,
he finally settled into his first medical practice at Rock Ferry, near Birkenhead in the Wirral,
as junior partner with an initial quarter share worth about £3,000 per annum. He started work
in the March of 1901, and moved into No 2 Woodland Road, Dacre Hill, Rock Ferry, where
he spent some months redecorating the property in advance of Rachel joining him after their
marriage.
In June 1902, Andrew gained his MD qualification, and became a popular and respected
doctor in Rock Ferry, where he developed a well-balanced practice with a good social mix of
patients. This was sufficiently broad to enable him to give wide latitude to the payment of fees
by his poorer patients through his services to a good number of families of ‘higher standing’.
These latter included two generations of the renowned Lever (Viscount Leverhulme) family,
for whom he records on more than one occasion that the family had an uncanny habit of
needing him to postpone his holiday travel arrangements in order to attend at various family
births and deaths! Among his other well-to-do patients of whom he was proud, he also looked
after William Watson, chairman of the Cunard Line and the Royal Insurance Company and
also High Sherriff of Cheshire, and Sir Edward Evans, chairman of the General Committee of
the National Liberal Federation – who once gifted him a fine Dutch silver cigar box following
a grateful episode of care.
At the end of 1909, Dr Carruthers, the senior partner in the practice, retired, leaving Andrew
to take over the position, taking on another junior partner of his own. At the same time, the
family removed from Woodland Road just before Christmas to settle not far away at 4, Highfield
Road North, still in Rock Ferry, but in a much larger and more ‘appropriate’ house for the new
senior partner of the practice.
Although building up his own clientele was to become all-consuming of his time, they had
decided from the start that Rachel should continue with developing her own artistic career and to
pursue this with all the consideration necessary. He recorded in his diary that Rachel’s particular
later interest in etching and lithography was stimulated through attending the Art School in
Liverpool – although in truth, it would undoubtedly have arisen originally long before that, and
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almost certainly in Paris. This particular entry is one of Andrew’s much later reminiscences and is
both ambiguous and imprecise about the timing of when she first went to art school in Liverpool.
The inference was that it was during the early days of their marriage, although there is no specific
mention of this at the time, as the diaries became quite sparse and intermittent at this no doubt
busy period in their lives. So whether it was the renowned ‘Art Sheds’ school at University College
that she attended in the first instance is not known, but it does seem possible, since it was also at
the ‘Art Sheds’ that Herbert MacNair taught, whose wife Frances Macdonald MacNair befriended
Rachel shortly afterwards (q.v.).
It is of further minor amusement then that if Rachel did indeed attend University College
at that time, then once again in all probability she would have bumped into Ida (Nettleship) and
Augustus John, when the latter was teaching temporarily at the art school during 1901-1902.
While there is no evidence to suggest that by that time either Rachel or Ida would have been likely
to recall the relationship between George Wilson and his great friend Nettleship.
As soon as they settled into their house in Rock Ferry, Rachel immediately joined the
highly-respected Liver Sketching Club, which she attended regularly, remaining a member
until she departed from the area in 1921. The Club met at 11 Dale Street, Liverpool, and
Rachel exhibited regularly at their exhibitions.* She also exhibited occasionally at the Autumn
Exhibitions of the Walker Art Gallery in Liverpool, where she first submitted a book-plate
design in oils in 1905. This was an unusual medium for such a work and was undoubtedly
designed to attract commissions in an area in which Rachel was by then achieving some small
commercial success. It was not until 1919 that she next exhibited at the Walker, with a set
of six hand-coloured lithographs of nursery rhymes, plus another lithograph of the Deveron

* The Liver Sketching Club was founded in 1872 and remains today as one of the oldest and most renowned
of British artists’ clubs. It still meets regularly, twice a week on Thursdays and Saturdays, in the Gostins
Building, Hanover Street, Liverpool. Regrettably though, most of the club’s records were destroyed in a fire
in the 1960s. The old Dale Street address now accommodates offices.
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Bridge in Huntly, and two etchings – one landscape and the other allegorical. Then in 1920,
she exhibited five more etchings, of which four were landscapes and one an allegorical design.
Rachel is also reported in a number of (probably repetitious) publications as having exhibited
twice, in 1929 and 1931, at the New English Art Club. This cannot in fact be correct and must
be in confusion with another Rachel Brown, who certainly is recorded by the NEAC as having
exhibited three painted works at around that time, but from an address in Beckenham in Kent.
In fact, not only did Rachel Cassels Brown have no family or other connections at all with
Beckenham, but by 1929 she was living in Bradwell-on-Sea in Essex, and by 1931 had moved
to Burrington in Somerset. Furthermore and somewhat definitively, she always included the
unhyphenated ‘Cassels’ as an integral part of her name and both ‘R and C’ in her monograms;
however, perhaps more drastically conclusive was the fact that by 1929 her failing eyesight had
effectively forced her to give up all active forms of her art.
In many ways, it is invidious and unnecessary to try to place the work of one artist in more
global terms – and Rachel’s work undoubtedly had its own entirely unique and original quality.
Nevertheless, if in only the broadest generality and whether intentional or not, undoubtedly her
work will be compared to the work of other illustrators of the day. For instance, she was in no way
a dedicated ‘follower’ of Aubrey Beardsley (1872-1898), but her pen and ink illustrative work
does occasionally appear to show a relationship to Beardsley’s Arthurian illustrations (see below)
- although, being a descendant of strict Scottish Presbyterianism, she of course displays nothing
of Beardsley’s sometime sexual eroticism! Curiously, there is also perhaps an occasional reflection
of Charles Ricketts (1866-1931); but in general, the ideas that culminated from her Paris studio
training became most closely aligned to the modern Glasgow school. There is certainly within
Rachel’s symbolic figure drawing an element of the strength of detail that can be seen in Ricketts’
allegorical drawings, such as in Oedipus and the Sphinx (commissioned by Lord Leighton in 1891;
Tullie House Museum & Art Gallery, Carlisle). But it was in following the subsequent developmental
phase pursued by the Glasgow Group that Rachel’s own work is at its most expressive. This work is
clearly representative of the development of the aesthetic ideas of the twentieth century based upon
Burne-Jones’s insistence that ‘line is the paramount vehicle for expression’.
In some ways, though, perhaps the artist whose style most closely related to Rachel’s, was
her own immediate contemporary by just three months, Jessie M. King (1875-1949). Although
their paths never crossed, so far as we know, their influences were very similar – as indeed was the
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outcome. However, when Rachel designed the illustrations both for her earlier series of children’s
nursery rhymes and also for her three children’s books, the style of the coloured plates that tell
each story show a greater leaning towards the more vivid colouring employed by the later prolific
illustrators. In particular, one thinks of the Heath Robinson brothers – perhaps rather more so
Charles, but occasionally with the greater inventive humour of William.
In the event, although she completed all the illustrations for all three of her book projects, it
was only the first one of these that was ever published, in 1917, despite it having been started in
January of 1906. The title was The Story of the StubbyDub.* The book received excellent reviews
and, indeed, sold quite successfully. The second (unpublished) manuscript was entitled The Land of
Nod, and the third book was to be called Annabella. The text for all three books was written by her
husband, Andrew, in what appears today to be a somewhat stilted form of verse for children to enjoy,
although of course the childish humour still endures with time. This co-operative effort initiated
their adoption of the joint acronym of ‘RAB’ for all of their work destined for publication.
At times, Rachel’s illustrations for her children’s books carry a mischievous quality to
them – and in some scenes in ‘The StubbyDub’, for example, they occasionally display a degree
of what might today be viewed as quite scary images for young children – but were then often
portrayed by such as the German nursery rhymist, Heinrich Hoffmann, in Struwwelpeter! In
Annabella, though, there is a different example, whereby Rachel employs a series of stylised
line drawings designed to encase the space for the text. Within these designs, a particularly
evil-looking ‘stork-like’ chicken enacts a parallel story of its own, involving a constant battle
with an irritating puppy and a kitten.† The passing resemblance of this bird to the scrawny
stylised peacock-like bird in Beardsley’s How King Arthur Saw the Questing Beast and Thereof

* The Story of the StubbyDub, ‘RAB’ (Cassels Brown, Rachel and Andrew), W. Westall & Co. Ltd.,
London, 1917.
† See Dedication page (p.2.) above
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Two examples from Rachel
Cassels Brown's earlier (ca.
1905) set of (probably 12)
children’s nursery rhyme
illustrations (courtesy of the
Williamson Art Gallery,
Birkenhead).
When the Girls [sic] Came
Out to Play, 260 mm x 415
mm, and The New Master,
281 mm x 633 mm; both
watercolour and gouache on
paper. It is interesting that
Rachel has used wording that
is either not entirely correct,
or at least is unusual, in the
text for some of these rhymes!
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Had Great Marvel (1893, Victoria and Albert Museum) is probably entirely coincidental in
view of the latter picture’s blatant sexuality, but the similarity of style cannot be dismissed.
It was in Annabella that Rachel also remembered her uncle, George Wilson, who was,
without doubt, largely responsible for encouraging Rachel’s early interest in painting. He had
died in her father’s house, Castle Park in Huntly, when she was only fifteen years old, but over
the years he had frequently painted her or included her in a number of his own works. So
perhaps it was ‘in return’ that she chose to incorporate the amusing and skilful caricature of
her uncle under the guise of ‘Mr Potts the Painter’ within an illustration for Annabella. George
Wilson would undoubtedly have found this extremely amusing – and would have been more
than a little flattered by the caricature. Furthermore, he would indeed have been proud that his
niece should have followed a school of art that, partially at least, found its roots in the further
development of the Rossetti, Burne-Jones and Watts tradition.
During the first two decades of the 20th Century, Rachel Cassels Brown developed a
confident style in her illustrative work, but also in her etching and lithography. At the same time,
she continued to work in the background on her three books – and was still contemplating their
publication as late as 1925, somewhat after she had finally succumbed to her failing eyesight.
However, in the earlier 1900s, her already demanding life as the wife of a conscientious, but also
society-conscious, doctor in a very busy pre-NHS family medical practice, made concentration on
her work increasingly difficult to maintain. In addition to the rapid arrival of a young family, the
practice took up much time from both of them. This was at a period when a doctor’s reputation
and popularity dictated how many patients he gained – and consequently, of course, how much
he might earn.
It was a further pity that it was only during this busy domestic period of Rachel’s
early married life that, as her husband recorded in his diaries, she developed a valuable
friendship with the two Macdonald sisters – in particular, Frances (1874-1921). She
and her sister, Margaret (1864-1933), had married respectively, the designers and
architects, James Herbert MacNair (1868-1955) and Charles Rennie Mackintosh
(1868-1928), and in so doing, formed the group loosely known as the ‘Glasgow Four’.
But by this time, the MacNairs had moved to Liverpool, where Herbert had taken up
the appointment as Instructor in Design at the School of Architecture and Applied Art
– known colloquially as ‘The Art Sheds’ because of the nature of its buildings. In 1905,
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‘Mr Potts the Painter’.
Illustration for the
proposed book
Annabella, ca 1908–
1917, unpublished.
Plate size 238 mm x
184 mm.
This illustration is a
comical and skilful
caricature of Rachel’s
uncle, George Wilson,
the late Pre-Raphaelite
follower who in turn
painted Rachel on a
number of occasions
himself.
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the School had become absorbed into The City School of Art and MacNair had lost his
position. However, several of those originally involved had preferred to set up their own
studio instead at Sandon Terrace and MacNair was invited to join them to teach.*
Consecutively on December 5th and 6th 1905, Andrew Cassels Brown recorded that:
‘Rachel went over this afternoon to an “at home” given at the new “life” studio in Sandon
Terrace, at which she expected to meet an artist friend of hers, a Mrs McNair [sic], who is
much interested in the progress of the studio.’
Followed by:
‘Rachel had a great treat yesterday over in Liverpool, and enjoyed her visit to the studio
… and Mrs McNair’s [sic] company which was very artistic and charming. She met her
friend Miss Staveley there, also the Nickels girls.’ †
And one year later, on 29th November 1906, Andrew noted that:
‘By [his] going down to see her [a relation he was visiting] I missed a visit R. had from
her friend Mrs McNair [sic], who is an artist of some repute, and who came with her sister
Mrs McIntosh [sic], also well known in the same line. Rachel says that they were much
pleased with many of her nursery rhyme pictures. They wanted R. to come over and work at
the studio with them. This would be allright if R. could but find the time.’

* Life classes for women at the turn of the 20th Century were still deemed by some to be a little risqué! The
Sandon Terrace Studio (then opposite the Anglican Cathedral) was demolished shortly afterwards, and the
group – which then became the Sandon Studios Society – removed to the recently vacated, beautiful Queen
Anne Bluecoat School building. This still remains the vibrant Bluecoat Arts Centre today.
† The Nickels family were good friends of the Cassels Browns. One of these may have been May Nickels of
Birkenhead, who exhibited twice at the Walker Art Gallery from 1907 to 1908.
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Rachel Cassels Brown’s 1902 Art Nouveau
style Christmas card for Andrew and herself
shows a strong reflection of the Glasgow
School. Litho printed onto thick card with
deckled edges, 166 mm x 140 mm.
Andrew’s hand-written Latin parody of
a ‘prescription’ for a healthy and festive
Christmastide is typical of him, and not
dissimilar to his later Biblical ‘Artemas’
parodies (q.v.).

Rachel’s 1903 Christmas card was
again designed in a Glasgow Art
Nouveau style, but incorporated
a calendar for difference. This
time apparently block printed
onto heavyweight card, the
calendar was commercially
sourced and attached separately.
185 mm x 285 mm.
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espite her reserved nature, the Della Robbia type of experimentation was typical of
Rachel’s approach to her art. Since her earliest drawing days, she had often aimed to
incorporate her designs into practical and three-dimensional objects. Between 1897
and 1899 – and clearly commenced while she was still working in Paris – she had undertaken
the designing of the sets of 12 Art Nouveau style illustrations from Hans Christian Andersen’s
Fairy Tales to create colourful silk dining place mats. In December 1902, her husband recorded
that she was ‘busily engaged designing enamelled buckles and brooches and clasps – all of which are
very pretty and original…’ It is not known if any of these items went into production, nor indeed
what materials or processes Rachel utilised for their manufacture. Regrettably, apart from a few
examples of the illustrated place mats, and some book plates and Christmas cards, no such items
appear to remain within family descent.
Bookplate design held a strong revival interest for many of the illustrators of the
day, and collections are often found to include examples by such artists as Walter Crane,
Kate Greenaway, Rex Whistler, Charles Ricketts, Lucien Pissarro and Frank Brangwyn,
amongst many others. Rachel also designed a number of bookplates for private clients,
including Andrew’s brother Arthur and his first wife. But of all of these, the one that
she produced in 1904 for her husband and herself must be one of the most charming.
This depicts a nymphean naked Eve standing, with the inevitable apple in one hand
and a symbolic book in the other, in front of one slender stylised entwining apple
tree, with two more peripheral trees similarly forming a frame for the whole design.
This tiny half-tone print, measuring just 64 mm by 23 mm, is strongly reminiscent of
the Glasgow School. In October 1905, she exhibited a design for a bookplate, made
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A litho printed bookplate
designed for the Cassels
Browns' friend Ethel
Nickels on her marriage.
Signed with an almost
imperceptibly minute
monogram (lower right)
and dated 1904(?).
Image size 102 mm x 62
mm (max) on unevenly
shaped lightweight paper.

Rachel and Andrew Cassels
Brown’s personal bookplate.
Signed with a monogram and
dated 1904. Printed in halftone. Plate size 64 mm x 23 mm
on lightweight paper trimmed to
85 mm x 40 mm.

An etched bookplate for an
unknown client. Etching
on hand-made laid paper.
Without signature or date.
Plate size 100 mm x 75 mm.
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(unusually) in oils, at the Autumn Exhibition at the Walker Art Gallery (no. 1267),
no doubt with the intention that this should attract commissions – and certainly, a
number of examples of commissioned bookplates do still exist. Some of these are, like
her own plate, litho or half-tone prints, whilst others are etchings.
Initially, Rachel’s Nursery Rhyme paintings from this earlier period were similarly
commercially-influenced designs. She had been working on an extended series of watercolour
and gouache designs from around the time of the birth of her daughter, Jean, in May 1903, and
so following Jean’s arrival, and that of her brother, David, four years later, Rachel proceeded
to decorate the children’s nursery by filling it with such drawings. These pictures attracted and
promoted much interest, which in turn created opportunities to sell copies to various clients.
In 1918, a privately purchased set of five designs from this earlier series of Nursery Rhyme
watercolour paintings (Rachel produced a second series in a somewhat softer aesthetic style in
1918-1919) was donated to the Central Library in Birkenhead. Those paintings were subsequently
transferred to the collection of the Williamson Art Gallery in Birkenhead, where they still reside
– although there is now some confusion as to the date of the bequest and the number of drawings
donated. Records at the Williamson appear to identify that a Mr Morris Jones donated 12 pictures
in all, but six of these are no longer immediately traceable. More recently, in 2002, an etching
entitled Diana’s Pool (first exhibited at the Walker Gallery, Liverpool, in 1919) was donated to
the gallery by the author. The gallery has also subsequently managed to source and procure a copy
of Rachel’s published book, The Story of the StubbyDub.
The ‘StubbyDub’ was originally commenced in January 1906, but with the incursions of the
busy growing medical practice and a closely-related social life, plus the arrival of two children, and
then the demands of the First World War, the book was ultimately only published by W. Westall
& Co Ltd just in time for Christmas in 1917, at the princely sum of 3/6d. Andrew recorded a
number of the press reviews for the book in his diaries, and these all seem to have been most
enthusiastic. Indeed, the book did sell quite well, with over 4,000 copies bought in the first year.
By the time ‘The StubbyDub’ was eventually published, Rachel had already successfully
completed the sets of illustrations for her two further books, The Land of Nod and Annabella.
As with ‘The StubbyDub’, these were scheduled for publication one at a time in good time for
Christmas over the following two years, and again were secured by Westall & Co.

42

The Story of ‘RAB’

The front cover board illustrations for Rachel’s three proposed books, and an example of the text frames from the
inside pages of Annabella (see also the dedication page (p. 2) above). The Story of the StubbyDub, 280 mm x 215
mm; The Land of Nod, 305 mm x 242 mm; Annabella, 348 mm x 261 mm; text frame plate size 236 mm x 185 mm.
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From The Story of the StubbyDub.
Little Meg (the girl in green,
modelled on Rachel’s daughter,
Jean) is drying Bunny and
Mousie’s tears on Annabella’s
petticoat, because she has left her
handkerchief at home. They are
crying because they have not had
any breakfast because the snow
has covered up all their food.
Plate size 228 mm x 183 mm.

A photograph of Jean, hand-coloured in watercolour by Rachel in
1906, shows Jean at the age of two years and nine months, wearing an
identical attire to that of Meg in the book 100 mm x 82 mm, oval.
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From The Land of Nod.
Another of Rachel’s
fantastic mythical
creations appears in
the dream – to the
evident delight of the
little boy – after he
and the captain of the
steamer have climbed
the stone staircase within
the steamer’s funnel.
Without any available
account of the storyline,
the explanation of the
scene is obscure. Plate
size 232 mm x 186 mm.

48

The Story of ‘RAB’
The third book, Annabella, was intended to contain around 46 printed pages, of which nine
were full colour pages with the remainder containing the story-line within cleverly constructed
black and white illustrated text frames (q.v.). The title page for the book is in the form of a
bookplate dedicating the book to her daughter, Jean. Again, Rachel carefully numbered the
original page illustrations, but this time she helps further with a detailed synopsis of the storyline attached to each page. Andrew Cassels Brown’s original verse for the text also still exists,
typed onto flimsy paper. Again, the verse is somewhat stilted, as with ‘The StubbyDub’, but
still retains its relevant humour to children, even after 100 years.
The somewhat convoluted story of Annabella was planned around her young daughter
Jean’s favourite doll of the same name, and which had already appeared in The Story of the
StubbyDub. The tale commences with Annabella being selected in the toyshop by ‘Her Little
Mother’ ( Jean); she is taken home to the No 1 dolls’ house – the No 2 house being reserved
for lesser or older broken toys. A rather evil-looking, stork-like ‘chicken’ and a puppy called
Diogenes and a kitten are introduced, and these commence an ongoing battle that continues
throughout the illustrations that form the accompanying text boxes. Also introduced are the
odd couple of Sally the cook and Joe the policeman, who suffers from very loose joints (and
at this point the distinction between toys and people becomes cleverly confused)! Annabella,
now dressed handsomely, catches Joe’s eye and his attention towards her make Sally jealous.
Annabella organises a sports party, inviting all the toys and various members of the ‘Happy
Families’ card game etc. In the high jump, Joe (who has been prescribed iron tablets for his loose
joints by the doctor), does so well that he leaves great foot-holes in the turf. Annabella trips on these
and breaks her face and arm. She is beyond the doctor’s powers of help, so he recommends ‘Mr Potts
the Painter’ from ‘Happy Families’ to give her a new head. She is shocked by her new appearance
with only one arm, and although her mother still loves her, Joe decides he does not and goes back
to Sally. Mother takes her to Scotland for a holiday, but in the rush, she gets left behind in the
refreshment room in Aberdeen station, from where her Scottish uncle is sent to retrieve her.
They eventually have a nice seaside holiday, but following their return, and after having
washed Annabella’s hair in a flooded golf hole, her mother once again forgets about her and leaves
her outside overnight in the rain! Her resultant appearance is serious enough to persuade her
mother to relegate her to the No 2 dolls’ house, now managed by Sally and Joe, and where she (of
course) lives happily ever after along with the chicken and the puppy for company.
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From Annabella.
The story-line is
based around Rachel’s
daughter Jean’s favourite
doll of this name. The
first opening coloured
illustration depicts
the purchase of the
doll from the toyshop,
with all the other toys
objecting vehemently
to not being chosen,
while Jean’s mother
(although definitely
not a self-portrait of
Rachel!) sits in apparent
serene oblivion. The
fine detailing in this
illustration is of a
miniaturist quality, while
the colouring is simply
vivid. Plate size 238 mm
x 185 mm.
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From Annabella.
Rachel has employed a
major change in tactic in
this night-time illustration.
The darkness is emphasised
by using black Indian ink
for the drawing and a blue
background wash over the
whole picture. This shows
the speeding night express
to Aberdeen in a scene that
encompasses everything
stereotypical of Scottish
landscape imagery – the
rail viaduct over the river
valley with the mountains
behind – and of course
Rachel’s inevitable rabbit.
Interestingly, the heavily
emphasised foreground
tree is closely reminiscent
of Rachel’s uncle George
Wilson’s often ethereal
treatment of windswept
trees. Plate size 235 mm x
183 mm.
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From Annabella.
Whether or not it is because
it took several years to
complete the illustrations
for Annabella (which was
probably started before The
Land of Nod, but completed
later) the general style of
the illustrations changes
significantly through the
book. The earlier colouring
is intensely vivid and uses a
dryer brush with relatively
thick paint. The later
paintings tend to be much
lighter and softer and, apart
from some central character
detail as in the Scottish
seaside illustration shown
here, Rachel has utilised a
generally wetter translucent
technique. Plate size 234
mm x 183 mm.
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Recollections of early family life by Rachel’s son, David, some 80 years later, described events
that were remarkably similar to those illustrated by Rachel, in that much of the story-line was
based on his mother’s (and his own!) experiences of Jean’s often wildly extrovert activities!
The original illustrations for the two unpublished books remain within the family collection.
These brightly coloured paintings show deliberately ‘starched’ figures – whether depicting
humans or toys – which are distinctly in contrast to her delicate allegorical figure drawings
found elsewhere. This technique has the effect of creating a perpetual series of inter-linked comic
incidences, where it frequently becomes increasingly difficult to differentiate between which are
actually toys and which are human. It is a clever device to reduce the whole perspective to that
as perceived through the eyes of a child. Indeed, on occasions the difference is deliberately and
skilfully fudged to enhance the magic and to encourage the young reader’s imagination. It is an
interesting formula that works particularly well in relation to the period in which the books were
designed. The black ink line drawings that hold each story together between the colour plates,
again show the influence of the Glasgow school, and often incorporate entwining and stylised
border devices to enclose the areas of the text.
What certainly is most evident, though, is the great sense of imagination that Rachel displayed
within the ideas for her compositions and the quite extraordinary degree of detail that she then
incorporated into her drawing. And, as Andrew recorded later, it was this minute detailing that
became the prime factor in forcing her to give up her work as her eyesight failed. While all her
black and white line drawings were undertaken in pen and Indian ink, she used a variety of fine
line drawing techniques for her watercolour illustrations. Although she does not appear to have
used pencil, charcoal, or chalk, occasionally if the scene or the atmosphere demanded it, she would
use the very finest of pen-nibs with Indian or, more rarely, brown ink for the outline drawing.
However, in the most important and most detailed scenes, it appears that, in addition to very fine
brushwork, she may have applied watercolour lines using her pens to create the softest migration
from drawing to painting, as well as to enable the finest coloured detail.
Rachel and Andrew always intended to remain broadly anonymous in print and The Story of
the StubbyDub was published (as would have been the other two books) under the joint acronym
of ‘RAB’. In the same vein, Andrew Cassels Brown can also now be exposed as the anonymous
‘scribe’ of the satirical series of First World War Artemas pocket books. For the first three of these,
Rachel designed the front board and dust cover illustrations. The books satirised wartime and
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Rachel recuperated there for several weeks before being pronounced entirely fit and well
once again – and so promptly returned home to take up her work anew, and with increasing
gusto.
By May 1917, she was evidently fully-recovered and was attending her ‘studio’ once again, as
Andrew recorded on 21st of that month that ‘She carried off the first prize at her Studio today for a
design of a Christmas card...’. He doesn’t identify whether this was the Sandon Studios or the Liver
Sketching Club; but it was probably the former, as he recorded later that she was working on ‘some
first-class illustrations for “The Marsh King’s Daughter” in readiness for the Autumn Exhibition that
the Liver Sketching Club are promoting.’ Then, in addition, there were a couple more book cover
commissions from Westall’s, before the latter firm finally issued the first print of The Story of the
StubbyDub in late November 1917.
With Andrew away again for the most of 1918, regrettably little is recorded about Rachel’s
specific work at that increasingly busy time in her career. In January, Mason at Westall’s was already
pushing Rachel to complete her work on Annabella, apparently in preference to The Land of Nod,
so that it could be scheduled for publication the following Christmas. However, this appears to
be when the problems started with Westall’s, as nothing further had happened with the book that
year, nor indeed, before April 1919, when Andrew had returned from his second commission and
was threatening to take the book away from Westall’s. This they did shortly afterwards when he
recorded that they were trying other publishers. The firm of Westall and Co itself appears in any
case to have completely disappeared from the scene by around 1920. But it seems that any form
of publishing was becoming almost impossible by that time, and so with other matters taking
up their time and attention Andrew and Rachel evidently gave up trying – at least with Rachel’s
children’s books – as little further mention is made of them until some years later.
Rachel, in any case it seems, may well have moved on herself by then, since by the end of
1918, she had already started to concentrate on two new main areas of interest – both of which
involved printing techniques – in etching and lithography.
She was still convinced of her ability to design and sell her nursery rhyme pictures and
proceeded to produce a new series of six lithographic designs in a somewhat simpler, yet much
freer and softer aesthetic style compared to the 1905 series. Certainly, their smaller dimensions
and cleaner and less fussy line drawing rendered them somewhat simpler for her to hand-colour
for sale. Rachel commenced the designs in 1918 and ran into 1919 with the last three. She had
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Little Bo-Peep. Lithograph
printed onto hand-made
laid paper, watermarked
‘Hand Made’ and ‘F J Head
& Co’, then hand-coloured
in watercolour. From Rachel
Cassels Brown’s 1918-19
series of Nursery Rhyme
illustrations. Monogrammed
and dated 1918 in the plate,
and signed beneath in pencil
‘Printed by Gerard Bragg’
and ‘Del. et Lith. “Rab”’.
247 mm x 197 mm (max –
irregular).
Each illustration in the set
differs in size and some have
irregular edges with Rachel’s
trait of breaking through
the edge with a detail
of the design. Exhibited
(1297) as one of the full
set of six at the Walker Art
Galley, Liverpool, Autumn
Exhibition, 1919.
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these drawings litho-printed by a firm called Gerard Bragg onto the same good quality hand-made
laid paper, watermarked ‘Hand Made’ and ‘F J Head & Co’, that she used for all her etching and
other printed work.* Evidently she did indeed manage to sell a certain number of these designs,
although not necessarily always in sets, it seems, as there remain in her surviving portfolio just one
completed hand-painted print, plus a varying number of unpainted prints from each design. In
addition to ‘Little Bo Peep’, the other five designs were ‘Humpty Dumpty’, ‘Tom he was a piper’s son’,
‘There was an old woman who lived in a shoe’, and ‘Dog, dog, bite pig’. When she exhibited these at
the 1919 Walker Gallery Autumn Exhibition, they were offered as a complete set at the price of
six guineas.
At the same time, she also started to pursue her more ‘serious’ side to her work, mainly through
her etchings and occasional individual lithographs, depicting her allegorical figurative drawings,
as well as a series of local landscape subjects. For these new techniques, Rachel felt that she needed
to study afresh, and indeed, for as long as she was working actively, Rachel continued to study
actively as well. And so in February 1918 she was back at the Liverpool Art School concentrating
on lithography and etching. Initially, she started attending evening classes, but over the next three
years until the spring of 1921 (when they finally decided to leave the area), she was attending
regularly two days per week.
In addition, in 1920, Andrew recorded that she was also studying under their friend and
well-known local painter-etcher and collector, S.H. Nazeby Harrington – no doubt in order to

* The firm of Gerard Bragg presently remains untraceable today, and may simply have been a local printing
firm.
F.J. Head and Co was a small paper manufacturing company whose paper was much valued by many of the
well-known etchers and specialist printers of the day. Mr F.J. Head died on the battlefield during World War
II, and the company later became part of J.B. Green and Co.
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perfect her technique and ability.* She evidently managed to transfer her drawing skills quickly
and effectively to these new media, and during this period, she produced some delightful printed
work in both figurative and landscape subjects.
Clearly, she became very competent in these media, but unfortunately, there is no record
of the precise detail of all the processes that she employed for printing her subjects. We might
assume that she would have experimented with everything that was available to her within the
field, and certainly there appear to be both hard and soft-ground etchings, and some of these also
appear to include an element of drypoint, at least to a limited extent. It is equally clear that she
developed her technique to a sophisticated level; in particular employing stopping-out to create
great subtlety in effects of light and shade and, most specifically, delicacy and depth of distance
to her backgrounds, through careful control of this process. However, we don’t know how many
impressions she pulled from each plate as they never seem to be numbered, nor indeed, do we
know how many states she produced from each.
In conjunction with her success in her new medium, Rachel started to exhibit again in
1919. She had not exhibited at the Walker Art Gallery since 1905; but in 1919, in addition to
her new set of six hand-colour lithographic prints of nursery rhymes (priced at six guineas for
the set), she also submitted a lithograph of The Deveron Bridge, Huntly (three guineas) and two

* Dr. Samuel Henry Nazeby Harrington (fl. 1862-1930) was a proficient etcher himself, but is probably
best known today for his scholastic knowledge of etching and as the author of an early catalogue raisonné
of the prints of Sir Francis Seymour Haden P.R.E. ( James McNeill Whistler’s brother-in-law). Harrington
possessed a fine personal collection of watercolours as well as etchings that included Haden’s work and some
particularly good impressions by Whistler (1834-1903) and Alphonse Legros (1837-1911)
Harrington’s recognition of Rachel’s ability extended beyond the personal friendship that existed between
the two families, and Rachel would undoubtedly have been exposed to the quality of his personal collection
– which could only have benefited her own skills and understanding of the medium enormously.
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etchings entitled Pan and Bidston Windmill (at two guineas each). Then in 1920, she exhibited
a further five etchings: Diana’s Pool (priced at £1-5-0); Cottage at Bidston (three guineas); and
Docks at Liverpool, No. 1 and No. 2, and Barges Loading, Liverpool (each priced at £2-7-6).
This however, proved to be the effective end to her active career. From a most promising
start, and although her work was always greatly encouraged by her peers and other professionals
around her, as well as by her husband throughout, hers became a career that was unintentionally
but inevitably hampered and ultimately curtailed. In the early days, this was due in part to the
demands of helping Andrew develop and then run his successful, but very busy medical practice,
along with the social expectations that were attached to such a practice at that time. Then came
the birth of their two children, four years apart, the first of whom – their daughter, Jean – was in
particular, an extremely lively, and precocious and demanding child.
Then while the children were still young, the First World War had broken out, and Andrew
immediately undertook the series of commissions in the Royal Army Medical Corps, which, as
with virtually everyone who was closely involved with the horrors of the wounded and dying in
that devastation, affected him really quite badly, and evidently more than he was prepared to admit
– even in his private diaries. His previously unshakeable and highly optimistic faith in human
nature was shattered for ever, as was his belief in the medical practice that he could continue to
provide, as evidenced by his fundamental opposition to the National Health Insurance provision
that was being rolled out and expanded yearly.
Then, most unfortunately – but eventually, quite definitively – towards the end of the 1920’s
and at an unusually young age, Rachel’s ability to work became hampered by an increasingly
rapid failure of her eyesight. So in mid-1920, and wholly disenchanted with the state of postwar medicine and what they saw as the declining area of the Wirral in general, Andrew and
Rachel decided jointly upon a complete change of life. By the end of that year, he had managed to
complete the sale both of his practice and their house in Highfield Road, and so they stored their
furniture and moved into an attractive rented house called Hope Lodge in Poplar Road, Oxton,
nearer to David’s Birkenhead school, for six months while they pondered their future.
A selection from the known extant etched and lithographic works by Rachel Cassels Brown
follows. Different impressions are variously signed and titled, and sometimes dated. The following
attached descriptions refer only to the impressions as reproduced here:
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‘Pan’. Lithograph printed onto handmade laid paper, watermarked ‘Hand
Made’ and ‘F J Head & Co’. Date not
known – possibly 1918. Plate size
230 mm x 183 mm (max – uneven).
Titled and signed ‘Del. et lith. R.
Cassels Brown’

‘Pan’. Etching on hand-made laid paper,
watermarked ‘Hand Made’ and ‘F J Head & Co’.
1919. Plate size 140 mm x 127 mm.
Exhibited (1472) at the Walker Art Galley,
Liverpool, Autumn Exhibition, 1919. Signed
dated and titled.
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‘Diana’s Pool’ Etching on hand-made laid paper,
watermarked ‘Hand Made’ and ‘F J Head
& Co’, 1920, Plate size 115 mm x 70 mm.
Exhibited (1426) at the Walker Art Galley,
Liverpool, Autumn Exhibition, 1920. There is
an impression of this etching in the Williamson
Art Gallery, Birkenhead. Signed and titled.

‘Cupid.’ Soft Ground Etching on hand-made laid paper,
watermarked ‘Hand Made’ and ‘F J Head & Co’. Date not
known, ca 1918. Plate size 100 mm x 75 mm. Although
Rachel stored several impressions in a paper folder entitled
‘Cupid’, the subject appears to be closer to a ‘Bacchante’ in
design. This may have been one of Rachel’s earlier etchings.
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The Docks, Liverpool, No.2. Etching on handmade laid paper, watermarked ‘Hand Made’ and
‘F J Head & Co’. 1920, Plate size 115 mm x 70
mm. Exhibited (1477) at the Walker Art Galley,
Liverpool, Autumn Exhibition, 1920. One of a
series of three etchings she made of Liverpool
docks. Signed and titled.

The Old Castle, Huntly. Etching on hand-made laid
paper, watermarked ‘Hand Made’ and ‘F J Head
& Co’. Plate size 184 mm x 127 mm. Date not
known – possibly 1920. This view of Huntly Castle
is remarkably similar to the two extant watercolour
paintings of the subject made by her uncle George
Wilson. The view looks across from Pirriesmill,
one of her father’s farmsteads, over the River Bogie
in the foreground, towards the rear (south facing)
façade of the old ruined castle. Signed.
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Rachel Cassels Brown, aged 77; photographed at Christmas 1952 by her son, David, at her daughter’s house,
Holloway House in Heybridge, near Maldon, Essex. This was the Christmas before her death in November
1953. Always wishing to be kept busy, Rachel is pictured assiduously darning a pair of shorts (complete
with their Eagle comic braces!) belonging to one of her grandsons. Rachel’s poor eyesight, behind her heavy
spectacles, is evident in this photograph.
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