Coutts Lindsay

Grosvenor Gallery

118

1877

Sir



Sir Coutts Lindsay,

1824-1913, 4-1

Balcarrees
Lord Lindsay
Alexander
2
! Paula Gillett, World of Art: Paintersin
Victorian Society (New Brunseick, New Jersey: Rutgers University Press, 1990), pp. 20-36.
2 Grendier Guards Ary Scheffer Barrie

Bullen, “The Palace of Art: Sir Coutts Lindsay and the Grosvenor Gallery,” in Apollo, no.102,
(November 1975), p. 353.
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1855

Prinsep Little Holland House 4

1863
Prinsep

Caroline Blanche Elizabeth Fitzroy, 4-2 °

6 1860

Robert Holford

1862 1875

“His sensibility towards history and literature and his understanding of art and facility in drawing
were impressive. He could discourse with authority, adding a mixture of sophistication and youthful

ardour which, alied to a charming manner was very attractive.” Colleen Denney, At the Temple
of Art: The Grosvenor Gallery, 1877-1890 ( London: Associated University Presses, 2000), p. 25.
G F. Watts
Tennyson Thackeray Elizabeth Browing
- 18-20

Hannah Meyer Rothschild Fitzroy ~ Rt. Hon. Henry Fitzroy

Colleen Denney, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 27.
Robert Holford, Mary Anne

Dorchester House Sir George Lindsay Holford, The Holford Collection,
Dorchester House (London: H. Millford and Oxford University Press, 1927)
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1877

Charles Hale,  4-3
Sir Charles Hallé Ingres

Victor Mottez

1875
10
Joseph Comyns Carr, 4-4
L’ Art
Pall Mall Gazette Manchester Guardian
11

8 Barrie Bullen, op. cit., p. 357.
o Paula

Gillett, World of Art: Paintersin Victorian Society, pp. 232-233.
10 C. Halé

one of the lower-middle class. Paula Gillett, ibid., p.233.
1 Colleen Denney, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 27.
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12

William Thomas Sams

Neo-Renai ssance

Palladio Santa Maria
4_5 13
lonic 4-6
4-7
4-8
West Gallery
4-9 60x28

14

12 Colleen Denney, ‘ The Grosvenor Gallery as Palace of Art: An Exhibition Model” in Susan P.
Casteras and Colleen Denney eds., The Grosvenor Gallery: A Palace of Art in Victorian England
(New Haven and London: Yale University Press, 1996), p. 11.

3 Barrie Bullen, op. cit., p. 354.

14 1882
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Whistler

lonic
175
East Gallery 60x28

) 15

Sculpture Gallery, 35x18 Water Colour Gallery, 24x

15 Dining Room
billiard room smoking room

Gentle Club Ladies Club

16

New Bond Street 4-10

> Colleen Denney, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 19.
18 Colleen Denney, ibid,, pp. 19-20.
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4-11

17

Tom Taylor

18

19

1 7|t is as thoroughly “Pagan” as anything that has excited the wrath of Mr. Ruskin.” Barrie Bullen, op.
cit., p. 354.

18 »Sjr Coutts Lindsay has evidently had Italian modelsin his mind, ...gorgeous hangings ...decorated
roofs...carved and gilt Florence consoles.” Barrie Bullen, ibid.., p. 354.

¥ »hue and style... thoroughly Italian,... cinque-cento crimson and gold unmellowed by time.” Barrie
Bullen, ibid., p. 354.
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Walter Crane

Medici %

21

1860

22

Sir Charles Dilke 1876

1863

- William Holman Hunt

23

20« performed the part of amodern Lorenzo de’ Medici.“ Barrie Bullen, ibid., p. 353.

2L« thefifteenth and sixteenth centuries, when the great masters of art took part in the state-affairs
of t heir day, the highroads of life lay through an open and unencumbered [sic] field of action, not as
yet hedged about by the claims of vested interests or the laws and Privileges of a profession.” Barrie
Bullen, op. cit., p. 353.

2 “No | am certainly not.” Barrie Bullen, ibid., p. 353.
% « the associate membership of the Academy had remained constant at a mere twenty and the average

age was fifty. .... the painters Rossetti, Burne-Jones, Holman Hunt and Albert Moore found no place
on the walls of the Academy.” Barrie Bullen, ibid., p. 353.
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W. Crane

Alphonse Legros Whistler Spencer
Stanhope Cecil Lawson W. H. Hunt
24
Art Journal
25
26

2 «| indsay ...felt that many most distinguished artists were either very inadequately represented at the
exhibitions of the Royal Academy, being either entirely ignored or indifferently treated by them,
while there were others who never submitted their work to that body at all. Among these were
painters of such distinction as Edward Burne-Jones, Alphonse Legros, Whistler, Spencer Stanhope,
Cecil Lawson, William Holman Hunt, and many less known younger artists.” Colleen Denney, “The
Grosvenor Gallery as Palace of Art: An Exhibition Model” in The Grosvenor Gallery: A Palace of
Art in Victorian England, p. 10.

% “There are several thoughtful men in London whose ideas and method of embodying them are

strange to us; but | do not think strangeness, or even eccentricity of method, a sufficient excuse for

ignoring the works of men otherwise notable, | have built Grosvenor Gallery that their pictures, and
those of every other man | think worthy, may be fairly and honestly seen and judged. " Barrie Bullen,

op. cit., pp. 353-354.

“... he claimed that his artists would be too “ascetic” to find a place on the Academy walls and that

these painters of a*“ sensitive fiber” had to be treated with “indulgence and consideration.” Colleen

Denney, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 43.

26
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1870

27

Allen Staley

27 «

either unable or unwilling to exhibit elsewhere.” Colleen Denney, At the Temple of Art: The
Grosvenor Gallery, 1877-1890, p. 43.
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28

Thomas Agnew and Sons Ernest Gambart
29
Old Water-Colour Society,
1804-1904 New Water-Colour Society, 1832-1893 !
English Institution, 1806-1867 % Society of British
Artists, 1824 i

% «1n England...from the beginning the annual exhibition the Summer Exhibition was of essential
and central importance. The income from admission was sufficient to give financial independence to
the Academy, which consequently, despite its dominant position in the England art world, has
remained a private body, subject to outside pressure, but not to outside control. And for the
individual artists, who could not count on commissions from church or state (asthey could in
France), the exhibition was to be the prime means of finding patrons and selling pictures.” Allen
Staley, “The Victorian Royal Academy,” in Christopher Forbes, The Royal Academy (1831-1901)
Revised: Victorian Paintings from the Forbes Magazine Collection (New York: Metropolitan
Museum of Art, 1975), p .8. Colleen Denney, At the Temple of Art: The Grosvenor Gallery,
1877-1890, p. 32.

# Colleen Denney, ibid., p. 32.

%0 Turner -

Burne-Jones Colleen Denney, At the Temple of Art: The Grosvenor Gallery,
1877-1890, p. 32.

3 Colleen Denney, At the Temple of Art: The Grosvenor Gallery,

. 1877-1890, p. 32.

Colleen Denney, ibid., p. 32

3 Colleen Denney, At the Temple of Art: The Grosvenor Gallery,

1877-1890, p. 32.
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1769

Tom Taylor

35

36

Council jury

34

35

36

1869 Burtington House
Royal Private View

Paula Gillett, World of Art: Paintersin Victorian Society, pp. 208-209.
“Ignorant class of buyers felt safer buying an inferior work with those reassuring initials than awork
of greater merit that lacked them: If both those men had ' R.A. after their names, the chances are that
those buyers would prefer the good man’s work to the bad man’s work, but with the limited number
of R.A.'s ,as at present, the good man’swork is passed over because he has not got those letters after

hisname.” Paula Gillett, ibid., pp. 207-208.
theline
Paula Gillett, World of Art:
Paintersin Victorian Society, pp. 203,271.
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Hanging Committee

4-12

37

4-13

3" “The Royal Academy consistently ‘skied’ unknown or less-known artists’ works  when they were
show at all inavery crowded exhibition space.” Colleen Denney, “The Role of Sir Coutts Lindsay

and the Grosvenor Gallery in the Reception of Pre-Rapnaelitism on the Continent,” in Susan p.
Casteras and Alicia Craig Faxon eds., Pre-Raphaelite Art in Its European Context (L ondon:

Associated University Presses, 1995), p. 72.
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C. Hale

38

12 6 39

40

Varnishing Day

% « .. each frame had been cut to scale in pieces of cardboard and fixed on to plans of walls to

maintain the decorative values of pictures.” Barrie Bullen, op. cit., p. 354.

% Colleen Denney, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 50.

0" Colleen Denney, “The Grosvenor Gallery as Palace of Art: An Exhibition Model” in The Grosvenor
Gallery: A Palace of Art in Victorian England, p. 10.
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41

The Last Straw , 4-14

42

C. Hdlé J. C. Carr

42

4 “The Royal Academy in those days treated all artists who were not members of their society with
very scantiest courtesy. We had to stand on Varnishing Day, some inside the door, some outside the
square, like casuals seeking relief at a workhouse, and shout out our names to a janitor posted in a
box, who referred to a book, and gave the information as to the fate of our pictures in tones which
[Minos], announcing which circle in hell was the destiny of the unfortunate souls trembling before
him, might have envied. A nice old gentleman with a white beard was standing next to me; he gave
his name, and presently “All chucked!” was shouted from the box in a voice that would have
reached to Charing Cross. | caught sight of hisface, and the tears that had started to his eyes at the
disappointment and ignominy of the whole proceeding.” Paula Gillett, World of Art: Paintersin
Victorian Society, p. 204.

Polite Stranger (to Smorlt, as he is removing his rejected Picture from the

Callars of Burlington House). “PRAY, SIR, CAN YOU KINDLY INFORM ME WHEN THE AH
ROYAL ACADEMY EXHIBITION OF PICTURES OPENS TO RHE PUBLIC ”
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43

creator

G F. Watts

G F. Watts

8 Colleen Denney, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 46.

4 « Afterwards came the consciousness that the work of some English painters of the day was being
revealed to the public for the first time... in the setting of well-conceived building each was being
allowed to deliver his message consecutively, and the visitor was not called upon to listen to him
between other and conflicting voices, or to hear from him nothing but a broken sentence. The works
of each artist, grouped together and divided by blank spaces, allowed the spectator’s eye and mind to
be absorbed entirely by what that painter had to give them... Those who had cared to search the
Academy walls, season after season, for the work of George Frederick Watts...stood before the end
of the West Gallery wall, and hailed their master...It was not too much to say that now to alarge
public, beyond the circle his friends, the mind of the painter was speaking for the first time.” Colleen
Denney, “ The Grosvenor Gallery as Palace of Art: An Exhibition Model” in The Grosvenor Gallery:
A Palace of Art in Victorian England, p. 25.
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Gordon Fyfe

45

Linley Sambourne

> “the relationship of the artist to exhibition consumer/ visitor is one of power and persuasion for it is
associated with a growing pre-occupation with the requisite strategies (gallery arrangement, décor,
lighting ,ect.) for determining the encounter between pictures and public gaze. The visitor'seyeis
now constituted in relation to the authority of the artist, rather than the institution.” Gordon F. Fyfe,
“Art Exhibitions and Power during the Nineteenth Century,” in Sociological Review Monograph 32.

Power, Action and Belief: A New Sociology of Knowledge (London, Boston, and Henley: Routledge
and Kegan Paul, 1986), p. 37.
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Welcome, Little Stranger 4-15

Sir Francis Grant, 1803-1878,

4-16

1877

THE GROEVENOR: ART PARADISE

Oscar Wilde The Picture

of Dorian Lord Henry Wotton

Basi|
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46

Art Journal

47

“ “|tisyour best work, Basil, the best thing you have ever done. You must certainly send it next year
to Grosvenor. The Academy istoo large and too vulgar. Whenever | have gone there, there have been
either so many people that | have not see the pictures, which is dreadful, or so many picturesthat |
have not been able to see people, which isworse. The Grosvenor isreally the only place.” Colleen
Denney, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 50.

4" “The Grosvenor is full of interest to people making any pretensions to Art culture.” Paula Gillett,
“Art Audience at the Grosvenor Gallery,” in Susan P. Casteras and Colleen Denny eds., The
Grosvenor Gallery: A palace of Art in Victorian England (New Haven and London: Yale University
Press, 1996), p. 40.
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1880

1890 49

Show Sunday Picture Sunday

50
Private
View season tickets
shillings
CharlesWaldstein

8 Paula Gillett, World of Art: Paintersin Victorian Society, p. 192.

9 Paula Gillett, “Art Audience at the Grosvenor Gallery,” in The Grosvenor Gallery: A palace of Artin
Victorian England, p. 40.

0 paula Gillett, World of Art: Paintersin Victorian Society, pp. 193-194.
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51

52

Art Journal

Times

53

*1 “The middle classes in the country and in the towns, and even large portions of the laboring classes,
have in every direction manifested their desire for the acquisition of the higher fruits of culture, and
have made heard their claim to share in the birthright which previously had been assigned but to the
few.” Paula Gillett, op. cit., p. 218.

2 1879 7643  PaulaGillett, “Art Audience at the Grosvenor Gallery,”
in The Grosvenor Gallery: A palace of Art in Victorian England, p. 40.

%3 « To agreat many ...these pictures are uninterligible puzzles, of which they do not care to attempt
the solution; to others they are occasions of angry antagonism or contemptuous ridicule. To alarge
majority of the crowd who will soon be thronging the [Royal] Academy galleries, such pictures as
these seem unaccountabl e freaks of individual eccentricity, or the strange and un wholesome fruits of
hopel ess wanderings in the mazes of mysticism and medievalism. On the other hand a devoted if
small minority holds devoutly that there is no artistic salvation out of the pale of this school.” in

Times (London), May 1, 1877, P10. John Christian, “Fame at home and Abroad” in Edward
Burne-Jones Victorian Artist-Dreamer  New York, The Metropolitan Museum of Art, 1998 p.192.
Paula Gillett, World of Art: Paintersin Victorian Society, p. 229.
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500 4

Show Sunday

Henry James

Marcus Stone

> Colleen Denney, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 46.
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55

William Powell Frith,

1819-1909 %6

57

Thomas Faed

His Only Pair

* "Sanding ...with other observers, | was struck with the fact that when these were in groups or
couples, they either, by way of comment, said nothing at all or said something simply about the
subject of the picture projected themselves into the story. | remember aremark made as | stood
looking at avery prettily painted scene by Mr. Marcus Stone, representing ayoung lady in a pink
satin dress, solemnly burning up aletter, while an old woman sits weeping in the background. Two
ladies stood near me, entranced; for along time they were silent. Atlast *her mother was a widow!”’
one of them gently breathed. Then they looked alittle while longer and departured.” Julia Thomas,
Victorian Narrative Painting (London: Tate Publishing, 2000), p. 9.

% 1845

Paula Gillett, World of Art: Paintersin

\ictorian Society, pp. 69-100.
" "Thefact of its being ‘the thing’ to go to Academy Exhibition, takes great numbers there who care

for art as much as they know about it, and that is nothing at al.” Paula Gillett, ibid., p. 220.
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58

Elizabeth Thopson

59

Art Journal

60

Douglas

Cooper 1870

*® “His Only Pair.” “Pear " said the connoisseur. “It looks more like an orange.” Paula Gillett, World
of Art; Paintersin Victorian Society, pp. 220-221.

% “|t isacurious condition of the mind between gratitude for the appreciation of one’s work by those
who know, and the uncomfortable sense of an exaggerated popularity with the crowd.” Paula Gillett,
World of Art: Paintersin Victorian Society, p. 221.

8 “the shilling of the cultivated Philistine and of the aesthetic devotee are equal in value for all
practical purposes.” Paula Gillett, ibid., p. 221.
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Wilkie

61

1880 subject-picture

Turner

Dante

Botticelli

62

8 «Pictures were judged by their subject matter; few artists were interested in painting natural scenes;
and no attempt was made to expl oit the suggestive or sensuous properties of oil-paint. Every painter,
it seems, subscribed only too gladly to Wilkie's cynical formulathat ‘to know the taste of the public,
to learn what will best please the employer, isto the artists the most valuable knowledge.” Colleen
Denney, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 30.

62 « Asthe 1880's opened, the Royal Academy subject-picture dominated the salerooms, rivaling the
Turner cult and almost extinguishing the Old Masters... Yet to the more sensitive sort of the patron
the pictures were distressing. But unless he moves in avery sophisticated circle, escape was not easy
for him. To travel in the company of Burne-Jones and Rossetti into the world of Dante...wasto
invite the reproach of being artistic, the greatest insult which could be hurled at a middle-class
family in the classic age of the British matron, when to admire Botticelli was to be thought a cissy.”
Colleen Denney, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 30.
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Daily

News

63

High Art

8“1t may be all very well, and the pictures may please the learned, but they are not the public is
accustomed to. The spectator feelsinclined to cry anxiously, ‘Where is the baby? for babies and
cradles are but inadequately represented in the Grosvenor Gallery. Thisis not asit should be; thisis
not in accordance with the practice of Royal Academy and with the traditions of British art.” Colleen
Denney, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 30.
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Shakespeare

Pierre Bourdieu Distinction
bourgeoisie
godts de liberté
disposition ascétique
petite bourgeoisie

godte de pretention

class poulaire

godt de necessité

Bourdieu

John Codd

6 1998 146-148
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65

Robert Huskisson

Lord Northwick’s picture Gallery at Thirlestaine House,  4-17
Duke Westminister Grosvenor

House, 4-18

4-18

% “the opposition between heavy and light asin heavy music/light music  servesto distinguish
bourgeois from popular tastes. Likewise, the oppositions between high sublime, elevated, pure and
low wvulgar, low, modest |, fine refined, elegant and coarse heavy, fat, crude, bruta |, light and

heavy, free and forced...are homologous, Bourdieu suggests, to the oppositions constituting the field
of social classes.” John Codd, “Making Distinctions,” in Richard Harker, Cheleen Mahar, and Chris
Wiljes, eds., An Introduction to the work of Pierre Bourdieu: The Practice of Theory (London: The

Macmillan Press Ltd., 1990), p. 141.
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Billiard Room

Smoking Room

1815 1870

66

Prince Albert 1845

67

1880

% Colleen Denney, “The Grosvenor Gallery as Palace of Art: An Exhibition Model” in The Grosvenor

Gallery: A Palace of Art in Victorian England, p. 29.
o " did even more than his
father to make smoking a fashionable upper-class vice.” Colleen Denney, ibid., p. 29.
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68

Whistler

Lord Henry Somerset

150

69

% Colleen Denney, “ The Grosvenor Gallery as Palace of Art: An Exhibition Model” in The Grosvenor
Gallery: A Palace of Art in Victorian England, p. 31.

® “The Grosvenor dinner was a great success last night. Everything was wonderful well done. There
was | should think about a hundred and fifty at dinner, which was at several tables with Sir Couts
Lindsay and some of the Royalties and particular swells at the tops end and Lady Lindsay and some
more Royalties at the bottom. The dinner itself was very good, really wonderful considering the
number that had to fed, and altogether it was in every way very well done.” Colleen Denney, “The
Grosvenor Gallery as Palace of Art: An Exhibition Model,” in The Grosvenor Gallery: A Palace of

Artin Victorian England, p. 31.
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70

71

7 Royal Private Review Private View

Day
™ Colleen Denney, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 25.
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72

Pierre Bourdieu

73

culture

74

capital

2 Colleen Denney, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 46.

? “the eliteislikely to abandon any institution if it becomes too democratic by doing so, it negates
the priviledged distinction of that elite class.” Pierre Bourdieu, Distinction: A social critique of the

. judgement of taste, Richard Nice trans. (London & New York: Routledge & Kegan Paul, 1984), p. 6.

128-130
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Heathcote H. Statham

75

Heathcote H. Statham

@ “|t isimpossible to overlook the presence of an element of eccentricity, the prominence given to
types of painting which form the special cultus of small groups of worshippers who offer up ablind
admiration, each to their own specia high priest. Thereisfar too much at present this private clique
spirit in connection with painting in England. An artist declines public notice, and show his
production only as a special circle, who kiss the hem of his garment and see nothing but perfection in
hiswork: and if we inquire, why this mystery and privacy we are gravely rebuked, and asked on
what principle an artist is bound to make publicat all " Colleen Denney, “The Role of Sir Coutts
Lindsay and the Grosvenor Gallery in the Reception of Pre-Rapnaelitism on the Continent,” in
Pre-Raphaelite Art in Its European Context, p. 73.
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J. C. Carr

W. H. Hunt D. G Rossetti -
F. M. Brown
76
77
W. H. Hunt J. E. Millias

6 “Holman Hunt, Rossetti, Burne-Jones, Ford Madox Brown...knew nothing about at that time of
academic honour, and their work, if it was submitted for official judgment, was either coldly
received or was treated in a spirit of active hogtility.” Susan P. Casteras, “Burne-Jones and the
Pre-Raphaelites Circle at the Palace of Aesthetes, ” in Susan P. Casteras and Colleen Denny eds., The
Grosvenor Gallery: A Palace of Art in Victorian England ( New Heaven and London: Yale
University Press), p. 76.

" “Your scheme must succeed, wereit but for one name associated with it that of Burne-Jones  a
name representing the loveliest art we have.” Elizabeth Prettejohn, Rossetti and His Circle (London:
Tate Gallery Publishing, 1997), p. 60.
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guattrocentists

outrageous sentimentalists

78

Quentin Bell

Mary Beatrice

8 “the younger circle loved to exaggerate the more enfranchised phase of Rossetti’s mind.” Colleen

Denney, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 67.
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79

80

™ “He believesin nothing and yet he is altogether enchanted by the act of worship. Holman
Hunt ...seeks for Christian realism, Millias occasionally for Christian anecdote; Rossetti looks for a
shrine on which he can lavish all hisart and al hisingenuity, the deity of which, Mary, Beatrice, ...is
so protean asto be non-exist. He is not religious but he is profoundly mythophiliac. His cult makes
no demands either on faith or on morality, it implies no articles of belief...It isthe religion of aman
who wants something passionately and can only express its wants by way of incantation...

whereas The second generation ...is haunted by afemale figure...which dominate Rossetti’s
work and the work of his disciple Burne-Jones, and through them their followers...In the Creation of
this atheological religion Burne-Jones was quite as important as Rossetti.” Quentin Bell, Victorian
Artists (Cambridge, Mass.: Harvard University Press, 1967), p. 67.

8 «] can well remember the wonder and delight of my first visit. One wall was iridescent with the
plumage of Burne-Jones’ angles, one mysteriously blue with Whistler’'s nocturnes, one deeply
glowing with the great figures of Watts, one softly radiant with faint, flower-tinted harmonies of
Albert Moore.” Paula Gillett, World of Art: Paintersin Victorian Society, p. 232.
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Whistler

G F. Watts 1837

Albert Moore, 1841-1893

1857 1865

- 1870

The Beguiling of Merlin,  2-1

The Mirror of Venus, 3-27 The Days of Creation,  3-12
3-16 Temperantia Fides, 4-19
Spes A Sibyl S. George,  3-17
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81

George Fraser -

Pollaiuolo Botticdli

82

8 |t must be nearly ten years...since this painter’s work has been publicly exhibited ....It is hardly to
be doubted that now the public has been allowed in to see these works side by side, that they will
recognize their transcendent ability, and give this artist, whose pictures have been ridiculed and
sneered down so long, their hearty recognition.” Susan P. Casteras, op. cit., p. 81.

8 «| tis certainly most improbable that this eclectic manner of painting will obtain any wide approval.
Itisonly alimited number of admirers of art who can love for or appreciate the productions of the
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Sidney Colvin -

8 Illustrated London News

earlier Italian masters, and the appreciation of this modern style, which follows that elder one so

closealy, will be confined, in alarge measure, to those who can find the greatest delight in the

delicately beautiful but soul-less formalities of Pollaiuolo and Botticelli.” Colleen Denney, At the

Temple of Art: The Grosvenor Gallery, 1877-1890, p. 88.

8 «an exhibition in themselves...We have among us a genius, a poet in design and colour, whose like
has never been seen before.” Susan P. Casteras, “ Burne-Jones and the Pre-Raphaelites Circle at the
Palace of Aesthetes,” in The Grosvenor Gallery: A Palace of Art in Victorian England, p. 81.

8 «extremely rich in the productions of Mr. Edward Burne-Jones, a Pre-Raphaglite paintersin excelsis

and one of acknowledged power in conception in skillfulness in manipulation” Susan P. Casteras,
ibid., p. 81.
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85

& it is unadvisable to group the works of each artist together ...it is unwise to exhibit in too close
sequence the monotony of their virtues and the obstinacy of their faults...The pictures of scholars
ought not to be exhibited together with those of their masters; more especially in cases where a
school is so distinct as that founded by Mr. Burne-Jones, and contains many elements definitely
antagonistic to the general tendencies of public feeling. Much that is noble in the expression of an
individual mind, becomes contemptible as the badge of aparty.” Colleen Denney, At the Temple of
Art: The Grosvenor Gallery, 1877-1890, p. 90.
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86

the Haunt of
Beauty aesthetes
Harry
Quilter
87

% «“The ACADEMY it appears, my dear JERRY, isto use young BOB’S expression played out, indeed
it has been called the charnel house of dead reputations, but the tip-tops in the painting line, the élite
in the World of Art send their pictures to the GROSVENOR which is managed by the fashionable
APELLES of the period, SIR COUTTS LINDSAY, and his able lieutenant, Mr. COMY NS
CARR ...” Jary said, “ | am most eager, my dear TOM, to behold the GROSVENOR GALLERY,
for | antold it is also the Haunt of Beauty, and of new set of people who have sprung up since our
day, and who called AESTHETES.” Barrie Bullen, op. cit., p. 352.

8 “The evil is spreading from pictures and poems into private life; it has attacked with considerable
success the decoration of our houses, and the dresses of our women; and if it has not founded an
actual creed, it isless because disciples are wanting, than that its elements are so heterogeneous as to
be incapable of easy consolidation. If this hybrid Pre-Raphaglitism has not yet erected itself into a
rule of conduct, it has become in some sort effective as a standard of manners; and there may now be
seen at many a social gathering young men and women whose lack-lustre eyes, disheveiled hair ,
eccentricity of attire and general appearance of weary passion, proclaim them to be members of the
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Punch 1877
The Palace of Art, Part |

Couitts Lindsay

88

new school.” Colleen Denny, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 76.
8 «| puilt myself alordly picture-palace
Wherein to play aLeo’s part.
| said, “Let others cricket, row or race,
| will goinforArt!”

Full of great rooms and small my palace stood,
With porphyry columns faced,
Hung round with pictures such as | thought good,
Being a man of taste.
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The pictures for the most part they were such

As more behold than buy
The quaint, the queer, the mystic over-much,
The dismal, and the dry.” Colleen Denny, “The Grosvenor Gallery as a palace of Art: An

Exhibition Model,” in The Grosvenor Gallery: A Palace of Art in Victorian England, p. 9.
8 « To women weird and wondrous, long jaw,
And lank of limb, and greenish as with mould,
And full-red lips and shocks of fulvous hair,
And raiments strange of fold.

No raven so delighteth in its song,
Of sad and sullen monotone,
As| to watch those ladies leans and long,
And angular of bone.

And to myself | said, “All these are mine.
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Quilter -

Pygmalion and the

Image, 2-19~ 2-22 1879

90
George du Maurier The
Six-Mark Tea-Pot, 420 * Frustrated Social Ambition,
421 % Charles Keene shocking ~ 4-22

Let the dull world take Nature's part,
‘Tis oneto me; | hold nothing divine
Save this Burne-Jonesian Art!”
Colleen Denny, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 85.

% “gupersensuousness...derived from Mr. Dante Rossetti’s queer ideal of woman kind  with hollow
cheeks and sguare jawbones, necks like swans with goiter, hair like Topsy’s, lips of the same race,
‘stung ‘ therefore swollen ‘with kiss'.” Susan P. Casteras, “Burne-Jones and the Pre-Raphaelites
Circle at the Palace of Aesthetes,” in The Grosvenor Gallery: A Palace of Art in Victorian England, p.

89.
ot Whistler 1864
Purple and Rose: Lange Lijzen of the Six Marks
Oscar Wilde | find
it harder and harder every day to live up to my blue china. James Abbott McNeill
Whistler Oscar Wilde

Colleen Denny, At the Temple of Art: The Grosvenor Gallery, 1877-1890, p. 78.
% 1877-1881
Mrs. Cimabue Brown

Collapse of
Postlethwaite, Maudle, and Mrs. Cimabue Brown, on reading in awidely-circulated contemporary
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- The Mirror of

Venus, 3-27 The Golden Stairs, 2-33
G. du Maurier

The Appalling Diffusion of taste,  4-23

- Urne-Jones -

[llustrated London News

Art Journal 1883

Journal that they only exist in Mr. Pouch’s vivid Imagination. They had fondly flattered themselves
that universal famewastheirsat last. Colleen Denny, At the Temple of Art: The Grosvenor Gallery,

1877-1890, p. 90.
93

“Brown says|’'m
becoming quite an Aetheist!” Colleen Denney, “ Acts of Worship at the Temple of Art: the
Grosvenor Gallery and the second-generation Pre-Raphaelites,” in Margaretta Frederick Watson ed,
Collecting the Pre-Raphaelites. the Anglo-American enchantment (London: Ashgate Publishing
Limited, 1997), p. 68.

9 «Even the eccentricities that made the reputation or notoriety of the Gallery at first are disappearing
or losing their piquancy with their novelty, Mr. Burne-Jonesis by no means at his worst, but his
following have either deserted or are hopelessly uninteresting.” Susan P. Casteras, op. cit., p. 91.
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- 1887

C. Halé

96

Spectator

97

% “Mr. Burne-Jones and his acolytes are but sparsely represented in the present exhibition, whilst
many of the artists who first attracted public notices as adherents to his view have hoped to retain it
by confirming to a more popular criterion.” Susan P. Casteras, ibid., p. 91.

% «’| am troubled and anxious more than | can say by the way in which it seems to me the Gallery has
been gradually slipping from its position... to that of aroom which can hired for evening
parties... The place got a character of its own, and it name has been respected, and | do serioudly feel
that al thisis being imperiled by the innovations of the last season, and that steadily and surely the
galery islosing caste club rooms, concert rooms, and the rest, were not in the plan, and must and
will degrade it...Clubs, feasts, concerts, parties, advertisements, placards, and refreshments  how
they all vex the soul.” Georgiana Burne-Jones, Memorials of Edwards Burne-Jones (L ondon:
Macmillan & Co., 1904), Val. 2, p. 179.

9 “For thefirst timein looking at this artist's productions....we seem to feel an almost total lack of
impulse and spontaneity...\We miss the feeling which has hitherto always arisen within us on
contemplating his pictures,... " Susan P. Casteras, op. cit., p. 91.
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