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Summer (1864) created after his return from Venice in which we
find Burne-Jones's truly distinctive manner.

Chapter two, 'Exile and Achievement', and chapter three, 'The
Grosvenor Gallery and Fame', offer an examination of the
difficulties and triumphs that marked Burne-Jones's exhibitions
and professional endeavours. Corbett begins his study of this stage
in Burne-Jones's career with the well-known scandal over the
psychologically charged Phyllis and Demophoon (1870) at the
Old Water-Colour Society, the experience which led to the seven
'desolate years' and the re-forging of Burne-Jones's aesthetic and
spiritual vision. Burne-Jones's experimentation with mixtures of
watercolour, gouache and gum, and his increasing preference for
thickly textured oils after his second trip to Italy in 1871 are given
close consideration, as is the artist's increasing interest in the
themes of contemplation and passivity. Perceptive readings of two
series of oil paintings, beginning with Pygmalion and the Image
(1875-78), followed closely by analysis of The Briar Rose series
that was begun in 1869, point to Burne-Jones's sophisticated and
powerfully emotive images and to his desire to create pleasurable
and ameliorating alternative worlds. Chapter three firmly grounds
Burne-Jones in the Aesthetic movement, though discussions of
paintings like The Beguiling of Merlin (1874-76) emphasise
Burne-Jones's continued preoccupation with the values of love and
spirituality, heightened states of mysticism, the potency of artistic
expression, and art's potent ability to affect reality.

In 'Avalon', the fourth chapter of this volume, Corbett focuses
upon Burne-Jones's return to the themes and iconography of the
Arthurian legends during the final stages of his career. Yet rather
than the narrative cycle of chivalry and glorious heroes admired
in his youth, Corbett notes, it is 'their dark negative' which
Burne-Jones finds most compelling, 'those parts of the cycle
concerning death and failure, the introspection that is the product
of frustrated action' (p. 64). Failure, inaction and hope are the
subjects which preoccupy Corbett's discussion in the final chapter;
as can be seen in the paintings The Dream of Launcelot at the
Chapel of the San Graal (1895-96), Hope (1896), and The Sleep
of Arthur in Avalon (1881-98); the somberness of the hues and
the subdued emotion communicate the sense of despair and
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lassitude perceptively identified by Corbett. Although the motifs
of water, music and gentle movement that were equally central
to Burne-]ones's artwork are not discussed here, Corbett does
present a persuasive analysis of the delicate melancholy and
mystical symbolism of Burne-]ones's highly contemplative final
works.

Readers of this book will take away an enhanced understanding
of not only Burne-Jones's intense creative energy, but also how the
values of a spiritualised, medieval past which underpinned his
richly imagined dream worlds became interwoven with his belief
in the power of art as a vehicle for social change. Although
Corbett's study might have benefited from further discussion of
Burne-]ones's career as a designer and the inclusion of additional
examples of his painted furnishings, the scope of the artwork
reproduced is ultimately remarkable in its thoroughness. The text
is supplemented by a useful chronology as well as a select
bibliography, and provides both an engaging biographical account
and enriching readings of Burne-]ones's art.

Christine Whitney
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