AFTERWORD – ‘Know to Live’

Why a story about the Mayor’s Day Out?
Cambridgeshire County Council has been inviting its senior citizens on an annual trip with
entertainment for over three decades. (Unfortunately, because of the covid-19 outbreak it is
not going ahead this year.)
The Mayor’s Day Out has always intrigued me when I have seen it advertised so, with a story
forming in my mind, I decided to find out more. Note: as I type, I don’t know if Elsie, David
Parr’s granddaughter, took advantage of the scheme.
Whilst, ideally, my stories ought to have centred on the David Parr House, there was a concern
my fiction would be mistaken for fact. This potential problem was spotted when I submitted
an early draft of July’s story. In order to drive the plot forward, Elsie had to receive phone
calls, when in fact, despite living in the house for decades, Elsie never had a phoneline
installed. Thereby, it was agreed that an element of distancing was required for all my stories,
which is why you won’t see the names William Morris, Frederick Leach, David Parr and Elsie,
and so forth.

Permission to use the photo granted by John Woodhouse
Photo taken on a Mayor’s Day Out – identity of subject unknown, but what a great picture!

The genesis of Cambridge’s Mayor’s Day Out
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When John Woodhouse was canvassing to become a councillor, he knocked on an elderly
lady’s door and asked her what he could do for her. The lady said that she would like a day
out. Their encounter was instrumental in spurring John on to combat loneliness amongst
Cambridgeshire’s citizens.
By 1979 he had set up ‘Sunday outing’ coach trips which, occasionally, travelled as far as
the coast, but only consisted of one coach.
In 1986, when he became Mayor, John was able to expand the idea, thereby increasing the
benefit. One of his first acts was to invite the heads of Cambridge’s most successful
businesses to a meeting so he could propose a ‘day out’ for the city’s OAPs. However, his
plan lacked funding. John credits his late-wife as having convinced Bill Gredley, Head of
Unex Construction, to make a generous contribution, which enabled the inaugural ‘Mayor’s
Day Out’ to lay on an additional ten coaches to the ten planned.
Bill Gredley contributed to a second trip and has supported a similar scheme in Newmarket
for many years.
Other generous contributions, not least from the University of Cambridge, ensured the
event could be repeated. In addition, the City Council provides an office and
administration, and St. John’s Ambulance and the Red Cross provide first aiders to
accompany the coaches.
The inaugural trip required participants to pay a nominal £1. In 2018, the cost for coach
travel and a show was set at £8.50, thereby ensuring it remained affordable for those the
organisers hoped to reach.
Aside from the generosity of contributors and various organisations, which make the
annual event possible, another striking feature is that it was conceived to be accessible to
all. Venues for the show have been chosen specifically because they can accommodate
wheelchairs and wheelchair users.
Over the years the day out has been to other destinations such as Felixstowe and the
Millennium Dome in 2000, but Great Yarmouth has proved enduringly popular, with many
return visits. It’s not just the organisers who decide, participants are invited to give
feedback.
Good times have been had by all, ensuring places are sold out within a matter of days each
year, but does the ‘Mayor’s Day Out’ help to combat loneliness? According to John, the
event has enabled many friendships to develop.
NOTE: I drafted the above text after meeting with John Woodhouse in February 2019. I
emailed him recently to say that I was finally incorporating his useful information into my
‘July’ David Parr House submission. I took the opportunity to ask for an update. You won’t
be surprised to learn that, since the covid-19 outbreak, he has been doing his bit to try and
combat loneliness amongst Cambridgeshire’s citizens which was exacerbated by the
lockdown.

This month’s Afterword highlights some beautiful things I’ve come across in my research
and some interesting facts in celebration of David Parr’s living room and Elsie’s collection
of souvenirs.
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Back in January, I shared the origins of the undulating scrolls Parr incorporated into the
design he painted on his living room walls. Do the inspirational quotes they contain reflect
the late Victorians’ obsession with the ‘Rubáiyát of Omar Khayyám’?
Can you name a work of art in which Dante Gabriel Rossetti, James McNeill Whistler and
William Morris all had a hand? Read on to find out what it is.
In recognition of David Parr and Sherlock Holmes having both been born in 1854, July being
David Parr’s birthday month and because one of my favourite images in the David Parr
House’s collection shows David Parr wearing a deerstalker, I have managed to rustle up
some more connections.
In order to lead into these topics, we first need to revisit Vernon Lee, the author whom I
brought to readers’ attention in June’s Afterword and her novel ‘Miss Brown’, whose titular
character is said to have been inspired by William Morris’s wife, Jane, and, in turn, inspired
George Bernard Shaw’s play, ‘Pygmalion’, and, later the film ‘My Fair Lady’.
Whilst I was able to demonstrate that Vernon Lee had found herself in the same company
as Jane Morris, how did her novel come to the attention of George Bernard Shaw?
How Lee’s novel ‘Miss Brown’ came to public attention is of wider interest as it shows how
literary and artistic circles operated in the late Victorian era.
Whenever in London, Lee stayed with her friend the poet A. Mary F. Robinson, who lived with
her family at 84 Gower Street in the heart of Bloomsbury, thereby, close to members of the
Pre-Raphaelite set: Ford Madox Brown and Christina and William Rossetti (brother and sister).
Robinson found quick success with her first book of poems ‘Handful of Honeysuckle’,
published in 1878, the year before Lee and Robinson met. A closer inspection suggests her
success may have been engineered, rather than the result of good fortune.
Vernon Lee had written to her mother (letters from the Vernon Lee Archive, Miller Library Colby
College, Maine, USA):
‘This evening is a great tertulla at the R’s, so great that the whole family is uninterruptedly
engaged pushing furniture out of the way and cutting up cakes – for 36 hours.’
And, on 22nd June 1882,
‘Yesterday was the grand tertulla, which has left me quite a rag. 70 people… I was fearfully
tired and went to bed at 12 ½, the Maccarthys & Marston staying till 2 ½. This morning a Mr.
Fisher Unwin, a young publisher who is doing a book of H Zimmern’s, called with an
introduction from Dr. Allon: he wanted my advice about a life of Garibaldi.
How did the Robinsons go about attracting 70 people to their home?
Readers may recall I mentioned in June’s Afterword that Jane Morris had given the actress
Mrs Patrick Campbell her visitor’s card. Similarly, Murray Marks’s biographer, (I will discuss
Murray Marks more fully later), wrote, ‘Amongst Murray Marks’ cherished treasures were a
little group of carte de visite photographs, some of them signed, and all presentations made
to him, by various notable persons of which they represented.’ These included cards from
the poet Algernon Swinburne, the art critic John Ruskin, the artists John Everett Millais and
Frederic Leighton. Robinson was able to turn the fad for presenting cards to her advantage
by advertising her family’s salons.
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Her card read: ‘Tuesdays and Fridays. 4-7, Miss Robinson, 20 Earls Terrace, Kensington W’.
After the death of Dante Gabriel Rossetti, those that had attended the Robinson’s salon at
Gower Street had ‘dispersed or melted away’, so the family moved to Earls Terrace in
Kensington, which as Lee wrote was ‘a great improvement’ and revitalised their gatherings.
Salons were important in progressing writers’ careers as they relied on their fellow writers to
review their publications in notable magazines such as the Athenaeum, Saturday & Daily
News and Graphic & Pall Mall etc. Moreover, they vied for commissions to write articles as
paid work helped them to live by the pen, whilst generating more publicity. Similarly, salons
helped to promote the work of artists, especially those whose works failed to be selected by
hanging-committees of art institutions.
How did the Robinson’s network help promote Vernon Lee’s ‘Miss Brown’?
Lee wrote to her mother on 11th July 1884:
‘The afternoon tea was a great success; the Wards, Rossettis, Madox Brown, Theo. Watts [I
will discuss Theodore Watts-Dunton, who latterly adopted his mother’s maiden name, more
fully later], Henry James, John [Singer Sargent], Paters, Sharps, Stillmans [William and
Marie*], Pennells [Joseph and Elizabeth – James McNeill Whistler’s biographers] & Mme.
Villari. Theo. Watts was most charming and friendly and regretted he had not had the doing
of my review, as he said Wm. Rossetti’s was not near good enough. But Henry James was
even nicer: he takes the most paternal interest in me as a novelist, says that ‘Miss Brown’ is
a very good title, and that he will do all in his power to push it on.’
‘Rose and silver:
The Princess from the Land of Porcelain’
1865
Artist: James McNeill Whistler
Collection: Freer Gallery of Art, Washington, D.C.

The painting is part of the Peacock Room
Model:*Countess Edmond de Cahen (née
Christine Spartali), Marie Spartali Stillman’s
sister - they were cousins of Maria Zambacco
(with whom Edward Burne-Jones had an affair)
and Aglaia Coronio (sister of William Morris’s
patron Alexander Ionides at 1 Holland Park, and
Morris’s confidante).

Did Frederick Leach and David Parr see the ‘Peacock Room’, the fabulous dining room James
McNeill Whistler created at Frederick Leyland’s London home? Since the possibility was
considered in April’s and June’s ‘Afterword’s, more information has surfaced.
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Previous research suggested that, if one is introduced to the ‘gate-keeper’, access to various
artists’ studios and the homes of their wealthy patrons was all too easy. I believe I have
identified two possible ‘gate-keepers’ and have found some compelling visual evidence.
Unfortunately, the following information does not constitute a conclusive answer.
However, there are some interesting related themes.
Dear Readers, please consider the following pictures before I present my case:

Previous page top left: living room fireplace at the David Parr House with Whatnot
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Previous page bottom left: detail of Whatnot - painted panel
Previous page top right: Fireplace with mahogany side-panels and over-mantel, designed by the
architect Edward William Godwin (1833-1886), and manufactured by William Watt & Co.
Photograph taken of 'Harmony in Yellow and Gold', Stand of William Watt & Co. at the Exposition
Universelle, Paris, 1878
In 1877 or 1878, Godwin suggested that James McNeill Whistler should paint a surrounding
dado. Eventually Whistler decorated the panels at the back of the fireplace, overmantel, and
side-panels for Watt & Co. According Whistler’s biographers, Mr & Mrs Pennell, the exhibition
stand was also known as the ‘Primrose Room’.
Previous page bottom right: Wooden panel, painted by James McNeill Whistler, from the
staircase in Frederick Leyland’s London home (49 Prince’s Gate – the same house in which the
‘Peacock Room’ was created) – collection: Victoria & Albert Museum. Note: the similar tones of
racing green which can be found in David Parr’s frieze in his living room.

Previous page top right: 'Harmony in Yellow and Gold: The Butterfly Cabinet' - The fireplace and
surrounding panels from the Exposition Universelle, were reconstructed as a cabinet after 1878.
Collection: The Hunterian, University of Glasgow.
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Bottom right: The ‘Peacock Room’ with a display of blue and white Nankin porcelain illustrating
how Frederick Leyland had displayed his collection. Note: upon Leyland’s death the room was
purchased by Charles Lang Freer and installed into his mansion. The room is now part of the Freer
Gallery of Art, part of the Smithsonian, Washington, D. C.
Previous page top left: Whatnot with Elsie’s souvenirs and treasures.
Bottom left: Whistler’s painting ‘Rose and silver: The Princess from the Land of Porcelain’ hanging
in the ‘Peacock Room’. Collection: Freer Gallery of Art, Smithsonian, Washington, D. C.

This page left: Saskia Hunig recreating damaged areas in David Parr’s frieze – note the various
tones of racing green.
This page right: Whistler’s masterpiece: the ‘Peacock Room’ – note: the different shades of gold.

Below: Mantel piece in the living room at the David Parr House, showing the bottom half of the
Whatnot – NOTE: the peacock feathers in the beaker are a faithful feature of the house.

NOTE: David Parr painted part of the chimney breast ‘Abyssinian Gold’ or ‘poor man’s gold’
as it is made from copper and zinc. He put up anaglypta flowers, created mock stone from
sand and then painted it gold before applying some finish to age it.
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If David Parr & Frederick Leach saw the Peacock Room, who gave them access and when?
Murray Marks may have introduced them, or accompanied him on a visit, as he was good
friends with Frederick Leyland, James McNeill Whistler, Norman Shaw and Wickham Flowers.
Swan House on Chelsea Embankment, London, built between 1875 – 1876, was owned by
Wickham Flowers and had been designed by the architect Norman Shaw (also known as
Richard Norman Shaw).
Norman Shaw also specialised in carpentry schemes and had completed a commission for
Murray Marks in 1875 and, at the time of the creation of the ‘Peacock Room’, he was also
working on the interior of Leyland’s house, as will be explained.
Wickham Flowers engaged William Morris to design the interior decorative schemes for Swan
House. Morris, in turn, commissioned the firm of F. R. Leach & Sons to execute his designs.
According to ‘Murray Marks and his Friends’ by Dr. G. G. Williamson, published in 1919:
‘With Philip Webb, the architect [a long-standing friend of William Morris], he [Murray Marks]
was on even more intimate terms, although Webb was somewhat of a recluse. He was
introduced to Webb by Wickham Flower, for whom Webb carried out extensive work. Flower
was a rich man, an eager buyer of old Italian pictures, and often requested Mark’s advice both
in purchase and in hanging. It was in the hall at Old Swan House that Marks was said to
have met Webb for the first time, and after that meeting they were often in another’s
company. They decided, however, that they knew each other years before although only in
a casual fashion, and considered that the introduction made by Flower was rather a linking
up of old dropped threads, than a new friendship.’
My case continues but, first…

Who was Murray Marks?
According to Theodore Child’s article on Frederick Leyland’s Prince’s Gate House, entitled ‘A
Pre-Raphaelite Mansion’, for Harper’s new monthly magazine (December 1890 edition),
Leyland’s architects were aided by Murray Marks, whom Leyland described as ‘a man of
exquisite taste’. Sadly, Marks’s contribution is oft forgotten in connection with Leyland’s
House and the ‘Peacock Room’, considered by many to have been Whistler’s masterpiece.
Aside from Wickham Flowers (owner of Swan House and Great Tangley Manor) and Frederick
Leyland (49 Prince’s Gate, London and tenant of Speke Hall, Liverpool), according to Dr. G. G.
Williamson:
‘In the Art World of London there was hardly a man better known and certainly none more
thoroughly trusted and respected… The result was that Marks was ‘intimately concerned in
the formation of almost every great collection in London and Paris’, having been ‘consulted
by man of the chief collectors and by various government departments. His knowledge was
in constant demand at the Victoria & Albert Museum [formerly South Kensington Museum
8

during the years highlighted] where he was a valued adviser. On many occasions it was his
privilege to warn officials at the Museum when special objects came into the market worthy
of their possession and he was responsible for advising them to purchase the magnificent
rood screen, from the Church of St. John the Baptist, at Bois-le-Duc, North Brabant, which
eventually he acquired and sold to the Museum… It gave the motif for the screen which
Norman Shaw designed from Mr Leyland’s house at Princes Gate.’
Murray Marks was of Dutch extraction – his family name was Van Galen, not Marks. His father
let out a portion of his business premises at 395 Oxford Street to Frederick Hogg & Co., a firm
of importers of modern Chinese goods. Murray Marks was attracted to their porcelain,
prompting him to read up upon the subject at the British Museum and elsewhere.
After his father refused to allow him to travel to China to find fine examples of porcelain, he
set himself in business in Sloane Street, where he arranged his sale room with artistic flair.
Upon his father’s retirement and having made the acquaintance of the eminent architect,
Norman Shaw, in November 1875, Murray Marks commissioned him to transform his shop
front. The result was the first artistic business elevation, in creamy coloured woodwork in
London in the style of Queen Anne: windows were divided by carved wood into small square
panels grouped around circular niches in which choice objects could be exhibited.

Two interesting asides:
The first one concerns Murray Marks’s trade card as it ties in with the theme of self-publicity,
which the poet A. Mary F. Robinson and her family didn’t shy away from, as discussed earlier.
Murray Marks’s trade card was designed by Dante Gabriel Rossetti. William Morris provided
the lettering and the background, with its series of Chinese star ornaments, was provided by
James McNeill Whistler. The words around the border list the items Marks specialised in:
furniture, bronze, leather, tapestry, armour, carving, enamels, stuffs, Sevres, Dresden,
Oriental and Nankin porcelain.

Murray Marks trade card
Collection: British Library

Marks, Durlacher Bros’ trade card
Collection: British Library

The second aside warrants a much longer piece so further reading is recommended.
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Murray Marks is credited with popularising the vogue of blue and white Nankin porcelain in
Britain, although its genesis stems from James McNeill Whistler, who could not have formed
his collection without the assistance of Marks.
Mr & Mrs Pennell give an excellent account in their work on Whistler as to how Bracquemond
was the first person in France to become keenly interest in Japanese prints, blue and white
China and Japanese designs.
Whistler, as well as other notable artists including Manet, Fantin-Latour, Tissot, began visiting
an Oriental shop on the Rue de Rivoli, thereby Whistler brought some items back to London.

Previous page left:
Blue and White, Louise Jopling, 1896
Collection: Lady Lever Art Gallery

Previous page right:
The Blue Bower, Dante Gabriel Rossetti, 1865
Collection: The Barber Institute, University of
Birmingham.

According to ‘Murray Marks and his Friends’ by Dr. G. G. Williamson:
‘The artist who fell most quickly before the insidious attack was Rossetti, who immediately
began to collect with great eagerness, buying not only Blue & White, but sketch-books, colour
prints, embroideries, screens and so on…’
Until Marks began making trips to Holland to find Nankin porcelain to meet demand, the only
firm importing blue and white china, lacquer work, screens and embroideries were Farmer &
Rogers. The manager was Mr Lazenby Liberty, who left to open his own business on the other
side of Regent Street, known to us as ‘Liberty’. Rossetti discovered his shop and introduced
Whistler.
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Symphany in White no. 2:
The Little Girl in White
James McNeill Whistler, 1864
Collection: Tate Britain

Purple and Rose:
The Lange Leizen of the Six Marks
James McNeill Whistler, 1864
Collection: Philadelphia Museum of Art

The other obvious candidate for ‘gate-keeper’ is Theodore Watts-Dunton – see Henry TreffryDunn’s painting (below) depicting Rossetti’s living room at the artist’s home in Cheyne Walk.
Theodore Watts-Dunton is the gentleman shown listening to Dante Gabriel Rossetti.
Just as Murray Marks was exceedingly generous and supported his acquaintances when they
fell on hard-times, Watts-Dunton took in the poet Algernon Swinburne and Rossetti’s former
assistant, Henry Treffry-Dunn. If either Marks or Watts-Dunton had been approached and
asked if they could obtain permission to see the ‘Peacock Room’, these kind-hearted
gentlemen would not have refused without good reason.
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In ‘The Life and Letters of Theodore Watts-Dunton’ by Thomas Hake and Arthur ComptonRickett, 1916, the authors say:
‘No one seemed more interested in the painting of the famous Peacock Room at Prince’s Gate
than Watts-Dunton. He frequently met Whistler there during the progress of the work.’
And, to evidence Watt-Dunton’s close acquaintance with Whistler:
‘The favourite rendezvous of Watts-Dunton and Whistler was ‘The Criterion’, and on most
afternoons they might be seen in the smoking-room of that restaurant, deep in Piccadilly
gossip. There was no mistaking the little man with the white feather. He loved an audience,
moreover, and thoroughly enjoyed himself as he puffed cigarettes in rapid succession and
rippled off humorous stories.’
(‘The Piccadilly’ was a journal which ran for nine weeks and the ‘little man with the white feather’ was
Whistler, who had a spray of white hair amongst his head of dark hair. As he liked to stand out from
the crowd, he made no attempt to hide it.)

Who was Theodore Watts-Dunton?
Theodore Watts-Dunton (1832-1914) was born in St. Ives, Huntingdonshire
Upon qualifying as a solicitor, he moved to London. In addition to his legal work, WattsDunton made numerous literary contributions, including the Examiner from 1874 and as the
principal poetry critic for the Athenaeum from 1875 until 1898. He wrote widely for other
publications and contributed several articles to the Encyclopædia Britannica 9th edition
(1885), of which the most significant was the one on ‘Poetry’ in which he explored poetry's
first principles.
From ‘Theodore Watts-Dunton: Poet, Novelist, Critic’, 1904, by James Douglas:
‘Mr Richard Le Gallienne has said that he bought the ‘Encyclopaedia Britannica’ simply to
possess one article – Mr. Watts-Dunton’s article on Poetry’. There are many other men of
letters who would give similar testimony. With regard to his critical work, Mr. Swinburne in
one of his essays, speaking of the treatise on Poetry, describes Mr. Watts-Dunton as ‘the first
critic of our time, perhaps the largest-minded and surest-sighted of any age’.

Theodore
Watts-Dunton
Artist: H B Norris
Collection:
public domain

Murray Marks
Note: The portrait on the
easel is of Murray Marks’s
wife, painted by Dante
Gabriel Rossetti in 1868
Image: G.C. Williamson,
Murray Marks and His Friends
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Murray Marks and Theodore Watts-Dunton have been identified as potential ‘gate-keepers’
BUT would David Parr and Frederick Leach have had the opportunity to see the ‘Peacock
Room’?
Wickham Flower’s Swan House was built in 1875 – 1876. Upon the completion of its
construction, the services of William Morris and F. R. Leach & Sons had been required. As for
the ‘Peacock Room’, it was painted from late summer 1876 – March 1877.
It stands to reason that Frederick Leach would have been engaged in securing further
commissions, managing his workshop and decorators. However, he would have had to
consult with his clients to take instructions and to conduct monitoring meetings, therefore he
would have visited Swan House. What’s more, Head Trustee of the David Parr House, Tamsin
Wimhurst, was able to confirm that their records place David Parr at Swan House.
Geographically, the two properties are about 30 minutes’ walk apart or a 15 minute’ hansom
cab-ride away.
According to Mr & Mrs Pennell’s biography of Whistler when discussing the ‘Peacock Room’:
‘…Everybody wanted to see it. Whistler held a succession of receptions at Prince’s Gate…’
‘He was flattered with the Princess Louise and the Marquis of Westminster came.’
‘Whistler received the critics on February 9th 1877’.
Given that one of this month’s themes is publicity, Whistler sent invitations to various
newspapers and periodicals and had a leaflet printed in which the process of creating his
masterpiece was explained. Furthermore, according to Sally-Anne Huxtable’s essay
‘Whistler’s Peacock Room and the Artist as Magus’, ‘He left dishes of invitation cards in
fashionable and artistic establishments such as Liberty & Co.’. She also cites John Everett
Millais, the architect E. W. Godwin and Ellen Terry as having visited the Peacock Room.
As for Whistler’s patron and the owner of the property, the Pennells wrote: ‘Leyland had been
away from Prince’s Gate for months. He had seen his beautiful leather disappear beneath
Whistler’s blue and gold. He had heard of receptions and press views to which no invitations
had been issued by him or to him, and he was amazed at having his private house turned into
a public gallery…’
According to ‘Murray Marks and his Friends’ by Dr. G. G. Williamson:
‘Marks was on terms of great intimacy with him [Frederick Leyland], dining on many occasions
in the Peacock Room, and was always known to Leyland as “his adviser,” while Leyland was
never tired of praising the taste with which the whole arrangement of the house had been
devised, and for which he invariably said Marks was largely responsible.’
These accounts confirm that access had been granted to the potential ‘gate-keepers’ when
Whistler was painting the ‘Peacock Room’.
According to Mr & Mrs Pennell’s biography on Whistler: ‘Some say that originally Morris
and Burne-Jones were to do the dinning-room [at Frederick Leyland’s house], but that
when Whistler stepped in they vanished.’
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Revisiting April’s Afterword to check when the artist Aubrey Beardsley visited the Peacock
Room, I see it was July 1981, about five months before Frederick Leyland died on 4th January
1982. I don’t know if the dates are significant. Could it be that Leyland was being nursed at
another property, allowing another stream of visitors to access his London home?
And, according to June’s Afterword, Vernon Lee visited Leyland’s house on 9th July 1883,
therefore, a year and a half, after Leyland died but before the room was dismantled for sale.
According to ‘Murray Marks and his Friends’ by Dr. G. G. Williamson:
‘The house was sold on the 17th June 1892, when the Peacock Room was removed en bloc. It
was exhibited in 1904 in Obach’s Gallery, 168 New Bond Street, when the present Director of
the National Gallery, wrote an account of it in the form of an illustrated brochure, and Mr A.
T. Hollingsworth lent a considerable quantity of Nankin porcelain to put on the shelves, as the
original Leyland Collection had long ago been dispersed.’

Rubáiyát of Omar Khayyám

A page from one of the two versions of Rubáiyát of Omar Khayyám William Morris is known to
have illustrated with contributions from Edward Burne-Jones and Charles Fairfax Murray.
Collection: British Library
Source: the Folio Society produced a facsimile copy of the 1872 version of William Morris’s copies.

A brief history of the ‘Rubáiyát of Omar Khayyám’
‘Rubáiyát of Omar Khayyám’ is the title that Edward FitzGerald gave his 1859 translation from Persian to English - of a selection of quatrains attributed to Omar Khayyám (1048–1131),
dubbed ‘the Astronomer-Poet of Persia’.
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The poem’s influence was far-reaching. By the 1880s, the book was extremely popular
throughout the English-speaking world, prompting the formation of numerous Omar
Khayyám clubs.
Since the ‘discovery’ of FitzGerald's translation, his work has inspired others to translate Omar
Khayyám’s quatrains into English and other languages. As an example, in 1897, the author
and critic, Richard Le Gallienne produced a verse translation, subtitled ‘a paraphrase from
several literal translations’.
During WWI, tiny copies of the poem were found on the bodies of soldiers who had taken
solace from Omar Khayyám’s words before going into battle.
The poet Rupert Brooke (who is associated with the Old Vicarage in Grantchester) quoted
from Omar in a letter to Dudley Ward in December 1914. He wrote the letter at his battalion
camp in Dorset after having witnessed some appalling events at Antwerp two months earlier
and as he faced the prospect of having to go into action again.
G. K Chesterton called the poem ‘One of the most remarkable achievements of that age: as
poetical as Swinburne and far more perfect’.
Oscar Wilde described it as a ‘masterpiece of art’ and one of his greatest literary loves. He
took up its themes in his novel ‘The Picture of Dorian Gray’ (1890). The character of Lord
Henry Wotton champions the poem’s message of hedonism. He refers to the sensual allures
of ‘wise Omar’ and tempts the beautiful young Dorian to sell his soul for the decadent
pleasures of eternal youth.
For many it was akin to a ‘bible of unbelief’ with its carpe diem philosophy. To the
Temperance Movement the poem became known as ‘The Drunkard’s Bible’. Yet, it
questioned materialism and reflected the mid-1800’s anxiety about religion in the great age
of faith and doubt – its popularity coincided with the publication of Darwin’s ‘Origin of the
Species’ in 1859.
Omar’s poem spoke to many in the pre-Raphaelite circle and mirrored their aims. The
brotherhood had set out to create and promote beauty. Dante Gabriel Rossetti coupled his
poems with his paintings. Morris wrote lines of poetry to go with each of the panels in Edward
Burne-Jones’s ‘Briar Rose’ series of paintings, conversely, Burne-Jones created his ‘Cupid and
Psyche Frieze’ - a series of paintings - to tie in with lines from Morris’s ‘Earthly Paradise’, and
Morris’s designs for his tapestries and much of his religious work features scrolls with text.
How does the Rubáiyát of Omar Khayyám relate to David Parr, if at all?
Had David Parr and his employer, Frederick Leach, two men of the Church, been swayed by
the popularity of the Rubáiyát of Omar Khayyám and bought into the poem’s code for living?
The William Morris-style design Parr created for his living room wall required text to populate
his parallel, undulating scrolls and provide interest, which, in turn, required some serious
reflection in order to decide which quotes held special meaning for him and which ones he
wanted to live by.
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From Anna Norman’s book ‘The David Parr House: Life and Art in a Worker’s Home’ (note:
Anna Norman is David Parr’s great-great-granddaughter):
‘…Parr dedicated himself to his vocation in a very personal way, directly taking on the F. R.
Leach firm’s motto, Labore est orare (‘to work is to pray). The time he took to record his work
and techniques, and the proverbs that he both incorporated into his house ornamentation
and wrote in his notebooks suggest that he did not separate his working life from his pious
outlook and from a focus on character development, led by Victorian Christian morals but
also underpinned by guidance from nature. The mottos that Parr painted on the text scrolls
in the drawing room ornament are both religious and humanistic: ‘Tongues in trees, books in
the running brooks, Sermons in stones and good in everything’, running across the wall that
adjoins the entrance all, is a quote from Shakespeare’s As You Like It, while the Arts and Craftsinfused ‘If you do anything to it well’ was incorporated on the wall to the left of the window.
On the other side of the window, and running around the room from left to right, we see a
popular verse: ‘Swiftly see each moment flies see and learn be timely wise, every moment
shortens day every pulse beats life away thus our every heaving breath wafts us on to
certain death. Seize the moments as they fly, know to live and learn to die’…’
Whilst the last verse hasn’t been taken from the Rubáiyát of Omar Khayyám, its words of
wisdom are similar in spirit.
‘…And on the lower part of the wall to the dining room, Parr painted: ‘Now the Love of God
is broader than the measure of man’s mind and the heart of the eternal is most wonderfully
kind. Alleluia’ – revealing his Anglican allegiance, and uniting the domestic with the spiritual
in this little room’.
How did the ‘Rubáiyát of Omar Khayyám’ come to the attention of the Pre-Raphaelites?
Lady Georgiana Burne-Jones wrote in her ‘Memorials of Edward Burne-Jones’ (1906) – errors
as per the original:
‘Somewhere about this time [1861] – whether before or after New Year I cannot say – belongs
the story of the happy discovery of FitzGerald’s Omar Khayyám, which Swinburne brought
one day to Edward in triumph, having just purchased it for the sum of twopence, and
marvelling who the anonymous translator could be. From Swinburne I have an account of
how he first heard through Rossetti that this treasure had been discovered on a bookstall near
Leicester Square – I believe outside Quaritch’s shop in Castle Street. It had been published
by Quaritch in 1859, but proving a dead failure, the greater part of the edition was turned out
of doors and anybody might have it for a penny a copy. “Tither we repaired,” says Mr
Swinburne, “and expended a few pence on a few copies. Next day, when we returned for
more, the price was raised to the iniquitous and exorbitant sum of twopence. You should
have heard, but you can imagine, the eloquent and impressive severity of Gabriel’s humorous
expostulations with the stall-keeper on behalf of defrauded if limited public. But we were
extravagant enough to invest in a few more copies even at that scandalous price. I think it
was within the month that Quaritch was selling copies at a guinea – so at least we heard and
read.”’
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[Regular readers will recognise the name of Quaritch from January’s and February’s
Afterwords. Bernard Quaritch (1819 – 1899) is a bookseller and publisher whom William
Morris befriended.]
Lady Georgiana Burne-Jones continues:
‘It is curious to think that in January of 1858 the manuscript of this now famous work had
been sent to Fraser’s Magazine, whose editor expressed some faint wish to have it, but that
in November of the same year FitzGerald had heard nothing from him about it, and wrote to
a friend, “I suppose they don’t want it, I really think I shall take it back; add some stanzas
which I had kept out for fear of being too strong; print fifty copies and give away.” And, now,
though poets such as Rossetti, Swinburne and Morris were eager to know who had done the
marvellous thing, they had no clue to its author, nor could even learn his name for many a
year.
The copy of the first edition that Swinburne gave to Edward has always been one of our
precious possessions, and before the book was reprinted became warn with frequent reading
and transcribing.”
Under 1873, Lady Burne-Jones picks up the tale again:
‘The Translator of the Rubáiyát of Omar Khayyám was identified for us this spring by Mr.
Norton to whom we had shown the book during a visit of 1868-9, and who also knew of
Ruskin’s letter for “the unknown translator” which was left in our charge [see following page
for contents]. During the three years of Mr Norton’s absence we had heard vaguely that the
quatrains had been done into English by a certain “Rev. Edward Fitzgerald”, who lived
somewhere in Norfolk and was fond of boating, but that was all.
Why we did not write to question the publisher I cannot imagine, but meanwhile Morris, to
do the poem honour, had borrowed the copy that Swinburne gave Edward, and glorified it by
twice writing out the whole in an exquisite hand upon fine vellum, illuminated with flowers
and gold and colour fit for the words. One of the versions was also painted by Edward
throughout with pictures. The printed book had, however, passed (still anonymously) into a
third edition, with many alterations, before we learnt definitely who was its author. I will give
Mr Norton’s own words, in a letter just received, as to how this came about. He says:
“One day in spring of 1873 when I was walking with Carlyle, I spoke to him of the little book,
expressing admiration for it. He had never heard of it. He asked me whose work it was, and
I told him what I had heard, that the translation was made by Rev. Edward Fitzgerald, who
lived somewhere in Norfolk, and spent much time in his boat. ‘The Reverend Fitzgerald!’ said
he in reply, ‘why, he is no more Reverend than I am. He’s a very old friend of mine…’”
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Source:
scanned from Wildman, Stephen: Edward
Burne-Jones:
Victorian
Artist-Dreamer,
Metropolitan Museum of Art, 1998.
Collection: British Library
A page from William Morris’s illustrated version
of ‘Rubáiyát of Omar Khayyám’. Morris’s skill lay
in executing the lettering and the foliage
bordering the text.

Regular readers will recognise the
illustration from February’s ‘Afterword’,
which featured the version of Edward
Burne-Jone’s painting ‘Love in Ruins’, which
is on display at Wightwick Manor.
Charles Fairfax Murray painted the other
figures to Edward Burne-Jones’s design –
see previous photograph.
The contents of Ruskin’s letter as referenced in Georgiana Burne-Jones’s account:
“I do not know in the least who you are, but I do with all my soul pray you do find and translate some
more of Omar Khayyám for us: I never did – till this day – read anything so glorious, to my mind, as
this poem (10th, 11th 12th pages if one were to choose) – and that, and this is all I can say about it –
More-more- please more.”

If Dante Gabriel Rossetti discovered FitzGerald’s ‘Rubáiyát of Omar Khayyám’ outside
Bernard Quaritch’s bookshop, why is Whitely Stokes credited with its success?
Why indeed? My research has been frustrated by conflicting information. The Folio Society,
the Omar Khayyam Club, Edward FitzGerald’s Wikipedia page, Theodore Watts-Dunton
(having challenged Dante Gabriel Rossetti on this point) and Georgiana Burne-Jones all claim
that Rossetti was the first to discover Edward FitzGerald’s self-published translation,
rendering the following wording on the Wikipedia page for the ‘Rubáiyát of Omar Khayyám’
misleading:
‘Although commercially unsuccessful at first, FitzGerald's work was popularised from 1861
onward by Whitley Stokes, and the work came to be greatly admired by the Pre-Raphaelites
in England.’
The University of Cambridge upon the centenary of Stokes’s death noted on their website:
‘When not in India, Stokes was based mainly in London where he became friends with
members of the Pre-Raphaelite movement, including Dante Gabriel Rossetti, and the Donegal
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poet William Allingham. Stokes was influential in literary circles and was responsible for the
success of Edward FitzGerald’s translation of the Rubaiyat of Omar Khayyam.’
This version, that Stokes discovered the FitzGerald translation outside Quaritch’s bookshop,
is repeated by the BBC programme ‘The Genius of Omar Khayyam’.

What is known about Edward FitzGerald?
Edward FitzGerald was born in Suffolk in 1809 to one of the wealthiest families in England,
consequently, he never had to find employment. Edward went to a grammar school in Bury
St. Edmunds then Trinity College, Cambridge in 1826. He became friends with the poet Lord
Alfred Tennyson but only after they had left Cambridge.
It was linguist Edward Cowell who introduced him to Spanish and then Persian.
In 1856, Cowell found a small book of ‘Rubáiyáts’ in the Bodleian Library, the ‘Ouseley’
manuscript, dating from 1460, and, after he left Oxford for India, another set in the Asiatic
Society’s library, in Calcutta.
I have been unable to ascertain whether Cowell gave FitzGerald copies of one or both as, yet
again, there are conflicting accounts and others that are unclear ensuring one is unable to
determine the truth of the matter. Certainly, both manuscripts exist.
It is disappointing not to be able to present concrete facts, but, at least, I have conveyed that
the ‘Rubáiyát of Omar Khayyám’ held special meaning for the Victorians.

Notes on FitzGerald’s translation
According to the experts on Melvyn Bragg’s In our Time BBC radio programme and other
commentators, FitzGerald would combine lines from one verse with lines from another,
and sometimes make up the odd line. One of the quatrains is even said to be no translation
at all as it cannot be found in the original text, moreover, it takes an idea from another
Persian poet.
FitzGerald brushed off any criticism in respect of his translation with rational encapsulated
in the dictum ‘Better a live sparrow than a dead Eagle’, thereby, he ensured ‘the poem lives
whatever the cost’, whereas other translations of the original verses ‘tend to be relatively
dull by comparison’.
How much may a translator change the original text? For as long as there have been
translators and translators continue to give themselves licence to make changes, the
debate will continue.
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The Bridesmaid,
Sir John Everett Millais, 1851
Collection:
The Fitzwilliam Museum,
University of Cambridge

Photograph: Sotheby’s
Model: Fanny Cornforth

Esther
Sir John Everett Millais, 1865
Collection: Private

I promised beautiful things in this month’s Afterword and Sir John Everett Millais’ wonderful
painting ‘The Bridesmaid’ fits the bill perfectly. Chris Riddell, illustrator, writer and former
Children’s Laureate, named it as his favourite painting in The Times’s ‘Cultural Fix’ feature
(published on October 27th 2018).
One of the striking features of the painting is the model’s curtain of long, red hair.
There is also a curious detail: why is the bridesmaid holding a ring? Seemingly, Victorians
believed that, if a bridesmaid passed a piece of wedding cake through a ring nine times, she
would see a vision of her truelove.
Whilst trawling the internet as part of my research, I stumbled on the photo of Fanny
Cornforth, one of Rossetti’s models, combing her long hair.
Then, whilst reading another tale about Charles Augustus Howell (see April’s Afterword) –
he cheated so many friends, acquaintances and just about anyone he came into contact
with, including his only child, that his exploits pop up in numerous biographies – I came
across the following footnote, which is interesting in that (a) long, loose hair came up again
and (b) who would have thought that, if, the famed actress, Ellen Terry visited Cambridge
and Newmarket, it would be for the reason outlined below.
‘In Ellen Terry’s Story of my Life (p. 282), Miss Terry, telling the story of her dog, says:
“How did I come by Fussie? I went to Newmarket with Rosa Corder, whom Whistler
painted. She was one of those plain-beautiful women who are so far more attractive than
some of the pretty ones. She had wonderful hair – like a fair, pale veil, a white waxen face,
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and a very good figure, and she wore very odd clothes. She had a studio in Southampton
Row, and another at Newmarket, where she went to paint horses. I went to Cambridge
once and drove back with her across the heath to her studio.
“How wonderfully different are the expressions on terriers’ faces,’ I said to her, looking at
a painting of hers of a fox-terrier pup. ‘That’s the only sort of dog I should like to have.
“’That one belongs to Fred Archer,’ Rosa Corder said. ‘I dare day he could get you one like
it.’” We went to Archer, and from him “Fussie” was obtained.’
(How did Ellen Terry know Rosa Corder? Ellen Terry left her husband, the artist G. F. Watts, for the
architect Edward William Godwin (1833-1886) – the same architect whose fireplace with
mahogany side-panels and over-mantel is featured earlier in this Afterward and was painted by
Whistler. They never married. After they separated, Godwin married a young designer in his office,
Beatrice/Beatrix Birnie Philip (1857–1896). After Godwin's death, she married the painter James
McNeill Whistler in 1888.
Godwin designed the ‘White House’ in Tite Street, Chelsea, for Whistler. And, the artist used Howell
as his man of business until he discovered that Howell was cheating him. Thereby, Ellen Terry and
Rosa Corder had met through their connections.)
Below: ‘Lady Lilith’ - Dante Gabriel Rossetti. Collection: Delaware Art Museum, Wilmington, Delaware

Regular Readers will know that Rossetti’s painting ‘Lady
Lilith’ came up last month (June’s Afterword). I hadn’t
intended to revisit the painting, but I came across some
interesting notes at the back of Henry Treffrey Dunn’s
‘Recollections of Dante Gabriel Rossetti and his circle’ as I
was pulling this feature together, which expand on the
theme of long, alluring hair.
Similarly, for greater impact, even if some of the sense is
lost, I shall present the notes before the text they relate
to.
[Note no. 16] ‘This painting does not represent the legendary and supernatural being
named Lilith. It is an oil painting called Lady Lilith to intimate that the work should be
understood as depicting the allurements of physical beauty’
[Note no. 17] ‘That Adam had a wife so named before the creation of Eve. According to
Rabbinical mythology, she was changed into a night spectre, especially hostile to newlyborn infants. The legend had a peculiar fascination for Rossetti. He introduces the
supernatural Lilith into his poem Eden Bower’
[Note no. 18] ‘Walpurgis Night. Scene 31
Faust. And who is that?
Mephistopheles. Do thou observe her well. That’s Lilith.
Faust. Who?
Mephistopheles. Adam’s first damosel.
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Be on thy guard against her lovely hair,
That tire of hers in which she peerless shines!
When with its charm a youngster she entwines,
She will not soon release him. So beware!’

The following notes relate to a description of Henry Treffrey Dunn’s first day as Rossetti’s
assistant. He was given a guided tour of the artist’s house, including his studio:
‘Inviting me to look at what he was then engaged upon, Rossetti drew my attention to his
painting of Lady Lilith. It was the portrayal of a beautiful woman, sumptuously seated in
some medieval kind of chair, combing out a cataract of golden hair that fell in masses
over her shoulders. By her side was a mirror of curious form, in which was reflected the
greenery of the forest glade, through which the glinting sunlight pierced here and there,
lighting up the densely-leaved branches of the trees, and a large red double poppy in a
goblet of old Venetian glass stood near her. The dreamy beauty of the woman, and the rich
colour in which the whole picture was steeped excited my admiration. [16] I desired to
know its meaning, and in answer to my enquiry he told me it was suggested by Lilith.
“Who was she?” I asked.
Rossetti then told me the Talmudic legend concerning her, [17] and then I understood the
allusion to her in Faust, where Goethe introduces Lilith into the witch scene on the
Hartzbrocken and makes Faust ask the same question in almost the same words that I had
used. [18] I am sorry to say Rossetti repainted the face some years later, for what reason I
could never divine, and to my thinking he by no means improved upon the original.

In conclusion, did David Parr and Frederick Leach see the Peacock Room?
If they wanted to see the room, they could have taken advantage of their connections. Yet,
whilst my pictorial evidence is compelling, further photographic evidence suggests that it
became fashionable to have shelves on a chimney breast for one’s porcelain collection,
therefore, David Parr could have picked up the idea from elsewhere.

The morning room, 1 Holland Park
Home of the Ionides family
Photograph:
National Monuments Record, English
Heritage
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William Morris and Walter Crane were commissioned to provide designs and furnishings for
the interiors of no. 1 Holland Park, the home of the Ionides family, and apply the decorative
schemes. Even though F. R. Leach & Sons were Morris’s preferred contractor for his
decorative schemes, at date, the researches at the David Parr House have not found any
record of David Parr having worked at the property - the photo on the previous page and this
page are simply representative of how porcelain was displayed.
Note: On 17th April 1877, James McNeill Whistler’s brother, a doctor, married Miss Helen
Ionides, a cousin of Luke and Aleco Ionides.

Robert P. and Carole T. Henderson Gallery, Museum of Fine Arts Boston
The installation forms part of the Museum’s ‘Aesthetic Movement’ collection.

As noted earlier, David Parr painted part of the chimney breast in his living room ‘Abyssinian
Gold’ or ‘poor man’s gold’ as it is made from copper and zinc. The description might suggest
he lacked funding to apply gilding. The following extract from Sally-Anne Huxtable’s essay
‘Whistler’s Peacock Room and the Artist as Magus’ * suggests that Parr’s use of ‘Abyssinian
Gold’ may have been an artistic choice:
‘In his paintings, and in his frames he also created, he used a multiplicity of golds as artistic
pigments of many shades and tones. Likewise, in the Peacock Room, the gold on the walls is
what he called ‘the green gold’ – Dutch metal, or imitation gold leaf, that he applied and
allowed to oxidize, then coated with clear green varnish to create a subdued, antique effect.
The real thing – the almost orange-toned, true gold leaf – is used on the shutters, so that its
marvellous effect and those glorious peacocks thereon would only be unfurled at night, when
the room was transformed into its true purpose – as a dining room.’
* Huxtable’s essay forms part of a collection within ‘Palaces of Art: Whistler and the Art
Worlds of Aestheticism’, published by the Smithsonian Institution Scholarly Press in 2013.
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POUNCING
Whilst pouncing isn’t unique to David Parr, the technique is something that I associate with
the David Parr House and Saskia Huning’s recreation of damaged parts of David Parr’s
frieze. A description of the technique using an older example:
A full-size cartoon done by Hans Holbein
the Younger in preparation for the
portrait group survives in the collection of
the National Portrait Gallery. This was
used to make an outline of the design on
the wall, by pricking holes along the main
lines and pushing powdered soot
through. The cartoon differs slightly from
the final version.
Above: Copy in oils of Holbein’s Whitehall mural, commissioned by Charles II, 1667

The following extract is from Margaret F. MacDonald’s essay on ‘What is a Whistler?’
‘…If anything is certain about Whistler it is his inconsistency, evident in the frequent clash
between what he said about his work and what he actually did. For instance, Whistler’s
largest drawing is a cartoon for the end panel in the Peacock Room, vigorously drawn in
chalks and pounced (pricked) for transfer… Whistler later asserted that he had painted the
entire Peacock Room without any previous preparation – no preliminary sketches, no
cartoons, nothing, but this drawing shows clearly that the artist was not necessarily to be
trusted in defining “What is a Whistler” or how it was created.’
Whistler had told his biographers, Mr & Mrs Pennell, when talking of the ‘Peacock Room’:
‘I just painted as I went on, without design or sketch – it grew as I painted. And towards
the end I reach such a point of perfection – putting in every touch with such freedom – that
when I came around to the corner where I had started, why I had to paint part if it over
again, or the difference would have been too marked. And the harmony in the blue and
gold developing, you know, I forgot everything in my enjoyment.’
Yet, Mrs Stillman, ‘…remembers two pupils working while she drank tea with Whistler’.
And, the diary entries the Pennells cite also tell a different story. Alan Summerly Cole,
whose father was the first director of the South Kensington Museum, noted several visits
to the ‘Peacock Room’ starting on September 11th 1876, and describing the scheme as being
‘well underway’. Most notably, he was with Whistler until 2 am on 5 th March 1877 as the
artist applied finishing touches.
Thereby, we know it took Whistler over six months to create the ‘Peacock Room’. Is it
possible to maintain one’s spontaneity for so many months?
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Six-degrees of separation
Six degrees of separation is the idea that all people are six, or fewer, social connections away
from each other, applying this rule, we can connect David Parr and Frederick Leach to the
‘Sherlock Holmes’ actor Basil Rathbone (again) but in 6 degrees. Last month (June’s
Afterword) I managed it in 3 degrees! Them’s the breaks!
David Parr & Frederick Leach > William Morris > James McNeill Whistler > Oscar Wilde >
Richard Le Gallienne > Eva Le Gallienne > Basil Rathbone
David Parr and Frederick Leach worked on commissions for William Morris, and according to
Georgiana Burne-Jones’s ‘Memorials of Edward Burne-Jones’, her and her husband, William
Morris and his wife, and James McNeill Whistler had all been at a ‘delightful evening’ at the
Madox Brown’s House in Kentish Town, this was just before Morris had to sell his Red House.
Georgiana Burne-Jones’s descriptions of that evening are worth relaying as they record
Dante Gabriel Rossetti’s great attraction before he became a paranoid chloral addict, who
ignored his friends or drove them away:
‘And, Whistler was there looking ten times more like a Frenchman than Legros did, his face
working with vivacity, his thick black hair curling down to his eyebrows, with an angry eyeglass fixed beneath it… Gabriel was there in a magnificent mood – no other words describe
it when he passed through a room bringing pleasure to great and small by this beautiful
urbanity, a prince amongst men.’
So how is James McNeill Whistler connected to Oscar Wilde?
According to the authors, Thomas Hake and Arthur Compton-Rickett, of ‘The Life and Letters
of Theodore Watts-Dunton’:
‘In those days Watts-Dunton [our potential ‘gate-keeper’] used to sleep at Rossetti’s in
Cheyne Walk on Saturday nights, and on Sunday mornings would attend the remarkable
breakfasts that Whistler gave. Rossetti, though so near a neighbour, saw little or nothing of
Whistler at that time, although some five or six years earlier they had seen a good deal of
each other.
“It was at one of the Whistler breakfasts, at which I was present,” Watts-Dunton records, that
Oscar Wilde first emerged from obscurity, and began to play his part in the world… Whistler
seemed rather taken by surprise when the new-comer entered; but this did not in the least
disturb the splendid ease and savoir faire of the new breakfast guest. He was extremely unlike
the Oscar Wilde of his subsequent masquerading period.”’
Who is Richard Le Gallienne (1866 – 1947) and how is he connected to Oscar Wilde?
According to his biographers, Richard Whittingdon-Egan and Geoffrey Smerdon:
‘Abandoning uncongenial clerical employment in Liverpool Richard Le Gallienne quickly
became one of the most widely known and influential literary critics of the eighteen-nineties.
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His life, rich in adventure, chequered with tragedy, dogged by debt, has all the romance of
the period in which he achieved fame.
Moving against the glittering back-cloth of the London of his friend Oscar Wilde, the young Le
Gallienne had everything – looks, talent, success. Famous men praised him. Women adored
him, and he them…’
Curiously, only in the last paragraph of their 1960-book jacket blurb do they mention that
their subject was the author of more than fifty books.
Le Gallienne’s first wife, Mildred Lee and their second daughter Maria died in 1894 during
childbirth. He carried with him an urn containing Mildred's ashes, even while married to his
second wife. ‘The Old Vicarage, Grantchester’ poet, Rupert Brooke, who met Le Gallienne
in 1913 aboard a ship bound for the United States but did not warm to him, wrote a short
poem ‘For Mildred's Urn’ satirising Le Gallienne’s behaviour.
In the words of his biographers, how does the ‘undeservedly neglected’, Richard Le Gallienne
know Eva Le Gallienne (1899–1991)?
The British-American actress Eva Le Gallienne was his daughter, by his second marriage to
Danish journalist Julie Nørregaard.
Le Gallienne acted alongside Basil Rathbone in the theatre production ‘The Swan’ in 1924.

Even though Oscar Wilde was a huge fan of Dante Gabriel Rossetti and Algernon Swinburne,
he never met Wilde and asked to be introduced to Swinburne at a wedding reception, who
indulged him for only three minutes. Both Rossetti and Swinburne carried a burning
resentment that he had muscled in on their movement. Worse, he had attracted ridicule,
not only upon himself, but upon them.
To conclude the topic of the Victorian salons, herewith some more examples:
Against Tuesday 22nd December, 1885, Elizabeth Pennell, Whistler’s biographer, noted in her
diary that she had spotted the Stillmans and Mrs Oscar Wilde amongst numerous others at
one of A. Mary F. Robinson salons.
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As recorded in ‘The Lady’s World’, the well-connected artist, Louise Jopling, also held wellattended salons. At a party she held in 1883, in response to a witticism James McNeill
Whistler had made, Oscar Wilde remarked, "How I wish I had said that." Whistler replied,
"You will, Oscar, you will."
Watts-Dunton and Whistler began to fraternise at Mrs Moulton’s ‘At Homes’. Watts-Dunton
was also a frequent visitor at W. B. Scott’s house in Chelsea where, in the late seventies, he
would meet William Morris and Edward Burne-Jones.
Whistler had his Sunday Breakfasts to which sometimes up to eighteen or twenty sat down,
all were ‘people the artist wanted to meet, people who talked, people who painted, people
who wrote, people who bought, people who were distinguished, people who were royal,
people who were friends.’
According to the Pennells:
‘Whistler got to know other friends of Rossetti’s and he drifted to Ford Madox Brown’s, in
Fitzroy Square.’
“Once in a long while I would take my gaiety, my sunniness, to Madox Receptions. And there
were always the most wonderful people – the Blinds, Swinburne, anarchists, poets and
musicians, and all kinds and sorts, and, in an inner room, Rossetti and Mrs. Morris sitting side
by side in state, being worshipped, and, fluttering round them, Howell with a broad red ribbon
across his shirt-front, a Portuguese decoration hereditary in the family.”
It seems that, for the artistic set, life was a social whirl.

Revisiting the craze for blue Nankin porcelain, the Pennells offer an interesting insight as to
the public reaction to Morris, Marshall, Faulkner & Co.:
‘The chief bond between Whistler and Rossetti was their love for blue and white and Japanese
prints.
Whistler brought knowledge and the love of the art to London. “It was he who invented blue
and white in London,” Mr Murray Marks assured us, and Mr W. M. Rossetti was as certain
that his brother was inspired by Whistler, who bought not only blue and white, but sketchbooks, colour prints, lacquer, Kakemonos, embroideries, screens. “In his house in Chelsea,
facing Battersea Bridge,” Mr. Severn writes, “he had lovely blue and white, Chinese and
Japanese.” The only decorations, except the harmony of colour, were the prints on the walls,
a flight of Japanese fans in one place, in another shelves of blue and white. People copying
him, stuck up fans anywhere, and hung plates from wires. Whistler’s fans were arranged for
colour and line. His decorations bewildered people even more than the new firm of Morris,
Marshall, Faulkner and Co. The Victorian artist covered his walls with tapestry, filled his
studio with costly things, and made the public measure beauty by price, a fact overlooked
by Whistler, but never by Morris.’
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Pagani’s
40-48 Great Portland Street,
W1W
The restaurant boasted a wall
of over 5,000 signatures from
patrons such as actress Sarah
Bernhardt,
painter
James
McNeill Whistler and composer
Pietro Mascagni.
(It is now part of the Museum of
London’s collection).
Note: the winged angels on the
exterior wall.

The Omar Khayyam Club
[I would like to acknowledge club member Bennet Maxwell in respect of a piece he posted on its
‘History’ page from which the following information, albeit heavily cut and changed, derives. See the
end of this section for a link to the club’s website, which has a list of sources Mr Maxwell referenced.]

In 1892, three friends, deploring the fact that they did not dine together often enough, agreed
to dine together at stated intervals. On 13th October 1892, they met for dinner at Pagani’s
Restaurant in Great Portland Street with another three invited friends, who were Omarians.
The 1880s and 1890s saw a craze for founding literary dining clubs, prompting the founding
of Omar Khayyam Club at Pagani’s, which became a regular venue for club dinners. It was
decided that membership should be restricted to 59 in commemoration of the year
FitzGerald’s translation was first published.
Pagani’s remained the venue for club dinners but, most years, it became custom to hold a
summer dinner outside the city, often at the Bull in Woodbridge in Suffolk, where Fitzgerald’s
house still stood and, on one occasion, Magdalene College, Cambridge.
The most famous of these summer dinners was the Burford Bridge Dinner in 1895 when the
President persuaded George Meredith to be his guest. He spoke in public for the first, last
and only time in his life. The Dinner was reported at length, not only in the London press, but
as far afield as New York and Sydney.
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George Meredith, (1828 – 1909), novelist and poet

Left: Meredith painted in 1993 by G F Watts, National Portrait Gallery
Right: Meredith modelled for Henry Wallis’s 1856 ‘The Death of Chatterton’, Birmingham Museum & Art Gallery.

Meredith’s friends included Pre-Raphaelites William and Dante Gabriel Rossetti, Algernon
Charles Swinburne and Leslie Stephen.
His contemporary Sir Arthur Conan Doyle paid him homage in the short-story "The
Boscombe Valley Mystery", when Sherlock Holmes says to Dr. Watson during the discussion
of the case, "And now let us talk about George Meredith, if you please, and we shall leave
all minor matters until to-morrow."
Oscar Wilde, in his dialogue "The Decay of Lying", implies that Meredith, along with Balzac,
is his favourite novelist, saying "Ah, Meredith! Who can define him? His style is chaos
illumined by flashes of lightning".

In 1884, William Simpson, an Omarian and an artist working for the Illustrated London News,
travelled from Tehran to Central Asia. His route passed near Naishapur, and Simpson took
the opportunity to visit Omar Khayyam’s grave - Omar had told a friend that his tomb should
be “on a spot where the north wind may strew roses upon it”. According to Simpson, roses
were still blossoming by the grave. He collected some hips and sent them to Bernard
Quaritch, who passed them on to Kew Gardens, where the Keeper raised new plants from the
seeds.
A year after its foundation, the club decided to obtain a cutting of Simpson’s Persian rose
from Kew Gardens and plant it at the head of FitzGerald’s grave.
On Saturday October 7th 1893 a small party, which included Bernard Quaritch and Edmund
Gosse, descended on the churchyard at Boulge, Suffolk, a few miles from Woodbridge, for the
ceremonial planting.
Afterwards the group repaired to Clodd’s house in Aldburgh, where they stayed for the rest
of the weekend. [Edward Clodd had been one of the guests at the club’s founding dinner.]
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The Omar Khayyam’s membership in the 1890s included an impressive number of writers,
including Sir Arthur Conan Doyle.
“What a lovely thing a rose is…”
Sherlock Holmes smelling a rose.
Illustration by Sidney Paget for ‘The Adventure of the Naval Treaty’, the
longest of the short stories published in The Strand Magazine before
Sherlock Holmes's supposed ‘death’ in ‘The Final Problem’, ensuring it was
originally published in two parts.
The story contains the first reference to ‘The Adventure of the Second Stain’,
published some 11 years later.

In May 1911, Theodore Watts-Dunton was made an honorary member of the Omar Khayyám
Club in recognition of his poem entitled ‘Toast to the Omar Khayyám’, which he wrote around
the time Rossetti ‘discovered’ FitzGerald’s poem outside Quaritch’s bookshop and his ‘Prayer
to the Winds’ sonnet, which he wrote years later and was suggested to him by the planting of
two rose-trees at the head of FitzGerald’s grave.
Some years earlier, he had been invited by the club to the Burford Bridge event at which
George Meredith, in Watts-Dunton’s words, ‘made his charming speech’.
What of Murray Marks? He left his correspondence to the Fitzwilliam Museum, Cambridge,
and other items to the V&A Museum, London.

Murray Marks also gifted this mosaic to the
Fitzwilliam Museum in 1910.
It dates to approximately AD50-70.

Dante Gabriel Rossetti’s red chalk drawing of Murray
Marks’s wife was gifted to the V&A Museum in 1950 by
Mrs M. L. Milsted.

30

Concluding the theme of publicity, it is interesting to see examples of adverts used by Morris
& Co. and F. R. Leach and Sons.

Morris & Co. advert
Collection: Christchurch Art Gallery

F. R. Leach & Sons
Collection: David Parr House

When reading about William Morris a name which often comes up is Frederick Startridge
Ellis. Ellis was a bookseller and small-scale publisher of Morris’s and Rossetti’s works. He
was the sixth son of a hotelier. I decided to see if I could find out more about him, this was,
as it turned out, rather appropriately on the morning after Boris’s Super Saturday when
pubs re-opened after lockdown. His family’s grand hotel, the Star and Garter in Richmond
and its impressive clientele will not disappoint - see following link.
https://www.richmond.gov.uk/media/6335/local_history_starandgarter.pdf

Answers to the quiz questions in the July ‘Know to Live’ story:
Question: ‘How many times did Elizabeth Taylor get married?’
Answer: Eight times to seven husbands: she married Richard Burton twice.
Question: ‘What year did Grace Kelly get married?
Answer: 1956
Question: ‘Grace Kelly acted alongside two leading Hollywood actors with the initials ‘CG’ and one
with the initials ‘GC’ can you name them?
Answer: Cary Grant, Clark Gable, Gary Cooper.
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The history of the Rubáiyát of Omar Khayyám
The following links cover the topic with greater breadth BUT neither covers the poem’s
association with the Pre-Raphaelites.
BBC radio ‘In our Time’ programme discussing the poem – hosted by Melvyn Bragg:
https://www.youtube.com/watch?v=kYWELjyexRE&t=2394s
BBC television programme ‘The Genius of Omar Khayyam’ (as loaded onto YouTube)
https://www.youtube.com/watch?v=9QOockq6Wfo&t=2262s

Link to the Omar Khayyam Club’s history page – further navigation possible:
https://www.omar-khayyam-club.com/category/history/
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