

INTRODUCTION

T

his volume, Worldwide Pre-Raphaelitism, is a distinctive collection of fourteen essays by scholars from around the globe
who examine for the ﬁrst time the lasting impact of the PreRaphaelite movement on global culture. Previously, scholarship on the
movement focused on its place in English (or at most, continental European) art and literature during the nineteenth century. The contributors to this volume chart a new direction for scholarship about PreRaphaelitism, arguing for the movement’s signiﬁcance throughout the
world, its afﬁnity with various systems of thought, and its enduring effects
even today.
Worldwide Pre-Raphaelitism puts to rest the traditional view of PreRaphaelitism—a brief, reactionary, and narrowly English artistic movement during eight years of the mid-nineteenth century that was outside
the “mainstream” development from Romanticism to Aestheticism. Instead, historians, theorists of art, and literary scholars will discover in
these essays a wide-ranging, vibrant, enduring, and globally signiﬁcant
Pre-Raphaelitism, informing and informed by feminism, cultural studies,
postcolonialism, deconstruction, socialism, Orientalism, medieval textuality, and legal scholarship.


What is Pre-Raphaelitism? In 1850, this question would have been
answered easily enough. Pre-Raphaelitism was a stunt cooked up by
three students at the Royal Academy of Art in order to distinguish themselves from their peers and thumb their noses at the establishment. The
three students—child genius John Everett Millais, Gabriel Dante Rossetti
1
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(son of Italian expatriates) and the poor but talented William Holman
Hunt—formed the Pre-Raphaelite Brotherhood (P. R. B.) in 1848 with
four other young men: William Michael Rossetti, James Collinson,
Thomas Woolner, and Frederic George Stephens. The members of this
new secret society drew up several documents attesting to their aims and
ideals, among which were the faithful representation of nature in art; the
superiority of Italian and Flemish painting before the era of Raphael; the
interdependence of the literary, plastic, and painterly arts; and the need
for art to instruct its audience. The early paintings of the Brotherhood adhered to these principles, and although their mannered presentation was
likely to catch the attention of the critics, the “movement,” such as it was,
seemed fated to be little more than a footnote in the progress of the arts.
The critical press in the 1850s also had little difﬁculty in deﬁning
“Pre-Raphaelitism”: it was an extension of continental European Romanticism. The Pre-Raphaelites took many of their subjects and painting
styles from Romantic literature and painting from England, France, Germany, and Italy. There were in their canvases several characteristics of
earlier Romantic and Neoclassical paintings: a “hard” ﬁnish crammed
with minute detail and characterized by scant differentiation of highlights
and shadows, a preference for subjects from European literary texts of the
medieval and Renaissance eras, and overtly didactic intent in the compositions. The Pre-Raphaelites were connected easily to the paintings of
their predecessor and mentor Ford Madox Brown, as well as to the earlier
Nazarene movement of the 1830s, whose religiosity, preference for Italian
painting before the 1400s, and moral-subject paintings preﬁgured the
Pre-Raphaelite movement.
In the early decades of the nineteenth century, Brown was beginning
his painting education on the continent. In his work, we can see the development of some principles that would be fully expressed by the PreRaphaelite Brotherhood. As a young man, Brown studied in Bruges and
Ghent under Albert Gregorius, who himself had been a pupil of JacquesLouis David; Brown’s early works ﬁt well with the 1830s revival of neoclassical sentiment in European art. Brown moved to the Antwerp Academy
in 1837 to study under Baron Wappers, from whom Brown learned the
ages-old “wash and varnish” techniques of the Dutch schools, a technique
that produced muddy, hazy paintings. Most important to the story of PreRaphaelitism, Brown next traveled to Rome and met the Nazarenes, a
group of expatriate German painters led by Peter Cornelius and Friedrich
Overbeck, who intended to purify German painting by returning to religious and cultural archaism, the result of which was an adherence to Roman
Catholicism and to the painting techniques of quattrocento German and
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Italian masters. The “clean line” and “simple faith” of the quattrocento
were by no means the exclusive province of eccentric German painters.
Many English painters on the “Grand Tour” were inﬂuenced by the painting techniques and subjects of ﬁfteenth-century paintings. By the late
1840s, there was a general interest in late-medieval design—so much so
that the Arundel Society was formed in 1848 to disseminate engravings of
important works.
Given this background, why has the Pre-Raphaelite movement
come to be seen as an insular and particularly English phenomenon? Part
of the answer may lie in the way in which the movement laid claim to a reactionary English identity in several media at the same time as it was
mining foreign inﬂuences during its early years. Early criticism of the
movement often inaccurately dubbed them the “Young England” school,1
mistaking the Pre-Raphaelite Brotherhood with a group of literary reactionaries whose aims were indeed markedly xenophobic and Anglocentric. Over time, the mislabeling became gospel, especially in light of the
early canvases from the Brotherhood and their associates depicting contemporary English scenes, such as Holman Hunt’s Our English Coasts
[Strayed Sheep] (1853) and Brown’s The Last of England (1855).
During the remainder of the nineteenth century, the concept of PreRaphaelitism rapidly took on new meanings, new adherents, new detractors, and new theoretical directions. For example, in 1850, the Brotherhood
began its own literary magazine, The Germ, in adherence to its adoption
of the Horatian ideal of ut pictura poesis, which holds that painting and
poetry are sister arts. The Germ lasted only four issues but served to expand the possible media in which one could be thought a Pre-Raphaelite:
the literary contributors to The Germ were a mix of members of the original Brotherhood—Dante Rossetti, William Michael Rossetti (who was not
a painter), Thomas Woolner, and William Holman Hunt—and new voices
from outside the original movement. Jerome McGann’s ideas about The
Germ help to support the idea that Pre-Raphaelitism began as a loosely
deﬁned movement:
There are strong circumstances to suggest that the magazine was not strictly
representative of the aims and ideas of the Pre-Raphaelite Brotherhood,
which had been meeting since 1848. For instance, although the Brotherhood itself was rigorously opposed to expanding beyond its original seven
members, The Germ featured numerous articles by non-members, such as
Christina Rossetti, Coventry Patmore, and Ford Madox Brown. None of the
poetic works reviewed in the four issues of The Germ were produced by
Pre-Raphaelite writers, yet the reviews (written by William Rossetti) were,
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as a matter of policy, highly favorable. All of this points to an ethos of inclusion associated with The Germ uncharacteristic of the P. R. B. to that
point. In addition, William Rossetti was later to emphasize repeatedly that
the various theoretical pieces in The Germ were at best incomplete expressions of Pre-Raphaelite ideas. Most signiﬁcant was the fact that The Germ
never mentioned, in its contents or on its wrappers, the term “PreRaphaelite.”2

Early on, Pre-Raphaelitism thus came to typify a literary style as well as an
artistic one. Thomas Woolner’s later sculpture and poetry, along with the
literary and art criticism penned by William Michael Rossetti and Frederic George Stephens, expanded the idea of Pre-Raphaelitism even further in terms of media and theoretical stance so that by the end of the
nineteenth century, Pre-Raphaelitism encompassed not only a style of
painting, but an entire theoretical apparatus supporting many sister arts.
Almost as soon as the Pre-Raphaelite Brotherhood became known
to the larger English art-appreciating public, the Pre-Raphaelite movement began to grow beyond the original seven members of the Brotherhood. As noted, the establishment of The Germ expanded the number of
artists and authors considered to be Pre-Raphaelites. John Ruskin, on
learning that the Brotherhood had based many of their precepts on his
own Modern Painters (1843), offered support to the ﬂedgling movement
with letters to the editor of the London Times, and, after a while, a pamphlet entitled Pre-Raphaelitism (1851), in which he argued that the PreRaphaelites and John M. W. Turner were among the vanguard of English
painting because both the Pre-Raphaelites and Turner discarded the
false progress of English art since the Middle Ages and began afresh,
building their art on the last “true” art characterized by particularly English principles: namely, Ruskin’s principles.3
In the 1860s, after the Brotherhood had effectively disbanded, two
students, William Morris and Edward Jones, made contact with Dante
Rossetti and initiated the “second wave” of Pre-Raphaelitism, one that
differed radically in its aims and methods from those of the ﬁrst Brotherhood. The members of what is sometimes termed the Early Aesthetic
movement focused on the development of English culture as a part of the
early origins of pan-European culture during the Middle Ages. Morris
translated several Icelandic sagas, and Burne-Jones, as he eventually
styled himself, found subject matter in Greek myths and the Grail legends of continental Europe as well as England.
Nineteenth-century writers on Pre-Raphaelitism also minted “new”
members of the Pre-Raphaelite movement because of their literary or
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artistic similarities to the works of the established Pre-Raphaelites. Two
examples may serve to illustrate this trend, which was sometimes based
on thin evidence. The poet William Bell Scott, although he knew many of
the members of the original Brotherhood during its ascendancy, did not
identify himself as a Pre-Raphaelite poet until he was retrospectively
dubbed one by George W. Thornbury, who, in the Athenaeum for 24 February 1855, “revealed” Scott’s Poems to be a Pre-Raphaelite work.4 In a
similar vein, the French critic Henri Viel-Castel conjured a “new” member of the Pre-Raphaelite movement in June 1855:
MM. Schaw, Millais et Hunt représentent l’école de réalisme tel que le
comprennent nos alliés d’outre-Manche, et comme ces trois artistes forment une exception dans l’exposition anglaise, nous croyons devoir commencer par leurs œuvres l’examen de l’art britannique. [Messrs. Schaw,
Millais, and Hunt represent the school of realism such as it is understood
by our friends of the outer-Marches, and as these three artists form an exception in the English gallery, we believe it right to begin our examination
of British art with their works.]5

As for the identity of the mysterious Monsieur Schaw, the Art-Journal
critic clears up the mystery some weeks later:
All this time many of our readers . . . may be lost in perplexity as to the
identity of this new leader of the pre-Raffaelites—this Monsr. Schaw: we
confess to have ourselves been for some time in the same predicament, until having . . . eliminated the Teutonic c from the name, we found a most
estimable artist, Mr. Shaw, known, as we have just intimated, to the literary as well as the artistic world, before Young England had learned to lisp
the names of Van Eyck or Perugino, as a most skilful archaeologist—a
retrospective reviewer of the old monkish illuminations; some of the choicest of which he gave with a singularly faithful pencil to the public, and who
little dreamt that he was becoming the apostle of the new and true school
of painting while making facsimiles of those quaint curiosities, wherein the
infant struggles of Art are so conspicuous, and in which the suggestions of
perspective both of line and tint are so unceremoniously dealt withal. Mr.
Shaw will probably be as much surprised as any of us at the paragraph
commencing in the Parisian periodical with the words “MM. Schaw, Millais et Hunt represent l’école de réalisme.”6

During the nineteenth century, Pre-Raphaelitism expanded out of England, as well. Thomas Woolner emigrated to Australia and began to
sculpt and write poetry there; the “American Pre-Raphaelites” set up
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a magazine in emulation of The Germ, named the Crayon; and French art
critics began to proclaim the similarities between the Pre-Raphaelites
and the new French Realist school of painting led by Courbet. Criticism
and theory about Pre-Raphaelitism appeared in England, Wales, Scotland, Canada, Australia, France, Spain, Italy, Germany, Hungary, and
even Japan7 and Russia,8 most of which described the Pre-Raphaelite
movement in terms of its relation to and inﬂuence on the arts in the critics’
own countries. Thus, Pre-Raphaelitism was a typically Japanese movement to the Japanese, and the French saw the Pre-Raphaelites as having
espoused French ideals.
Later in the nineteenth century, Pre-Raphaelitism even moved beyond being a men-only movement. Critics began reclaiming women painters from the 1850s and 1860s as having been Pre-Raphaelites, and
Christina Rossetti’s poetry was seen increasingly as equally representative
of Pre-Raphaelite poetry along with the poetry of Dante Rossetti, Algernon
Swinburne, and William Morris.
Pre-Raphaelitism moved beyond its original didactic aims, as well,
beginning with the overt didactic morality of Holman Hunt’s Awakening
Conscience (1853) and ﬁnishing with the decorative and aesthetic qualities of Dante Rossetti’s Astarte Syriaca (1877), for example. The movement came to be deﬁned and redeﬁned throughout the nineteenth century
in terms of which artists and authors were “really” Pre-Raphaelites, what
qualities of their work made them so, and why the movement’s embrace of
new ﬁgures and theoretical stances was consistent with the original Brotherhood. Often this was difﬁcult, if not impossible, to do, since the original
Brotherhood lasted for so short a time (it broke up around 1854) and consisted of such diverse members, each of whom applied the nebulous
ideals of the movement in his or her own way. Further muddying the definition of Pre-Raphaelitism is the sheer multivalence of the term by the
end of the nineteenth century. One could talk about Pre-Raphaelite painters, sculptors, poets, essayists, and critics: Pre-Raphaelites were men
and women from several different countries, some of whom came before
and some after the Pre-Raphaelite Brotherhood in England between 1848
and 1854. Pre-Raphaelitism included realistic, didactic genre painting
about contemporary social evils; fancifully medieval-looking history
painting about the Briar Rose legends; highly mannered and detailed
translations of Icelandic sagas; religious paintings of Christ whose backgrounds and models were taken directly from Palestine; essays about the
connection between spiritual and physical love; poetry about the need to
renounce physical desires in order to obtain a “better resurrection”;
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hand-crafted wallpaper; and newspaper articles about the need to protect
ancient buildings from destruction. By the end of the nineteenth century,
the Pre-Raphaelite movement had become broad enough to accommodate
many different and sometimes contradictory media, artists, and theories
about art. These layers of signifying each expand what the umbrella term
“Pre-Raphaelitism” can contain, reaching further and further beyond the
movement’s supposedly Anglocentric nineteenth-century origins.
Over the course of the twentieth century, the idea of PreRaphaelitism in relation to subsequent developments in literature, art,
and cultural theory underwent several waves of revision. During the 1900s
and 1910s, after the last of the original Brotherhood had died, scholars of
the movement returned to a narrower deﬁnition of what the Pre-Raphaelite
movement was, who its members were, and whether it was properly its
own movement or merely a holdover from Romanticism. Scholarship
tended to be biographical, enumerative, and historical, rather than theoretical.
For example, several biographical studies9 appeared before the ﬁrst
World War on individual ﬁgures and their relationship with the movement, arguing for their inclusion in or exclusion from Pre-Raphaelitism,
depending on individual biographers’ opinions about the desirability of
belonging to a school at once “uncompromising, assertive, childlike in its
naïve charm, [and] childish in its incompetence.”10 After the war, scholarship on the movement dwindled until the mid-1930s, due in part to
the ascendancy of Art Nouveau, Expressionism, Dada, and Surrealism,
movements that purposely positioned themselves against the traditional
aims of Pre-Raphaelitism and other Victorian-era art movements.
The period between the 1930s and the late 1950s saw little scholarship about Pre-Raphaelitism. A few inﬂuential reports of Pre-Raphaelitism’s effects on world culture did appear, but they tended to be based on
older research, such as Lafcadio Hearn’s posthumously published lectures on Pre-Raphaelitism from when he was a professor in Japan during
the ﬁn de siècle.11 The year 1948 marked the centennial of the founding
of the movement: the Tate Museum and the Birmingham City Museum
& Art Gallery dutifully put on shows and published catalogues of their
Pre-Raphaelite paintings, but relatively little scholarship attended the
hundredth anniversary of the P. R. B. Only one dissertation on the PreRaphaelites was published between 1942 and 1962.12 Three representative works from this period demonstrate how narrowly the Pre-Raphaelite
movement had become deﬁned. Lelio Luxardo edited a collection of “critical notes” on Pre-Raphaelitism in 1929, which consisted of biographical
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sketches liberally summarized from nineteenth-century newspaper articles.13 A second work from this period is a self-published book on The Inﬂuence of British Literature Upon Pre-Raphaelite Painting,14 which recapitulates the traditional argument that the Pre-Raphaelites took their
subjects from Shakespeare, the Bible, and from favorite Romantic poets.
One of the major works to appear in this period is William Gaunt’s The
Pre-Raphaelite Tragedy,15 an account of the history of the movement’s
members told through a narrative based on Gaunt’s examination of diaries,
letters, and other archival materials that were then in private hands. By
1960, however, Pre-Raphaelitism was considered in many scholarly circles to be, at best, an eccentric choice of subject, and the ﬁeld of PreRaphaelite studies languished. However, during the late 1950s and early
1960s, scholarly interest in the movement began to wax again, based
on the rediscovery of primary and secondary documents as they became
available through auctions, sales, and bequests to academic collections.16
This era also marked a growing transatlantic critical and academic interest in the Victorian era and in Victorian studies as a discipline, fueled
largely by Jerome H. Buckley’s The Victorian Temper (1951), which refers,
against the fashion of the time, to the Pre-Raphaelite movement as a signiﬁcant element of nineteenth-century art and literary history.
Pre-Raphaelitism as it is studied in the current sense would likely
not exist without the bibliographical scholarship of William E. Fredeman.
Fredeman’s Pre-Raphaelitism: A Bibliocritical Study (1965) nearly singlehandedly re-energized the ﬁeld of Pre-Raphaelite studies. His work
touched off a revival of Pre-Raphaelite scholarship, and his framework has
set the boundaries of the movement, with few exceptions, since 1965. Fredeman’s bibliography was notable for several reasons, chief among them
his generously inclusive policy about minor ﬁgures loosely associated with
the movement. The inclusion of minor ﬁgures such as Thomas Gordon
Hake and Arthur O’Shaughnessy helped boost them into the accepted
canon of Pre-Raphaelitism. Also, of several bibliographies on PreRaphaelitism written in the early 1960s, Fredeman’s was the only one to
appear in print.17 It is instructive to note his bibliography as a founding
document of the modern scholarly examination of the Pre-Raphaelite
movement, from which much scholarship has since extended.18 Interestingly, although Fredeman cites in his bibliography several non-Englishlanguage pieces of scholarship and criticism from both the nineteenth and
twentieth centuries that place Pre-Raphaelitism in a worldwide frame, his
introduction perpetuates the narrower, more Anglocentric view of the
movement, in keeping with the widely held view of the Pre-Raphaelite
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movement as an anomaly apart from the progression from Romantic
thought at the beginning of the nineteenth century to the Aesthetic movement at its end. Thus, Fredeman’s work simultaneously gave new vigor to
the ﬁeld of Pre-Raphaelite studies while strengthening its focus on the English qualities of the movement, a stance that would not be signiﬁcantly
challenged until the late 1990s.
During the 1970s, scholarship about Pre-Raphaelitism concentrated largely on ﬁlling out the corpus of primary documents; editions of
diaries, journals, and reprints of The Germ19 and nineteenth-century critical works appeared. The Journal of Pre-Raphaelite Studies (JPRS) was
established in 1977 by an interdisciplinary group of editors (including
Fredeman), and early articles in JPRS largely covered the relationships
among the original Pre-Raphaelite Brotherhood and the members of the
movement’s second ﬂowering. Several primary documents from the movement were reissued, often as part of critical editions,20 and the original
Brotherhood became a renewed source of interdisciplinary scholarly inquiry.21 The ﬁeld of Pre-Raphaelite studies was, in a sense, being reinvented whole, especially in light of the new vogue for Marxist, feminist,
and deconstructive inquiry.
The 1980s saw scholarship on Pre-Raphaelitism continue in its applications of academic theory but expand away from the original members
of the movement to incorporate comparative studies22 and deeper inquiry
into the roles of women (in addition to the consistently-studied Christina
Rossetti) in the movement.23 The appeal of the Pre-Raphaelites was reﬂected in rising auction-house prices for original works of art and ﬁrst
editions of books, and the Pre-Raphaelite Society was founded in Birmingham in 1988, providing a bridge between the scholarly treatment of
the movement and the lay appreciation of Pre-Raphaelite poetry and art.
By the end of the 1980s, the deﬁnition of Pre-Raphaelitism had broadened to include women artists as well as followers and minor associates of
the original members of the Brotherhood. Several academic theories had
been applied to the movement with some success, but the one area of PreRaphaelitism that had actually narrowed was its perceived geographic
scope: Pre-Raphaelitism was considered to be an exclusively English
phenomenon. As Quentin Bell reported in 1982,
The original Brotherhood, although it may have looked abroad for some of
its ideas, was essentially an English movement. It had very little commerce
with Europe. The second generation gradually attained an international
character. The arts and crafts movement became known in Belgium and
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Central Europe, the inﬂuence of Ruskin was felt, and late in his career
Burne-Jones excited the attention of the French Symbolists. Thus the
movement as a whole may be regarded as a withdrawal from, and then a
gradual rapprochement with, the art of the Continent.24

After more than 150 years, the question with which this introduction
opened, “what is Pre-Raphaelitism?” now takes on a complicated cast.
If the publications of the 1990s and the early years of the twenty-ﬁrst
century are a reliable measure, the scope of Pre-Raphaelitism seems still
to be expanding. Recent scholarly works by Elizabeth Prettejohn25 and the
editing team of Alicia Craig Faxon and Susan Casteras26 evince a willingness to continue to broaden the movement in terms of its members, ideologies, and inﬂuences on and from other movements in literature and art.
Recent titles on Pre-Raphaelitism demonstrate the desire to add to the
canon by many means: since 1990, scholarship on Pre-Raphaelitism has
gone “beyond the Pre-Raphaelite Brotherhood”;27 it has been “read,”28
“re-viewed,”29 “re-framed,”30 placed into its larger “European Context,”31
“collected,”32 and “haunted.”33 It has been looked at in terms of gender,34
sexuality,35 ethics,36 and has even been implicated in an “Ecclesiastical
Crisis.”37 The critical reaction to Pre-Raphaelitism has become a legitimate
topic of study in itself, with bibliographies38 and theoretical studies39 on the
subject appearing recently. It is becoming increasingly important, however, that scholars deﬁne the terms under which such expansion takes
place.
The essays in this collection set a new direction for Pre-Raphaelite
scholarship: they reveal that because of the broad and deep reach of the
movement during the lifetimes of its practitioners, Pre-Raphaelitism encompasses several thought systems, scholarly approaches, and avenues of
inquiry. Because of the risk of diluting the term’s deﬁnition to the point of
its dissolution, scholarship on Pre-Raphaelitism is obliged to reexamine
and redeﬁne both the term itself and the movement to which it is attached.
Different theoretical approaches and ideologies permit terminological
multivalence and canonical expansion in several directions simultaneously. Instead of a single movement with several practitioners and characteristics, there are now several competing Pre-Raphaelitisms, each informed by a different school of thought, theoretical stance, or disciplinary
set of rules. We have passed the point where a widely accepted and wellbounded Pre-Raphaelite movement acts as the ground for the inductions
of critics and scholars investigating an unambivalent single history of “what
was.” Rather, the essays in Worldwide Pre-Raphaelitism demonstrate
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hermeneutical echoes, traces, and afﬁnities between the Pre-Raphaelite
Brotherhood and later artists and writers. It is like the difference between
ﬁnding the charming details in an old house one has inherited and shopping for an old house based on one’s idea of what an old house should look
like. To carry the metaphor slightly further, when one takes together all of
the elements of the House of Idea(l)s—including cultural theory, gender
theory, nationalism, deconstruction, and Orientalism—one sees a multifaceted Pre-Raphaelitism. The essays in this volume achieve a necessary
historical and theoretical distance from the movement itself, so that it can
now be traced in relation to larger movements in global history, literature,
and art.
This collection redeﬁnes Pre-Raphaelitism in a new way: the movement is diverse in terms of ideology, gender, and geography, and in the act
of mapping the extent of Pre-Raphaelitism’s inﬂuence and reach, this
volume tests the boundaries of the movement. These essays also suggest
what Pre-Raphaelitism was not and did not, exploring the development of
the trope of the term “Pre-Raphaelitism,” which became freighted with
national, ideological, and gendered ideas as it passed from age to age,
country to country, and through different scholarly thought-systems.
The signiﬁer “Pre-Raphaelitism,” as it has been passed down, has
been diffused into and has incorporated other discourses, creating texts
“haunted” by the idea of Pre-Raphaelitism. Pre-Raphaelitism indeed began narrowly, as an extension of the continental Romantic school of
thought. It transformed itself throughout the lives of its early practitioners, the better to reﬂect the literary and artistic currents of an increasingly
global perspective, mirroring the increasing rapidity of communications
technology and the opening of trade on the world markets during the late
nineteenth century.


In the second half of the twentieth century, “Pre-Raphaelitism” became a useful signiﬁer for theorists who put it to use as representing ideas
at times reactionary, nationalistic, and theoretical. This collection brings
together several different theoretical stances in order to present a wide
range of thinking on the subject of what Pre-Raphaelitism currently signiﬁes and where it is headed. Pre-Raphaelitism has come to be a touchstone
for artistic and literary thought and discourse, often in places, media, and
times far removed from the origins of the movement in 1848 London. The
essays in this collection trace the development of Pre-Raphaelitism as
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a global phenomenon, beginning with its roots in continental European art
history and moving away from England in time and geography.
During the ﬁrst years of the movement, for example, we can trace
the inﬂuence of the early-Renaissance Italian, Flemish, and German
“Primitives” on the new Pre-Raphaelite movement: Béatrice Laurent’s
essay, “An Inventory of the Pre-Raphaelite Mental Museum, October
1849,” explores the continental art tour undertaken by Dante Rossetti
and William Holman Hunt before the formation of the Brotherhood; Laurent demonstrates that, rather than rising ex nihilo to challenge the established artistic canons of the day, Pre-Raphaelitism had its foundations
in the very exhibition halls against which it originally railed.
The early inﬂuences on Pre-Raphaelitism were not limited solely to
European ones. William Holman Hunt traveled extensively in Palestine
during the mid-1850s, and his contact with Islamic and Jewish cultures
created reciprocal inﬂuences in Hunt’s paintings as well as in the communities in which he sought models and suppliers of paint, canvas, and
sundries. Francesca Vanke Altman argues in “William Holman Hunt,
Race, and Orientalism” that on his return to England, Hunt maintained
his ties to the Jewish and Islamic communities, becoming involved with
fundraising and charitable events for Middle Eastern groups in London.
Not all of the inﬂuences of Pre-Raphaelitism were so deliberate, as
can be seen in Christopher M. Keirstead’s “Rossetti’s ‘A Last Confession’
and Italian Nationalism,” an essay on the manner in which Italian nationalists enlisted an unwilling Dante Gabriel Rossetti to represent their
cause, and in Linda Groen’s essay, “A Dutch Lady of Shalott,” on a Dutch
artist whose only (but signiﬁcant) connection to the Pre-Raphaelite movement was his choice of subject matter. Pre-Raphaelitism served in the
late nineteenth and early twentieth centuries as an antithesis against
which to set new works, as argued in Tatjana Jukić’s essay on the early
twentieth-century Croatian writer Miroslav Krleža. Susan Casteras also
ﬁnds that Pre-Raphaelite tropes appear (and are refashioned) in the Symbolist movement at the turn of the twentieth century.
Academics have long argued about whether the second wave of PreRaphaelitism epitomized by Morris, Burne-Jones, and Swinburne comprises the beginning of the Aesthetic movement, the protorumblings of
the Arts and Crafts movement, the end of the High Gothic trend, or some
other phenomenon entirely. Despite this debate, the inﬂuence of this
phase of the movement, too, can be seen worldwide. Florence Boos examines “William Morris’s Later Writings and the Socialist Modernism of
Lewis Grassic Gibbon,” while Margaret D. Stetz explores the relationship
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between later Pre-Raphaelitism and travel monologues by Westerners
about “exotic” locations such as colonial India in her “Pre-Raphaelitism’s
Farewell Tour.” Even Hungary seems to have received the Pre-Raphaelite
gospel in the late nineteenth century, and Éva Péteri relates in “PreRaphaelitism in Hungary” the story of how Walter Crane brought it there.
Pre-Raphaelitism did not always provoke direct reaction, however.
In “Pre-Raphaelitism in Colonial Australia,” Juliette Peers examines
how the impact of Thomas Woolner and Bernhard Smith on Australian art
came indirectly, after their own generation had mostly ignored the work of
these two English artist emigrants, only to have their cause taken up in
the early decades of the twentieth century. Pre-Raphaelitism’s second
wave reached across the Atlantic, as well; Paul Hardwick’s essay on the
relation between Morris and the Christian Socialist movement in the United
States is balanced by the contribution from David Latham on the aestheticism and socialism of Francis Sherman, the “Canadian Pre-Raphaelite.”
Sarah Wootton contributes an examination of the Pre-Raphaelite inﬂuence on American artists’ representations of subjects from Keats’s
poetry, which brings the volume full circle in a reconsideration of the relationship of the original Pre-Raphaelites to the Romantic movement,
now ﬁltered through the viewpoint of early twentieth-century American
painters.


Taken together, the essays in this volume demand that PreRaphaelitism be viewed in a worldwide frame, a frame which changes our
understanding of Pre-Raphaelitism’s involvement in and inﬂuence on
global nineteenth-, twentieth-, and now twenty-ﬁrst-century art and literary history. This collection is written by art historians, scientists, literary
scholars, fashion historians, women’s studies professors, and independent
scholars. The essays raise issues of commerce, marginality, Orientalism,
imperialism, and national culture in relation to Pre-Raphaelitism. Brief
essays on individual works or ﬁgures have been chosen to complement
and challenge those essays that concern broader, more “national” subjects. Although the topics covered in this volume are spread out over
many countries, time periods, and disciplines, the common thread is PreRaphaelitism, a movement that has to this day lasted as a core set of
ideas: truth to nature, minuteness of detail, and sensitivity to the past.
Pre-Raphaelitism began by borrowing its ideology from several continental art movements, and has become a literary, artistic, and historical trope
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from which many cultures and theoretical systems have themselves
borrowed. The essays in this volume speak to the multivalence of the PreRaphaelite movement and hint at the extent to which the current theoretical weltanschauung includes Pre-Raphaelitism as being an inclusively
global movement whose traces bridge the concerns of Romantic European ideas and the global aestheticism of the ﬁn de siècle, rather than
merely an isolated English artistic movement that took place between
1848 and 1854.
These essays uncover a Pre-Raphaelitism which, rather than being
a regressive movement working against the ﬂow of developments in world
events, is an extension of—an integral part of—the development not only
of European thought at the end of the nineteenth century, but of the
spread of aestheticism throughout the world, the echoes of which can be
discerned in writings and artwork even into the twenty-ﬁrst century.
Thomas J. Tobin, Ph.D., M.S.L.S.
Southern Illinois University
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