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FOREWORD
THE PROBLEM OF LITERARY RESEARCH

The inseription whioch blazes the title page of this
thesis contains in it all the argumentative venom which any
literary enthusiast might beg. The topic itself is imbued
with a variety of conflicting colors, painted and portrayed
very often by oritics who deliberately have abandoned all
truths concerning the matter., But then, this situation is
always existent to some degree, in all types of secondary
research.

Generally speaking, the student of any serious literary
research has a field of infinitude. This is particularly true
in the realm of eriticism where a great many secondary, yet
significant problems attach themselves very vitally and defi-
nitely to the major issue. No matter how specific, how narrow
and limited the particular problem seems to appear on first
consideration, any effort whioch attempts to cover the tople,
at all adequately, tends to expand over & great variety of
important points. Each one must be explained; quite often
thoroughly elucidated upon; and almost always definitely de-
cided upon as to importance and value in the light of the issue
under consideration. This many-sidedness of criticel and
aesthetic literary research is not without reasonable justifi-
oation, since literature, itself, is so broad in scope. It -
not only touches upon all of humen nature, even in its most
illusive aspects, but is inextricebly bound up with all the

arts and sclences, Add to this the eritical aspect, which



probes into vital philosophical, ethical, and aesthetio
questions, and the complex difficulties become quite evident.
Together with the above situation, there exists a great
body of criticism which comes from the pens of literary ocon-
noisseurs--each & law unto himself--who attempt to solve for
us so readily and prettily this great jumbled literary aes-
thetique. Is it any wonder that misinterpretation, misunder-
standing, false theorizing, and argument without end are in-
evitable occurrences. There is no doubt that a great deal
of this so-called oriticism tends to reduce itself to merely
another pseudo-critic's noisy dietum. Then too, many of the
over-enthusiasts, who come under this heading, carry their
literary and aesthetic doctrines to the bounds of absurdity.
Their exploitations and ultimate conclusions are very often
so notorious, that it would be most disingenuous, in the
ma jority of cases, to call their real purpose truly and sin-
cerely literary. They are the youthful super-aesthetes, who,
as & rule, grow more sensible and sane in judgment after passing
the oritical age of literary puberty. Their super-abundant
radicalism seems to mellow somewhat with age, experience, and
mature thinking. Their empty violence'tonea down to a softer
and more meaningful art philosophy. This last point is by no
means negligible in & discussion of this kind, since it ac-
counts very often for the inconsistencles and discernable
flews in many of our literary critics and writers of aesthetic
oritioism. It also enters quite appropriately into many of
the situations which arise in the attempted thesis of this

paper.
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It is most obvious, then, that the literary novice has
a host of disturbing factors in his modest attempt to cope
" with any seleoted literary or aesthetic problem. After
dispensing with the ocreative work of the artist; and second-
ly, with the sound and authentic oritic's evaluation of the
subject, there still remains the problem of the "popular”
oritic, so to speak--this ardent summarizer, who attempts to
facilitate and populerize the understanding of art and litera-
ture, commenting most wisely and assuredly upon the artist's
true purpose in creating his piece of artistry. He dissects,
et will, all of the aesthetic prineciples whiech the true critiec
has bullt up, and substitutes his own, in order to clarify the
hazy spots and obscurities which the ordinary literary student
encounters., He attempts to simplify for all mankind the sum
total of difficulties which arise in any literary situation.

And so it is, because of all these forces whiech tend
to curb and distort artistic creations in every possible shape
and form, that a great diverse, yet not entirely uninteresting,
body of opinions exist concerning various literary and aes-
thetic movements.

- Perhaps all the aforesaid seems a bit foreign to the
problems as specificelly stated on the title page. However,
there is a most vital and definite comnection. First of all,
such e preliminary diseuseion serves as an introduction to any
literary eonsideration or problem. It challenges the omnipo-
tent egoist, ao thoroughly convinced of his righteousness;
and defends the more timid, modest thinﬁer--the one who is

not so ready to say, "I know." Theh, too, it leads to a
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sympathetic bond between writer and reader, pointing out,
and justifiably so, the infinite difficulties which are wont
to challenge the amateur literati.

Pre-Raphaelitism serves as an excellent illustration of
precisely what the writer has been attempting to say in the
preceding paragraphs. It is one of those fascinating move-~
ments in literature and art which gave us much valuable crea-
tive work; boasts a body of eriticism wh}ch includes a defi-
nite theory of art; and introduces a number of tremendously
interesting men who made the movement possible. Then, too,
there exists this great group of literary clarifiers, who
have interpreted the entire movement, each according to his
own understending, with the express purpose of enlightening
the curious-minded. As in every field of endeavor, some of
their ideas are of value, others must be taken with a grain
of salt. '

And so it is that the author has atfempted to utilize,
as a sound basls for discussion, chiefly such material as
comes directly from the men concerned with the movement under
consideration; or that mestter wh;ch exXists as a result of the
research of the most reliable authorities on this particular
phase of literary interest., References and quotations from
lesser sources will be employed only to enrich and reinforce

any of the fundamental authentic material.



CHAPTER 1
INTRODUCTION TO THE PROBLEM OF PRE-RAPHAELITISM

Pre-Raphaelitism has a deeper significance and a fuller
eonnotation in the field of art and literature than any one
thesis can hope to reveal and evaluate. Explanations conocern-
ing the word alone have been many and varied, indeed. Reput-
able critics have duibbled about its etymological definition
as well as its fuller, inclusive and exclusive significance
since its origin. The term has, perhaps, suffered much from
the tendency of human beings "to define a thing in order to
save the trouble of understanding it,™ as someone has very
cleverly stated. Because of all these innumerable and contra-
diotory definitions and explanations which have been formu-
lated, it has been held responsible for all kinds of artistioe
sins, and also ocredited with a high degree of virtue that it
cannot rightfully claim. Hence, it is evident, that a mere
ecursory study of the movement, or a meager introduction to
some of its principles, as is generally achieved by the ma-
Jority of art and literary students, is not only inadequate,
but very often leads to an inaccurate and incorrect under-
standing of its real signifiocance.

There are many important questionable and unsettled
phases of Pre-Raphaelitiam, whioh, as & general rule, most
teachers of literature and aesthetic oriticiesm, as well as
text-books with hasty summaries, disregard entirely. For
exsmple, Holman Hunt, who 18 a decidedly significant figure,

is either neglected altogether, or unfairly represented;



while Rossetti is designated as the one and only really great
Pre-Rapheelite--the only exouse for such a conclusion being
that the entire falsity rests on a misunderstanding concerning
the two men and the meaning of Pre-Raphaelitism. The fact that
Hunt, in reality, originated much of the essential and funda-
mental doctrine which Rossetti incorporated into his early work
is not even referred to. Also, and of utmost importance, as we
shall discover later, Hunt i1s in reality much more representa-
tive of the true Pre-Raphaelite principles and spirit than is
Rossetti. Rossetti led the fundemental and original Pre-
Raphaelite doctrine into foreign channels. He incorporated
strietly "Roasettian" ideals into his oreations, which caused
them to change decidedly as he matured in his artistic thinking
and prsctice from Pre-Raphaelite products to something entirely
outside of this realm,

In truth, then, Hunt and Millais were the only really great
true Pre~-Raphaelites. However, sinoe Rossetti was the chief
literery exponent of this group, we ghall attempt to discuss his
importance in the light of Pre-Rapheelitiam. Then too, in the
course of this paper, an endeavor shall be made to properly
eatablish a sound, unbiased position concerning Hunt and Rossetti--
to interpret them both in their ocorrect settings.

Besides the point of misunderstanding just referred to, there
exist a numpor of other conflieting notions concerning the doe-
trine under oconsideration. There are quite a number of extremists
who would allege for the Pre-Raphaelite movement all sorts of
exaggerated and unfounded claims., For example, this movement,

when interpreted eorrectly, was not the undisputed beginning of
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the Aesthetie School in England, as one writer would have us
believe.l Neither was it the beginning of stark naturalism
as other authors so readily insist. By no means was Pre-
Rapheelitism the worthless literary spurt that Clive Bell so
boldly announces in one of his articles.® Each oritie for-
gets the other's point of view., Perhaps, all are correet to
some extent; Pre-Raphaelitism contained the seeds of various
later artistioc and literary maturations.

4dnd so it is the good purpose of this paper to accom-
plish three definite ends: First, to explain the origin and
meaning of Pre-Raphaelitism in its correct denotation; second,
to single out of this particular movement its contribution to
aesthetic practice and oriticism; and third, to determine, in
a minor degree, the.ultimate outcome of Pre-Rapheselitism, in-
ecluding its influence on later aesthetic and literary develop-
ments. The thesis will concern itself chiefly with point two,
point one asting as a necessary correstive to any pre-conceived
false notions concerning the movement, as well as a convenient
introduotion to point two. Part three, although by no means
intended to be treated in e complete and exhaustive manner,
will be of interest in deciding the ultimate importance and
aesthetic value of such a movement in the light of later
artistic and literary developments--whether the whole thing
was merely a phosphoric aesthetic spurt, a fatal literary
morning-glory, so to speak. It is evident that the last point
might well be chosen as a complete topic for g thesis in 1t§e1r;

it is by no means a minor phase of Pre-Raphaelite importance;

ly, Hamiltom, The Aesthetie Movement in England
2Clive Bell, "The Pre-Raphaelites,® The New Republioc, XLIV
(Oatober, 1925), 251-253.



t, by far, too extensive to deal with in a paper which
chooses for its major issue the simngling out of a body of
criticism, whieh inclmdes such a very definite and important
aesthetique. And, it might be added here, by the term criti-
cism is meant its broadeat interpretation; namely, the beliefs,
ideals, and practices which the men who figured in the movement
upheld in their creative work--their aesthetic dogma, so to
speak.

Before proceeding to the ma jor issues of this thesis, it
might be well to remark that at this particular moment in the
history of aesthetic development, there existed a great bond
between painting and literature. Some of the greatest par-
ticipators were both great artists in the pictoral as well as
the literary semge. OBs phase of artistry tended to inspire
the other. Hence, throughout this discussion, our interests
will neceasarily tend to oscillate from one to the other.
Generally speaking, in any oritical aesthetic consideration
this eondition exiats.



CHAPTER I1I
THE ORIGIN AND MEANING OF PRE-RAPHAELITISM

In a newly attempted explanation of the origin and
meaning, as well as the importance, of Pre-Raphaelitism, one
has an unlimited number of precedents fram which to seleot a
starting point. D’pending upon the partiocular point of view
chosen, one may discover in the movement, either, the con-
socious creation of an important, influential artistic creed,
based upon a framework of loftiest aesthetic prineiples; or,
one may see in the movement merely an exuberant "arty" outburst
of a group of impulsive, high-spirited youths, whose enthusi-
astic fire soon died, leaving but a flimsy ashen residue, whieh
has long sinee been Qoattored and almost ocampletely dissolved
by the winds of time.

dmple authority might well be quoted on both sides. For
instance, there are oritics who believe with Clive Bell that
Pre-Raphaelitism was just another passing craze; and if it
exerted any influence at all, it was of the kind that put on
the wrong track a number of promising young painters.l One
author oynically remerks that the brotherhood which formlated
all these lofty prinociples was little more than a band of a
few enthusiastic young men, who had eager minds, interesting
ideas to express, and great determination.®

On the other hand, many of the shrewder critics are dis-
posed to regard the Pre-Raphaelite ocontribution as a greater

national asset to Great Britain than the succeeding generation

1c1ive Bell, %ﬁ oit.
2E. L. Cary, "Rossetti and the Pre-Raphaslites," The Critio,
XXXVII (July-December, 1930) .



of nineteenth century British painters, who, falling under
the influence of French painting, became much less national

and independent as & result. One eminent art oritic has

stated:

*the movement assocliated with the Pre-
Raphaelite Brotherhood stands as a landmark
in the modern history of our school, nor has
it been without_lasting influence upon the

art of Europe."

Another says:

"i visit to the Tate Gallery (where Hunt is
not yet adequately represented) will show
two things: first, what a large number of
the best pictures in that gallery are by
men who belong to the Pre-Raphaelite school
or its lineage; and, secondly, how much the
other sohools owe what is best in them to
the effects of the explosion of 1850."8

Esther Wood, who has written quite an informative as
well as interesting book concerning the Pre-Raphaelite move-

ment, says:

"For the Pre~-Raphaelite movement was much more
than a revolution in the ideals and methods of
painting. It was a single wave in a great re-
actionary tide--the ever rising protest and
rebellion of our ocentury against artificial
authority, against tradition and eonvention

in every department of life."d

And in another seotion of her book she states:

"It must be remembered that the Pre-Raphaelite
movement presents a combination of the highest
poetry with the highest pictoral and decorative
art incomparable with anything since the days
of Michaelangelo.™4

13, c. carr, "The English Sohool of Painting at the Romen
2 Exhibition," The Fortnightly Review, XC (July, 1911).
P. Dermer, "Holman Hunt and the Pre-Raphaslite Movement, "
The Contemporary Review, CXXXIV (July, 1928).
SE. Wood, Dante Rossetti and the Pre-Raphaelite Movement, 9.

41nid.
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Net a mean campliment, to be sure.

Peroy Bate has an especially fine tribute to pay to

this ardent group of artists. He says:
»There is no contemporary school of painting,
no modern movement in art, that commands even
now more profound attention or retains more
completely the interest of the publioc than
that splendid and daring rebellion of half
a century ago, which has exercised so great
an influence on the peinting of the world."l

It 18 evident, then, asz the above smatterings of raniom
quota tioms points out, that the notions concerning the ulti-
mate importance of the Pre-Raphaelites are much diversified;
although most of the renowned orities, who think on a sound,
intelligent basis, estimate their importance as not only an
established fact, but one not to be negleoted or studied half-
heartedly.

After the above introductory words, then, let us proceed
to a cursory hiatorical sarvey of Pre-Raphaelitism, gathering
our material chiefly fram primary sources, s0 as to make the
survey more reliable. We ghall attempt to utilize especially
such evidensce found in the letters and diaries written by the
very men who figured in the movement.

Precisely who the originator of Pre-Raphaelitism was,
has been a literary bone of contention. Some authorities
give the sole oredit to Holman Hunt, while others name Rossetti
as itas instigator. BS5till others make Millais the essential
figure--all of which proves quite obviously that all three men
were important in its birth and development. Each, as we shall
see later on, played his especial role in the development of

the movement. The Pre-Raphaelite Brotherhood really originated

lp. H. Bate, "The English Pre-Rephaclites,* The Megazine of
Art, IXIV (January), 125-128.
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as a revolt against existing conditions in the field of paint-
ing during the latter half of the nineteenth scentury. Henoce,
it was this cosmon impulse, primarily artistic, not literary,
which drew these three geniuses togethar.

If we should survey the field of English art at this par-
ticular moment, we would discover, at once, what it was that
oreated this mutual impulse. The painting situation wasz practi-
eally moribund. William M. Rossettl, one of the Brotherhood,
a8 well as one of the most eminent oritics on this point, tells

us in his Introduction to The Germ:

*In 1848 the British School of Painting was

in anything but a vital or a lively condition.
One very great and incampareble genius, Turner,
belenged to it. He was old and past his ex-
ecutive prime. There were same other highly
able men--Etty and David Scott, then both very
near their death; Msoclise, Dyce, Cope, Mulready,
Linnell, Poole, William Henry Hunt, Landseer,
Leslie, Wetts, Cox, J. F. Lewis, and some others.
There were also same distinotly olever men, such
as Ward, Frith, and Egg. Paton, Gilbert, Ford
Madox Brown, Mark Anthony, had given sufficient
indication of their powers, but were all in an
early stage. On the whole the school had sunk
very far below what 1t had been in the days of
Hogarth, Reynolds, Gainsborough, and Blake, and
its ordinary average had oome to be samething
for which oawmonplace is & laudatory term, and
imbeeility a not excessive one."l

Not a very camplimentary acknowledgment.

Cosmo Monkhouse, in his artiocle om Pre-Raphaelitism,
paints a pioture, quite in hammony with the ome above.
He says:

"The lights of the art-firmement were few in
those days. We had Seem the last wild flash
of Turner's genius, and the Academy grew
duller year by year. Its certeain pleasure

eould be counted on the fingers. We were
sure of some agreeable work by Stanfield,

lv. M. Rossetti, Introduction to The Germ, 5.



Creswick, amd Cooke; we were tolerant but

tired of Cooper's cows; we had little else

in whieh to trust. A Landseer perhaps--

not; & Maclise possibly, or one of the

sweet-coloured over-refined heads of Sir

Charles Eastlake; now and then a Mulready

or a Webster--these were the strongest

exeitements to be looked for in Trafalgar

Square."l

So we see, it was with Turner that the old school of
English peainting was about to die. Simpering portraits, faded
landscapes, tame groups of theatrical figures, all of them
drawn and colored after one set of hacknied models, wearied
the eye that looked for more inspiring things from the country-
men of Wilson, Reynolds, and Hogerth. Painting after nature
had come to mean painting after some received tradition. There
existed a certain range of subjeots, and & specific set of rules
for handling them, formlated chiefly from the principles set
down by Sir Joshua Reynolds in his famous Discourses. These
principles were of a highly technical nature, which, as we shall
see, infringed quite definitely upon the freedom of the artist
as well as tended to direot the art product away from the real
truth.
Not only was the technical side of painting definitely

outlined and thoroughly established by Reynold's art dictum,
but the choice of mubjeots was also limited, as already has been
intimated. It seemed a kind of heresy to paint scenes not found
in the traditional Goldsmith, or landiscapes wearing other hues
save those of autumn. Views of particular known places were
mede as carefully unlike the originals, as portraits of ugly
pecple usually are. Just as long a8 the final artistic product

was smooth and well finished--pleasing to the eye--it seemed to

lc. Monkhouse, "A Pre-Rapheelite Collection," The Magazine
of Art, VI (Januery, 1883), 62-70.
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matter not in the least how much it lacked in freshness, or
real truth, or poetic power and inspirational value.

This mediocrity existed not only in the field of paint-
ing, but in other branches of art, as well. Percy Dermer
voices this idea for us in one of his articles:

»_ ..but painting had settled down into an
indesoribable condition of dull incompe-
tence. Ruskin was awake, but others were
blind to the wvalues of great art--as never
before since art grew up in the palaeolithic
age; a oruel and oriminal ugliness was
triumphant and complacent in architecture,
furniture, costume, sculpture, and in paint-
ing. The deatruction of Europe's old build-
ings under the guise of restoration had
begun, and the new buildings were growing
worse and worse. Men were everywhere level-
ing dowa the civilization of their ances-
tors; and the mean streets of Manchester
were expressing the new commercialism, as
Venice and Antwerp had typified the old."l

It 1s quite evident, then, that in the year, 1848,
the outlook for peinting and art in general, was not at all
enocouraging. The waning accomplishment of men who had passed
their prime, cried aloud for the need of a new return to
Nature; and the accepted, amtworn oconventions of style, en-
feebled and grown old, left the hour ripe for the advent of
some group of gifted young men to set the situation aright.2
And fortunately, such a group of men were preaent to carry
out this mueh needed remedial work--a group of young, fresh
enthusiasts; yet not too utterly radical or insanely foolish

in their ideas and course of procedure.

iP. Dermer, op. e¢it., The Contemporary Review, CXXIV (July,1928).
J. C. Carr, op. oit., The Fortnightly Review, XC (July, 1911).




CHAPTER III
HISTORICAL SKETCH OF PRE-RAPHAELITISM

In order that the dootrine of Pre~-Raphaelitism be more
acutely comprehended a brief historical sketoh would seem of
value. This survey will draw its material solely from William
Holman Hunt's autobiography and William Rossetti's volume
containing the diaries and letters of the men who figured in
the movement.

The origin of the Pre-Raphaelite Brotherhood came about
in a most natural way. In 1848 there existed a small group
of men at the British Academy whose oommon interests in art
brought them together in all sorts of serious discussions on
the sub jeot. William Holmen Hunt and Everett Millais were
especially drawn together by their ardent admiration for the
poet Keats, and resolved to begin a series of illustrations
and designs dealing with Keat's postry. BHunt, upon submit-
ting his "Eve of St. Agnes," was fortunate, indeed, in having
it chosen by the Academy Committee to be hung--a very dis-
tinguished honor, to be sure. Rossetti, notiecing the picture,
passed it, loudly proclaiming it the best in the eollection.
After some discussion be‘twcen the two men, it was arranged to
have Rossetti come to visit Hunt at his studio. Because of
their oommon enthusiasm for Keats they soon became fast
friends, end worked side by side for years to ocome, Hunt
acting as a guide to Rossetti in these first years.

Before his ocontect with Hunt, Rossetti hed studied under
Ford Meddox Brown, but complained of the Qtric_t discipline
which Brown hed demanded of the student in his paintings.
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For instance, Rossetti rebelled againat Brown's insiatence

on studying still life from a group of bottles and other
objeecte which happened to be lying about in the studio. 1In
fact, this so disheartened the young lad that he gave up
painting for the time and turned for counsel to Leigh Hunt,
asking him to read and oritiocize his small colleotion of poems,
as well as advise him as to the possibility of his relying
solely upon poetry for his bread. Leigh Hunt advised Rossetti
to go on with his painting, since the fortunes of an unfriended
poet in modern days were too pitiable to be risked.

Hence, his acquaintanceship with Williem Holman Hunt
made things appear & bit brighter for the all-too-sensitive
Rossetti. This alliance led to other important heappenings.
Through Hunt, Rossetti became acquainted with Millais, and
Joined the "Cyolographic Society" to which Hunt and Millais
together with several other mambérs belonged. The scheme em-
barked upon was for members to contribute drawings to a port-
folio which was sent around for all the other members to
critieize. The Society it seems, enjoyed only a very brief
existence yet was of valuable service in weeding out those who
did not sympathize with the new ideas which were maturing in
the minds of Hunt, Rossetti, and Millais.

This trio, then, proceeded on a serious study and dis-
ogssion concerning the art of the day. We have alreedy pointed
out the degenerate status of aesthetic rrinciples in the field
of painting at this particular time; and =0 can readily sympa-
thize with their viewpoint. Hence, they decided to form a
Brotherhood, to emnroll sympathetio fellow-members, end work

together in order to bring art back to its former status.
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The title "Pre-Raphaelite" was adopted, but not from any seri-
ous intent, as we discover upon a reading of Hunt's volume.

It was really a term of reproach invented by their enemies.
Even before Hunt's close friendship with Rossetti, we find the
title "Pre-Raphaelite” being used to designate a partiocular
group of men, of whom Hunt and Millais were foremost, who re-
vealed their oritical ideas on art to other students in the

Academy. The acoocunt which Hunt himself gives us explains

this quite adequately:

"Often when standing before them we had
talked over Raphael's cartoons; now we

again reviewed our Jjuigment of these noble
designs. We did so fearlessly, but even when
most daring we never forgot their claim to be
honoured; we did not bow to the chorus of the
blind, for when we advanced to our judgment
on 'The Trensfiguration' we condemned it for
its grandiose disregerd of the simplicity of
truth, the pompous posturing of the Apostles,
end the unspiritual attitudinising of the
Saviour.....In our final estimation this
picture was a signal step imn the deeadence
of Italian art. When we had advanced this
opinion to other studemts, they as a

redugtio ad absurdam had said, 'Then you

are Pre-Raphaellite.’ Referring to this as
we worked side by side, Millais and I laugh-
ingly agreed that the designation must be
accepted. "2

We shall not at the present point discuss the signifi-
cance of the title any further. The tefn "Pre-Raphaelite"
does have a decided bearing on, and a definite relationship
to, the eritical dootrines of the Brotherhood; however, the
point will be fully exhausted at & later turn in this
disoussion.

Besides the three founders of the Brotherhood, four more

len. H. Hunt, Pre-Raphaelitiem and the Pre-Raphaelite
2 Breotherhood, I, Chapter 5.
Inid, 100.
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adherents were enlisted. Hunt introduced F. G. Stephens,
who at that time was a painter, but very soon abandoned art
for eritiocism. Woolmer, the soulptor, whose contributions
to the movement were mainly poetical, was introduced by
Millais; and James Collinson, a pa inter, and William M,
Rossetti, a oritic, were introduced by Dante Gabriel Rossetti.
The Brotherhood met regularly, kept a complete record
and diary of their meetings, of which Wm. M. Rossetti was
the secretary. At first there were regular ocourrences end
weekly meetings, but these became quite irregular by December,
1850. The Brotherhood, while it existed in organized form,
worked very hard, each member comtributing some definite
piece of work from time to time. A few of the members were
fortunate enough to have some of their paint ings exhibited at
various Aocademy showings. Incidentally, 1t might be mentioned
here, it was strongly held by this group of artists that
"purity of mind and heart was a necessary ocondition for good
work, and all that was gross or sensual was strietly tabooed."
In other wards, this band of young men were not the usual type
of "Bohemian-minded" radicals who so often burst into the art-
world; but rather a serious-minded group of young men with defi-
nite constructive ideas to offer, as we shall readily disoover.
As has been stated, the Brotherhood gradually became ir-
regular in its meetings and discussions. An attempt was made
to revive the o0ld spirit in January, 1851, but without effect.
Millalis' election to the Academy in 1858 gave a final quietus
to the organization, which for some time previously hed al-
ready ceased to exist, save in name. In addition to Collinson,
it had lost Woolner, who went to Australia when the emigration

oraze was at its height. To replace the former, a young
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painter, Walter Howell Deverell, had been nominated; but his
election was regarded as invalid, and so he was not accepted.
Also, at this time, Hunt left the group to migrate to the Far
East in order to carry out his artigtic-religious mission more
acourately. Although physically disbanded, the ideals of the
group did not cease to operate. Already their notions conscern-
ing ert had spread, and in some cases, had taken on new aspects.

There are many other figures who are usually connected
with the Pre-Raphaclite movement which have not been referred
to in the above hietoriocal sketch; purposely, however, since
these men are comparatively unimportant in the light of the
more outstanding ones who held dominant sway throughout the
entire Pre-Raphaelite development. Nevertheless, Ford Maddox
Brown and Ruskin should, perhaps, be named here; since, glthough
they were both only indirectly conneected with the main ocurrent
of the movement, and never enrolled as members, they did play
particularly vital roles as stimlators and upholders of this
new artistic revival. Brown had been an intimate of Rossetti
sinoe 1848, and he sympathized "fully as much as any of these
younger men, with some old-world developments of art preceding
its ripeness or over-ripensss; but he had no inelination to
join any organization for protest or reform; and he followed
his own ocourse--more influenced, for four or five years
ensuing, by what the P. R. B.'s were doing than influenoing
them. "l

As for Ruskin, we learn from William Rossetti thet in

the beginning, he "was wholly unknown to them personally, and

ly. M. Rossetti, Introduetion to The Gemm, 7.
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in his writings was probably known only to Holman Hunt." By
this time (1848), he had published only the first two volumes
of Modern Painters. There is no doubt, however, that Ruskin
did inspire and stimulate the group to some extent with his
famous volumes. They struck the keynote of the coming change.
Then too, we know, at this particular moment in literary
history, Ruskin was hailed as the great authority and oritiec.
Hence, his defense of the Brotherhood and their ideas was of
significant importance to the literary and artistic world;

a8 well as greatly appreciated by the much ridiculed artists.
Especially was his ardent comment to The Times graciously re-
garded by the group, who had been so mercilessly denounced by
the assailant newspaper crities. This really constituted the
first public and authoritative vindication of the Pre-
Rephaelite movement. An interesting account of the incident
is given by Hunt:

"In the midst of this helplessness came thun-
der as out of a clear sky--a letter from
Ruskin in The Times in our defence. The

oritie in that paper had denounced our works as
false to all good principles of taste, and also
as wrong in linear and aerial perspective;.....
Ruskin's letters here follow;--

'Putting aside the small Mulready, and the
works of Thorburn and Sir W. Ross, there is
not a single study of drapery, be it in large
works or smll, which for perfect truty, power,
and finish could be compared for an instant
with the black sleeve of the Julia, or with
the velvet on the breast and chain mail of
the Valetine of Mr. Hunt's picture; or with
the white draperies on the table of Mr.
Millais' "Mariana," and of the right-hand
figure in the same painter's "Dove Return-
ing to the Ark." And, further, that as
8tudies both of drapery and of every minor
detail, there has been nothing in art so
earnest or so complete as these pictures
sinoce the days of Albert Durer. This I



assert generally and fearlessly....' " 1

Bunt elso inocludes Ruskin's second letter to The Times,

which is also a very direet defence of the principles of the

Brotherhood.

We

"And so I wish them (The Pre-Raphaelites) all,
heartily, good speed, believing, in sincerity,
that if they temper the courage and energy
which they have shown in the adoption of
their system with patience and discretion

in framing 1t, and if they do not suffer
themselves to be driven by harsh or care-
leas oritioism into rejection of the

ordinary means of obtaining influence

over the minds of others, they may, as

they gain experience, lay in our England

the foundations of a sochool of Art nobler
than the world has seemn for three hundred
years.”

see, then, Ruskin heartily endorsed the work of the

Brotherhood. However, we must not be too prone to accept

his statements as absolutely final, without flaw or question-

ing; since many of his comments concerning art quite often

sound inhermonious notes. An example of such inconsistency

of ideas 1s evident in comparing his remarks on Pre-

Raphaeliti=sm with those found in his Stones of Venice where

he says:

"We are to remember in the first place,
that the arrangement of colors and tones
is an art analogous to the composition
of musie, and entirely independent of
the representation of facts.”

Far removed from the Pre-Raphaelite creed, to be sure--

decidedly different from the comments found in other sec-

tions of his lectures. Then, too, the man is inclined to

exaggerate very often to a degree of absurdity. 1In spots

we find

him giving to the Pre-Raphaelite Movement a far

lym. H.

Humt, op. ¢it., I. 254.

3Tvia, 355.
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We shall quote just a portion of this letter here:



vaster meaning than even it claimed for itself., 1In the
main, he was a stimulant rather than a guide; and perheps
the greatest benefit, of all the brothers, to Rossetti,
whom he encouraged during a very critical period in his
garly years.

One other item enters into a historiocal survey of the
Pre-Raphaelite Brotherhood. So far, no specific mention
has been made of the literary aspeet of this group of young
men. We have learned that the chief exponents of Pre-
Raphaelitism were artists--that Pre-Raphaslitism was es-
sentially a movement in painting. However, there is yet
another aspect of importance connected with the movement.
The Brotherhood, we know, was founded in September, 1848,
and the members exhibited in the year 1849 their works of
art conceived in the new spirit. The creations were reoceived
very unfavorably, however, by the eritics, as well as the
public, who were as yet, quite unacquainted with this new
idea in art. Hence, it was &fter the exhibitions in 1849
that the ldea of bringing out a magazine to explain their
work, ceme to be disoussed. Williem Rossettl names his
brother Dante Gabriel as the author of the projeot, since
"he alone among the P. R. B.'s had already cultivated the
art of writing in verse and in prose to soma noticeable ex-
tent, and he was better acquainted than any other member
with British and foreign literature."l At least, none of
the others, as yet, had done any writing that was anything
worth commenting upon. After some discussion as to the

name of the magazine, The Germ was finally decided upon,

1y, M. Rossettl, Introduction to The Gemm, 8,

18.



with its sub-title, Thoughts Towards Nature in Poetry,
Literature, and Axt. The magazine, which contained poetry,

oritieism, and etchings of the members and of thosq artists
and poets who were related with the movement, wvas not very
lomg-lived. People simply would not bpy the peper, and would
scarcely consent to know of its existence, according to
William Rossetti. So the magazine, after only & brief exis-
tence of three issues, breathed its last; its debts, material-
ly exceeding its assets. The magazine, with its most modest s
span of existence, did excite a great amount of literary
attention nevertheless. Some magazines and papers lauded it
to the skies; some praised it only half-heartedly; while
others condemned it unfairly to death.l In a later section

of this thesis, which deals specifiocally with the aesthetic
eriticism of the group, we shall refer from time to time to
the important articles and poetry, as well as drawings, which
made up the eontents of the Germ. The most important of these
will be seen in the person of Rossetti, who became the chief
literary personage in this connection.

So mmch for the purely historical data of the Pre-
Raphaelite Brotherhood--which has been brief and even quite
defioient in spots--but for a pre-conceived reason; namely,
besause the adequate treatment of point two, which follows
immedjiately, and deals with the specific oriticism of the
Brotherhood, necessarily incorporates much of the histori-

cal element into its discuseion.

ly, M. Rossetti, Introduction to the Germ, 12-16.
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CHAPTER IV
PHE CRITICAL AESTEETiQUE OF PRE-RAPHAELITISM

The dering rebellion of the Pre-Raphaelite Brother~
hood was essentially a revolt of nsturaliam against con-
vention, of sincerity against affectation. The British
School of Painting, as we have elready seen, was in any-
thing but a vital or lively state. This existent condit ion
undoubtedly had its roots in the development of art four
centuries earlier. Upon close examination of the peinting
technique since the latter fifteenth century, we discover
almost immediately that the great artists have, for the moat
part, held up Rephael between themselves and nature; inter-
posed certain intellectual phantasms of ideal beauty between
their eyes and the literal forms of God's world. Just so it
was with the age of which we are treating. It seemed to be
dominated by a set of ecut-and-dry rules enunciated by a
school of artists who worshipped the technique of Raphael
with a fervor whieh threatened their own individual origi-
nality. The immediate source of these cut-and-dry rules
was chiefly the Discourses of Sir Joshua Reynolds who very
econveniently formlated a definite Code for artists to fol-
low. Let us examine some of the passages against which Pre-
Raphaelitism 1s most distinetly a rebellion, im order to
comprehend more readily the artistic prineciples which this
revolting group objected to, and those which they upheld.

In the Fourth Discourse we read:

"How much the great style exacts from its
professors to conceive and represent their
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subjects in a poetical manner, not oon-
fined to mere matter of fact, may be seen
in the cartoons of Raffaelle. In all the
pictures in which the painter has repre-
sented the apostles he had drawn them
with great nobleness; he has given them
as much dignity as the human figure is
capable of receiving; yet we are express-
ly told in Soripture they hed no such
respectable appearance; and of St. Paul,
in particular, we are told by himself
that his bodily presence was mean.
Alexander is said to have been of a low
atature; a paimter ought not so to repre-
sent him. Agesilaus was low, lame, and
of mean appearance: none of these defects
ought to appear in a piece of which he is
the hero. All this is not falsifying any
fact; it is teking an allowed poetioal
licence."

In the Seventh Discourse we discern how Reynold's art
notions in relation to nature were decidedly more general than
those which the Pre-Raphaelites held. He says:

"My notion of nature comprehends not only
the forms which nature produces, but also
the nature and internal fabric and orgen-
ization, as I may ocall it, of the human
mind and imagination. The terms beauty
or nature, which are general ideas, are
but different modes of expressing the
seme thing, whether we apply these terms
to statues, poetry, or pictures.....This
general idea, therefore, ought to be
called nature, and nothing else, correct-
ly speaking, has a right to the name."™

The following is taken from the Eleventh Discourse:

"4 landsoape painter certainly ought to
study anatomically, (if I may use the
expression,) all the objeocts which he
paints; but when he is to turn his
studies to use, his skill, as a man of
genius, will be displayed in showing the
general effect, preserving the same de-
gree of hardness or softness which the
objects have in nature;.....when he knows
his subjeot, he will know not only what
to describe, but what to omit; and this
skill in leaving out, is, in all things,
a great part of knowledge and wisdom."
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There ere certain portions of the Third and Fourth
Dissourses especially that the Pre-Raphaelites objected to
80 violently. In the latter one, we see quite distinetly,
that real truth, truth according to mature, is entirely a
matter of the artist's discrimination. If he chooses to
omit a certain parts, or change others according to his de-
sires, he is perfeotly at liberty to do so. Also, it is in
the above two discourses that he expounds his favorite theo-
ry, the one for which he has been so often oriticized; namely,
that "perfeet form is produced by leaving out particularities,
and retaining only general ideas."” He thoroughly deprecates
too rigorous attention to detail. In portraits, the grace and
likeness, he contenis, consist more in taking the general air,
than in observing the exact similitude of every featurs.

Then, too, in his Fifth Discourse he lauds Raphael to the
plane of a God, proclaiming that he had a greater combination
of the higher qualities of art than any other man. We are not
disputing this greatness, neither are we deprecating Raphael's
high position in art. It is the faet that this blind worship
of the man hamp@red the real progress of the individual artist
that causes us to posit our objections.

‘So far it would seem that the prineciples which Reynolds
upheld are not very modest and rigid in their demands of the
artist. However, we have not, as yet, ocited any of the most
stringent passages which deal so exaotly with the techmical _
side of painting; those which tend to place all creative work
in a definite mold, turning it out according to one specific
pattern. The Eighth Discourse is a good example of some of
these fime technical points which the artist is required to
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fellow. One seetion of it reads:

*It ought to be indispensebly observed, that
the masses of light in a picture be always
of a vam, mellow colour, yellow, red, or a
yellowish white; and that the blue, the grey,
or the green ocolours be kept almost entire-
ly out of these masses, and be used only to
support and set off these warmm colours; and
for this purpose a small proportion of ocold
eolours will be sufficient.”™

What could be more absurd than to say, that a picture
being the rendering of a scene or a natural object, every
picture must contain two-thirds of shadows, or four-fifths,
or nine-tenths; that the light must begin in a triangular
wedge at the bottom right-hand corner of the picture, and
mast be painted upon a dark brown ground? Yet, all these
"musts” then ruled the artist and his creations; or, should
we say, alded him in producing mediocre works.

Hnnt says in connection with Reynold's dogmsa:

"Reynold's dogma was accepted for sontrol
of imaginative liberty; it wes at that we
rebelled. When scaffold ing had been of
use at first, it had done its work, and
we required that it should be put aside as
in no sense belonging to the permanent
structure of Art. The windows of the edi-
fice should be opened to the purity of the
azure sky, the primatic sweetneas of the
distent hills, the gaiety of hue in the
spreading landscape, end the infinite
richness of vegetation, we undertook to
show that the rendering of new delights

in Nature was not 1noompatibie with the
dignity of the highest art."

Throughout his entire discourses, Sir Joshua Reynolds
continually uses Michael Angelo and Raphael, as has already
been intimated, for examples of perfect peinters; and advises
all who would become great in the rield of art to study them

closely, and hail them as their masters.

lv. H. Hunt, op. oit., I, 379.
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It would be a sad mistake to suppose that the Pre-
Raphaelite Brotherhood sericusly disliked the works produoced
by Rapheel; but, rather, they "disliked the works produced by
Raphael's uninspired satellites,” and determined to discover,
by personal observation, study, and practice, what their own
faculties and talents might produce, without being bound by
rules founded upon the performances of Raphael and his ardent
disciples, Their minds were to furnish them with subjects for
works of art; and with the general scheme of treatment, Nature
was to be their one storehouse of materials for the objeots to
be represented. "The study of her was to be deep, and the
representation (at any rate in the earlier stages of self-
discipline and work) in the highest degree exact; executive
methods were to be learned partly from precept and example,
but moat essentially from practice and experiment."l

The chief reason that the Pre-Rapheelites chose for
their serious study the period which preceded Raphael, was
that Rapheel represents the moment when the conventional
elassic influence was just mestering and enslaving the simple,
noble, and natural sincerity of the earlier school. The early
Italian painters were mighty realists, whose decisive step was
to return to the actuelity of Neture. Throughout this Pre-
Raphaelite epooh, froam Cimabue (1240) %o Perugini, the magter
of Raphael (1446), the impulse of naturalism and realism is
seem adjuasting itself. The artists reproduced the men and
women which they selected to paint Just as they were. They
gave up the conventional, the frozen, ideal forme of saints

and martyrs, and painted thoughts and passions of the people

1N. M. Rossetti, Introduction to the Germ, 6.
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as they saw them written in the faces around them. These
early Renaissance painters humanized, in conception and
presentation, the virgins and the venerable mother-saints of
Christendom; but sadly enough their imagination never con-
ecerned itself with what may be termed the independent humani-
ty of wamenhood. Herein lay one of the reasons for their
ultimate downfall, as one author so truthfully states:

"This limitation, unfortunate for art,
instead of being removed by a further
broadening of thought and vision as the
Renaissance proceeded, was emphasized in
the rifteenth century by the influence of
Raphael, who cultivated and stereotyped
his own ideal of the 'for-ever-motherly’
until--so subtle is the influence of
fixed types in pictoral art upon the
current standards of truth and beauty--
the maternal function came to be re-
garded as the sole and sufficient

objeoct of a waman's existence; and the
conventional Madonna-face of Raphael
became a bondage from which Christian-
ity has taken more tfan three centuries
to set itself free."

The advent of Raphael into Italian art, then, maerked the
beginning of the degradation of the pure and wholesome natural-
izm achieved in the Renaissance. It might truly be said that
"the greatness of Raphael was the weakness of modern art."
The disciples of Raphael, counting him to have achieved the
highest perfection, modelled themselves after his manner; and
thence after his mannerisms, without question or reserve; just
a8, in metaphysics and philosophy, the schoolmen upheld
Aristotle, without any reference to the external world in
whiech they were living. Imitation may be the sincerest form

of flattery, but it is generally a fatal hindrance to progress.2

1E. Wood, op. oit., 51
2Ibid, -
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As Ruskin so appropriately states:
"411 that is highest in art, all that is
creative and imaginative, is formed and
ereated by every great master for him-
self, and cannot be repeated or imitated
by others."l

And so it is thet Raphael, first-hand, was always great,
often sublime. However, “"Raphael second-hand,--stereotyped,
formalized, degraded by three centuries of imitations, each
more laboured than the last,~--became vapid, artificial, mean-
ingless. The original inspiration was destroyed. Art lost
its hold on Nature; and, severed from that sole source of
power, fell into inevitable decay."2

It was precisely such a decadent condition that con-
fronted this spirited, serious-minded group of painters, of
which Hunt, Millais, and Rossetti were the greatest. And it
was their most sacred mission to rescue art from this de-
generating state of affairs. They strove to restore manhood
to art. They did not look for their inspiration to the
material splendors of Raphael's creations; nor did they find
oonsolation in the stolid classicism of the later Renaissance--
but rather discovered that whioh they were seeking in the
pristine freshness of nature, as the older and original Pre-
Raphaelites had done.

The Pre-Raphaelite code, as William Rossetti records it
was specifically this: They were (1) to have genuine idees
to express; (2) to study nature attentively, so as to know
how to express them; (3) to sympathize with what is direot

and serious and heartfelt in previous art to the exoclusion

1E. Wood . oit., 54.
2Tbid, 54, o
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of what is sonventional and self-parading and learned by rote;
(4) most indispensible of all, they were to produce thoroughly
good pictures and statues. In other words, the Brotherhood
disliked the lack of ideas and character in art; and secondly,
they insisted upon having no master except their own powers
of mind and hand, and their own first-hand study of nature.
Essentially then, Pre-Raphaelitism was a kind of realiam,
the representation of things as they are, of nature as it is.
Every human figure was to be painted from a living person in
the attitude which that person assumed and with the gardb which
it then wore; every rocom was to be the portrait of a room,
which, indeed, one might arrange or decorate for the purpose,
but which must be there in its solid capacity. Every tree or
wayside flower must be the portrait of the living plant; every
landacape must be painted without selection and without re-
Jection of painting from memory, or from & mental modification
of a visible effeoct, tended also to make the painters real-
istic in their conception of the seene; so that sineere effort
was made to imagine the action, the gesture, and the pose of
man end woman, as it would have been under the circumstances,
without an attempt to spolil the sharpness and verisimilitude
of it by a search for grace either of movement or of grouping.l
If these artists were to paint a tree as part of a
ploture, then, instead of attempting to put down, according
to S8ir Joshua Reynold's presoription, something that might
stand as an ideal tree, the general conception of individual

trees, their notion was that they should go to nature for

lRUIaclI Stur
gis, "The Pre-Raphaelites and Their Influence."
The Independent, LII (January 18-25, 1900), 181-249.



an sctual tree, and paint that. So, also, if they were to
paint a brick wall as part of the background of a pigcture,
their notion was that they should not paint sush a wall as
they eculd put together mentally out of their past recol-
lection of all the brick walls they had seen; but that they
should take some actual brick wall and paint it exaoctly as
it was, with all its seams, lichens, and weatherstains. So,
also, in painting the human figure, their notion was that
they should not fbllow any conventional idea of corporeal
beauty; but should take some actual men or woman, and re-
produce his or her features with the smallest poasible devi-
ation consistent with the purpose of the picture. In a his-
torical picture, their notion was that there should be not
an effort, primarily, at least, after what Sir Joshua calls
the grand style; but the most faithful study of truth in
detail, truth in costume, truth in the portraiture of the
personages introduced--truth in all the contemporary circum-
stances of the action represented. Their notion in painting
a St. Paul, would have been, undoubtedly, not to have ideal-
iZed him, as Sir Joshua affirms that Raphael has done; but
actually to have exhibited him as he was, a man in whom a
great soul was shrined in a mean and contemptible body
presence.l

In The Germ, the literary organ of the Brotherhood, we
find embodied in various of the critiecal articles the exaot
notions oonocerning art, which we have designated in the
above outline. For example, the article entitled "The Purpose

and Tendenocy of Early Italian Art,” by F. G. Stephens, has for

Kirticle VII, British Querterly Review, XVI, 197-220.
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its aim the enforeement of the independent endeavor of the
aertist, based upon a close study of Nature. It also il-
lustretes the like gualities found in the earlier school
of art.

The article by John L. Tupper, which bears the title
"The Subjeoct in Apt," contains similar points of importance:
(1) that the subject in a work of art affects the beholder in
the same sort of way as the same subject, occurring as a fact
or aspect of Nature, affeots him; and thus whatever in Nature
excites the mental and moral emotion of man is a right subjeoct
for fine art; and (2), that subjects of our own day should not
be discarded in favour of those of a past time.l

John Orchard contributed an article entitled "A Dialogue
on Art" which voices fhe idees of purism or puritanism. The
notion here is possibly a bit more extreme than that which
the Pre-Raphaelites held in general; but it illustrates quite
properly the high purpose which art should maintain aocbrding
to Pre-Raphaelite standerds. Then, too, in the Dialogue the
writer upholds those painters who preceded Raphael as the best
men for nurturing new and noble developments of art.

Besides the articles mentioned, the remaining literary
contents of The Germ, of any importance, consisted almost
entirely of the seven poems by Chriestina Rossetti, and the
eleven poetical pleces by D. G. Rossetti, as well as the
beautiful, eritical prose work "Hand and Soul."™ This latter
work is a very definite expression of the author's notions
on art as we shall see more specifically in a later section

of this paper which is devoted solely to Rossetti and his

1¥, M. Rossetti, Introduction to the Germ, 16,



place in Pre-Raphaslite art.

Let us exemine some of the specific works of the Pre-

Raphaelites in order that we might see illustrated some of

these principles of realism and naturalism which the Pre-

Raphaelites upheld in thelr artistie oreations.

"Ferdinand Lured by Ariel," which was the first land-

scape produced by the Brotherhood, is representative of their

theoretiocal doctrine of art. It was painted exactly acocord-

ing to principle, directly from nature. Miss Wood deseribes

the situation quite interestingly:

"The background was taken from a spot in a
park attached tp Shotover House, near
Oxford, where Millais was staying as the
guest of Mr. Drury. A lady who saw the
young artiast at work upon this sub jeot
distinetly recalls his application of a
meagnifying-glass to the branch of a tree
he was painting, in order to atudy elose-
ly the veins of the leaves. This was a
literal following of the patient Pre-
Raphaelites, and is especially noticeable
in the early landscapes of Leocnardo da
Vinei; though he departed in his maturi-
ty from his former love of detail, and
began to conventionalize items into
generalities. Even the 1lizards in the
foreground of "Ferdinand and Ariel” were
faithful portraits of certain smell
favourites brought by Millais from
Jarsey to serve their turn among his
sitters.nl

Hunt's autobiography is overflowing with examples which

illustrate this very met iculous practice of realism on the

part of
we find:

the Brotherhood. At a randaom opening of the book,

"Millais agreed with me that for the sub-
Jeot of 'Ophelia in the Stream,' whieh he
had settled upon, and made a hasty sketoh
for, and for mine of 'The Hireling Shepherd, '
there was gocd probability of finding baock-
grounds along the banks of the little stream

1x. Wood, op. oit., 77-78.
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taking its rise and giving 1its name to our
favourite haunt, Ewell; accordingly we gave
a day to the exploration. Descending the
streem for e mile from its source, I soon
found all the material I wanted for my land-
scape ocomposition, but we looked in vain
during a long tracing of the changing water,
walking along beaten lanes, and jumping over
ditches and ruts in turn, without lighting
upon a point that would suit my companion.
Many fresh hopes were shattered, until he
well-nigh felt despair, but round a turn in
the meadows at Cuddington we pursued the
orystal driven weeds with reawakening faith,
when suddenly the 'Millais luck' presented
him with the exaoct oomposition of arboreal
and floral richness he had dreamed of, =zo
that he pointed exultantly, sayinf, 'Look!
could anything be more perfect?'"

Hunt then goes on to describe how very carefully he placed
upon the canvas the features of the landsocape he had chosen.

Opening the volume to another page we find Hunt disocus-
sing with a friend the possibility of painting in a studio
from mere skeleton outlines., Hunt did not approve of such
a line of procedure, at which the friend seemed dismayed

end knew not what to do. Hunt desoribes what he told his

friend:

"'Let us consider a particular one,' and took
up a drawing of 'The Quarries of Syracuse.'

I sald, 'Now the rocks forming this were, you
tell me, of limestone. Without going back

to Sioily you would have to find some weather-
worn escarpments of this particular stone,
and ochoose a place where figs grow, for on
your drawing you have written over the fore-
ground, 'figs.' Under the open sky, with the
sun shining, you would have little difficulty
in giving an air of reality to this part of
the scene. For distant fields and hills
again you oould easily find Nature nsar at
hand, only these would have to be adapted to
suilt the form given to your outlines. Nature
would in the summer soon supply clouds and
azure fimament for your sky without call-
ing too mueh on your memory. What more do

ly. H. Mant, op. oit., I, 262-63.
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you want? You have indicated the presence

of innumerable rooks. These you could easily

paint in the open air without leaving England.'" 1
In searehing for a background for "The Hireling Shepherd,"
Hunt says:

. . ...accordingly we gave a day to the
exploration. Descending the streem for a
mile from its source, I soon found all the
material I wanted for my landscape compo-
sition, but we locked in vain during &
long tracing of the changing water, walk-
ing along beaten lanes, and jumping over
ditoches and ruts in turn, without light-
ing upon a point....."2
In painting "The Light of the World," one of Hunt's best
pietures, we read, again, how very particular he was in seour-
ing the exact spot and perfect condition, for carrying out his
{deas. He labored to get every detail exact--the leaves,
bushes, and blades of grass. We read® that the moonlight ef-
fect was secured by steady work on moonlight nights from the
window of a London lodging. The background was painted from
the orchard of a farmhouse in Surrey, at which place, ineci-
dentally, Millais was painting the background for his "Ophelia."
And so, one could go on indefinitely, reading from the
pages of Hunt's book, and c¢iting examples of the Pre-Raphaelites
very meticulous care in choosing the exaet background and models
for each particular painting; and then, as accurately as possi-
ble, transferring them to their canvases.
Rossetti, too, especially in the beginning, laid partiou-
lar emphasis on this point of realism. 4An illustration of this

is seen in one of his earlier paintings, "Found." The pioture

ly, H. Hunt, op. eit., I, 328
2Tbia, I, Shar Aatc: T
3Ibid, I, 346.



shows a cobbled street of a market town at dawn, a small cart
and a calf in it, in a rope-netting. The young man, dressed
as a farm-worker in smock and gaiters, who was driving the
ocart, has come to the pavement edge and is trying to raise up
a kneeling woman, who strives to turn her face from him in
agony of shame. Evidently, he is the man she was once en-

gaged to marry.l

How very acourate Rossettli was in seouring the mos+%
perfect situations for the painting of this picture is evi-
denced in a letter which he wrote to his mother at Frome in
September, 1853, where he refers to his intention of painting

such a pieturs:

"I believe I shall be wanting to paint a

brick wall, and a white heifer tied to a

cart going to market. Such things are
supposed to be hed at Frome, and it has
ocourred to me that I should like if possi-
ble to come and paint them there. There is

a cattle-market, is there not? Have you

ever seen such an article as the heifer in
question, and have you or Christina any
recollection of an eligible and accessible
wall? I should want to get up and paint it
early in the momings, as the light ought

to be that of dawn. It should not be too
countrified (yet beautiful in color), as

it is to represent a city-wall. A certain
modicum of moss would therefore be admissible,
but no prodigicality of grass, weeds, ivy, eta.
Can you give any information on these heads?"2

On first appearances it would seem that the Pre-
Raphaselites over-emphasized this realism to the extent of
absurdity. However, their very meticulous technique was not
without spiritual realism and exactitude. These rainters
were prophets as well as painters.....They escaped the blase

artists' vice of caring for nothing but their art, for

1R. L. Megroz, Dente Gabriel Rossstti, 154.
2Ibia, 158,

8.
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nothing but mere color end design. They did not "eruise in
the secluded lakes of artistic repose, nor dally in the still
waters of mere aesthetic content." They seemed to have
attempted to balance the "form and content" formula over which
there always arises so very mach dissension and diversion of
opinion in aesthetie oriticiam. They not only insisted on
accuracy of delineation, and simple direet truth; but also on
the spirit manifested through thess qualities--in the thought,
purpose, or inner intention. Few artists have conceived more
intimately and more fully than they, that the forms and colors
of nature are but the langnage of the painter, the symbols
through whieh he expresses meanings of his own mind; and
consequently in absolute examination of any piecture, the
gquestion as to the value of grandeur of the meeaning expressed
must take precedence over the question concerning the excel-
lence of the expression itself. These artists believed that
beyond the painter was the man, who was great or little, not
alone in virtue of his skill in faithful execution, but in
virtue also of the nature of the thoughts of whieh his piotures
are the conveyance. The advice, then, of the Pre-Raphaslites,
to return to the faithful study of neture, was not, essentlal-
ly, therefore, an attempt to lead art in any one particular
direction; but that all painters universally should cultivete
the habit and possess the faculty of painting things with
1iteral truth.l
Henoe, to mappose, as is very often intimated that the
Pre-Raphaelite Movement means only photographic acouracy of

detail is quite a vulgar error. Such art is not genius.

lirticle VII, British Quarterly Review, XVI, 1852, 197-220.



Hunt, in the latter part of his volume on Pre-Rephaelitism
certainly establishes this idea. Here we find him comment-
ing upon the fact that there exist many painters who pose as

Pre-Raphaelites, but in reality are not true disociples of

this group. We read:

"It was apparent, however, that many who
deluded themselves that they were adopting
P. R. ideals went ocut to the fields, and
sitting down transoribed chance scenes

touch by touch without recognizing that

art is not prosaic reproduction, these were
'Realists.' Every hour, a view indoors or
outdoors, near or far, changes its phase,
and the artist mst capture that which best
reflects the heavens. The dull man does not
discern the image of the celestial in earth-
ly things, his work may be deservedly ad-
mired for its care and delicacy, but the
spectator passes by and forgets it. Yet the
painters of such works were often cited as
mesters of the purest Pre-Raphaelitism."l

Certainly this would tend to show that even Hunt, who
was the staunchest Pre-Rephaelite, stressed something else in
art, besides mere prossic realism--realism devoid of truth--
the artist's truth, so to speak.

Again we read:

"The assumption that what we did was mere
prosaic imitation, within the range of
common workmen, is best met by comparing
Pre-Raphaelite work with that of some dull
imitators destitute of poetic disorimination.
Certain examples of these attempts, praomi-
nent at the time, have now disappeared.
With some later prosaic transoripts of
Neture by shortsighted converts an effort
was made to lead the world to think them
more faithful than ours, the ogytlines of
small forms being trivially and mathemati-
eally cut out, but we saw that in Nature
contours are found and lost, and what in
one point 1s trenchant, in another melts
its form into dazzling light or untrace-
able gloom, and that there is infinite
delight to the mind in playing upon the
ohanges between one extreme charaoteristiec
and another, It was in such subtle obser-

lw. H. Bunt, op. cit., II, 298.
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vations and renderings that men could
afford to smile at adverse eritics when

they said that the profound following out
of Nature was fatal to poetry. Adherents

to our reform in the true spirit and not in
the dead letter have proved that poetry in
painting is not destroyed by the close pur-
suit of Nature's beauty. Let men who want
to understand the truth compare the paint-
ing of the briocks and mortar in the 'Hugue-
nots' with the brick wall in the picture of
*The Barrack Yard' by Meissonier--who is
regarded as a painter of miraculous finish--
and they will soon he able to estimate the
difference between the perception of infi-
nite varieti and mere regard for geometrical
precision.”

We understand quite precisely that Hunt regarded Pre-
Raphaelitism as samething decidedly different from extreme
naturalism, or mere photographic reproduction, on the part
of the artist. So, also, he believed it to be something
more than geometric precision, or mere perfection of artistio
form or language, as Ruskin would have called it; mere delight
in strong and full utterance for its own sake. In the last
named procedure there lurks the danger of too great an empha-
sis on technique which might tend to lead art in a decadent
path. We see an excellent illustration of the very thing in
the life of the earlier Venetlan School. With all its glow and
glory of natural life, this school which was primarily decora-
tive in character, merged the more readily into the gradual
substitut ion of form for matter; fostered the general deteri-
cration of naturalism into sensuality, which overtook Italian
art after the deoadence of Raphael.?®

There is a strange parallel between this phenomenom and
the nineteenth century Pre-Raphaelites; since this is precise-

ly what happened to one stream 6f Pre-Raphaelitism when

iW. H. Bunt, op. cit. II, 333.
5. Wood, op. eit., 50.
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Rogsetti steered it off its original course into strange
channels. We shall see this more fully in the discussion
eoncerned primarily with Rossatti.l

In order to establish more definitely amd thoroughly the
entire doctrine of Pre~Raphselitism, with all its signifiocances
end inter-related complications, it will be necessary to con-
sider individually the men who figured in the 1lmportance of
the movement. It is only be doing this that a real understanmd-
ing of the problem shall be properly established and some of
the most importent truths realized. Then, too, by such &
procedure likenesses and differences of the opinions of these
men will also be made obvious.

As hae been already indicated, Holman Hunt, D. G. Rossetti,
and Everett Millais were in reality the Pre-Raphaelite Movement;
Hunt being the leader, as we shall discern. Although a great
mumber of minor figures aided in carrying out the principles
of this new revival in art, it is utterly impossible to discuss
each one of these men fully, if at all, in & thesis of limited
length and purpose. Hence, since the really important work
comes from the triumverate Jjust named--since they were the real
influential figures who established and directed the new art
theoriea~--we shall attempt to deal.cnly with their contributions
to the movement, deciding afterward the upshot of the whole
thing, as we interpret it from our knowledge of these indi-
viduals and their work.

It would be difficult to find three painters of equal
power whose art was so differently inspired and whose achieve-

ment was destined to take such sepereate and widely divergent

1see Chapter VI of this Thesis.
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forms as Hunt, Rossetti, and Millals. Yet, their efforts were
bound together by one eammon purpose, at least, & protest
against the fetters imposed upon them by traditional rules of
painting. In the beginning, all three started out with the
same principles concerning art; namely, the adherence to
nature. Their individual personalities needed one another.
As one writer says, "Hunt supplied the purpose, the weight,
and the seience; Rossetti the imaginary geius; and Millais his
own marvellous inventiveness, and techniecal skill."l Had
these qualities been combined in one man, or had they been
able to keep together in their boyish brotherhood, the early
works might have been excelled and an English tradition formed
ocomparable to that of the Italian Cinquecento. But it could
not be. Rossetti was an individual at heart, and played for
his own hand; Millais was drawn by success into paths where
his own wonderful facility had full scope; Hunt had supplied
the solid intelleotual foundation, but he perhaps also suf-
fered when the more subtle and agile elements were withdrawn.2
It is almost sure there would have been no revolution
if the three had not come together while they were still
young and had these cammon interests which Brought about the
great protest in the art world; and, in turn, had an important
influence in the history of aesthetic critieism. Let us ses
more precisely, then, these three individuals as individuals,
80 as to gain better insight into their artistic beliefs and
their specific differences; since it is only be gaining

knowledge of each man's particular point of view that we

1p, Dearmer, op. cit., 74-8l.
2F. M. Hueffer, "William Holman Hunt, O. M.," Fortnightly
Review, LXXXVIII, (Ootober, 1910), 651-65.
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realize and appreciate the oritical problems which arose--

aesthetic problems as old as Plato and Aristotle.



CHAPTER V
¥. H. HONT AND THE PRE-RAPHAELITE MOVEMENT

We shall begin with Hunt, since his views were those held
by the Pre-Raphaelites in their early and original stages--
those views rightfully called Pre-Raphaelite. 0f all the
Brothers, this man "was the only one who fully understood, who
fully carried out, for better or for worse, for richer or for
poorer the canons of Pre-Raphaelitism."l Hunt never deviated
a jot from the line he had set out to follow. On this par-
tioular peint, practically all writers are agreed. One
author says:

"The work of Holman Hunt, emong all the Pre-
Raphaelite painters, hes remeained the most
oonsistent and exclusive in its aims and
methods, and the least affected by surround-
ing influences, either from his ocomrades or
from the oritical world. His artistic de-~
velopment has been the most fal thful to its
origins, and has presented the most unbroken
continuity of thought end sentiment in its
progress from the first 'note of resistance
and defiance' to the larger harmony of
maturer years."?

Hunt was typical of the unresting, pioneering energy of
these men; of the high seriocusness and unflinching moral
purpose which gave to the Vietorian era a solidity in endur-
ing ocontrast alike with its preoursor, the Age of Dandies,
and its successor, the Age of the Decadents.”

As has been intims ted, the Pre-Raphaelites liked noble
sub jeots, and Hunt felt that his mission in art was a

religious one; not only in the marrow, biblical sense of

1F. M. Hueffer, op. cit.
8E. Wood, op cit., 149.
SP. Dearmer, op. cit.
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the term, but in the broader sense which imocludes all of life
and the real meaning of truth. He was inepired with this ardent
desire of the ascetic for the rendering of truth--and truth wes
religion to him. To him Beauty was Truth enjoyed--a dictum
which throws us at once into the roiled waters of aesthetio
oritioism. Hunt's works are all morally and intellectually
true; have high and noble artistic qualities; have a universal
appeal indeed, since they are profoundly human, and all because
of this passionate love of Truth. But are they essentially
works of art, for these reasons? Is the purpose of art to
teach, to instruet, to preach moral lessons, prineipally?

Plato has answered this gquestion from one aspect. Hundreds
since have answered 1t'rrom other aspects, arguing the ground
over and over again. FPercy Dearmer hes & valuable bit of
information on this point, and quite sensible, it would seem:

"It is true, of course, that a fine subject
does not turn a bad picture into a good
one; true thet a good painter can meke a
fine pieture out of a common or a base

sub jeot--out of a carcass in a butcher's
shop or a London slum, for instance--and
true, therefore, that the excellence of

a pieture lies not in its subject but in
the painting of it. Yes, is the subject
of a plcture nothing to the painter, or

to us? Would Michelangelo's ceiling be
quite the same if--instead of Adam and

the Sybils--1t was covered with Africean
Ju-Jus or with washerwomen yawning?

Degas could paint a washerwoman magni-
fiocently, when he tore himself away from
his pathetic ballet-dancers; but would

he not have been a finer artist still if
he had been more interested in other things?
And would it not be better for us all?
There 1s a place for uglisness in art--even
perhaps on occasion for the uglification
of things naturally fair--just as there is
& place in nature for the wart-hog; but

I like Giorgione the better for having
tried to make his women and men as
beantiful as he could; I would not change



Titian's divinities for dowdies or for
apaches; and I am glad thet El Greco
did not devote his life to painting
plates of apples....other thinge being
equal, it is better to paint a good sub-
jeot, as indeed it is more diffioult;
and the faet that in this way many
people come to like plotures who are not
naturally endowed with what I believe

I ought to call the true aesthetic re-
estion--this fact is surely all to the
good. We want as many people as pos-
sible to like pioctures...and to learn
to appreciate them better. There are
few things about Holman Hunt and his
Pre-Raphaelite followers more striking
than the way in which reproductions of
their pilctures came to fill the rooms
of cultivated people....The whole edu-
cated world became interested in paint-
ing; and I camot help thinking that
this was a great achievement; for I
would rather painting was em joyed by
all, even if not for all the best
reasons, than confined to a tiny faction
barking about their plastic sensibili-
ties or melting in ecstasy before the
volume and mass of the_ rotund abdomen
of an African fetish."l

At least the above guotation is food for thought, acting
as a challenge to the super-aesthete, whose sole purpose lies
in the "Art for art's sake" dootrine. Surely when art is re-
duced to mere dilettantism, it is of little spirituel worth
to man. When the artist's appeal is no longer simple, it
ceases to be real art. Hence, it would scem that true
artistic produetions must exhibit externslly, but also con-
tain within their very being a meaningful and high worthiness.
They must carry from the artist, the creator, samething of
value and beauty to all mankind. All the greatest art aemms.
to substantiate such a notion, without a doubt.

We are told that art cannot be didaetic--a rather

flimsy philosophy, it would seem. After all, the net result

1p, Dearmer, op. cit.
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of art upon the world is education; not without aesthetic
pleasure, however. All the most valuable spiritual pos-
sessions of civilized man are the results and efforts of

poets and artists. True, a mere didactic person is no artist.
But if a good artist has fine ideas to express, he will neces-
sarily educate, in the broader sense of the term; and not

only be didaetiec, for the sake of mere moral instruction.

If -his emotions are noble and profound, they will necessarily

color his art.

Just so it was in the case of Hunt's artistic endeavors.
His critical views concerning the purpose of art tally very
accurately with those just related. In the final chapter
of his volume on Pro—Raphaelitism he insists emphatically
that the purpose of art is of decided importance. let us
quote some of these ideas in order to establish our point
more emphatiecally:

"It is one of the objects of this book to
lead artists to recognize the necessity of
sitting in judgment on the fashion of the
day, throwing away that which 18 wanting in
health and high purpose. The temper of
theorists has led them very gemerally of
late to pronounce without limitation that
art has no oonneoction with morals. They
forget that it was the oraving of man to
acknowledge the virtue of his ancestors
and the beneficence of his gods, which
claimed art as its servant in its best
days, and that in the refinement of later
ages, art deviated from such adoring atti-
tude only to express larger sympathy with
the trials of fellow humanity."l

Farther on we read:

*'That morality need have nothing to do
with art' is to proclaim the undenieble,

but the latitudinarian application of this
statement is altogether false to the ex-

lm. H. Bunt, Vol. II, $60.
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amples of antiquity. Art from the begin-
ning served for the higher development of
men's mind, and for the fostering of sub-
lime imaginings, and as it worked in old
time, so it will do in the time to come
i1f 1t is nourished by an elevating spirit.

"Undoubtedly the art of design has at
times been prostituted to immoral purpose,
even as have poetry and literature; neither
is free from the oanker of unwholesome
pathos or fevered sentiment that threaten
them; that denger they share with all
human effort, but where indulged in it
precipitates to ruin."

The following paragraph contains a nugget of wisdom also:

n17ilies that fester smell far worse than
weads.' Refinement should perfeot virtue,
even as polish does when lalid over good
workmanship, while yet it has no proper
place when concealing underlying rotten-
ness. 1t is on sach grounds that I plead
for the responsible use of all art. I

am now concerned with the temper in which
Pre-Raphaelitism instinctly treated this
question. It has been seen how in a quite
chilédlike way we at the beginning set our-
selves to be conneoted with the pathetie,
the honest, the laudable, and the sublime.
When we treated of vicious power triumphant,
it was to excite honest pity for the viotims,
and indignation towards arrogant vice. Some
honest men that I have met have asked me
with unaffected concern whether artists
paint their subjects with convietion, or
merely as a bid for populer favor. The
answer 1s 'Sincerity.' Take Millals as

a fair exponent of our standard; he but
rarely painted so-called religious sub-
Jects, but he loved to illustrate what may
Justly be looked upon as sacred themes.
The story of Lorenzo and Isabella, oon-
sidered on moral grounds, is thoroughly
healthy and sound in its claim to human
sympathy and interest; their affeot ions
were obnoxious to no righteous judgment,
but only inimical to greed and vanity.

In his pioture 'L'Enfan du Regiment,*

the child sleeping on the warrior's

tomb, ocontrasted with surrounding vio-
lence and bloodshed, typifies the trust-
ful peace which the building was original-
ly intended to inspire. Although the work
is not labelled religious, it may be re-
garded as a Christian homily. His 'Blind

Ym. H. Hunt, op. oit., S60.
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Girl,' moreover, is a heartfelt appeal to
commiseration. 'The Rescuing Fireman'
provokes expansive recognition of the

Divine in unpretending humanity. Rossetti's
early designs were pronouncedly religious,
and his picture of 'Found' was, in the just
sense, intrinsically so. These pictures by
my two companions should be encugh to prove
that our purpose accepted the principle

that 'Art is Love.' Still let it be said
we did not label our pictures as 'having

e moral,' for we knew that beauty in it-
self alone invites to innocent joy, with
persuasion to purify and sweetness, and

the painter's service in simply portray-

ing it may be as exalted as that performed
when the intent to teach is eadded thereto."l

Hunt continues, in a long discussion on this particular
point bearing on the true purpose of art. We shall cite
just one more important and rather pointed remerk, and then
proceed to other oonsiderations. Hunt insists:

*The eternal test of good art is the
influence it is caloulated to have on the
world, and, when actuated by patriotism,
all propagandists will consider first the
influenee of their teaching upon their own
nation, What the pecple are led to admire,
that they will infallibly become......, and
if principles of moral conduct are not
respected in art, the ties of soclal 1life
will be relaxed, and.....children will greow
up with loosened ideals of family honour.
It is the acceptance of irresponsibility
that the foundations of a nation are
sapped, it becomes effete, and drifts to
the cataract of destruction. Man sees
other men in the mirror of his own charac-
ter, and every unit has its power in so-
ciety either to build up with integrity

or to disintegrate with guile. Refusing
one's own strength for combination to

hold up the pillars of the State saps
Society, until the ery, 'Am I my brother's
keeper?' brings about its downfall. The
dissolution of a people's strength begins
with a sickly literature and base art.

We may admit brilliancy in the gift that
uses its tinsel to mske men jeer at self-
government and honour, and encourage
amusing reversals of justice, making dis-
order pass for the only galety of life,

Iwm. H. Hunt, op. cit., Vol. II, 361-362.



but we must count the fact that trees

bear their own fruit, and no other;

thoughts are the parents of words, and

words of acts, and we must not lose sight

of the co-relation of consequences with

the habitual complexion of our inmost dreams.n"l

This is not thoroughly different from the old Platonioc
ideals. Essentially, then, Hunt had a high and noble purpose
in all his art. Together with this purpose, he insisted upon
absolute realistio portrayal of detail at all times. TIllus-
trations of this we have seen in some of the instances c¢ited
in a foregoing section of this disoussion.

If space and time allowed, it might be interesting to go
over, in detailed fashion, all of Hunt's paintings, pointing
out specifically how each measures up to his theoretical art
doctrines. However, such a proeedure would be utterly im-
possible. Henee, let us suffice in mentioning just a few of
his greatest works, in which we at once evidence this striet
employment of Pre-Raphaelite principles.

His earlier works include figures of medieval and
Shakespearean characters as well as religious subjests. Then,
too, we find characters represented from Keats and Tennyson,
figures which ocarried with them a definite story and impli-
cation of value. Besides his famous "Light of the World,"
we find 1isted in this group, his equally famous "Hireling
Shepherd,™ "The Awakened Conscience,"” "Two Gentlemen of
Verona," "Cleudia and Isabella," “Rienzi," "Christians
Esoaping fram Persecuting the Druids,” "The Lady of Shalott,®
"Valentine and Sylvie,™ and also a number of portraits of

Rossetti, Collins, Millais, and Deverell.

l#m. H. Hunt, op. oit., Vol. II, 372-73.
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As is obviously indicated fram the titles alone, Hunt's
paintings all have definite content value, all have a story,
or meaningful experience back of their lines and colors--no
wgymphonies in blue" do we find here--never a mere abstraction,
or a sensual, fleshy one in the lot. The figures in his plotures
are all completely natural, each one painted very meticulously
from a 1iving model, with garb exactly according to historiocal
reference. In his volume he tells us of the many experiences
he had in securing the correct background and models for his
subjects; sometimes weeks and months were spent in searching.

Hunt beocame dissatisfied, around the year 1854, with the
conditions in Europe, for executing palntings which related
to Chriast and his counfry. His ardent passion for perfect
realism, for natural and true historical representation--
perhaps a bit too strong and exaggerated--led him to journey
to the Far East. His destination was Palestine, where he
made a ocrusade, so to speak, in search of that historical
truth which undoubtedly aided in giving such historical truth
to his later religious pictures. He went that he might repre-
sent these scenes as they occurred during Christ's life. In
his autobiography, he explains his point of view in making
such a journey--one which might seem a bit foolish to the _
casual observer. We read, in a discussion which he is having
with his friend Egg, on the subject:

"To Egg's argument that I should go only for

e few months to make sketches, and come back

to paint these, I demurred that others

had done this; Roberts, for example, and

Wilkie had intended to do so, that I was

convinced the sketches by the latter would

have had no great service for piotures N

had he lived to make use of them. Confes-
sing to Egg that my project of going to



Syria had originated when I was a boy at
school when the lessons from the New
Testament were read, I added, that al-
though the science, and more transiently
the conclusions drawn from these by theo-
rists and commentators, had often compelled
me to reconsider my earlier understanding
of the story, yet the doings of that Divine
Master in Syria never ceased to claim my
homage. The pursuit of painting only gave
my childish Palestine project distincter
purpose. 'The gain in thoughtfully spent
life is,' I said, 'the continual dis~
turbance of obsolete conviotions; at such
tremulation of ideas one is tempted to
shoot off to any extreme harbour of rest,
and to violently denounce all others.....
my desire is strong to use my powers to
make more tangible Jesus Christ's history
and teaching. Art has often illustrated
the theme, but it has surrounded it with
many enervating fables, and perverted

the heroic drema with feeble interpre-
tation. We have every reason to believe
that the Father of .all, demands that
every generation should contribute its
quota of knowledge and wisdom to attain
the final purpose, and, however small

my mite may be, I wish to do my poor
part, and in pursuing this aim I ought
not surely to serve art less perfectly.'
At which Egg yielded the point, saying,
'Well, perhaps you're right.'"i

At the end of his volume, Hunt again refers to his trip
to the East, justifying his stand in undertaking the journey.
He asaserts:

*I am persuaded that my decision to real-
ize my purpose of painting in the East,
at whatever cost it might be, was no rash
one. It was certain that the time had
come when others in the world of thought
besides myself were moved by the new
spirit, which could not allow the high-
eat of all interests to remain as an un-
investigated revelation. From the begin-
ning of my attempt till this time many
thinkers of varioue schools have devoted
themselves to elucidate anew the history
treated in the gospels, and the desire
for further light cannot be quenched.

The convietion I started with, that

lwm. H. Hunt, Vol. I, 348-49.



much of the teaching of Christ's 1life

is lost by history being overlaid with
sacerdotal gloss, is widely shared by
others.....l have established my claim

as a pioneer for English art in study

of historie truth, whiech artists of

other nations in their own ways have followed."l

We cannot fail to note the utter sincerity in Hunt's expe-
dition to Christ's country. He went in order that he might
carry out more accurately what he so ardently believed--a
reason enough for doing anything, it would seem.

His experiences in the far land fill pages and pages of
interesting detail. Ageain,and again we see how he laboured
to sesure correet backgrounds and suitable models for his
pictures. He would journey for weeks and weeks with his
guide's aid, in search of these perfeqt features. Socmetimes
the mere absence of the correct herbage caused delay on the
part of the execution of the picture. Hunt tells us that
while he was in Jerusalem, after traveling ebout Syria, he
wanted a young white goat as a model for his completion of
"The Temple."™ An Arab undertook to get one for him. He
relates:

"Having until Januery searched in vain,
he delighted me after two or three days
by appeering with a model which wes

nigh perfeet; the price was a fancy one,
the animel was tired with his journey,
and it was petted in every degree as a
precious possession, but the next day

it died before I could do a touch from
it. I then had to send off two venture-
some lads for another, and in a week,

in the middle of February, they returned
with a kid without trace of brown or
black on his coat, save for a patch on

the off side. This animal served me to
the end of my stay....."2

lwm, H. Hunt, op. cit., II, 337-38.
21vid, Vol. I, Chapter XIII.
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Ehnt painted many scenes of the country, ineluding
"The Plain of Rephaim from Mount Zion," "Nazarath," "Lake
of Tiberias," “Jordan," and & host of others. Probably his
most famous picture done in this pefiod is the "Scapegoat.”
"The Miracle of Sacred Fire,"™ a pilece of work which was done
in the Church of the Sepulchra, Jerusalem, is without a
doubt, one of Hunt's most difficult paintings. It contains
hundreds and hundreds of figures, and the details of archi-
teocture in the church are excellently portrayed in realistio
splendour.

And so we could go on and on in great length, describ-
ing Hunt's paintings, and the interesting experiences ocon-
nected with them. For a further discussion on the sub jeet,
the reader is referred to Hunt's very complete volumes.l

Ford Maddox Hueffer, one of Hunt's capable critics, has
undoubtedly written some very valuable information concerning
the work of this artist; especlally relating to his purpose
in art. He says:

"Inspired with the intense, unreasoning
faith of the ascetic for the mysteries

of revealed religion--inspired, too, with
the intense and unreasoning desire of the
ascetic for the rendering of truth, sinee
he believed that truth and revealed re-
ligion were as much identical as are the
one in three of the Trimity, so Mr. Holman
Hunt supported the fiery suns of the de-
sert, the thirsts of the day, the rigours
of the night, the contempt of his com-
patriots, and the scorn of his time, in
the endeavour to prove that Our Lord was
a Semitic boy or an adult Jew inspired
with the ecstasy of a modern French
anarchist; that His Mother was a Bedouin
woman of no particular distinction, or
that the elders in the Temple were a

set of Semitic sheiks dressed in aniline

l#m. H. Hunt, Pre-Rephaelitiam, Vol. I, II.



dyed burmouses, packed together in wooden
tabernacles, beneath a remorselesa sun.
This was the message of Mr, Holman Hunt
to his generation, a message surely very
salutary and very useful. For of 1ts
kind, and as far as it went, it meant
olearness of thought, and clearness of
thought in any department of life is

the most valuable_ thing that a man ocan
give to his day."l

Gathering from the content of the article, Hueffer
believes that not only was Pre-Raphaelitism, as represented
by Bunt, important to modern art, but essentially important to
the development of modern thought, as well:

"This religiosity which Mr. Holman Hunt,
before even Darwin, Huxley, and other
Vietorian figures, so effectively de-
stroyed, was one of the scourges of

the dismal period which today we call
the Vietorian era. And if Mr. Hunt
destroyed the image of Simon Peter as
the sort of artist's model that you

see on the steps of Calabrian churches,
eeeseilf Mr. Hunt destroyed this figure,
with its attitudes learnt on the opar-
atic stage, its blanket revealing
opulently moulded forms, and its huge
property keys extended towards a neo-
Gothioc Heaven--if Mr. Hunt gave us in-
stead (I don't know that he ever did,
but he may have done) a Jewish fisher-
man pulling up dirty-looking fish on
the shores of a salt-encrusted and
desolate lake--then Mr. Hunt, in the
realms of modern thought, enormously
aided in the discovery of wireless
telegraphy, and in no way damaged the
prestige of the oocupant of St. Peter's
Chair. This truism may appear a para-
dox. And yet nothing is more true than
that clearness of thought in one depart-
ment of life stimnlates clearness of
thought in another. The great material
developments of the end of the last
century did not only suocceed the great
realistic developments that had pre-
ceded them in the arts. The one was
the logioal corollary of the other.
Just as you camnot have a healthy body
in which one of the members is unsound,
80 you cannot have & healthy national
life im the realms of thought unless in



all the departments of life you have
sincere thinkers, amd this is what Mr.
Hunt undoubtedly was--e sincere thinker.nl

Certainly this eriticism is sound on the part of Hueffer,
and a decided compliment to Mr. Hunt. It is true, the teehni-
cal side of Hunt's work is often questioned because of its
lack of perfection in some instances. We know that his
paintings were not always flawless from the point of view
of perspective, proportion, eand coloring--but, they have more
than this; they express a depth and sinoerity of purpose and
truth which reach beyond technicalities, and impress the
deeper side of man's nature.

The question nevertheless persists in arising in the
realm of eriticism: Whioch is more important from the ar-
tistic and aesthetic point of view, form or content? To
which no surer answer may be pronounced than the one which
reéts on a solid and safe middle ground; namely, & true
balance between the two.

Crities aléo maintain, at lesast a certain group of them,
that Hunt, in his oconscientiousness for realism, often re-
produced a mere union of details instead of the large vision
of a eomplete whole; hence some of his works are prone to be
harsh in detail as well as color. However, if in the opinion
of some, Hunt's procedure was not the line of the very finest
beauty and artistic perfection, they must yet concede it was
that of serupulous tenacity and sincerity, which had a dis-
tinot virtue in the purification of art as it was before the
daring revolt. He was a seer who led the way in freeing

modern artistic oreation from mere imitativeness--a sheer,

1F, M. Hueffer, ibid.
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empty traditional art shell.

Certainly Hunt does not lack in universal appeal.
Probably no English painter within the least half of the
nineteenth century has been so widely known as he; because
no painter has, to so great an extent, held "one pioture
showg" all over the country.

So far then, we gather from the above survey of Hunt's
purpose and accomplishment, that Pre-Raphaelitism was prima-
rily and essentially realism in art; or better, perhaps, truth.
We are convinced, however, that it was not stark naturalism,
in the general understanding of the term. Hunt saves it from
this extreme, in that he still selected--he chose his subject
from the higher side of life, never specializing in the grim,
the horrible, the grotesque, as the extreme naturalist is
want to do. He painted a man as a real human being. He por-
trayed a goat as a real goat, ugly, and according to its
nature. He painted his religious pictures from life itself;
and acoording to one of his patrons, pictures of real situ-
ations, in place of the traditional, pretty religious picture,
"with epioene angels, curled golden hair and long night-gowns."
Hant's doctrine was realiem based on truth; but realism with
poetic choice. He, himself makes this perfectly clear when
he says:

"...008 man's work mmst be the reflex of a
living imege in his own mind, end not the
icy double of the facts themselves. It
will be seen that we were never realists.
I think art would have ceased to have the
slightest interest for any of us had the
objeet been only to make a representation,
elaborate or unelaborate, of a faet in

nature. Independently of the convietion
that such a system would put out of
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operation the faculty making a man "like
a God,” it was apparent that a mere
imitator gradually comes to see nature
claylike and finite, as 1t seems when
illness brings a cloud before the eyes.
Art dominated by this spirit makes us
esteem the world as without design or
finish, unbalanced, unfitting, and un-
lovely, not interpreted into beauty as
true art makes it.m"l

For those who would tend to insist that Hunt was a painter
of only stark realism, a realism without poetry in 1ts soul,
certainly the above quotation, and a glance at any one of his
pictures would convinoce them of their error almost at once.

From the above account of Hunt and his notions and practices
concerning artistic creations and art theories let us summarize,
then, very briefly, exactly what Pre-Raphaelitism means. First
of all, we are wont to conclude that his theory concerning art
was realism on the technical side, which includes form and the
procedure of the artist; and truth on the content side. In other
words, his creation was to be the exact portrayal of what the
eye of the artist saw, in order to keep the imaginetion from in-
truding where the hand is supposed to work. The idea should be
supreme, absolutely the Important issue of the artistic cre-
ation-~-not overshadowed by empty lines or portrayal of color
harmony, without meeaning or significance. The idea should be
great, beautifully conceived, not base or sordid or meaningless,
in the mind and imagination of the poet or artist. It should
be true to life and universal experience; but its portrayal
should be clearly defined, and always guided by nature and truth.

One other point remains to be made before leaving this

particular men. Hunt might be oredited with the honor of
bringing the English art tradition back to its former basis

lw. H. Hunt, op. oit., I, 150.
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of beauty. We read in the latter portion of his work on
Pre-Raphaelitism, where he discusses the importance and sig-

nificance of the Movement, that it was a Movement

"which strove to bring greater healthiness and
integrity to all branches of formative art
which are devoted to making dumb materials speak
of life and beauty. In the effort to purge our
art of what was in the nature of pathos, af-
fected in sentiment and unworthy according to
wholesome English tradition, we were emulous

of the example of reigning poets, manly in
their vindication of virtue, although some
spoke in an over-feminine tone; our ex-

emplars in letters had been in accord to

prune English imagination of unwholesome
foreign precedent, tawdry glitter, theatrieal
pemposity and suseh corruptions, they had al-
ready revived the robust interest in humanity
exercised b{ British men of genius in past
ecenturies."

In speaking of the Continental art, Hunt says:

"0f late years Continental taste has been
asserting itself injuriously amongst us
not only in art and literature, but upon
the stage; and themes based upon morsal
turpitude, which our standard fathers

of the drama rejected are presented in
spectacular form (that readiest in power
of appeal), making familiar and common-~
place what else was outlandish and ab-
horrent to the inheritors of healthy and
sturdy English tredition."l

Commenting upon the extravagances of the Continental
prineiples of art, Hunt is especially intolerant of the School

of Impressionists. He exclaims:

"1 cannot accept the correetness of the
term Impressionist representing the para-
mount end of art. Undoubtedly many of the
works classed by the publioc as impression-
istic have no evidence of sober common
sense; they are without perspective, cor-
reoct form, or any signs of patient drill-
ing and soholarship. They suggest sus-
pleion that the workman never duly sub-
mitted himself to persistent tuition or
patient practioce, and not seldom on
inquiry it will be found that he took

l¥m. H. Hunt, op. oit., II, 363.



up the pursuit of art so late in life as
to prove that he had no imperative call
from her; and he covers his inability to
conquer the besetting sins whioch every
tyro must eradicate from his uncultivated
disposition, by fine names and theories.
In any ocase as a beginning to an art
career such loose practice is most damag-
ing, and even at the best it is liable

to lead capable manipulators to a system
of work representing the outside of
things only, and to the immortalizing of
accidental points tending to caricature,
so that the soul of a subjeoct is lost.
Whether it be right to catalogue the
hideous canveses often appearing in ex-
hibitions in recent days, chaotic in
form and of sullied pigment plastered

on offensively, both as to tint and tex-
ture, as Impressionist and to class as
Impressionist sculptures of evil-
proportioned humanity desplaying a

series of monstrous developments in

lieu of divinely designed muscles, I

will not determine; but their makers are
now the nuocleus of an obtrusive party in
the art world, and being a standing peril
t0 honest and honourable art, it behooves
us to rfind out from what source these de-
greding pretensions arise. Such art is
the product solely of modern days, for-
merly students were taught to be rever-
ent and careful in their beginnings.....
Seeing that an artist must by his work
represent the Nature dear to his own
heart, it is incumbent upon all lovers
of her, having the interest of students
in mind, to investigate how this poison-.
ous influence has been fostered, and what
is the environment which tends to form
the character of those exposed to it."l

Certainly this matter of art was a very meaningful busi-
ness for the poet andg the painter, according to Hunt. It was
more than the mere illusive wandering of poetic imagination.
It was a serious and important mission. Art, according to
him, should "perform a wholesome and divine service to
humanity."

Hunt's last paragraph is fitting and proper at this
particular turn. He ends his book with these words:

lW¥m. H. Hunt, op. oit., II, 364.
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*"The purpose of Art is, love of guileless
Beauty, leading men to distinguish between
that which, being pure in spirit, is pro-
ductive of Virtue, and that which being
flaunting and meretricious is productive

of ruin to a Natiomn."l

., 1I, 379.

ot

lwm. H. Hunt, op. oi
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CHAPTER VI
EVERETT MILLAIS AND THE PRE-RAPHAELITE MOVEMENT

Millais, as already has been intimated, was, next to Hunt,
the only other true Pre-Raphaelite, true to the very end of
his ocareer--never swerving in principle &and practice from the
original purpose of the Brotherhood. For & ecomplete as well
a8 interesting and authentic record of his life and work in
the field of artistioc orsation, the reader is referred to
The Life and Letters of Sir John Everett Millais, his biography,
written by his son, John Quille Millais.

Upon analyseis, Millais' beliefs and art practices tally
precisely with thoge of Hunt, in all important respects. How-
ever, hie paintings are, perhaps, of greater value as far as
artistic perfeotion is concerned. They are undoubtedly
econsidered in all of their total aspects the greatest of all
the Pre-Raphaelite ocontributions to the realm of art.

In technique and exeeution Millais surpassed Hunt--this
faot 1s quite evident. His realism was most perfectly balasnced
with poetio imagination. Never once did he allow the latter to
subdue the former, as was the case of his colleague, Rossetti.
His son says of him in his biography:

"United with a highly poetic instinct and a
ramantic spirit that I have of ten compared to
that of Keats, Millais had an abundance of
eommon-seass and a love of aococuracy which
might have injured his poetical faculty if
that mad Eot been in the first place pre-
eminent."

In oconnection with Hunt, it might be olaimed thet Hunt
was the greater Pre-Raphaelite--the more sturdy pioneer--but

not as great am artist, everything eonsidered, as was the

1%. Millais, The Life and Letters, II, 441.
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man, Millais. The two men were the greatest of friends all
through life.l Even while Hunt was in the Far East they
corresponded regularly, keeping each other posted on their

individual progress.

Millais' pictures demonstrate the same careful metioulous
work whiech is evident in the oreations of Hunt. His first
picture bearing the FPre-Raphaelite signature, namely, "Claudio
and Isabella,"” is an example of this. The drawing is taeken
from Keat's quaint, charming, and pathetic poem, "Isabella."
During its exhibit, which was held some time after its pro-
duction, Mr., Stephens in the Grosvenor Gallery catalogue of
the year 1886 wrote of it:

"Every detail, tint, surface texture, and
substance, all the flesh, all the minutiae
of the accessories were offered to the
exquisitely keen sight, indefat igable
fingers, unchangeable skill, and indomi-
table patience of ome of the most ener-
getic of painters. Such tenacity and
technical powers were never, since the
German followers of Durer adopted Italian
principles of warking, exercised on a
single pleture. Van Eyck did not study
details of 'the life' more unflinchingly
than Millais in this case. The flesh of
some of the heads, except so far as the
face of 'Ferdinand' and some parts of
Holman Hunt's contemporansous 'Rienzi,’
were concerned, remained beyond compari-
son in finish and solidity until Millais
painted the hands in 'The Return of the
Dove to the Ark.'"2

The artist's famous "Christ in the House of His Perents,"
better known as "The Carpenter's Shop" (1850) is a splendid
example of his realism and careful, socrupulous technique so
characteristic of Pre-Raphaelite ideals., The picture is too
well known to demand a detailed desoription here. The child

1. Millais, op. cit., I, Chapter XI.
2Ivia, 7s.
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Christ 1is seen in His father's workshop with blood flowing
from His hand, the result of a recent wound; while His mother
waits upon Him with sympathetic and loving understanding.
Undernesth the ploture Millais insoribed this title, a quo-~

tation from Zeohariah XIII, 6:
"And one shall say unto Him, What are these
wounds in Thine hands? Then He shall answer,
Those with which I was wounded i1n the house
of My friends." _

Hence, the symboliam of the ploture is at once obvious;
strictly and sincerely religiocus in sentiment. Yet, we can
readily see how a public, educated in the treditional princi-
ples, were disturbed by this kind of artistic practice. Im-
agine the people's horror when Millais exhibited a picture
showing the "House of Christ's Parents as a wooden shed,
strewn with shavings and hung with tools. The young Christ
has torn his hand on a nail, and St. Joseph, turning from his
bench, holds up the wounded palm, which Mary hastens to bind
with a 1inen e¢loth, John the Baptist brings water to bathe
the hurt before she covers it, and the elder women bends for-
ward to remove the tools with which the boy, perhaps, has care-
lessly played." The whole tping was blaéphemous! To think of
these sacred personages as real human beings. No one really
liked to think about the Redeemer as Man; and Millais, in all
complaisance, showed them the Virgin kissing her Son!

The eritics fell upon Millais as the prime mover in the
rebellion against established precedent. In the words of one
eritic:

"Men who knew nothing of Art reviled Millais
becau se he was not of the art artistic.

Dilettanti who oould not draw a finger-
tip socolded one of the most accomplished
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draughtsmen of the age because he
delineated what he saw. Cognoscenti

who oould not paint rebuked the most
brilliant gold medal student of the Royal
Academy on account of his technieal pro-
ceedings. Critics of the most rigid views
belaboured and shrieded at an original
genius, whose struggles and whose efforts
they could not understand. Intolerant
and tyrannical commentators condemned the
youth of twenty because he dared to think
for himself; and, to sum up the burden of
the chorus of shame and false judgment,
there was hardly a whisper of faith or
hope, or even of charity--nay, not a
sound of the commonest and poorest
courtesy~--voushsafed to the painter of
'The Carpenter's Shop," as, in utter
scorn, this pioture was_originally and
contumiliously called."

Certainly Millais and the artists who painted like material
in the religious vein, have not secularized the highest things,
but have sanctified the lower; "have pierced to the common
sources of religious thought and feeling, and have brought into
the labour of the present hour the wide and eternal meanings of
the past."

Millais' other eerly works, all of the same realistic
calibre, include: "“Ferdinand Lured by Ariel," "The Hugusenot,"
"The Eve of St. Agnes," "The Blind Girl," "The Return of the
Dove," "The Royalist,"” "The Order of Release," "Sir Isumbras."
All these paintings are essentlally realistic in essence. The
sub jeots, as in the case of Hunt, are all selected from religious
or peetical sources, or based on m@dern incidents. Perhaps
Milleis might be marked as choosing more of his subjects from
modern, everyday experiences than did Hunt--Hunt being primari-
ly religious and historical in motive.

We read of "The Order of Release,"” one of his best pieces,

and decidedly representative of realistic endeavor:
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"Ag a plece of realistic painting, it may
ochallenge comparison with anything else
in the world. The scene takes placé.....
in a bare waiting-room, into which the young
olansman has been ushered to his wife, while
his goaler takes 'The Order of Release,’
which will have to be verified by his superi-
or before it cam result in final liberty.
The atamp of actual truth is on it; and if
ever such an event happened, if ever a High-
lander's wife brought a pardon for her husband
to a reluctant turnkey, things must have oc-
curred thus. The work is saved by expression
and colour from the realiasm of a photograph.
The woman's shrewd, triumphant air is wonder-
fully caught, though the face of the pardoned
man 1s concealed.....The good dog seems actu-
ally alive. The child in the woman's arms is
uncompromi singly 'Hieland.' The flesh paint-
ing, as of the child's bare legs, is wonder-
fully real;..... As a matter of truthful
detail, observe the keys in the gaoler's
hand, the clear steel shining through a
touch of rust. "The subject and the senti-
ment, no less than the treatment, made this
picture a complete success."

Spielmann has an interesting note on this partieular picture

also. He says:

"So great was Millais' passion for acouracy,
that he obtained a genulne order of release,
signed by Sir Hildegrave Turner, when, dur-
ing the war, he was Governor of Elizabeth
Castle in Jersey, and so faithfully did he
copy it that the late Colonel Turner, the
Governor's son, who knew nothing of the matter,
recognized with surprise his father's signa-
ture in the plcture, as he walked through the
gallery in whioch it was exhibited.n"2

In some notes on Millais written by H. W. B. Davis, R. A.,
we find the same type of expression concerning the painter's
supreme realistic art products. Let us quote just a few
remarks of the highly complimentary dissertation. 1In speaking‘
of "The Blind Girl," he says:

"The pieture is, indeed, to my mind, a

marvel among pietures--even among Millais',
considering at what an early stage in his

lE, Millais, op. eit., I, 180.
Sihis, ey, P AR D
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career it was produced--for, putting aside
for the moment the main subject of the
picture--its great pathos, its remarkable
realistic drawing, and the vigour of paint-
ing and colour in the figures--and looking
upon the work in the semse of a landscape.
alone, it is, with its power and brilliancy
as such, simply astonishing. A plece of
great landscape painting is there, though
on & scale so small that the hand might
suffice to cover the surface of the whole
background, and replete with detail of
extraordinary minuteness; one of his few,
too, dealing with a transient effect of
Nature.

"The sun shines out, after the rain,
in all its lustre upon the green grass and
wet landscape, and brightens the trees, the
buildings, and all the details of the back-
ground with a vividness, a freshneas, and
a reality that are amazing.

"fhat an effect its appearance must have
had upon the Art world of the day--what a
revelation to earnest students of out-door
Nature! I recolleet its exhibition at the
Royal Academy, though too inexperienced at
the time to appreciate its dagzling merits.
It did have its effect, for I was not so
young that I did not perceive its immediate
influence--upon landscape painting partiou-
larly--in inculocating a more searching study
of, a constant referenece to, Nature herself
for her facts, and a truer reverence for
them, and refusing to be satisfied with the
mere superficial cleverness_and artificiality
too prevalent at the time."

And so, as in the case of Hunt, one could go on indefi-
nitely, enumerating end disocussing the many artistiec creationmns
of Millais, pointing out in each instance the same perfect
realism and exact minuteness of detail. However, the few
examples just referred to are safficient to point out the
kind of work which the artist upheld and produced. Both he
and Hunt were true to their purpose; always painting from real

sub jeots and real backgrounds; never allowing their artistry to

lp. mMillais, op. oit., II, 450.
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develop solely from figments of fragile and illusive

imaginations.
It might be well to mention, before disposing of Millais,

that biographers of the artist generally agree that after the
year 1867 there is some evidence of transition in the man‘'s
paintings. Lest this seemingly ineconsistent notioh (inocon-
siitont in the light of what has been said about the perma-
nency of Millais' Pre-Raphaelite art practices) confuse the
reader, some comment should be offered at this time.

It is obvious in Millais' more mature works that we find
evidence of & broader stroke being employed. For instance, in
his "Rosalind and Celia™ (1867) "iwo or three broad streaks of
the brush express exactly a fallen leaf which a few years be-
fore would have been highly worked up.” And yet, nothing
seems t0 be lost--the illusion is perréct. Let the reader
not confuse this kind of painting with the careless impression-
istioc work which was s0 prevalent at that particular date.
Millais' technique was nothing of this kind. It simply had
the earmarks of a painter, matured in his art. Most of the
artist's later works are still excellent representations of
the early Millais'--Millais, the true Pre-Raphaslite. These
paintings include such works as "A Widow's Mite," "Flood,"
"Over the Hills," and "The Northwest Passege." The last
named was, perhaps, the moat popular at this particular period.

If we should compare "The Deserted Village,™ which is one
of his later compositioms, with his early paintings, we should
see little difference in technigue, as far as meticulous and
detailed labour is concerned. The old ideals which Millais

upheld in his earlier practice are still as evident as ever.
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Ne is always Millais, the staunch Pre-Raphaelite, as sure of

his toueh and stroke as he was in earlier ysars. We know from

his writings that perfection of art began with perfeetion ef

metioculous drawing. He emphasized this faet to the end of his

career.

rmature.

The line must be perfect and exaet, drawn only from
His son says of this partiocular aspect:

"The intricaciles--infinite--of Nature

seem to have had a speciel cherm for him;
such intricacy of detail, or suggested
detail, as other and less gifted men would
hardly dare to face or venture to attack,
he achieved, and with a success, in his
own manner, that has never been attained
by any other hand.....Millals' art is
distinet from all others in its vivid

and sincere realism of intricate detail.m

Again, we read:

"This passionate love of sincerity was in
his very soul--was of the essence of the
character of the man as of his art; and
he could forgive no departure from this
sincerity of purpose, no deviation from
this striet path of rectitude, ai he
considered, in any work of Art." i

1X. Milleis, op. oit., II, 373-374.
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e CHAPTER VII

ROSSETTI AND PRE-RAPHAELITISM

In attempting an adequate portrayal of Rossetti and his
place in the field of art and literature, one has an almost
impossible task to perform in a limited disocussion of this
kind. First of all, he was both an accomplished artist and
literary man. He combined the art of painting with that of
poetry, so to speak. A whole group of his sonnets are il-
lustrative of his piotures. We might say his pietures are
poems of color and line; while his poetry, a great deal of
it at least, is colorful painting. Secondly, his creative
endeavors and artistic ideals were altered so radically as
he matured, that a complete analysis and definite conclusion
concerning his art theories are rather fleeting and difficult
to entrap in the nets of Pre-Raphaelitism. Thirdly, his in-
tense erratic personality and colorful character, steeped in
Italian background, add a touch of illusiveness and obscurity
to the man, and hinder decidedly any effort to pin him down
coneretely in the reslm of objective art.

At any rate, even ﬁith the above hazards, we shall at-
tempt to single out of the artist and his work only his
espesial relationship to Pre-Raphaslite art--including in
this endeavor other comsiderations solely for the purpose of
elarifying this particular slant on the men. And, as we shall.
diseover, before conpleting our problem, Rossetti will shine
forth not the great Pre-Raphaelite which biographers and
eritics have always mamed him, but rather be a planet unto

himself. We shall see Rossetti, the great artist and poet,
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perhaps, but not Rossettl, the great Pre-Raphaelite.

Let it be fully understood, from the very'outaet, it 1s
not the aim of this discussion to push Rossettl rroh his al-
ready established high literary pedestal. Rather shall his
greatness and individual artistry be conceded without further
questioning;~-~however, only in the guise of his own genius,
and not in the neme of Pre-Raphaslitism. This great movement
in art was something distinetly different from Rossettian
artistic principles, as we shall attempt to point out.

In this disoussion, then, we shall make an effort to
prove the following points: 1. Rossetti was not the instigator
of Pre-Raphaelitism. This phase in his art career was merely
a fleeting one. 2. ﬁossetti was not a Pre-~Raphaelite in the
true sense of the term in hls artistic endeavors throughout
the main course of his career. 3. Rossettl carried Pre-
Raphaelitism into decadent channels.

Rossetti, as we have already pointed out in the histori-
oal sketoh of this paper, began his serious study of art as
a staunch Pre-Raphaelite, under the personal direction of
William Holmen Hunt. Before this acquaintanceship with Hunt,
we know that he was a pupil of Ford Maddox Brown, who guided
him very meticulously under his own personal direction. His
style was strioctly Overbeckian at that time, since Brown was
a staunch follower of this principle in the execution of his
art. Perhaps an explanation of this style might prove help-
ful as well as aid in clearing up another point of contro-
versy which will arise later on.

At this particular time in history, there existed a
clique called the German Pre-Rapheelites--a distinct and
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different body from the English Pre-Raphaelites. FPerhaps
their other mame is more fitting--the Nazarenes or Christian
art practitioners. These men were living semi-monastic lives
in Rome under the leadership of Cornelius and Overbeck. TWe
might rightfully say that their revolt was one, rather of
sentiment, than technique. They painted Bible stories timid-
ly, with no particular sinocerity, except of oult. They imi-
tated not the aesthetic spirit, but the religious frame of
mind of the painters before Raphael. They worked in cells,
fasted, and avoided all fleshiness. They upheld the doctrine
that no human models might be employed in their work.

We see almost at once how this style is diametrically
opposed to that of Hunt and the other true English Pre-
Raphaelites. Yet, we find Roseetti a willing and anxious
convert to Hunt's art prineiples. His beliefs, at least
superficially, as we gather from the account in Hunt's auto- .
biography as well as his own letters, tally precisely with
those of Hunt and Millals, at the time of his early relation-
ship with these men. The letter which we have quoted in partl
eoncerning the painting, "Found" points out conclusively that
he put into practice, first-rate, Pre-Rephaelite principles,
which meant relying solely on nature for every single detail.
With utter sincerity do we find him working in this spirit
in the beginning of his brief Pre-Raphaelite cearesr. Hunt,
as well as a majority of critics agree that this work "Found"--
if 1t had ever been wholly campleted--had the greatest possi-
bility of any of his piotures. Certainly Rossetti's anxious

1gee page 33 of this Thesis.



remarks in this letter concerning the picture are sufficient
proof of his whole-heartedness in Huntian Pre-Raphaslite
principles. That it was Hunt who guided him, who was entirely
responsible for Rossetti's acceptance of theae ideals, is a
point of controversy. And it is precisely here that the great
argument surges. Authors name Rossettl as being alone the
instigator of the new movement, and claim that Hunt and
Millais were followers--even go so far as to build the entire
notion of Pre-Raphaelitism around him and his prooedure.

It is not a difficult task to show that the above claim
is entiro;y incorrect, and that it is this misconstruction
that is responsible for the reading of false notions into the
theory of Pre-Raphaelitiam.

Exaotly how Rossettil came to be named the originator of
Pre-Raphaelitism is explained by Hunt. He says:

"It is enough however, to point to the plain
facts which show that Millais and I .could
not have been in 1848 the followers of a
young man of whom we socarcely knew, who

some months afterwards I was teaching to
paint in my study.....

"The rumours of Rossetti®s leadership
in our reform were first circulated about
1856, but as they were not traceable to any
one with a right to claim authority, neither
Milleis nor I regarded them as deserving
attention. We still felt this, even after
Ruskin had in one of his Oxford lectures
said: 'I believe Rossetti's name should be
pPlaced firat on the list of men, within my
own range of knowledge, who have raised and
changed the spirit of modern art, raised in
absolute attainment, chenged in direction of
temper.' And again: 'Rossetti was the chief
intellectual force in the establishment of
the Modern Romantiec School in England.!
(A statement, by the way, which might apply
to Rossetti as a writer.)

"We heard of all this only at second-
hand, and as we both felt that the author
had arrived at his conviction on independent
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grounds, he was in his just province as a
eritic in forming his epinion, and we were
the last men called upon to remonstrate.

The case is different now that W. M. Rossetti
has declared that his brother before he
entered my Cleveland Street Studio had in his
essays at design become distinctly Pre-~
Raphaelite; he asserts also that his brother
always assumed the place of priority in every
company, but he altogether ignoreas the teach-
ing and help whioh Gabriel acquired from my
guidance and constant attention during the
progress of 'The Girlhood and the Virgin'

I must remind my readers.....that he
certainly could not, without my supervision,
have had any painting ready for exhibition

in 1849."1

Hunt e¢laims, then, that the foundation of the whole myth
seems to have been a letter of Ruskin's, wherein he implies
that either one of the three might equally olaim the origi-
natorship of the doctrine of Pre-Raphaelitism, But then, '
Ruskin is not always reliable, as has already been shown.
Here again we see illustrated just another one of his loose
statementas. His letter together with the over-anxious and
ardent olaimes whioch W. M. Rossetti always makes for his
brother seem to have caused all the misunderstanding.

Hunt goes on to say:

"Brown's Diary candidly examined proves to
be an enl ening confirmation of other
evidence that neither Rossettl nor Brown
were originators in our Reform. If Ros-
setti had, whilst participating in our
close alliance, once indulged the am-
bition to play the part of leader with
which his brother credits him, there

would have been instantly & dissolution

of the active members of our Brotherhood.
The comparison of dates with the evidence
from Brown's Diary should convince any one
who cares to arrive at the truth as to the
order in which the members of our ocircle
influenced one another."?

l¥m. H. Hunt, op. cit., II, 344-345.
2Ibia, II, 380,
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A chronological study of the two men's dates shows that
Hunt's interest in Pre-Raphaelitism ante-dated Rossetti's,
without a shadow of a doubt. We readl how Rossetti, when
he first visited Bunt, was shown the latter's first picture,
"Rienzi," "executed in the new spirit,” as Hunt states in
his book. Rossetti had not even become acquainted with Pre-
Rephaelite prineiples up to that point. Only after Hunt's
direction and advice did he begin his painting "Found," his
first solely Pre-Raphaelite picture.

We read in Hunt's volume:

*In 1851 Millais hed painted his century-
seasoned wall in "The Huguenot." Up to
1853 Rossetti had not done anything in
striet accordance with our exact study of
outdoor nature. He had not even attempted
it. The first indication of such a desire
is in a letter to his mother, then staying
at Frome, which shows a sudden resolve to
follow Nature without any oompromise, in
the details of his picture of 'Found'--

Letter to His Mother

'September 30, 1853

'Have you or Christina any recolleotion
of an eligible and accessible brick wall?
I should want to get up and paint it early
in the mornings, as the light ought to be
that of dawn. It should be not too scountri-
fied (yet beautiful in colour,) as it is to
represent a city wall. A certain modicum of
moss would therefore be admissible, but no
prodigality of grass, weeds, ivy, etc....'"®

Let us note at once the date of the letter, which indi-
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catea quite explicitly that the picture was only just antici-

pated in 1853, Hence, the claim, which is also made by some

euthors, that Hunt's "Awakened Conscience,™ in notion similar

to the theme of "Found," was conceived only after Rossetti

originated the idea of his painting "Found"--that Haunt actually

I¥m. H. Hunt, op. oit., I, 107.
8Tp1d, II, 347-348.
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stole the idea from Rossetti-=-is absolutely absurd. Hunt's
work was finished in January and exhibited in May, 1854,1
before Rossetti's painting was even begun. Brown too, in
his Diary, November 1, of 1854, indicates evidence identical
with the above claim, and shows distinetly that "Found" was
only just begun® at this particuler time.

We read in Hunt in relation to this point:

"Extrasts from the diary kept by Brown at
Finochley in the last months of 1854 prove
that the euggestion made by Gabriel and his
brother that the former had antiocipated the
fundamental idea of my 'Awakened Conscience'
is an evident romance--

November 1, 1854.--We went after his calf,
and succeeded to @ miracle.

November 12, 1854.-~Gabriel gone to town
to see Miss Siddal. Getting on slowly with
his calf. He paints it in all like Albert
Durer, hair by hair, and seems incapable of
any breadth; but this he will get by going
over it from feeling at home.....

November 27, 1854.-~Saw Gabriel's calf;
very Foautirul, but takes a long time. End-
less emendations; no geroeptible progress
from day to day....."

By the reading of Brown's Diary and weighing all the evi-
deneces aveilable, it is obvious that Rossetti was at this time
painting in & manner foreign to the one preseribed by Brown,
his former teacher. Hunt goes on:

"The latter's influence (meaning Brown's)
was put aside in the direction which Millais
and I had been condemned for taking five
Years before. Fram whom else had Rossetti
obtained the resolution to go to Nature for
every feature of a picture, and to paint it
in the most direoct and finished manner? It
was preoisely what I had tried to induce him

lwm. H, Hunt, op. oit., II, 348.
2Life of W. Bell Scott, I, 324. W. Minto, Editor, Harper 189%.
SWm. H. Hunt, op. eit., II, 349. :
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to do in my studio in 1849, and again at
Sevenoaks in 1850.

"When Rossetti first came to be taught
by me, the background of my 'Rienzi' had
all its landscape painted fram Nature; and,
as I proceeded, Brown on his visits often
uttered satirical pleasantries on the
'microscopic' vegetation, and alsoc on the
armour and details. The scrupulous humility
with which Milleis and I had enforced atten-
tion to it in all our exhibited works.
Either Rossettl derived his mammer from us,
or, if he invented it, it was five years
after the practice had been inaugurated
by us."l

And so, it seems perfectly ridiculour to accept without
' dpestion all these falsities which authors have so boldly
flaunted before us, claiming for Rossetti the honor of being
the instigator of the new spirit in art, when all evidences

point distinoctly to Holmen Hunt. The Life and Letters of Sir

John Everett Millais substantiate this same ides,? even more

emphatically, perhaps. To quote from them here would merely
be repetition of what has already been stated from Hunt's
volumes. However, there is an interesting comment which we
are tempted to include here, since it proves quite thoroughly
that Millais was absolntely umnmoved end uninfluenced by
Rossetti at any time. We read:

"And now perhaps I may as well give my
father's version of the matter as gathered
from his own lips in 1896, the year when he
wag elected as President of the Royal Acedemy.
At that time the papers of course, had much
to say ebout his grt life; end, finding that
some of them referraed pointedly to D. G.
Rossetti's influence on the style and cheraec-
ter of his work, I asked him to tell me ex-
actly what were his relations with Rossetti,
and how far these comments were correct.

lm. H. Hunt, op. oit., II, 349.
2g, Millais, op. eit., I, 50-62.
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wtT doubt very much,' he said, ‘'whether
any man ever gets the credit of being quite
square and above-board about his life and
work.....The papers are good enough to
speak of me as a typical English artist;
but because in my early days I saw a good
deal of Rossetti--the mysterious and un-
English Rossetti--they assume that my Pre-
Raphaelite impulses in pursuit of light
and truth were due to him. All nonsense!
My pictures would have been exactly the
same if I had never seen or heard of Ros-
getti. I liked him very much when we
first met, believing him to be (as per-
haps he was) sincere in his desire to
further our aims--Hunt's and mine--but

I always liked his brother Williem mmoh
better. D. G. Rossetti, you must under-
stand, was a queer fellow, and impossible
as a boon companion--so dogmatic and so
irritable when oppesed. His aims and
ideals in art were also widely different
fram ours, ané it was not long before he
drifted away from us to follow his own
peculiar fancies. What they were may be
gseen from his subsequent works. They
were highly imaginative and original and
not without elements of beauty, but they
were not Nature. At lest, when he pre-
sented for our admiration the young women
which have since becoms the type of Ros-
settienism, the public opened their eyes
in amazement, "And this,"™ they said, "ls
Pre-Rapheelitism!™ It was nothing of the
sort. The Pre-Raphaelites had but one
idea~-~-to present on ocanves what they saw
in Nature; and such productions as thess
were absoluntely foreign to the spirit of
their work.

", ce0.1t was Hunt--not Rossetti--whom
I habitually eomsulted in case of doubt."l

Whet could more clearly define the position of Millais
concerning the Rossetti-Hunt confliet than the above quotation.

It may seem rather insignificant to quibble about such a
point as who the originator was of a particular idea in arst.
Whether the ideas and principles were of value, and what
particular influence they exerted would seem of greater sig-

nifieance. On this point, let us quote Hunt, once again, for

1E. Millais, op. oit., I, 56.
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it seems he justifies his stand in sd doing, and quite right-

fully too. For he says:

"Indeed, I should not now argue the point,
for it is a matter of small importance
which of the three of us was the origi-
nator of our Movement, proveded that the
desired objeot was attained. But what
makes the question vital is, whether
Rossetti's inspiration of ideals and
manner of work did represent the original
distinet, unwavering, objects of pure
Pre-Raphaelitism from its beginning.

In this saying I do not in the slightest
degree disparage the genius that Rossetti
gshowed both in his painting and in his
poe try."1

And 1t is the point that Hunt makes here concerning Rossetti's
right claim even to being called & true Pre-Raphaelite that we
shall now challenge, and attempt to explain.,

After disposing, then, with the problems relating to the
authentic authorship of Pre-Raphaelitism, let us proceed to a
discugsion on the disputed point which oclaims that Rossetti is
a rightful Pre-Raphaelite in every sense of the term. Here

again, Hunt proves conclusively, as well as does the biographe
of Millais, that Rossetti has not only claimed false ownership
to the title of the founder of Pre-Raphaelitism; but that in
reality Rossetti was not even a true and reel Pre-Raphaelite,
except in the very beginning of his relationship with the Pre-
Rephaelite Brothers. Hunt feels it his duty to elucidate on
this particular matter in most careful detail,® since writers
handle this point of contreverasy so indiseriminately.

We shall attempt, then, to show how Rossettl and his
practices and art theories differed essentially from true Pre-
Raphaelitism, how the character of his work was distinetly

l¥m. H. Hunt, op. eit., II, 127.
81Inia, II, Chapters XV, XVI, XVII.
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different from Hunt's and Millais' after his very short-lived
Pre-Raphaelite prastice--we shall see all the more readily how
the possibility of his exerting any influence on Hunt or Millais
is absolutely absurd. Both Hunt's and Millaeis' account agree
most emphatically that Rossetti had no influence on them, in
any degree, whatsoever. But rather, as we have pointed out
already, Hunt exerted a great deal of influence on Rossetti.
The whole misunderstand ing seems to have had its roots in the
popularization of a false interpretation of Pre-Raphaelitism.
Such men as Hueffer, F. G. Stephens, Sharp, W. B. Scott,
and others in this same olass, have done much to confuse the
meaning of Pre-Raphaelitism with medievalism. Hunt says:

"Mr. Hueffer follows in the steps of Mr.
F. G, Stephens in the pronouncement (which
has misled foreign writers) that Pre-
Raphaelitism was meant to imply submission
to mediaevalism."

"M. de la Sizeranne (one of the foreign
critics who misinterpreted the notion of
Pre-Raphaelitism) could not, of course, be
expected to know the relative value of the
writers he quotes. Two of them only have
any sort of original value, Mr. W. Bell
Scott and ¥y, F, G, Stephens. The others
derive their knowledge from more or less
acquaintanceship with Rossetti late in
his 1ife or from the printed writings of
W. M. Rosesetti. Certainly William Rossgetti
had an inner position fram which he wateched
the Movement, and he has ever been a most
conscientious reporter of thoss facts which
passed under his eyes, but it may be under-
stood that he had never advanced enough in
the practice of arts to note the difference
between the aim of F. Maddox Brown and his
brother and those of Millais and myself.

F. G. Stephena, although an original member
of the seven, did not follow art long enough
to satiafy his position amongst us in any-
thing but the nominal fashion of those of
the seven who never were practical artists.
Mr., Knight would be the last to claim for
his casual pronouncement on Rossetti any
authority.....Mr. Wm. Sharp only. knew
Rossetti in his later stages and reported

the legend current in the Rossetti oirecle
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at a time when we and others pursuing the

original idea had long ago marked our

separation fram the mediaevalism which 1

Rossetti had confused with Pre-Raphaelitism.”"

We read in Hunt specifically that, when Rossetti first
came to him, his work was, under Brown's directlon, of the
true German Revivalist style, and Hunt adds that this charac-
teristic was, in his own words, "“one of the mannerisms which
Millais and I had set ourselves direotly to oppose."® We know
from Hunt's autobiography that this medieval element was strict-
ly shunned by the true Pre-Raphaelite. "There was," wrote Hunt,
"a constant negation of mediaevalism in every point of our work."
He regarded the so-called Gothic Revival as "a deadly blight,"
causing "the destructions of edifices of vital beauty, and
paralysing the inventive genius®" of artists. Sham Gothic was
to him, "the danger of the time," and the Pre-Raphaslite
Brotherhood tried to check both this and the following of
Overbeck by a "child-like submission to nature."3 Henoe this
element which crops out, over and over again, in Rossetti's
paintings was really foreign to the original nature of Pre-
Rephaelitism, and not intended as a Pre-Raphaelite principle
at all--as so many books and authors would have us believe,
William Rossetti has done as much as any one to help

popularize the wrong idea concerning Pre-Rephaelitism. He
writes:

"One of the original drawings and slight

paintings done under Brown's eye by D. G.

Rossetti early in 1848, and already referred

to as a drawing of e long narrow shepe, in

bhody ecolour barely a little tinted, with a
plain gily ground, represents a young woman,

l¥m, H, Hunt, op. eit., II, 343.
B1vid, II, 354.
S1vi1a, 354.
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auburn-haired, standing with joined hands.
The face seems to be a reminiscence of
Christina Rossetti, but the nose is un-
duly long: the drapery is delicately
felt and done, and the whole thing has a
forecast of the Pre-Raphaelite manner,"l

It is this last sentence to which Hunt objeots so strenu-
ously; and which is, in reality, false. William Rossetti
boldly goes on to say that "Hunt's pictures as yet had no
distinotly Pre-Raphasclite quality."™ To this Hunt says that he
should have added to his judgment that "Hunt, however much he
may be thought wanting in this respect, never did at any later
time work in the spirit which W. M. Rossetti styles Pre-~
Raphaelite; neither did Millais, as any diseriminating painter
must see."® Hunt tells us this specifically in the following
quotatien:

"When Gebriel came to paint with me in
1848, if Millais and I had changed our
apirit of work in the direoction of Over-
beckism, then Rossetti's priority in the
Movement would have been beyond question.
But 1t will be seen we never swerved from
our worship of the new regions of Nature
which we hed already begun to penetrate.
We may ask now, where did Gebriel get

the "Quattrocento Exotioc style which he
was then cherishing? It is unquestioned
that when he oame under Brown's influenecs,
the latter was playing with the mediaeval
faney adopted after his visit to Overbeck's
studio in Rome as narrated by Hueffer."3

It would seem, then, that Rossetti brought to Pre-
Raphaelitism an element which was distinetly foreign to the
very essence and nature of the movement. Although he did not
inculcate this element into his Pre-Raphaelite plotures in all
distinotness while under the guidence of Hunt; it was there,

nevertheless, in his unconscious mind. We even single out sub-

l¥m. H, Hunt, op. eit., 353.
21bid, 354.
S1bia, 354.
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dued tones of over-Beckianism in two of these paintings, if we
decided to analyze them most acocurately. He, without a doubt,
made a ﬁoble attempt in the picture "Found" to turn entirely
Pre-Raphaelite, both in subject-matter and technique; yet his
nobility was not a iasting one; it did not come strictly from

the heart; but was only a passing fanocy. The moment he allowed
himgself free Rossettian rein, the moment he allowed himself to

be honestly and sincerely Rossetti at hear, that moment we

discern characteristics ocreeping into his art as un-Pre-Raphaelite
as were the German Revivalists in their art.

Perhaps the three best examples which are characteristic of
the Huntian, Pre-Raphaelite influence, done between the period of
1843 and 1857, roughly speaking, are "The Girlhood of the Virgin
Mary," the "Ancilla Domini," and "Found." Mr. Cook, in the
National Gallery Handbook says of the first two:

"In 1849 he (Rossettl) exhibited his first
oil pieture, 'The Girlhood of the Virgin,*
and in the following year he painted
'‘Ancille Domini.' His picture is admirably
illustrated in its simplicity of the aims
of the Pre-Raphaelite School, whilst at the
samé time it is wholly free from the affec-
tations peouliar to Rossetti which charac-
terise his later works---."

For a desoription of "The Girlhood of the Virgin" let us
go to Marillier, He says of 1it:

"The seene shown 1s a room in the Virgin's
home, with an open carved balcony at which
‘her father, St. Joeachim, is tending a
symbolically fruitful vine. On the right
of the ploture, shown against an olive-
green curtain, are the figures of the
Virgin and her mother seated an an em-
broidery frame. The young girl, a most
untypicel Madonna, in simple gray dress
with pale green at the wrists, pauses with
@ needle in her hand, and gazes with a rapt
ascetio look at the room before her, where,
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as if visible to her eyes, a child-angel
is tending a tall white 1lily. Beneath
the pot in which the 1lily grows are six
large books in heavy bindings, bearing
the names of the six ocardinal virtues.
These, and a white dove perching on the
trellis, are amongst the peaceful aymbols
of the picture, whilst the tragedy also
is foreshadowed in a figure of the cross
formed by the young vine-tendrils and in
some strips of palm and *seven-thorned
brier' laid across the floor."l

The ssme simplioity which is evident in this picture just
described, is also charecteristic of his "Ancilla Domini.” The
painting, as the title obviously indicates, portrays the ancient
and mueh used theme of the™nnunciation." The Virgin, most
simply clothed in a white night gown, is aroused from her sleep
by the gentlest voice of the archangel. How decidedly different
does Rossetti relate his pisture story from the old method of the
great masters; such men as Del Sarto, Raphael, Tintoret, or Durer.
There is nothing stately or majestio about the simple human story--
no erowned Queen of Heaven; no mighty, glorious, winged angel,
with vast pinions glittering in gold, azure, and vermillion--only
a stalwart, wingless harbinger, simply cled in white from head to
foot, with a 1ily in hand, to replace the great and mighty sceptre.
He approaches her with a calm and passionless face, without the
usual traditionmal thundering voice.

True, on close serutiny, one can discover earmarks of
Overbeckian characteristics. Both pictures contain a rieh
symbolism, over which there hovers a certain mystical element.
This is the more evident when comparing these religious paint-
ings with any ef the seme type executed by Hunt or Millais.

On the whole, though, his method in this period of his work was

Pre-Raphaelite; he employed only living models, and went to

1. C. Marillier, Dante Gabriel Rossetti, 18.
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mature for his detail.

The third mentioned picture of this particular period,
namely, "Found," has already been adequately described in a
former seection of this paper.1 The story is strietly modern.

It has a definite moral implication, to be sure. It seems
rather unfortunate that Rossetti did not ever finish the noble
beginning. However, we may infer fram his neglect of it that
the atringency of such naturalistic painting was not altogether
suited to his later mood and experience. He drifted away from
his original intention.

After this first spasm of religious painting, it seems
that Rossettl altered his subject-matter. Perhaps the failure
of the "Ecce Ancilla Domini,™ as interpreted by the blased art
oritics of that day, saused him to abandon the semi-religious
ploture for another type. His love for romance, at any rate, led
him to undertake subjects from Browning, Dante, and Keats. How-~
ever, this phenomenom was not at all unusual, since both Hunt
and Millais had done likewise. But it was Rossetti's allowance
of this peculiar medleval quality to dominate him almost eom=-
pletely that led him into questionable artistic paths. Together
with this, he also tended to develop from simplicity and conecrete-
ness to the complicated and mystical, both in painting and poetry
alike. This point shall be exhausted quite thoroughly in our
diseussion of his later works, which will follow directly.

What happened to Rossetti was not at a]3} unnatural, if we
examine the situation more olosely. His Italian background,
his ardent love for Dante, his queer romantic temperament,

together with his Overbeckian influence, exerted by Brown in

1see pages of this thesis.
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his early impressionable stage--all aid in producing in the
man @ strangeness very different from Pre-Raphaelitism in

its original and correct significance. Then too, his close
study of the paintings exeouted before Raphael, aided in lead-
ing him into mystical, medieval lines of thought. Whether
this element, then, crept into his art incidentally, is diffi-
cult to ascertain; but that it appeared, and remained with
him to the very end, is a certainty.

It is in this second period, after his association with
the Brotherhood, that we find him exposing his true Rossetti
nature. Those pietures which are most characteristic of this
period, so to speak, are thosg which have for their themses
Dante and his famous characters. DPerhaps his "Beata Beatrix®
is the most famous ofthis "Dantesque group." Two other famous
ones are "Dante's Dream," and "The Blessed Damozel." The lat-
ter mentioned is not fundementally Dante, but the subject was
inspired by him, we know. The famous poem bearing the same
title is also fittingly mentioned at this point.

It 1s in this "Dentesque group" partioularly that we see
the artist as an Englishman, by birfh, only; his blood was
Italian, and his spirit of the fifteenth century, of that
point we are convinced. He looked at life through Gothie
windows, stained with the symbolism, romance, and legends of
the dark ages. He painted facts as faithfully as his nature
would allow him; but they magically became transfigured, by
his glamorous fancy, into visions not synonymous with the
impression which others received from them. In these designs

Rossetti has restored the medieval thought, pure and simple;
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but he has enriched_it with a whole wealth of psycho-sensuous
beauty brought over fram the region of romance.l Yes, true,
‘he painted a rose in all its fresh realism and individuality--
he gave vivid and real presentations of existing objects--
yet always he threw a spell of enchantment over all, which is
perfectly acceptable up to a certain point; but becomes a
bane to the real purpose of art, when pushed to the bounds of
infinite vagueness.

Bes ides the above mentioned themes obtained from the
inspiration of Dante and his work, we find Rossetti creating
a number of pictures based upon legends of the Arthurian
cyocle, as well as incidents taken from the poetry of Keats.
These themes are mostly romantic and dashed with mysticism;
and they frequently treat of incidents, "the too-often, dry
bones and rickety whimsicalities of which Rossetti never
failed to vivify, while he gloried them with light and color.”
One of the paintings we might mention as belonging to this
group is "The Laboratory," an inoident taken from Browning.

The poetry of the same period just treated above in-
cludes the already mentioned "Blessed Deamozel," "A Last
Confession," "Sister Helen," Translations of the Italians,

e. g.: "The New Life," and his prose piece, "Hand and Soul."

In his later period, which is the one we shall be most
vitally interested in for purposes of proving our muech dis-
puted point, we find such pictures as "Bocca Baciata,"
"Fazio's Mistress,™ "Lady Lilith," "Venus Vertieordia,"

"Joli Coeur," "Rosa Triplex," "Proserpine," and "Astarte

Syrieca."” The poetry includes such works as "The House of

1E. Wood, op. eoit., 257.
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Life" (two-thirds of it), "Jenny," "Eden Bower," "Insomnia,"
"Phe White Ship," "The King's Tragedy," and "Rose Mary."

It 1s quite obvious that a complete analysis of Rossetti's
poems and paintings and their especial significance is an
utter impossibility as well as quite outside the realm of
this particular thesis. Critices and biographers have done
this very exhaustively.l However, taken &s a whole, we see
at once, that the predominating note in the first period,
after his partial abandonment of Pre-Raphaelite ideals, seems
%o be romance, or romantic archaism, as one author hes called
1t.2 This group of artistic productions which tends to deal
with subjects of a ramentie and poetic literary nature certain-
ly does not assume the decadent note that his later creations
seem to reveal. It 1is quite difficult to say Jjust exaoctly
where the so-called dangerous note begins to sound in the
artist's work. The whole thing was a gradual process, as are
all processes of this sort. Yet we are definitely consocious
of this peculiar sensuocus phase, which "savoured somewhat of
hothouse culture,"™ as Huntd so well describes it, in Rossetti's
later artistic development.

This latter period, which includes the list of pro-
ductions, both paintings and poetry cited above, is certainly
distinguished by eroticism and extreme sensual feeling. For
example, "Troy Town" and "Nuptual Sleep" certainly exhibit a
taint of fleshliness. "“Jemny" also conteins qQuestionable

elements. This generalization does not include every poem

1The reader is referred to Megroz, Wood, Marillier, Stephens,
Hueffer.

2R. L. Megroz, op. cit., 295.
SWm. H. Bunt, op. eit., II, 361
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and painting, to be sure; but, taken as a whole, the charac-
teristies referred to are certainly very definitely outstand-
ing. In-this latter group, the mystical vision is also morse
praminent then the romantiec element, which colors his earlier
postry.

In a congideration of his painting, "The Beloved,"
"Monna Vanna," "Vercnica Veronese," and "Lady Lilith" are
typieal, and incidentally, excellent illustrations of this
later central development of eroticism, These pictures, eas
well as "Hesterna Rosa," "Rosa triplex," "Proserpine” and a
host of others are all paintings of women of & partieular kind,
which later came to be termed the typical "Rossettian feminine
type." All have sensuous, full-formed lips, great masses of
hair, bulbous throats, deep-set, dreamy eyes, flowing low-
necked gowns. They are all moody, passionate creatures,
playing no espeeial role of greatness in life or art, except
*to live and be beautiful®™ perhaps.

In The House of Life, one of Rossetti's greatest poetical

sequences, we see reflected at once this extreme sensuous note,
with strong overtones of mysticism, which are also quite preva-
lent in the paintings just referred to. In some of this verse,
the erotic feeling seems too strong for the word medium, and
tends to produce an over-emphasis on the "imitative function
of verbal music.” The whole thing, as readers of Rossetti
know, deals with love, which to him is the sole make-up of
life. According to Arthur Symons, Rossetti calls "what is
really the House of Love, The House of Life, and this is be-

cause the house of love was literally to him the house of

life.--There is no mystic to wham love has not seemed to be



86.

the essence er ultimate expression of the soul."™ Too often,
in this famous collection of love sonnets do we find him ad-
hering to the subjective mood, as when he contemplates "the
soul's sphere of infinite images" and "that last wild pageant
of the accumulated past that clengs and flashes for a drowning
" man, "l

Rossetti probably meintains himself most seourely in the
world shared by the waking minds of others. His dramatic
poetry, such as "A Last Confession," as well as his popular
ballads, "Sister Helen," and "The King's Tragedy"” illustrate
this. Here there seems to be a sympathetic bond with elemental
emotions.2 He is undoubtedly at his best in such poems which
leave out the intense subjective element--in sueh works where
the thought of self merges in the full and immense life of
humanity.

True, Rossettl demonstrated his mastery over technigue
in almost all his verse. He was the greatest master of the
Italian Sonnet; in him it reaches the highest perfection. This
is not 8o true in his paintings. He was not always entirely
sure of his teohnique; here rich color combinations tend to
take precedence over line., But in his poetry, we must concede
his greatness in technique, his ofttime unsurpassed beauty of
sound and effect. But this greatness becomes much disturbed
gt times. We find a tendency towards decadence oreeping in,
quite unobtrusively at first, but nevertheless, quite securely

planted, in a final analysis of his work. To term this quality

decadence is not without juatification, sinoce it contained

elements which resolved themselves into "the overlaborious and

1p, G. Rossetti, The House of Life, Somnet 62.
2R. L. Megroz, op, cit., 252.
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the obsocure." His beauty of language, symbolic, transcendental,
and mystical, tends very frequently to lapse into a redundant
verbiage and sensious imagry. The sensation such verse pro-
duces in the reader is too much language; it often "goes drunk
on polysyllables." Its intricacy and delicate subtlty become
somewhat disturbing. There is nothing of great thought behind
all of this. It is an empty shell, so to speak.

And so it is that The House of Life which is "so abstract

in thought and ornate in structure,” as William Michael Rossetti
is even wont to admit,l is not an easy task to analyze. Any

one who has read 1t is at once overcome by its beauty and queer
mystical abstract épality. Even his brother, who has made a
rather brave attempt at analyzing the entire work, is baffled
time and time again by the real meaning of some of the sonnets.

We read in his study of Rossgetti:

"0f all the sonnets in the House of Life,
this (number 79--"The Monochord"®) 1s the
one which seems to me most obscure. In
fact I do not think that its meaning can
be selized by a reader unfurnished with
some information which the sonnet itself
does not supply....."2

Agein we read on a further page, where William Michael
attempts to analyze the sonnet (number 87) which begins: "When
first that horse within whose populous wamb:"

"The applicetion of this sonnet is not
entirely oclear to me. It will be ob-
served that, except for its last two
lines, the sonnet consists entirely of
& reference to two agts of heroic self-
discipline recorded of Ulysses. Then
in the last two lines comes the appli-
cation. This application, as I appre-
hend it, is an appeal of the Poet to
his own moral conscienece, and relates
to the question of a noble or degrading
tone in the poetry which he affects, as

1N, M. Rossetti, Rossetti, 181.
R1bia, 240.



writer or reader."l

es.

It is evident from the above citations that William

Rogsetti admits, in all earnestness, the vagueness and
sourity which dominated some of his brother's sonnets.

A ocomplete reading and study of the House of Life

suffioient evidence for any one that the entire imagry

the most part sensuous, fervid, and almost tropical in

ob-

is
is for

colour

and atmosphere. Here are a orowd of variously portentious

spirits:2
eoes "fame, whose loud wings fan the
ashen Past
To signael fires;"

+eeso™Song, whose hair

Blew like a flame and blossomed like a wreath;

eeeeo"Love, smiling to receive
Along his eddying plumes the aurorel wind;"

We follow the soul of the lover---

«+eseo"Where wan water trembles in the grove,
And the wan moon 1s all the light thereof,"

veseo"0'er the sea of love's tumltuous trance,

"Upon the devious coverts of dismay"
across "death's haggard hills;" among

"Shadows and shoals that edge eternity,®
and through

eseco"that last
Wild pageant of ths acoumulated past
That olangs and flashes for a drowning man."
We see, at once, that the entire thing is far too

al, too sub jestive; yet it reflects exactly Roasetti's

"

”

person-

notions

and ideals ooncerning the purpose of poe try, for we read in

Williem Michael's acoount of his brother's sonnet on "Trans-

figured Life"™ (number 60):

1¥. M. Rossetti, Rossetti, 247.
2E. Wood, op. oit., 277-278.



"This sonnet sets forth (what Rossetti
profoundly believad to be the truth con-
cerning good poetry) that ‘the song'--i. e.,
a poem--is the 'transfigared life' of its
author; his essential self developed into
words under the control of art."

Certainly this conception is far too personal to admit
any real definition of the purpose of poetry and art in gener-
al. There is no objective element here, nothing to pin down
to a firm and sensible explanation. Welbyl states that this
poetry is without relief--oppressive in the highest degres.

Let us return, for the moment, once again to Rossetti's
paintings, for the purpose of final comparison and judgment
concerning his art. On looking over the collection,--and it
might be added inoidentally, the writer regrets the impossi-
bility of being able to include illustrations of the pleotures
here referred to--we find, as we have already stated at an
earlier point in this section, that the sub ject-matter seems
to be almost solely wamen, heads and bodies of luxurious
women, sumptuously gowned, for the moat part--products of a
dreamy sensuality. The paintings seem to suggest a mania,
on the part of the artist, for mere physical beauty.

Arthur Symons caomments m these figures:

"..e..80me of them are posing in Eastern
garments, with caskets in their hands
and flames about them, looking out with
unsearchable eyes. His colors, before
they began to have, like his forms, an
exaggeration, a blnrred vision which
gave him the need of repainting, of de-

priving his figures of l1life, were as if
charmed into their own places; they took
on at times some strange and stealthy and
startling ardors of paint, with a subtle
fary."®

1R. T. Welby, The Victorian Romanties, 32.
LT Symons, Drematis Persomae, 129.
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For example, "Lilith" is a representative illustration.
Here we see a beautiful blonde woman (the same sitter as in
"Bocca Baciata™ and "The Blue Bower") combing out her hair;
the accessories are those of a modern tiring-chamber. There
is nothing especially in the picture that connects it with
the story of Lilith and the first serpent-bride of Adam; nor
is there any deep or occult meaning of any kind indicated in
any way to the onlooker. There is certeainly no high or noble
purpose connected with the painting. Rossetti probably in-
tended us to gain from it the mere idea of "Body Beauty" in
contrast to "Soul Beauty" which he gave us--or at least at-
tempted to do so-~in one of his other pictures. 4nd so it
is with most of the pictures of this particular period.
There 1s nothing outstandingly uplifting in any of them--very
much, simply pietures of sensuous feminine beauty, painted by
one who seemed utterly obsessed with this notion,

J. Comyns Carr, in his Papers on Art, gives us some

rather valuable remarks on this period in Rossetti's art
ecareer. Since he summarizes so perfectly and adequately the
point which the writer wishes to make in this connection with
Rossetti, we shall take the liberty to quote him, even though

the quotation de somewhat lengthy. In speaking of the period,

which we have already named as including such works as "The
Loving Cup," "Monna Vanna," "The Blue Bower," "Lady Lilith,"
and verious others of this type, he says:

"Gradually--at first, indeed almost imper-
ceptably~--the 1ndiv1dual gqualities of the
model gain & more complete ascendency over
his imagination. He begins to concentrate
his forces upon the interpretation of dis-
tinet types of beauty, no longer using
nature as the material out of which he

90.
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might carve his own invention, but accept-
ing what it offers as the determining motive
of his work. In the frontispiece to The
Italian Poets the sentiment of design is
still uppermost in the artist's mind;
nature has been used and even carefully
studied, but it has been used to assist

and confim a settled and preconceived

idea of poetiscal beauty. The "Lady Lilith"
on the contrary, starts from the oonception
of portraiture, and the ideal suggestionm,
whatever may be its force and fascination,
only follows and does not directly inspire,
the reality.

*"If Rossetti had been content to accept
the temper as well as the means that belong
to realistic painting, this change in the
direction of his art might not have af-
fected its value. There are many men in
art as in literature who only win the high~
g8t triumphs when they have rid themselves
of the kind of poetic ambition that haunts
the season of youth, and in its place have
learned to be content with the realities
of nature. Some of the noblest painting
that remains to us is framkly founded upon
the direct and simple observation either
of the truths of human charaaeter or of the
beauty of the outward world, and it there-
fore implies no reproach against a painter
that he should elect in later life to put
aside the fanciful ideals that had tempted
the vision of a boy. But the course of
Rossetti's art tells a different story.

He was a poet to the end of his days, and
though he might seek to divert the strong
imagina tive impulse with which he had set
out upon his career, he could not esocape
its influence. And so the change that
comes over his art was not helpful but
hurtful; for the poet's vision, no longer
finding for itself the earlier form of
utterance, left him still unsatisfied with
the kind of beauty that might have oon-
tented a different order of mind. The
individual forms and faces that he chose
to present did not now saffice for the
purpose for which he sought to employ
them. Unconsciously, perhaps, he began

to foroe and exaggerate the reality he was
no longer able to control, and it sometimes
happened that the result was far removed
alike from the intricate beauty of his
early design and from the simplicity emd
truth of portraiture.....It is the penalty
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whiech natures such as this have to pay,

that their art and their life are closely

interwoven and cannot by any means be di-

vorced."l
Hence we see that a decided ochange, although quite imper-
ceptibly brought about at first, takes place in the artistie
creations of the poet and artist, Rossetti. True, his earlier
paintings and poetry contain same pure gem-like tints of color;
but his later ones tend to become tarnished by the obsocurity
of tone; they are shrouded with shadows of mystioism and un-
reality.

Then too, upon careful examination of some of his later
works, we find Rossetti incorporating & great deal of unnatural
and unessential bric-a-brac. In one of his letters referring
to this particular practice we read:

"+e0..1t was done at a time when I hed a

menia for buying bricabrac, and used to

stick it into my piotures."2
This prastice tended very much to produce an unnaturalness
and ornatenesa distinctly different from nature in all her
freshness.

Another phase of Rossetti's practice whioch we should not
fail to mention is the fact that he did not carry out in all
esarnestness the oonscientious effort of reproducing faithfully
every single detail in nature. His models and backgrounds were
very often more the product of his faney, at least certain ele-
ments of them.

"For the sub jeot as presented to him by
nature he had no respeot. He would iso-

late that in it whieh appealed to his po-
etic imagination and he would then surround

11, c. Carr, Papers on Art.
%W, M. Rossetti, Rossetti, 69.
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it with accessories of his own, imported
no matter whence, and charged with a
significance that the natural, acclidental
accessories had not posaessed.....he in-
stinctively and deliberately made promi-
nent what peinters had long made subsidi-
ary, the pattern.....A great many of his
paintings, and more of his drawings are
like sonnets: spaced out in octave and
sextet, with visible rhymes at the ap-
pointed places."

We read in the introduction to the Germ, in respect to
this, an interesting comment made by William Rossetti:

" ....and Collinson seem to have regarded
it as quite superfluous to look into a
map, and see whether Nazareth was near
the sea or not. Or possibly he trusted
to Dante Rossetti's poem 'Ave,' in whiech
likewize Nazareth is a marine town. My
brother advisedly stuck to this in 1869,
when I pointed out the error to him; he
replied, 'I fear the sea must remain at
Nazareth: you know an o0ld painter would
have made no bones if he wanted it for
his background. "2

This looseness 1ln carrying out Pre-Raphaelite ideals is
again evidenced in a statement of his own, even after he
claimed that "it is equally or still more imperative that
immed iate study of nature should pervads the whole completed
work." He says later on, contradictory to this above:

"Tenderness, the constant unison of
wonder and familiarity so mysteriousness
allied in nature, the sense of fullness
and abundance such as we feel in a field,
not because we pry into it all, but be-
cause 1t is all there: these are the
inestimable prizes to be secured only by
such study (of neture) in the painter's
every plcture."d

Certainly this is a very definite parting with Holman

Hunt who "would take an inventory of God's plenty where Rossetti

1, 7. Welvy, op. cit., 16.
2§, M. Rossetti, Introduction to the Germ, 21.
SE. T. Welby, op. eit., 101.
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bids us refrain from prying into it all."

In William Rossetti's workl on his brother, we find refer-
ences from time to time, where Dante Gabriel Rossettl very
often changed parts of hies painting from the original model--
hair, flesh coloring, ete. Or perhaps left out or added some-
thing in the background, whioh would tend to make the effect
more imaginative and less realistioc.

It is quite obvious then, upon even such a sketchy and
hasty saummary of the man, to realize certain conclusions con-
cerning Rossetti and his creations. He undoubtedly proceeded
from the realistically romantic to the purely mystical, sensu-
al, and even highly exotio, in some instances. Or we might
say, he tended to develop fram simpliocity and conoreteness to
the complicated and mystical. And there is a decided parallel
here in his paintings and in his poetry. Never once in his
life do we find him concerned with society and its moral, eco-
nomic, political or social aspects--these were farthest from
his mind. To him art and beauty was entirely divorced from
them; we might say divorced fram life itself, whioch is truth
and reality. "In his verse there is no thought as such; it
is all pure art. He had no cause to serve, no dootrine to
inculcate.” Rossetti was essentially artistic with such a
singleness of mind that we see in him the beginning of an art,
absolutely untremelled and unmodified by philosophy or science.
Some critics have called him the inastigator of the new Aes-
thetic School in England.2

How utterly different from the dootrine of Pre-

Raphaelitism. How essemtially unlike the artistry of Hunt

ly. M. Rossetti, Rossetti, 72, 72, 118.
2¥. Hemiltom, op. oit.
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and Millais, whose deeply religious purposing caused them to
believe that Pre-Rapheaelitiam should foster only the greatest
in art, which to them was also the greatest in life,

Although Rossettli was a great poet, and a charming and
colorful artist, he certainly neglected with indifference the
robust, out-of-door growth of native Pre-Raphaelitism, 1Is i%

a wonder that Hunt 20 violently attempts to correct the false
interpretation which most crities have adopted concerning the
dootrine. Certainly it was not medievalism; nor did it resort
to mysticism or highly imaginative fanocies, divorced from truth
and nature, Decoration was not to be employed extraneous and
foreign to the nature of the painting.

After seeing how completely different Rossetti's whole
art career was from that of a true Pre-Raphaelite, does it not
seem absurd to name him as the instigator and great promoter of
the movement. It is not a question of who was the greatest
genius of the three men who figured so essentially in this
movement of Pre-Raphaelitiam; but who was the greatest Pre-
Raphaelite; and even perhaps, although only incidentally, who
was the noblest and greatest artist.

Hunt feels expressly responsible for explaining and clear-
ing up the situation, for he says:

"My business is to have proved that what
Rossetti did was a divergence from the aim
of Pre-Raphaelitism."

"The oharacter of the evidence given by
both the inside and multitudinous outside
writers, who have rushed forward with such
eager readiness to instrucet the publioc, can
now be judged, and no one will wonder that I
felt so long disinclined to cleanse out the
Augean stable they had filled up., I think

any one who really wishes to know the facts
will be satisfied with evidence I have given,
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and will understand finally that Pre-
Raphaelitism did not begin with Maddox
Brown, nor with Dante Gabriel Rossetti,

and that it was not antiquarianism or
uattrocentism in eny sense; and this
last 1s the really vital point.

®It ecaennot be too clearly reasserted
that Pre-Raphaelitism in its purity was the
frank worship of Nature, kept in check by

selection and direoted by the spirit of
IgaBII

Imaginative purpose. Only an 1ty
to discern glaring differences of style,
or a perverse disregard of dates, could
allow contrary conclusions."l

conclusion he exclaims:

"For the consideration of those who come
after us, ere I give up my record of our
Pre-Raphaelite purpose, I must reiterate
that our determination in our reform was
to abjure alllance with a moribund neo-
classicism, to avoid revived quattro-or
cinque-centism, already powerfully repre-
sented in England, and to supplant the
lifeless dogma founded on these fashions,
by devoting our allegiance to Nature for
further inspiration as did those early
masters.”

1¥. H. Hunt, op. eit., II, 3857.
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CHAPTER VIII
THE OUTCOME OF PRE-RAPHAELITISM UNDER ROSSETTI

Let us abandon the controversial aspect of this paper,
then, and proceed to same kind of definite conclusion concern-
ing Rossetti's sntanglement in Pre~Raphaelite affairs. We
shall attempt to show the outcome of this artist's responsi-
bility in leading Pre-Raphaelitism into strange channels.

The discussion, as promised in a former section of this thesis,
shall be as brief and to the point, as possible. The pre-
liminary discussion which would ordinarily preface such an
undertaking, including all details of biographical and histori-
cal background, will of necessity be dispensed with. Our
purpose here shall be mainly to point out those threads of
Rossettian influence which carried on through the artistie
creations of Rossetti's followers, and finally aided in bring-
ing about the decadent period, at the end of the century.

Let it be fully understood that the writer realizes he is
treading on the ground of another and very important and
lengthy master's thesis; however, he is quite willing to out-
line, in a sketehy, although never un-authentic or careless
fashion, the main trend of this rather dynamic figure's ar-
tistic principles and practices. Let it be remembered,
"Influences and counter-influences in all ages of literature
are such subtle vermin to ferret out." In tracing them, and
any particular streams of thought which pervade certain periods
of art and literature, we must keep in mind that the influence
is not always obvious, on first glence, Sometimes, it is only

the artist's peculiar spirit which the alever disciple captures;
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sometimes it is his specific principle of art which he borrows
and utilizes--but to the destruction of the original master,
since he very often misconstrues it to the point of obscurity.

In the particular cese, with which we are dealing, however,
we need not fear the possibility of reading into the situation
anything which is not actually present in reality. The evi-
denoe oconcerning the influence of such a man as Rossetti is
quite obvious and easily discernable, even to the amateur.
That he exercised a commanding power is undeniable. His strange
artistic creations, both poems and paintings, exercised a par-
tiocular fascination on a group of men who, in turn, cerried on
this peculiar strain, even to dangerous ends. Rossetti had
that casual, compelling authority, easy dominating way with
men--e& supreme leader; but whether it was for the good of art
and literature, we shall attempt to ascertain.

The chief regret with such a man as the one we are con-
cerned with here, is that we cannot single out of his contri-
bution to art that portion only whioch is fine, excellent, and
wholesome in every respect; but are forced to accept all hia
questionable contributions as well--those infested with the
germ of danger and deocadence. Since it is precisely here that
his influence reeked its ultimate ends. There are special
reasons, outside of his very unorthodox method of technique,
why the man is a rather dangerous guide. This faot is quite
evident, after the discussion on his artistry in chapter VII
of this paper. The hothouse richness of his imagination and
his warm Italian temperament led him along peaks of poetioc

imagination and fancy where danger lurks for the ordinary mortal
and poet.
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are of this "overwrought and luscious nature," as Hugh Walker

Many of Rossetti's most characteristic poems, those that

99.

describes them, are the ocnes that have been the chief attraction

for his disciples,

Some of those chargeable with this partiocu-

lar quality are, "The Bride's Prelude," "The Stream's Secret,"

and many from his House of Lifse.

as attractive as it is to most readers,

characteristic.

most fleshy being ever transported into Paradise."

certainly nothing spiritual or ethereal about her.

vails 1in Rossettian poetry:

"The sense of the sultry noonday heat and
stillness is perfectly rendered in "The
Bride's Prelude;" and the bride's 'tiring-
chember is desoribed with the rich sug-
gestiveness of a Pre~Raphaslite pilcture.....
The air is heavy with scent and heat; the
poet has produced exactly the impression
he wished to produce, and he deserves the
praise due to success. But it is an air
not wholesome to breathe long, and there
is too much of it in Rossetti's poetry.
The lusocious sonnets of The House of Life,
beautiful individually, form together a
poem from which many readers are glad to
escape. Take for example Sonnet XXIII,
Love's Baubles.....The thing is so beauti-
lly done as almost to disarm oritioiam;
and yet it is like an excessively rich food,
of which a very little satisfies.....the
sonnets of the House of Life are unnerving.
They are frequently fanciful rather than
imaginative, they tremble on the verge of
conceits, they are full of literary arti-
fice sometimes degenerating into literary
trickery, the alliteration is excessive,
the diotion occasionally recalls the
worst faults of the eighteenth century
style. Thus, 'the smooth black stream
that makes thy whiteness fair,' whiech
means, in plain language, the ink used in
writing a love-letter, is at least as bad
a8 the 'plumy people' and the 'bleating
kind,' and the other peri-phrases which,

Even "The Blessed Damozel,"
is not free from this

Undoubtedly this creature of heaven was "the

There is

Hugh Welker so aptly desoribes the situation which pre-
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a century and a half ago, were supposed
to translate plain prose into poetry."l

Walker is quite severe on Rossetti, to be sure, yet what
he says is not a falsehood. And it was this decadent strain
which attracted so strangely same of his ardent imitators, who
utilized it to such dangerous ends. We might say the exotic,
dangerous germ, born and partially developed in Rossetti, was
allowed to mature inthe hands of his disciples, which finally
festered under their indisereet hothouse supervision, and aided
decidedly in bringing about the final Decadence of the "Nineties"
We say aided, since we are fully aware of the French influence
which also oropped up at this particuler moment, as we shall
see more in detail later in the course of this discussion. The
mixture of the two was the fatality of the great Romantic Move-
ment in English literature.

Let us attempt to single out, then, with specific exemples,
exactly the trend which Rossetti's power established; and pre-
cisely how it acted in bringing about this unhealthful aes-
thetic situation at the end of the century.

We might say in a rather hasty, incomplete fashion that
the trend of Rossettian ideals and principles moved from Ross,
Swinburne, Morris, Burne-Jones, and Pater, through Solomon,
Sandys, 0‘'Shaughnessy, Marston, and a number of others in
this class; and finally culminated in such men as Beardsley,
Thompson, Dowson, and Wilde--not to mention the meny others of

the fin de siecle period.

We note, at once, that many of the intermediate men, those
who came between the first and the last group, are comparative-

ly urimportant in the light of the greatest English poets.

1Hugh Walker, The Literature of the Victorian Era, 496-97.
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Yet, 1t was partially their mishandling and careless dis-
tortion, their extreme false emphasis on certain of the ineci-
dentals which Rossetti inoculcated into art, that ultimately
strengthened the possibility of an early death for the Vie-
torian Romantic element in art and literature.

Before proceeding to our purpose in tracing this pseudo-
Pre-Raphaelite influence in Decadent art, it might be well to
define, in a very cursory fashion, the term Decadence, as it
is generally understood in art and literary oriticism. The
reader may then discern more readily the exact relationship
existing in the problem with which we are attempting to wrestle.

The Decadent Movement is associated with a group of men
who were responsible for the notorious "Nineties." They were
telented, witty, original, faseinating; but extremely unhealth-
ful in their artistiec creations. The movement chose to startle;
its appeal was only to the haughty few. Wilde, Symons,
Beardsley, Huysmans, Moore, are some of the representative
figures of this period.

The literature which these super-aesthetes produced is
typical of a "civilization grown over-luxurious, over-injuring,
too languid for the relief of action." There is an unstable,
unsafe equilibrium, to be sure--a morbid intensity in the
seeing and relating of things. There is a search after "1l 'maga

peinte, l'epithete rare;" a search after harmony of phrase for

its own sake--yes, a decided and desperate endeavor to give
sensation, at any cost. There is an undercurrent of satenio

and glorified evil. In fact, all the qualities whioh marked the
end of the great Greek and Latin periode--those which culmi-

nated in their decadence and downfall, sare evident here; namely,
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"an intense self-consciousness, a restless curiosity in re-
search, an over-subtilizing refinement upon refinement, a
spiritual and moral perversity."l The qualities whioh are in-
herent in the classic, and those which determine the supreme
in art, es simplicity, perfect sanity, perfeet proportion, sare
all sadly lacking. The whole period is like an interesting,
fagcinating event, l1ike & "new and beautiful disease."
Verlaine, one of the French disciples of this movement
has given us a definition of his ideal of pcetic art, which
seems to strike the keynote of the situation quite appropri-
ately. He insists that it must be music, first of all; then,
le nuance; and last, fine shade. Poetry is to be something
vague, intangible, evanescent, "a winged soul in flight toward
other skies and other loves.™
For this poet, then, (and the idea is common among all

the men of the "Nineties") poetry must always be in excess,
furiously sensual, subjective, and purely egocentric. Symons
says of the situation:

"To fix the last fine shade, the quintessence

of things; to fix it fleetingly; to be a

. digsembodied voice, and yet the voice of a
human soul; that is the ideal of Decadence,

and it is what Paul Verleine has achieved, "2

In Huysmans we note this same delight in le style tachete

et faisende. It is highly flavored and spotted with corruption.
It is fascinating, to be sure; yet so strikingly repellent.
The whole thing sounds an artificial note, and possibly repre-
sents, as no other writer of this period, the main elements and
chief results of the Decadent Movement in literature.

So mueh for the introduction to our chief consideration,

then, which shall attempt to show the relationship of this

lA. Symons, op. eit.
BInsa. & 2
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Decadent age to Rossettl and his group--falsely designated
as the Pre-Raphaelites--and how they carried this onoce re-
spectable and sincere "Nature™ movement, of a sane and healthy
calibre, into foreign atmospheres, those teinted with artifiel-
ality and decay.

Already, with just the briefest introductory words con-
cerning the literature of the nNineties,"” we are able to dis-
cern striking resemblances and elements of similarity between
Rossettian principles and those which marked the essential
peculiarities of the Decadent period. It is not difficult to
understand how a generation, whioch had its suggestions of
feminine beauty from Rossetti, from Simeon Solomon's half-
realized dreams of figures that combine so fascinatingly the
symbols of samoctity and lust, might very easily distort the
whole thing just a bit more, and finally push it quite un-
consciously into the abyss of cormuption.

More specifically then, let us proceed on our way.

We cannot fully pry into the creations of each and everyone
of the individuals who were either directly or indirectly
influenced by Rossetti--such a performance is the task of a
camplete volume, However, we shall attempt to point out
elements along the way which persisted to the end of the
Romantic period; taking on, in some instances, new aspects,

or becoming unseemingly distorted by an over-emphasis on only
certain of the original and essential component parts--result-
ing in a lop-sided portrayal of the original intention.

The three men who were most intimately connected with
Rossetti in this partiocular phase which we are considering,

and who aided as muoh as anyone in spreading his artistic and
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aesthetic spirit, are Swinburne, Morris, and Burne-Jones.
That all three were deeply marked with the stamp of Rossettl
is at once evident upon examination of their work. They all
but worshipped the artist's genius. In the case of Swinburne,
1t was an inspiration; in the case of Morris it was, to some
extent, a misleading fire.l
Burne-Jones, who became a serious painter, after his

acquaintanceship with Rossetti, at once adopted the men as
his chief guide, This adoption of Rossettian principles was
all the more easy for Jones since he loved the Middle Ages
most passionately, even before meeting the great genius. His
paintings are very suggestive of Rossetti in certain respects,
even if we examine them only casually. He loved rich color;
delicate and elaborate and fanciful creations were his chief
delight. His subject-metter, at least, much of it, was drawn
from the same sources as Rossetti's. His beautiful picturiza-
tions of the Arthurian legend remind us very much of the painter
whom he loved so dearly. Both, quite frequently, used the same
women models. Burne-Jones' figures are very often more fragile
and pale in appearance, hollow of cheeks. They eke of spiri-
tual and physical sickliness at times. Welby says of the
artist's work:

"The picture, beautifully conceived in

other terms, has all that draughtmenship

applied to it, with a piety one must respect,

with a certain inocidental success, but after

all without necessity. At best, the draught-

manship gives one a separable pleasure; often
it is a sheer irrelevancy. And all that lov-
ing care to make each square inch of canvas
charming in colour and surface, excellent as
is its motive and pleasing as is usually the
result, betrays a misunderstanding, we need

1H. Walker, op. oit., 494.
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not say of art, but at least of his own
genius. For Burne-Jones was not of those,
not all of them great masters, with whom
line and colour and surface oan be adequate
ly eloquent. He had an angel as some have
had a devil; an angel, somewhat ineffectual
as the robust may think, without any urgent
or indeed very specific message, and his
true success was but to meke us aware of
that graecious presence, a presence, not &
power, at pause, and so pure as to be almost
devoid of character."l

It seems then, that although his artistic productions are
not without colorful loveliness, they lack in poetic greatness
and real thought. They are sadly devoid of those characteris-
tics which are essential in the greatest masterpiseces. Super-
fiolal charm, attractive hues of color are their sole worth.

In Morris we see the Rossettian influence acting quite de-
c¢ldedly in certain of his creations. Walker tells us:

"It was not till 1854 that he knew even the
name of Rossetti, who for a time swept him
off his feet and whirled him away in the
stream of Pre-Raphaelitism. Previous to the
full development of the Rossettl influence
Morris had teken the momentous decision to

be an artist. The art he chose was archi-
tecture; but Rossetti lured him temporarily
to painting; and a strong disapproval of the
processes of 'restoration' permanently alien-
ated him from architecture as the profession
of his life, though he continued to be deeply
interested in it."2

If we compare Morris's earlier volume of The Defence of

Guenevere with his later work we see almost immediately that
his old characteristic merits have disappeared. The charac-
ters have become hazy, indefinite figures, which move before
an elaborately wrought and colorful background. There is a

strange distortion of natural things, "the trees of the con-

ventional landscape twisted by an evil wind, the hills heaped

1E. T. Welby, op. cit., 60-61.
2 H. Walker, op. cit., 529.



106.

up and dwindled as in e brain-sick traveller's ohanging
fanoies, almost all things brought too near or removed to a
terrifying distance, the very sun swung out of its course and
the moon became a menace."” The burden of the Rossettian
symbolism cumbers his faculty for narrative throughout the
verse.

The entire body of his work is genuinely and profoundly
medieval, Welby says of his work, The Earthly Paradise:

"It is not exactly a poet who addresses

us in The Earthly Paradise, rather a

worker of tapesiry who has taken verse

for his medium. The craftsmanship is, in

its sort, perfect, with an instinotive sub-

dual of the separate line lest it should

stand out exocessively in the pattern. But

this is not, in the full sense, creation;

it is the leisurely, unemphatic display of

figures no more real than those on tapestry."l

Every student of literature 1s already aware of Morris's
practical artistic acocomplishment, which aimed to unite modern
industrialism with art, and based entirely upon the medieval
system. We shall not go into the matter here, since it in no
way alds in acoomplishing our primary purpose. We do know,
however, that the imagination had "begun to leave the studio
and the library, and to step down into the life of the time.
There were stirrings of an aesthetic movement, as people, with
Morris' ochinzes at their call, began to dress like the women
in Pre-Raphaelite pictures, and to adorn their rooms and houses
with blue china, and anything that they could find in the East
or West that was not machine-made."2
Although muoh of Morris's artistic work is of interest and

value to the art student, and anyone attracted by strange and

1x. T. Welby, op. oit., 46. _
20avert Burdett, The Beardsley Period, pp. 53-54.
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unique poetic effects, it is true, as it is also in the case
of Rossetti and Swinburne, something went out of his poetry
with the passing of not many years. The qualities of intensi-
ty and truth and greatness seem to have disappeared.

In Swinburne's Poems and Ballads Rossettian Pre-Raphaelite

influence is oonspicuous, indeed. This deep sensuousness which
is so dominant in Rossetti is noticeable in some of Swinburne's
pieces of postry. The element of romance is predominant
throughout; although, whereas in Rossetti we find it turning

to medievalism, in Swinburne it turns to France, and sometimes
to Greece. Swinburne was greatly attracted by the French
literature of this time; and he incorporated some of that
spirit together with Rossetti's 1deals in his verse, which
made 1t distinetly Swinburnian and original in its combination;
yet never devoid of those fundamentals which mark Rossettian
Pre-Raphaelitism,

In Poems and Balleds he pays perfunctory obéisance to the

middle ages in some of his subjects. Rosamonde is heavily en~
crusted with Rossettian Pre-Raphaelitism. On the whole, the
poet never allows himself to be completely dominated by
Rossettl; yet there is, to a certain extent, "the dim lights
end perfume-laden air" element in very much of his work.
Swinburne, in Chastelard, revived with exquisite fidelity
the fantastic and suicidal ardour of a mode of love well under-
stood by choice spirits of the Renaissance. No wonder he is
often accused of gratuitously dabbling in insane sensuality.

Another creation which might well illustrate how, at times,

he forecasted the "Nineties" spirit, is his poem "Cleopatra, "
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that minor masterpiece of decadent verse, which he wrote for
a drawing by Frederick Sandys, bearing the same title.

If we compare Rossetti's prose with that of Swinburne's,
we find a very definite resemblance. Both of their writings
on Blake as a painter and designer are most nearly alike.

Their common attempt "to expound painters of a peouliarly
imaginative guality fram within, to collaborate with them, to
translate their work into words, produces with such writers,
marked as are their differences, something that might be called
a oommon language."l

On the whole, then, there is a definite influence of
Rossetti on the poet Swinburne; although in his later work,
it dies out to some extent. Nevertheless, his importance lay
in linking Victorien Romenticism, developed so thoroughly by
Rossetti, with the slightly earlier French Romanticism of Hugo.
He was the earliest English admirer of Baudelaire and Gautier,
and brought their spirit into English literature and art,
which later on helped to develop the Decadent element of the
"Nineties." Already French literature had taken on a peculiar
exotio garb. Both this and that strange mixture of Rossettian
ideals led English artistic development into even more danger-
ous ochannels.

Through Swinburne, the influence of Rossettl passed to
another poet; nemely, John Buyrne Leicester Warren, Lord de
Tabley (1835-1895). Many of this poet's finest pieces were
undoubtedly inspired by Rossetti and Swinburne; and in his
later years, they beceme his steadfast models. Certainly the

Rossettian note is quite obvious in such gorgeously beautiful

1E, T. Welby, op. oit., 134-144.
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poems as the "Hymn to Astarte,” and his "Sire of the Rising
Day.” The opening of "Orpheus in Hades" is & specimen of this

elaborate style suggested by Rossetti. It opens:

n"Ruler and regent, to whose dread domain

The mighty flood of life and human woe

Sends down the immeasurable drift of souls,
As silted sands are rolled to Neptune's deep,
I, even I, approach your awful realms,

Queen of oblivion, lady of Acheron,

To crave one captive.”

In this poem "An Ocean Grave" we see somewhat the same
note struck. "Jael,"™ which some coritics consider the "most

precious jewel in his collection,” is an excellent example of

his magnificance of style:

"Regent of love and pain,
Before whose agelass eyes
The nations pass like rain,
And thou abidest, wise,

As dewdrops in a cup

To drink thy children up."

Besides DeTabley, several other poets might be mentioned
here as being exponents of the influence of Rosseiti's volume,

Poems (1870), Swinburne's volume entitled Poems and Ballads,

and some of Mérris's poetry. They ineclude such names as

Arthur O'Shaughnessy, Philip Marston, and Frederick Myers.
These names, together with some others, although not among the
greatest in the history of poetry; nevertheless aided in carry-
ing on the spirit of their masters, Rossetti, Swinburne, and

Morris.

O0'Shaughnessy's Epic on Women, Music and Moonlight and

the Songs of a Worker, are all characteristio of the work of
a man of sensitive nature and poetic temperament rather than
& man of great poetic power. Someone has ocalled him a

"secondhand Swinburne"--perhaps not so utterly wrong. Many
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of the man's poems resemble those of Rossetti. Their ocharm
is the "fluency and sweetness of the verse, their defeot 1is
the absence of a proportionate weight of thought.l

Frederick Myers (1843-1901) is another one who took a
distinet colour from the Rossettian Pre-Raphaelite temper.
He infrequently falls into the aror of adopting a style some-
what too high-piteched for the thought. This same oriticism
might be made of the verse of Philip Bourke Merston. His
Song-Tide and other Poems, All in All, and Wind Voices are

all very graceful and beautifully melodious, but decidedly
thin and transparent.

One could go on naming others who fit into this same
category of poets--all emphasizing form, color, beauty of
sound, cleverness of diction; but neglecting quite definitely
content or greatness of thought. It is this latter requisite,
that one, which the early and true Pre-Raphaelites emphasized
s0 partioularly, which is absolutely neglected in the case of
the poets just referred to. The tendency in their oreations
has been to over-value emotion and to disparage thought.

These poets followed too blindly the spirit of Rossetti; they
exaggerated too boldly his faults, failing very often to ocap-
ture together with this questionable element the higher beauties,
when they did make themselves felt. This practice, obviously,
led art into detrimental paths.

Some of the artists who adopted the highly colored style
of Rossetti are Stanhope, Strudwick, Solomon, and Sandys. The
artist in this group who illustrates this downward trend in
painting, perhaps better than any other, following exactly in

the stepa of Rossetti and Burne-Jones, is Simeon Solomon. The

1H. Walker, op. oit., 566.
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decadent spirit is definitely foreshadowed in his work.
Although primarily a painter, he was also a poet, as well as
a writer of prose. He inspired some of the poems of Swinburne;
"Erotion" being an excellent example. The author himself is
the authority for such a oconclusion. All his paintings are on
the same order as Rossetti's later ones--very colorful, and
overwrought to the point of sensuality.

Swinburne, who wrote a oriticiasm of Solomon in the Dark
Blue, makes some interesting comments on his one essay in
literature, "Vision of Love." He remarks of the essay that
*read by itself as a fragment of spiritual allegory, this
written 'Vision of Love Revealed in Sleep' seems to want even
that mich coherence which is requisite to keep symbolic or
allegorical art from absolute dissolution or collapse."
Certainly Solomon's work must have been might frail to call
forth suxh a eritiocism from Swinburne, a poet quite in sympa-
thy with this pseudo-Pre-Raphaelite spirit.

In Simeon Solomon, then, & Bohemian, who allowed drink
and dissipation to aid in his ruination, the decadence in
painting, as well as poetical prose, has definitely begun.

The symbols in his artistry seem at one moment "those of sancti-
ty and at another those of lust."” Besides pictures of this
type, Solomon has reproduced the stolid, sombre faces of rabbis
or Greek priests intent om their ritual, and others in which
"ritual is rendered with a decadent appreciation and in which

he becomes almost an illustretor for some of the Roman Catholio
poems of Ernest Dowson and Lionel Johnson. But the final choice
of what was most significant in this artist, we may well select

those designs in whioh weary, lovely faces yearn to each other
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with epioene passion in some moment of wakening or relapse
into sleep."l One of the best examples of this type of pictures
is his "The Two Sleepers™ and the "One that Watcheth.™ It is
Rossetti grown weaker and more fragile--deoadent, without true
poetisc blood. Throughout his art, then, we find those "subtle
oconspiracies of good with evil" which are so characteristic of
decadent art.

Frederick Sandys is another artist who foot-stepped into
the path of Rossetti. His "Cleopatra"™ is a thing of beauty.
Fragile decadent beauty, and of considerable importance in the
evolution of the unhealthful art of the ™Nineties." Aoccording
to Welby, there is no doubt that this painting is the model
which Oscar Wilde used for his poem "The Sphinx." It also
gave some hint to Walter Pater for the most famous, if not the
most characteristic, passage of his prose; as well as prepare
a declided atmosphere for the men of the "Nineties."

The entire group, associated so strongly with Rossetti and
his influences, relied for their high artistiec value on the ex-
otioc, the antique, and the mystical. These accessories, to be
sure, are quite exquisite, but extremely dangerous to men who
have nothing more than these. They served beauty, outside
beauty, too exolusively. Herein there is just as great peril
for the livelihood of art as there is in using it exolusively
for the direot magnification of God. 1In the great ma jority of
cases, we discover that these followers of Rossettl, as well
as Rossetti, himself, concentrated on the purely aesthetio.
They contributed to the new ideal of artistiec perfection, or

a purified and self-sufficing beauty--"Beauty herself, inutile,

1E. 7. Welby, op. cit., 60.
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disengaged from all the moral and social conditions." The
vital element in their poetry and paintings is only secondary.
This importance of "full life," a characteristio of all the

great art, is sadly lacking.
Walker says of the situation, and quite significantly:

"It is strange thet a movement which pro-
fessed to be a new return to nature, and
proclaimed as its principle minute and pains-
teking fidelity to her, should, upon the
whole, leave the impression of the highest
sophistication. The "nature" of the Pre-
Raphaelites, in poetry, is not really nature,
but art or artifice. There is little of the
spirit of Wordsworth in them; indeed there
is comparatively little of external nature
at all. Rossetti espscially showed a marked
elienation from external nature.....Neither
is their humanity in the best sense natural.
There is something strained and forced in
the very earnestness which painters and
poets alike strive to delineate. Upon their
men and women there seems to rest the weight
of centuries and millenniums of life and
death; they scarcely ever exhibit the simple
joy of living.....the Pre-Raphaelite seems
to feel that heart and soul and sense must
be absorbed in the struggle with forces too
strong for them, and the spirit crushed be-
neath burdens too heavy to be borne. He has
fin de siecle written legibly over all his
work; and it is doubtless for this reason
that he has proved an unfortunate though a
potent attraction."l

This group of artists and poets, then, seemed, in all re-
spects, to be foreocasting a doom for true Romantic poetry.
They subtracted nature from it, end in turn added their hot-
house, artificial note. Welby echoes this idea when he says:

*In one way or another, these poets seem
destined to a less satisfying or less en-
during relationship between their poetry
and normal humen experience than we find

in most of the very greatest. Perhaps it
is the destiny of Romanticism, the price it
mst pay for its peculiar successes, more
valuable to the modern spirit, certainly,

1H, Walker, op. cit., 566-67.
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then classic successes, that it should be
in some such precarious relationship. Or,
to speak more carefully, perhaps it is the
destini of a thoroughly consaious Romenti-

cism."

Yictorien Romanticism, of which Rossetti was the greatest
figure, seems hopelessly condemned to death, soon after 1870,
acoording to Welby. The decline began with the later work of
the master, and was oarried om by such men as Swinburne, Morris,
0'Shaughnessy, Marston, Burne-Jones, Solomon, and Sandys. In
poetry we ses a decided thinning of the substance; it "becomes
tenuous not so mich through spiritualization as through lack
of blood." A good deal of it is only superficially Rossettian
and Swinburnian. Much of the fundamental brainwork and "mental
cartooning™ which is often evident in the masters is gone. Al-
ready the note of perversion is struck, to be carried to its
ultimate end by a group of men who followed close in the foot-
steps of the men just disoussed.

The marked perversion just referred to in the above para-
graph comes about, first of all, in technique; later on it
works itself into content, as well., Diction becomes too poetic
to be the vehiole of the really finest poetry. It appears
gtilted and artificial. Two of the poets who are lllustretions
of this perversity are James Thomson and W. E. Henley.

Jemes Thomson has been fittingly desecribed as a poet of
whims. He tries very strenuously to be casual and modern.
Henley, who appears on this scene later on, acts as a link be-
tween the so-called Pre-Raphaelite, or aesthetic, bric-a-brac
group, and the pure decadents. In 2ll his poetry he is extreme-

ly, yes, pathologically personal,

1x. T. Welby, op. cit., 42.
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Dobson and Lang should also be mentioned here as exhibit-
ing a tinge of Pre-Raphaelite (Rossettian Pre-Raphaelite) color.
With this they eombine in their work a Frenoch hue, just as
Swinburne did. They show a distinot influence which comes from
Baudelaire and Gautier, and the strange paradoxes of Whisgtler.

One other poet should certainly be named here, and one of
no small importance; namely, Franois Thompson. He was con-
sidered by some oritics the most decadent of writers--decadent,
because of his "learned corruption of language.” His style 1s
heavy, muoh in the spirit of Sir Thomas Browne. He indulged
in gorgeous play on words and extravagance of style. Many of
his lines are very decidedly reminisoent of Rossetti. Often
we discover parts whose sources ecould hardly have been other-
wise. Suoch lines as:

"Yea, in that ultimete heart's occult abode
To lie as in an oubliette of God.,"

Or these:

"All the fair
Frequence swayed in irised wavers"

There is a gorgeous, unusual queality of diction--one of
exuberance and fervor of mood, which often gets quite arti-
ficial and verbose in spots. The so-called genius of Francis
Thompson was oriental, exuberant in color, woven into elabo-

rate patterns. In The Hound of Heaven we feel "the harmonies

of a symphony." There are "delicacies among its splendors,
and, among instants of falsely fanciful sentiments.” The whole
thing is an elaborate pageant of his own life. As in the gcase
of Rossetti, the poet is extremely personal in all his work.
Then too, a strong note of mysticism pervades all his verse.

The prose of Thompson may rightfully be called poetical prose.
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He colored his prose with that same ardour whiech we evidence
in his verses.

Perhaps the reader has been wondering about Walter Pater--
the pleece he fills in thils rather confusing scheme of things.
Pater undoubtedly was caught in the spirit of Rossettian power.
The reason for evading him thus far has been, frankly, becauss
the man is a theais unto himself. To merely light upon his
contributions to the art world would be an injustice to his
genius. So again, in his case, we shall touch only partially
on the man, stressing simply those aspects of his genius which
relate to the special problem under consideration.

On the whole, his work, although admirable for the end in -
view, carries quite unmistakably the marks of decadence. In
his famous series of essays we see parallel instances with
those notions found in Rossetti's prose work, "Hand and Soul.”
Just as Swinburne affected the character of Rossetti's art
ideas in his essays, so Pater also used for his model many of
the sentences found in the poet's important prose-work.

Welby tells us:
"A comparison of passages in Rossetti's
eriticism of Blake, Swinburne's book on
Blake and his essay on drawings by 014
Mesters at Florence, and the prose of
Pater's Renaissance, will yield some
curious results.
Rossetti points out, in a letter to Swinburne, that Pater

had a hint for the style of his éseay on Leonardo from Swin-

burne's earlier published essay on drawing by 0ld Masters at
Florence.2 These three men, Rossetti, Swinburne, and Pater,

by their poetic, imaginative quality which they inoulcated

1E. T. Welby, op. cit., 133,
21bia, 134-135,
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into their art oriticism, tended to produce a profound change
in the prose of the period which was immediately to follow.
Here were men whose passion was for beeuty simply as suoh,

nwho valued in art what was most strictly artistio, and who
immortalized their experiences of beauty with as much ardour as
ever went into the poetic memorial of a personal passion.”

To return to Pater's strictly deoadent oharacter and influ-
ence, then. We find the man admiring most erdently the "Bacochus”
of Soloman, a decided decadent work.1 We have already stated,
in an earlier place, that Seandys' "Cleopatira," painted in the
very exotic spirit of the decadents, gave some hint to Pater
for some of his most characteristic passages. Throughout his
work we find a very close sympathy with the whole so-called
decadent "Aesthetic Movement."

Pater, as in the ocase of Rossetti, is decidedly subjective
in all his creative work. In his Imaginary Portraits, The Child

in the House, Emerald Uthward, and Marius the Epicurean, we

find him holding up & mirror to nature which reflects only him-
self. His entire work all centers around his own life; under
mask, yes, but not so much, so as not to recognize the man
himself. The elaborate pessage in which he describes the effect
of Oxford upon Uthwart is a sure trahsoript from his own experi-
ence. Uthwart cares for the beauties of Oxford more in retro-
spect than when he is among them in the flesh. In such a oi-
tation as the following we see lllustrated the point we are
attempting to make:

"It was almost retrospect even now, with an

anticipation of regret, in rare moments of

solitude perhaps, when the ears spleshed
far up the narrow streamlets through the

1z. T. Welby, op. ocit., 59.
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fields on May evenings among the fritil-

laries--does the reader know them? that

strange remnant just here of a richer ex-

tinet flora--dry flowers, though with a

drop of dubious honey in each. ©Snake's

heads, the rude call them, for their shape,

scale-marked too, and in colour like rusted

blood, as if they grew from some forgotten

battle-field, the bodies, the rotten armour--

yet delicate, beautiful, waving proudly."l

The passage is typical of the man's imaginary powers; and
contains both his merits and defects, it would seem. *"Therse
1s & kind of uncanniness in it, as there is sometimes in
Hawthorne, and in spite of its beauty the reader is tempted to
ask whether it is altogether wholesome. This certainly would
hardly do for 'human nature's daily food.' It% is the product
of highly artificial, perhaps a decadent, life, it is the air
of the hothouse, to be breathed now and then for the sake of
the strange and beautiful flowers that grow there, but whence
the esocape into the free air of heaven is a joy and relief."2
In Pater's famous work, Renaissance, published in 1873,

we discover & comparatively new attitude; namely, that of an
epicurean philosophy. Such an attitude already, no doubt;
had had its germ in the beliefs and prectices of the man
Rossetti. However, in Pater, we see the idea enunciated
boldly and clearly. The pursuit of beauty is now completely
divorced from religion or any moral obligation on the part of
the artist. Beauty is self-sufficing; it needs no hend-meiden.
the essay 1llustrates what Pater brought to prose-literature--
that charming illusive beauty, which ends with form and words.
Let us quote a bit of what Burdett so pointedly says of the

artiat's essay:

ly, Pater, Miscellaneous Studies, 231,
2H. Walker, op. oit., 1022.
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®There came an air of wonder and surprise
at epithets and collocations somewhat
funereal and strange, but full of colour
and suggestion. The prose was like a
tapestry in rich and sombre hues, flecked
with gilt and purple threads, and approach-
ing as far as might be to the quality of
masic.....Pater's criticism was the trans-
lation into prose of the emotion aroused
in himself by the works that he was criti-
cising.....his analysis is often subtle,
if elusive. Sometimes it reflects more
truly his own response than the virtue

of the art that he is considering."l

In Pater's "Postseript™ we read a typical passage which
illustrates his ideas as to what he believed constituted art.
We shall quote only here and there, in order to give the
reader some notion as to his vague and strange conception, of
the thing as well as illustrate the beautiful way in whioh he
expresses his ldeas. He saya:

"It 18 the addition of strangeness to beauty
that constitutes the romantic charasecter in
art; and the desire of beauty being a fixed
element in every artistic organization, it
is the addition of ceuriosity to this desire
of beauty that constitutes the romantic
temper.....1f the union of strangeness and
beauty, under very difficult and complex
conditions, be a successful one, if the
union be entire, then the resultant beauty
is very exquisite, very attractive. With a
rassionate care for beanty the romantiec
spirit refuses to have it, unless the con-
dition of strangeness be first fulfilled.
Its desire is for a beauty form of unlikely
elements, by a profound alchemy, by a diffi-
cult initiation, by the charm which brings
it out even of terrible things; and a trace
of distortion, of the grotesque, may perhaps
linger, as an additional element of ex-
pression, about its ultimate grace....."

And so we could go on quoting at great length from any
of his essays, all illustrative of this same vague, boetio,
tapestry-like prose. That the man was a great influence on

the period whioh earned for itself the name "decadent™ is

1o, Burdett, op. oit., 54-55.
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without doubt. Qualities quite similar to those found in
Pater are noticeable in the prose of the "Nineties." He was
the forerunner of such men as Symonds, Wilde, and Lionel

Johnson.
In 1875 the first volume of J. A. Symonds' History of
the Italian Renaissance was published, in whioch the writer's

debt to Ruskin and to Pater is most apparent. The subject and
the temperament of all three are the same. In Symonds' verse,
too, we find incorporated that seme illusive element which is
contained in his prose; just as we find in the case of Pater,
his master. Being a typical Bohemian of the period, he reveals
in his poetry a certain looseness, a singular eroticism, which
he and his ocolleagues practiced in their verse. One verse
from a lyric which he wrote illustrates this attitude:
"We smoke, to fancy that we dream,
&nd drink, a moment's joy to prove,
And fain would live, and only seem
To love because we cannot love."

"The egoism, the sensuality, the resulting disillusion
here record themselves wearily." We see the result of a group
of men, who have turned their backs on the realities of life.
The only realities for them are found in their sickly, dis-
illusioned art.

Lionel Johnson, too, came under the influence of Pater at
Oxford. We discover in his work, the same gracile Iucidity
that we found in Pater. "Cloistral mysticism" seems to be the
key-chord of his two volumes of poetry (1895 and 1897). Johnson
is a rather pathetic figure, as were most of the men of this
period. His orevings for drink, his indulgence in mere physi-

cal pleasure were the cause of his downfall, perhaps; as was
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the case of s0 many of these ardent "super-aesthetes.”
Religion, sincerely held, could not save him. "His moments
of peroception were followed by their moments of eoclipse. He
suffered from a malady of the will, and was deprived of unity
because he mistook the tree of Knowledge for the tree of Life.
In this confusion his virtues became dangerous to him, and he
too is typlicel of the characteristic antithesis that divided
the energies of the time."l The man was caught at the de-
batable moment of a tide at its extreme ebb, as were so many
of the other sensitive art-worshippers of this period.
Oscar Wilde--that strange, absolutely unmoral, lawless,

intellectual eccentric. 4t Oxford he invented a 1ife in
which the aesthetic theory could be put into practice,
challenging all heretofore Victorian ideals. He assumed the
role of a poet who echoed, superficially at least, the effects
of Milton, Keats, Rossetti, Swinburne, end Baudelaire, accord-
ing to one critic. In his plays as well as his novels we dis-
oern the note of decadence quite pronouncedly. His novel
Dorian Gray created quite a sensation. One eritic says of the
book and its author:

"The progress of the undefined corruption

of the hero is more insidious in its effect

on the imsgination than any stated deed,

and the author deliberately makes the most

of it, He delineated a man whose insolent

luxury of life is an affront to all that

desire to enjoy luxury without identifying

themselves with Tiberius at Capri or Cali-

gula at Rome.....0f character and humanity

it has almost as little as Wilde's verses

have of poetry or genuine feeling. The

book 1s a sensational novel written by a

man of imagination, enormously susceptible

to effects of language, who mistakes techni-
cal dexterity for the substance of beauty,

1o. Burdett, op. sit., 55-57.
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and prefers rhetorie to sincerity, and the
stylish to style."l

In this last sentence is summarized exactly what is so
characteristiec in all of Wilde. He always achieves an effect;
but the whole thing lacks in depth or real thought. The gem is
paste underneath; "the glitter and the setting are excellent
examples of rococo." He was not able to distinguish the or-
nate from the grend style, He is in his decorative manner,
"the Bernini of borrowed plumes, the peacock of prose-writers,"
as one author has so descriptively called him.

In him, then, we find the epitome of decadent literary
maturation. He was ocontent and even preferred the effect of
beauty, superficial beauty, to reality in art. He had a de-
cided weakness for the heretrioious. His decorative element
is always theatrical, echoing the influence of the French.
Although fascinating, as were so many of the writers in his
cless, he is detrimental to the reader, decidedly unhealthful.
His work echoes the strange satanic note of a glorious de-
cadence. None of his poems are of particular great poetic
value. They are charming; but ell indicate that he was more
interested in form than the substance of the thing, "in pitch
then in quality, in surface than sincerity, in effect than in
truth." _

Burdett says of him, and quite truthfully:

"His career was the epitome of the decade,
as hie fall was its climax. In its lights
and shadows, its colour, all that it offers

to apprecietion and distaste, it is sym-
bolioc. He had little new to say, but he
said it vividly; and what seemed new was
really the last flicker of an exhausted

impulse, in which the Romentic movement,

1o, Burdett, op. oit., 136-137.
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seeking throughout the century to escape
the Victorian convention, rent at last

its respectable robes, to release the
humen spirit for the building of some new
synthesis on the ruins of forsaken formu-
jae., Disillusion had followed illusion to
corruption....."l

Perhaps one more of the decadents should be mentioned, in
order to show how the influence of Rossetti and his group spread
to the bounds of danger and decay. The man is Leurence Housman,
perhaps one of the best figures to illustrate the very thing we
are attempting to show. He was more akin to the Pre-Raphaelites
(those of Rossettian color) thean any of the aforementioned de-
cadents. Like Rossetti and Morris, Housman was not satisfied
with one art. He wrote poems and fairy-tales and mede charm-
ing piotures to illustrate them. His book-plates and covers
and title-pages all aid in linking the nineties with the
sixties, by carrying on the same tradition. "In the poems a
casuistry of feeling, devotion and disillusion are found to-
gether, so that we are forced, despite the art displayed, to
gsee in the devotion mainly an aesthetlic motive."

In Housman's poetry we find that same haunting pathos
which is evident in much of the verse of Rossettl and Morris-~
"it lingers like a faint perfume.™ ©Poems like "The Cornkeeper"
give one the same feeling of fatality which one gets upon read-
ing some of the verse of the other two mentioned poets. In his
rhythms we see the influence of Swinburne. In all his verses
he is decidedly in sympathy with exactly the same thing that
the older pseundo-Pre-Raphaelite poets entertained.

S0 far, no mention has been made of the notorious Yellow

Book, that book which was the mouthplece of the decadents.

10. Burdett, op. oit., 153.
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In it the writers and artists placed all their artistic pro-
ductions-~-poetry and criticism, as well as illustrations and
drawings. The most representative artist of the group, who
contributed quite & number of pieces to the book, is Aubrey
Beardsley. And of him we shall treat next, since he was the
outstanding artist who carried on the Rossetti tradition in
painting; but distorted it to such ends so as to land it into
the realm of perdition.

Beardsley, then, is the Rossetti of the "Nineties," so
to speak. 1In his work we discern a marked likeness to the
pictures of Rossetti, and especially Burne-Jones, as well as
some of the later followers of Burne-Jones. His designs for

Morte d'Arthur contein decorative resemblances to the older

painter. Morris's flowery influence also plays a part in
his design. Upon glancing at the vignettes that decorate the

vacant corners of the Morte d'Arthur we observe a similar

treatment to that of Morris and Jones. There is a difference,
however, and it becomes quite evident, upon close scrutiniz-
ation; namely, a difference of suggesfion. As one author says:

"There had been a fragile innocence in
Burne-Jone's figures; a spiritual refine-
ment had paled their faces and hollowed
their cheeks, but in Beardsley's the very
children were living in an age of experi-
~ence, and his figures suffer from their souls
as from a malady of the nerves. The flowers
and trees have undergone a similar intensi-
fication, as if consumed by the energy of
their own sap, and no branch or spray but is
alive with the consciousness of its own
beauty and aware of its own place in the
design."l

Beardsley later designs, done in black and white, produce
an uncanny effect. The decorative sense was his mater-gift;

form, flower, figure, are all created but with secondary

10. Burdett, op. oit., 104.
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consideration. His whole artistic production slips into a
deoidedly abnormal state. In his later designs and drewings,
among them his famous Salome, we see sameé very startling il-
lustrations of art. After 1893, the influences of Burne-Jones
seam to be modified to a certain degree; although the Salome
drawings still belong to that "cadaverous, lean and hungry
world" of the older artist from whioch Beardsley had not com-
pletely rescued himself. It seems that the artist's restless
personality accepted not only one, but many influences, at the
same time, from anywhere and everywhere--a most eclectic figure,
to be sure. As welby so descriptively says of him, he was a
conglomeration of Burne-Jones, Pollaiuolo, Japanese Prints,
Greek vase designs, contemporary French posters, and Charles
Conder. Robert Ross echoes this seme idea when he says of him:

"He sums up all the delightful manias,

all that is best in modern appreciation--

Greek vases, Italian primitives, the

'Hypnerotomachia,' Chinese porcelain,

Japanese kakemonos, Renaissance frieses,

0ld French and English furniture, rare

enamels, medieval illumination, the

debonnaire master's of the eighteenth

century, the English Pre-Raphaelites."

Beardsley's imagineation went to the bounds of sheer ex-
travagance in many insteances. The element of playfulness seems
to dominate the whole setting; there is nothing profound or
inspiring in any of it. Too many times do his subjeots become
symbols of human appetite or passion, or human beings which
typify the corruption of human souls. There appears the same
diabolical manifestations as is noticeable in the voetry of
the time. He concentrated his artistic efforts on the hidden
and the evil in life. He aimed to shock the ordinary lover of

art., He depicted the corruption of the soul as in a horrible
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nightmare.l

So we see in Beardsley's style a depiction of an under-
lying corruption. We are told that after these drawings appeared,
people professed to see Beardsley faces in the streets, just as
they had previously seen Rossetti ones. A characteristic whim
of the age was that life seemed tOo copy art, instead of the
opposite procedure. His influence, brought about by his strangs
paintings and drawings, led the entire art world into & ruinous
decadenoe.

And so one could go on and on, giving instances of this
strange Rossettian influence gone to seed--both in painting and
poetry--an influence which, although at first not so dangerous,
carried to excess, became a deadly blight on Romantic art.,

The whole age took unto itself these traces of artistic im-
pulse originated by Rossetti and his crowd; add to this the
French influence, as well as the characteristic looseness of
the Bohemian atmosphere which attracted this band of artists,
and the outecome is inevitable. The whole age ﬁas an age of
nerves; there was a keen, over-keen sensitiveness to certain
feelings pulsating in all of art. The bizarre, exotic, was
the predominant note, to be sure., Honey, roses, white breasts,
golden hair, with fierce passion and indolent languor are the
chords of their verses. The whole thing breafhes an unheal thy,
over-perfumed, air; an air whose elements are paralyzed by an
underlying satanic power. Dowson's cry for "madder music and
for stronger wine" is typical of the group. His utterly fool-
ish aesthetic theories, which embraced such notions as the

letter "v" being the moat beautiful of the letters, is another

1o, Burdett, op. eit., 106-120.
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example of the false emphasis which they placed upon various
aspects of art. Davidson, in The Ballad of & Nun, remerks so

flippantly:
n] gare not for my broken vow,
Though God should ocome in thunder soon,
I am sister to the mountains now,
And sister to the sun and moon."

Not so utterly divorced fram the note struck in "The Blessed
Damozel" of Rossetti; and quite illustrative of the unmoral,
carefree, irresponsible, daring note, so prevalent in the poet-
ry of the age. The group had no life, no love, no intereats,
but their art. Religion, God, Nature, unselfish love, and
all the other important issues bound up so closely with 1life
and true art are entirely missing in their creative work.

According to Williem Archer, "Poetry has the religion of
the future in its hands," end "in the like manner must the
religion of the future spring from some body of poetry potent
enough to give the spirit of man & new elevation and a larger
outlook upon nature and destiny." Acocording to this, the
peculiar poetry of the "Nineties™ fails most certainly. This
period derived its spirit from the group associated with
Rossetti; which, as we have seen, attempted to recapture the
mood of the Middle Ages. However, these men underneath their
art were skeptics; and they allowed this element of despair to
seep through their creative works. They escaped from the
present into a "world of beautiful regrets. Their dreams were
troubled by the modern mood of disillusion, but had the memory
and desire for a beauty that had perished from the world."
The pigtures which they painted illustrated to perfection this
lost, utterly hopeless, spirit. Sometimes they were like
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ndreams painted between sleeping and waking, sometimes attempts
to infuse contemporary subjects with the feeling of an earlier
age and to impose the elder pictorial pattern upon them.”" The
figures seemed to be shedows in a land where only color seemed
to be a reality, and "haunted by traglc or imperfectly realized

memories."”

"Here, under this strange camplex of

conditions, as in some medicated air,

exotic flowers of sentiment expand,

among a people of remote and unac-

customed beauty, somnembulistic, frail

endrogynous, the light almost shining

through them."
Hence we see how natural it was for the men along the way to
capture this hopeless, disillusioned spirit; then add their
elements of decay, which they borrowed in part from the French
Romantics, and march the entire movement on to its ultimate
destruction.

Artistically, the period of the decadents, then, is seen
to be the expression of a finally exhausting impulse. It be-
came, thereforeg, "the poetry of an age which, having lost its
convictions, was asserting the rights of the only entity left,
the egg, to develop itself in any direction without heed to
existing conventions." Such & despairing art philosophy with-
out moral or iﬁtelleotual stamina, hysterical, as it were, is
bound to land all of art into a hopeless solipsism. And this
is exactly what happened.

Our aim in this chapter has been to show how the peculiar
elements which Rossettl had inculcated into art and poetry--
juggled and twisted by ardent, indisoreet disciples, because
of their esgential nature--aided in bringing about the de-
sadent art-of the "Nineties." Although the subject has beeh



129.
only virtually touched upon, sufficient materiel has been
offered to establish the point. Instances have been given to
prove quite conclusively that Rossetti, Swinburne, and Morris,
as well as Pater, played a great part in bringing about the
situation which arose in the last part of the nineteenth centu-
ry. They were, in some degree responsible for Romanticism
ending "in a distinguished perversity, in a kind of languid
fete galante." Welby gives us an excellent picture of the

whole situation, and with it let us close this particular

chapter:

"It (Victorian Romanticism) preserves some
attitudes and costumes from the Rossetti
period, it has some properties from
Whistler, it has taken fans from Austin
Dobson and masks from the earlier Verlaine
and borrowed frippery in bulk from France,
but its atmosphere, with that 'forgotten
cenaer' of Baudelaire perfuming it secret-
ly, is its own. Qualis artifex! Victorian
Romanticism is acutely aware that its end
is at hand, and to be met in the spirit of
the artist., Fin de siecle is murmured every-
where. All the books have been read, all
the forbidden fruit eaten, and there is no -
need of Mallarme to explain that the flesh
is sad. But the final entertainment, re-
ligious in a way, has its carefully respected
ritual. A great energy has been exhausted;
there remein these rites, performed, for a
change welcome to the weary epicures of
sensation, a rebours. But the service of
the Devil demands at least as much energy
as the service of God, and only Beardsley
seems to have known that truth."l -

1E. T. Welby, op. cit., 98-99.



CHAPTER IX
RETROSPECTION AND CONCLUSION

After wading through the roiled waters of Pre-Raphaelitism,
and realizing all its maﬁy and complicated currents, it is
rather a challenge to embark upon any definite line of con-~
clusion. Perhaps a re-reading of the entire thesis might prove
a more valuable end, than any piece-meal summary whioh we might
offer here. We can but recapitulate what has already been
stated; summarize the essential aspects of the paper; and leave
the subject, hoping that our modest endeavor has not been en-
tirely in vain.

We have learned, then, in the progress of our discussion,
that Pre-Raphaelitism started out as a sane, healthy, corrective
movement in the realm of art. It was a noble attempt to rejuve-
nate and re-vitalize an art which had been sufficated by the
bonds of tradition and out-worn convention. The chief pioneer
in the Movement was William Holman Hunt, whom we have found to
be the most courageous and the most loyal to the real purpose
of Pre-Rephaelitism., It was his aim in art, to choose the
highest in nature, and to express it as nature deemed it should
be expressed. He believed the vital ambition of the artist was
to serve as "high priest and expounder of the excellence of the
works of the Creator."™ He held that the artist was not only
accountable to the outside phases of his art; but to God and
all mankind--a noble aim, to be sure. His emphasis on high,
worthy content, as well as realistic execution of form, sounded

& new, yet ever old, note in the realm of art--namely, whether
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its chief aim consists in its content or in its form. And
such a question must still be left unsettled, to be ever wrangled
over, just as it always has been. All we can venture to say,
with any degree of certainty at ell, is that a vein of true
purpose runs through nearly all high art and literature. Plato
was decidedly convineced that it ought to do so, even to the
point of neglecting the "form" element. We know that "all art
fram the beginning served for the higher development of men's
minds. It has been valued as good to sustain strength for
nobie resolves.”

Let us not became confused in thinking that all art must
necessarily be religious or essentially didactic. We know that
Hunt was absolutely averse to this idea. We find him painting,
by no means, only religious subjects, or pictures dealing par-
tioularly with biblical scenes. He painted many of his very
popular cenveses from literary subjects. However, in these
pictures, as we see illustrated in two specific examples, "Two
Gentlemen of Verona™ and "Measure for Measure," there is always
an indication of man's deeper, spiritual nature which shines
through the surface of the story embodied in the painting.

The great noble virtues of forgiveness, love, hospitality, and
so forth, are underlying all the subject-matter of his pietures.

Lest the reader dismiss this discussion with the idea that
Hunt was only, or primarily, interested in content, we have
certainly proved otherwise in the chapter relating specifical-
ly to him and his ocontribution to Pre-Raphaelite art, He was
an ardent upholder of technique, but always from the stendpoint
of being realistically portrayed and executed. Never was real-

imm, which is truth and nature, to be swallowed up by an
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imagination which knows no bounds. Nature must afford all
artistio inspiration and guidance. The Movement, in Huntian
1ight, was one in which the realistio and the poetic met on an
equal footing.

It is to be much regretted that the poet of great power
who associated himself with the cause of Pre-Raphaelitiem,
namely, Rossetti, did not carry on the great purpose of Pre-
Raphaelitism all through his work, to the very end. If there
had existed a poet, who had followed religiously in the foot-
steps of the rightful interpretation of the great movement in
artistie thinking and practice, he would doubtlessly have given
us a poetry much in the vein of Wordsworth, who was Pre-Raphaelite
in a sense, in that he believed Nature to be the only guide for
poetic fanoy.

But Rossetti, fundeamentally un-English, gave to the spirit
of Pre-Raphaelitiam another atmosphere, as we have attempted to
point out. He carried the fundemental Pre-Raphaelite doctrine
off on a strange tangent. True, he was Pre-Raphaelite, in that
he executed his pictures with meticulous care, in that he was
willing to be minute and particular, especially in the begin-
ning. But his underlying motive was different from the true
Pre-Raphaelite. Then, too, he added elements of medievalism
and mysticiam, elements whioh over-emphasized the sensual in
art, which Hunt and Millais objected to so strenuously--
elements which were strictly taboo in true Pre-Raphaelite art.
We have seen how, in his later work, he became more abstract
and vague, more subjeotive, more exquisitely emotional. Amid
all his "affluence of jewel-coloured words," there lurked a

dangerous note. And, because of hias dominating and solorful
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personality, he executed a more direct and far-reaching influ-
ence on art and literature than either Milleis or Hunt, at
least on the surface. This strange nots, for which he was
responsible, was carried on by & band of gullible disciples,
where it became exaggerated, unduly emphasized, distorted to
the point of artistio decadencs. Poetry became thin, decided-
ly transparent, and lacking in poetic virility. Exireme
sensibility, mere delight in beautiful forms, hues, tints,
with a deep-seated indifference to all forees and agencies
which make up the thunderous stress of life--all eided in
bringing about the condition which meant doom for the "Nineties."
The men of this period, then, not yet satisfied, thinned the
whole thing even more, until there finally remained only an
empty art-shell, which sang within 1ts hollow confines, "Art
for Art's sake."

We realize that the public was wrong, of course, in calling
Rossetti the typical Pre-Raphaelite, Yet nothing was more natu-
ral. Whet men did was simply to take the most poetic member -
of a movement, and infer from his work thet Pre-Repheelitism
was based on & love for the mystical and thé vaguely poetio,
instead of being primarily a movement for truth against con-
ventionality.

To conclude that the sane, healthy influence of Hunt merely
passed into nothingness, would not be relating the entire situ-
ation correctly. True, we might venture upon a long disser-
tation, attempting to point out how the spirit of Huntian real-
ism and truth to nature was infused into the great moving spirit
of the day, and carried on by another faction of artists and

writers--those not overcome by Rossettian suffication. However,
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to superimpose upon the man & high degree of unfounded oredit
would merely be defeating the very purpose of literary re-
search, Nevertheless, there is certainly nothing unethieal
about meking some suggestions concerning the possibility of the
man's influence, and his power in inculcating an ideal which
aided in bringing about a new spirit in art and literature;
namely, the spirit of realism. These suggestions are not the
brain-children of any unfounded thinking, or far-fetched calcu-
lations on the part of the writer; but rather arose as a re-
sult of an effort to link the great piece of work begun by
Hunt with a movement which seemed to be the outcome of the very
spirit which we find embodied in his wori.

We know that about the same time, or soon after, Hunt em-
barked upon his art reform, this spirit of realism began to
take hold in another sphere of Vietorian literature. There
appeared, on the scene, a group of novelists who attempted to
portray in their books life and lumen beings as they really
existed in every-dey life, not frail, transparent, cellophane
creatures, the ghosts and shadows of another world. We know
the characters of these stories as real people, who live on
our earth, and breathe an air of freshness and purity. Such
men as Blackmore, Hardy, Meredith, Thackeray, Reade, Eliot,
and a host of others in this same class, all paint their
scenery faithfully and meticulously from nature itself. They
do not attempt to palm off on their readers any general and
unmeaning descriptions. In them we discover no drop scene
effects; their "flowers bloom at the right season, and the
leaf of each tree has, even in its fading, its proper color.

In this way, indeed, such men have learned the best educational
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lessons of Pre-Raphaelitian....."l These novelists are never
extreme naturalists, however, devoid of poetie beauty; but never

once do they allow their imaginations to overpower the realistio

truth found in a close pursuit of nature,

Certeinly, we can say, in all truth that the novel of con-
temporary life is the natural outcome of this spirit of realism,
which was, in part, due to the aoction of Hunt. The novel of
purpose, whioh also sprang into existence about this time, and
is decidedly anathema to the champions of "art for art's sake,"

is also in definite relation to the work and spirit fostered

by Hunt.

We see then, that Hunt's way of thinking was very much
along the same line that one faction of Victorianism was de-
veloping at this partioular time., This spirit of revolt whioch
seized all walks of Vietorien life--in part, a return to ex-
ternal nature--was also carried out in music, philosophy, and
soientific endeavor. Hueffer credits Hunt with a great deal
of influence in creating this new spirit of realism. He says:

"If Mr. Hunt destroyed the image of Simon
Peter as the sort of artist's model that
you see on the steps of Calabrian churches,
«ososif Mr, Hunt destroyed this figure, with
its attitudes l@arnt on the operatic stage,
its blanket revealing opulently moulded
Torms, and its huge property keys extended
towards a new-Gothic Heaven~--if Mr. Hunt
gave us instead (I don't know that he ever
did, but he may have done) a Jewish fisher-
man pulling up dirty-locking fish on the
shores of a salt-encrusted and desolate
lake=--then Mr, Hunt, in the realms of
modern thought, enormously aided in the
discovery of wireless telegraphy, and in

no way damaged the prestige of the occupant
of St, Peter's chair. -

"Ihia truism may appear & paradox. And

17. MoCarthy, "The Pre-Raphaelites in England," The Galaxy,
XXI (June, 1876), 725-32.
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yet nothing is more true than that clear-

ness of thought in one department of life,

stimulates clearness of thought in another.

The great material developments of the end

of the last century did not only succeed the

great realistic developments that had pre-

ceded them in the arts. The one was the

logical corollary of the other. Just as

you cannot have a healthy body in which one

of the members is unsound, so you cannot have

a healthy national life in the realms of

thought unless in all the departments of lifs

you have sincere thinkers, and this is what

Mr. Hunt undoubtedly was--& sincer thinker.ml

Hunt weas a great prophet, as well as an artist, then.
His position was important in the entire scheme of things. He
aided in bringing about a revolt in life as well as in artistic
realms. Besides his connection with the spirit of realism de-
veloped in the novel, there wais also a certain strain in paint-
1&3 which carried on in the tradition of Hunt; although a bit
overshadowed by the new intrusion of impresslionism into art.
Dearmer believes that when the reactionary craze of impression-
ism has come to an end, English painting will undoubtedly re-
turn with full foroe to this Huntian tradition of painting
nature in all sincerity, as it should be; and contemporary life
and people as they really are, even in Biblical or other his-
torical pictures. He also states that Mr. Stanley Spencer owed
a great deal of his suocess in his work (1927) to the recovery
of the Pre-Raphaelite spirit; and that he was not alone in this
debt, to be sure.2
Even i1f we should become skeptical about Hunt's influence,

as we have attempted to show it here--even if we were to dis-
regard this phase of the men entirely--we cannot pass on with-

out pointing out the inherent value of his art, in and by itself.

1lF. M. Hueffer, "William H

. M. 5 olman Hunt, 0. M., "Fortnight

o Beview, LYXIVIII (October, 1910),  657-65. e
P. Dearmer, op. oit.



137.
It undoubtedly exists as another solid pillar in the building
of a great national British art. He was intensely English in
all ﬁis work and thinking, and aided in bringing art back to
its former national standing--a healthy and virulent ocondition.
It was always believed that art, in order to be great, must
borrow from foreign sources--particularly from the Frenoch, at
this time in the history of art. Hunt proved just the opposite.
His doctrine, which emphasized turning to Nature only for
guidence, destroyed any cause for reliance on foreign models.
Hunt's art contributions alone put him in a high place
in the realm of English art. Few pictures are better known in
Englend then his, and the titles of some of them have become
household words. His appeal is to all of mankind, not to a
strict narrow super-aesthetic group, as in the case of Rossetti
and his followers. Hundreds look at his paintings all the time,
and love them. "He intended those works to convey to his fellow-
men the great ideals and lofty aspirations which possessed him."
Crities who are prone to disregard his work because it
lacks somewhat in sheer aesthetic powers, should beware of under-
valuing those intentions which are more noble than mere aes-
thetic "hodge-podge."” Hunt was a painter but also a man who
belonged to the school of prophets as Michelangelo and Rembrandt
did. "And is it not true that every painter is a prophet not
of beauty only, but of that truth and goodness also which are
of the very nature of things and the ultimate values of life.n"l
Hence, we see how this movement of Pre-Raphaelitism, which
began with such well-defined aims, was carried on by two dis-

tinet factions, and passed into two uttérly opposed realms of

1p. pemmer, op. cit.



art and life. The result, paradoxical though it seems, was
both a purification of and a blight on English art.

138.



139.

ARTICLES

Banner, Delmar H. "Holman Hunt and Pre-Raphaelitism,"
The Nineteenth Century, CII (October, 1927).

Bate, Percy H., "The English Pre-Raphaelites," The Magazine
of Art, XXIV (January, 1924).

Bell, Clive "The Pre-~Raphaelites,"™ The New Republio,
XLIV (October, 1925).

Carr, J. C. "The English Sohool of Painting at the Roman
Exhibition® The Fortnightly Review, XC (July, 1911).

Cary, Elizabeth Luthex "Rossetti and the Pre-Raphaelites,"”
The Critic, XXXVII (July-December, 1900).

Dearmer, Percy "Holman Hunt and the Pre-Raphaelite Movement,"
The Contemporary Review, CXXXIV (July, 1928).

Hueffer, Ford M. "William Holman Hunt, O. M.," Fortnightly
Review, LXXXVIII (October, 1910).

Hunt, W. H. "The Pre-Raphaelite Brotherhood: A Fight for
Art," Contemporary Review, XCVIII (November-December, 1910).

Maitland, Thomas "The Fleshy School of Poetry," Contemporary
Review, XVIII (October, 1871).

Monkhouse, Cosmo "A Pre-Raphaelite Collection," The Magazine
of Art, VI (January, 1883).

Sturgis, Russell "Artists With Theories, Convictions, and
Principles,™ XL (July, 1906).

Sturgis, Russell "The Pre-Raphaelites and Their Influence,"
The Independent, LII (January, 1900).
BOOKsS
Bate, Peroy. The English Pre-Raphaelite Painters, Their
i;ggoiates and Successors. London: G. Bell and Sons,

Baylis, Wyke. Five Great Painters of the Vietorian Era.
London: §S. Low, Marston and Co., 1902,

Brooke, S. A. PFour Poets. London: Duckworth and Co.,, 1908.

Burdet{azgsbert. The Beardsley Period. Boni & Liveright,



140.

Carr, J. W. Comyns. Papers on Art. London: Macmillan Co.,
1885,

Coleridge, Mary E. Holman Hunt. London: T. C. and E. C.
Jaock; New York: F. A. Stokes Co., 1908.

Dutton, Theodore Watts. 0l1d Familiar Faces. New York:
E. P. Dutton and Co., 1916.

Forsyth, Peter Taylor. Religion in Recent Art. London:
Hodder and Stoughton, 1901.

Hamilton, Walter. The Aesthetic Movement in England. 3d. ed.
London: Reeves and Turner, 1882.

Hearn, Lafcadio. Pre-Raphaelite and Other Poets. New York:
Dodd, Mead, and Co., 1922.

Hueffer, Ford Maddox. Memories and Impressions; A study in
Atmospheres. New York and London: Harper and Bros.,
1911.

Hueffer, Ford Maddox. Rossetti: A Critical Essay on His Art.
London: Duckworth and Co.,

Hunt, Wm. Holman. Pre-Raphaelitism and the Pre-Raphaelite
Brotherhood. Vol. I, New York: Meacmillan Co., 1905.
Vol. II, New York: E. P. Dutton and Co,, 1914.

Hunt, Wm. Holman. Obligations of the Universities towards
Art., London: Henry Froude, Amen Corner, E. C. 1895.

Knight, Wm. A. Six Lectures on Some Nineteenth Century
Artists, English and French. Chicago: The Art
Institute of Chicago, 1909.

Layard, George S. Tennyson and His Pre-Raphaelite Illus-
Ig;tors. London: E. Stoock; Boston: Copeland and Day,
4,

Mebie, Hamilton Wright. Essays in Literary Interpretation.
New York: Dodd, Mead, and Co., 1892.

Marillier, Henry C. Dante Gabriel Rossetti. 3d. ed.,
abridged and rev. London: G. Bell and Sons, 1904.

Megroz, Rudolph L. Dante Gabriel Rossetti, Painter Poet of
Heaven in Earth. London: Feber and Gwyer, 1928

Millais, John G. The Life and Letters of Sir John E. Millais,
Vol I, II. Methuen and Co., London, 1899.

Maddimen, Bernard. The Men of the Nineties. New York:
G. P. Putnam’s Sons, 1921,



141.

Pater, Walter H. Appreciations. London: Macmillen and Co.,
1911.

Payne, Wm. Morton. The Greater English Poets of the Nine-
teenth Century.

Phythian, John E. Fifty Years of Modern Painting, Corot to
Sargent. New York: E. P. Dutton and Co., 1908.

Phythian, John E. The Pre-Raphaelite Brotherhood. London:
G. Newnes; New York: F. Warne and Co., 1905.

Quilter, Harry. Preferences in Art, Life, and Literature.
London: §S. Sonnenschein and Co., 1892,

Rossetti, Wm. M. Fine Art, Chiefly Contemporary. London and
Cambridge: Maomillan and Co., 1867.

Rossettl, Wm. M. Dante Gaebriel Rossetti as Designer and Writer.
London, New York: Cassell and Co., 1889,

Rowley, Chas. TFifty Years of Work Without Wages. London,
New York: Hodder and Stoughton, 1911. 2nd. ed.

Ruskin, John. Architecture and Painting. New York: John
Wiley, 1854.

Stephens, F. G. Dante Gabriel Rossetti. London: Seelsey
and Co.; New York: Macmillen and Co., 1894.

Sherp, Wm. Dante Gabriel Rossetti; A Record and a Study.
London: Macmillan and Co., 1882.

Sime, John, Sir Joshua Reynolds. New York: Dodge Publishing
Co.

Swinburne, Algernon C. Essays and Studies. London: Chatto
and Windus, 1876.

Symons, Arthur, Dramatis Personae. The Bobbs-Merrill Co., 1923,
Tirebuck, Wm. E., Dante Gabriel Rossetti, His Work and Influence.

Trombly, Albert E. Rossetti, the Poet. Austin, Texas, The
University, 1920,

Young, Edward. Pre-Raffaellitism. London: Longmen, Brown,
Green, Longmens, and Roberts, 1857.

Walker, Hugh. The Literature of the Victorian Period.
Cambridge: University Press, 1921.

Waugh, Evelyn. Rossetti: His Life and Works. New York:
Dodd, Meadand Co, 1928.

Welby, T. Earle. The Victorian Romantics. London: Gerald
Howe Ltd., 1929.

Wood, Esther. Dante Rossetti and the Pre-Raphaelite Movement.



142.

MISCELLANEQOUS MATERIAL

The Germ; Thoughts Towards Nature in Poetry, Literature, and
Art. A faosimile reprint. London: (1901).

Lectures on Architecture and Painting; delivered at Edinburgh
in November, 1853, New York: J. Wiley and Son (1859).

"Pre-Raphaelitism,™" Article VII. The British Quarterly Review,
XVI (1852).

"The Pre-Raphaelite Brotherhood," Article III., The Quarterly
Review, CCIV (April, 1906).

Pre-Raphaelite Diaries and Letters. Edited by Wm. M. Rossetti.
London: Hurst and Bleckett, (1900).

Ruskin; Rossettl: DPre-Raphaelite Papers. Edited by Wm. M,
Rossetti (1854-1862). New York: Dodd, Mead &and Co.;
London: George Allen (1899).

Rossetti Papers, 1862-1870. Edited by Wm. M. Rossetti.

Pre-Raphaelitism. John Ruskin.



	1934_aumann_critical0002
	1934_aumann_critical0004
	1934_aumann_critical0006
	1934_aumann_critical0008
	1934_aumann_critical0010
	1934_aumann_critical0012
	1934_aumann_critical0014
	1934_aumann_critical0016
	1934_aumann_critical0018
	1934_aumann_critical0020
	1934_aumann_critical0022
	1934_aumann_critical0024
	1934_aumann_critical0026
	1934_aumann_critical0028
	1934_aumann_critical0030
	1934_aumann_critical0032
	1934_aumann_critical0034
	1934_aumann_critical0036
	1934_aumann_critical0038
	1934_aumann_critical0040
	1934_aumann_critical0042
	1934_aumann_critical0044
	1934_aumann_critical0046
	1934_aumann_critical0048
	1934_aumann_critical0050
	1934_aumann_critical0052
	1934_aumann_critical0054
	1934_aumann_critical0056
	1934_aumann_critical0058
	1934_aumann_critical0060
	1934_aumann_critical0062
	1934_aumann_critical0064
	1934_aumann_critical0066
	1934_aumann_critical0068
	1934_aumann_critical0070
	1934_aumann_critical0072
	1934_aumann_critical0074
	1934_aumann_critical0076
	1934_aumann_critical0078
	1934_aumann_critical0080
	1934_aumann_critical0082
	1934_aumann_critical0084
	1934_aumann_critical0086
	1934_aumann_critical0088
	1934_aumann_critical0090
	1934_aumann_critical0092
	1934_aumann_critical0094
	1934_aumann_critical0096
	1934_aumann_critical0098
	1934_aumann_critical0100
	1934_aumann_critical0102
	1934_aumann_critical0104
	1934_aumann_critical0106
	1934_aumann_critical0108
	1934_aumann_critical0110
	1934_aumann_critical0112
	1934_aumann_critical0114
	1934_aumann_critical0116
	1934_aumann_critical0118
	1934_aumann_critical0120
	1934_aumann_critical0122
	1934_aumann_critical0124
	1934_aumann_critical0126
	1934_aumann_critical0128
	1934_aumann_critical0130
	1934_aumann_critical0132
	1934_aumann_critical0134
	1934_aumann_critical0136
	1934_aumann_critical0138
	1934_aumann_critical0140
	1934_aumann_critical0142
	1934_aumann_critical0144
	1934_aumann_critical0146
	1934_aumann_critical0148
	1934_aumann_critical0150
	1934_aumann_critical0152
	1934_aumann_critical0154
	1934_aumann_critical0156
	1934_aumann_critical0158
	1934_aumann_critical0160
	1934_aumann_critical0162
	1934_aumann_critical0164
	1934_aumann_critical0166
	1934_aumann_critical0168
	1934_aumann_critical0170
	1934_aumann_critical0172
	1934_aumann_critical0174
	1934_aumann_critical0176
	1934_aumann_critical0178
	1934_aumann_critical0180
	1934_aumann_critical0182
	1934_aumann_critical0184
	1934_aumann_critical0186
	1934_aumann_critical0188
	1934_aumann_critical0190
	1934_aumann_critical0192
	1934_aumann_critical0194
	1934_aumann_critical0196
	1934_aumann_critical0198
	1934_aumann_critical0200
	1934_aumann_critical0202
	1934_aumann_critical0204
	1934_aumann_critical0206
	1934_aumann_critical0208
	1934_aumann_critical0210
	1934_aumann_critical0212
	1934_aumann_critical0214
	1934_aumann_critical0216
	1934_aumann_critical0218
	1934_aumann_critical0220
	1934_aumann_critical0222
	1934_aumann_critical0224
	1934_aumann_critical0226
	1934_aumann_critical0228
	1934_aumann_critical0230
	1934_aumann_critical0232
	1934_aumann_critical0234
	1934_aumann_critical0236
	1934_aumann_critical0238
	1934_aumann_critical0240
	1934_aumann_critical0242
	1934_aumann_critical0244
	1934_aumann_critical0246
	1934_aumann_critical0248
	1934_aumann_critical0250
	1934_aumann_critical0252
	1934_aumann_critical0254
	1934_aumann_critical0256
	1934_aumann_critical0258
	1934_aumann_critical0260
	1934_aumann_critical0262
	1934_aumann_critical0264
	1934_aumann_critical0266
	1934_aumann_critical0268
	1934_aumann_critical0270
	1934_aumann_critical0272
	1934_aumann_critical0274
	1934_aumann_critical0276
	1934_aumann_critical0278
	1934_aumann_critical0280
	1934_aumann_critical0282
	1934_aumann_critical0284
	1934_aumann_critical0286
	1934_aumann_critical0288
	1934_aumann_critical0290
	1934_aumann_critical0292
	1934_aumann_critical0294
	1934_aumann_critical0296
	1934_aumann_critical0298

