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Abstract

This thesis analyses the Pre-Raphaelite legacy in modernism. It focuses on the works of
three modernist writers and artists: W. B. Yeats, D. H. Lawrence and David Jones. The
work of Yeats, Lawrence and Jones, as writers and artists, demonstrates key intersections
between modernism and their Pre-Raphaelite precursors. Whilst preceding scholarship
acknowledges the influence of single figures associated with Pre-Raphaelitism on
individual modernist writers, | propose in this thesis that the sustained focus on the Pre-
Raphaelite legacy for modernism reveals a rich intertextual connection which has not yet
been fully appreciated or expected. This thesis traces biographical and critical
interactions between Yeats, Lawrence and Jones and the Pre-Raphaelites, foregrounding
lesser-known elements of these associations, revealing an influence which persisted
throughout their lives. After establishing Yeats’s connections to the Pre-Raphaelite
movement at large, the first chapter examines Yeats’s enduring engagement with William
Morris’s ideas across his poetry, drama, critical writings and radio broadcasts. The second
chapter evaluates Lawrence’s use of Pre-Raphaelite paintings and figures in the context
of women’s emancipation in his fiction and his poetry. The last chapter explores Jones’s
engagement with the Pre-Raphaelites through the affiliations between their aesthetic

and religious views on art and their shared Arthurianism.
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Introduction

‘What we see, and how we see it, depends on the arts that have influenced us’.!

-Oscar Wilde, ‘The Decay of Lying’.

In 1927, W. B. Yeats wrote to May Morris to give his support to the building of the William
Morris Memorial Hall in Kelmscott, Oxford, informing her that her father ‘is still my chief of
men’.2 A few years later, in 1934, he wrote again, expressing his regret that he could not
attend the centenary celebrations of Morris’s birth, adding ‘l wish | could do what you ask,
for every year that passes your father grows greater in my memory’.? Iris Barry recalled Ford
Madox Ford retelling anecdotes about the ‘Great Pre-Raphaelites’ at dinners with Wyndham
Lewis, May Sinclair, Ezra Pound, H.D. and T. S. Eliot.* Ford also labelled his contemporaries
Pre-Raphaelite, for instance, he called Pound a ‘Pre-Raphaelite poet’ and termed D.H.
Lawrence’s first novel, The White Peacock (1911), as Pre-Raphaelite.’ In 1948, David Jones
wrote to his friend Harman Grisewood that they ‘ought to try and go to the Tate together to
see the Pre-Raphaelites while they are on’.® In the early twentieth century, the Pre-
Raphaelites were still very much of interest, being discussed, written about, their literary
works read and re-read, and their artworks exhibited and used as a point of reference by

modernist writers and artists. As shown in these vignettes, the Pre-Raphaelites and

1 Oscar Wilde, ‘The Decay of Lying: An Observation’, in The Collected Works of Oscar Wilde (Hertfordshire: Wordsworth
Classics 2007), pp.921-943 (p.937).

2\W. B. Yeats, ‘To May Morris, April 2, 1927, in The Letters of W. B. Yeats, ed. by Allan Wade (London: Rupert Hart-Davis
1954), pp.724-725 (p.724).

3 W. B. Yeats, ‘To May Morris, February 27, 1934’, Maine, James Augustine Healy Collection, MeWC.

4 Max Saunders, Ford Madox Ford: A Dual Life, Il (Oxford: Oxford University Press 1996), p.30, p.238.

5 |bid., p.277.

6 David Jones ‘To Harman Grisewood, 5t October 1948’, Yale, Beinecke Library, GEN MSS 903, fol. 15.



modernists were not distinct and through their associations formed continuous artistic and

social networks.

The term ‘Pre-Raphaelitism’ labels a movement in literature and the visual arts. The name
refers to an artist, and contrary to public perceptions which focus on their paintings,
literature was equally important as art within the movement. Their visual art was mostly
inspired by literature and poetry, especially Dante, Shakespeare, Keats and Tennyson. Keats,
Byron and Shelley were included in a list of ‘ilmmortals’ drawn up by Dante Gabriel Rossetti
and William Holman Hunt in 1848. In Holman Hunt’s Pre-Raphaelitism and the Pre-
Raphaelite Brotherhood (1905) he writes that the list ‘constitutes the whole of our Creed,
and that there exists no other Immortality than what is centred in their names and in the
names of their contemporaries’.” The list consists of their influential predecessors, or heroes,
including Jesus Christ, Homer, Dante and Shakespeare, and their contemporaries such as
Elizabeth Barrett Browning, Robert Browning, Tennyson and Coventry Patmore. As both
artists and writers, the Pre-Raphaelites were inspirational to modernists for their defiance of
the boundaries between art and literature, neither being more meaningful than the other;
through their use of the past and their inspiration from the medieval and Pre-Renaissance
era; and for their rebellion against the artistic conventions of their time. In 1882, Oscar
Wilde defined the Pre-Raphaelites as ‘a number of young poets who banded together in
London...to revolutionise English poetry and painting. They had three things which the

English public never forgive — youth, power and enthusiasm’.8

7 William Holman Hunt, Pre-Raphaelitism and the Pre-Raphaelite Brotherhood, | (New York: Macmillan 1905), p.159.
8 Oscar Wilde, ‘The English Renaissance of Art’, in Essays and Lectures (London: Floating Press 2009), pp.105-148 (p.114).



The original Pre-Raphaelite Brotherhood (PRB), formed in 1848, comprised a group of young
painters, sculptors and writers, Dante Gabriel Rossetti, John Everett Millais, William Holman
Hunt, James Collison, Frederic George Stephens, Thomas Woolner and William Michael
Rossetti. The brotherhood sought to modernise art by reviving the values and the practices
of the medieval era, advocating a return to the traditions, simplicity and sincerity of
medieval painting prior to Raphael and the Renaissance. In self-consciously terming
themselves as ‘Pre-Raphaelite’ and as a ‘brotherhood’ they reiterate these medieval ideals,
with its links of art, friendship and shared values, and as a means of creative collaboration. In
1921, Ford, in very similar wording to Wilde, makes the same argument about writers and
artists whom he championed, when he claims that ‘movements make for friendships,
enthusiasms, self-sacrifice, mutual aid — all fine things! And movements are things of
youth’.® Wilde emphasises the revolutionary spirit of the Pre-Raphaelite movement, as an
example of art which “far from being the creation of its own time [was] usually in direct
opposition to it, and the only history that it preserves for us is the history of its own
progress’.1% There are thus further continuities between the Pre-Raphaelites and the
modernists, who emphasise, like Pre-Raphaelitism itself, a dynamic interchange between an

artistic and literary past and present.

Pre-Raphaelitism, like modernism, was a response to the experience of modernity, using the

arts to make sense of modern life or as a means of proposing transformation of society. In

% Ford Madox Ford, Thus to Revisit (London: Chapman & Hall 1921), p.64.
10 Wilde, ‘The Decay of Lying: An Observation’, p.942.



both cases, art explores rapidly changing life in forms appropriate to it. Yeats claimed that
the ‘symbolical movement’ of the Pre-Raphaelites best exemplified in England the reaction
‘against the rationalism of the eighteenth century’ mingled with ‘a reaction against the
materialism of the nineteenth century’.!! Through the importance placed on art and beauty,
arising from past traditions and artistic heritage, Yeats continues to progress a Pre-
Raphaelite resistance to Victorian materialism and to an industrial and increasingly
mechanised society. In modernism and Pre-Raphaelitism there is a shared emphasis on
reform and revolt. Wilde, in his quip that they had three things that the ‘English public never
forgive’, highlights the criticism that the Pre-Raphaelites generated within their own time
and since. In 1850, the Pre-Raphacelites were recognised as a movement, but only through
the anger of critics and the press, who attacked their paintings for ugliness, and their use of
imagery and symbolism which was seen as being close to Catholicism.*? Millais’s painting
Christ in the House of his Parents (1849-50) was considered blasphemous, most famously
through the savage criticism of Charles Dickens, particularly for its unidealized portrayals of
the Holy Family. John Ruskin, a key figure for the Pre-Raphaelites, defended them in an
article to The Times in 1851, praising their sincerity and seeing in their work ideals that he
too valued: the importance of art, the value of the medieval and a reaction against many of

the standards of modern society.

11w, B. Yeats, ‘The Celtic Element in Literature’, in Essays and Introductions (London: Macmillan & Co. 1961), pp.173-188
(p.187).
12 Rachel Teukolsky, The Literate Eye: Victorian Art Writing and Modernist Aesthetics (New York: Oxford University Press

2009), p.92.



In Pre-Raphaelitism and modernism, there is a self-conscious return to the past and to
inherited traditions or conventions, in order to ‘make it new’.3 In both movements, this self-
conscious engagement with the past is most evident through the use of mythology and
legends. Mythopoeia is inherently tied to literature, forming a background through which to
explore historical, psychological and emotional complexities. In a time of transition and in
the rapidly changing environments of the nineteenth and twentieth centuries, artists and
writers looked to the constancy of myths and classical literature and art. The use of myth
also represents amongst writers and artists of both eras a continuity of concerns. As Michael
Bell argues, modernist myth-making had a liberal and progressive implication which was
intrinsic ‘since its underlying significance was a sense of philosophical responsibility in living
in a post-religious, and even in a post-metaphysical, world’; this use of myth projected ‘a
mode of being for the future which the past, not the merely putative past, could serve to
define’.'* The use of myth in both Pre-Raphaelitism and modernism is not merely a nostalgic
flight from modernity but acts as a universal way of engaging with the present, most notably
in works such as Morris’s The Earthly Paradise (1868) and Sigurd the Volsung (1876), James
Joyce’s Ulysses (1922), Eliot’s The Waste Land (1922), Yeats’s poems and plays, and in the
psychoanalytic theories of Sigmund Freud. Morris’s use of myth and legend and the creation
of his own worlds in the prose romances would be a particular influence for writers such as

Yeats and, later, for C. S. Lewis and J. R. R. Tolkien.

13 See Ezra Pound, Make It New: Essays by Ezra Pound (New Haven: Yale University Press 1935).
14 Michael Bell, ‘Introduction’, in Myth and the Making of Modernity: The Problem of Grounding in Early Twentieth Century
Literature, ed. by Michael Bell and Peter Poellner (Amsterdam: Atlanta 1998), pp.1-8 (pp.1-2).



The Pre-Raphaelites sought an alternative to conventional ways of seeing, to get to the truth
of what they were depicting, as emulated in the modernist movement. The Pre-Raphaelites
initiated new ways of seeing, of feeling, expressing emotions and representing gender.
Victorian novelists, such as Mary Elizabeth Braddon, Wilkie Collins, George Eliot and Thomas
Hardy, incorporated and reconfigured Pre-Raphaelite paintings into their fictional works,
which, in the process, engaged readers in contemporary debates on cultural and socio-
political issues, more specifically aesthetics, class and gender.?> Likewise, some modernists
refashioned Pre-Raphaelite conventions and artwork and situated these within their
contemporary contexts and debates, concerning similar issues relating to aesthetics, class
and gender. Much Pre-Raphaelite scholarship has focused on debates relating to these
themes. In particular Pre-Raphaelitism has been thoroughly explored through feminist
criticism. Feminist art historians and literary scholars, such as Deborah Cherry, Griselda
Pollock, Jan Marsh and Pamela Gerrish Nunn have highlighted the female artists of the
movement and examined male-centred views of Pre-Raphaelitism. Their work explores how
creativity is exclusively tied to the masculine, notions of the masculine gaze and how
women, like Elizabeth Siddall, function as a sign.'® There has been some focus on the notion
of Pre-Raphaelite masculinity, including Herbert Sussman’s Victorian Masculinities: Manhood

and Masculine Poetics in Early Victorian Literature and Art (1995), J. B. Bullen’s The Pre-

15 Sophie Andres, The Pre-Raphaelite Art of the Victorian Novel: Narrative Challenges to Visual Gendered Boundaries
(Columbus: Ohio State University Press 2005), pp. xvii-xviii.

16 Griselda Pollock, Vision and Difference: Feminism, Femininity and the histories of art (London and New York: Routledge
Classics 2003). Within this volume, see Deborah Cherry and Griselda Polllock, “‘Woman as Sign in Pre-Raphaelite Literature:
The Representation of Elizabeth Siddall’, pp.128-169. Deborah Cherry, Beyond the Frame: Feminism and Visual Culture,
Britain 1850- 1900 (London: Routledge 2000). Lynne Pearce, Woman Text Image: Readings in Pre Raphaelite Art and
Literature (Hertfordshire: Simon & Schuster International Group 1991). Cultural Politics: Pre-Raphaelites re-viewed, ed. by
Marcia Pointon (Manchester and New York: Manchester University Press 1989). Jan Marsh, Pre-Raphaelite Women: Images
of Femininity in Pre-Raphaelite Art (London: Guild Publishing 1987). Jan Marsh and Pamela Gerrish Nunn, Women Artists
and the Pre-Raphaelite Movement (London: Virago 1989).



Raphaelite Body: Fear and Desire in Painting, Poetry, and Criticism (1998) and Pre-Raphaelite
Masculinities: Constructions of Masculinity in Art and Literature (2014) edited by Amelia
Yeates and Serena Trowbridge. On the other hand, scholars have also argued for the
androgyny of the figures represented in Pre-Raphaelite art, particularly Edward Burne-

Jones’s paintings from around the 1870’s, and literature.!’

The Pre-Raphaelites are part of a nineteenth-century legacy that shapes modernist writers
like Yeats, Lawrence, Ford, Eliot, Pound, H.D. and Jones, amongst others. For Yeats and his
generation, D. G. Rossetti, William Morris and Edward Burne-Jones were representative of
the Pre-Raphaelite movement. In the mid-1850s, after the original Pre-Raphaelite
Brotherhood had disbanded, another phase of Pre-Raphaelitism began, most commonly
known as ‘second wave’ or ‘phase’ Pre-Raphaelitism. The painters and poets involved
included Simeon Solomon, Algernon Swinburne, Morris and Burne-Jones. As an
undergraduate at Oxford University, Morris had been inspired by the original Pre-Raphaelite
brotherhood and had been introduced to Rossetti by Burne-Jones. In 1857 Morris joined
Rossetti, Burne-Jones and Pre-Raphaelite associates, such as Arthur Hughes, in painting
Arthurian murals, scenes from Sir Thomas Malory’s Morte d’Arthur, in the Oxford Union.!®
Morris also dedicated what is commonly identified as the first volume of Pre-Raphaelite
poetry, his Defence of Guenevere, to Rossetti in 1858. Rossetti, in his vision of a community

of artists, saw a union of the arts and of common creative interests, envisioning and creating

7 These include Sophie Andres, The Pre-Raphaelite Art of the Victorian Novel: Narrative Challenges to Visual Gendered
Boundaries; Alison Smith, The Victorian Nude: Sexuality, Morality and Art (Manchester: Manchester University Press 1996);
Fiona MacCarthy, The Last Pre-Raphaelite: Edward Burne-Jones and the Victorian Imagination (London: Faber and Faber
2011), p.xix; Alison Smith, Edward Burne-Jones (London: Tate Publishing 2018).

18 Fiona MacCarthy, William Morris: A Life for Our Time (London: Faber and Faber 2010), pp.130-132.



with Morris and Burne-Jones effectively a second Pre-Raphaelite Brotherhood. This ideal of
an artistic community would also be reiterated in Rossetti’s partnership with Morris,
Marshall, Faulkner & Co. From the 1870s, exhibitions of this second-wave Pre-Raphaelite art,
particularly Burne-Jones’s, were showcased at the Grosvenor Gallery and later the New

Gallery.

Certain modernist written and visual works attest to the Pre-Raphaelites being very much
still in discussion, shaping modernist self-definition, perceptions, and references or allusions.
Yeats and Ford used Pre-Raphaelitism as a means of self-definition. In his Autobiographies
(1927), Yeats claims that he grew up surrounded by ‘all things Pre-Raphaelite’, within his
Arts and Crafts surroundings of ‘De Morgan tiles, peacock-blue doors and the pomegranate
pattern and the tulip pattern of Morris’.'® He had always enjoyed reading Morris’s works,
particularly the Defence of Guenevere and The Earthly Paradise, from which ‘The Man Who
Never Laughed Again’ seemed ‘the most wonderful of tales’.?° At the age of fifteen or
sixteen Yeats mentions that his father had given him Rossetti’s poetry to read and that he
often visited Rossetti’s painting Dante’s Dream in Liverpool on the way to Sligo.?* In ‘Art and
Ideas’ (1913), Yeats remembers that as a young man he felt that he would have been
content to live another life and to paint, like Burne-Jones and Morris, under ‘Rossetti’s rule’
at the Oxford Union, setting up ‘traditional images most moving to young men’. For Yeats,

these artists represent the adventures of an ‘uncommitted life’, changing all to romance,

19 W. B. Yeats, Autobiographies (London: Macmillan 1966), p.114, p.43.
20 bid., p.141.
21 |bid., p.114.



even with the knowledge that what they painted must fade from the walls.??> The murals,
Yeats notes, convey traditional images connected to each artist’s individual temporal reality,
infusing Arthurian subject matter with romance, sensuousness and mystery. In the same
essay, Yeats contemplates the Pre-Raphaelite paintings he had seen on a recent trip to the
Tate Gallery, signifying a return to his earliest Pre-Raphaelite thought. He uses Burne-Jones’s
King Cophetua and the Beggar Maid (1884) as an example of finding beauty in these
paintings (and in contrast to the art criticism of friends), to seeing this beauty ‘without

shame’.3

As the grandson of Ford Madox Brown and cousin to the Rossetti family, Ford chronicled his
Pre-Raphaelite upbringing. Whilst his responses to the Pre-Raphaelites vary over time,
veering between admiration and criticism, he does not deny his Pre-Raphaelite heritage.
Ford was noted among his contemporaries for his Pre-Raphaelite background. He would talk
about them with Violet Hunt, who, as the daughter of Pre-Raphaelite landscape painter
Alfred William Hunt and novelist Margaret Raine Hunt, had also grown up in Pre-Raphaelite
circles and had known figures such as John Ruskin and Morris. Over her lifetime, Hunt, like
Ford, wrote about her childhood, the stories she heard about the Pre-Raphaelites and her
admiration for figures like Ruskin. Hunt reflects on her Pre-Raphaelite background in works
such as | Have This To Say (1926) and The Flurried Years (1926) which, amongst other things,

detail her acquaintances or friendships with Jenny and May Morris and Margaret Burne-

22\, B. Yeats, ‘Art and Ideas’, in Essays and Introductions (London: Macmillan & Co. 1961), pp.346-355 (p.347).
23 Ibid., p.347.



Jones.?* In 1932, Hunt also wrote a biography on Elizabeth Siddall entitled The Wife of

Rossetti.

Ford’s works show his continued interest in his background. He wrote a biography of his
grandfather, entitled Ford Madox Brown (1896), A Study of Rossetti (1902), The Pre-
Raphaelite Brotherhood (1907), and recorded his memories and impressions in Ancient
Lights (1911), which was published the same year as a landmark exhibition of Madox Brown
and the Pre-Raphaelite Brotherhood at the City Art Gallery in Manchester. Much later Ford
wrote Mightier than the Sword (1938) in which he includes memories and criticisms of the
Pre-Raphaelites. Ford also wrote articles about ‘The Millais and Rossetti Exhibitions’ (1898),
‘Sir Edward Burne-Jones’ (1898), and one on Hall Caine. He carries on a nineteenth-century
tradition of reappraising Pre-Raphaelitism. Members of the Brotherhood, or those
connected to the Pre-Raphaelite circle wrote retrospective accounts or memoirs, including
Holman Hunt’s Pre-Raphaelitism and the Pre-Raphaelite Brotherhood, William Bell Scott’s
Autobiographical notes (1892) and William Michael Rossetti’s Dante Gabriel Rossetti: His
Family-Letters with a Memoir (1895), Poetical Works of Christina Rossetti with a

Memoir (1904), and Family Letters (1908). W. M. Rossetti wrote of his own life in Some
Reminiscences (1906). After D. G. Rossetti’s death, both Hall Caine in his Recollections of
Rossetti (1882) and Theodore Watts-Dunton in The Truth about Rossetti (1883) reflected on
their friendships and memories of him. John Mackail, Burne-Jones’s son-in-law, published
The Life of William Morris in two volumes in 1899, and Georgiana Burne-Jones published a

two-volume biography of her husband, Memorials of Edward Burne-Jones, in 1906. Ford’s

24 Joan Hardwick, An Immodest Violet: The Life of Violet Hunt (London: André Deutsch 1990), pp.14-15.

10



biographies and essays were an influence for other emerging works on the Pre-Raphaelites,
for example by Evelyn Waugh, the nephew of Holman Hunt, who privately published an
extended essay on the Pre-Raphaelite Brotherhood and whose first book was a biography on

Rossetti, Rossetti: His Life and Work, in 1928.

Ford’s early fairy-tale The Queen who Flew (1894) was accompanied by a frontispiece by
Burne-Jones. His fiction contains numerous allusions to the Pre-Raphaelites, as in Parade’s
End (1924-1928), which contains specific references to Rossetti’s poetry and paintings, such
as Astarte Syriaca (1877) and other portraits of Jane Morris; When the Wicked Man (1931),
which draws on the image of the doppelgangers in Rossetti’s How They Met Themselves
(1864); and Great Trade Route (1937), which shows the influence of Morris on his vision of
utopia.? His own ideas about living and the establishment of a rural community were
inspired by the Arts and Crafts movement and Morris. Ford was defensive about his
grandfather and believed that he suffered from his association with the Pre-Raphaelites.
Unlike his contemporaries, Ford is emphatic, in all his works on the Pre-Raphaelite
movement, that what has been termed the latter-day Pre-Raphaelitism of Rossetti, Morris
and Burne-Jones, should not be termed Pre-Raphaelite. For Ford, they are ‘Aestheticists’
who ‘grew to be called Pre-Raphaelites’ by having an original Pre-Raphaelite, D. G. Rossetti,

involved.?® In this sense, Ford’s point about Pre-Raphaelitism and Aestheticism pre-empts a

25 Max Saunders details Ford’s depiction of the doppelganger and Rossetti’s painting in his novel When the Wicked Man.
Saunders, Ford Madox Ford: A Dual Life, 1l, pp.389-393. Douglas Goldring notes that Morris’s influence on Ford’s vision of
utopia can be traced unmistakeably in his novel Great Trade Route. Douglas Goldring, The Last Pre-Raphaelite: The Life of
Ford Madox Ford (London: MacDonald & Co. 1948), p.50.

26 Ford Madox Hueffer, The Pre-Raphaelite Brotherhood (London: Duckworth & Co. 1907), p.11.

11



continued debate in Pre-Raphaelite scholarship about the label ‘second phase’ Pre-
Raphaelitism and its evolution into Aestheticism.?’ Pre-Raphaelitism was, for Ford, only
inclusive of the original brotherhood which ‘was, of course, a return to nature — it was
nothing more or nothing less’ and that it was a movement of ‘a revolt amidst revolts’.?% He
admired the Pre-Raphaelite revolt and in particular, Christina Rossetti’s work. As Douglas
Goldring notes, ‘Much therefore, as he (Ford) objected to the nickname, “the last Pre-

Raphaelite”, it was in fact more apposite than he cared to admit’.®

Like Hunt and Ford, Virginia Woolf was connected with the Pre-Raphaelites from an early
age. Her mother Julia Stephen (neé Jackson) was a Pre-Raphaelite associate and model, who
sat for Burne-Jones and Holman Hunt, while her great aunt, Julia Margaret Cameron, was a
Pre-Raphaelite associate and inspired by them in her photography. Woolf’s great aunt, Sara
Prinsep, created a literary and artistic salon at Little Holland House, where both Rossetti and
Ruskin were frequent visitors; Burne-Jones stayed at the House during 1858, working with
George Fredric Watts, who was living there at the time, and also acted as an early mentor
for Burne-Jones.3? Woolf claimed that one of her strongest memories was visiting Holman

Hunt’s ‘Aladdin’s cave’ at Melbury Road in 1905 and hearing Hunt talking of The Light of the

27 For instance, see the introduction to After the Pre-Raphaelites: Art and Aestheticism in Victorian England, ed. by Elizabeth
Prettejohn (Manchester: Manchester University Press 1999), pp. 1-14 (pp.2-3). Prettejohn sums up the debate, arguing that
there are reasons and reservations for using both labels, but that they are deployed to suit the purposes of those who use
them. Prettejohn suggests that there needs to be a new term to describe the development in the arts ‘after the Pre-
Raphaelites’., p.2.

28 Hueffer, The Pre-Raphaelite Brotherhood, p.2

29 Goldring, The Last Pre-Raphaelite: The Life of Ford Madox Ford, p.50.

30 The affinity between Watts and Burne-Jones was identified in the exhibition, The Age of Rossetti, Burne-Jones & Watts:
symbolism in Britain, 1860-1910, held at the Tate in 1997.

12



World (1853-1854).3! Like Ford, Woolf was attentive to the works of Christina Rossetti, as
seen in an essay ‘l am Christina Rossetti’ (1932), A Room of One’s Own (1929) and her review
of the ‘Letters of Christina Rossetti’ (1908). Whilst Woolf expresses the opinion that religion

restricted Rossetti’s artistic potential, her admiration is clear:

For you were not a pure saint by any means. You pulled legs; you tweaked noses. You
were at war with all humbug and pretence. Modest as you were, still you were
drastic, sure of your gift, convinced of your vision. [...] In a word, you were an artist.3?

Like many of her contemporaries, Woolf also read the works of Ruskin and Morris. James
Joyce once commented, whilst in the process of writing Dubliners, that his prose reflected
how he ‘was taught by Father Tommy Meagher and Ruskin’.33 Fiona MacCarthy has noted
that Joyce also ‘admired Morris’, reading Morris’s late prose romances, which he used ‘as a
thesaurus’. Morris’s use of archaic diction was influential to Joyce and offered him stories

that were symbolist, surrealist dream-sequences.3*

Alongside their biographical connections to the Pre-Raphaelites, the modernists were
inspired by Pre-Raphaelite visual culture and their use of myth. During the 1860s, Rossetti,
Morris and Burne-Jones incorporated more mythological subjects into their paintings and

poetry, especially from classical mythology, as seen in Rossetti’s painting Helen of Troy

31 Hermione Lee, Virginia Woolf (London: Chatto & Windus 1996), pp.85-87.

32 Vlirginia Woolf, ‘l am Christina Rossetti’, The Common Reader, (1932),
<https://ebooks.adelaide.edu.au/w/woolf/virginia/w91c2/chapter20.html> [accessed 15 June 2019].
33 James Joyce, ‘To Stanislaus Joyce, September 1905, in Selected Letters of James Joyce, ed. by Richard Ellmann (London:

Faber and Faber 1975), p. 75.
34 MacCarthy, William Morris: A Life for Our Time, p.x.
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(1863) (Figure 1.1). Rossetti’s evolution from original Pre-Raphaelitism was marked by his
new-found interest and experimentation with Venetian Renaissance painting in the 1860s,
initiated in his painting Bocca Baciata (1859).3° The painting, with its treatment of colour,
symbolism and the female figure, announced a new style in Rossetti’s art and one that
would direct the rest of his career in both his painting and poetry. Rossetti uses his new
style, as Elizabeth Prettejohn notes of Bocca Baciata, ‘to enhance the sensuality of the

represented figure, full-lipped and fleshy, adorned with jewels and flowers’.3¢

I.1. Dante Gabriel Rossetti, Helen of Troy (1863) Kunsthalle Hamburg, Germany.

The figure of Helen is accentuated by the rich yellow-gold colour of her gown, complexion,
hair and her bright red lips as she points to the firebrand on her necklace. The red and
golden colours are repeated in the raging fire behind her. Her position as the most beautiful
woman in the world, like the figure in Bocca Baciata, epitomises beauty itself and how her

beauty is regarded as being responsible for the destruction of Troy. This new style and overt

35 Tim Barringer, Jason Rosenfeld and Alison Smith, Pre-Raphaelites: Victorian Avant-Garde (London: Tate Publishing 2012),
p.162.
36 Elizabeth Prettejohn, Beauty and Art 1750-2000 (Oxford: Oxford University Press 2005), p.117.
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sensuality would enhance Rossetti’s presentation of mythological subjects and would impact
upon Burne-Jones’s paintings and on Morris’s poetry. Helen of Troy is a significant figure in
Western poetic tradition and is frequently referred to throughout Yeats’s work, showing the
continuities in Rossetti’s and Morris’s interest in myth and legend and in their treatment of
mythological figures. Mary Ellis Gibson argues that Pound’s ‘double goddesses’, such as
Aphrodite, Persephone, Astarte and Helen, and his idealization of the feminine, through ‘the
representation of the beautiful but fatally powerful woman’, owe their particular character
to the dual representation of women in Pre-Raphaelite art and poetry.3” Like Yeats and
Pound, H.D. was inspired the mythopoeic method of the Pre-Raphaelites, particularly by
Rossetti and Swinburne, which informed her portrayal of female mythic figures in poems
such as Trilogy (1944-46) and Helen in Egypt (1961). In these poems, H.D. simultaneously
uses and challenges Pre-Raphaelite visuals and poetics to reclaim previously marginalised

figures from myth and repositions female figures as being central to the narrative.3®

Elizabeth Anderson has noted H.D.’s affiliation with nineteenth-century poets, particularly
Morris, through her use of tapestry as a creative practice and metaphor in her novel The
Sword Went Out to Sea (1946-7). The title of the novel is taken from Morris’s poem ‘The
Sailing of the Sword’ in the Defence of Guenevere collection. Anderson argues that in The

Sword Went Out to Sea, Morris’s presence is meditated through his belongings and his

37 Mary Ellis Gibson, Epic Reinvented: Ezra Pound and the Victorians (Ithaca and London: Cornell University Press 1995),
pp.183-184.

38 5ee Douglas Bush’s Mythology and the Romantic Tradition in English Poetry (New York: W. N. Norton; repr. 1963), Eileen
Gregory, H.D. and Hellenism (New York: Cambridge University Press 1997) and Cassandra Laity, H.D. and the Victorian Fin de
Siecle: Gender, Modernism, Decadence (New York: Cambridge University Press 1996).
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writings, as H.D. used a table originally owned by Morris to hold séances, whereas in her
novel White Rose and the Red, a fictional Morris emerges.3° Like Hunt, H.D. wrote a
biography about Siddall in White Rose and the Red (1948). It is a fictional biography,
predominately told through Siddall’s perspective, exploring her relationships with members
of the Pre-Raphaelites, including Morris and Ruskin, and how she became an iconic figure
and muse of the movement. H.D. is conscious of the mythologising tendencies surrounding
the Pre-Raphaelites, including her own. For both Cassandra Laity and Alison Halsall, in White
Rose and the Red, H.D. imaginatively transposes the Imagist circle into the Pre-Raphaelite
brotherhood with ‘Pound-as-Swinburne, Lawrence-as-Morris, and to a certain extent,
Aldington-as-Rossetti’ and ‘H.D. playing Siddall herself.” Laity argues that H.D. attempts to
return these male modernists to their Victorian ‘other’ selves.*® The novel contains many
intertextual references to Pre-Raphaelite literature and highlights the intertextuality
between Pre-Raphacelite art and literature. For example, in the novel Morris associates
Siddall with the Blessed Damozel, through quoting the line from Rossetti’s poem ‘She had
three lilies in her hand’ which in turn brings Rossetti’s The Blessed Damozel painting to
Morris’ s mind.*! H.D. regarded Morris as her ‘guardian, the godfather | never had’ and
acknowledges his importance for the literary development of the Imagist movement,

particularly to herself and Ezra Pound, who also used to read Morris’s poetry to her.*?

39Elizabeth Anderson, ‘H.D.’s Tapestry: Embroidery, William Morris and The Sword Went Out to Sea’, Modernist Cultures,
12:2 (2017), 226-248 (p.235).

40 Laity, H.D. and the Victorian Fin de Siécle: Gender, Modernism, Decadence, p.119. Alison Halsall, ‘Introduction’, in H.D.,
White Rose and the Red, (Orlando: The University of Florida Press 2009), pp. xvii-xlviii (p.xxiii).

41 H.D., White Rose and the Red, (Orlando: The University of Florida Press 2009), p.109.

42 Quoted in Elizabeth Anderson, ‘H.D.’s Tapestry: Embroidery, William Morris and The Sword Went Out to Sea’, p.228.

16



Pound shared his interest in Morris with H.D. and Yeats, where in Rapallo in 1929 they read
Defence of Guenevere together with ‘great wonder’.** Pound acknowledges this early Pre-
Raphaelite influence, particularly in his early translations, which he writes were ‘bogged in
Dante Gabriel and in Algernon’.** Pound’s influence from the Pre-Raphaelites in his use of
myth has been acknowledged, particularly in the Cantos.* The ‘Yeux Glauques’ section of
Hugh Selwyn Mauberley (1920) focuses specifically on the Pre-Raphaelite artists, writers, and
certain works by Ruskin, Rossetti, Swinburne and Burne-Jones. The ‘sea-green eyes’ of the
title, and the references to eyes throughout, emphasise the visual culture of Pre-
Raphaelitism, a visuality which Pound accentuates in their depictions of the female body. In
the poem, the model’s ‘faun’s head’ is ‘a pastime for | Painters and adulterers’.*® She is
preserved through their paintings, and like Yeats, Pound references Burne-Jones’s King
Cophetua and the Beggar Maid at the Tate. She is placed in opposition to ‘poor Jenny’, which
Pound quotes from Rossetti’s poem ‘Jenny’ (1870).#’ This was the poem that was singled out
for attention in Robert Buchanan’s essay ‘The Fleshy School of Poetry’ (1871). In his
condemnation of the Pre-Raphaelite poets as being immoral, ‘foetid Buchanan’ ‘abused’
Rossetti and Swinburne, as it was with their poetry that Buchanan mainly took issue.*®
Through this opposition, and attack on Buchanan, Pound displays the conflict between the
spiritual and corporeal in Pre-Raphaelite art and more widely, between aestheticism and

morality. Pound notes Ford’s admiration for Christina Rossetti but adds that he cannot

43 W. B. Yeats, ‘To Olivia Shakespear, March 2, 1929’, in The Letters of W. B. Yeats, pp.758-759 (p.759).

44 Ezra Pound, ‘Cavalcanti’, in Literary Essays of Ezra Pound, ed. by T. S. Eliot (Canada: Penguin 1968), pp.149-200 (p.194).
45 see Sean Pryor, W. B. Yeats, Ezra Pound and the Poetry of Paradise (Abingdon: Routledge 2016). Daniel Tiffany, ‘Kitsching
The Cantos’, Modernism/Modernity, 12.2, (2005), 329-37 (p.333).

46 Ezra Pound, Hugh Selwyn Mauberley, in Selected Poems, 1908-1959, (London: Faber and Faber 1975), pp.98-112 (p.101),
VI. 6-8.

47 Hugh Selwyn Mauberley, VI. 20.

48 Hugh Selwyn Mauberley, VI. 4-5.
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accept Ford’s opinion as she ‘sets my teeth on edge’.*° Olivia Rossetti, the daughter of
William Michael Rossetti and Lucy Madox Brown, later became a supporter of Italian
fascism, and a correspondent and friend to Ezra Pound, who mentioned her in his Cantos (76

and 78).

Not all opinions were favourable. Like Pound, T. S. Eliot came to regard Pre-Raphaelitism as
an almost childlike phase of poetic development, claiming that Rossetti’s ‘The Blessed
Damozel’ put him off ‘first by my rapture and next by my revolt’ and by a prejudice ‘against
Pre-Raphaelite imagery, which was natural to one of my generation, and perhaps affects
generations younger than mine’.*° In his essay ‘Andrew Marvell’, Morris is rather
unfavourably compared and contrasted to Marvell through a discussion of Marvell’s The
Nymph Complaining for the Death of her Fawn (1681) and Morris’s The Life and Death of
Jason (1867). Eliot also prepared to write a lecture on Morris, which did not happen.
Elsewhere, he describes Morris’s ‘The Blue Closet’ as a ‘a delightful poem’ and wrote an
essay on the influence of Swinburne on modern poetics.>! Similarly, Wyndham Lewis’s
review of the 1948 Pre-Raphaelite exhibition is critical, regarding their work as trivial and
sentimental. He writes that ‘the Pre-Raphaelites produce a gay effect, like a bonnet-shop’
and considers that more ‘seriousness was attributed to this school than they in fact reveal’.>?

He does, however, express an appreciation of Burne-Jones’s Perseus series (1885-1888)

49 Ezra Pound, ‘The Prose Tradition in Verse’, in Literary Essays of Ezra Pound, ed. by T. S. Eliot, pp.371-377 (p.373).
0T, s. Eliot, ‘Dante’, in Selected Essays by T. S. Eliot (London: Faber and Faber 1972), pp.237-277 (p.262).

517.S. Eliot, “The Music of Poetry’, Quoted in, Denis Donoghue, The Practice of Reading (London: Yale University Press
1998), p.94. See T. S. Eliot, ‘Swinburne As Poet’, in Selected Essays by T. S. Eliot, pp.232-327.

52 Wyndham Lewis, ‘The Brotherhood’, The Listener, (1948), <https://www.unirioja.es/listenerartcriticism/edition.htm,>
[accessed 16 June 2019].
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which he claims he ‘would far rather possess [...] than a Botticelli’ and are ‘alone worth
visiting Whitechapel to see’, conceding that it is easy to see why Salvador Dali ‘has
expressed much admiration for this latecomer among the Pre-Raphaelites’.>® H.D. also
attended the 1948 exhibition at Whitechapel, the year coinciding with the publication of

White Rose and the Red.

In his catalogue to accompany the 1948 exhibition, Robin Ironside, a painter and assistant

keeper at the Tate Gallery from 1937 to 1946, writes that in his day they should insist:

On the value of the Pre-Raphaelite art as the effective aesthetic vehicle of private
passion, as the distinct revelation of an inner disturbance and enthusiasm both in its
themes and in the disquieting manner of their execution, the awkward constraint of
gesture and attitude in the treatment of the figure, the feverish precision of drawing
and occasional almost toxic virulence of colour.>*

This centenary exhibition included works by Holman Hunt, Bell Scott, William Dyce, Madox
Brown, Thomas Seddon, James Collinson, Henry Alexander Bowler, William Lindsay Windus,
Robert Braithwaite Martineau, Walter Howell Deverell, John Brett, Millais, Arthur Hughes,
Ruskin, Burne-Jones, Morris, Siddall, Rossetti and Frederic Leighton. As a whole, the
exhibition and its accompanying catalogue, shows the workings and artistic processes both
as a group and as individuals, featuring paintings, sketches, preliminary drawings,
illustrations, and details of plates. Ironside was also involved with the Burne-Jones centenary

exhibition in 1933. The Pre-Raphaelites inspired artists such as Vincent Van Gogh, Pablo

53 i
Ibid.
54 Robin Ironside, ‘Foreword’, in Pre-Raphaelite Painters (London: The Phaidon Press Ltd, 1948), p.18.
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Picasso, Marcel Duchamp and Dali. Van Gogh very much admired the Pre-Raphaelites for
their brotherhood, their realism and modernisation of religious subjects. He attended
exhibitions of their work when he was living in London in the 1870s and met Millais. He was
particularly influenced by Millais’s Chill October (1870).>° For Picasso, Duchamp and Dali, the
influence was from Burne-Jones, whose work was exhibited both in England and on an
international scale, at the Exposition Universelle in Paris, where in 1889, he was awarded the
Legion of Honour.>® As they were not old enough to have seen this exhibition, Picasso,
Duchamp and Dali would likely have seen Burne-Jones’s paintings through reproductions of
his work.>” They would have also been exposed to the work of the Pre-Raphaelites in their
artistic training. There is a clear influence, again acknowledged by Lewis, from Burne-Jones
on Picasso’s ‘Blue Period’ paintings.>® Burne-Jones’s painting The Golden Stairs (1880) has
been linked to Duchamp’s Nude Descending a Staircase No.2 (1912) for its subject matter
and the rhythmic movement.>® Dali’s inspiration from Burne-Jones can be seen in the
surrealism and the psychological and sexual introspection of their pictures, as well as their
use of colour. Henrietta Garnett, the granddaughter of Vanessa Bell and Duncan Grant,
argues that in some respects, the Pre-Raphaelites were precursors of the Bloomsbury Group
too in ‘their sexual imbroglios, their dedication to art, their bohemian lifestyle and their

influence on popular culture, dress, interior design, literature and politics’.%° Both were

55 Carol Jacobi, The EY Exhibition: Van Gogh and Britain (London: Tate Publishing 2019), p.32-35.

%6 Fiona MacCarthy, The Last Pre-Raphaelite: Edward Burne-Jones and the Victorian Imagination, p.xix.

57 Burne-Jones, assisted by the Dalziel Brothers, had photographic reproductions made of his artwork, most notably of his
King Cophetua and the Beggar Maid which was exhibited at the Exposition Universelle in 1889 and was the painting that
established his reputation in Europe as an important Symbolist painter.

8 Wyndham Lewis, 'Picasso’, Kenyon Review, 2:2 (1940), 196-211, (p.208).

%9 John Canaday, Mainstreams of Modern Art (New York: Simon and Schuster 1959), p.469.

60 Henrietta Garnett, Wives and Muses: The Pre-Raphaelites and Their Muses (London: Macmillan 2012), p.xv.
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professional and friendship circles, and through both their artistic and personal

relationships, produced work that changed public perceptions of aesthetics.

The Pre-Raphaelites are important to modernist thought through their emphasis on the
interart nature of aesthetics and the arts.®! This interart aesthetic and perspective is
captured in a recent tradition of scholarship about the little magazine and periodical culture
which has argued that Pre-Raphaelite periodicals The Germ and The Oxford and Cambridge
Magazine are important forerunners to the modernist little Magazine. In 1850, the Pre-
Raphaelite Brotherhood published a periodical called The Germ: Thoughts Towards Nature in
Poetry, Literature, and Art, circulating their creative works and radical ideas through poems,
criticism and pictures. The Germ explored the relationship between image and word and
reinforced its interart nature. The poems, illustrations and the moments of narrative which
Pre-Raphaelite artwork itself captures, are especially reinforced through the relationship
that Rossetti, as a poet, painter and a creator of and contributor to The Germ, emphasises
through the interconnectedness of art and poetry. This is also shown in his practice of
writing poems about his paintings and inscribing lines of poetry onto the frames of paintings.
Rossetti first published his poems ‘My Sister’s Sleep’ and ‘The Blessed Damozel’ in The Germ.
The medievalism of ‘The Blessed Damozel’, alongside poems such as Thomas Woolner’s ‘My
Beautiful Lady’ and ‘Of My Lady in Death’, accentuates how the values of the Pre-Raphaelite

Brotherhood in visual art also impacted on their literary pursuits. The poems are visual in

61 paola Spinozzi and Elisa Bizzotto use the term ‘interart’ to describe Pre-Raphaelite aesthetics and the complexity of
verbal and visual interactions. | follow their use of the term. Paola Spinozzi and Elisa Bizzotto, The Germ: Origins and
Progenies of Pre-Raphaelite interart aesthetics (Bern: Peter Lang 2012), p.11.
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themselves or are about artistic themes, returning to medieval practices and to express what
is ‘serious and heartfelt’ in literature as well as art. As the title of The Germ suggests, their
poetry often focuses on nature or rural landscapes, enforcing ‘an adherence to the simplicity
of nature’ and paying direct attention to the ‘comparatively few works which Art has yet
produced in this spirit’.6> The name implies a natural dissemination of their ideas and of a
widespread reform advanced through the arts. As Jan Marsh has argued, The Germ set a
future pattern of widening but coherent collaboration, including publishing works by
Christina Rossetti, and recruiting other associates such as Madox Brown, Deverell, William

Allingham and Arthur Hughes.%3

The Germ lasted for only four issues, but its influence outran its print run, providing a model
for a second phase of Pre-Raphaelitism and its accompanying periodical The Oxford and
Cambridge Magazine, created by Morris and his circle. Rossetti had read some of Morris’s
poems and was thrilled by the accolade given to his work in the first issue of the Oxford and
Cambridge Magazine.®* The Oxford and Cambridge Magazine, |lasting for twelve issues
during 1856, was the literary vehicle for Morris and his circle at Oxford University and
through which Morris published his early prose romances such as ‘The Story of the Unknown
Church’. The attention that the magazine paid to art and its interart approach demonstrates
an obvious inspiration from its Pre-Raphaelite predecessor, The Germ. Marysa Demoor

considers The Germ and Oxford and Cambridge Magazine as ‘little magazines’ that share the

62 The Germ, Issue 1, <https://www.bl.uk/collection-items/pre-raphaelite-journal-the-germ#,> [ Date accessed: 14 June
2019].

83 Jan Marsh, The Pre-Raphaelite Circle (London: National Portrait Gallery publications 2005), p.10.

64 MacCarthy, William Morris: A Life for Our Time, pp.114-115.
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enthusiasm and confidence of the little magazines of the early decades of the twentieth
century. For Demoor, these Pre-Raphaelite periodicals are an early exemplar for their
modernist counterparts, having a manifesto, establishing their publication and using
magazines as outlet for their best writings.®® Other critical works to focus on Pre-Raphaelite
periodicals, such as Koenraad Claes’s The Late-Victorian Little Magazine, (2018) and Paola
Spinozzi’s and Elisa Bizzotto’s The Germ: Origins and Progenies of Pre-Raphaelite interart
aesthetics (2012), argue that it was in The Germ, as the first British magazine with an
aesthetic manifesto, that the theories of the Pre-Raphaelites took shape, setting the
precedent for future artistic and literary movements. In defining their artistic aims and not
being medium specific, the Pre-Raphaelites started a process that later influenced other
writers and movements which gradually became codified as modernism or avant-gardism, as
seen in the self-defined manifestos of movements, including, amongst others, Imagism,
Dadaism and Vorticism. Elizabeth Prettejohn’s The Art of the Pre-Raphaelites first made a
compelling case for viewing the Pre-Raphaelites as an avant-garde movement, especially in
terms of their originality and their remarkably strong group identity. Prettejohn argues that
the Pre-Raphaelite Brotherhood may have had some historical importance in forming the
very ideology of the avant-garde, a contribution that would, paradoxically, depreciate their

status in the twentieth century.®

85 Marysa Demoor, ‘In the Beginning, There was The Germ: The Pre-Raphaelites and ‘Little Magazines’, in The Oxford Critical
and Cultural History of the Modernist Magazine, volume 1, Britain and Ireland 1880-1955, ed. by Peter Brooker and Andrew
Thacker (New York: Oxford University Press 2009), pp.51-65 (p.65).

%6 Elizabeth Prettejohn, The Art of the Pre-Raphaelites (London: Tate Publishing 2000), pp.63-65, (p.65).
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The increasing scholarly interest in the legacy of Pre-Raphaelitism and its impact upon later
movements is part of an expansion within Pre-Raphaelite studies. Recent and previous
scholarship has reconsidered geographical, international and chronological trajectories of
the Pre-Raphaelites.®” Current work in the field is exploring and reconsidering the Pre-
Raphaelites’s own wider interests and pursuits, for example William Waters’s and Alastair
Carew-Cox’s Damozels & Deities: Pre-Raphaelite Stained Glass 1870-1898 (2017), and
opening up new lines of enquiry, such as John Holmes’s The Pre-Raphaelites and Science
(2018), which explores how the Pre-Raphaelites put scientific principles into practice across
their works. As 2019 was the bicentenary of Ruskin’s birth, there have been many critical re-
evaluations as to the importance of his thought and art today, as seen in Suzanne Fagence
Cooper’s To See Clearly: Why Ruskin Matters (2019) and William Morris & John Ruskin: A
New Road on which the World Should Travel (2019) edited by John Blewitt, which reassesses
his influence on his associates. The current interest on Ruskin’s influence today is also part of
scholarship which seeks to examine the continued impact of the Pre-Raphaelite circle,
particularly that of Morris and recently, Burne-Jones.®® Whilst there has been plenty of
critical attention paid to Morris and Burne-Jones together, out of all the Pre-Raphaelites,
Burne-Jones has independently received less critical attention than others. The recent
exhibition Edward Burne-Jones: Pre-Raphaelite Visionary (2018-2019) at Tate Britain charted

Burne-Jones’s journey from his Pre-Raphaelite origins to his position as one of the most

57 See Elizabeth Prettejohn, Modern Painters, Old Masters: The Art of Imitation from The Pre-Raphaelites to the First World
War (Yale: Yale University Press 2017). Eleonora Sasso, The Pre-Raphaelites and Orientalism: Language and Cognition in
Remediations of the East (Edinburgh: Edinburgh University Press 2018). Writing the Pre-Raphaelites: Text, Context, Subtext,
ed. by Michaela Giebelhausen and Tim Barringer (London: Ashgate 2017). Worldwide Pre-Raphaelitism, ed. by Thomas J.
Tobin (Albany: State University Press 2005). Pre-Raphaelite Art in its European Contexts, ed. by Susan P. Casteras, Alicia
Craig Faxon (United States: Fairleigh Dickinson University Press 1995).

8 William Morris in the 215t Century, ed. by Philippa Bennett and Rosie Miles (Bern: Peter Lang 2010). Fiona MacCarthy,
Anarchy and Beauty: William Morris and His Legacy (London: National Portrait Gallery 2014). Alison Smith, Edward Burne-
Jones (London: Tate Publishing 2018).
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influential artists of the late nineteenth century. As the first major exhibition devoted to
Burne-Jones’s work since the centenary exhibition of his birth at the Tate 