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PREFACE

Dante Gabriel Rossetti’s artistic career appears 
rather sporadic„ At times he produced works that show a 
great deal of technical skill, only to be followed by 
works quite lacking in artistic competence„ Because of 
this technical inconstancy, greater insight into Ros
setti’s art can be discerned by considering the subject 
matter.

Two primary sources have been used by the author 
in dating Rossetti's paintings and drawings: Henry C.
Marilliar’s Dante Gabriel Rossetti: An Illustrated .
Memorial of His Art and Life, and Virginia Surtees’ The 
Paintings and Drawings of Dante Gabriel Rossetti (1828- 
1882) , A Catalogue Raisonne'. When a discrepancy existed 
in these two sources regarding the date of a particular 
work, the author has given the date that seems most 
plausible as substantiated by letters, style of the work, 
and its subject matter.

The author gratefully acknowledges the help of the 
following faculty members of the Department of Art in 
preparing the manuscript: Richard R. Taylor, Robert ¥.
McMillan and Lez Haas for their suggestions and criti
cisms. Acknowledgment is also extended to Mrs. Vicky

ill



Shelpman for taking the photographs, and to Andrew 
Makuch and John C„ McKay for translating passages and 
obtaining books on the Pre-Raphaelite period. A special 
thank you is extended to Professor Carl H. Ketcham, 
whose Victorian and Romantic Poetry courses provided a 
great deal of literary information pertaining to the 
Pre-Raphaelite period.



TABLE OF CONTENTS

Page
LIST OF ILLUSTRATIONS 0 0 . o . . . . . . . . . .  o. vii
A.̂  ̂S T RAC *1 . . . . * . . . . . o e . . . o e . e e . .

CHAPTER
1. EARLY INFLUENCES ON DANTE GABRIEL ROSSETTI. . 1

Paternal Influence and Early Education. . 1
The Early Literary Influences . . . . . .  3

2. PRE-RAPHAELITISM. . . . . . . . . . . . . . .  6
The Aesthetic Nature of Pre-Raphaelite

Art . . . . . . . . . . . . . . . . .  7
The Founding of the Pre-Raphaelites . . .  9

Literary Trend of the Brotherhood . . 12
The Nature of Pre-Raphaelite Art. . . . .  13

3. THE WORLD OF ROSSETTI . . . . . . . . . . . .  18
Selection of Subjects . . . . . . . . . .  19
Technical Aspects . . . . . . . . . . . .  20

Concentration on Objects. . . . . . .  21
Treatment of Space,  ..........   22

i|.. LITERARY THEMES THROUGHOUT ROSSETTI'S ARTISTIC
C# i . . . . . .  . . . . . . . . . . . .  2̂
The Academy to Brown. . . . . . . . . . .  26
The Year of the Brotherhood . . . . . . .  28

First Major Painting..........  29
The Dantesque Subject  ..........   32
The Germ. .  .......................... 36
v  ̂ v v o o » e e e e o e e o e o e e  fBefore Oxford . . . . . . . . . . . . . .  43
The Years of Tennyson and King Arthur . . 4.6

A New Tennyson Edition. . . . . . . .  4.6
Years of the Oxford Union Frescoes. . 4-9

The Turning-Point . . . . . . . . . . . .  $2
Early Sixties . . . . . . . . . . . .  53
Late Sixties. . . . . . . . . . . . .  60

v



TABLE OF CONTENTS--Contlimed
vi

Page
The Last Twelve Years . . . . . . . .  V  . ' 61

AN UNSOLVED DILEMMA . . . . . .: . . . . . . . 6£
The Blessed Damozel . . . . . . . . . . .  66

.. SELECTED BIBLIOGRAPHY . . . . . . . . . . .  . 96



LIST OP ILLUSTRATIONS

Figure Page
1. The Tune of Seven Towers 68
2. Sir Lavmcelot Escaping from Guenevere's Chamber 68
3. Mephistopheles Outside G-retchen's Cell „ . . . . 69
L|_ 0. Th e R av e p o » • « • © «  * © o o © o . 6 9
5= The Girlhood of Mary Virgin© © . . .  © © . © © © ?0
6© Genevieve © © © © © © © © © © © © © © © © © © © © 3̂=
7, "Hist,111, Said Kate the Queen © . . © . . © . . ©  72
8© The Laboratory, 73
9© The First Anniversary of the Death of Beatrice © 73
10. Beatrice at a Marriage Feast Denying Her Saluta-

bion to D ant e © e © * © © © © © * © * © # © ©  J 3|_
11. 'To Caper Nimbly in a Lady’s Chamber/To the

Lascivious Pleasing of a Lute1 , . . . © . .  7k-

J- o .P  O I ̂  ©1© d  © O O © © © C * © © © © © » © « © ©* © © © 1 3/

13. How They Met Themselves.  ............. 75
llj.. Giotto Painting the Portrait of Dante. © . . © . 76
l5© Hesterna Rosa© © © © © © © e © © * . © © © © © ©  7 6
16. King Arthur's Tomb 77
17. Dante's Vision of Rachel and Leah. . . . . . . .  77
18. Paolo and Francesca da Rimini© . . . . . . . . .  78
19. Dante's Dream at the Time of the Death of

Beatrice . . . . . . . . . . . . . . . . . .  78
0 © S t © 0 e c 111 a. © © © © © © © © © © © © * © © © © © © 7̂^

vii



LIST OF ILLUSTRATIONS--C ontinued 
Figure Page
210 King Arthur and the Weeping Queens „ .. . . . . c 79
22. Study for The Lady of Shalott. . . . . . . . . .  80
23. Sir Galahad at the Ruined Chapel . . . . . . . .  80
21).. Mariana in the South . . . . . . . . . . . . . .  8l
25. Unfinished Study for Sir Launcelot Asleep Before

the Sane G-rael . . . . . . . . . . . . . . .  8l
26. Study for Sir Galahad, Sir Bors, and Sir Percival

Receiving the Sane Grael . . . . . . . . . .  82
27. Sir Galahad, Sir Bors, and Sir Percival Receiving

the Sane Grael. tAn alternative title for 
this work is How Sir Galahad, Sir Bors, and 
Sir. Percival Were Fed With the Sane Grael; 
but Sir Percival1s Sister Died by the Way.) 82

28. The Salutation of Beatrice . . . . . . . . . . .  83
29. Boca Bacxata . . . • . . . . . . . . . «-. . . . .. 8 3
30. Dr. Johnson at the Mitre . . . . . . . . . . . .  81).
31. Lucrezia Borgia. . . . . . . . . . . . . . . . .  81).
32. Sir Tristram and La Belle Yseult Drinking the

Love_f^otxon. . . . . . . . . . . . . . . . .
33. King Reng^s Honeymoon.  ........
34* My Lady Greens leeves  ............
35- Beata Beatrix. . . . . . . .  . . . . . . . . .
3 8 * . . . . . . . . . . . . . . . . . .
37. The Beloved or The Bride . . . . . . . . . . . .
38. A Vision of Fiammetta. . . . . . . . . . . . . .
39. La Pia de{ Tolomei . . . . . . . . . . . . . . .
49. Marx ana.

85
86 
87
87
88 
88
89
90 
90



• ix
LIST OP ILLUSTRATIONS--Continued

Figure Page
l+l. La Donna della Finestra . . 0 0 0 0 0 0 0 0  0 0 91
42. The Boat of Love. . . . . . 0 0 0 0 0 0 0 0 0 0 92
1+3. The Salutation of Beatrice. c o o o e o o e o e 93
kk- The Blessed Damozel (first version) . . . . . . 91+
1+5. Study for Background of The Blessed Damozel . . 91+
1+6. The Blessed Damozel (second version). . . . . . 95



ABSTRACT

Important aspects of the artistic career of Dante 
Gabriel Rossetti can be assessed from the standpoint of 
literature„ As a result of his early and lasting interest 
in literature, themes from novels, poetry, plays and 
legends formed a basis for the greatest portion of his 
artistic output. His selection of literary themes for 
his paintings and drawings helped to alleviate his frus
trations over the choice of a painting career rather than 
a less profitable career in poetry,

Rossetti painted or drew subjects that were espe
cially significant to him. During the last few years of 
his life, the literary figures he portrayed often became 
vivid projections of his own troubled mental state.

At no time in his life did Rossetti neglect his 
literary interests. Periodically, he would concentrate 
on writing rather than on painting.or drawing and it was 
literary interests that directed his career in art.

x



CHAPTER 1

EARLY INFLUENCES ON DANTE GABRIEL ROSSETTI

Gabriel Charles Dante Rossetti, or Dante Gabriel 
Rossetti as he would later call himself, was born May 12, 
18286 Coincidentally, or perhaps prophetically, his birth 
occurred exactly nine months after the death of the poet- 
painter> William Blake.^ Rossetti's lineage was pre
dominantly Italian with only his maternal grandmother ■

Obeing of English descent. His father, Gabriele Rossetti, 
for political reasons had been forced to flee Naples in 
1821. He settled in England where he married Frances 
Polidori. Gabriele never felt totally comfortable in 
England and always hoped that some day he would be able 
to return to his homeland.

Paternal Influence and Early Education
Gabriele Rossetti spent the greater part of his 

years in England as a Dantesque scholar, seeking to find 
the necessary proof to substantiate his belief that Dante, 
along with other great literary figures such as Petrarch,

Kerrison Preston, Blake and Rossetti (London: The 
De La More Press, 19l)i}.), p. 39.

^Within the text, "Rossetti" refers to Dante 
Gabriel Rossetti.

1



Boccaccio and Chaucer, belonged to a secret masonic sect.^ 
The Rossetti children, Marie, Gabriel, William, and Chris
tina, often listened to the spirited talk of their father 
and the Italian patriots he invited into their home, 
Gabriele’s friends, for the most part, were individuals 
like himself who had found it politically necessary to 
leave their homeland.^-

Dante Gabriel Rossetti’s preliminary education was
undertaken by his mother, who appears.to have been the
more stable of the two.parentsThe education he received
outside of his home was of a somewhat limited nature since
he was not a very patient or attentive student. In 1836,
at the age of eight, he entered King’s College* At the age
of fifteen, he left King’s and entered Cary’s Art Academy,
Prom there, in I8I4.6, Rossetti passed to the Antique School
of the Royal Academy where he was not, according to Academy

£standards, an exceptional student,

^Oswald Doughty, A Victorian Romantic; Dante Gabriel 
Rossetti (2nd ed„| London; Oxford University Press, 19&0), 
P. 33.

^Elisabeth Luther Cary, The Rossettis; Dante Gabriel 
and Christina (New York and London; G, P, Putnam’s Sons,
1900), p. 7.

'’Gordon H. Fleming, Rossetti and the Pre-Raphaelite 
Brotherhood (London; Hart-Davies, 19^), pT 3.

^Esther Wood, Dante Gabriel Rossetti and the Pre- 
Raphaelite Movement (London; Sampson, Low, Mars ton, I89I4.), 
p. 23.



• The Early Literary Influences
A great portion of Rossetti’s learning difficulties 

as a young man stemmed from his indecision as to whether 
he should devote himself to painting or to poetry.

During his academic training he would ignore
literary subjects which were not interesting to him.^
William Michael Rossetti comments that,

Rossetti's early reading had been almost entirely 
of a romantic and imaginative kind— the Arabian 
Knights, Shakespeare, Scott, Byron, Shelley,
Keats, and an assortment of Gothic and terror 
literature, "brigand tales9 and so forth* At the 
Antique School of the Royal Academy he was con
stantly making sketches of "knights rescuing 
ladies, of lovers in medieval dress, illustrating 
stirring incidents of romantic poets,

Perhaps, it would be more accurate to state that 
Rossetti attended the reading-room of the, British Museum 
rather than the Royal Academy,^ It was in the British 
Museum that a very important artistic influence occurred 
in Rossetti's life, For the price of ten shillings he 
purchased, from a museum attendant, a large book filled 
with William Blake's writings and designs. This occurred
in iSLj.?.10

^Fleming, p. 22,
8Graham Hough, The Last Romantics (New York: Barnes

and Noble, 1961), p, i}.?*
Cary, p, 19.

^Fleming, p, 22,



Blake's artistic career is strikingly similar to 
that of Rossetti's„ His pictorial art, like Rossetti's, 
is extremely literary. Along with subjects from the Bible 
and Milton, Blake frequently depicted scenes from Dante 
and he also illustrated his own poems. Rossetti also 
used subjects from Dante for his paintings and drawings 
and he frequently illustrated his own poems.

Initially, as Oswald Doughty points out, Rossetti
showed very little interest in the works of Dante.
Doughty attributes this as a reaction on the part of the
young Rossetti against his father's intense concern with

IPthe Italian poet. In I8I4.5 however, Rossetti overcame 
this early aversion and began to make verse translations 
of Dante's work.

William Holman Hunt mentions some additional
literary interests Rossetti had while still quite young1

He (Rossetti) delighted most in those poems for 
which the world then had shown but little appreci
ation. "Bordello" and "Paracelsus" he would give 
from memory by twenty pages at a time, and in turn 
came the shorter inventions of Browning, which were 
more within the compass of attention suddenly 
appealed to. Then would follow the grand rhetoric 
from Taylor's Philip Van Artevelde, . . .  To this

11Robert Schmutzler, Art Nouveau (New York: Harry
N. Abrams, Inc., 1962), p.

l^Doughty, A-Victorian Romantic . . ., p. 39.



5
would follow the pathetic strains of William 
Bell Scott's ’'Rosabel” „ „ 613

According to William Michael Rossetti, it was in 
iSljl)- or 184.5 that the poems of Elizabeth Barrett Browning 
. came to the attention of Dante Gabriel, and himself . The 
poetry of Robert Browning did not become of interest to 
them until about two years later.

On October 1?, I8I4.7, Dante wrote a letter to Robert 
Browning asking him if he was the author of an anonymously 
published poem, "Pauline”. M u c h  to Rossetti's pleasure, 
Browning replied in the affirmative.

During the same year, Rossetti also wrote to the
poet, William Bell Scott. A letter dated November 25th
to Scott, reveals Rossetti's interest in this poet's work;

A few years ago I met for the first time (in a 
publication called the Story-Teller) with your 
two poems, "Rosabell” and ”A Dream of Love”.
So beautiful, so original did they appear to me,
that I assure you I could think of little else
for several days. . . .1° •

^William Holman Hunt, Pre-Raphaelltism and the 
Pre-Raphaelite Brotherhood (London and New York; Macmillan 
and Co.’, 1905), Vol. I, p. 145-

14William Michael Rossetti, Some Reminiscences 
(New York; Charles Scribner's Sons^ 1906), Vol. I, p. 232.

•^Dante Gabriel Rossetti, Letters of Dante Gabriel 
Rossetti, eds. Oswald Doughty and J, R. Wahl (Oxford; 
Clarendon Press, 1965), Vol. I,.pp. 32-33.

l^Ibid., pp. 33-34.



CHAPTER 2

PRE “RAPHAEI.IT ISM

The effects of the Industrial Revolution were being 
felt in nineteenth century Englande The factories resulted 
in a new urban working class and the population of the 
cities increased tremendously with families moving from 
the country to work in the factories. Wages were low and 
working hours and conditions were often unbearable. Chil
dren worked alongside adults, putting in the same amount 
of hours. The factory workers' cry for reforms were often 
unheeded by management and the result was greater dissatis
faction and unrest.

Artistically however, there were no noticeable 
changes in England during the first half of the nineteenth 
century, A few of the Academy members, notably Augustus 
L, Egg, H, N, O ’Neil, John Phillip, and Richard Dadd con
sidered the Royal Academy old-fashioned, but they did not 
effect any changes. The tenets of Sir Joshua Reynolds, as 
put forth in his first Discourse, were still adhered to, 
Reynolds had instructed the art student to: (1) study the
work of your predecessors, (2) observe the generally 
accepted rules of art, (3) follow your own judgment when 
working, Gordon Fleming asserts that the Royal Academy

6



maintained the' first and second principles, but lost sight 
of the thirdo -̂7 According to William Michael Rossetti, 
the school of painting in Britain during the middle of the 
nineteenth century, "had sunk far below what it had been 
in the days of Hogarth, Reynolds, Gainsborough, and Blake, 
and its ordinary average had come to be something for which 
commonplace is a laudatory term, and imbecility a not

Qexcessive one„"

The Aesthetic Nature of Pre-Raphaelite Art 
Poets and writers expressed the bewilderment and 

uneasiness of the times. There arose a need for a new 
belief, a need to find something steadfast and non-changing 
in a rapidly changing world. The poet James Thomson in 
I87O began the poem,. The City of Dreadful Night where he 
expressed his pessimistic beliefs

I find no hint throughout the Universe 
Of good or ill, of blessing or of cursej 

I find alone Necessity Supremej 
With infinite Mystery, abysmal, dark.
Unlighted ever by the faintest spark -,9For us the flitting shadows of a dream,
e 0 0 o e e ® © 0 e e ® © e o e e e o e e

^Fleming, p, ?.
^William Michael Rossetti, Preface to "The Germ” 

(London; E „ Stock, 1901), pp, 5-6.
19Jerome H„ Buckley and George B, Woods (eds,), 

Poetry of the Victorian Period (Chicago, Atlanta, etc,; 
Scott, Foresman and Co., 1965), p. 595. ■



8
The poetess Elizabeth Barret Browning wrote The Cry of.
the Children in l81j.3 to protest the inhumane treatment of
children in the factories and mines0

Not all the literature of this period, however,
was serious in intent, Lewis Carroll1 s l!Jabberwocky" and
Edward Lear's "The Owl and the Pussy Cat" were also
written during the 1800's,

One literary trend, Pre-Raphael!tism, was somewhat
of an anachronism. At least superficially; it belonged
more to the previous Romantic Age than it did to the
Victorian, John Heath-Stubbs points out that the poetry
of the Pre-Raphaelites was "boundup with a doctrine which
limited the scope of poetry to the sphere of purely
aesthetic experience, so that it abdicated its right to
speak, as the earlier Romantic poets had spoken with a

20universal relevance to contemporary human destiny," 
Romantic poetry certainly did have "universal 

relevance," Even the seemingly lighter works of the 
Romantic poet, William Wordsworth, were envisioned by the 
poet as revealing "the primary laws of our nature,

20John Heath-Stubbs, "Pre-Raphaelitism and the 
Aesthetic Withdrawal," The Darkenling Plain; A Study of 
the Later Fortunes of Romanticism in English Poetry from 
George Parley to W, B7~~Yeati [London: Eyre and Spottis-
wo ode, 1956), p® xv.

^David Perkins (ed.), "Preface, Second Edition of 
the Lyrical Ballads," in English Romantic Writers (New 
York, Chicago, etc: Harcourt. Brace & World, Inc., 196?), 
p, 321,



9
Certain works of the period however, such as Samuel 
Taylor Coleridge 1s "Kubla Khan" were actually quite 
aesthetic in nature.

Heath-Stubb1s analysis of Pre-Raphaelite poetry 
as belonging to the realm of the "purely aesthetic" is, 
perhaps, in great part, accurate; and the term can be 
applied to Pre-Raphaelite painting as well. The term - 
does not need to be applied in a derogatory manner how
ever, since in today's world, the "purely aesthetic" can 
be a satisfying statement in itself, This was not true 
during the Victorian age,

The Founding of the Pre-Raphaelites 
Pre-Raphaelitism had its beginning in I8I4.8, one 

year before Courbet painted his Stonebreakers, Gordon 
Fleming believes the date of the first meeting was as 
early as September 18^8,

The original group consisted of seven, a sacred 
number, and therefore considered "perfectly fitting" for 
artists who would surely become "the world's greatest

pobrotherhood of artists , . ." The instigators of the 
movement were Dante Gabriel Rossetti, John Everett Millais 
and William Holman Hunt, The other four members were 
Thomas Woolner, a sculptor whose range of interests also

22Fleming, p. 76,
23Ibid., p, 73.
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included English literature| a minor painter, James.Col- 
linsons Rossetti’s brother, William; and Frederic George 
Stephens who had taken a few painting lessons from Holman 
Hunt.̂  These men were contemporaries of the French 
painters Manet, Pissarro and Degas, who would later be 
labeled "Impressionists,

A question arises as to who was the initial insti
gator of the movemente Oswald Doughty emphatically states 
that Hunt, not Rossetti, was the founder of Pre-Raphael- 
itism.26 This problem is beyond the scope of this paper, 
but a joint instigation as suggested by Fleming, appears 
to be more plausible.

2^Ibid., pp. 70-72.
2^The general French attitude towards Pre-Raphaelite 

painting was that it was "sentimental.11 Camille Pissarro 
saw the first French exhibition of the British Pre-Raphael
ite paintings at the Paris World’s Fair in 1855. Thirty- 
six years later in a letter to his son, Lucien, then 
studying painting in England, Pissarro warns him about a 
certain "sentimental" tendency in his work; a tendency found 
in Pre-Raphaelite art:

. . .  I recognized at once the sentimental 
and Christian tendency in your crowned figure . . . 
it was not the drawing, but the attitude, the 
character, the expression, the general physiog
nomy. . . . the figure itself is conventional in
relation to your art.— There is not only this 
jarring note, but also, I insist, a sentimental 
element characteristically English . . .  an element 
found in many of the Pre-Raphaelites . . .
(Eragny, July 8, 1891). Camille Pissarro, Letters 
to His Son Lucien, ed. John Rewald (Hew York;
Pantheon Books, Inc., 194-3), p. 179.
Q ZLDoughty, A Victorian Romantic . . ., p. 67.
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Walter Hamilton asserts that although Rossetti 

may not have been the "actual founder of the school, his 
genius and admitted abilities, both in poetry and painting, 
rendered him a typical representative of the movement, in 
which the combination of the two arts is constantly aimed 
at, the one being held to be the complement of the
other.

Of the initial members, Rossetti remained the most 
faithful to its particular romantic spirit. In 18^, 
Millais was elected tq the Royal Academy and his contact 
with Rossetti and his interest in Pre-Raphaelite art 
declined. Hunt, in the same year, took his first trip to 
the Middle East where he painted subjects such as The 
Scapegoat to express his religious convictions. Collin™ . 
son produced only a few paintings that could be called 
Pre-Raphaelite and Woolner who had gone to Australia in 
1852 to find his fortune in the gold mines, returned to 
England in 1851+ where he became a conventional portrait 
painter. William Rossetti had never been a painter and in 
1850, Stephens abandoned any attempts at painting and 
became'an art critic.

^^Walter Hamilton, The Aesthetic Movement in Eng
land (3rd ed.; London: Reeves & Turner, 1082), p. 51 *



Literary Trend of the Brotherhood
Henry C „ Marillier points out that a character

istic of the Pre-Raphaelite Brotherhood was "its remark
able literary strength," Of the seven original members 
two, William Michael Rossetti and Frederic George Stephens, 
were writers by preference, while "Gabriel Rossetti was
o , „ a poet before he could be called a painter, and a

28poet of the first order." Woolner and Collinson would 
also write on occasion while Hunt was engaged in reading 
Keats and Millais was making an attempt to write verse. 
Gabriel Rossetti would recite Coventry Patmore's poetry, 
while Robert and Elizabeth Browning were frequently dis
cussed.^9

Esther Wood, a late nineteenth century writer, 
considered Pre-Raphae11tism to be a type of ethical revo
lution. She envisioned the Pre-Raphaelite movement as 
presenting "a combination of the highest poetry with the 
highest pictorial and decorative art incomparable with 
anything since the days of Michelangelo."30

28Henry C. Marillier, Rossetti; Bells Miniature 
Series of Painters (London; Bell & Sons, 1966), p. 3$.

^T. Earle Welby, The Victorian Romantics, 18^0- 
I87O (Hamden, Conn.; Archon Books", 1966), p% IB*!

30E. Wood, p. 165.
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The Nature of Pre-Raphaelite Art

The initial guideline for the Pre-Raphaelites was 
Buskin' s Modern Painters. John Buskin urged, the artist 
to look to nature rather than to art of the past for 
inspiration and the Brotherhood, at least initially, 
tried to adhere to this rule» In The Last Bomantics, 
Graham Hough views the Pre-Baphaelite movement as "a late 
flowering of the major romantic movement, (that involving 
Scott, Leigh Hunt, Wordsworth, and Byron) induced by the 
new excitement about visual art for which Buskin was 
responsible."-^ Hough further states that "English art 
in the nineteenth century presents a confusing picture, 
but with the notable exception of Blake and his followers, 
.the sense of a new heaven and a new earth that pervades 
romantic literature had not communicated itself to the 
painters.

Pre-Baphaelite art conveyed a sense of mysticism, 
not necessarily spiritual, but finding its source in 
legends, a "mysticism having to do with mystery and 
r o m a n c e . "33 Pre-Baphaelite art presented the world with 
a new variety of spiritualism.

3lHough, p. i|l.
32ibid. .
33m . Katzin, "Pre-Baphaelitism, Buskinism and 

French Symbolism," Art Journal, 25, no. 1|_ (Summer, 1966),
P- 324-9.



lij.
Aside from the short-lived technical interest in 

Ruskin1s theory, the Brotherhood was actually more enthu
siastic about the subjects for their paintings„ Stephen 
Spender writes that "Rather than to say „ „ „ they shared 
a common formula for painting, it is more truthful to say 
that they shared an influence— that of Keats1 Isabella and 
La Belle Dame Sans Merci, They looked to Keats, Shakes- • 
peare, the Bible and Dante for subjects and scenery for 
their pictures.

It was more of a "Keats’ Brotherhood" than a Pre- 
Raphaelite Brotherhood, since in actuality the members 
knew very little about the art before Raphael. It was 
William Holman Hunt's painting of Keats' poem. The Eve of 
St. Agnes, that so enchanted Rossetti he made a personal 
attempt to see and be instructed by Hunt.

The Pre-Raphaelites were very excited about Keats' 
poetry and its wealth of detail that could be translated 
into visual art» During the first days of the Brotherhood 
each artist was to make an etching of a scene in Keat's 
Isabella, but this project was never carried out.-^

^Stephen Spender, "The Pre-Raphaelite Literary 
Painters," New Writings and Daylight, 6 (1914-5), p. 126.

3-^Raymond Watkinson, Pre-Raphaelite Art and Design 
(Greenwich, Conn.; New York Graphic Society, Ltd., 1970)', 
p, I4.I.

3&Marillier, Rossetti: . . p. 19.



From a Keatsian source comes a partial substantia
tion for the Brotherhood’s name * On August 20, I8I4.8, 
Rossetti wrote a letter to his brother, William, in which 
he stated that he had been reading the first volume of 
Keats (this is Monckton Milnes, The Life and Letters of 
John Keats), Rossetti writes that "He [Keats ] seems to 
have been a glorious fellow and says in one place . „ » 
that, having just looked over a folio of the first and 
second schools of Italian painting, he has come to the 
conclusion that the early men surpassed even Raphael
himself."37

Esther Wood states that Keats was such a fasci
nating poet for the Pre-Raphaelites because of his "recon
ciliation of the flesh to the spirit" and his attainment 
of the "perfect blending of the Greek spirit with the 
temper of Romance. . „ ."3® It is more likely, however, 
as Oswald Doughty suggested, that it is the symbolic 
nature of Keats’ poetry expressed through the use of detail 
that so fascinated the Pre-Raphaelites, especially Rossetti, 
rather than the "Greek spirit."

When the Pre-Raphaelite painters treated religious 
subjects, the result was often different from what the 
Victorian world had been accustomed to seeing. 'A certain

37R0ssetti, Letters . . ., p. 1+0.
38e _ .W o o d j  p e  58.
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humanization1occurred in the realm of religious paintingse 
Much to the chagrin of some contemporary critics, includ- 
ing Charles Dickens. Christ and the Virgin Mary became 
representatives of the noble man and woman who could,

onperhaps, be any noble man or woman, 7
A concern with the legendary past, coupled with 

an insistence on painting details, resulted in a certain 
dualism in their art. The concern with detail in Pre- 
Raphaelite paintings is also found in their poetry. In 
literature, as has been so aptly pointed out by T. Earle 
Melby, "The means may be admired without perception of the 
end, and the words which are really no more to the writer 
than colours to the painter or the separate notes to the 
musician may be promoted to undue importance, He goes 
on to comment that the more literary painting becomes, 
the more apt it is to suffer from the same criticism as 
literature, with Pre-Raphaelite art as one of the examples 
of such criticism. For some critics, however, it is just 
this attention to detail that makes Pre-Raphaelite art 
novel and exciting. John Heath-Stubbs remarks that "Their 
very insistence upon visual exactness in their imagery 
gives to their works a kind of detachment and remoteness.

39Ibid., p. 201.
4%elby, p. 152.
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We seem to be gazing at something a long way off, as 
through the -wrong end. of a telescope6 „ „ . The world
we are presented with often seems to be one we do not . 
know, one from another time*

^■Iheath-Stubbs, p. 1^7«



CHAPTER 3

THE WORLD OP ROSSETTI

Dante Gabriel Rossetti is perhaps the most mystical 
and otherworldy of any of the Pre-Raphaelites, in his 
paintings and in his poetry. He appears to have inhabited 
a very personal dream world. At one time, Rossetti stated 
"I do not wrap myself up in my own imaginings, it is they 
that envelop me from the outer world whether I will or 
n o , J o h n  Heath-Stubbs considers Rossetti as an “Ex
plorer of the subconscious of subtle states of mind 
between waking and sleeping.

Rossetti used art, whether poetry or painting, as 
a medium through which he could present aspects of the emo 
tions. Nicolette Gray in Rossetti, Dante and Ourselves, 
interprets this as a depiction of “the tenseness of a 
moment of realization, the whole being of a man absorbed 
into his consciousness, man as he seems most completely 
alive and himself „

^Oswald Doughty, "Rossetti’s Conception of the ’Poetic’ in Poetry and Painting,” Essays by Divers Hands 
(London; Oxford University Press, 1953), p7'*~9BT'’"~~

^Heath-Stubbs, p. 156.
^Nicolette Gray, Rossetti, Dante and Ourselves 

(London; Faber & Faber [1914-5? )), p. 21|..
18



19
Selection of Subjects _

Why did Rossetti so frequently choose known 
literary figures to represent his ideas? In perusing 
his paintings, it is quit© evident that he was not 
interested in telling a new story; the stories were 
already known» It is more likely Rossetti was concerned 
with a thorough study of the characters* Something 
further is also suggested: Rossetti's subjects became
expressions or extensions of his own life.

Dante Alighieri's Beatrice became a symbol of a 
perfect and ideal love to Rossetti, first represented by 
Elizabeth Siddal who became Rossetti’s wife, and then by 
Jane Burden who became the wife of William Morris„ They 
were not divine figures in the sense that Dante's 
Beatrice was divine, but they were romantic idealizations.

Oswald Doughty cites two "intellectual ideas" used 
repeatedly by Rossetti: Medievalism and Platonism.^
The medieval element is somewhat superficial in nature 
since Rossetti was extremely conscious of trying to be 
medieval. The Platonic element, however, is evident in 
Rossetti’s search for the ideal woman who would represent 
absolute Beauty, Truth and Goodness. Doughty interprets 
the women Rossetti portrayed as "the experience of his own

^Doughty, "Rossetti's Conception of the 'Poetic1 
« . p. 99.



soul, as he tried to live his myth, his ideal vision.
Zj.6amidst the frustration of the outer world of reality,"

Rossetti1s female portraits were usually attempts 
by the artist to place a living individual into a pre
conceived literary notion. When his models did not meet 
his preconceived idealistic expectations, Rossetti'became 
frustrated, but he would not abandon his image —-it was 
too real for him. He believed that Beatrice of the Vita 
Nuova was a real woman in Dante’s life, not purely a 
symbolic f i g u r e , Why, then, could not his figures be 
both real and symbolic? Arthur Symons has pointed out 
that "Part of what hypnotizes us in his work is, no doubt, 
that sense of personal tragedy which comes to us out of 
its elaborate beauty: the eternal tragedy of those who
have loved the absolute in beauty too well, and with too 
mortal a thirst,

Technical Aspects
Rossetti, perhaps more so than the other Pre- 

Raphaelites , found it almost impossible to adhere to

^6Ibid., pp. 100-101,
^William Michael Rossetti (ed,), Rusking Ros

setti: Pre-Raphaelitism; Papers I85I4. to"TB52" (Hew York:
Dodd, Mead & Co,.; London: George Allen, 1599), p, 262,

^Arthur Symons, Figures of Several Centuries
(London: Constable & Co., Ltd., 1916), p, 206.
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Buskin's theory of painting directly from nature. In
April l8$0, Rossetti sent a poem to John Lucas Tupper
expressing his frustration with painting from nature:

Though as to Nature, Jack,
(Poor dear old hack!)
--Touching sky, sun, stone, stick, and stack,-- 
I guess I'm half a quack;
For whom ten lines of Browning whack 
The whole of the Zodiac

Concentration on Objects -
Everyday reality had little appeal for Rossetti.

His lone painting. Found, dealing with a more or less 
contemporary subject, prostitution and the fallen woman, 
was never completed. When he did concentrate on the clear 
rendering of some object, it was to give reality to his 
dream world, to make it more tangible. This concentration 
is, perhaps, one of the more unsettling aspects of Rosset
ti's art and is similar to the half-awake, half-asleep 
world in the poetry of John Keats.

Rossetti concentrated on those objects holding a 
particular, personal importance for him. His sketches 
and paintings, like his poems, are crowded with objects. 
Literary images are translated into symbolic objects 
possessing a value beyond their mere visual existencee

^Rossetti, Letters . . ■ ., p. 89.
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Stephen Spender points out that these objects in Ros
setti’s paintings are '’crystallizations of aspects of 
his own personality. . „ ,

Treatment of Space
Martin Wood states that in order to appreciate any

iwork of art it is necessary to enter into the particular 
mood in which it was created, and since Rossetti’s art 
"stands in no relation whatever to the workaday world" 
it cannot be understood on a worldly levelĉ  In addi
tion to the attention to detail in his paintings, Ros
setti also manipulated space in order to create his dream 
world.

Rossetti often used the half or partly seen. It 
is not unlikely that he was influenced by Ford Madox Brown 
who also used this device.^ In Rossetti’s art, this 
device becomes almost literary.

Literature can suggest and intimate things by giving 
the reader just enough information, or the right kind of 
information, to excite and make one believe that something 
beyond the common or ordinary is taking place. The reader 
then searches beyond the surface value of the written

50Spender, p. 128.
-^Martin Wood, The Drawings of Rossetti (London:

G. Newnes, Ltd.; New York; C. Scribner’s Sons' [19051) >
Po 9o

52.Watkinspn, p. 114-9.. ..



23
material. In a drawing or painting such intimation is 
more difficult to achieve, but Rossetti attempted it by 
the use of small, enclosed environments and the partially 
visible.

The use of this device can be seen in The Tune of 
Seven Towers, a water-color done in 1857 (Pig. 1. For con
venience in handling, the figures are placed at the end of 
the text.) Here, a panel opens up in the back wall of the 
bed and an arm extends through, laying a branch on the bed. 
In Sir Launcelot Escaping from Guenevere's Chamber, a pen 
and ink drawing from lQ$7> Rossetti rendered an extremely 
confined atmosphere, one in which the figures cannot 
comfortably exist (Pig. 2).

Some of these contrived extensions of space could 
possibly be considered as examples of poor drawing or 
painting on the part of the artist. Rosetti however, 
used such devices too often— frequently even redoing a 
work at a later date with the same, or nearly the same, 
spatial arrangement for It to be purely a mark of incompe
tence.

It would seem that Rossetti consciously created a 
particular atmosphere, one of airlessness. This is also 
apparent in much of his poetry, as in an I8I4.7 poem. The 
Bride's Prelude. Three stanzas of the poem, the opening 
stanza and the two following found later in the poem, 
illustrate this effect;



"SISTER,11 said busy Amelotte 
To listless Aloysej 

“Along your wedding-road the wheat 
Bends as to hear your horse's feet 
And the noonday stands still for heat,

Here Rossetti has set the time of day and told the reader
what it is likee In the next quoted stanza, the interior
atmosphere is presented;

She would have pushed the lattice wide 
To gain what breeze might be?

But marking that no leaf once beat 
The outside casement, it seemed meet 
Not to bring in more scent and h e  a t ,  54-

Throughout the poem, Rossetti emphasized the stifling
atmosphere:

The room lay still in dusty glare.
Having no sound through it 

Except the chirp of a caged bird 
That came and ceased; and if she stirred,
Amelotte's raiment could be heard,55

Not only the bird is caged in this poem, but the people as
well are enduring a type of unhealthy confinement, Rossetti
has created the same type of closed atmosphere as in the
Sir Launcelot drawing or The Tune of Seven Towers.

Peter Taylor Forsyth writes regarding Rossetti's
paintings;

How strange is the atmosphere we are in! How 
utterly alien to our common air! There is a

53Dante Gabriel Rossetti, “The Bride's prelude,” in 
The Collected Works, Vol, I, ed. William Michael Rossetti 
(London; Ellis and Elvey, 1 8 8 ? ) , p. 3 5 .

^Ibid,, p. 38.
^Ibid., p. 4-0<.



sultry tropical feeling around, the heavy opulence of lands not ours, and passions to 
which our common lives are strange, We feel 
all the bewildering associations of t h e  
wizard’s chamber„ Our senses misgive us„ We 
are oppressed, the room seems laden..We are 
ready for magic. In mirrors are glimpses of 
solemn beauty. In globes are vistas of hope
less tragedy . . .5°

^Peter Taylor Forsyth, Religion in Recent Art; 
Expository Lectures on Rossetti, Burne-Jones, Watts, 
Holman Hunt, and Wagner (London; Hodler and Stoughton, 
1905), p. 9.



CHAPTER if.

LITERARY THEMES THROUGHOUT ROSSETTI'S 
ARTISTIC CAREER

In the following discussion of Rossetti's art, an 
attempt has been made to select those works most repre
sentative of the artist during his careere Works are 
usually discussed chronologically* A repetition of a 
work at a later date will be commented upon if it is of 
particular merit or significance. Works of a religious 
nature appear somewhat sporadically throughout Rossetti's 
career. Quite often they were specific commissions, or 
done during interim periods when Rossetti was searching 
for new subjects. In either case, these Biblically derived 
works usually cannot be considered representative of the 
artist and, therefore, may not be discussed.

The Academy to Brown 
During Rossetti's years at the Royal Academy, l8i|.6 

and l81|_7, his artistic output was confined to pencil or 
pen and ink sketches of those literary subjects he found 
particularly interesting. One of these subjects was 
Goethe's Paust. A pen and brown ink drawing of Mephis- 
topheles Outside Gretchen's Cell is dated I8I4.6 (Pig. 3),

26
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Prom this drawing, it is readily apparent that Rossetti 
did not possess any great technical skill at this time„

Another of his favorite subjects during this . 
period was "The Raven" by Edgar Allan Poe. Three alter
native designs have been catalogued for this subject.
One of the designs is illustrated heree A man is shown 
surprised at his reading by a group of female spirits . 
or angels (Pig. Ij.). Other subjects derived from the 
works of Poe and executed in these early years were 
The Sleeper and Ulalume.

By March l81|_8, RoSsetti abandoned the rigid train
ing Of the Academy and turned to Ford Madox Brown for 
instruction. As early as 18I4.I, he had seen an example of 
the older man’s work. This was a picture entitled 
Giaour’s Confession taken from a poem by Byron. In a 
letter of March l8ij.8 to Brown, Rossetti asserted that he 
would like to place himself under Brown’s tutelage in 
order to gain "some knowledge of colour (which I have 
scarcely attempted), . . ."^7 Another obvious interest 
Brown’s work held for Rossetti was its literary trend. 
Many of Brown’s early works were based on Byronic poems 
such as the Prisoner of Chillon and Manfred.^®

-^Rossetti, Letters . . ., p. 36.
—  — —

Fleming, p. 3lp.



28
The story of Brown’s hurried journey to 50 Char

lotte Street in disbelief of the seriousness of Rossetti’s 
request for instruction is well known. Finding, however, 
that the young man was completely serious, and the request 
had not been a hoax. Brown agreed to take Rossetti on as 
a pupil without any payment.' As with the Academy, Ros
setti soon found Brown’s methodical manner of study tiring 
and he began to look for another artist to instruct him.

The Year of the Brotherhood 
May, I84.8, marked the opening of the eightieth 

exhibition of the Royal Academy. Of the 840 entries, it 
seems Rossetti was most enthusiastic about number 804. The 
painting by William Holman Hunt depicted the concluding 
incident in John Keat’s poem. The Eve of St. Agnes, where 
Madeline and Porphyro escape from the-castle

Rossetti boisterously declared that it was by far 
the best work in the exhibition and whether to silence 
the energetic Rossetti, or out of an appreciation for his 
obvious interest in the painting, its creator. Hunt, agreed 
to let Rossetti visit him at his home. The result was 
Rossetti’s transference of his artistic training from 
Brown’s studio to that of Hunt. Allegedly, the move was 
made in order to receive further technical training, but

^ Ihid., p. 43.
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it is very probable that Rossetti was influenced by 
Hunt’s obvious interest in Keatse

First Major Painting
The Girlhood of Mary Virgin was begun in Hunt’s

studio (Pig. 5)<> In a letter to his brother dated August
20, I8I4.8, Rossetti mentions doing a study for the figure
of St. Anne. To accompany this painting, Rossetti
composed two sonnets reproduced in full below. These were
printed on gold-covered paper and attached to the frame of
the p i c t u r e T h e  second sonnet describes the painting.

This is that blessed Mary, pre-elect
God’s Virgin. Gone is a great while, and she 
Dwelt young in Nazareth of Galilee.

Unto God’s will, she brought devout respect. 
Profound simplicity of intellect.

And supreme patience. From her mother’s knee 
Faithful and hopeful; wise in charity;

Strong in grave peace; in pity circumspect.
So held she through her girlhood; as it were 

An angel-watered lily, that hear God
Grows and is quiet. Till, one dawn at home 

She woke in her white bed, and had no fear
At all,--yet wept till sunshine, and felt awed: 
Because the fulness of the time was come.

These are the symbols. On that cloth of red 
I’ the centre is the Tripoint: perfect each.
Except the second of its points, to teach 

That Christ is not yet born. The Books--whose head

^Rossetti, Letters . . p. 39.
^Virginia Surtees, The Paintings and Drawings of 

Dante Gabriel Rossetti (lo28"~T882y, A Catalogue Raisonnh, 
Vol." I ("Oxford: Clarendon Press, 1971)V p. IT"!
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Is golden Charity* as Paul hath said--

Those virtues are wherein the soul is rich; 
Therefore on them the lily standeth, which

Is Innocence, being interpreted.
The seven-thorn’d briar and the palm seven-leaved 

Are her great sorrow and her great reward.
Until the end be full, the Holy One

Abides without. She soon shall have achieved 
Her perfect purity: yea, God the Lord

Shall soon vouchsafe His Son to be her Son.
In considering the painting and its accompanying 

poetry, it is quite evident that at this time Rossetti 
was a more proficient poet than a painter.

During 18^8, Rossetti spent.a great deal of time 
on his first oil painting and in organizing the Pre- 
Raphaelite Brotherhood. He did, however, do a number of 
minor works based on literary themes.

Samuel Taylor Coleridge’s poem entitled Love is the 
inspiration for a pen and ink drawing (Pig. 6). The 
heroine of Coleridge’s poem is named Genevieve. The lines 
of Love illustrated here are:

She lean’d against the armed man.
The statue of the armed knight;
She stood and listened to my lay.

Amid the lingering light.
I played a soft and doleful air,
I sang an old and moving story--
An old rude song, that suited well 

That ruin wild and hoary.
In the drawing, Rossetti rendered a quite accurate 

picture of the scene presented in the poem. Perhaps, the 
drawing is too accurate. And one may ask the question:
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"Does the poem benefit from this visual representation, or
is it not more beautiful in itself?"

Robert Browning's Pippa Passes provided Rossetti
with a source for a drawing entitled "Hist'" said Kate
the Queen. A letter dated August 30, 18)4.8, to William
Rossetti mentions both the drawing of Coleridge's Genevieve
and the Browning design: "The night before last I sat up
and made a design of Coleridge’s Genevieve, . . . It took
me from eleven to six in the morning. I have also designed
very carefully "Hist!," said Kate the Queen, which has come
w e l l , "62 The whereabouts of this early design is not
known, but a sketch for an intended oil version of I8I4.9
is extant (Fig. 7)« The lines from Pippa Passes Rossetti
appears to have portrayed are;

"Hist, "-— said Kate the Queen;
But "Oh," cried the maiden, binding her tresses,
" 'Tis only a page that carols unseen,
Crumbling your hounds their messesJ"
It should be noted that a number of years prior to 

this, Rossetti had used Elizabeth Barret Browning’s ro
mantic poem entitled The Romaunt of Margret as the subject
matter for a pen and ink sketch. Only a fragment of this 

63work remains.

 62 ~Rossetti, Letters .. . p. I4.2.
61 ~ ~^Surtees, p„ 5>.
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The interest in Browning continues into the next 

year with TaurelTo's First Sight of Fortune from Brown
ing's Bordello and a water-color (with pen and ink under
neath) entitled The Laboratory from a poem bearing the 
same name.

The Laboratory is particularly illustrative of the 
poem it was inspired by (Pig. 8). The jealous woman 
anxiously looks over the apothecary's array of chemicals, 
and asks:

As thou pliest thy' trade in this devil's smithy--
Which is the poison to poison her, prithee?
This water-color aptly illustrates Rossetti’s use 

of a confined space and also shows the influence on his 
art from the trip he and Hunt took to the Continent in the 
fall of, l8l|.9. Prom his letters on this journey, it is 
apparent that he was particularly enthused by the works of 
two northern artists, Memling and Van Eyck.

The Dantesque Subject
l8l}.9 marks the beginning of what was the most con

sistent literary influence on Rossetti's art, that of 
Dante. A pen and ink drawing entitled The First Anniversary 
of the Death of Beatrice is dated '18^9? (Fig. 9). Beneath 
the drawing, Rossetti printed its subject;

On that day on which a whole year was completed 
since my lady had been born into the life eternal,-- 
remembering me of her as 1 sat alone, I betook my
self to draw the resemblance of an Angel upon
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certain tablets„ And while I did this, chancing 
to turn my head, I perceived that some were stand- * 
ing beside me to whom I should have given 
courteous welcome, and that they were observing 
what I did: : also I learned afterwards that they 
had been there a while before I perceived them.' 
Perceiving whom, I arose for salutation, and said: 
"Another was with me." See Dante's "Autobiography" 
of his early life e

As Virginia Surtees mentions, this drawing has a 
certain "stiffness and angularity" quite typical of early 
Pre-Raphaelite works.^  was apparent in The Laboratory
water-color of I8I4.9, Rossetti had begun to pay close 
attention to detail in his works.

The idea for this work had obviously taken place
much earlier in the artist’s life. This is made apparent
in a letter by Rossetti to his godfather, Charles Lyell,
dated November ll|., I84.8:

. . .  Ever since I have read the Vita Nuova, I 
have always borne it in mind as a work offering 
admirable opportunities for pictorial illustra
tion: a task which I am now resolved to attempt.
The other subjects which I propose treating are 
as follows; 1st, the first meeting of Dante and 
Beatrice (already commenced); 2nd, the second 
meeting; 3rd, the salutation denied; i|th, Dante 
treated with scorn by Beatrice at the Medding- 
Peast; 5th Dante questioned by the ladies; 6th 
Dante’s dream; 7th> Dante requested to write by 
the kinsman of Beatrice; 8th, Dante perceives a 
lady who is observing his grief from a window;
9th, Dante’s vision of the Childhood of Beatrice;
10th, Dante and the pilgrims.

^^"Surtees, p. 12.
^Rossetti, Letters . . p. i|_9.
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In this same letter, Rossetti also stated.that he 
had recently finished his translation of Dante6s Vita 
Nuova and had completed three designs based on this work; 
Dante overhearing the conversation of the friends of 
Beatrice after the death of her father; Dante interrupted 
while drawing an angel in memory of Beatrice; and an 
emblematical frontispiece. The last work, Rossetti men
tioned as featuring Dante on one side and Beatrice on the 
other with Love in the center holding a sun dial in one 
hand and a lamp in the other. Death stands behind Love
and draws from Love’s quiver an arrow with which he will

AAstrike Beatrice.
Another subject from Dante, II Saluto Pi Beatrice, 

a pen and ink study, was begun in l81j.9 and worked on 
through iS^O. A water-color, Beatrice at a Marriage Feast 
Denying Her Salutation to Dante, is dated 1851 by Surtees 
(Fig. 10). In this painting, the features of Elizabeth 
Siddal as Beatrice are clearly recognizable. According 
to Henry C. Marillier, a water-color of this subject in 
which Miss Siddal’s features are seen, was painted as 
early as 18^9.^? Since Rossetti first met Miss Siddall 
late in I8I4.9, or early in 1850, it cannot be clearly

k̂ Ibid. t pe 1̂8.
^^MariHier, Rossetti; . . ., p. ij.0.
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substantiated which date is accurate0 Surtees does not 
mention an earlier water-color of this subject.

. As previously suggested, in his desire to portray 
scenes from Dante, Rossetti somewhat removed himself from 
the philosophy of the poet's writings. Dante's extremely 
complex probings into the nature of love and the relation
ship between love and God, or the loved object and God, 
did not interest Rossetti on the same philosophical plane. 
The enigma surrounding Dante's works^ the mysteriousness 
of Dante's life, intrigued Rossetti and he strove to por
tray it in his art. (Rossetti’s own sonnet series, the 
House of Life, may have been directly derived from 
Dante.

A possible explanation for Rossetti's interest in 
subjects from Dante at this time is given by Marillier.
He suggests that the public’s disapproval of Ecce Ancilla 
Domini exhibited at the Portland Gallery in March of l8f>0, 
caused Rossetti to look to other than religious sources 
for subject m a t t e r . T h e  specific inspiration for this 
second major religious painting appears to have been the 
last four lines of the first sonnet written to accompany
the earlier religious work. The Girlhood of Mary Virgin.
—  .  — —  v '

^®Gray, p. 38*
^Henry C. Marillier, Dante Gabriel Rossetti; An 

Illustrated Memorial of His Art and Life (London; G. Bell 
and Sons, 1901}.), p. 25. "
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Perhaps this public rejection of Ecce Ancilia Domini was 
a factor in drawing Rossettifs attention to Dante and other 
romantic types of subjects, but he had been interested in 
non-religious subject matter for some time prior to the 
l850 showingo

The Germ
Another important event that occurred in l81|_9 was 

the planning of a Pre-Raphaelite publication* William 
Michael Rossetti stated that his brother was "the author 
of the project" and that the name for the publication was 
decided upon December 19, 18^9*^^ The Germ barely managed 
to exist through its four editions„ Dante Gabriel Ros
setti submitted poems to each of the four issues and in 
the first, published January 1, 18^0, he submitted a story 
entitled Hand and Soul„ The life of the principal figure, 
Chiaro dell1 Erma, bears a striking resemblance to Ros
setti's own life. On a literary level, a resemblance 
exists between Chiaro's lady and that of Dante* Chiaro 
dell' Erma translates as "Light of the Lonely One"—
"One" referring to something femininec Possibly Chiaro 
dell'Erma can be translated as "Light of the Lonely Woman*" 
Chiaro's lady functions as a manifestation of his own soul„

"^William Rossetti, Preface to "The Germ," p. 8 .
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Dante’s Beatrice often appears to serve a similar function0 
It should also be noted that the use of a lady to repre
sent an ideal or to voice inner-beliefs and thoughts was 
very common in Romantic poetry. The poet in Percy Bysshe 
Shelley’s Alastor^envisions a beautiful woman and in John 
Keats’ Endymiom A Poetic Romance, the mortal, Endymion, 
strives to attain union with the moon-goddess. William 
Michael Rossetti’s review of his brother’s story des
cribes its intention;

Though the form of this tale is that of a 
romantic metaphor, its substance is a very 
serious manifesto of art-dogma. It amounts, 
to saying, the only satisfactory works of art 
are those which exhibit the very soul of the 
artist. To work for fame or self-display is 
a failure, and to work for direct moral prose
lytizing is a failure; but to paint that which 
your own perceptions and emotions urge you to 
paint promises to be a success for yourself, 
and hence a benefit to the mass of beholders,71

1850 to 1855
During the first years of the l850’s, illustrations 

to Shakespeare’s plays began to appear in Rossetti’s work, 
A pencil drawing entitled Benedick and Beatrice is gener
ally dated 1850, It illustrates the last scene in Much 
Ado About Nothing. ’To Caper Nimbly in a Lady’s Chamber/ 
To the Lascivious Pleasing of a Lute’, takes its title 
from Richard III, Act I, scene i (Fig. 11). In this 1850

^ Ibid., p. 18.
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pen and .ink drawing, an ape watches the dancing of two 
children while a somewhat suspect group of adults are po
sitioned behind them.

A water-color entitled Borgia, dated ’1851’, bears 
a marked resemblance to the drawing of 1850 from Richard 
III (Pig. 12). This similarity exists since Rossetti 
first intended the water-color to be an illustration from 
Shakespeare’s play, but later decided to make it into a 
scene from the Borgia family.72 In this painting.
Lucrezia is flanked by her father. Pope Alexander VI, on 
one side and by her scheming brother, Cesare, on the other. 
As in the Richard III composition, Rossetti has included 
the children and the ape.

Rossetti’s interest in the Borgia family had been 
present for some time. A letter to William Michael Rossetti 
dated August 30, 18^8, previously mentioned in connection 
with subjects from.Browning, reveals that Rossetti had 
attended Lucre zia at Covent Garden and that he had been 
quite enthused about the performance of the play.^
Lucrezia had been written by Gaetano Donizetti and was then 
appearing in London.^

? "Extracts from G. P. Boyce’s Diaries, l85l-l8?3>," 
Old Water-Colour Society's Club, Vol. XIX (London, 19I4.I) 
as quoted in Surtees, Vol. I, p. 15.

"^Rossetti, Letters . . ., p. lj.2.
7%bid., footnote, p. lj.2.
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- An l85l pen and ink drawing, How They Met Them

selves j was based on the Doppelganger legends 6 According 
to these legends, if you should meet your double, death 
is imminent for you. Rossetti redid this subject in i860 
while honeymooning with Elizabeth Siddal in Paris (Pig. 13).

Rossetti became more involved in the portrayal of 
subjects from Dante and painted the water-color, Giotto 
Painting the Portrait of Dante in l8f>2 (Pig. 111). An 
historical event suggested this work to the painter-poet. 
Giotto’s portrait of Dante, located in Florence on the wall 
of the chapel of the Bargello, had been discovered by 
Seymour Kirkup in 1829.^  Since Dante mentions Giotto 
in his Purgatorio, Rossetti may also have been inspired by 
this source. In a letter of January 8, 1853* to Thomas 
Woolner, Rossetti mentions a passage in Dante Alighieri’s 
Purgatory where Dante speaks of Cimabue, Giotto and the 
two Guidos, as the subject of a painting. The Youth of 
Dante * now being shown at a Winter Exhibition in Pall 
Mall.76

In the water-color, Dante is seated, cutting a 
pomegranate while behind him stands his literary rival,

7^Surtees, p. 19.
76Rossetti, Letters . . ., pp. 122-123.
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Cavalcanti, who holds a book of poems by Guinicelli, 
(Rossetti has portrayed three generations of poets,) The 
painter. Cimabue stands behind his pupil, Giotto, The 
lines illustrated are from Canto XI of the Purgatorio,

Cimabue thought 
To Lord it over painting’s field; and now 
The Cry is Giotto’s, and his name eclipsed.
Thus hath one Guido from the other snatch’d 
The lettr’d prize: and he, perhaps, is born
Who shall drive either from their nest,
Dante at Verona, a pencil drawing, is believed to 

be from the early 1850's, probably 1852, The title for 
this work came from a poem by Rossetti bearing the same 
name. The poem itself was inspired by the Divine Comedy, 
Another water-color. The Meeting of Dante and Beatrice in 
Paradise, may have been started in the same year as Dante 
at Verona, but it was not completed for at least a year, 
(During 1853, Rossetti also did a water-color version of 
The First Anniversary of the Death of Beatrice.)

Sir Henry Taylor’s play, Philip Van Artevelde, 
furnished the subject for a Rossetti pen and ink drawing 
entitled Hesterna Rosa (Fig, 15)* Frederick Stephens re
ceived this drawing in 1853. Below the drawing, in two 
columns, are written the lines of Elena’s song in the play 
found in Act V, scene i.

Quoth tongue of neither maid nor wife 
To heart of neither wife nor maid:
"Lead we not here a jolly life 
Betwixt the shine and shade?"
Quoth heart of neither wife nor maid:
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"Thou wag1st, but I am worn with strife.
And feel like flowers that fade."

Once again, Rossetti included the ape, symbolic of de
pravity, while on the left side an innocent child plays 
the lute. Yesterday’s Rose turns her head away -from the 
card playing.

Found, the only contemporary moral work Rossetti 
ever attempted, was begun in the form of studies in 1853. 
Although a great deal of controversy exists as to Ros
setti’s inspiration for Found, it is likely that it was 
his own poem, Jenny, written some years earlier that gave 
him the idea for the intended painting. He began an oil 
of the subject in 1854, but it was left incomplete at the
time of his death. Some attempt was made to finish it

77with Edward Burne-Jones painting in a blue sky. The sub
ject of the painting is a prostitute discovered by the man 
she had loved during her youth, before she was corrupted 
by the city. The oil painting bears an inscription from 
Jeremiah: "I remember thee; the kindness of thy youth,
the love of thy betrothal."

A third morally oriented subject, Mary Magdalene 
Entering the House of Simon the Pharisee, was also given 
some attention during this year, but it did not become an 
oil painting until 186$.

7?Marillier, Rossetti: ... p. 44.
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During l851|- Rossetti appears to have floundered 
somewhat, as to subject matter for his paintings. Accord
ing to William Holman Hunt, Rossetti read the entire New 
Testament in search of subjects.

He did a number of designs for William Allingham*s 
poems which were to be collectively published under the 
title Day and Night Songs. A pen and ink drawing from 
Shake speare1s Hamlet and Ophelia was begun, but not 
finished for four years.

From a long-range, standpoint, the most important 
work executed by Rossetti in l85>lj- was a water-color. King. 
Arthur's Tomb (Fig. 16). It would seem that the source 
for this work was Sir Thomas Malory| however, this par
ticular episode is not found in Malory's Morte d' Arthur.79 
It is quite likely the episode was Rossetti's invention.
In the water-color, Guenevere, now quite old, kneels at 
King Arthur's Tomb while Launcelot leans toward her as if 
to bestow a kiss. A serpent has been painted in the left 
foreground. A few years later, Rossetti returned to the 
portrayal of the King Arthur legends.

^Fleming, p. 199.
^Surtees, p. 3I4..
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Before Oxford 

From 1855 through 1856j, Rossetti painted or drew a 
number of works with religious titles, but the greater 
portion of his time was devoted to subjects from Dante„ 

Ruskin had seen the 1853 water-color version of 
The First Anniversary of the Death of Beatrice and com
mended it as a thoroughly glorious work* This had
been the beginning of the Ruskin-Rossetti friendship and 
Ruskin began to suggest painting subjects to Rossetti; 
primarily subjects from Dante. In 1855, Ruskin commis
sioned two Dante paintings from Rossetti 1 Dante's Vision 
of Matilda Gathering Flowers from Canto XXVIII of the 
Purgatorio and Dante's Vision of Rachel and Leah from 
Canto XXVII of the same work* Rossetti mentioned these 
two works in an unpublished letter to Ellen Heaton dated 
November 2I4., l 8 5 5 « J o h n  Ruskin, in two letters to Ellen 
Heaton from November and December 1855, also commented on 
Rossetti's Rachel and Leah:

8th November 1 8 5 5  « » . Rachel and Leah a.t the 
fountain in Paradise; and it is only imperfect 
because Rachel does not sit easily— but stiffly, 
in a Pre-Raphaelite way— at the fountain's edge —  
and because her reflection is wrongly put in the

Co Troxell, Three Rossettis (Cambridge, Mass,: 
Harvard University Pressj 1937)7 PP. 25-26.

^Heaton Collection .(unpublished) as quoted in 
Surtees,. Vol. I,, p. .36.
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water— but it is very lovely— and I think you 
might like to have it for some time at any rate„
. . „ If you refuse this Francesca drawing with
out taking the other R „ may get into a bad 
humour— for he likes it very much himself— and 
can’t understand people not liking gloomy draw
ings . , if you choose either of them— you must 
keep it for the present— and I. can’t advise you—  
for the Rachel drawing— all sunshine and honey
suckle— has nevertheless these odd faults and the 
other— thoroughly grand & noble— is very gloomy„
(the "other" work referred to is a Paolo and Francesca,)
(c. November-December l85>5>) The Rachel is a 
curious instance of the danger of interfering 
with R.— I wanted some illustrations from Dante 
for myself and chose seven subjects, of which this 
was one — & gave them to R. he didn’t do any of 
them for a long time, until I got provoked & 
said I thought it was very bad of him and then 
he did this. He never would fail in a subject 
of his own choice— . . .82

Today, only the existence of the Rachel and Leah water- 
color is known (Fig» 17). The figure of Rachel is con
sidered a good likeness of Elizabeth Siddal. The figure 
in the left background is that of Dante Alighieri.

Yet another subject from Dante, Paolo and Fran
cesca da Rimini, was commissioned by Miss Ellen Heaton at 
this time (Fig. 18). This water-color illustrates a story 
related by Dante in Canto V of the Inferno. Dante and 
Virgil occupy the central portion of the painting. To 
their left, the lovers, who had been reading the tales of 
Lameelot, are seen embracing on earth. In the right 
compartment, following their murder by Francesca’s husband, 
Sigismondo Malatesta, the two lovers float through the 
fires of Hell.

82Ibid., p. 35.
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The following year Miss Heaton commissioned 

another subject from Dante. Rossetti chose to paint a 
subject from the Vita Huova, Dante's Dream at the Time of 
the Death of Beatrice. In a letter to Miss Heaton on 
March 12, 1856, Rossetti stated the lines the water-color 
would illustrate:

"These idle fantasies
Then carried me to see my lady dead;
And when I entered.
With a. white veil her friends were covering her;
And in her mild look was a quietness ~Which seemed as if it said, I have found peace.

As with so many of his subjects from Dante, Rossetti re
turned to Dante's Dream in later years. An oil version of 
the subject was painted in 1871 with Jane Morris as the 
model for Beatrice (Fig. 19),

It is interesting that although Rossetti greatly 
admired John Keats as a poet and critic, he did not do 
many paintings or drawings based on incidents in Keats' 
poetry. One work by Rossetti, an 1855 water-color. La 
Belle Dame Sans Merci, bears the same name as a poem by 
KeatC. The poem's subject, that of a young man hope
lessly entranced by a beautiful, enigmatic and somewhat 
unreal woman, is not however literally portrayed in Ros
setti's painting, ' (Rossetti's own poetry, however, often 
resembles Keats' in its use of descriptive imagery.)

83Ibid., p. 42.



The Years of Tennyson and King Arthur 
After a concentration on Dantesque subjects in the 

early 18^0's, Rossetti became involved in two projects 
that temporarily changed his primary subject source.
During what conveniently marks a middle period in the 
Artist's career, Rossetti did illustrations for Moxon's 
Tennyson and worked on subjects from the Arthurian legends 
for Oxford Union.

A New Tennyson Edition
The famous Moxon Tennyson was published in 18^7.

Actual work on the illustrations for this new edition was
begun as early as 1856. A letter by Rossetti to William
Allingham, dated January 23, 1855? mentions the proposed
Tennyson projects

The other day Moxon called on me, wanting me to 
do some of the blocks for the new Tennyson. The 
artists already engaged are Millais, Hunt, Land
seer, Stanfield, Maclise, Creswick, Mulready, 
and Horsley. The right names would have been 
Millais, Hunt, Madox Brown, Hughes, a certain lady, 
and myself. NO OTHERS. What do you think?
Stanfield is to do Break, break, because there is 
the sea in it, and Ulysses, too, because there are 
ships. Landseer has Lady G-odiva— and all in that 
way. Each artist, it seems, is to do about half- 
a-dozen, but I hardly expect to manage so many, as 
I find the work of drawing on wood particularly 
trying to the eyes. I have not begun even design
ing for them yet, but fancy I shall try the Vision 
of Sin and Palace of Art, etc., -— those where one 
can allegorize on one's own hook on the subject of 
the poem, without killing, for oneself and everyone, 
a distinct idea of the poet’s. . . .̂ q-

®^-Rossetti, Letters . . . , pp. 238-239.
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Rossetti designed five woodcuts for the Tennyson. 

The first, St. Cecilia (Fig. 20), was to illustrate these 
lines from The Palace of Art;

Or in a clear-wall'd city on the sea
Near gilded organ-pipes, her hair
Wound with white roses, slept St. Cecily;
An angel look’d at her.
It is quite apparent Rossetti deviated from 

Tennyson’s description with regard to his own, personal 
aesthetic preferences. Rossetti’s St. Cecilia is cer
tainly not sleeping in this pen and ink design for the 
woodcut. Instead, she leans back in anticipation of what 
William Michael Rossetti refers to as the Angel’s "kiss 
of death.

The final product of this design was extremely 
unsatisfactory to Rossetti. He partially blamed Dalziel 
as being incompetent in cutting the wood block, but Ros
setti did concede that part of the fault was his own— the 
intricacy of the design making it somewhat unsuitable for
woodcut.86

The Palace of Art served as a source for another 
Tennyson design. King Arthur and the Weeping Queens (Pig. 
21). The lines illustrated here are;

85Permanent Photographs After Works by Dante 
Gabriel Rossetti, ed. W.M. Rossetti (1900), p. 15/ as 
quoted in Surtees, Vol. I, p. 1|_8„

B^Rossetti, Letters . . . , pp. 2l0-2l|Jj. (to William 
Allingham, March 17, 1855)" ~~
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Or mythic TJther’s dee ply-wounded son 
In some fair space of sloping greens 
Lay, dozing in the vale of Avalon,
And watch’d by weeping queense

Rossetti’s interpretation of these lines is quite lit
erally accurate.

The remaining three designs were to illustrate The 
Lady of Shalott, Sir Galahad at the Ruined Chapel and 
Mariana in the South. .

A study for The Lady of Shalott reveals Rossetti’s 
improved ability in drawing (Fig. 22). The figures are 
less stiffly drawn than in his earlier drawings.

Although Rossetti certainly drew at least one 
design for Sir Galahad at the Ruined Chapel, at present 
only the existence of an 1859 water-color of the subject 
is known (Fig. 23). Rossetti faithfully portrayed the lines 
of the poem in this water-color:

. . . Between dark stems the forest glows,
I hear a noise of hymns:
Then by some secret shrine I ride;
The stalls are void, the doors are wide.
The tapers burning fair.
Fair gleams the snowy altar-cloth,
The silver vessels sparkle clean.
The shrill bell rings, the censer swings.
And solemn chaunts resound between.
For Marianna in the South, Rossetti depicted the

interior of the "dreary house" (Fig. 2l|_).
The doors upon their hinges creaked;

The blue fly sung in the pane; the mouse
Behind the moldering wainscot shrieked.

Or from the crevice peered about.
Old faces glimmered through the doors.
Old footsteps trod the upper floors.
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Old voices called her from without0

She only said, "My life is dreary.
He cometh hot," she said;

She said, "I am aweary, aweary,
I would that I were dead.’"

Years of the Oxford Union Frescoes
The largest single project Rossetti undertook from 

1857 to 1858 was at Oxford, The tragedy of these frescoes 
is well known.

The subjects chosen for the ten semi-circular bays 
and the ceiling were from Malory's Morte d' Arthur.
Seven artists took part in the decorating: Rossetti,
Edward G. Burne-Jones, William Morris, Arthur Hughes, 
Spencer Stanhope, Val Prinsep and John Hungerford Pollen.^ 
Rossetti was older than the rest of the artists and they 
admired him as a successful English painter. Burne-Jones 
and Morris were particularly enthused about Rossetti's art 
and the early Pre-Raphaelite paintings, but this enthusi
asm was short-lived. Morris became involved in the revival 
of a medieval craft society and Burne-Jones' paintings 
became very decorative, lacking the underlying seriousness 
of Rossetti's art.

For the Oxford project, Rossetti chose to paint 
Sir Launcelot Asleep Before the Sane Grael and Sir Galahad, 
Sir Bors and Sir Perciyal Receiving the Sane G-rael. He 
described his selections in a letter to Charles Eliot 
Norton dated July, l8j?8: ,

^Marillier, Rossetti: . . ., p. 63.
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My own subject (for each of us has as yet done 
only one) is Sir Launcelot prevented by his sin
from entering the chapel of the Sane Grail. He .
has fallen asleep before the shrine full of 

. " angels, and, between him and it, rises in his 
dream the image of Queen Guenevere, the cause of 
all. She stands gazing at him with her arms 
extended in the branches of an apple-tree. As a 
companion to this I shall paint a design, which 
I have made for the purpose, of the attainment 
of the Sane Grail by Launcelot's son, Galahad, 
together with Bors and Percival. . . „

An unfinished study for the first subject reveals
the physical difficulty the men had to overcome in deco
rating the bay areas (Fig. 25). The second subject was 
never painted on the walls, but a number of studies for 
the work remain (Pig. 26). The incident portrayed here 
is Sir Galahad's attainment of the Holy Grail. The sister 
of Sir Percival, who is being led forward by Sir Galahad, 
lies dead on the ground behind the two knights. A water- 
color version of this subject was done for Ellen Heaton 
in 1864 (Fig. 2?).

Through his acquaintance with Burne-Jones and 
Morris at Oxford, Rossetti became momentarily involved 
in the craft revival Morris was. interested in. For the 
house at 17 Red Lion Square, occupied by Burne-Jones and 
Morris since late 1856, Rossetti designed two panels for 
a cabinet. The subject was The Salutation of Beatrice

®®Rossetti, Letters . . ., p. 337.
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(Pig. 28). The panels were painted in 1859* after the
honeymoon of Jane Burden and M o r r i s . Rossetti stated
the subject of this work in a letter to. Ernest Gambart,
the picture dealer, August 10, 1863V

The First subject is the earliest meeting of 
Dante with Beatrice in Florence, after they 
had arrived at years of manhood and womanhood.
This incident is described in Dante's Vita 
Nuova, and the quotation above my. painting says 
Tin English) "This wonderful lady appeared to 
me, dressed in white, between two gentle ladies 
older than herself." The line underneath is 
from one of the sonnets contained in the Vita 
Nuova, and says, "My lady carries love within 
her eyes."

Between the two subjects, the figure painted 
in gold on the frame, represents love holding 
the sundial, with the shadow falling on the hour 
of 9 at which Beatrice died, as Dante tells us, 
on the 9th of June 1290, which date is above; 
and Love is extinguishing his torch as a symbol 
of her death. Beneath is the passage from 
Jeremiah, which Dante quotes in Latin, in the 
Vita Nuova, where he speaks of his great grief 
at her death: "How doth the city sit solitary!"
This figure thus shows the death of Beatrice to 
take place between two subjects.

The second subject is Dante’s meeting with 
Beatrice in Eden, after her death as described by 
him in the 30th Canto of the second part of the 
Divina Commedia. "With a white veil and a wreath 
of olive, a lady appeared to me wearing a green 
mantle over a dress of the colour of living 
flame." The line underneath is what she says to 
him: "Look on me well; I indeed am Beatrice."
In the picture, Dante is intended to have just 
raised his face from his hands in which he has 
hidden it, to look at Beatrice when she unveils.90

89Ibid., footnote, p. 352.
90])ante Gabriel Rossetti, Letters of Dante Gabriel 

Rossetti^, Vol. II, eds. Oswald Doughty and J. R. Wahl 
(Oxford: Clarendon Press, 1965), p. . 14-91 =
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The center panel was never finished, but served for a 
subject of some later studies.

The Turning Point
While at Oxford painting the frescoes, Rossetti's 

work began to show the effect of not only subject differ
ences, but composition differences as well, A marked 
change is seen in his favored female figure types. Pre
viously, it had been a somewhat gothic figure in its 
slenderness, but now a more sensuous type began to appear. 
This change may have been precipitated by the declining 
health of Miss Siddal, impelling Rossetti to perhaps, 
unconsciously, seek out an entirely different type of 
woman. Fortuitously, this female type appeared at this 
time in the vicinity of Oxford as Jane Burden. Another 
factor contributing to the change in subject may have been 
the publication in 1861 of Rossetti’s Early Italian Poets. 
He had been working on these translations for a number of 
years and found in the work of these Italians intimations 
of women quite alien to his slender, gothic ideal.

Giovanni Boccaccio’s poetry is the source for the 
1859 oil painting Bocca Baciata. Inscribed on the back of 
this canvas are the lines; "Bocca. baciate non perda 
venture, anzi riqova come fa la luna. Boccacio"(Fig. 29). 
Translated, the lines state; "The mouth that has been 
kissed loses not its freshness; still it renews itself 
even as does the moon."



Early Sixties
i860 marks the year of Rossetti’s marriage to 

Miss Siddal, although they had been "engaged" for a number 
of years prior to this„ While honeymooning in Paris, 
Rossetti drew a duplicate, as previously mentioned, of 
How They Met Themselves, He also drew a subject from 
Boswell's Life of Johnson. The first work had somewhat 
ominous overtones since Miss Siddal was quite ill at the 
time, but the second was one of the few humorous works 
Rossetti ever drew or painted. Dr. Johnson at the Mitre 
has as the story behind it a visit by two young ladies of 
Staffordshire to Dr. Johnson (Pig. 30), Allegedly, the 
ladies had been invited to dine with Dr. Johnson and his 
friend Dr. Maxwell in order to discuss some problems about 
Methodism. After dinner, according to Dr. Maxwell, Dr. 
Johnson took one of the ladies on his knee and fondled her 
for half-an-hour. Elizabeth Cary points out that rather 
than Maxwell, Rossetti depicted the features of Boswell 
in the pen and ink drawing.^

Rossetti’s own story, St. Agnes of Intercession, 
became the subject of an i860 water-color entitled Boni- 
fazio’s Mistress. The tale relates an episode where a 
lady, who is being painted by her love, falls back dead.

^"E. Cary, p. lllj..
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As with How They Met Themselves, this work is also some
what foreboding,

A water-color dated l860-l86l, Lucrezia Borgia, 
shows Lucrezia washing her hands in a basin after poison
ing her husband, Alfonso of Aragon, Duke of Biscegli 
(Pig. 31)« A mirror on the back wall reflects the image 
of Pope Alexander VI walking with the Duke in order that 
the poison would be well lodged in his system. Histori
cally, this scene is probably inaccurate, Alfonso was no 
longer politically useful to the Pope or Cesare. In July 
of 1500 assassins had attacked him as he prepared to leave 
the Vatican and the next month he was murdered in his home. 
Lucrezia appears to have felt sincere feelings of grief 
over the death of her fourth husband.

In l86l, Rossetti designed a number of stained glass 
windows for the Morris Firm, The subjects for these win
dows were the Parable of the Vineyard and the Legend of 
St. George, Walter Dunlop commissioned the Morris Firm to 
have Rossetti do a stained glass design for his home.
The subject of this design was froffi Malory’s Morte d* 
Arthur. The cartoon for this window has not been traced,

Qpbut an 1867 water-color version of the subject remains.
Sir Tristan and La Belle Yseult Drinking the Love Potion 
has as its setting the ship bearing Yseult to King Mark of

^Surtees, footnote, p. H I 4..
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Cornwall (Pig. 32)„ As Yseult, King Mark's betrothed, 
and Sir Tristam mistakenly drink the love potion intended 
for the King, it begins to flame„ The figure of Love 
hovers behind Sir Tristam. Jane Morris was the model for 
Yseult.

A King Rene of Anjou subject appears in I86I4.. King 
Rent's Honeymoon was done as a companion piece to an 
earlier King Rene" painting of the same subject by Ford 
Madox Brown. The subject's source was very likely Sir 
Walter Scott's Anna von Geierstein. ^  Originally, the 
Honeymoon had been a panel design for the Morris Firm to 
be placed on a cupboard designed by John P. Seddon.^ The 
1861). oil version reveals Queen Isabella, King Rent's first 
wife, playing a chamber organ as the King leans over to 
kiss her (Fig. 33)• (King Rene is sometimes given credit 
for a number of paintings, but they may have been the work 
of others at his courts in Anjou and Provence. The King 
did write a number of poems and romances.)

King Rene's Honeymoon was probably done by Ros
setti's assistant, W. J. Knewstub.̂  In the i860's, 
while living at Chelsea, Rossetti employed Knewstub as

^ Ibid., p. 101.
94ibid.
95jtossetti, Letters . . ., Vol. II, pp. 5>05, $16.
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his assistant in order to meet the demands of the commis
sions he was then receiving. About 1867, Henry Treffry 
Dunn replaced Knewstub as Rossetti's assistant. At the 
time of Dunn’s employment, Rossetti began to worry a great 
deal about losing his eyesight* Since his father had 
been blind during the last years of his life, Rossetti 
feared that he, too, would be afflicted with blindness. 
Trying to avoid any excessive strain on his eyes, Ros
setti relied heavily on Dunn, not only as his painting 
assistant but in the capacity of secretary as well.

Rossetti had returned to an earlier type of compo
sition in the King Ren^ painting. An 1863 oil painting.
My Lady Greensleeves, is more illustrative of Rossetti’s 
work at this time (Pig. 34)♦ Here, the female figure 
occupies the entire canvas— or nearly so. The following 
verse by Rossetti appears on the back of the painting:

She bound her green sleeve on my helm 
Sweet pledge of love’s sweet meed
Warm was the band even round my neck
As well she bade me speed|
And her kiss clings still between my lips 
Heart’s heat and strength at need.
Perhaps the most well known of Rossetti’s large 

female subjects is Beata Beatrix (Pig. 35)« Here, the 
death of Beatrice is represented symbolically. The date 
of the oil painting is 1864* Rossetti portrayed Elizabeth 
Siddal as Beatrice although she had died in 1862. Ros
setti’s wife had originally sat for this subject and it
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is not unlikely Rossetti painted the picture as a memorial
to her* Beatrice is shown seated in a trance-like
state on a balcony. Matching her in the background are
Dante and the figure of Love. A crimson bird. Death's
messenger, drops a poppy in her lap. The dial marks the .
day of her death. In a letter to Ellen Heaton, postmarked
May 19* 1863, Rossetti mentioned this subject;

Thinking since I saw you over your request, I 
thought of a Dantesque subject which I have long .

. meant to do, but which did not occur to me when 
speaking-to you, , , . This would be Beatrice 
seated by a sundial, the shadow of which should 
be falling on the hour of nine„ You probably 
remember the singular way in which Dante dwells on 
the number nine in connection with Beatrice in 

. the Vita Nuova, He meets her at nine years of 
age, she dies at nine o ’clock on the 9th of 
June, 1290, Of all this much is said, and he de
clares her to have been herself 'h nine", that is 
the perfect number, or symbol of perfection. The 
background of the picture should be a landscape 
one, introducing after the manner of the old 
Italian pictures, scenes from Dante, bearing on 
its main subject,97

The frame of this painting, designed by the artist, bears
the words from Jeremiah, "Quomondo sedet sola civitas;
How doth the city sit solitary that was full of people."

The oil painting Lady Lilith was begun in l861|_, but 
not finished for four years (Pig, 36). R. Burton’s Anatomy 
of Melancholy may have furnished this subject for Rossetti.

^Surtees, p 0 93,
^Heaton Collection (unpublished) as quoted in 

Surtees, p. 9l|-° "
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In the Anatomy of Melancholy Burton wrote: "The Thalmu-
dites say that Adam had a wife called Lillis [sic], before
he married Eve, and of her he begot nothing but d e v i l s . "^8
Another possible source of the subject is a poem by Goethe
where he describes Lilith. A translation of this poem was
made by Rossetti and appears in his Collected Works:

Hold thou thy heart against her shining hair.
If, by thy fate, she spread it once for thee;

For, when she nets a young man in that snare,
So twines she him he never may be free.99

The date of this translation by Rossetti is not known, but
since he had read Goethe since he was quite young, he
probably was aware of the verse before he began painting
Lady Lilith.

Rossetti's own sonnet entitled "Body's Beauty"
describes Lilith:

Of Adam's first Wife, Lilith, it is told 
(The witch he loved before the gift of Eve,)
That, ere the snake's, her sweet tongue could deceive. 
And her enchanted hair was the first gold.
And still she sits, young while the earth is old.
And subtly of herself contemplative.
Draws men to watch the bright web she can weave,
Till heart and body and life are in its hold.
The rose and poppy are her flowers; for where 
Is he not found, 0 Lilith, whom shed scent

^Frederick George Stephens, Dante Gabriel Rossetti 
(London: Seeley, 189I4.), pp. 67-68.

99pante Gabriel Rossetti, The Collected Works, Vol. 
II, ed. William Michael Rossetti (London: Ellis and Elvey,
1887), p. 469.
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And soft-shed kisses and soft sleep shall snare?
Lo! as that youth’s eyes burned at thine, so went 
Thy spell through him, and left his straight neck bent 
And round his heart one strangling golden hair.

The model for Lilith, Fanny Cornforth, had posed 
for Rossetti since 1853 or iŜ l}-. A somewhat tempestuous 
and spontaneous individual, Fanny was the cause of a 
great deal of jealousy on the part of Elizabeth Siddal, 
and after Miss Siddal's marriage to Rossetti, the cause . 
of many arguments between husband and wife. Fanny Corn
forth appears to have been quite well suited for her role 
as Lilith and forms a symbolic contrast to the figure of 
Beatrice, represented by Elizabeth Siddal and Jane Morris. 
Fanny is the temptress inducing men to sin.

In 1863, Rossetti began working on one of his 
most beautiful female studies. The Beloved or The Bride 
(Fig. 37). This oil painting takes its subject from the 
Song of Solomon: "She shall be brought unto the king in
raim ant of needlework; the virgins that be her fellows 
shall bear her company." This work, commissioned by 
Miss Heaton, was originally intended as a Beatrice, but 
changed by Rossetti during the first year he worked on 
it.^^^ (The painting was not completed until 1866.)

■^^Surtees, pp. 10^-103.



Late Sixties
Dated 1866, but probably begun in l86f?> is a sub

ject from the Italian poet Boccaccio entitled Fiammetta. , 
Maria d ? Aquino was the actual name of the woman Boccaccio 
loved, but it seems he referred to her as Fiammetta.^^
In 1878, Rossetti did a large oil painting of the same 
subject which he called A Vision of Fiammetta (Fig. 38).
On the picture’s frame, Rossetti wrote a sonnet that 
begins:

Behold Fiammetta, shown in Vision here.
Gloom-girt’ mid Spring-flushed apple-growth she stands
And as she sways the branches with her hands.
Along her arm the sundered bloom falls sheer,
e e e

The conjunction of pictures and sonnets or poems 
became increasingly common in Rossetti's paintings in 
later years. The poems themselves result in the creation 
of visual impressions.

After I865, Mrs. Morris became the most frequent 
sitter for Rossetti’s paintings. In 1868 she sat for La 
Pia de’ Tolomei (Fig. 39). The subject is taken from 
Dante’s Purgatorio, Canto V. • In his journeys, Dante meets 
the ill-fated Pia. Pia had been sent to a prison in the

•'■^Surtees, pp. 10/4.-105.
IQlipfoe Early Italian Poets from Ciullo D ’Alcsmo to 

Dante Alighieri, trans. Dante Gabrie'l Rossetti (London: 
George Routledge & Sons, Ltd.; New York: E. P. Dutton &
Co., n.d.), p. 375*
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unhealthy, swamp area of Maremma by her husband, Hello
della Pietra, Here, she soon dies and during Dante’s .
journey through Purgatory, her spirit speaks to him.
Rossetti translated the spirit’s words into English and
placed them on the frame:

"Ahj when on earth thy voice again is heard.
And thou from the long road hast rested thee,
(After the second spirit said the third),
Remember me who am La Pi a; me 
Siena, me Maremma, made, unmade,
This is his inmost heart well knoweth he 
With whose fair jewel I was ringed and wed."
1869 was the year Rossetti’s unpublished poems were 

retrieved from his wife’s grave and from this time on he 
spent a great deal of time writing and less time paint
i n g . ^02 Another occurrence about this time was Rossetti’s 
use of chloral hydrate coupled with an excessive intake of 
alcohol. Initially, Rossetti began to use chloral and to 
drink in excess as a cure for the insomnia that afflicted 
him. The chloral-alcohol combination increased the paranoia 
and depression he had begun to experience shortly after his 
wife's death in February of 1862.

The Last Twelve Years 
During the sixties and seventies, Rossetti executed 

a number of paintings that were of a more or less classical

102Doughty, A Victorian Romantic; . . ., p. lj.23.
■^^Marillier, Dante Gabriel Rossetti; . . p.106. — —  —  — — — — ----
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nature., such as Troy Town and Cassandra. Mythological 
women, such as Proserpina and Pandora, provided subjects 
for his portraits at this time„ Quite often Rossetti 
applied quasi-literal sounding titles to his female 
portraits as if to give justification for their existence.

Rossetti also sketched a number of Shake spe are an 
subjects at this time. The only major oil painting from 
I87O is Mariana (Pig. I4.O). . Act IV of Measure for Measure 
is the scene of the painting. On the lower portion of 
the frame Rossetti inscribed the boy’s song., "Take, 0 
take, those lips away . . . "

Also in I87O Rossetti did a number of studies for 
two subjects from Dante, La Donna della Pinestra and 
Dante’s Dream. The following year he did an oil painting 
of Dante’s Dream. La Donna della Pinestra (The Lady of 
Pity), was painted in oil in 1879 (Fig. Lp.). The subject 
is from the Vita Ruova. As Dante is weeping after the 
death of Beatrice, a woman gazes down from a window with 
a look of great compassion for the poet. William Rossetti 
writes regarding this paintings

. Humanly she is the Lady at the Window| mentally 
she is the Lady of Pity. This interpretation of 
soul and body— this sense of an equal and inde
feasible reality of the things symbolized, and 
of the form which conveys the symbol— this 
externalism and internal ism -r-are constantly to
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be understood as the key-note of Rossetti’s , 
aim and performance in art,10^

The Boat of Love, a monochrome study of I87I4.J was
preparatory for an oil painting. This project, however,
was abandoned in l88l (Pig, The subject is from a
sonnet by Dante to Guido Cavalcanti. The first four lines
of the sonnet are;

Guido, I wish that Lapo, thou, and I,
Could be by spells conveyed, as it. were now.
Upon a barque, with all the winds that blow 
Across all seas at our good will to hie.

In this study, Dante, Guido and Lapo are shown assisting
the woman they loved into the boat.

Begun in l8?5> but not finished until 1877, is the
work A Sea-Spell, first intended as an illustration of
'these two lines from Coleridge’s nKubla Khan"

A Damsel with a dulcimer 
In a vision once I saw,
Jane Morris was the model for Beatrice in the 1880

oil version of The Salutation of Beatrice (Pig. I4.3), The
lines illustrated are from the second sonnet of the Vita
Nuova; '

My Lady looks so gentle and so pure 
When yielding salutation by the way.
That the tongue trembles and has nought to say.

^-William M. Rossetti, Dante Gabriel Rossetti as 
a Designer and Writer (London and New York: Cassell,l8F9TTpTl0B.

3-O^Dante Gabriel Rossetti, Letters of Dante Gabriel 
Rossetti, Vol. Ill, eds. Oswald Doughty and J. R. Wahl 
TOxfordT Clarendon Press, 1967), p, 13i|,5.



And the eyes * which fain would see, may not endure„ 
And still amid the praise she hears secure,

. She walks with humbleness for her arraye
At the time of Rossetti's death, this canvas was not
finished.



CHAPTER 5

AN UNSOLVED DILEMMA

Frequently Rossetti expressed his frustration over
the choice of a career in painting rather than poetry*
A letter addressed to Thomas Gordon Hake, April 21, 1870,
reveals Rossetti’s dilemmas

. . . My own belief is that I am a poet (within 
the limit of my powers) primarily, and that it is 
my poetic tendencies that chiefly give value to 
my pictures: only painting being— what poetry
is not— a livelihood— I have put my poetry chiefly 
in that form. On the other hand, the bread-and- 
cheese question has led to a good deal of my 
painting being pot-boiling and no more— whereas 
my verse, being unprofitable, has remained (as 
much as I have found time for) unprostituted.

Percy Bate in The English Pre-Raphaelite Painters
states.that Rossetti’s

(D)rawing is not immaculate, and his powers of 
realization were not equal to his gift of 
imagination. He was essentially a poet working 
in pigments, and it is evident, from his use 
of the explanatory sonnet appended to so many 
of his pictures, that he himself was conscious 
of the inadequacy of pictorial art to convey all that he sought to express.-^7

10&Rossetti, Letters . . ., Vol. II, pp. 814-9-850.
107percy Bate, The English Pre-Raphaelite Painters 

(London: G. Bell & Sons, l899), p. 50.
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Often, as Percy Bate suggests, Rossetti's paintings 

and drawings were not adequate expressions of his ideas, 
but in at least one instance Rossetti comes very close to 
making such an expression* Perhaps, in his terms, he 
even succeeds.

The Blessed Damozel 
The Blessed Damozel was the name of a poem which 

first appeared in the second edition of The Germ. During 
the 1870's Rossetti began to do studies for an oil paint
ing of the subject, completed in 1877, In the predella, 
the Damozel's lover gazes heavenward (Fig. 44.). A sketch 
done in 1876, reveals an intended background design for 
the 1877 oil (Fig. 45), A segment of the poem is in
scribed in the center foreground:

Around her, lovers, newly met 
'mid deathless love's acclaims,'
Spoke evermore among themselves 
Their rapturous new names.

In 1879 Rossetti painted a smaller replica of The Blessed 
Damozel substituting the heads of two angels for the back
ground lovers (Fig, 46), Reproduced below are segments 
from the poem:

The blessed damozel leaned out 
From the gold bar of Heaven;
Her eyes were deeper than the depth 
Of waters stilled at even;
She had three lilies in her hand.
And the stars in her hair were seven.
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And still she bowed herself and stooped 

• . Out of the circling charm;
Until her bosom must have made 
The bar she leaned on warm.

And the lilies lay as if asleep 
Along her bended arm.
”1 wish that he were come to me.
For he will come," she said.
"Have I not prayed in Heaven?— on earth.
Lord, Lord, has he not pray'd?

Are not two prayers a perfect strength?
And shall I feel afraid?"
In the painting of this subject, Rossetti the 

painter compliments the work of Rossetti the poet. If 
Rossetti would have been able to consistently produce 
such combinations, his creative dilemma could feasibly 
have been solved, but this was not the case and he died 
April 9th, Easter Sunday, 1882, with this conflict 
unresolved.
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The Tune of Seven Towers

Pig. 2. Sir Launcelot Escaping from Guenevere's 
Chamber.
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Pig. 3. Mephistopheles Outside Gretchenfs Cell

Pig. The Raven
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Pig. 5. The Girlhood of Mary Virgin
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Pig. 6. Genevieve
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Pig. 7. ''Hist!" Said Kate the Queen
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Pig. 8. The Laboratory

Fig. 9. The First Anniversary of the Death of 
Beatrice
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Fig. 10. Beatrice at a Marriage Feast Denying 
Her Salutation to Dante

Pig. 11. TTo Caper Nimbly in a Lady's Chamber/ 
To the Lascivious Pleasing of a Lute *



Pig. 12. Borgia

Pig. 13. How They Met Themselves
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Pig. 14. Giotto Painting the Portrait of Dante

Pig. 15. Hesterna Rosa
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Fig. 16. King Arthur's Tomb

Fig. 17. Dante's Vision of Rachel and Leah



Fig. 18. Paolo and Francesca da Rimini

Fig. 19. Dante's Dream at the Time of the Death 
of Beatrice



Fig. 20. St. Cecilia

Fig. 21. King Arthur and the Weeping Queens
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Pig. 22. Study for The Lady of Shalott

Fig. 23. Sir Galahad at the Ruined Chapel
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Pig. 24. Mariana in the South

Pig. 25. Unfinished Study for Sir Launcelot Asleep 
Before the Sane Grael
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Pig. 26. Study for Sir Galahad, Sir Bors, and Sir 
Percival Receiving the Sane Grael

Pig. 27. Sir Galahad, Sir Bors and Sir Percival 
Receiving the Sane Grael. (An alternative title for 
this work is How Sir Galahad, Sir Bors, and Sir Percival 
Were Fed With the Sane Grael; but Sir Percival*s Sister 
Died by the Way.)
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Pig. 28. The Salutation of Beatrice

Fig. 29. Boca Baciata



Pig. 30. Dr. Johnson at the Mitre

Pig. 31. Lucrezia Borgia



Pig. 32. Sir Tristram and La Belle Yseult 
Drinking the Love Potion
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Pig. 33. King Rent's Honeymoon



Pig. 3I4.. My Lady Greensleevea



Pig. 36. Lady Lilith

Fig. 37. The Beloved or The Bride



Pig. 38. A Vision of Fiammetta



Pig. 39. La Pia de1 Tolomei

Pig. I4.O. Mariana



Pig. I4.I. La Donna della Fineatra



Fig. 42. The Boat of Love
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Pig. 1|3. The Salutation of Beatrice



Fig. 14-5. Study for Background of The Blessed 
Damozel
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Pig. 46. The Blessed Dainozel (second version)



SELECTED' BIBLIOGRAPHY

Alden, J. E. The Pre-Raphaelites and Oxford> Folcroft. 
Pa*: Polcroft Press, Inc.," 1969.

Bate. Percy. The English Pre-Raphaelite Painters.
London: G. Bell & Sons, 1399%

Bell, Quentin. Victorian Artists. Cambridge, Mass.: 
Harvard University Press, 196?»

Bickley, Francis. The Pre-Raphaelite Comedy. New York: 
Henry Holt & CofT^TOS^T" ” ”

Browning, Robert* Poetical Works: Complete, from 1833 to
1868'-.and the Shorter poems Thereafter. London: 
Oxford University Press, 1967®

Buckley, Jerome H., and George B. Woods (eds.). Poetry 
of the Victorian Period. Chicago, Atlanta, etc.: 
Scott, Foresman and Co., 1965®

Burton, Robert. Anatomy of Melancholy. 5th ed.
Oxford: H. Cripps, Vol. I, 1926j Vol. II, 1927®

Cary, Elisabeth Luther. The Rossettis: Dante Gabriel
and Christina. New York and London: G. P. Put
nam’s Sons, 1900.

Cary, Henry Francis, Rev. The Divine Comedy. New York:
A. L. Burt [19 ].

Doughty, Oswald. "Rossetti’s Conception of the ’Poetic1 
in Poetry and Painting,” Essays by Divers Hands. 
London: Oxford University Press, 19517
. A Victorian Romantic: Dante Gabriel Rossetti.

2nd ed. London; Oxford University Press, 19667”
The Early Italian Poets: From Ciullo D ’Alcamo to Dante

Alighieri. Translated by D. G. Rossetti. London: 
G. Routledge & Sons, Ltd.j New York: E« P. Dutton,
n.d.

Ehrsam, Theodore G., et al. Bibliographies of Twelve 
Victorian Authors. New York; Wilson^ 1936T

96



97
Fldmingy Gordon H». Rossetti and the Pre-Raphaelite 

Brotherhood. London; Hart-Davies, 19&7.
Forsyth, Peter Taylor. Religion in Recent Art; Expos1- 

,tory Lectures on Rossetti, Burne-Jones, Watts, . 
Holman Hunt, and Wagner.. London; Hodler and 
Stoughton, 1905. ~

Fry, Roger. "Rossetti's Water Colours of 18^7," Bur
lington Magazine, 29 (June, 1916), 100-109.

Gaunt, William. The Pre-Raphaelite Tragedy. New York;
. Harcour t, Brace & CoT,~TW^.

 ____ . The Aesthetic Adventure . New York; Harcourt.
Brace Sc Go., 191+5."

The Germ; Art and Poetry; Being Thoughts Towards Nature.
London; Messr¥7 Dickinson, 18^5.

Gray, Nicolette. Rossetti, Dante and Ourselves. London; 
Faber Sc Faber^[T9li3T]l

Grylls, Rosalie G. Portrait of Rossetti. London; Mac
donald Sc Co.,Hitd.T"""l9

Hamilton, Walter. The Aesthetic Movement in England.
3rd ed. London; Reeves Sc Turner, T8B*2.

Heath-Stubbs, John. "Pre-Raphaelitism and the Aesthetic 
Withdrawal," The Darkenllng Plain; A Study of the 
Later Fortunes of Romanticism in English Poetry 
from George Parley to W. B,. Yeats. London; Eyre
and Spottiswoode, 1950.

Henschke, Alfred. The Incredible Borgias. Translated by 
Louise Brink. New York; Horace Liveright, Inc., 
1929.

Hilton, Timothy. The Pre-Raphaelites. New York; Harry 
N. Abrams, Inc,, 1970.

Hough, Graham.rThe Last Romantics. . New York; Barnes' and 
Noble, 1961.

Hueffer, Ford Maddox. Rossetti; A Critical Essay on
His Art. London; Duckworth Sc Co.; New York; E.
P. Dutton & Co. [1902 ].

Hunt, William Holman. Pre-Raphaelitism and the Pre-
Raphaelite Brotherhood! 2 vols „ London* and "[Tew 
York; Macmillan and Co., 1905.



Jones, Howard Mumford„ The Victorian Poets; A Guide to
Research. Edited by Frederic E. Faverty. Cambridge 
Mass.: Harvard University Press, 1956.

Katzin, M. "Pre-Raphaelitism, Ruskinism and French
Symbolism, ” Art Journal, 25, no. I4. (Summer, 1966) ,
.34.7-350.

Layard, George Somes. Tennyson and His Pre-Raphaelite 
Illustrators: A Book About A Book. London: E.
Stock] 15941 ~ ~~

Maas, Jeremy. Victorian Painters. New York: G. P. Put-:.
nam?s Sons! 1969.

Marilller, Henry C. Dante Gabriel Rossetti: ' An Illustra
ted Memorial of'His Art and Life. London: G„ Bell
& Sons, 1904.
. Rossetti: Bells Miniature Series of Painters..

London; G. Bell & Sons, 19051 ~ ~
Newton, Eric. The Romantic Rebellion. New York; St,

■ Martins Press, 1953*5 ~
Nicoll, John. The Pre-Raphaelites. London and New York: 

Studio Vista/Dutton Pictureback, 1970.
Ormond, L. "Mid-Victorian Parody: George Du Maurier!s

* A Legend of Camelot’," Apollo, 85 (January, 1967), 
54-58.

Parris, Leslie. The Pre-Raphaelites. London; Tate 
.Gallery, 19557™

Perkins, David (ed.). English Romantic Writers. New York, 
Chicago, etc.: Harcourt, Brace & World, Inc.,
1967.

Peterson, Carl. "Rossetti and the Sphinx," Apollo 85 
(January, 1967), 48-53.

Pissarro, Camille. Letters to His Son Lucien. Edited by 
John Rewaid. New York; Pantheon Books, Inc.,
1943..

Preston, Kerrison. Blake and 'Rossetti. London: The De
La More Press, 1544*



- ‘ ' , 99
Rewald, John. The History of IinpressionlsBi. Hew York: 

Museum of Modern Art, 196lT" ' ”
Rossetti, Dante Gabriel. The Collected Works. 2 vols.

Edited by William Michael Rossetti. London:
Ellis and Elvey, 1887.
„ Letters of Dante Gabriel Rossetti. Ij. vols. 

Edited by Oswald Doughty and J. R. Wahl. Oxford: 
Clarendon Press, 1965* 1967.

Rossetti, William Michael. Fine Art, Chiefly Contempo
rary. London and Cambridge; Macmillan & Co.,
IBS?.

Dante Gabriel Rossetti as a Designer and 
Writer. London and New York: Cassell, 1889.

; Ruskin: Rossetti: Pre-Raphaelitism: ■ Papers
l85U-~to rSFST Hew York: Dodd, Mead & Co.;
London: George Allen, 1899.

Preface to 11 The Germ". London: ,E. Stock,
1901.

_______. Some Reminiscences. 2 vols. New York:
Charles Scribner's Sons, 1906.

Rossetti, William Michael (ed.). Pre-Raphaelite Diaries 
and Letters. London: Hurst & Blackett, Ltd.,1900.

Rothenstein, John. An Introduction to English Painting. 
London, Toronto, etc.: Casell, 1933.

Ruskin, John. Art of England. New York: Merrill &
Baker [18" "K

Schmutzler, Robert. Art Nouveau. New York: Harry N.
Abrams, Inc., 19627™

Shakespeare, William. The Complete Works of William
Shakespeare. Philadelphia: The Blakiston Co.,19367—

Spender, Stephen-. "The Pre-Raphaelite Literary Painters, " 
New Writings and Daylight, 6 (1945), 123-131.

Staley, A. F. "Radical Romantics: The Pre-Raphaelite
Painters at Huntington Hartford'1 s Gallery," Art 
News 63 (May, 196^), 32-3^.



100
Stephens, Frederick George. Dante Gabriel Rossetti.

London; Seeley, I89I)-.
Surtees, Virginia. The Paintings and Drawings of Dante

Gabriel Rossetti (1825-1882), A Catalogue Raisonnd, 
Vol. I. 2 vols. Oxford; Clarendon Press, 1971.

Symons, Arthur. Dante Gabriel Rossetti. London; Unwin, 
[1909]. ~~

' Figures of Several Centuries. London; Constable
& Co „, Ltd., 1916!

Tennyson, Alfred. Idylls of the King. London; E. Moxon, 
1859.

Troxell, J. C. Three Rossettis. Cambridge, Mass.;
Harvard University Press, 1937.

Watkins on, Raymond. ■ Pre-Raphaelite Art and Design.. Green
wich, Conn.; New York Graphic Society, Ltd., 1970.

Welby, T. Earle. The Victorian Romantics, 1850 to I87O. 
Hamden, Conn.; "Archon Books, i960.

Winwar, Frances. Poor Splendid Wings; The Rossettis and 
Their Circle. Boston; Little, Brown & Co., 1933.

Wood, Esther. Dante Gabriel Rossetti and the Pre-Rapha- 
elite Movement. London; Sampson, Low, Marston,
1894.

Wood, Martin. The Drawings of Rossetti. London; G.
Newnes, Ltd.; ■ New York; 0. Scribner's Sons
[19053.




