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ABSTRACT

Over the last forty years, nineteestt@nturyBritish arthas undergone a process
of recovery and reevaluation. For nineteeogimtury women paintersignificant
reevaluatiordatesfrom the early 1980s. Concurrently, the growing field of interart
studies demonstrates that developments in art history have significant repercussions for
literary studies. However, interdisciplinary research in nineteeatlury pamting and
literature often focuses on the rich selection of works from the second half of the century.
This study explores how transitions in English painting during the first half of the century
influenced the work of British writers.

The cultural authaty of the writer was unstablduring the early decadeghe
influenceof realismandthe social mobility of the paintded someauthorgo resist
developments in English art by constructthg painter as a threat to social order or by
feminizingthe panter. For women writers, this strategy was valuable for it allowed them
to displace perq@ions abouemotionalor erotic aspects of artistic identity onto the
painter.Connotations of youth, artistic high spirits, and unconventional morality are part
of the literature of the nineteententury painter, but the history of English painting
reveals that this image was a figure of difference upon which ideological issues of
national identity, gender, and artistic hierarchy were constructed.

Beginning with Daid Wilkie, and continuing with Margaret CarpentRichard
Redgrave and Dante Gabriel Rossetti, | trace the emergence of social commitment and
social realism in English paintin@€onsidering arandartists from the early decadies

relation to depictionsf the painter in texts by Maria Edgeworth, Edward Bulwer Lytton,



Mary Shelley, Joseph Le Fanu, Felicia Hemans, Lady Sydney Morgan, and William
Makepeace Thackeragevealgatterns of representatidimat marginalizel British artists.
However,writers sut as LetitiakElizabethLandon and Robert Browning supported
contemporary painting and rejected literary myths of the painter.

Articulating disparities between the lived experiencpahtersand their
representation calls for modern literary critics taggess how nineteententury writers
wrote the painter, and whyexts that portray the painter as a figure of myth elide
gradations of hierarchy in British culture and the important differentiations that exist

within the categonartist.
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CHAPTER 1
INTRODUCTION: THE PAINTER
AS A FIGURE OF DIFFERENCE

Panting was an essential component of nineteaethtury British culture.
Viewers turned to painting for shared experiences of the beautiful, the sublime, national
i dentity, and expr essi 0n @ cutiure tHaplacea ahighy 6 s | d e
value on themord and spiritualgualities of painting did literatungortray painters as
weakanddeformed, or social climbingeducers whengaged in debauchery and whose
works of art might at anytime precipitate emotiondlaquse, failure, evedeathVhy
doespainterin the nineteenth century connote the abnorialis novelVanity Fair
(1848) William Makepeace Thackerd$811-1863)first used the terrbohemiann
reference to behavipas opposed tBohemia, aountryof origin.? In 1851, the essay

AThe True Bohemians of PBUr0)describbsyBoh€miamsase s Di

fifa tribe of unfortunate artists of al | Ki nct
professions, an dMaudce Beelbersi etrevse dfil[ya ]scoc.oor di ng
Shaw, 6When Dickens introduced in his stori

chose an artistic profession for hiklenry Gowan irlLittle Dorrit is a painter. Pecksniff

! Richard Shiff, "Art History and the Nineteenth Century: Realism and
Resistance,The Art Bulletin70, no. 1 (1988): 30.

ZWilliam Makepeace ThackeraYanity Fair, ed. Peter L. Shillingsburg (New
York: W.W. Norton, 1994), 6450rig. pub.in monthly partsl8471848)

3 Charles Dickens, "The True Bohemians of PattseholdNords4, no. 86
(1851): 190.



is an architect. Harold Skimpole is a musici@here is real hatred in his treatment of
t h e“By 1862,bohemiarreferred exclusively to an artistic personafity. The Picture
of Dorian Gray(1890),0scar Wildg18541900)refersto this constructiomf the painter
when Basil Ha | |paocaartidts hawe toahow aurselvisvinesociety from
time to time, just to r emi®Cahnotatiorsofyouth] i ¢ t he
artistic high spirits, and unconventional morality are part of the literature of the
nineteenthcentury painterbut the history of English painting reveals that this image was
a figure of difference upon which ideological issues of national identity, gender, and
artistic hierarchy were constructed.

Contrass between thevorld of British artand literary represertians of painters
arerelativelyunexaminedExploringthe history of British painting from 1860855 in
relation to the paintgoortrayedin poemsnovels and criticismyaises questions about
why certain representations appear, why they are repeatszhisy authors and
reconstructed by other authors, and what this might tell us about nineteerdny
culture, the author, or the text. In definirgpresentaton W. J. T. Mitchell
the purely 6aestheticdé mdekeuants samnevesttiei on of f i
completely divorced from political and ideological questions; one might argue, in fact,

that representation is precisely the point where these questions are most likely to enter the

“George Bernard S@reanExpedtaianby Cmades Dickeéns i n
(London: Hamish Hamilton, 1947), xi, quotedWaurice Beebelvory Towers and
Sacred Founts: The Artist as Hero in Fiction from Goethe to J@yew York: New
York University Press, 1964), 88.

®> Oxford English DictionaryOn| i ne Edi ti on, 2009. s.v. f

® Oscar WildeThe Picture of Dorian GrayNew York: Barnes and Noble, 2003),
8. (orig. pub. in 1890, serializedini ppi ncott 6 s ,Wbiladelphia.yorigMaga zi n:
pub. in volume 1891.)
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| i t er a fTyhus,asepr&sentationarenotneutral how the painter is written offers
insights into literary history. In the same manner that manuscripts reveal authorial
choices and decisions, so too do authorso
authors make suggests what they valuewanalt they hope to convey with their text. The
literary myth of the painter that is still with us in the twefitgt century, whaRoland
Barthes callsn Mythologiest h whatfjoeswithoutsayingo entered nineteertbentury
literature to serve a partilar set of purposes.
Mary Pooveyods paradigm of fAinterdepender
is central to the methodology of this project. In fingt half of thenineteenth century,
writersand paintes defined themselves through a relationsifimutualinfluence and
responsePoovey describesniters struggling todefinetheir place ina nincfeasingly
secular, capitalist society One way tadefine themselveand their work was by
enlisting concepts of national identity and gender to showthey differed from
painters. Painters, seeking to advance their position with the public, expanded their
repertoire to include scenes from literature and contemporary life. In the early decades of
the 1800s, both writer and painter were seeking wideergshof influence and higher

profits through increased professional staft@oncern for seltreation is, adarlon B.

"W. J. T. Mitchell, "Representation," fritical Terms for Literary Studyed.
Frank Lentricchia and Thomas McLaughlin (Chicago: University of Chicago Press,
1995), 15.

® Roland Barthesylythologies trans. Annette Lavers (New York: Hill and Wang,
1985), 142.

® Mary PooveyUneven Developments: The Ideological Work of Gender in Mid
Victorian England(Chicago: University of Chicago Press, 1988), 102.

YFor painters, determining professional
education might connote a classical education with ties to the acknowledged professions
3



Rossobservespne of the central struggles of the Romantic wriéesris seHconscious
reflection on the nature of creativity, but, e  w rthe tseff san befestablished only in
relation to other things on which it depends for its-self f i n'f Tthus,dt is nai
surprising to find that the impulse to define identity and assert authority appears in both
literary and visual worksdf he er a. Nor i s it surprising t
stance, as opposed to the didactic stance of realistic art, elicited reactions from writers
and reviewers.
Barthes writes that myth gives fAhistori
hides and distorts one set of narratives and produces other nartafiesnarrative of
the nineteentitentury painter has shifted in light of recent scholarship. Over the last
forty years, art historians have recovered the work of ninetexmttury Britsh artists
and reconsidered their role in art history. In addition, they have reevaluated the role of

writing in constructing the history of artNineteenthcentury British art was neglected,

of medicine, law, the clergyrahe military. Painters, lacking this connection, sought

alternative ways to establish professional status; they framed their work as a vocation

rather than a trade, used art dealers to avoid the direct exchange of money for art, and
established artistisocieties and institutions. Julie Codell observes that the term
professionalvas fAtr oubl ed and uncer JukeiFnCodeltiThei t s ap
Victorian Artist(Cambridge: Cambridge Univaty Press, 2003), 105.

X' Marlon B.Ross, "Romantic Quest and Conquest,Ramanticism and
Feminisim ed. Anne K. Mellor (Bloomington: Indiana University Press, 1988)| Bge
the termRomanticto define the decades bordering the turn of the century and to
reference writers categorized Romantic in the twendfyrst century Duncanwu
delineates the ertom 1770 thebirth of William Wordsworth, to 1851, thdeath of
Mary Shelley Duncan Wu, ed Romanticism3rd ed. (Oxford: Blackwell, 2006).

12 BarthesMythologies 142.

13 Shiff, "Art History and the Nineteenth Centuigealism and Resistancéso,
seeMichaela Giebelhausen and Tim Barringer, edaiting the PreRaphaelites
(Burlington: Ashgate, 2009).



now it is restored, revised, the subject of critical studmeskdockbuster exhibitions in
England and Americ& Similarly, literary scholars have reevaluated Romantic era
writers and reconsidered the marginalized role of women in literary histories. Recent
work in these two fields informs this historical study. Aating to Marcia Werner
British realism differs from French realistnfurthermore, as Nicholas Tromans argues,
realism appears in British art at the beginning of the nineteenth century with the art of
David Wilkie (17851841)* Social realism appears ingfate 1830s and in the 1840s
with the art of Richard Redgrave (1888). This project traces how these developments
correspond to the rise of the painter in literature and how they influenced the way the
painter6s myth came tarefistedconstructed, mai r
Throughout the nineteenttentury,Englishpaintersfacedone persistent
dilemma.Paula Gillettdescribes this as the question of identity. Painters, she writesa d
to respond to the basic uncertaiffgnd] the continuing lack of consernsgoncerning the

role of the artist in society0 Thi s uncertainty was accompan

Y Ree@nt exhibitionsncludefi J ofhwner et t Mi | | a-D8sabtheddteo wn i n
Britain. AJ.M.W. Turnero shown in 2008 at t
Dall as Museum of Art, The Metropolitan Mus:e
Reign of Victoria: The Royal Holloway Coltet i o n , Londond shown fro

the Philbrook Museum of Art, Tulsa, OK; Delaware Art Museum, Wilmington, DE; Yale
Center for British Art, New Haven, CN; Brigham Young University Museum of Art,
Provo, UT; Huntsville Museum of Art, Huntsville, AlSociety of the Four Arts, Palm
Beach, FL; Iris & Gerald B. Cantor Center for the Visual Arts, Stanford University,
Stanford, CA.

1> Marcia WernerPre-Raphaelite Painting and Nineteer@entury Realism
(Cambridge: Cambridge University Press, 2005).

'8 Nicholas Tromandavid Wilkie: The People's PaintéEdinburgh: Edinburgh
University Press, 2007).



it he | egitimate funct i oHTFhesverdngperceptipnin h e

England was thatineteentkhcenturyEnglish painting was inferido the art of other

countries and other ages. Unlike the French literary tradition that aligned the painter with

the aristocracy, fictionadEnglish painters were tradesmemt gentlemen?® English
gentlemen were expected to admire painting and be famiiih art history, but they

should not be able to produce art with any studied technical skill, for this might connote
the labor of the artisan.

There were benefits to a bel-exestent.t hat
During the war years, it heldecement an English national identity separate from France
and Italy, countries whose national identities became synonymous with the artistic
temperament. This conviction supported the idea that artistic creation was foreign, and
privileged a masculine Etigh identity of commercial superiority and growing industrial
power . For writers, portraying painters
their cultural authority by aligning themselves with an idealized concept of English
masculinity. Thesstrategies reinforced the idea that writers represented the educated

classes while painters were members of an illiterate artisan Aldiss. when used for a

pai

as

painter connoted forei gn a nalistidohreted Emglish e . Wi
and maculine. These ideological constructions allowed men and women to write the
painter subordinate to the English author.
" paula Gillett,Worlds of Art: Painters in Victorian SocietiMew Brunswick, NJ:
Rutgers University Press, 1990), 14.
18 Borowitz explains that in early nineteenthntury French literature the painte
was usually fAa romanti ¢ HelenwrOstermadn Barowitazhe ocr at i

Impact of Art on French Literatur@Newark: University of Delaware Press, 1984), 22.
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In addition to concerns about class and identity, ideas about the nature of poetry
and painting were changing fundamentally. The ideat pictura poesisa concept from
Ho r a cAss®aeticdithat as is painting so is poetry, was no longer the predominant
model . Gott hol dLadqgbh AneEssay oh thesLsnitsrofgPairsting and
Poetry(1766), argues that although the two formsdoree similar effects, they were
inherently different. Poetry encompasses narrative; poetry is heard and it progresses
though time. Painting should not attempt narrative; it addresses the eye and should devote
itself to the single moment, the static imalgeThe Mirror and the LampRomantic
Theory and the Critical Traditioriyl.H. Abrams writes that by the end of the eighteenth
century, Amusic came to be the art most | mi
not painting:® The question of the generagnsus the particular, the ideal versus the real,
demoted painting from its previous connection to poetry.

Although minting was a uncertairprofession, it could lead to rapid
advancemertt’ If admitted to theschool of the Royal Academyoung mercould apire
to a dramatically increased inconparticularlyif elected as either an Associate member
or full AcademicianThe Royal Academy (1768ed from 17681792by Sir Joshua

Reynoldq17231792) bestowed professional legitimacy on painters similar ¢o th

¥M.H. Abrams,The Mirror and the Lamp: Romantic Theory and the Critical
Tradition (New York: W.W. Norton, 1953), 50.

20 Upperclass young mewere deterred from a seriousidy of paintingi [ s ] o
strong was the association of professional painting with low social status at this time that
an aspiring artist of high social class found it difficult to escape being labeled a dilettante,
which was considered the only properbl@r a gent | emanGileti t h a t u
Worlds of Art: Painters in Victorian Societ®1.

7



recognition accordetb scientists by the Royal SocietyBut opportunitieswvere
available outside the Royal Academmy well As a dawing masteranillustrator for the
growing periodical press, arportraitist, a paintercould earn enough to support a
family.?? Rather than living the bohemian myth, the trajectory oftieéessionaBritish
painter embodied idésand values central to nineteeisdgntury England.
In contrast to literary representations of painges$eings whbvealoof from the
mundane concerns of theorld, paintersveredeeplyconcerned about Englaids
economyi it had a direct impact on the market tfmmtemporary artfPaula Gillett
explains that artistibgraphies written in the latter half of the century claim the painter as
regectable, responsible, successful figuweVictorian societyPai nt er 6s | i ves,
wr i t e sremamkably eongiuent with the Victorian image of the-sgdfde man, who
by talent, strength of character, and unremitting effort made his contributioniétysoc
and was rewarded with wealth and honwfdHowever, unlike businessmen who might
earn or marry their way into the upper <cl ac

Apai nf ul [pgintessevarata idsues tbat were in any way linked with themivn

1 Academy membership was the most visible sign of professional statiss.
wasnotincluded as a profession the Census until 186Codell, The Victorian Artist
108.

2professional pai nt efl500 peipgittingbuevamen bet we ¢
painterswould notearnasmuch. Sedichard D. Altick,Paintings from Books: Art and
Literature in Britain, 17601900(Columbus: Ohio State University Press, 1985), 76.
However, pices continued to rise throughout the century. In 1860, William Powell Frith
was pai dTheRBalwayStatiomand Elizabeth Thompson, Lady Butler, stk
28th Regiment at Quatre Brgs1 8 75) wi t h ¢ oldupertvop RHlerkorheo r z 1, 1
earned over, 2 5 0 frdn(drtraits Oxford Dictionary of National BiographyOnline
edition, s.v. fAvon Her komer , Hubert. o

2 Gillett, Worlds of Art: Painters in Victorian Societ6.
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social status and with the standi nAtaf t he
time when painters were building elaborate homes and studios and amassing astonishing
fortunes, Gillett shows that fame and wealth had little bearing on theepgaer 6 s soci al
status.
The war year s f ocus eBdtishtah. rtuplly dohtinuouds att e
war with Francéetween 92and1815helped spudevelopmentg British art by
limiting access to French and Italipainting. Outof necessityandnational spiritpublic
attention turned to British art and the British pairftdBetween 1806 and 181&nnual
attendance at the Royal Academy exhibition ranged betwe8&0,900 peopleThis
audience was not limited to the upper classes but, as Nichaagns describes,
reached fideeply infto the 6émiddling sorts. d¢
During this time, painters turned away frofassical subjectandtechniques
aligned with French schools of art favor of realistic paintings portraying Eagld,but
suspiciors about Romtic artisticimaginations triggered questions as well.Martin
Myrone explains lie[suffpcating political paranoia of the era brought the faculty of
imagination itself into question, as the potential source of rebellious tendencies, and
artistic ambiions were materially curtailedf’ It was realism that opened avenues for
painting to becoma mediunmto examirethe borders of class and national identity and

guestion the society that maintained th8ihe combination of popular enthusiasm and

24 1bid., 12.

> Martin Myrone,Gothic Nightmares: Fuseli, Blake and the Romantic
Imagination (London: Tate Publishing, 2006), 177.

6 TromansDavid Wilkie: The People's Paintexxii.
2 Myrone, Gothic Nightmares: Fuseli, Blake and the Romantic Imaginatign.

9



critical resistance to paintings by David Wilkie (178841), the focus of chapter 2,
suggests that reviewers and writers regarded this new development in painting as
something requiring attention and containment.

Realismandrealistic are not synonyms, and in thmeteenth century, critical
response to the two styles of painting were not the senmgishaudiencesiked realistic
paintingReal i sti c paintings s uléod) naratived/orisdenea m Ho g
from familiar books and poems were popular beseaviewer&new whatthe painting
was aboutReviewergudged paintings bgscertaimg whetherthe picturewas an
accurateportrayal anddeterminng whether he painting appealed to th@motions.
Nikolaus Pevsner observes thaalistic painting supptsan importantunifying aspect of
English painting: the ftenlEghteepthand pr each
nineteentkcenturycritics admired Hogarth becaysdthough his subjects might be
coarsethey were realistic and didactieaintings suclas the sixpart serieMarriage a-
la-Mode(1742-43) controled how the viewer should interpret the wot&avingno room
for ambiguity(fig. 1.1)**Ho gar t h 6 s cgneemporariife wese urigie, as he
well recognized. Of his contemporaries, Hogatiservedii pai nt er s and wr i t ¢

mention, in the historical way, any intermediate species of subject between the sublime

% Nikolaus PevsneiThe Englishness of English Attondon: Architectural Press,
1956), 24.

29 Although praised, Hogaréhwork came to be viewed @sarseby nineteenth
century reviewers. He was a relic of an earlier, looser, lgeriage a-la-Modeis a
series ofix paintingsengraved and sold as prints]itey the story of an opportunistic
marriagethatdestroy husband and wife.

10



Fig. 1.1 William HogarthMarriage a La Mode, Scene. 1743, oil on canvas,
27 %2 x 35 % in. The National Gallery, Lormdo
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and t he YEighteeatbcentury arddid not address the middle ground between

neoclassical ideals and caricature. Although nineteeatitury audiences appreciated the

clear didactic el ements of HogavidWikiés pai nti

and the later realists admirefbgarttb s att enti on to the everyda:
Realismas opposed to thealistic, was disturbingo some viewers* Realism

avoideddidactic intentiorandtransformed the everyday infrt. Modern art historians

definerealism by its miecentury appearance in Frenchand literatureThe

Stonebreaker§l850)by Gustave Courbgtl8191877)(fig. 1.2)andMadame Bovary

(1857)by Gustavd-laubert(1821-1880)aretwo classic examplesVhat differentiates

them from realist works is, as Stephen Eisenman writes, the idedithae v er ence f or

ideal and honor of the Classic kav n o ¥ Realisneavadids idealization and turns the

vi ewer 6s focus on tihte waoleas aworkoffart. theverrass ent at i

MarciaWer ner points out, there are inherent pi

narrow application of a*mRealiemsbewritesisdefimed gm t o

by a ficeomffl wehmmar act eri sti c, #AThesafeatugedre mul t i f

the result of two different histories and cultures, and as a result, they rovaied

%0 Quoted inLionel LambourneVictorian Painting(London: Phaidon Press,
1999), 128.

3l Realism would be attacked atmide nt ury as fithe represent
Charles Rosen and Henri ZernBgmanticism and Realism: The Mythology of
NineteenthCentury Art(New York: Viking Press, 1984), 19.

%2 Stephen F. Eisenman et alineteenth Century Art: A Critical Historgrd ed.
(London: Thames and Hudson, 2007), 242.

33 Werner,Pre-Raphaelite Painting and Nineteen@fentury Realisy3.
* bid.
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Fig. 1.2 Gustave Courbéfhe Stonebreaker$8491850, oil on canvas,
74 13 x 118 a in. Formerly Gem2l degal eri e,

13



differencesbetween French and English art, literature, and the definition and practices of
realism.
English realismappeared as a cledepartire from the classical tdition and
Hogarthan didacticism; iportrayed the world without heightened effecteliberate
point of view Realism followed on the heelsthie French Revolutio(l789)andarrived
during the Napoleonic Waf47991815). Charles Rosen and Henri Zerner describe
realismas fa transformati on >dlfiRomangcisppantd i ti cs i n
Realism: he Mythology of Nineteerdientury Art,Rosen and Zerner explain that
reali sm was disruptive because of its fAacce
toennobe it, idealize it  **Ouvertsoeialealismtatsaught t pi c
to initiate change in society, suchHseGovernes$1845) byRichard Redgrav€l804
1888) (fig. 1.3) Applicants for Admission to a Casual WdidB74) by Luke Fildes
(1843-1927) (fig. 1.4),andOn Strike(1891) byHubert von Herkome(18491914)(fig.
1.5)were many years awallowever, DavidVi | kPéléssie Fair(1804) began the
shift toward realisnin British painting (fig. 1.6). His workirew the ire of art critics ah

137

Joseph Mallord William Turner (1778351) whodismissechis workas trivial® Due to

% Rosen and ZerneRomanticism and Realism: The Mythology of Nineteenth
Century Art 18.

3% bid., 14748.

371n 1807, Turnerand Richard Westall (17668 36 ) contri ved to ha
Blind Fiddlern e x t t o Th& $un Rigng threugh VapgandCountry Blacksmith
disputing upon the price of iron, and the price charged to the butcher for shoeing his
poneyTurner 6s paintings were critiques of Wil
matter. Tromans writes, ATurner showed the
twisting the knife by adding a dab of bright red paint to his picture just before the
exhibion opened. 06 Despite thei PeamaBurlaatSda f f er e |
(1842), as a tribute to Wilki&.:romansDavid Wilkie: The People's Paintet23.
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Fig. 1.3 Richard Redgravéhe Governesd844, oil on canvas, 28 x 36 in.
Victoria & Albert Picture Library.
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Fig. 1.4 Luke FildesApplicants for Aimission to a Casual Ward874, oil on canvas,
54 x 96 in Royal Holloway Collge, University of London, EgharBurrey
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Fig. 1.5 SirHubert von HerkomerOn Strike1891,0il on
canvas, 49 % x 8% in.Royal Academy of Arts, London
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Fig. 1.6 David Wilkie, Pitlessie Fair.1804,0il on canvas, 24 Y4 x 43 %4 in.
National Gallery of Scotland, Edinburgh
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di fferent proprietary codes and ideas about

more picturesque than French realism; nevertheledkié/eshaped British painting by

turning paintingéds gaze to the everyday.
KarlBleibtrastb s def i ni ti on ostates,colagdiallystmatrealism| i t er a

is fithat directi on o f-cuakodlands&nd dobs its besito keapc e s a

the ground of r eal P6Gegorgd Becker tefineslierbrgabismasi on o f

facceptance of all the phenonéRealistsnf eart h

painting and literaturased thisapproach to subject matter formulatea conscious

awareness that realis@s George Levine writegasultimatelya means toespond to

culture and questioncultufL evi neds foundat i onetednthwor k on

centuryliterature, The Realistic Imaginatigrargues thaduthorsusedreai s m t o fimak e

fiction more, not less, intens& Realism he explains, appeared to offestronger

technique, morally and rhetorically, because it refleptasitivist ideaghatvalued direct

observation and livedxperiencé? Thus, realism ravedliterature away from the

conventions of the romance and the fantastic and replaced them with the recognizable.

% Quoted inGeorge J. BeckeMaster European Realistdlew York: Frederick
Ungar Publishing Co., 1982), 3.

% bid.

“0George LevineThe Realistic ImaginatiofChicago: University of Chicago
Press, 1981), 22.

bid., 17.

“2|bid., 18.Auguste Comte (1798857) developed the theory of positivism.
Positivism advanced the scientific method and applied its principles to the study of
culture and society. Hiseries of lectures were publishedG@msurs de philosophie positive
(183042).
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Nineteenthcentury critics, such as John Eagles (1:1835), were concerned

about realism and what ideas the single image might convey. In his 1842 aati

Natur al i n Art,

natural world. Words are better for addressing the difficulties of the world because they

can fAhurry over

0 Eagl es

t he a b*3Raintidg,he stages, could not

argues

t hat

iThe

i magi n

paint

comment on itself because image presents itself as fact. This understanding connects with

George Levinebs

description

of r eal

is fluid and shifting Based in language, texthdefid i sr upt i ve

nonver bal

t e off Text eanswetchtind) comndent eraalrative or

st

it

energies

circumnavigate its own fictigrbut painting, restricted to théasicimage lackedthe

reassuringnarrative andlistance ofwriting.

Essays and reviews such as those by Eagles and Thackeray reveal certain

concerns about

painting.

The

fact

t hat

formedinitiated apprehension; images were not shaped by an author or created in the

mind of areader. Viewers could not alter or dim these picturastR her mor e,
subjectsandaudience werenotregulated in ways that temtas. Textrequiredan editor,

typesetter, printer, booksellemda literate audienc® If painting remained unredated

3 John Eagles, "The Natural in ArBlackwood's Edinburgh Magazirtd

(1842): 439.

4 Levine, The Realistic Imaginatiqri40.

““MaryPoovep s anal ysis of

Al iterary | abor

exposed

t

ser i
he

representation of writing, [as] a contested.sifoov ey 6 s
decades as well. She explores the class issues surrounding the writer and addresses
writing as a tradePoovey,Uneven Developments: The Ideological Work of Gender in

Mid-Victorian England 105.
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or unmonitored, painters might produce paintings that lacked qbg&s or aristocratic
guidance. Painting might reject received modes of thought. Even more disturbing,
audiences who lacked an education might claim the right to interpret or jwdg& af
art.

Literary criticism that investigates the myriad connections between literature and
artis a recent field of criticism known as interart studies, a field interested in
manifestations of visual, print, and media culture. Nineteeatitury inerart criticism
addresses the many ways word and image interact either through direct connections or
referentially, and considers how word and image influenced or isolated one another.
Recent work in nineteenttentury interart criticism has focused the Pre Raphacelite
Brotherhoodand texts and images fromid-centuryto the fin de siéle. For that reason,
Simon Cookecommengéd in 2003hat there is little work investigating the representation
of the painter in nineteenttentury literatureand virtuallynone examiimg the painter in
literaturefrom the first half of the centurff

| mportant contri but i on sThe \dctotiahseandfthee | d
Visual Imagination2000)which explores questions of sight, vision, and the unseen, and

AStalr Li nes Pen a hyGerdreCuaisvtioobsesvesitension leebveen

the pencil and the pe@urtisassertet he t ext ual , or written,

the drawn | i ne “dRriontoad5%dn examplethe covarlofihe . o

lllustrated London NewportraysArt and Literaturdihand in hand, surveying the world. .

“¢ Simon Cooke, "Dangerous Subversives: The Role of Painters in Sensational
Fiction," Victorians Institute Journadl1 (2003).

4" Gerard CurtisVisual Words: Art and the Material Book in Victorian England
(Aldershot: Ashgate, 2002), 27.
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.. After 1857 Art is shown as subordinate, behind Literature and looking over her

shoul der, to t H&hetekasalsobdema surgeuniwdrismarnisige o
the role of illustrationinthe nove). u | i a TPittorimla/istdrians The Inscription
of Values in Word and Imad2004)claims,ii t i s t he rel ati on

that defines Victorian painting and illustratio® S oplh i a PRreRlaphadité Art
of the Victorian Novie Narrative Challenges to Visual Gendered Boundaf2&05)
states thapaintings by Prdraphaelite artistsifluencedthe Victorian novelln addition,
there has been a steady stream of works on individual autinists, allustrators, and the
role of art in British culturé®

Two books devote their full attention to representations of the painter in
nineteenthcentury British literature. The firsThe Artist in 18 Century English Fiction

(1979)by Bo Jeffaresasserts thahineteenthcenturywriters had ndargerinterest in

bet wi

painting.Whenauthorsncorporated an artist into their textitwdisb e cause t hey we

primarily interested in the fictional artist as a romantic hero, rather than as a means of

discussingvhat was happening in ®O6hehrewambr ary art

century was a very |l ong time and it incl ud:ée

certainly applies. However, Jeffaresds anal
*®bid., 36:37.

“9 ThomasPictorial Victorians: The Inscription of Values in Word and Image
(Athens: Ohio University Press, 2004), 15; Andidgse PreRaphaelite Art of the
Victorian Novel: Narrative Challenges to Visual Gendered Bound#Getumbus: Ohio
State University Press, 2005); Carol T. Christl dohn O. Jordan, ed¥ictorian
Literature and the Victorian Visual ImaginatigBerkeley: University of California
Press, 1995); Jonah Siegeksire and Excess: The Nineteeantury Culture of Art
(Princeton: Princeton University Press, 2000).

0 Bo JeffaresThe Artist in 19th Century English FictigAtlantic Highlands, NJ:
Humanities Press, 1979), 93.
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distinctions beween types of artists, no distinctions between authors, no distinctions

between concerns at the beginning of the century and the end of the century, and does not
consider that men and women writers might approach the figure of the man or the woman
artistdifferently. Jeffares concludes by asserting that the myth of the artist declined at the

end of the nineteenth century. The profound absence of work in this area is apparent

when Julie Codell cites Jeffares oOlogicdher di ¢
Ty p e Bhe Viatorian Artist*

In contrast,The Woman Painter in Victorian Literatu(2008)by Antonia Losano
demonstrates what interart studies can offer. Losano draws on recent work in art history
concerning nineteentbentury woman painteend offers a rigorous analysis of the
woman painter in literature. Losano considers the figure of the woman painter from 1848
through the fin de siecleamdr gues fAwomen novelists use the
only to engage with social and aesthegbaltes about art in general, but also to consider
the cultural posi t°iHerstudy Eonsidéresome ofcthe multiple d i u m. ¢
approaches women writers took when writing the woman painter and illustrates the gaps
of Jeffaresdos earlier worKk.

By employing the methods of interart studies, | argue that in order to understand
the painter in literature it is necessary to understand the British art world. Art historians
who recognize the role of literary studies in their work have made this approathi@os
Recent work in & histoly reevaluating nineteerttentury British artellsa new story

that raisegjuestions anduggests alternate readings of nineteeattitury texts. Imhe

51 Codell, The Victorian Artist 100.

®2 Antonia LosanoThe Woman Painter in Victorian Literatu(€olumbus: Ohio
State University Press, 2008}43
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