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P R E F A C E 
Paradox Ethereal  is a quar-
terly digital magazine pos-
sessing a re-enactment char-
acter and related to the Arts, 
Romanticism, Aestheticism 
and Symbolism. We flirt 
with Music - folk, ethereal, 
or experimental forms - 
Esoteric Traditions, Trav-
eling possessing an explor-
atory character, Art in all 
its magnitude and types, 
the Absurd in full glory, ev-
erything Retro or Vintage, 
Nature, Literature, Psychol-
ogy, Philosophy and above 
all the Transcendental. If a 
reader feels he/she is one of 
us we accept contributions. 
«The artist is the creator of 
beautiful things», Oscar 
Wilde said. Beauty is  a fuel 
and imagination the vehicle. 
Welcome to the trip!
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 ‘T may be again to make me wander thither: 

“Wander,” a word for shadows like myself ” 
(Shakespeare, The passionate Pilgrim)

Robert E. Park in the early twentieth century 
saw wanderlust as in opposition to the values 
of status and organization, I could not agree 
more. Wandering is not just a playful way to 
spend one’s time and breathe fresh air. In the 
old French “travel” comes from the word “tra-
vail”, or “travailler”, which means “to work, to 
labor; while “to wander” comes from the West 
Germanic word “wandran”, which means “to 
roam about”. Which term expresses you? 

Let’s think of the image of the tarot card “The 
Fool”, the figure of the wanderer is called the 
Fool, yet this most spiritual card of the arcana, 
the one in search for spiritual knowledge and 
experiences, number 0 and 22 at the same 
time, the beginning and the end. 

Man does not have to travel to distant lands to 
find mystery and excitement, the only thing 
one can do is travel within the self. It this type 
of transcendental meditation, this internal 
tourism, is not possible, the next, and best al-
ternative is wandering in nature in search of 
the mystery, in search of unknown pleasures. 
If any city seems familiar, nature never does, 
even places we have been to. The clouds, the 
atmosphere, the rain, the wind or fog make 
everything look new. 

What a delight for the explorer, and what a 
weird feeling to be a part of this constantly 
changing magic. Nothing ends. Wandering 
from the known to the unknown, in awe, in 
fear, in pleasure. Ascend, descend and read 

the visual po-
etry of the 
surroundings, 
listen to the 
music of the trees, the secret languages of the 
plants and the creatures, so many dialects, so 
much poetry in the leaves.  

Indulge in shades and colors move in circles 
and straight lines, dance diagonally, fall on the 
grass, behave like The Fool, nobody will judge 
you, make love with the wind kissing your 
body. Share with similar-minded people, or 
wander alone...

Let’s stand on a cliff, like the Wanderer Above 
the Sea of Fog of Caspar David Friedrich and 
experience the ultimate ordeal human beings 
face, the realization and acceptance, most im-
portantly of the unforeseen future, the inevi-
tability of death and the painful circles of life. 
It is then that we will finally be able to under-
stand the immortality of the soul, and para-
doxically to become prophets for  others; not 
being able to predict our limited life circle, we 
can become prophets of what really matters, 
of the wider patterns of creation grasped only 
by observing Nature, and then, maybe then, 
we can accept the fact that “mystery” is the 
question and the answer at the same time. 

“Indeed, I am nothing but a wanderer and a 
pilgrim on this earth! And what more are you?” 
J.W. Goethe What are we? We are  drops of 
fresh rain, belonging to no city, to no man. 
Our imagination is vast, as everything is vast 
in nature, and everything is mysteriously pos-
sible. No rules, just a desire to be free and the 
passion of wandering..         Mary Vareli

the wanderer
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C h e r v o n a  V o r o n a
Photographer & Stylist  
interview 
Ukraine

“I’m still 
reading 

Fairy 
Tales”



Mary Vareli: Tell us a few things about your 
studies and your decision to become a pho-
tographer. 

Chervona Vorona: I studied to be an illus-
trator. But my job is only remotely related to 
my education. First I worked as a stylist and a 
decorator, but photography was what I need-
ed to complete my aspirations. 

What inspired you? The Romanticism of the 
19th century is apparent in your work. 

Chervona Vorona



Yes, a  bygone era equally 
inspires me. I think we have 
lost the essence of feminin-
ity in modern times.

Tell us about your favou-
rite Pre-Raphaelite paint-
er. 

Definitely John William 
Waterhouse! I like the gen-
tle character types and the, 
so often to see, recogniz-
able characters. This is his-
tory in pictures!

What is the role of imagi-
nation in your work? Your 
work is full of fairy tale 
images. 

Fairy tales, this is the most 
important thing, my main 
inspiration, therefore, my 
images are of different 
ages, but they are all united 
by magic or a hint of it. 

Maybe it’s because of the 
books read in childhood. 
Although I now read most-
ly fairy tales! Imagination 
is very important in my 
work! But of no less importance are  things 
like observation and resourcefulness. 

Do you also create the costumes and decora-
tions you use?

Yes, this is the highlight of my work, it all 
starts with an idea, and my ideas always re-
quire unusual costumes and decor. This can 
be some wings for а girl-dragonfly, crown and 
dress for the lunar queen, or just a girl sitting 
on watermelon slices. 

All these have to be made specifically for pho-
tography purposes. I have a working studio 
where I keep the costumes, make new decora-
tions and sometimes even take photographs.

What equipment do you use? Favourite 
lenses? 

A semi-professional camera Canon 650d and 
as a Lens Tamron 28-75.

Do you prefer studio photography or shoot-
ing outdoors, and Why? 





Definitely in the 
open air! In fact 
there are a lot of 
reasons, firstly, no 
studio would give 
the diversity and 
perspective of na-
ture. My images are 
attracted by nature. 
It may reflect the 
internal state of the 
character, and em-
phasize it as well.

Do you use 
post-production? 
Favourite soft-
ware? 

Post-production is 
important to me be-
cause I have inade-
quate equipment, 
I have to retouch a 
lot! With retouch-
ing, I sometimes 
imitate lens effects 
that mislead oth-
er photographers. 
Photoshop is the 
best means!

Colour or black 
and white? What 
do you personally 
like most? 

I really like the black-and-white photography, 
but I always prefer the color, the  entire range 
or color pallets, and  often saturated colors. 
Just like my character, expressive and unre-
strained!

Do you enjoy exhibiting your work? Tell us 
about your exhibitions or publications of 
there are any. 

There are no exhibitions of my photos,  just an 
exhibition of collaborative works with Irina 
Julia, she is a photographer, I’m a stylist. It was 
a large-scale project with Ukrainian showbiz 
stars. 

Also, there was a distinction, a photo nomi-
nation in the  “Fashion” field, for the a French  
Photo magazine, photographed by Alina Lish-



chinskaya, I was the stylist & designer.

Favourite photographers that inspired you? 

Tim Walker, Annie Leibovitz, Kirsty Mitch-
ells.

Favourite writers and directors?

Andersen and Tolkien!

CONTACT

http://vk.com/chervona_vorona

https://vk.com/album9349760_191870591

https://www.instagram.com/artchervonavo-
rona

https://www.facebook.com/ArtChervonaVo-
rona



           
            

 
 



           
            

 
 



“ My photos are all 
united by magic 
or a hint of it”













Chervona Vorona



ARTICLE BY MARY VARELI

mixed media artist 
interview 
US

a treasure 
trove of 
iridescent 
opulence, 
splendid 
strangeness 
and  haunted 
melancholy

J i l l i a n 
Schneider 
Gaconnet



                                        Jillian Schneider Gaconnet

Mary Vareli: Jillian, tell us a few things 
about you and your artistic background. 

Jillian Schneider Gaconnet: I am self taught,I 
am mainly a mixed media artist, but I love do-
ing digital work as well.  I have always loved 
art, but I didn’t know that i could contribute 
to “art” until I was in my late 30’s . 

From a small child I was always  deeply af-
fected by what I saw and heard and felt. I am 
totally ruled by emotions. That is the main 
thing. That is my outlet, how I get my emo-
tions out. 

How would you define the art you create?

I would describe it as a treasure trove of ir-
idescent opulence, splendid strangeness and 
haunted melancholy. 

What made you chose this topic? Do you 
particularly love the era? 

Yes, I have always loved the pre raphaelite art 
and beauty, the past is such an intrigue for 
me. I am naturally drawn to it’s subjects, the 
myths and lore and fairy tales. Lizzie Siddal 
has always been a very great influence. 

Do you exhibit your work do you enjoy it?

I have exhibited my work, and I do very much 
enjoy seeing people’s reaction to it, whether 
it’s negative or positive, it is always a great ex-
perience. 

What inspires you? 

Emotions, my own depression has been the 
subject of many of my works, as well as other 
peoples emotions. I am also very inspired by 
fairy tales, vampires, ghosts, the paranormal. 
Poetry is a huge inspiration as well. 

Do you believe that nowadays there is a keen 
interest in this kind of imagery, or  a revival 
of the period that has inspired you? 

I believe it is so classic that it will always be 
appreciated. Fads and trends in the art world 
and in pop culture always come and go, but I 
believe that the romance and beauty of this by 
gone era will always be of interest to people. 



Artists that influence you? 

John William Waterhouse, Dante Gabriel 
Rossetti, Gabriel Von Max, Magaret Keane, 
Mark Ryden, Victoria Frances. 

Writers and directors you admire? 

Tim Burton, Terrence Malick. The Brontes, 
Sylvia Plath, Joe Hill, Alice Hoffman, Shirley 
Jackson

Music? 

My taste is music is very eclectic, but my main 
favorites that I listen to and follow always are 
The National, Stevie Nicks, Florence and the 
machine, Pearl Jam, Bat For Lashes, Blue Oc-
tober 

CONTACT
Here is the link to my facebook page:
https://www.facebook.com/BohemiartJillian/
Etsy: https://www.etsy.com/shop/Bohemiart
Deviant art: Bohemiart on DeviantArt





           
            

 
 



Frederick Hollyer

‘The 
very 

soul of 
the 

picture’
by Mary Vareli

photographer 
of choice for the 

artistic set of 
the late 19th 

century

portrait of Margaret 
Burne-Jones



Frederick Hollyer, platinotype self-portrait, c. 1890

“I am quite convinced that something, call it 
art or what you will, but something apart from 
mere mechanical and scientific excellence, not 
only can, but should, find its way into every 
print from every negative that leaves the pho-
tographer’s studio.” Studio, 1893, page 194

Frederick Hollyer (17 June 1838 
– 21 November 1933) was an English 
photographer and engraver known for 
his creations in the late Victorian and 
Edwardian London.

Hollyer took up pho-
tography in about 
1860 and established 
a business in the 
photographic repro-
duction of works of 
art. He was the pho-
tographer of choice 
for the artistic set 
of the late 19th cen-
tury - initially un-
der the patronage of 
Frederic Leighton 
- for instance, the 
drawings of Burne-
Jones, the paintings 
of Lord Leighton, 
G.F. Watts and Dan-
te Gabriel Rossetti, 
as well as the Hol-
bein drawings at 
Windsor Castle. 
Photographing the 
artists that were 
linked to the Royal 
Academy, Aesthet-
icism and the Arts 
and Crafts Move-
ment was very help-
ful for the artists, 
and quite profitable 
for him. 

Hollyer also took studio portraits and spe-
cialised in interior and exterior photos of 
houses. For 30 years, he reserved Mondays for 
portrait photography in his Pembroke Square 
studio. 

Hollyer’s early photographs were albumen 
prints and salt prints made from collodion 
negatives. But he experimented with develop-
ments in photography, so in 1878 began to use 
platinum printing (platinotype). 
His platinotypes were ‘untouched’ and soon 
prized for their tonal range, matt finish, per-



manence and faithful rendering. Hollyer’s re-
productions were sold as luxury prints. He 
made portraits of society ladies, with their 
faces turned away from the camera, artists, 
writers, critics, actors, journalists, historians 
and social thinkers. 

His portrait prints are characterised by a 
limited range of tone and distinctive mounts. 
Their delicacy and beauty are closely related to 
the fact that his sitters were unselfconsciously 
posed and softly lit, their faces were shot de-
picting great sympathy and understanding. 

His Portraits of Many Persons of Note fills 
three volumes with nearly 200 portraits and 
comprises a pictorial ‘Who’s Who’ of late Vic-
torian and Edwardian celebrities.

In 1894, the Photographic Journal included 
Hollyer’s step-by-step instructions for plati-
notype printing.

*Don’t finger the paper on the front
*Dry the felt pads bone dry over a gas stove
*Exposure: diffused light or sunlight in No-
vember, December and January
*To determine exposure: develop and dry off 
one print as a guide
*After exposure roll, the prints face out and 
put in a storage can
*Development: I use a saturated solution of 
oxalate - made with boiling water in a large jug - 
stirred with a stick and left to settle. Tempera-
ture of bath: 130-170 degrees
*Clearing: Hydrochloric acid, 1 part to 60 or 
80; 1st bath 10 minutes followed by a 2nd bath
*Washing: The object of washing is to get rid 
of the acid, for that use about three or four 
changes of water

(Journal of the Photographic Society)

Hollyer joined the Royal Photographic Soci-
ety 1865 and became a Fellow in 1895, but was 
also involved in The Linked Ring,  a society 
formed to support pictorialism in opposition 

Frederick Hollyer, by unknown photographer

to the Photographic Society. He was a mem-
ber of the Solar Club and became one of the 
Founder Members of the Professional Pho-
tographers’ Association in 1901.
Frederick Hollyer married Mary Anne Arm-
strong (1838–1913). 
Their eldest son Fred-
erick Thomas Hollyer 
(1870–1952) worked with 
his father and took over 
the studio when the elder 
Hollyer retired in 1913. 

Frederick Hollyer died 
21 November 1933, aged 
95. Under British copyright law, Hollyer’s 
photographs are now public domain.

REFERENCES 
“Answers.com “Frederick Hollyer””. The Concise 
Grove Dictionary of Art. Oxford University Press. 
Harker, Margaret: The Linked Ring, The Secession 
Movement in Photography in Britain, 1892–1910, 
London, Heinmann, 1979
http://www.npg.org.uk/collections/search/person/
mp07119/frederick-hollyer
http://www.vam.ac.uk/content/articles/f/freder-
ick-hollyer-working-methods/
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EDWARD BURNE-JONES 



Burne-Jones 

 Charged 
with  the 
beauty 

and  the 
strangeness  
of dreams

by Mary Vareli



Photo by Frederick Hollyer Edward Burne-Jones, c. 1882

“I mean by a picture a beautiful, ro-
mantic dream of something that nev-
er was, never will be - in a light better 
than any light that ever shone - in a 
land no-one can define or remember, 
only desire - and the forms divinely 
beautiful - and then I wake up, with 
the waking of Brynhild. Burne-Jones’s 
aim in art written to a friend.”

Edward Burne-Jones

EDWARD COLEY BURNE-JONES, 
1st Baronet of Royal Academy of Arts, (Bir-
mingham, 28 August 1833 – 17 June 1898) 
was a British painter and designer. The most 
maddeningly elusive artist Britain has ever 

produced, Burne-Jones, worked closely with  
William Morris on the field of decorative 
arts as a founding partner and as a painter. 
His stained glass works include the windows 
of many cathedrals and he is recognised for 
his work with  ceramic tiles, jewellery, tapes-
tries, mosaics book illustration and woodcuts. 
Above all, Burne-Jones was closely related to 
the later phase of the Pre-Raphaelite move-
ment. 

His first paintings were characterised by the 
influence of  Dante Gabriel Rossetti, howev-
er, by the 1860s Burne-Jones had discovered 
his own, unique style and technique. He was a 
painter of the imagination, of the might-have-
been, as Fiona MacCarthy writes, adding 
that his character was fluid: he was a charm-
er, often mentally absent, a practical joker of 
hyper-developed sensibility, with a booming 
laugh, stagy spirituality and depressive ten-
dencies. Burne-Jones was, she also writes, the 
“licensed escapist” of the Victorian age, the 
Houdini of the canvas.

The Aestheticism of the 1860s 
through the 1880s considered that 
“art should be valued as an object 
of beauty engendering a sensual re-
sponse, rather than for the story or 
moral implicit in the subject mat-
ter”. Burne-Jones’s paintings were 
one stand to this. His ideas were 
antithetical to the ideas of Ruskin 
and the early Pre-Raphaelites, but 
no other artist was so loyal to is aim 
as Burne-Jones, pursuing his ideals 
and , therefore, encountering angry 
criticism. 

The novelist Henry James, for instance, was 
not an admirer; Burne-Jones’s work, he pro-
tested, was “not painting”, but “literature”. He 



was accused of lack of realism, as the heroes 
of his painting as well as nature were not 
those of this world. 

He was charged with the beauty and 
with the strangeness of dreams, 
but he, himself, was a dreamer, 
as much as the men and women 
he painted, far, far away from the 
era he lived in.  He was in a state 
of constant pressure of ideas, what 
finally gained him recognition was 
his hard work and the quality of 
his designs, as well as his delight in 
pure and variegated colours; after 
all an artist has the right of person-
alised expression. Interestingly, his 
strange, visionary work influenced 
the Pre-Raphaelite Brotherhood 
itself, pushing it away from its ear-
lier concentrated realism to a more 
stylised approoach.

Burne-Jones exerted a considerable influ-
ence on French painting, he was highly influ-
ential among French symbolist painters, from 
1889 and on.  Also, his work inspired poetry 
by Swinburne, whose 1866 Poems & Ballads 
is dedicated to Burne-Jones. His paintings are 
also believed to have influenced the young 

J. R. R. Tolkien, then 
growing up in Birming-
ham. Last but not least 
Burne-Jones was also a 
very strong influence on 
the Birmingham Group 
of artists, from the 1890s 
onwards.

He was taken up as a 
herald and star of the 

new Aesthetic Movement when in 1877, he 
exhibited eight oil paintings at the Grosvenor 
Gallery, including The Beguiling of Merlin.

EARLY LIFE AND PERSONAL 
AFFAIRS 

Edward Coley Burne Jones was the son 
of a Welshman, Edward Richard Jones, a 
frame-maker. His mother, Elizabeth Coley 
Jones, died within six days of his birth and his 
grieving father raised him with the help of the 
family housekeeper. Edward began hyphenat-
ing his name at about 1885, as he wrote later, 
to avoid “annihilation” in the mass of Joneses.

In 1860, Jones  married Georgiana “Georgie” 
MacDonald (1840–1920) a trained painter 
whose sister married the artist Sir Edward 
Poynter. Another sister of Georgiana  was the 

Burne-Jones with William Morris, 1874, 
by Frederick Hollyer.



mother of the Prime Minister Stanley Bald-
win and a fourth one  was the mother of Ru-
dyard Kipling. 

Georgiana and Burne-Jones had two children, 
their happiness, however, was shadowed by 
Jones’s passionate affair with the Greek model 
Maria Zambaco and bitterly hostile attacks in 
the press when Maria tried to commit suicide, 
throwing herself in Regent’s Canal. 

More particularly, in 1866, Mrs Cassavet-
ti commissioned Burne-Jones to paint her 
daughter, Maria Zambaco, in Cupid finding 
Psyche, an introduction which led to their 
tragic affair. Jane, the wife of Morris was in 
love with Rossetti at that time, so  Morris and 
Georgiana became close friends, sharing their 
socialist ideals, possibly  in love as well, though 
they both decided to remain with their fami-
lies. All this mess resulted in Burne-Jones’ not 
exhibiting at all for much of the 1870’s. 

His son Philip, who became a successful por-
trait painter and his daughter Margaret mar-
ried John William Mackail, professor of poet-
ry at Oxford, friend and biographer of Morris.

“THE BROTHERHOOD” MORRIS 
AND ROSSETTI’S INFLUENCE

Having finished Birmingham’s King Edward 
VI grammar school and the Birmingham 
School of Art, in 1852, Burne-Jones started 
studying theology at Exeter College, Oxford, 

despite difficult financial circum-
stances. His love for poetry brought 
him close to William Morris, also 
a student there, and together with a 
some friends of Jones’ from Birming-
ham, founded the Birmingham Set 
society, sometimes called the Bir-
mingham Colony, the Pembroke 
Set or, later, The Brotherhood. 

The group played a significant role 
in the birth of the Arts and Crafts 
Movement,  involved in the murals 
painted on the Oxford Union So-
ciety in 1857. The members visited 
churches, and worshipped the Mid-

dle Ages, reading Tennyson, Shelley 
and Keats, the novels of Thackeray, 

The Burne-Jones and Morris families in the garden at the 
Grange, 1874,  photograph by Frederick Hollyer

Frederick Hollyer Georgiana 
Burne-Jones, c. 1882 

Portrait of Georgiana Burne-
Jones, with Philip and  Margaret, 
1883.



Kingsley and Dickens and also the writ-
ings of John Ruskin. Burne-Jones discovered 
Thomas Malory’s Le Morte d’Arthur, at this 
time, something that remained his main in-
fluence.

Burne-Jones met Rossetti after 1856 when the 
latter became a contributor to their Oxford 
and Cambridge Magazine, founded by Mor-
ris. Meeting Rossetti prompted made Burne-
Jones to change his mind and not become a 
church minister, as he had intended, but an 
artist. He said “I found myself at five-and-
twenty what I ought to have been at fifteen”. 

On the one hand, he was not properly trained 
as a draughtsman, but, on the other hand, he 
was talented as a designer, he was hard work-
ing and above all his mind was full of ideas 
related to medieval romance and classicism. 
Even if his first period was influenced by Ros-
setti, according to  Chisholm Hugh, the paint-
ings were  characterised by “their more facile 
though less intensely felt elaboration of imagi-
native detail. Many are pen-and-ink drawings 
on vellum, exquisitely finished, of which his 

Waxen Image 
(1856) is one 
of the earli-
est and best 
e x a m p l e s . 
A l t h o u g h 
the subject, 
medium and 
manner de-
rive from 
Rossetti’s in-
s p i r a t i o n , 
it is not the 
hand of a pu-
pil merely, but 
of a potential 
master. This 
was recognized by Rossetti himself, who be-
fore long avowed that he had nothing more to 
teach him”.

In 1857, Rossetti wrote to William Bell Scott 
“Two young men, projectors of the Oxford and 
Cambridge Magazine, have recently come up 
to town from Oxford and are now very inti-
mate friends of mine. Their names are Morris 
and Jones. They have turned artists instead 
of taking up any other career to which the 
university generally leads, and both are men 
of real genius. Jones’s designs are marvels of 
finish and imaginative detail, unequalled by 
anything unless perhaps Albert Dürer’s finest 
works.”

Though his early work as an artist was chiefly 
in pen and watercolour, his own style, which 
embraced classical as well as Pre-Raphael-
ite traits, soon emerged. Burne-Jones’s first 
sketch in oils dates from 1856; in 1857 he cre-
ated a series of cartoons for stained glass for 
Bradfield College. Further to this, in 1858, he 
created his first illustration of Geoffrey Chau-
cer’s Canterbury Tales, the Prioress’s Tale, 
decorating a cabinet. In 1857 Burne-Jones 
joined Morris, Valentine Prinsep, J. R. Spen-
cer Stanhope and others in Rossetti’s scheme 

Photogravure of a portrait of Ed-
ward Burne-Jones by his son 
Philip Burne-Jones, 1898

Portrait of Maria Zambaco, 1870



to decorate the walls of the Oxford Union, fol-
lowed by his trip to Florence, Pisa, Siena and 
Venice with the aim of discovering the secrets 
of the technique of fresco, and exploring the 
romanticism of the Sienese school.

Burne-Jones talent as an  illustrator helped 
the Pre-Raphaeite aesthetics to enter public 
awareness. The most interesting illustrations 
are the following: The Fairy Family by Ar-
chibald Maclaren (1857), The Earthly Par-
adise by William Morris (not completed), 
The Works of Geoffrey Chaucer by Geoffrey 
Chaucer (1896), Bible Gallery by Dalziel 
(1881).

DISTINCTION AS A PAINTER

In 1864, Burne-
Jones was elected 
an associate of the 
Society of Painters 
in Water-Colours 
(also known as the 
Old Water-Colour 
Society), and ex-
hibited, among oth-
er works, The Mer-
ciful Knight, the 
first picture which 
fully revealed his 
ripened personality 

as an artist. Unfortunately, he “withdrew not 
only the picture from the walls but himself 
from the Society” when he was asked to make 
slight alterations to the undraped nakedness 
of Demophoön in the painting Phyllis and 
Demophoön. The features of Maria Zambaco 
were clearly recognizable in the barely draped 
Phyllis, but the figure of Demophoön suggest-
ed female sexual assertiveness, which offend-
ed Victorian prudery. This led to his resigna-
tion from the society in 1870.

From 1870 to 1877, only two works  were ex-
hibited, one of them being the beautiful Love 

Among the Ruins. He worked in virtual se-
clusion at The Grange, Fulham, in west Lon-
don. Nevertheless, the painter worked solely 
on masterpieces, like the first Briar Rose se-
ries, Laus Veneris, the Golden Stairs, the 
Pygmalion series, and The Mirror of Venus, 
among others, and started a collaboration with 
the fine-art photographer Frederick Hollyer, 
who specialised in reproductions of paintings 
and drawings. 

After all this hard work, success and recogni-
tion came in 1877 1877, with his first exhibi-
tion at the Grosvenor Gallery, when the Days 
of Creation, The Beguiling of Merlin, and the 
Mirror of Venus were all shown. In 1878, Laus 
Veneris, the Chant d’Amour, Pan and Psyche, 
and other works followed. The Annunciation 
and the second series of Pygmalion and the 
Image followed, ranging from bright colors 
to soft tints. The Golden Stairs, first exhibit-
ed in 1880 and the Wheel of Fortune,1883, 
were followed in 1884 by King Cophetua and 
the Beggar Maid, in which Burne-Jones once 
more indulged his love of gorgeous colour. 
What came next were The Briar Rose and The 
Story of Perseus, though these sets were not 
completed for some years.

Hard - working as he was he was also design-
ing costumes for the theater, mostly commis-
sioned by the theatrical manager and actor 
Henry Irving, but often feeling disappointed 
by the results. He wrote to Mary Gaskell (May)  
“The armour is good—they have taken pains 
with it ... Perceval looked the one romantic 
thing in it ... I hate the stage, don’t tell—but 
I do”.

In 1885, Burne-Jones was elected an Asso-
ciate of the Royal Academy, exhibiting The 
Depths of the Sea in 1886, but resigned his 
Associateship in 1893. By that time he had 
exhibited the Perseus series, The Brazen Tow-
er, the second series of The Legend of Briar 
Rose and the Star of Bethlehem, gaining more 

The Merciful Knight



recognition. In 1894, Burne-Jones was made 
a baronet. Unfortunately health problems in-
terrupted the progress of his works. 
By the end of his life, he received more hon-
ors. More particularly, in 1881 Burne-Jones 
received an honorary degree from Oxford 
and was made an Honorary Fellow in 1882. 
In 1885, he became the President of the Bir-
mingham Society of Artists. Also, he was 
formally created a baronet of Rottingdean, 
in the county of Sussex, and of the Grange, in 
the parish of Fulham, in the county of London 
in the baronetage of the United Kingdom in 
1894. 

When Morris died in 1896, Burne-Jones felt 
devastated and his health declined substan-
tially. In 1898 he suffered an attack of influ-
enza and had apparently recovered when he 
was again taken suddenly ill, and died on 17 
June 1898 of heart failure. He was buried in 
the churchyard at St Margaret’s Church, Rot-
tingdean. 

Birmingham Museum and Art Gallery now 
has the largest collection of works by Burne-
Jones in the world, including the massive wa-
tercolour Star of Bethlehem, commissioned 
for the Gallery in 1897.

On 16 June 1933, Prime Minister Stanley 
Baldwin, a nephew of Burne-Jones, officially 
opened an exhibition featuring Burne-Jones’s 
drawings and paintings at the Tate Gallery in 
London. In his opening speech at the exhibi-
tion he said: 

“In my view, what he did for us common peo-
ple was to open, as never had been opened 
before, magic casements of a land of faery 
in which he lived throughout his life ... It is 
in that inner world we can cherish in peace, 
beauty which he has left us and in which there 
is peace at least for ourselves. The few of us 
who knew him and loved him well, always 
keep him in our hearts, but his work will go 

on long after we have passed away. It may give 
its message in one generation to a few or in 
other to many more, but there it will be for 
ever for those who seek in their generation, for 
beauty and for those who can recognise and 
reverence a great man, and a great artist”.

Before 1933, Burne-Jones was out-of-fashion 
in the art world, which preferred Modern art.
It  was not until the mid-1970s that his work 
began to be acclaimed. 
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into the labyrinth
A study by  W.R. Lethaby

 

Architecture 
reflects the 
macrocosm,
many of the 
seemingly 
ornamental 
details of 
classical buildings 
actually represent 
aspects of the 
land, the sea 
and the sky

Land’s End Labyrinth – San Francisco, CA



‘Hast thou left thy blue course in heaven, gold-
en-haired son of the sky! The west opened its 
gates, the bed of thy repose is there. The waves 
cone to behold thy beauty. They lift their trem-
bling heads. They see thee lovely in thy sleep. 
They shrink away with fear. Rest in thy shad-
owy cave, O sun! Let thy return be in joy.’—
OSSIAN.

IN ‘The Bible of Amiens’ Mr Ruskin de-
scribes the labyrinth once inlaid on the floor 
of the nave of the cathedral, and in 1825 ‘re-
moved to make the old pavement more po-
lite.’ In that outburst of fervour, from the mid-
dle of the twelfth to the end of the thirteenth 
century, wrought into the stones of the great 
cathedrals—speaking particularly of France—
when the scheme of imagery and symbolism 
had been consummated, so that no part of the 
building should be without its teaching, one of 
these labyrinths belonged by right to the floor: 

‘a recognised emblem of many things to 
the people.’

This one of Amiens was octagonal, and 
forty-two feet across; the effigy of the 
architect was at the centre, and a legend 
containing the date 1288. There was an-
other, similar, at St Quentin; and one 
at Rheims, square, and thirty-five feet 
across, was laid down in 1240 and de-
stroyed in 1779. Another, about the same 
time, was broken up in the Cathedral at 
Arras. At St Omer, in the Abbey of St 
Bertin, mountains, animals, and towns 
were depicted on the pathway, and the 
Temple of Jerusalem in the centre. It 
has been suggested that the maze was a 
symbol of life and of the coil of sin. ‘The 
whole device was deemed to be indic-
ative of the complicated folds of sin by 
which man is surrounded, and how im-
possible it would be to extricate himself 
from them except through the assisting 
hand of Providence’ (Didron’s Annales).

At Bayeux there is a maze formed by patterned 
tiles in the chapter-house. At Sens there was a 
fine example; and another still exists in St Ste-
phen’s Abbey at Caen. One, especially beau-
tiful, at Chartres, inlaid with dark stone on 
light, has a pathway of some six hundred and 
sixty feet round and round to the centre. In 
the thirteenth century sketch book of the ar-
chitect Viliars de Honecourt, there is a draw-
ing of a maze like this of Chartres, indeed, it 
is identical in planning. These French laby-
rinths appear to have been called ‘la lieue’ or 
‘Chemin de Jerusalem;’ they were placed at 
the west end of the nave, 
and people made a pil-
grimage on their knees, 
following the windings 
of the pathway to the 
centre, which is said to 
have been called Sancta 
Ecclesia or Ciel.



There is a German example in the Church 
of St Severius, Cologne. In England there 
was one at Canterbury, but none now re-
main in our churches. There are, however, 
a great number cut in turf. One of these, at 
Saffron Walden, is a hundred and ten feet 
across: wholly overgrown with grass, its form 
is made out by alternate ridge and furrow. 
Others are at Wing, in Rutlandshire; Alk-
borough, in Lincolnshire; Boughton Green, 
Northants; St Catharine’s Hill, Winchester; 
Sneiton, Nottinghamshire; and Pimpern, 
near Blandford. They were given the names 
of Miz-Maze, Julian’s Bower, Troy Town, or 
Shepherd’s Race.

Their age is not known, but, according to the 
country historian, some sort of spring festi-
val seems to have been held at that of Saffron 
Walden. Those formed by clipped hedges, 
‘green mazes,’ are an ordinary part of orna-
mental gardening, and designs for them may 
be found in Serlio and other writers. There 
was a fine regular one at Theobald’s old palace, 
and the maze at Hampton Court is known to 
everybody. One, of water, in the Hypnero-
tomachia, on which tiny shallops floated and 
seven gate-towers divided the stream, is evi-
dently symbolical of life.

In Italy some beautiful examples are found—
one at Ravenna, in St Vitale, is here represent-
ed; another is in St Michele, Pavia; and two 
others are in Rome, at S.M. in Trastevere, and 
S.M. in Aquiro.

Through Roman examples on pavements and 
gems we are led back to the Greek coins of 
Crete, where, in the fifth or sixth century B.C. 
the device first appears. (For illustrations see 
Didron’s Annales, De Caumont, ‘Archæolog-
ical Journal,’ and ‘The Architectural Dictio-
nary.’)

Of course the varieties in the mere design of 
mazes would be infinite; their resemblance is 

the striking fact, so that, considered merely as 
a device or pattern, the tradition is one for the 
two thousand years from the Greek coin of 
Gnossus to Botticelli’s print in the Renais-
sance, and we wonder how it passed from 
place to place. There are no false paths, not a 
single cul-de-sac, but simply the longest in-
volved path, from the entrance to the eye; you 
follow far enough, and necessarily reach the 
centre. When the root of tradition was bro-
ken away from at the Renaissance, all this was 
altered, and mazes became inventions, every 
one different from the others—spiders’ webs 
of enticing false paths.

The windings and doublings of the inlaid one 
at St Quentin are identical beyond all possi-
bility of merely fortuitous coincidence with 
the one on the green at Alkborough, as is also 
that of Sens with that at Boughton Green. The 
Chartres labyrinth is absolutely the same in 
design as one on the door jamb at Lucca, with 
this difference, that the former, thirty feet 
across, is ornamented at the centre, and the 



latter is but a scratched line. This one in turn 
is exactly like that on the Hereford Map of the 
World, and that one also in the sketch book of 
Viliars de Honecourt, with the only exception 
that this last is reversed. These four, then, 
severally in Italy, France, and England, are 
absolutely related—in form and proportion, 
number of walls and planning of their rev-
olutions, they are transcripts of one anoth-
er or a common original. Those at Ravenna, 
on Botticelli’s engraving, and on a picture at 
Cambridge, are but slight variations from this 
typical form, or from a Roman one scratched 
on a wall at Pompeii, and the original Cretan 
examples here given from the coins.

All the time it was understood to be the 
labyrinth of Dædalus, in Crete, into which, 
aided by Ariadne’s thread, Theseus penetrat-
ed and safely returned. This is the subject of 
Botticelli’s engraving. On the Hereford Map 
the plan of the labyrinth nearly fills the whole 
map of Crete: it is inscribed Labarintus id est 
domus Dealli (see next page). The great floor 
labyrinth at Amiens was inscribed Maison de 
Dalus. In the Lucca example there is also an 
inscription—’This is the labyrinth which Cre-
tan Dædalus built, out of which nobody could 
get who was inside, except Theseus; nor could 
he have done it unless he had been helped 
with a thread by Ariadne, all for love’ (‘Fors 
Clavigera’).

At Pavia the Minotaur is represented at the 
vortex in the form of a centaur. That at Pompeii 
had written against it, ‘Labyrinthus hic habitat 
Minotaurus.’ Those on the Greek coins belong 
to the town founded by Minos himself, where 
the labyrinth was said to have been built; and 
the reverses of the coins have the head of The-
seus, who thus accompanies the symbol of 
his ‘life’s problem.’ So, from the earliest Greek 
to the Renaissance there is an unbroken se-
quence of examples giving this form to the 
house of the Minotaur. We can well under-
stand that, once existing and associated with 

rites of pilgrimage 
or penance, they 
would easily ac-
quire different lo-
cal names—’The 
way to Jerusalem,’ 
and the rest—but 
the form and the 
rite existed before 
any such titles.

That in Roman 
times they were 
marked out on 
turf as well as in-
laid in pavements, 
and that there was 
a popular custom 
of following the 
windings of the pathway, is shown by Pliny, 
who, speaking of the underground assem-
blage of chambers, the so-called labyrinth of 
Moeris in Egypt, says,—’Nor is it as we some-
times see drawn in the country games of boys, 
where a small strip contains passages several 

miles long.’
In the reign of 
Commodus, Q. 
Julius Miletus 
built a labyrinth 
as an institution 
for the amuse-
ment of the 
people. (C. O. 
Müller.)

The choros, or 
dancing-place, 
built by Dæda-
lus for Ari-
adne—as it ex-

isted in story, of course, not in stone—was 
probably such a labyrinth.

The Hindu dance in honour of Krishna, as 
the sun-god, is described as a ‘circular sun-



wise dance, in which the dancers twisted, and 
turned, and wheeled round about in supposed 
imitation of the sun, moon, and planets.’

This is repeated in the sevenfold star-wise 
procession around the temple of Jagannatha, 
or the Caaba of Mecca. M. Réville, writing of 
similar dances in Mexico, says, that worship-
pers entered into union with the deity by im-
itating his movements. ‘There were several 
sacred dances having the character of imi-
tating the movements of the stars.’ Knowing 
the right form of these involutions was of the 
greatest importance. Mr A. Lang tells us that 
to savages ‘those who don’t dance our dance 
are foreigners.’ And the plot of one of our folk 
stories—’Child Rowland’—is the awful conse-
quences of running round a church ‘widersh-
ins’ or contra sunwise.

Here in England ‘the boys to this day divert 
themselves with running in it one after an-
other, the first leading them by many wind-
ings quite through and back again. Stukeley 
supposes that it is called Julian from Iulus and 
the Trojan games in Virgil’ (Fosbroke ‘Encyc. 
Antiq.’ 1840). Mr Gerald Massey tells us maz-
es are ‘still figured in the children’s games in 
Cornwall and Wales, and consist of seven cir-
cles round a centre cut in the grassy sod.’ In 
the Western Counties anything untidy and 

confused is said to be ‘like Troy Town.’

Herodotus opens with a fourfold legend of 
the origin of the war of Troy—the stories of 
Io, Europa, Medea, and Helen, all seeming-
ly variants of one ‘far told tale’ of a princess 
enticed away over sea. A hero in a foreign 
land is set to do a great deed and to endure 
a great peril; the king of the country sets the 
task in malice; but his daughter sees, loves, 
and helps the hero; he overcomes, and they fly 
away over the sea together; but fate suffers it 
not so for long, and then comes a sorrowful 
parting. ‘Everywhere there is the search for the 
bright maiden who has been stolen away, ev-
erywhere the long struggle to recover her: the 
war of Ilion has been fought out in every Ary-
an land’ (Sir G. Cox).
Europa’s son, Minos, becomes the great king 
and lawgiver of Crete, and the whole sto-
ry is repeated. A vast prison-house has been 
built by Dædalus to confine the Minotaur, 
and a tribute is imposed on Athens of seven 
youths and seven maidens yearly sacrificed to 
the hidden monster. On a year one of these 
is Theseus, the hero who is to end ‘the infa-
my of Crete.’ ‘When Theseus arrived in Crete, 
according to most historians and authors, 
Ariadne, falling in love with him, gave him 



a clue of thread, and instructed him how to 
pass with it through the intricacies of the lab-
yrinth. Thus assisted, he set sail, carrying off 
Ariadne.’ (Plutarch.)

Minos, the king, has three characteristics in 
classic lore; he is, above all, the great admin-
istrator of law; he is the judge of the under 
world of the dead; he is the lord of the laby-
rinth. Already, when we first meet his name in 
the Homeric poems, he is the earthly king of 
Crete and the ruler of the dead in Hades. Od-
ysseus describes his descent to the house of 
Hades,—’There, then, I saw Minos, glorious 
son of Zeus, wielding a golden sceptre, giving 
sentence from his throne to the dead, while 
they sat and stood around the prince, ask-
ing his dooms through the wide-gated house 
of Hades. . . . And Ariadne, the daughter of 
Wizard Minos, whom Theseus on a time was 
bearing from Crete to the hill of sacred Ath-
ens’ (Odyss. XI.)

The story is closely parallel to that of Osiris, 
in Egypt. Osiris, overcome by the powers 
of evil and darkness, goes to be the judge of 
the under world, in the hall of justice, which 
is surrounded by walls, wherein are twelve 
or fifteen successive gates to be passed. This 
is reached by tortuous ways past finding out, 
were it not for the guide book of the depart-
ed, ‘The Book of the Dead.’ Isis goes in quest 
of her lover, and the powers of darkness are 
at last overcome by Horus, the rising sun of 
a new day. The Egyptian myth has been uni-
versally regarded as solar, the House of Osiris 
with its seven halls being the under world, ‘the 
nocturnal abode’ through which 
the sun nightly finds his way back to the east.

‘Osiris is the setting sun. Plutarch identifies 
him with Hades. Both, he says, originally 
meant the dwellings, and came to mean the 
god of the dead’ (Lefébure).

‘Osiris is the sun of yesterday, who was over-

come by Night in the person of Set, who, in 
his turn, was vanquished by Horus, the son 
of Osiris. . . . Horus is the sun in full strength’ 
(Renouf).

The power of darkness is represented as the 
giant serpent Apap, ‘with which,’ says Lenor-
mant, ‘the sun, under the form of Ra or Horus, 
contends during his nocturnal passage round 
the lower hemisphere, and over which he is 
destined to triumph before reappearing in the 
east. The conflict of Horus with Apap is ever 
renewed at the seventh hour of the night, a lit-
tle before sun rising.’

In his recent book, the ‘Golden Bough,’ Mr 
Frazer regards Osiris as a god of vegetation. 
Should this be accepted, it will not conflict 
with the conclusion reached in this chapter. 
Whether Sun or Vegetable Life, it is still the 
dark under world to which he withdraws—
house of darkness, winter, and death.

Theseus, it is generally allowed, is a duplica-
tion of Hercules, the solar hero. Melkarth, 
the sun-god of the Phœnicians, Horus, of the 
Egyptians, and the other parallels make it clear 
that his achievement of the labyrinth was one 
of many descents into the night-land to fight 
the serpent, dragon, or minotaur of death and 
darkness.

The story of Herodotus of the founding of the 



city of Ecbatana by the great lawgiver of the 
Medes is closely allied to the foundation of 
Gnossus and the building of the labyrinth by 
Minos, who instituted law in Crete. Without 
necessarily questioning the existence of an 
actual Ecbatana with seven walls, each dedi-
cated to a planet, or a real Dioces, we may see 
the close connection of this history with other 
stories of the Just Judge in the underground, 
seven-walled, world of the dead. The laby-
rinth of Minos, as found on the coins, is such 
a seven-walled citadel.

Dioces, the first king of the Medes, says the 
Father of History (or of Folk Lore), ‘applied 
himself with great zeal to the exercise of jus-
tice, and the people chose him for their king. 
And, as the Medes obeyed him in this also, 
he built lofty and strong walls, which now go 
under the name of Ecbatana, one placed in a 
circle within the other.’ . . . ‘He established the 
following regulations:—That no man should 
be admitted to the king’s presence, but every 
one consult him by means of messengers, and 
that none should be permitted to see him . . . 
that he might appear to be of a different na-
ture to those who did not see him. He was very 
severe in the distribution of justice; and the 
parties contending were obliged to send him 
their cases in writing . . . and all other things 
were regulated by him; so that, if he received 

information that any man had injured anoth-
er, he would presently send for him and pun-
ish him in proportion to his offence; and for 
this purpose he had spies and eavesdroppers 
in every part of his dominions.’ Is not this a 
Minos apportioning justice to all men in the 
lower world rather than a human king in an 
earthly city? We must not, however, forget that 
kings and tyrants have secluded themselves; 
Mokanna, the veiled prophet, for instance, 
and divine monarchs generally.

Strabo, speaking of Avernus, near Cum, where 
the Italian peoples supposed the descent to be, 
says:—’There is here a spring of water, near 
to the sea, fit for drinking, from which, how-
ever, every one abstained, as they thought it 
water from Styx. They thought, likewise, that 
the oracle of the dead was situated somewhere 
here. Ephorus, peopling the place with Kim-
merii, tells us that they dwell in underground 
habitations, and that these communicate with 
one another by means of certain subterranean 
passages; and that they conduct strangers 
through them to the oracle, which is built far 
below the surface of the earth. They lived in 
the mines together, with the profits accruing 
from the oracle and grants made to them by 
the king. It was a traditional custom for the 
servants of the oracle never to behold the sun, 
and only to quit their caverns at night. At last, 
however, these men were exterminated by one 
of the kings, the oracle having deceived him; 
but the oracle is still in existence, though re-
moved to another place. Such were the myths 
related by our ancestors.’

Duncker cites a Greek author of the second 
century, who, in describing the Sabæans, gives 
an echo of a similar tradition. ‘Their chief city, 
Mariaba, lies on a mountain. Here lives the 
king, who pronounces justice for the people; 
but he is never allowed to leave his palace. If 
he acts otherwise, he is stoned by the people, 
in obedience to an ancient oracle.’



Peoples now living in a low phase of develop-
ment account for the judgment of the dead 
in exactly the same way. ‘It is a belief of the 
Australians, as, according to Bosman, it was 
with the people of the Gold Coast, that a very 
powerful wizard lives far inland; and the ne-
groes held that to this warlock the spirits of 
the dead went to be judged according to the 
merit of their actions. Here we have a doctrine 
(quoting Mr Andrew Lang in “Myth and Rit-
ual”) answering to the Greek belief in the wiz-
ard Minos, Æacus, and Rhadamanthus, and 
to the Egyptian idea of Osiris as judge of the 
departed.’

In Herodotus a story is related of Rhamsinitus, 
in whose reign, he tells us, ‘there was a perfect 
administration of justice.’ ‘He descended alive 
into the place the Greeks call Hades, and there 
played at dice with Ceres, and sometimes won 
and at other times lost.’ A ceremony was in-
stituted imitating this descent, and in another 
story, this same king possesses a wonderful 
treasury-house, which is ingeniously robbed 
by a master of theft—a plot, as Mr Clouston 
has shown, which is found in the folk tales 
of many peoples, even to this day, and which 
may, after all, be what Sir G. Cox, approaching 
from another point of view, sees in it—the sun 
breaking through the prison-house of the un-
der world, always with all people the treasury 
of riches.

The Greek story of Theseus and Ariadne had 
its Phœnician co-relative in Adonis and As-
tarte, the Tammuz and Istar of the Assyrians. 
‘One of the most popular of old Babylonian 
myths,’ says Professor Sayce, ‘told how Istar 
had wedded the young and beautiful sun-god 
Tammuz, and had descended into Hades in 
search of him when he had been slain by the 
boar’s tusk of winter.’ Istar ‘was the goddess of 
the evening star.’ In the narrative of her ad-
ventures in the lower world, ‘the house out of 
which there is no exit,’ we seem to get a clear 
idea of the point of departure of these stories, 
in thought if not in geography. The following 
is taken from Lenormant’s ‘Chaldean Mag-
ic’:—

‘The country whence none return is divided 
into seven zones, like those of Dante’s Inferno, 
upon the model of the seven planetary spheres. 
. . . Seven gates gave admission, each guarded 
by a porter. . . . This idea of the circles of the 
under world is also found in the Egyptian my-
thology of the ritual of the dead—the deceased 
had to pass through fifteen pylons in his de-
scent.’ In the centre of this grave-land was the 
palace of the ruler and a temple of justice. As 
Istar passes through each of the seven gates 
the porter requires her jewels and apparel. At 
the first, her crown; at the second, the rings 
from her ears; at the third, her necklace of pre-
cious stones; at the fourth, the pectoral from 
her bosom; at the fifth, her girdle of gems; at 
the sixth, bracelets; at the seventh, her robe.

In the version given by Perrot it is not mere-
ly a country divided into zones, but a city of 
seven walls—a structure like the labyrinth of 
Dædalus. ‘We know from the narrative of Is-
tar that they looked upon it as an immense 
building situated in the centre of the earth, 
and bounded on every side by the great riv-
er whose waters bathe the foundations of the 
world. This country of the dead is called ‘the 
land where one sees nothing,’ or ‘the land from 
whence is no return.’ The house is surrounded 



by seven strong walls. In each there is a single 
door, which is fastened by a bolt as soon as a 
new corner has entered.’

The descriptive epithets show it as very clear-
ly imagined. ‘The house in which the evening 
has no morning, whence there is no return. 
There, too, stand the foundations of the earth, 
the meeting of the mighty waters.’ The earth 
being convex and hollow, like an inverted 
bowl, the palace of the ruler of the dead was 
in the void beneath, around flows the earthly 
ocean, and on that rests the foundations of the 
over sea.

The seven spherical envelopes passing under 
the earth, as above in the heavens, divide it into 
as many regions. Tammuz, Theseus, Horus—
the strong sun—penetrate this prison-house, 
and rise out of the eastern gate, but the path 
is so involved that none of the dead find their 
way back. This is the origin of the labyrinth, 
nor can we wonder that mediæval mystics 
made use of its symbolism at the non-sacred 
end of their churches.

This under world of seven walls is quite uni-
versal. In Origen there is an account of the 
Ophites, with their invocations to seven de-
mons, who guarded as many gates in the pas-
sage of the soul.

The Zoroastrian fragments in Cory preserve 
the same plan for the under world. Over the 
earth there were seven successive firmaments 
for the planets, and below us: ‘Stoop not down, 
for a precipice lies below the earth, drawing 
under in a descent of seven steps, beneath 
which is the throne of dire necessity.’

In the later Persian, Shah-Nameh of Firdau-
si, Rustem, the Hercules of Iran, undertakes 
seven great labours in seven days, when he 
reaches a place called the seven mountains, 
he fights a demon ‘within a deep and horrible 
recess.’

In India the same scheme of a labyrinthine 
under world would seem to have existed from 
the Vedic time, for such appears to be the cave 
to which the cloud cattle of the sun are driv-
en off by a trackless path. In the Hindu sys-
tem, under the Olympian Mount Meru, with 
its seven zones, ‘there are seven lower worlds, 
which are all beautiful paradises, though in-
habited by demons and nagas; the latter are 
half men and half serpents, and are governed 
by three great snakes, which reign over all the 
snakes on earth.’

The Mohammedan cosmogony is very simi-
lar. According to Lane there are seven material 
heavens, and seven earths, one below the oth-
er; Jahennem is also divided into seven stages; 
to which, according to D’Herbelot, there are 
seven great portals. In the Jewish traditions 
of the Cabbalah there are seven infernal halls. 
The lowest Buddhist hell, called in the Chi-
nese ‘earth prison,’ is surrounded by a seven-
fold iron wall. This verse from the poetic Edda 
shows the thought of the Northmen, which 
was also that of our old English ancestors:—

‘Without and within
 I seemed to go through all
 The seven lower worlds.’



Professor Rhys (Hibbert Lect.) quotes a story 
of the descent of the Celtic hero to the land of 
Shades. The words might as well be uttered by 
Istar herself, so typical they are:—

‘When I went to the land of Scath,
 There was the fort of Scath, with its lock of 
iron;
 I laid hands upon it.
 Seven walls there were around this city;
 Hateful was its stronghold.’

Dante, confessedly in the Convito, founds 
on the planetary spheres (following Ptole-
my, and to the seven adding two others, for 
the spheres of the fixed stars and the primum 
mobile) his nine-fold arrangement of the cir-
cles of Paradise and the Inferno. It is most re-
markable how he relates his descent, to that of 
Theseus in the Labyrinth of Dædalus. Minos 
is the guardian and judge who assigns to each 
his proper circle, and, guarding the way to the 
seventh circle, he encounters the Minotaur:—

‘And on the border of the broken chasm
   The infamy of Crete was stretched along.
 My sage towards him shouted: “Peradventure
   Thou think’st that here may be the Duke of 
Athens,
   Who in the world above brought death to 
thee?
 Get thee gone, beast, for this one cometh not
   Instructed by thy sister, but he comes
   In order to behold your punishments.”’
[paragraph continues] Does not the descrip-
tion of the Malebolge seem as if it was found-
ed directly on such a labyrinth as that on the 
floor at Ravenna, which must have been fa-
miliar to him?

‘Right in the middle of the field malign
   There yawns a well exceeding wide and deep,
   Of which its place the structure will recount.
 Round then is that enclosure which remains
   Between the well and foot of the high, hard 
bank,

  And has distinct in valleys ten its bottom.
 As where, for the protection of the walls,
   Many and many moats surround the castles,
   The part in which they are a figure forms
 Just such an image those presented there;
   And as about such strongholds, from their 
gates
   Unto the outer bank are little bridges,
 So from the precipice’s base did little crags
   Project, which intersected dykes and moats,
 Unto the well that truncates and collect them.’
                                                      —Canto xviii.
It has been too much the custom to see mere 
arbitrary inventions in Dante’s system, but he 
wrote in quite another temper than did Mil-
ton. Dante embodies no fancies of his own; 
but follows the universe system of his age. In 
the words of Dean Milman, ‘Dante is the one 
authorised topographer of the mediæval hell;’ 
topographer is the word.
In some 
instanc-
es we 
have the 
sun in 
the low-
er world, 
not ob-
s c u r e d 
by any 
i m p e r -
sonation, 
as in the 



‘Rest in thy shadowy cave, O sun,’ of Ossian, 
quoted under the heading of this chapter, 
which agrees remarkably with what Pyth-
eas, the traveller of Marseilles, was told in the 
north regarding the sun: ‘The barbarians used 
to point out to us the lair or sleeping-place of 
the sun; for the nights at one place were only 
three hours long, at another place only two 
hours.’ (Compare Dr. Tylor’s Anthropology, 
pp. 332, 349).

Mr A. Lang quotes, in his ‘Myth and Ritual,’ an 
account given by the Piute Indians: ‘Down, 
deep under the ground, deep, deep, under all 
the ground, is a great hole. At night, when he 
has passed over the world, looking down on 
everything, and finished his work, he, the sun, 
goes into his hole, and he crawls and creeps 
along it till he comes to his bed in the middle 
part of the earth. So then he, the sun, stops 
there in his bed all night. This hole is so little, 
and he, the sun, is so big, that he cannot turn 
round in it; and so he must, when he has had 
all his sleep, pass on through, and in the morn-
ing we see him come out in the east. When he, 
the sun, has so come out, he begins to hunt up 
through the sky to catch and eat any he can 
of the stars, his children, for if he does not so 
catch and eat he cannot live. He, the sun, is 
not all seen. The shape of him is like a snake 
or lizard. It is not his head that we can see, but 
his belly, filled up with the stars that times and 
times he has swallowed.’

The moon, it goes on to say, is his wife, and 
sleeps in the same hole, but when he returns 
and is cross, she comes away. As in Hesiod, 
one home cannot contain them both; and so 
sun and moon do not appear at the same time 
in the upper world.

Such, then, have been the thoughts of men 
regarding the land peopled by their dead, the 
cavernous deep whose dark windings the sun 
has nightly to thread, to reappear in the morn-
ing victor over the powers of darkness. 

Well may the Dawn, Moon, or planet Venus 
furnish the clue by which the new day is won, 
and greet him on his issuing from the gates; 
but not for long can they be together—Ari-
adne must be left behind at Naxos, as the sun 
hastens westward. This is the subject of the 
‘gest’ of Theseus. Hesiod, indeed, wrote a ‘De-
scent of Theseus,’ now lost, and such an ad-
venture seems interwoven in the ‘Odyssey,’ 
where Circe, the enchantress, counterpart of 
Istar, furnishes Ulysses with directions for his 
visit to the land of the shades.

The root of the story thus being the going 
down of Tammuz into the seven-walled city of 
the dead, it would naturally be asked, Where 
is the gate of this city? And, as it was always ‘in 
the west,’ alike to Egyptian, Babylonian, Phœ-
nician, and Greek, the place depended on the 
country where the question was asked. The 
story of Europa, and of Theseus and Ariadne, 
is acknowledged to be Phœnician; and we can 
well understand how, looking out from the 
Syrian sea-board, Crete, the island in the west, 
became one of the first of many such points, 
which, as civilisation came westward, re-
moved farther and farther to the setting sun. 
Sicily, in the story of Persephone; and again, 
beyond the Pillars of Hercules. Procopius has 
a story how the dead assembled on the coast 
of Gaul and were ferried over to Britain; they 
were, indeed, invisible, but the bark sank deep 
into the waters with the burden, and its speed 



answered to an unknown force.

Teneriffe was another such site, so that in a 
Spanish map of 1346 it bears the name of the 
Island of Hades; Ireland had ‘St Patrick’s pur-
gatory;’ beyond, again, it is the New Atlantis of 
the western ocean; and in the time of Colum-
bus the people still had a tradition of a coun-
try to which they gave the name of ‘Seven Cit-
ies.’ Stories also would naturally enough arise 
of persons who by accident or by enticements 
strayed over that threshold. Pausanias tells us 
of a man of Gnossus who strayed into a cave 
and was overcome by a sleep that lasted forty 
years; Pliny has a similar tale; and such are the 
mediæval stories of Tannhauser, Thomas the 
Rhymer, and Ogier the Dane, for which see 
Wright’s ‘Patrick’s Purgatory,’ Baring Gould’s 
‘Curious Myths,’ and Hartland’s ‘Science of 
Fairy Tales.’

In another set of stories entirely parallel, it is 
the maiden who is carried off to the dark un-
der world. Persephone gathering the crocus-
es and the white lilies of the fields in Enna is 
borne off like Europa, not to Crete, but to the 
dark labyrinth of the under world by its lord 
Pluto, to spend a portion of her time away 
from the bright summer world, ‘she herself 
the spring,’ as Dante says. Such a story finds its 
explanation in this other from the Romance 
of Alexander.

In farther India, Alexander, having seen most 
of the wonders of that land of wonders, comes 
‘to a district where he beheld women, who be-
ing interred during the winter sprung up to 
life on the approach of summer, with reno-
vated grace and beauty, or, as it is prettily ex-
pressed in the metrical romance of ‘Lambert li 
Cors,’ as given by Dunlop:—

‘Quant l’esté revient, et le beau temps s’ espure
 En guise de fleur blanche revienient a nature.’
And so it comes in all the pretty stories that 
this imprisoned heroine has to be awakened 

by the kiss of the hero, of the Theseus or Sig-
urd type; and so, too, their palace is set round 
with ring fences, seven. In Hindu story, Rama 
dreams of a peerless beauty, and is told that she 
lives afar off in (1) a glass palace, (2) round the 
palace runs a river, (3) round the river is a gar-
den of flowers, (4-7) and round the garden are 
four thick groves of trees. Thousands of princ-
es have failed to overcome these difficulties; 
all, until the chosen hero comes. In another, 
Panch-Phul Ranee, ‘The Queen of the five 
flowers,’ dwelt in a small house round which 
were seven wide ditches and seven great hedg-
es of spears (Old Deccan Days).

In the Russian stories the hero goes to the 
other world through a hole in the ground, 
he slays a vast snake or composite creature, 
Koshchei the deathless, and frees the captive 
maiden. In the Servian version he regains 
earth by the flight of an eagle. The best known 
of all these tales is ‘The Sleeping Beauty,’ ‘La 
Belle au Bois Dormant’ of Perrault. Grimm’s 
‘Briar Rose,’ who sleeps within a maze of bri-
ars that none may penetrate until the hero and 
the time—the spring—are come.

In the Ramayana Sita, called ‘daughter of the 
furrow,’ is carried off by Ravana the king of 
the under world and lord of riches; she is won 



back by Rama, but the earth ever claims her 
again; as Professor Max Müller, speaking of 
Brynhild says, ‘thus we see that the awaking 
and budding spring is gone, carried away by 
Gunnar; like Proserpina by Pluto; like Sita by 
Ravana.’

A story similar to this, told of ‘the Queen of 
the flowers,’ ‘Rosebriar,’ or Rosa-Mundi, gets 
attached to a real Rosamond Clifford, ‘the 
fairest flower in all the worlde.’ The maze of 
Woodstock thus appears in Stow:—’Rosa-
mond, the fayre daughter of Walter, Lord 
Clifford, concubine to Henry II. (poisoned 
by Queen Eleanor, as some thought), dyed at 
Woodstock (A.D. 1177), where king Henry 
had made for her a house of wonderful work-
ing; so that no man or woman might come to 
her, but he that was instructed by the king, or 
such as were right secret with him touching 
the matter. This house after some was named 
Labyrinthus or Dedalus worke, which was 
wrought like a knot in a garden called a maze; 
but it was commonly said that lastly the Queen 
came to her by a clue of thridde, or silke, and 
so dealt with her that she lived not long af-
ter; but when she was dead she was buried at 
Godstow in an house of nunnes, beside Ox-
ford, with these verses upon her tomb

‘Hic jacit in tumba, Rosa mundi, non Rosa 
munda:
 Non redolet, sed olet, quae redolere solet.’

We will leave the myth with the beautiful sto-
ry in Maundeville of the daughter of ‘Ypocras’ 
changed into a serpent, ‘and they say that she 
shall remain in that form until the time that a 
knight come who shall be so bold that he dare 
come to her and kiss her on the mouth, and 
she lies in an old castle in a cave, and appears 
twice or thrice in the year.’ The castle in the 
cave, not the maiden, is all that properly be-
longs to our subject.

This imagery of the under world, as the laby-

rinth of the dead, had a further influence 
on architecture than the figured mazes of the 
floors. It formed the ideal plan of the tomb.

Maspero is clear as to this. ‘During the day the 
pure soul was in no serious danger, but in the 
evening, when the eternal waters which flow 
along the vaulted heavens fall in vast cascades 
adown the west and are engulphed in the bow-
els of the earth, the soul follows the escort of 
the sun and the other luminary gods into the 
lower world bristling with ambuscades and 
perils. For twelve hours the divine squadron 
defiles through long and gloomy corridors, 
where numerous genii, some hostile, some 
friendly, now struggle to bar the way, and now 
to aid it in surmounting the difficulties of the 
journey. Great doors, each guarded by a gi-
gantic serpent, were stationed at intervals, and 
led to an immense hall full of flame and fire, 
peopled by hideous monsters and execution-
ers, whose office it was to torture the damned. 
Then came more dark and narrow passages, 
more blind gropings in the gloom, more strife 
with malevolent genii, and again the welcom-
ing of the propitious gods. At midnight began 
the upward journey towards the eastern re-
gion of the world; and in the morning, having 
reached the confines of the Land of Darkness, 
the sun emerged from the east to light another 



day.’ ‘The tombs of the kings were constructed 
upon the model of the world of night. They 
had their passages, their doors, their vaulted 
halls, which plunged down into the depths of 
the mountain.’ The wall-paintings carry far-
ther this same intention; if the planning gives 
the geography these give the very scenery of 
the lower world. ‘At Thebes as at Memphis the 
intention was to secure to the double the en-
joyment of his new abode, and to usher the 
soul into the company of the gods of the So-
lar Osirian cycle as well as to guide it through 
the labyrinth of the infernal regions. Taken 
as a series, these tableaux form an illustrated 
narrative of the travels of the sun and the soul 
through the twenty-four hours of the day and 
night. Each hour is represented, as also the 
domain of each hour, with its circumscribing 
boundary, the door of which is guarded by a 
huge serpent. These serpents have their vari-
ous names, as “Fire Face,” “Flaming Eye,” “Evil 
Eye.” He was assailed like Dante and Virgil 
at the gates of Hell, by frightful sounds and 
clamourings. Each circle had its voice, not to 
be confounded with the voices of other circles.

Here the sound was as an immense humming 
of wasps; yonder it was as the lamentation of 
women for their husbands, and the howling 
of she beasts for their mates; elsewhere it was 
as the rolling of the thunder. The sarcophagus 
as well as the walls were covered with these 
scenes of joyous or sinister import.’

This interpretation is fully borne out by Per-
rot. ‘The soul had to appear before the tribu-
nal of Osiris, the sun of night. . . . The tomb 
had its snares and narrow passages, its gaping 
depths, and the mazes of its intersecting cor-
ridors. Thus the tombs of the Theban period 
embody the Egyptian solution of the problem 
which has always exercised mankind. Their 
subterranean corridors were a reproduction 
upon a smaller scale of the leading character-
istics of the under world.’ . . . ‘A reproduction 
in small of the regions of the other world.’

Miss Edwards writes of the Tombs of the Kings: 
‘To go down into one of these great sepulchres 
is to descend one’s self into the lower world, 
and to tread the path of the shades; crossing 
the threshold we look up, half expecting to 
read those terrible words in which all who en-
ter are warned to leave hope behind them. The 
passage slopes before our feet; the daylight 
fades behind us. At the end of the passage 
comes a flight of steps, and from the bottom 
of that flight of steps we see another corridor 
slanting down into depths of utter darkness.’

The tomb of Seti I. penetrates 470 feet and is 
180 feet deep in the earth; another has some 
24,000 square feet taken up by the passages, 
halls, staircases, pits, and chambers of the 
tomb. The inside of the magnificent alabaster 
sarcophagus of Seti I. in the Soane Museum 
is entirely covered with engravings giving the 
course of the sun and the passage of the gate-
ways to reach the Hall of Justice. This is an 
Egyptian atlas, nor were they without a hand-



book to the land from which no tourist returns, 
for the guide-hook for the dead was laid in the 
coffin, telling them of all the turnings, and of 
all the ruses of the wicked spirits who would 
entice them away from the one true path. Just 
as Mr Carl Bock tells us that, when a chief dies 
in Borneo, directions are chanted so that the 
dead shall not mistake the way and may avoid 
tempting but false allurements.

On a wide comparison, important tombs are 
generally labyrinthine; and it may be suggest-
ed that the carved maze-like patterns—those 
incised on the Mycenæ slabs, for instance, as 
shown by Schliemann had sometimes the in-
tention of figuring the grave land. The Etrus-
can tomb chambers are particularly involved, 
as may be seen in the plans given by Dennis. 
The tomb of Lars Porsenna is thus described 
by Pliny:—’He was buried under the city of 
Clusium, in a spot where he has left a mon-
ument of rectangular masonry, each side 
whereof is three hundred feet wide and fifty 
high, and within the square of the basement is 
an inextricable labyrinth; out of which, no one 
who ventures in without a clue of thread, can 
ever find an exit.’

In the initiations and mysteries, imitations of 
the labyrinth of the dark world seem to have 
been built. Professor Sayce quotes from an 
Assyrian tablet which describes the initiation 
of a priest of the Sun-god Samas, who is ‘made 
to descend into an artificial imitation of the 
lower world.’ And the Elusinian Mysteries em-
bodied the same thought. In Buddhist story 
we are told that Asoka in his evil days actually 
built ‘a hell’ and tortured people there.

Another widely distributed myth in connec-
tion with old buildings, that of the under-
ground passage would seem a parallel thought, 
perhaps best explained by this underway of 
the sun, which everyone felt assured must go 
under his own particular temple. Be this as 
it may, we are likely to be told in many old 

church and abbey in England, especially if 
ruined, that ‘there is a passage underground 
which runs from here for miles and miles; it 
crosses under the river, and the other end is 
at the castle.’ The story is told in France, in 
one instance, of all the way from Arles to the 
amphitheatre at Nîmes. Sir H. Layard heard 
the same tale in the wildest part of Persia; just 
as it was told Herodotus in Egypt that there 
was a subterranean gallery from the Great 
Pyramid to the Nile; or to the French travel-
ler Theveniot, that it passed from the Pyramid 
to come out of the head of the great Sphynx. 
The Euphrates Expedition spent some time in 
searching for a passage which was reported 
to have existed under the river (Ainsworth). 
A story like this, once having obtained a hold 
on the imagination, seems to have an undying 
vitality.

---------------

Architecture, Mysticism and Myth, by W.R. 
Lethaby, [1892], at sacred-texts.com

This delightful book describes the symbolism 
of real-world architecture, as well as architec-
ture described in fiction, myth and folklore. 
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The start of the Age of Romanti-
cism throughout Europe and even 
America occurred as an outburst 
of intellectual creativity within 
German-speaking lands at the 
end of the eighteenth century. It 
was then that discordances latent 
in eighteenth-century society and 
thought became apparent. 
Romanticism includes more nar-
rowly confined literary move-
ments in Germany, such as the 
Sturm und Drang which preferred 
intuition and emotion to the ra-
tionalism of the Enlightenment, 
and Weimar Classicism with its 
new humanism. 

In contrast to the seriousness of English Ro-
manticism, the German variety of Roman-
ticism notably valued wit, humor, and 
beauty, being the dominant intellectual 
movement in the philosophy, the arts, and 
the culture of German-speaking countries 
in the late-18th and early 19th centuries. In 
poetry, visual art and music the artist as-

sumes 
the sta-
tus of a 
prophet 
and a 
moral 
leader, a 
divinely 
inspired 
vehicle 
through 
which 
Nature 
and the 
com-
mon 

man may find their voices.

The concept “Romantic” is used by Ger-
hard Schulz as applied to literary and artistic 
history, differentiated from its more typo-
logical usage as synonymous with “imagina-
tive,” “fantastic,” and “unreal”. Nevertheless, 
Goethe (1749 – 1832) distinguished be-
tween “classic” and “romantic” by label-
ing the former as healthy and the latter as 
sick (remark to Eckermann on 4 April 1829). 
“Had he only known that Anglo-Ameri-
can critics would come to regard him as 
a key figure in European Romanticism!”, 
writes Dennis F. Mahoney, explaining that 
Goethe strove to distinguish himself from 
tendencies in Romanticism that he regard-
ed with deep reserve. 

Goethe and Schiller (1759 – 1805), of 
course,  cannot be confined to any single 
literary movement, they  are also used 
as references on the Sturm und Drang 
and Weimar Classicism. However, maybe 
Goethe was more “Romantic” than he might 
have suspected if his late verse that cannot 
be subsumed under the rubric of Weimar 
Classicism is taken into account.

Johann Wolfgang von Goethe.

Friedrich Schiller



In 1798, among the Schlegel circle in Jena, 
the word ‘‘romantic’’ (German: roman-
tisch) was definitively attached to a kind 
of literature and distinguished from an-
other kind, ‘‘classic’’ (klassisch); it was soon 
attached to the Schlegel circle itself as a 
‘‘school’’ of literature. 
The second half of the eighteenth century 
in England, and also largely in Germany and 
France, has long been a ‘‘war’’ between the 
classical and the Romantic, between the 
Enlightenment and Romanticism. 

PHASES OF ROMANTICISM
THE JENA ROMANTICS

Within German Romanticism, at least, two 
and perhaps even three phases in the years 
between 1795 and 1830 are distinguished 
— Früh-, Hoch-, and Spätromantik (Ear-
ly, High, Late Romanticism). Alternatively, 
some critics simply speak of Early and Late 
Romanticism; however, the first phase of 
this movement overlaps with the literary 
partnership of Goethe and Schiller between 
1794 and 1805, known as Weimar Classi-
cism. 

The Early Romantics are often known as the 
Jena Romantics and undoubtedly repre-
sent  the most influential phase of German 
Romanticism. It was at this university town 
near Weimar where August Wilhelm Schle-
gel (1767-1845) was appointed as a professor 

in 1796, and his brother 
Friedrich (1772-1829) 
immersed himself in 
the study of the philos-
opher Johann Gottli-
eb Fichte (1762–1814). 
Their wives, Dorothea 
and Caroline, followed 
the Schlegel brothers. 
Also, the young noble-

man Georg Philipp Frie-
drich Freiherr von Hardenberg who wrote 

under the 
name Novalis 
( 1 7 7 2 - 1 8 0 1 ) 
and the philos-
opher Fried-
rich Schelling, 
as well as the 
writer Ludwig 
Tieck and the 
p h i l o s o p h e r 
and theolo-
gian Friedrich 
Schleiermacher 
are also associated with the Jena Romantics 
and formed part of their circle.

There were other factors that  facilitated 
the influence of German romanticism to 
the western world after 1815, for instance 
the critical lectures of the Schlegel brothers, 
Hardenberg - the only Early Romantic who 
excelled as a poet as well as a theoretician 

- and also Wilhelm 
Heinrich Wacken-
roder (1773–98) 
and Ludwig Tieck 
(1773–1853), who 
published in 1796 
their collection of 
essays on art and 
music entitled Her-
zensergießungen 
eines kunstlieben-

den Klosterbruders 
(Heartfelt Effusions 

of an Art-Lov-
ing Monk). Also, 
in Berlin Friedrich 
Schlegel brought 
the theologian 
Friedrich Schlei-
ermacher (1768–
1834) into the orbit 
of the Early Roman-
tic movement. In 
Berlin 

August Wilhelm Schlegel

Friedrich Schlegel 

Caroline von Boehmer-
Schlegel-Schelling

Johann Ludwig Tieck



as well as in Dresden and Jena, ideas were 
discussed at formal and informal gatherings 
that embodied the Early Romantic ideal of 
“Symphilosophieren”, or philosophizing 
together, in preference to the closed philo-
sophical systems of contemporary German 
Idealism.

Most of the early Romantics  professed a 
profound admiration for Goethe’s writ-
ings, and initially they were indebted to
Schiller as well. Schiller, who had been a 
professor of history at the University of Jena 
since 1788, was instrumental in making Jena  
the center of early Romanticism by encour-
aging August Wilhelm Schlegel to move 
there in 1796 to collaborate more closely on 
Schiller’s journal Die Horen (The Horae).

Berlin, the city of 
Enlightenment, 
was also a cen-
ter of Romanti-
cism — from the 
work of Tieck 

and Wackenroder 
through that of Late 

Romantics like  
E. T. A. Hoffmann (1776–1822), Adelbert 
von Chamisso (1781–1838), and Friedrich 
de la Motte Fouqué (1777–1843).

INFLUENCE AND LITERARY FORMS
 
The art of the Middle Ages, Renaissance, and 
Baroque deeply influenced German Roman-
ticism. The early German romantics tried 
to create a new synthesis of art, philoso-
phy, and science, by viewing the Middle 
Ages (5th–15th c.) as a simpler period of 
integrated culture, while late-stage Ger-
man Romanticism emphasized the ten-
sion between the daily world and the ir-
rational and supernatural projections of 
creative genius.

German Romanticism uses as a starting 
point the traditional distinctions be-
tween epic, dramatic, and lyric genres, 
consciously attempting,  particularly in 
the Romantic novel, to intermingle these 
three modes of writing.

Throughout the Romantic era, Tieck’s exper-
iments in the novel, shorter prose narratives, 
the introduction of the fragment, drama, 
and lyric poetry likewise were to prove in-
fluential models for other writers, as well as 
collaborative work which became 

characteristic of the Romantic generation. 
The German Romantics were anything 
but dreamy, moonstruck poets who 

Georg Philipp Friedrich Freiherr von Hardenberg - 
Novalis

Novalis house plaque, 
Freiberg.

Friedrich Schleiermacher, Wilhelm Heinrich Wackenrod-
er and E. T. A. Hoffmann



relied on their emotions to create their 
art. However, Romanticism had a deeper 
and more wide-ranging impact on German 
society and culture than it did in other Euro-
pean countries.

Friedrich Schlegel, at the beginning of his 
Gespräch über die Poesie (Conversation 
on Poesy,1800), which was one of the key 
documents of German Romantic theory and 
practice, argues that individual thoughts 
about life and art are limited and require 
their complement in the views of others. 
In this way, Friedrich Schlegel tries to recre-
ate the discussion circles  of the Early Ro-
mantics. 

Dennis F. Mahoney, characteristically, 
writes that: “The Early Romantics, in fact, 
were the first to direct critical attention away 
from Goethe’s literary productions of the 
1770s like Die Leiden des Jungen Werthers 
(The Sorrows of Young Werther, 1774) and 
praise his most recent novel Wilhelm Meis-
ters Lehrjahre (Wilhelm Meister’s Appren-
ticeship, 1795–96). Instrumental in this re-
gard was the Athenaeum (1798–1800), the 
journal founded and edited by the brothers 
August Wilhelm (1767–1845) and Friedrich 
Schlegel (1772–1829), which included the 
latter’s essay “Über Goethes Meister” (1798) 
as well as collections of aphorisms on topics 
relating to literature, philosophy, religion, 
art, and politics by Friedrich Schlegel and 
his friend Friedrich von Hardenberg (1772–
1801), who first published under the pen 
name of Novalis (that is, the clearer of new 
ground) in the Athenaeum”.

THE HEIDELBERG ROMANTICS

Arnim, Brentano, Jacob (1785–1863) 
and Wilhelm (1786–1859) Grimm came 
to terms with the phenomenon of the rad-
ical restructuring of European society in 

the wake of the French Revolution and the 
Napoleonic period by constructing an al-
ternative model of reality in their writ-
ings. These authors, along with Joseph von 
Eichendorff, belong to the so-called Hei-
delberg group of Romantics, who congre-
gated intermittently in this southern Ger-
man university town in the years between 
1805 and 1808 and attempted to preserve 
and renew the German cultural heritage 
through collections of folk songs and 
fairy tales, as well as their own literary pro-
duction.

The Heidelberg Romantics, poets of the 
second phase of Romanticism in Ger-
many were centred in Heidelberg about 
1806. Their leaders were Clemens Bren-
tano (1778-1842), Achim von Arnim (1781-
1831), and Joseph von Görres (1839-1848); 
their brief-lived organ was the Zeitung für 
Einsiedler (1808). The most characteristic 
production of this school was the collection 
of folk songs entitled Des Knaben Wunder-
horn (1805–08; “The Boy’s Magic Horn”). 
Compared with the Jena Romantics, who 
represented the first school of Romanti-
cism in Germany, the Heidelberg writers 
were more practical, and their immediate 
influence on German intellectual life was 
greater. They stimulated their compatri-
ots’ interest in German history and founded 
the study of German philology and medie-
val literature. The group also strengthened 
the national and patriotic spirit and helped 
prepare the way for the rising against Napo-
leon.

Clemens Brentano & Achim 
von Arnim



MORE ASPECTS 

The historicism of Ro-
mantic artists was crit-
ical of the rationalist 
attitude of Neoclassi-
cism, which looked to 
the past in support of 
their preference for re-

sponsible, rational-mind-
ed individuals. 

PAINTING

Romantics looked to the past to justify 
their non-rational emotional intuition. 
The work of art became an expression of a 
‘voice from within’, as the leading Romantic 
painter Caspar David Friedrich (1774-1840) 
put it. Concerning painters, the preferred 
genre was landscape painting, as nature 
was seen as the mirror of the soul, a sym-
bol of freedom with  solitary figures set 
in the countryside, gazing longingly into 
the distance, as well as vanitas motifs 
such as dead trees and overgrown ruins, 
symbolizing the transience and finite na-
ture of life. The quintessential Romantic 
figure was the Wanderer. 

“In Romanticism, the painter casts his sub-
jective eye on the objective world, and 
shows us a picture filtered through his sen-
sibility.” (Encyclopedia of Art History)

Other important German Romantic painters 
were: Andreas Achenbach, Carl Joseph Be-
gas, Eduard Bendemann, Konrad Eberhard, 
Franz Ittenbach, Alexander Kotzebue, Ger-
hard von Kügelgen, Johann Friedrich Over-
beck, Franz Pforr, Bernhard Plockhorst, Hein-
rich Reinhold, Philipp Otto Runge, Friedrich 
Wilhelm Schadow, Carl Spitzweg, Johannes 
Veit, Eberhard Georg Friedrich von Wächter 
AND Franz Xaver Winterhalter.

MUSIC

An emphasis on emotion and individualistic 
form characterize Romanticism in music. 
Some elements of Romanticism were pres-
ent in the music of Beethoven, Weber, and 
Schubert, however, it reached its pinnacle 
in the compositions of Berlioz, Mendels-
sohn, Schumann, Chopin, Liszt, and Wagner. 
Romantic composers of the middle period 
of romanticism are Brahms, Tchaikovsky, 
Dvorak, and Grieg. Those classified in the 
last phase of the Romantic era include Elgar, 
Puccini, Mahler, Richard Strauss, and Sibel-
ius. 

INTERNATIONAL  IMPACT
In 1798, William Wordsworth and Samuel 
Taylor Coleridge published the first edition 
of their Lyrical Ballads. New directions in lit-
erature were beginning in other European 
countries as well.

French poetry of the later nineteenth cen-
tury was particularly influenced by Nova-
lis’s Hymnen an die Nacht (Hymns to Night) 
when it appeared in the Athenaeum in 1800. 
The ecstatic lyrics with their rhythmic prose 
has touched the hearts of readers ever since. 
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Historic-cultural setting

The Graveyard school can be first con-
sidered as an informal movement of 
writers and contemplative thinkers from 
the early eighteenth century in search of 
rare, intense emotions with roots in tra-
ditional British folklore and archetypical 
religious moral. Their work represents 
the intellectual patrimony which prefig-
ures the coming of British romanticism 
and its attitude around exalted feelings, 
a taste for strangeness, the sublime and a 
foggy pantheism. 

This historical period is surrounded by a vis-
cerally structured Anglican orthodoxy and 
Unitarian Christian ideology or deistic theol-
ogy. The intellectual and philosophical world 
is dominated by the empirical idealism or the 
immaterialism of George Berkeley, also by 
the political knowledge of John Locke regard-
ing the civil government and the social con-
tract, and finally Hobbes about the sovereign 

reign, the absolutist side of the monarchy and 
the genesis of the modern state. An import-
ant fact, Thomas Parnell who can be seen as 
a founder of this poetical movement (with his 
poem “Night piece on Death”) was Irish and 
lived during the English civil war. He was a 
resolute defender of the cromwell’s revolution 
against the royalist regime. 

The poet Alexander Pope and the satirist Jon-
athan Swift were at that time greatly reward-
ed and renown authors and personal friends 
of Thomas Parnell.  This school saw the light 
at a critical time both socially and poetical-
ly, it placed men in front of a disturbing and 
non complete destiny, surrounded by doubts, 
fear, superstition and moral skepticism. The 
poetical expression will adopt a lyrical tone 
associated to a certain Christian didacticism 
and a taste for the macabre, solemn spiritu-
ality, darkly meditative visions, apocalypti-
cal prophecies and thrilling funereal themes. 
First emblematic figures of the graveyard 

Albert Bredow Snowy castle in romantic landscape.



school were deeply immersed in clerical doc-
trines, angelic devotion without neglecting 
an obvious attraction for the supernatural, 
odd feelings, the bizarre and the uncanny but 
most of all the perpetual quest of consola-
tion.  Those lyrical poetries notably provide 
eloquent laments, submerged by the faith in 
eternal life. The cheerful, voluptuous and mel-
ancholic elegy is also introduced to celebrate 
the sentimental night populated by ghosts, 
shadows and the bitter solitude. A complete 
serie of images and expressions sustains this 
nocturnal poetry inspired by death, dreamy 
imagination and transcendental realities. Let’s 
say a few words about the stylistic approach of 
this mysterious and invocatory poetical form.  

Complaints, elegies and hymn 
poetical forms

The architecture of this poetical experience 
is formally structured around a mystical call 
translated by the notions of intuition, dream-
ily incantation, consolation and spiritual-
ly communion with god. Those graveyard 
school poetries invite the reader to free him-
self from the heaviness of his habits to enter to 
an authentic and lively relationship with god, 
with the absolute transcendent. The mystical 
call is a call for the freedom of the spirit. This 
immediate relationship with god through in-
tuition is largely conceptualized by a philoso-
pher such as H. Bergson about the dynamic 
facet of religion and its great ecstasies. The 
notion of enlightenment which is central here 
is couple to the melancholy of imagination in 
the Christian tradition. 

Verses are written as a lament or a complaint. 
The complaint describes the acedia-tristitia, 
the spiritual affliction, existential torpor or 
even this darkness through light which has an 
important place in Christian demonology. In 
this context poems will have a tendency for 
gloomy meditation, exhortation and repen

tance. The lament reinvest the Anglican faith, 
bringing to the fore an imaginative and sty-
listic liturgy for the dead. With his poem 
“the grave” the Scottish writer Robert Blair 
brought emblematic poetical ingredients that  
will characterize the symbolical strength of 
the graveyard school, notably about the inti-
mate link between existential drama, loss and 
transfiguration:

While some affect the sun, and some the shade.
Some flee the city, some the hermitage;

Their aims as various, as the roads they take
In journeying thro’ life;--the task be mine,
To paint the gloomy horrors of the tomb;

Th’ appointed place of rendezvous, where all
These travellers meet.--Thy succours I implore,

Eternal King! whose potent arm sustains
The keys of Hell and Death.--

The Grave, dread thing!
Men shiver when thou’rt named: Nature appall’d
Shakes off her wonted firmness.--Ah ! how dark

The long-extended realms, and rueful wastes!
Where nought but silence reigns, and night, 

dark night,

Albert Besnard, Which One Lequel



Dark as was chaos, ere the infant Sun
Was roll’d together, or had tried his beams
Athwart the gloom profound.--The sickly 

taper,
By glimm’ring thro’ thy low-brow’d misty 

vaults,
(Furr’d round with mouldy damps, and ropy 

slime)
Lets fall a supernumerary horror,

And only serves to make thy night more irk-
some.

Well do I know thee by thy trusty yew,
Cheerless, unsocial plant! that loves to dwell

‘Midst skulls and coffins, epitaphs and worms:
Where light-heel’d ghosts, and visionary 

shades,
Beneath the wan, cold moon (as fame reports)
Embodied thick, perform their mystic rounds,

No other merriment, dull tree! is thine (…)

(Robert Blair in the Grave, 1743)

In the lyrical movement introduced by Rob-
ert Blair, the lugubrious and religiously re-
flective poetries of James Hervey reinforce 
a taste for the macabre, enveloped by and 
elegiac function. Here are few sentimental 
words taken from those eloquent mournful 
meditations.
The funeral elegy can be considered as the 
main aesthetic line developed by this poetical 
movement, mixing devotion to sentimental-
ity.  This poetical tendency found of subjec-
tive expressions has been sublimated in the 
masterpieces written by Edward Young and 
Thomas Gray. The elegiac dimension of their 
poetry is bringing to the fore a musical, narra-
tive, lyrical, dramatic expression inside a reli-
gious frame: 

There’s no prerogative in human hours: 
In human hearts what bolder thought can rise, 
Than man’s presumption on tomorrow’s dawn? 

Where is tomorrow? In another world. 
For numbers this is certain; the reverse 
Is sure to none; and yet on this perhaps, 

This peradventure, infamous for lies, 

As on a rock of adamant we build 
Our mountain hopes; spin out eternal schemes, 

As we the fatal sisters would outspin, 
And, big with life’s futurities, expire. 

Not even Philander had bespoke his shroud; 
Nor had he cause, a warning was denied; 

How many fall as sudden, not as safe? 
As sudden, though for years admonished home: 

Of human ills the last extreme beware, 
Beware, Lorenzo! a slow-sudden death. 
How dreadful that deliberate surprise? 

Be wise today, ‘tis madness to defer; 
Next day the fatal precedent will plead; 

Thus on, till wisdom is pushed out of life: 
Procrastination is the thief of time, 

Year after year it steals, till all are fled, 
And to the mercies of a moment leaves 

The vast concerns of an eternal scene (…)

(Edward Young in The Complaint, 1795-97)

William Blake’s illustration for Robet Blair, the Grave, the death 
door



This creative strength and inspirational poeti-
cal call is animated by “inner voices”, a strong 
pathos and adventurous lyrical form tend to 
reach the sublime as described in the aesthet-
ic philosophy of Edmund Burke: The sublime 
has its own causal structure. The formal cause 
is the passion engendered by fear (especially 
the fear of death), its material cause is relat-
ed to the size, the infinity and magnificence of 
some objects, its efficient cause weighing on 
human nerves, the final cause is the creation 
of Satan by God, as presented in the Paradise 
Lost by John Milton. 

Emblematic poetical figures such as Hen-
ry Kirk White, William Cowper or Mark 
Arkenside also approach the lyrical themes 
and funeral elegies to embrace a larger in-
terrogation about the human condition, the 
subjective position of the poet in front of the 
world. They make intimate poetry an everlast-
ing path to have a more sensitive and imme-
diate understanding on the very core of hu-
man nature. In a way their inspiring hymns 
and elegies converge with thoughts developed 
by P. Shelley in his highly recommended and 
magnificent text “A defence of poetry” (1828): 
Poetry restores beauty, eternal truth, awakes 
the imagination and remains nutritive for the 
thought in front of the decay of time, altered 
forms of life. Poetry favors a divine commu-
nication between man and the ethereal world, 
found of nuances, emotions, nostalgia and en-
chantments. 

Ye fallen avenues! once more I mourn 
Your fate unmerited, once more rejoice 

That yet a remnant of your race survives. 
How airy and how light the graceful arch, 

Yet awful as the consecrated roof 
Re-echoing pious anthems! while beneath 

The chequer’d earth seems restless as a flood 
Brush’d by the wind.  So sportive is the light 
Shot through the boughs, it dances as they 

dance, 
Shadow and sunshine intermingling quick, 

And darkening and enlightening, as the leaves 
Play wanton, every moment, every spot (…)

   
       (William Cowper in The Task, 1785)

Machpherson can be marginally associated to 
the graveyard school poetical sensibility with 

his epic and allegorical poems “Ossian”. 
He explicitly takes his lyrical inspiration from 
the celtic side of a pre-romanticism animat-
ed by a certain type of “deism” (shared by a 
majority of graveyard poets in their religious 
aesthetism). As in many Graveyard poems 

William Frederick Yeames  A Visit to the Haunted Chamber

Henry Kirke White by Thomas Barber



Macpherson’s ideal poetical form is absorbed 
by a nebulously melancholic atmosphere. The 
expression and style of his poetry embody the 
dark sublimity of the gothic poetry league. 

The northern mythological themes are also 
used to structure an identitary tradition 
linked to the great idea of the national roman-
ticism. The particularity and originality of this 
“hymnic” poetry is to redefine empirically, 
metaphysically and lyrically a European’s cul-
tural cradle, an idealized form of uniqueness 
guided by a network of community links, a 
strong feeling of honor, a common vision of 
history and an organic wisdom.  Macpherson 
invites the reader to enter in a vast polypho-
ny where epic heroïcal themes meet an elevate 
form of cultural consciousness and a sponta-
neous symbolical strength which awakes the 
feeling of the sublime. 

The clouds of night came rolling down. Darkness 
rests on the steeps of Cromla. The stars of the 

north arise over the rolling of Erin’s waves; they 
show their heads of fire through the flying mist 

of heaven. A distant wind roars in the wood. 
Silent and dark is the plain of death! Still on the 
dusky Lena arose in my ears the voice of Carril. 
He sung of the friends of our youth; the days of 

former years; when we met on the banks of Lego; 
when we sent round the joy of the shell. Cromla 

answered to his voice. The ghosts of those he 
sung came in their rustling winds. They were 

seen to bend with joy, towards the sound of their 
praise! 

Be thy soul blest, O Carril! in the midst of thy 
eddying winds. O that thou wouldst come to my 
hall, when I am alone by night! And thou dost 
come, my friend. I hear often thy light hand on 
my harp, when it hangs on the distant wall, and 
the feeble sound touches my ear. Why dost thou 
not speak to me in my grief: and tell when I shall 
behold my friends? But thou passest away in thy 
murmuring blast; the wind whistles through the 

gray hair of Ossian! (…)

(Macpherson in Ossian, 1760-63)

In brief…

As pioneering figures of a pre-romantical 
school, the gothic poets of the graveyard 
school contributed to defend the interior 
strength of the soul, intuition, imagination, 
a taste for sepulchral manifestations, mysti-
cal devotion and strangely genuine creativity 
beyond the prevailing abstract rationality and 
the exigency of normative conventions, inside 
the clerical mode of thought as well as inside 
a mutated society. Their vision of human na-
ture, its mortality is connected to a soaring 
Christian form of enlightenment and to con-
templative mysticism found of nostalgic rev-
eries and feelings of consolation. Their Burki-
an’s idea of the sublime (made of fear, passion 
and the ineffable) will be of a fundamental 
influence in the development of romantical 
gothic literature (from Coleridge or Keats, to 
Poe, Maturin, Le Fanu…) 

William Blake,  night thoughts
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Lynn Carole Brown

Ferdinand Piloty II – Ophelia 

Ophelia 
 

Mad with grief, she wanders near;
The water, where she cries from fear,

And knows not how to deal with love;
That scorned her heart, a fragile dove.

Why love would ever be so cruel;
To make of her, a trusting fool,

Then pluck her heart from out her chest;
To toss away, a maiden’s best!

She stares into the water’s lines;
To seek some sign of life’s design,
But only sees her own disgrace;
As watered by her lovely face.

Then, places flowers on her grave;
A welcome from the wretched knave,

Confusion takes its darkest blow;
And sends her to the depths below.

A fluid death gives dewy dreams;
But life, a suffocating scheme,
Ophelia fair, you came to be;
A warning of love’s misery!



untitled 

I feel the creeping of the vines;
Inching their way toward my soul.

Their crawling fingers twist my mind;

Strangling life, their rooted goal.
I can not blame their woven crush;

On nature’s stealthy loom,

For nature did not bid them rush;
‘Twas apathy, brought my doom.
I’ll wait, to watch the flowers die;

Then wait for bloom again,
Not caring for the reason why;

My life was loss or gain.

untitled

I see myself, in the stream,
Or is it just reflection?

A mirror of myself within,
Or superficial specter?

Transfixed, I gazed, for deep insight;
With reclamation eyes, but lost the view,
Clouded by the muck of muddied roles,

A clay model formed by the world.

Blindly, I’ve lost sight of myself;
Authenticity, smothered again,

Seeking to surface a watery grave;
To breathe a true life from within!

I reached for me, but only grasped;
The water’s liquid mirror,

While fractured ripples of myself;
Recoiled, with rhythmic fear.

 ABOUT Born in Missouri, US, 
Lynn Carole Brown has always 
been keen on legends coming from 
Ireland and children stories. She 
writes about feelings ranging from 
despair to joy and all their emo-

tional siblings, initiated by spontaneous inspira-
tion. She is influenced by Oscar Wilde, Emily 
Dickinson, and Charles Dickens, Silvia Plath, E.E. 
Cummings, Robert Frost.

Arthur Rackham "WAGNER'S 
RING CYCLE: The Rhinegold" 
(1910) "Siegfried sees himself in 
the stream" (detail)

Edward Robert Hughes
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The Glasgow Necropolis 
is a Victorian cemetery in Glasgow, 
Scotland. It is on a low but very 
prominent hill to the east of Glasgow 
Cathedral (St. Mungo’s Cathedral). 
Fifty thousand individuals have 
been buried here. Typically for the 
period only a small percentage are 
named on monuments and not ev-
ery grave has a stone. Approximate-
ly 3500 monuments exist here.

In 1831, John Strang, Chamberlain at the Mer-
chants’ House, wrote “Necropolis Glasguen-
sis”, or “Thoughts on Death and Moral Stimu-
lus” and commented:

“The Fir Park appears admirably adapted 
for a Pere la Chaise, which would harmon-
ise beautifully with the adjacent scenery, and 
constitute a solemn and appropriate append-
age to the venerable structure (the Cathedral) 
in front of which, while it will afford a much 
wanted accommodation to the higher classes, 
would at the same time convert an unpro-
ductive property into a general and lucrative 
source of profit, to a charitable institution” 
it was to be “respectful to the dead, safe and 
sanitary to the living, dedicated to the Genius 
of Memory and to extend religious and moral 
feeling.” 

The Necropolis was one of the few cemeter-
ies to keep records of the dead, including pro-
fession, ages, sex and cause of death. In July 
1878 the visitors book shows that 13,733 peo-
ple visited the Glasgow Necropolis – 12,400 
citizens and 1,333 other visitors. In 1966, the 
Merchants’ House gave the Necropolis to the 
Glasgow City Council which now administers 
and maintains it. 

The benches and grave surrounds have been 
removed and most of the area put to grass for 
maintenance purposes. There are monuments 
here designed by major architects and sculp-
tors of the time, including Alexander ‘Greek’ 
Thomson, Charles Rennie Macintosh and JT 
Rochead, 

in every architectural style, created for the 
prominent and wealthy entrepreneurs of the 
‘Second City of the Empire’. The Glasgow Ne-
cropolis still has a wonderful atmosphere and 
still attracts many visitors both locally and 
from all over the world.

Source: An excerpt from the Easy to Follow 
Guide to the Glasgow Necropolis by Ruth John-
ston
Wikipedia 
https://en.wikipedia.org/wiki/Glasgow_Necrop-
olis
for more images visit the official site:
http://www.glasgownecropolis.org





Watts, George Frederick (1817 - 
1904), Orpheus and Eurydice, 1869
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beauties 
in a 

nostalgic 
flavor

& ONIRIC

Band interview 
Italy



Mary Vareli: Carlo, tell us a few things about 
your studies, and your decision to become a 
musician.

I’ve always been enchanted by music since I 
was child when I  tried to play by ear my fa-
vorite tunes on toy instruments. Becoming a 
musician was just the result of a deep desire to 
be  able to “speak” in a different way, touching 
notes as best I wished from my deep uncon-
scious. Although initially I’ve taken music les-
sons, I’m mostly selft aught.

Can you remember and share the experi-
ence of your first composition?

One day, in an indefinite time, I was just en-
joying the sounds bank of my first synthesizer 
(I didn’t plan to compose a song in that mo-
ment) and unexpectedly, after few tries,  I was 
realizing  that a true atmospheric gothic track 
was coming out! I must say that the ability to 

express myself in that new way  almost reas-
sured me, bringing me in a new language di-
mension  made of freedom and feeling of con-
ventions and where I could get straight into 
the deep of the people.

In 2005 you founded Oniric with Gianpiero 
Timbro (Gianvigo), was it your  first band?

Not really. I’ve started playing in a band with 
a popular folk  project (Nova Popularis) re-
arranging old tunes of my home country, 
then after some years I joined an atmospheric 
gothic  metal band (Drammagothica) where I 
began my composition 
and recording activities.

How would you define the music genre of 
Oniric?

Even now, after several years of activity, I find 
hard to understand  where to musically place 
Oniric. And probably this is the trump card 
of the project: we did not start with the inten-
tion of  belonging to one or other reality, we 
just want above all to satisfy  our extreme mu-
sical aesthetic side where melodies rule and  
harmonies merge them together as if it were 
a painting to which  each of us has given an 
intimate brushstroke.

In 2015, you released your first solo album, 
“Di Indomito Incanto”  (SkullLine). Tell us 
more about this. What is the main differ-
ence, concerning Oniric?

“Di Indomito Incanto” was the result of the 
most intimate notes  that over time I’ve pinned 
in this musical secret diary that of course any-
one can listen and someone might even read 
it. 
Musically, the main difference between my 
solo work and the  Oniric one  is that my al-
bum is composed for the most part by 
instrumental tracks (except for “Daffodils”, 
where Simona Giusti lends her voice to a 



poem by William Word-
sworth) and the neo-
classical and symphonic 
component is very strong. 
The dreamy and nostalgic 
component and the mu-
sical approach oriented to 
the visual arts is almost the 
same in both the projects.

What do you want to con-
vey with your music?

I don’t know exactly what 
happens when I’ve my 
hands on the  piano and an unexpected melo-
dy echoes timidly: it’s like to filter a  message 
that wanders into the ether and I feel like a 
kind of via to  shape it with music. It’s a will to 
share, in an impetuous way, the  beauty sur-
rounding us (visible and less visible) in an aes-
thetically  pleasing shape (in this case, a sound 
shape), using a song style  that is not exactly 
the conventional one.

Are there characteristics of you, as a person, 
reflected in your music?

Of course, my music is what in words I could 
never communicate  and it’s pregnant with 
ancient feelings and desires. Sometimes my 
music helps me to better discover my dark 
hollows and enjoy their beauty, and I think 
this is really a wonderful gift for an introvert  
like me.

What is your main source of inspiration?

A taste, a smell,  poetry, an image evoked in 
my mind or only an  introspective walk: the 
inspiration is really incredible and strange, 
I do not think there is anything that affects me 
more than something else.

Who had the nightmarish dreams that in-
spired Oniric’s second album  “Manne-
quins” (2013)?

For sure the two mannequins embraced on 
the album cover, lost  in their dehumanized 
scenery and condemned in their wretched
existence to not be able to feel any... emotion...

Tell us more about your choice of  Caustic 
Records label.

Caustic Records in his “White Brand” had 
produced great releases  (like the ethereal folk 
Narsilion’s) ones and was the first to catch the 
potential of Oniric, so we just had a lot of con-
fidence in entrusting our jobs to its produc-
tion when we were searching for a label.

Your music emits the feeling of nostalgia, 
and yet you call it “a seductive  liar”, tell us 
more!

I really appreciate that aphorism from G. Ball: 



nostalgia savored in small doses, it’s like an a 
healing for the heart and soul. The other side 
of the coin is that when you taste it, if you’re 
prepared for  nostalgia (by nature) you might 
be addicted to its irresistible charm and never 
leave it, even when you should live your pres-
ent.

You have released 2 albums with Oniric and 
a solo one. Write some things  next to each 
one, in a brainstorming mode.

“Cabaret Syndrome” (2009, Caustic Re-
cords) ‘900   futuristic   retro   love   war   farewell   
rescue   blessed   echoes   gigolò 

“Mannequins” (2013, Caustic Records) 
gloomy   autumn   dehumanization   nocturnal   
postmodern   noir

First solo album “Di Indomito Incanto” 
(2015, SkullLine) flavor   enchants   nostalgia   
passion   eros   ancient   beauties 

Do you enjoy live performances?

Not really, I don’t think I am  made for the 
stage; is the place where I can not communi-
cate naturally as I would really to do and 
especially when it’s impossible to create a syn-
ergy with its surroundings, I feel a very spiri-
tual hurting malaise.

Collaborations you have particularly liked?

In these last year I’ve really enjoyed two col-
laborations, one with Artifiction where I took 
part in the creation of full soundtrack for a 
documentary about an Italian architect (Paolo 
Portoghesi), and another regarding the music 
I’ve realized for some spoken words  on po-
ems by Adriana Pedicini.

You seem to combine music with other 
forms of art synaesthetically, poetry, pho-
tography etc. Tell us more about it.

I have always seen every form of art as a piece 
to be joined to form a single message and this 
has always fascinated me especially when you 
realize that a work can not be separated from 
another anymore: the same message has many 
different expressions, you can hear it in a tune, 
you can see it in a painting, you can read it in 
a poetry or in other forms, the content is the 
same. This is really amazing and personally I 
like to abandon myself in an art form to find 
the music fee (it was the case of “Rugiada”, 
contained in my album and inspired by the 
beautiful and dreamy poem from Ilaria 
Amaranto).



Favorite musicians, or others that inspired 
you?

Yann Tiersen, Roberto Cacciapaglia, Fioren-
zo Carpi, Nicola Piovani, Fryderyk Fran-
ciszek Chopin, Domenico Scarlatti, Le Orme, 
Ultravox, Ashram, Argine,  Luigi Rubino ... 
Movie soundtracks are  undoubtedly my fa-
vorite!

Favourite writers and poets?

Gustave Flaubert, Gabriele D’Annunzio, John 
Keats, Johann Wolfgang von Goethe, Ignazio 
Silone, Hermann Hesse, Cesare Pavese, Oscar 
Wilde, Carlo Cassola, Giovanni Pascoli, Al-
berto Moravia, Rabindranath Tagore, ...

Favourite artists and art movements?

Neo romanticism, Neoclassicism, Art Nou-
veau, Impressionism, Gothic Art, Déco Art, 
Baroque, John Atkinson Grimshaw, George 
Inness, Pierre  Auguste Renoir, Federico Paolo 
Nerly, Alfons Maria Mucha, John Everett Mil-
lais, Edward Burne  Jones ...

Any future 
plans?

Todo list: the 
third Onir-
ic album, the 
first album of 
another ger-
minating side 
project of 
mine; “Dis-
turbing Baptist 
and the Mon-
goose” and my 
second solo al-
bum, I hope!
                       

                        

                        HOME PAGES

http://www.carlodefilippo.eu

http://facebook.com/nocturnalprelude
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THE ILLUSION 
OF SILENCE

Band Interview
Luca Bonandini

Italy

“existential 
questions,
light and 
darkness, 
memories,

melancholy...”



Mary Vareli: The one-man band The Illusion 
of Silence was formed in 2012, tell us more 
about it, also informing us about the influ-
ence of Sunset Wings (Alex Popov and Tati-
ana Korotkova).

Luca Bonandini I started making music very 
late.  I stopped playing the piano for more 
than 10 years for different kinds of reasons.  
Later, it seems my piano wished to join me 
again and I suddenly recorded songs of my 
own composition with a simple recorder.  

In 2008, I got in touch with Sunset Wings as 
a fan through MySpace.  We started to write 
to each other, sharing some moments of our 
ordinary life, and films, books, the music of 
the artists we like.  Tanja and Alex are really 
a wholehearted couple, with wide cultural ex-
periences.  

We first met in Wroclaw for a music festival: 
it was like a family meeting again after a long 
period of separation.  In these last years, we 
travelled together through Europe and Russia, 
they came several times to Torino.  During 
a holiday in the south of Italy, we started to 
compose some songs together.  Later, they 

asked me to send them my own compositions 
and invited me to join them in Kaliningrad 
to record the album.  Without Sunset Wings, 
Black Rainbow would not exist.

What lies behind the name of the band?

I’ve always been attracted to every kind of 
sound but silence has always intrigued me: it’s 
a mystery that fascinated me obsessively.  For 
some years, I have been suffering from tinni-
tus.  Now, at least for me, silence is an illusion.

How do you describe your music?

It is really difficult to reply.  It is a melanchol-
ic and dark journey, without compromise, in 
an arcane and intimate place where I can take 
shelter, attempting to turn my weaknesses and 
nightmares into something positive.

What is your main inspiration?

The feelings and the atmosphere I can find in 
some places: a wood, a museum, a crowded 
street, the sunset and the dawn in the country, 
a walk inside some old buildings.  



You have studied the piano, 
are you professionally involved 
with music too?

No, I am not.  I studied the piano  
for a few years only. 
 
You have a home studio in Tori-
no, right? 

Yes, I do. The equipment is sim-
ple but it’s like a little nest where 
my instruments are ready to help 
me to develop my inspirations, 
my feelings.    I usually prefer to 
record the piano and strings in a professional 
studio because the apartment I live in is small 
and the reverberation is not good.

Now, tell us about your first release, this 
melancholic masterpiece.

Thank you for your really kind words.  

Black Rainbow is an intimate album: it’s like 
I look inside myself through a magic mirror. 
I wrote all the lyrics and the music in a cou-
ple of months: in the end, I had more than 30 
songs so I had to choose: it was not easy.  
In Torino, I sent music files to Alex and I wrote 
the scores for the strings.  I sent them to An-
nie Ivanova.  She is a professional and talented 
cello player, experienced, working with some 
of the dark folk bands.  She helped me to focus 
on the atmosphere I wished to create.  

In the end, as the studio was booked for 4 
days, we were able to record 15 songs only.  By 
my side, I had 2 wonderful, talented guard-
ian angels: Alex (Sunset Wings) and Jhonnie 
from Kratong.    

Who is the female singer in some of your 
tracks?

Tatiana Korotkova from Sunset Wings.  I 

dreamt she could sing with me in some songs 
but I was so shy to ask her.  One afternoon, she 
suddenly came in the studio and we impro-
vised our duets.   She is really a talented artist 
in many different aspects.

Are you open for collaborations in the band, 
apart from session musicians?

Yes, I am.  I like to go through new experienc-
es.  I think you always learn and get inspired 
by working with other musicians.  

You have participated in some compila-
tions, Snowflakes IV for example. Tell us 
about them. 

At the end of 2014 my album was ready.  I 
looked for a label and I send it to some re-
cord labels but I got no reply.  None seemed 
to be interested in my music.  I read on Face-
book, there was a free to donwnload compi-
lation through Paradox Ethereal Magazine.  I 
listened to the songs: they were really amaz-
ing.  So I contacted Axel Messinger, the man 
behind the label At Sea Compilations. He was 
so kind to reply to my email and to listen to 
the whole album.  Later he decided to choose 
“The old seaman” for  Snowflakes IV.

Your track in Snowflakes IV (At Sea compi-
lations) “the old sea man” seems to be very 



significant for you, tell us about 
it.

This song tells the story of my 
grandfather when he was young.  
During the 2nd war world, he de-
cided to quit being a soldier and he 
lived more than 1 year on a small 
boat, hiding among the marshland, 
the river and the wild vegetation 
near Venice.  His only friend was 
an abandoned dog: this precious 
creature helped him several times 
in many different ways.  Nobody of 
his family knew he was there, they 
thought he was dead.  He took an-
other name and helped  people in 
the villages supplying them with 
food and medicines.

Any live shows so far? Do you en-
joy live performances?

At the moment, I have no plans for live shows.  
TIOS is almost unknown.  The record label 
wishes to organize some concerts with Sunset 
Wings, me and Kratong but it is really difficult 
for it to happen because of the budget.  

Anyway, I enjoy live performances of other 
artists.
I have a funny story to tell about my “live per-
formances”.  One day, I met my neighbours 
and they told me they usually gather in their 
bathroom to listen to me playing my music 
and invited me to play louder.  

Other musicians, you admire or have influ-
enced you?

I listen to lots of kinds of different genres.  I 
love some 4AD bands of the ‘80s (Dead Can 
Dance, This Mortal Coil and Cocteau Twins),  
Siouxsie and the Banshees, The Smiths, At-
araxia, Ordo Equitum Solis, Harold Budd, 
Arvo Paart, Michael Tanner (Plinth), Kratong, 

Library Tapes, Sunset Wings, Vashti Bunyan, 
Aimaproject and many more.  

Artists you like?

I love painting, my favourite ones are Lau-
rence Alma Tadema, the Pre-Raphaellites, 
Francesco Tabusso and Felice Casorati.  

Poets and philosophers?

Alda Merini, Giuseppe Ungaretti, Ingeborg 
Bachmann, Rabindranath Tagore, Agota Kris-
tof, Marguerite Yourcenar, Yuchio Mishima.

Any future plans?

I am currently  recording 2 different projects.  
A new album as TIOS entitled “Gardens in 
the dark” and an instrumental one “the white 
summer”.  
I dream to work with Jhonnie Twentythree 
for a whole album and with the talented Aleks 
Āulaukis. 

Is there any advice you would like to share 



with young musicians?

The Internet is a great tool to promote mu-
sic and especially to create illusions but illegal 
downloads, superficiality and unprofessional 
labels are hurting artists so much at the mo-
ment.  Something should change soon. I can 
also say it is really important to keep purity 
alive, always being yourself.  

CONTACT

www.facebook.com/theillusionofsilence                                     

http://theillusionofsilence.bandcamp.com/
album/black-rainbow

https://soundcloud.com/the-illu-
sion-of-silence 



CARLO DE FILIPPO,
DI INDOMITO INCANTO 
-CDr, ALBUM  SkullLine 2016

“Di Indomito Incanto” is 
the debut solo album of Ital-
ian pianist Carlo de Filippo, 
also one of the two founding 
members of the band Oniric. 
The album is beautifully ar-
ranged with neoclassical ele-
ments and a narrative mood. 
The atmosphere is nostalgical-
ly melancholic and playfully 
vivid, enriched by the strings, 
the bass and the piano, which 
are magically combined to 
tell a story without the need 
of vocals; however, the guest 
addition of Simona Giusti’s 
voice on “Daffodils” with the 
words of William Wordsworth 
is a very pleasant surprise. 

“Daffodils”, “Estatico Im-
brunir” and “Attimi, Fuggevo-
li” are some of the tracks that 
linger in one’s thoughts. The 
mood of the whole album re-
sembles the playful attitude 
of the French composer Yann 
Tiersen and is the perfect ac-
companiment for solitary 
walks in the woods, in the 
manner of true Romantics. 

DAVID BOWIE
BLACKSTAR CD , Album, 
ISO, 2016

Blackstar (stylised as  a star) is 
the twenty-fifth and final stu-
dio album by English singer 
David Bowie. It was released 
worldwide through Bowie’s 
ISO Records label on 8 Janu-
ary 2016, Bowie’s 69th birth-
day. Bowie died two days af-
ter its release. Co-producer 
Tony Visconti described the 
album as Bowie’s intended 
swan song and a “parting gift” 
for his fans before his death. 

The music on Blackstar in-
corporates art rock, jazz, and 
experimental rock. Mature, 
as most albums of Bowie and 
full of his unique sensuality. 
According to producer Tony 
Visconti, they deliberately at-
tempted “to avoid rock’n’roll”, 
so what is distinctive is the 
Saxophone.  Bowie’s lyrics 
seem to revolve around his im-
pending death “grappling with 
his own mortality”, neverthe-
less, it is not characterised 
by any sad attitude. In style, 
until the very last moment. 

FORREST  FANG- THE 
SLEEPWALKER’S OCEAN
2CD  LB Projekt, Dec 2015

F orrest Fang’s brand new dou-
ble album is entitled The Sleep-
walker’s Ocean, a masterpiece 
of sonic architecture that com-
bines the deep ebb and flow 
of electronic earth tones with 
swirling jet stream sound cur-
rents and free-floating celestial 
melodies. Forest creates intri-
cate sonic textures and tim-
bers using synth/ keyboards 
& guitar intertwined with 
exotica – Mandolin/ Marx-
olin/Saron/Lavta & Cántaro.
The Sleepwalker’s Ocean is a 
hypnotic deep-ambient explo-
ration through the fantastical, 
elusive realm of the subcon-
scious. Disc 2 is a first for Fang: 
a 54-minute electronic land-
scape that explores an interior 
world of elusive and impres-
sionistic thoughts and images. 

Embracing the Ameri-
can minimalists and am-
bient soundscape artists, 
Fang blends electronics with 
acoustic instruments with-
in a framework influenced 
by traditional Asian music..

IN LOVE WITH 



TRACKLIST
CD 1
01 I-M-R: Blind
02 Jep and Dep: Tears In The Rain
03 The Illusion of Silence: Old Seaman
04 Jaime Black: When The Angels Cried
05 Sunset Wings: The Little Girl Lost
06 Lunae Lumen: The Ghosts in Your Heart
07 Opium Dream Estate: As I Lay Dying
08 Joy Shannon and the Beauty Marks: 
     Midwinter Ghost
09 Rita Tekeyan: Yes Kou Aperet
10 Disemballerina: Phantom Limb
11 Stillife: Autumn
12 Peter Darling: Mary Lou
13 The Division Men: Dying To Get By
CD 2:
01 The Owl: Into The Light
02 Der weiße Hirsch: Die wilde Frau
03 Romowe Rikoito: Merunas Meddjan
04 Nora Candey: Epithalamion
05 Ulmus: Heimdall
06 Walden: Rad der Zeit
07 Sangre de Muerdago: Saudades
08 Quellenthal: Mädchenlied
09 Nebelung: Polaris
10 Oado: Regret
11 Whispering Woods: Farewell Ladybug
12 Green Elder: Liber

After the huge success of Snowflakes III At Sea Compilations and Paradox Ethereal Magazine are 
in the pleasurable position  to present our new compilation: Snowflakes IV. Compared with its 
predecessor Snowflakes IV  features warmer and intimate tonal images and coherent songs. In two 
hours of total running time, you will discover different tunes and moods. The focus of the first CD 
is on Gothic Americana music and Neoclassical, while in the second CD you will find different 
styles of Neofolk music. 
Different musicians from all over the world arrange again Snowflakes IV, the perfect soundtrack 
for wanderings through nature, enjoying a glass of red wine or browsing  through the different Par-
adox Ethereal issues. For example I-M-R, the follow-up band of the cult formation In My Rosary. 
Sangre the Muerdago and Nebelung are two of the most exciting Neofolk projects in Europe. You 
will also discover brand new bands like The Division Men - run by the former Tito & Tarantula 
bass player Caroline Portillo, with her husband Jesus. With secret tips, like The Owl or Peter Dar-
ling, Snowflakes IV is completed. 
Snowflakes IV is the 10th release of At Sea Compilations general. It is founded by the german mu-
sic journalist Axel Meßinger in 2012. The mission of At Sea Compilations is to create a creative and 
high-quality platform for independent bands. http://atseacompilations.bandcamp.com

A GIFT FOR READERS

FREE DOWNLOAD:
http://at-sea-compilations.de

http://paradoxethereal-magazine.com

SNOWFLAKES IV 



brothers  quay 
the magical stop-motion animators

by Korina Methers

Stephen and Timothy Quay 



“If [a] project does eventually get ap-
proval, then we almost invariably chuck 
[the] original proposal out, not out of 
any cavalierness, but simply because we 
know that, as we start building the de-
cors and the puppets, the script begins to 
grow and evolve very organically.”

(From an interview with Robert K. Elder for his 
book The Best Film You’ve Never Seen)

Stephen and Timothy Quay 
are American stop-motion animators. The 
identical twin brothers otherwise called the 
Brothers Quay or Quay Brothers received the 
1998 Drama Desk Award for Outstanding Set 
Design for their work on the play The Chairs.

Timothy had studied Illustration and Stephen 
Film at the Philadelphia College of Art before 
they moved to England, in 1969,  to study at 
the Royal College of Art. Before turning to 
film, the Quays worked as professional illus-
trators. The first edition of Anthony Burgess’ 
novel The Clockwork Testament, or Enderby’s 
End, features their drawings before the start of 
each chapter. After designing book covers for 
Gothic and science fiction book cover com-
missions they did while in Philadelphia, the 
Quays have created suggestive designs for a 
variety of publications that seem to reflect not 

only their own interests in particular authors, 
covers for Italo Calvino, Louis-Ferdinand 
Céline or Mark le Fanu’s study of the films of 
Andrei Tarkovsky, but also in themes and mo-
tifs that these authors develop.

In 1980 the twins and Keith Griffiths , a fel-
low student and later their producer,  formed 
Koninck Studios in South London.

INFLUENCES

The Quay Brothers’ works since 1979 until to-
day are characterised by esoteric influences, 
starting with the Polish animators Walerian 
Borowczyk and Jan Lenica and continuing 
with the writers Franz Kafka, Bruno Schulz, 
Robert Walser and Michel de Ghelderode, 
puppeteers Wladyslaw Starewicz and Czech 
Richard Teschner and Czech composers Leoš 
Janáček, Zdeněk Liška and Polish Leszek Jan-
kowski, the last of whom has created many 
original scores for their work. Last but not 
least the Czech animator Jan Švankmajer, for 
whom they named one of their films (The 



Cabinet of Jan Švankmajer). Literary texts are 
inspirational sources for almost all of their 
film projects

Quay brothers emphasize that the most sig-
nificant influence on their work was Walerian 
Borowczyk, who made both animation shorts 
and live-action features.

FILMS

Most of their animation films feature puppets 
made of doll parts and other organic and in-
organic materials, often partially disassem-
bled, in a dark, moody atmosphere. Titles, 
intertitles and credits appear in a variety of 
handwritten styles. Most of heir films have 
no spoken content at all, while others, such 
as The Comb (From the Museums of Sleep) 
(1990) include multilingual background gib-
berish that is not intended to be coherently 
understood. Perhaps their best-known work 
is Street of Crocodiles, based on the short 
novel of the same name by the Polish author 
and artist Bruno Schulz. This short film was 
selected by director and animator Terry Gil-
liam as one of the ten best animated films of 
all time, and critic Jonathan Romney included 
it on his list of the ten best films in any medi-
um (for Sight and Sound’s 2002 critics’ poll).

They have made two feature-length live action 
films: Institute Benjamenta, or This Dream 
People Call Human Life, produced by Keith 
Griffiths and Janine Marmot, and The Piano 
Tuner Of Earthquakes, produced by Keith 
Griffiths. They also directed an animated se-
quence in the film Frida.

The critical success of Street of Crocodiles 
gave the Quay Brothers artistic freedom that 
led to the exploration of new aesthetic forms,  
also allowing them to make extensive exper-
iments in technique, both with cameras and 
on large stage sets. 

The creative brothers are also engaged in stage 
design for opera, ballet and theatre since 1988. 
Their work at miniature scale has translated 
into  large-scale decors for the theatre and 
opera productions of director Richard Jones: 
Prokofiev’s The Love for Three Oranges; Fey-
deau’s “A Flea in Her Ear”; Tchaikovsky’s 
Mazeppa; and Molière’s “Le Bourgeois Gentil-
homme”. Their set design for a revival of Ion-
esco’s “The Chairs” was nominated for a Tony 
Award in 1998. 

Their puppet animation set designs have been 
curated as an internationally touring exhibi-
tion called “Dormitorium” which toured the 
east coast of the United States in 2009.

MUSIC

The Quay brothers prefer to work with pre-re-
corded music.Music plays a very import-
ant role in the Quay brothers’ films, many of 
which have been written especially for them 



by the Polish composer Leszek Jankowski. 
In 2000, they contributed a short film to the 
BBC’s Sound On Film series in which they vi-
sualised a 20-minute piece by the avant-garde 
composer Karlheinz Stockhausen. 

They have created music videos for His Name 
Is Alive (“Are We Still Married”, “Can’t Go 
Wrong Without You”), Michael Penn (“Long 
Way Down (Look What the Cat Drug In)”) 
and 16 Horsepower (“Black Soul Choir”). 

FILMOGRAPHY

Feature films

Institute Benjamenta, or This Dream People 
Call Human Life (1995)
The Piano Tuner of Earthquakes (2005)

Short films

Nocturna Artificialia (1979)
Punch And Judy (Tragical Comedy or Comical Tragedy) (1980)

Ein Brudermord (1981)
The Eternal Day Of Michel de Ghelderode 
(1981)
Stravinsky – The Paris Years (1983)
Leoš Janáček: Intimate Excursions (1983)
The Cabinet of Jan Švankmajer (1984)
The Epic of Gilgamesh, or This Unnameable 
Little Broom (1985) a.k.a. Little Songs of the 
Chief Officer of Hunar Louse
Street of Crocodiles (1986)
Stille Nacht I: Dramolet (1988)
Rehearsals For Extinct Anatomies (1988)
Old Piano (1988) – an ident for MTV
Ex-Voto/The Pond (1989)
The Comb (From The Museums Of Sleep) 
(1990)
Rain Dance (1990) – a short film for Sesame 
Street
De Artificiali Perspectiva, or Anamorphosis 
(1991)
The Calligrapher (1991) – an ident commis-
sioned for the BBC2 television channel, but 



never broadcast
Stille Nacht II: Are We Still Married? (1991)
Long Way Down (Look What The Cat Drug 
In) (1992)
Stille Nacht III: Tales From Vienna Woods 
(1992)
Stille Nacht IV: Can’t Go Wrong Without You 
(1993)
The Summit (1995)
In Absentia (2000)
Duet (2000)
Stille Nacht V: Dog Door (2001)
The Phantom Museum: Random Forays Into 
the Vaults of Sir Henry Wellcome’s Medical 
Collection (2003)
Inwentorium śladów (2009) Poland (23’)
Maska (2010)
Through the Weeping Glass: On the Conso-
lations of Life Everlasting (Limbos & After-
breezes in the Mütter Museum) [2011]
Unmistaken Hands: Ex Voto F.H. (2013)

Appearances

The Falls (1980)

(IMAGE THE COMB (FROM THE MUSEUMS OF 
SLEEP) )
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Metaphysical Playroom. University of Minne-

sota Press, 2010. 
*Buchan, Suzanne, et al. The Quay Brothers’ 
Universum. nai010, EYE, 2013. 
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phen e Timothy Quay. Bergamo: Stamperia 
Stefanoni, 1999.

IMAGE : DRAMOLET (STILLE NACHT I) 



once upon a time 
by Roberta  Sparrow

VICTORIAN   HABITS  

Victorian Fasting Girls
For a short while, Victorians went crazy over 
a new and eccentric habit, the “fasting girls”; 
young women who managed to survive with-
out consuming any type of food, or liquid. It 
had looked like a miracle until it was proved 
to be a fraud. The anorexics were pretending 
to survive consuming nothing else than air. 
They made it look like a magic power, claim-
ing to have special religious or magical pow-
ers and in some cases, exhibiting  the appear-
ance of stigmata*. However, the truth was that 
they were fed by their accomplishes. The most 
notable fasting girls were Mollie Fancher, also 
called The Brooklyn Enigma, who claimed she 
had survived 14 years without a single bite, 
and Sarah Jacob. Fame, money and attention 
were possibly the basic  motives for the fraud, 
a very entertaining fraud for the Victorians, 
though!

* The ability to survive without nourishment 
was attributed to some saints during the Mid-
dle Ages, including Catherine of Siena and 
Lidwina of Schiedam. Source: wikipedia

Sarah Jacob, top image 
Mollie Fancher, bottom images



W E I R D  B O O K S
STRANGE, EROTIC, SPOOKY, SILLY

 Vintage Covers  Compiled by Spyros Papathanasiou









Alastair  Henning Voigt 
(1887–1969)


