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 twenty is imagined as "cultured and intelligent, happy among her siblings, and accustomed to
 caring for them" (48). The last third of Catherine's life was passed in the pleasant house to
 which Dickens had consigned her after the separation in 1858. Here Nayder takes us well
 beyond the point at which Catherine drops out of other Dickens biographies, to witness her
 ongoing attention to family, friends, and cultural life in London before and after Dickens's
 death in 1870 - an event that liberated Catherine by allowing her to inhabit the status of
 widowhood. In the post-Dickens era, Catherine's much younger sister Helen Hogarth
 Roney enters the picture as a new companion and friend; the discovery of this late-life
 sibling relationship is one of the triumphs of Nayder's extensive research. Sisterhood is a
 central theme throughout, emphasized by three "interludes" that slow down the narrative to
 meditate on the importance of Catherine's relationships with Mary, Georgina, and Helen
 Hogarth apart from each sister's impact on Charles Dickens's fantasy life. Catherine comes
 into being most persuasively through those sororal ties.

 The long middle section about the Dickens marriage is a more complicated affair. Nayder
 strives to liberate Catherine from Dickens's representations, matching her own narrative
 voice against his. She insists on Catherine's independent friendships with women in the
 Dickens circle, most notably Christiana Weiler Thompson, a musician with whom Dickens
 was briefly infatuated and then professed to scorn. Because there is no real evidence of anything
 but polite visiting between the two women, the case for Catherine's independent judgment is
 hard to make. At the same time, Nayder sets up a series of interlocking thematic metaphors
 that represent the many ways in which Catherine was mastered and controlled by her
 husband: coverture, mesmerism, conjuring, and even - despite its mitigation of labor
 pain - chloroform become keywords evoking Dickens's undermining of Catherine's agency.
 No reader of Dickens's letters would contest his fatal will to dominance in every detail of dom-
 estic life; Nayder's picture is accurate. The problem is strategic: the interlocking metaphors
 only enhance the picture of Catherine's hapless submission. Nor does Nayder tell a story
 about what it meant for a conventional young girl to be faced with the discovery that she
 had married a control freak, and how she accommodated herself to that uneasy position. Of
 course, such a story would be speculative. But so is most of what Catherine Dickens
 allowed others to imagine about her.

 Rosemarie Bodenheimer, Boston College

 Fiona MacCarthy. The Last Pre-Raphaelite : Edward Burne-Jones and the Victorian
 Imagination. Cambridge, MA: Harvard University Press, 2012. Pp. 629. $35.00 (cloth).

 Jason Rosenfeld. John Everett Millais. London: Phaidon Press, 2012. Pp. 256. $59.95
 (cloth).
 doi: 10.1017/jbr.2013.104

 Judged by its cover, Jason Rosenfeld's John Everett Millais initially appears to be a coffee-table
 book, but the contents prove very substantive and illuminating. Occasionally the author slips
 into popular language (e.g., "flashpoint") or movie-trailer language about Millais (e.g., "He
 was a Baronet. He was rich. . . . He was a sell-out" [7]). Mentioning Vladimir Nabokov to
 remind readers about the constructions of masculinity in a biography of the artist by his son
 also seems unnecessary. Other minor quibbles involve the tiny size of numerous illustrations,
 allusions to British size A4 paper that will stymie most Americans, and some questionable
 inclusions of comparative material that might better be replaced with additional works by
 Millais. In addition, at times Rosenfeld seems torn between deep analysis (which he does
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 superbly) of individual objects, almost as mini-case studies, and rapid-fire references. The
 result is that in some chapters, particularly toward the end, the author noticeably accelerates
 his judgments and makes the reader yearn for more of the exegesis at which Rosenfeld
 clearly excels.

 Nonetheless, the many analyses and insights generated are very compelling and trenchant,
 often raising new points or sources unacknowledged in previous scholarship. For example,
 Rosenfeld cites a comment by the esoteric magazine, The Builder , which called the boy
 Jesus in Millais' Christ in the House of His Parents "a red-headed Jew boy" (46). This and
 other incursions into anti-Semitism are revealing, because typically only Holman
 Hunt's models were targeted as too ethnic. Weaving together the parts of Millais' career,
 Rosenfeld's major achievement is to revisit and revise lingering suspicions that the artist
 sold out commercially and professionally after his youthful phase of intense Pre-Raphaelitism.
 Rosenfeld makes a forceful argument along these lines, and he also deftly consolidates
 and relates the tortured relations between John Ruskin and Euphemia Gray, their families,
 and the arrival of Millais into this narrative of sexuality, art, and propriety. It is surprising
 even to Victorianists to discover that Ruskin kept "a log of when Effie did things he
 disapproved of" (82), suggesting their marital problems were not restricted to libidinal
 differences.

 It is in the individual interpretations that Rosenfeld soars, citing earlier critical reception but
 often adding persuasive new readings of Ophelia in her "watery and vegetative coffin" (71), the
 "distant out-of-body gazes" (74) in Mariana and other works, and intimations of Turner in the
 watery motion of Millais' portrait of Ruskin. Furthermore, Rosenfeld's readings of A Hugue-
 not , The Order of Release , The Woodman's Daughter, and Autumn Leaves show them all to be
 tinged with erotic desire. Even small asides prove trenchant - for example, how a figure in
 The Vale of Rest mimics an ancient Greek sculpture, Discus Thrower. Occasionally there seems
 some overreaching of revisionist impulse, and not everyone will be convinced, in chapter 4
 in particular, that Millais was a leader in Aesthetic imagery whose Autumn Leaves , for
 example, inspired Whistler. It may be more accurate to assert that Millais created his own
 concept of beauty that sometimes paralleled and, at other times, veered from that of the Aes-
 thetic movemenťs key exponent, but there is more evidence needed than portraits of females or
 their facial close-ups to validate Rosenfeld's claims. Even chapter 5 might have focused more
 on how paintings like Stella, Vanessa , Lalla Rookh , or The Marchioness ofHuntly might be com-
 pared with full-blown Aesthetic counterparts.

 For those interested in the changing depictions of womanhood in Victorian art, this book
 overflows with ideas, including how Millais sustained self-contained psychological states, dra-
 matic distress, suspended narrative, and interiorized moods in ways that were ambitious, new,
 and mosdy unnoted by contemporaries. At times the way chapters are divided - shifting from
 portraits to history pictures or subject paintings, children, and religious topics - is confusing,
 but this may be unavoidable given all the turf covered. This is particularly evident in the last
 chapter, which might arguably focus solely on the return to nature and Millais' often large-
 scale landscapes of Scottish scenery. In this finale, Rosenfeld provides cogent analysis of can-
 vases like Chill October , which were distinctive on myriad levels and reflected how the artist
 dealt with "the increasing dominance of bourgeois taste over the fine arts" (195). These can-
 vases, ambitious in theme and technique, served as Millais' "most powerful corrective to
 popular fashion" with "their textured, non-Pre-Raphaelite mode of seeing and in how contem-
 porary audiences received them" (195-96). One of the achievements of this final section is its
 rewriting of Millais' saga by foregrounding his adventurousness and originality in reimagining
 nature in the late years of his career. The discussion of individual landscapes is of high caliber,
 but Americanists might also note how - albeit on a much larger scale - paintings like Scotch
 Firs , St. Martin's Summer , and Dew -Drenched Furze invoke comparison with so-called Amer-
 ican Ruskinian intimate close-ups of forest interiors, pools of water, screens of flowers or
 weeds, or rocky turf in the late 1850s and 1860s. In the end, while some readers may still
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 believe that Bubbles was compromised on various fronts despite its serious vanitas iconography,
 few would disagree with Rosenfeld's assertion that Millais produced a new kind of realism in
 his landscapes and all arenas of art. Among his accomplishments in this commanding book,
 Rosenfeld certainly demonstrates how Millais moved beyond his youthful visions, not
 "selling out" at all but instead "continuing to pursue an idea of realism through a process of
 close looking and transcription" (237).

 Fiona MacCarthy's biography of Edward Burne- Jones also treats a second-generation
 Pre-Raphaelite artist, but her approach is distinctively different. The last major biography of
 this important artist was in 1975 by Penelope Fitzgerald, and MacCarthy's six-hundred-
 plus-page book extends and deepens the legacy of her predecessor in numerous ways. Given
 the length of the book, however, it would have been useful to advise readers at the outset
 that footnotes are embedded, arranged at the back of the text according to page
 number, rather than following the more traditional scholarly format. MacCarthy does not
 often analyze individual paintings in terms of meaning or iconography as Rosenfeld does;
 instead, she provides a painstakingly detailed account, nearly year by year and place by
 place, of Burne- Jones's long and multifaceted career. Given his vast range of productivity
 across many media, this book not only chronicles the trajectory of Burne- Jones's career and
 private life but also records that of many other artists such as William Morris, Dante
 Gabriel Rossetti, the Holland House circle, John Ruskin, Oscar Wilde, and several other
 notable Victorians.

 One element that both biographies share is a focus on the significance of specific women in
 the artists' lives. Millais' only scandal involved marrying Ruskin's former wife, while Burne-
 Jones constantly compromised his reputation with endless affairs (whether physical or pla-
 tonic) with Maria Zambaco and other women, such as Frances Graham, Mary Gladstone,
 Laura Tennant, Helen Mary Gaskell, Violet Maxse, and several little girl "pets" he indulged
 with special stories and devotion. For Millais, beautiful females were his models, not lovers,
 while Burne- Jones required continuing, even overlapping, infatuations to reinvigorate his
 spirit and his work. While Rosenfeld explicitly describes the evolution and traits of females
 in Millais' oeuvre, MacCarthy more subtly requires readers to draw conclusions about
 Burne- Jones's broad range of characters from evil Sidónia, a slumbering princess in Briar
 Rose , sexually potent Nimue/Zambacco in The Beguiling of Merlin, his 1870s "period of
 worship of the girls on the Golden Stairs" (252), and a stream of spiritualized, Aesthetic,
 even androgynous creatures in The Mill and many other works. Another connection with
 Rosenfeld is how MacCarthy repositions the artist's wife as much more crucial for the
 artist's career than previously imagined. Like Effie Millais, Georgiana Burne- Jones became
 in effect her husband's business manager. In Georgiana Burne-Jones's case, however, she con-
 tinually and heroically chose to support her husband after his protracted affair with Zambaco.
 MacCarthy moreover includes "secrets" that are somewhat surprising: Ruskin's apparently
 inappropriate letters to Margaret Burne-Jones as a girl, Blanche Lindsay's divorce from her
 spouse (cofounder of the Grosvenor Gallery), and Burne-Jones's financial aid to Oscar
 Wilde's wife after his imprisonment.

 Some new points of emphasis that emerge in MacCarthy's book involve many more details
 on Burne-Jones's numerous trips to Italy, his spiritual Mecca, and the impact that early Italian
 artists - Fra Angelico, Bottticelli, Mantegna, and others - had on his work throughout the
 decades. Another revisionist act emphasizes the significance of the Grosvenor Gallery in trans-
 forming Burne-Jones in the late 1870s and 1880s into a celebrity superstar of the Victorian art
 world. At the end, MacCarthy's epilogue traces how Burne-Jones was viewed in his wife's
 Memorials of Edward Burne-Jones (1904) and throughout the twentieth century, offering
 lively insights into how Yves St. Laurent and 1960s fashion, as well as composer Andrew
 Lloyd Webber, reinvigorated interest in Burne-Jones's art. The finale of a triumphant exhibi-
 tion of Burne-Jones's art in the Tate in 2008 brings the cycle of appreciation, now réévaluation,
 back into favor. Utilizing the artist's Sleep of King Arthur in Avalon as a final work/fantasy, the
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 author also effectively suggests that the artist himself might be considered as this Arthurian
 hero left eternally dreaming in his own version and vision or artistic paradise. Like Rosenfeld's
 book, this publication is a welcome addition to the reassessment of artists in the Pre-Raphaelite
 circle, and both deserve serious shelf space in the libraries of Victorianists belonging to art his-
 torical as well as interdisciplinary realms.

 Susan P. Casteras, University of Washington-Seattle

 Satoshi Mizutani. The Meaning of White: Race , Class, and the a Domiciled Community" in
 British India , 1858-1930. Oxford Historical Monographs series. Oxford: Oxford University
 Press, 2012. Pp. 288. $110.00 (cloth),
 doi: 10.1017/jbr.2013.105

 A large historiography has been devoted to the politics of race in British colonial India. Yet
 much of this historiography has explored British conceptions of nonwhites without adequately
 exploring the racial category of "whiteness" as itself problematic and contested. In The
 Meaning of White, Satoshi Mizutani seeks to remedy this gap by exploring British conceptions
 of their own whiteness as it was refracted through anxieties over domiciled Europeans in India,
 a group that included people of mixed European and Indian descent as well as whites who lived
 permanently in India. Mizutani estimates that there were over 200,000 domiciled Europeans
 in India during the late nineteenth and early twentieth centuries, more than double the 93,000
 nondomiciled Europeans (72). In addition, domiciled Europeans did more than simply out-
 number nondomiciled Europeans: indeed, because of their general poverty and their tendency
 to integrate more fully into Indian culture, they also functioned as a foil against which nondo-
 miciled Europeans defined what it meant to be white.

 Mizutani convincingly demonstrates that the idea of whiteness was central to British ideas
 about racial difference. Like other categories of racial difference, whiteness was not a stable,
 self-evident concept. In late colonial India, one did not qualify as white simply from parentage
 or ancestry; one could only be sufficiently white if one had the means to return to Britain
 periodically or at least to send one's children there to be educated. What this meant was
 that ideas about whiteness were tied inseparably to ideas about class and geography. For
 Britons who considered themselves sufficiently white, India was to be considered a place of
 temporary residence only. Furthermore, while in India, white Britons were expected to main-
 tain themselves in a style that would allow them to be separate from other Indians, to speak
 English, and to maintain British cultural and social practices. Clearly, it took more than the
 right skin color to qualify as sufficiently white; it also took money. In the period between
 1858 and 1930, Mizutani argues that the increasing rigidity of ideas about race only made
 this insistence on the class-specific boundaries of whiteness more intense.

 No wonder, then, that Britons worried so much about domiciled Europeans, who not only
 were defined by the fact that India was their permanent home but also were frequently poor
 and immersed into Indian culture. As Mizutani explains, Britons in both India and the metro-
 pole believed that the existence of such a group posed a threat to the idea of European racial
 superiority precisely because of their supposed immersion into Indian society and their
 inability to return home. These defects, Britons worried, not only would cause racial degener-
 ation among domiciled Europeans but also would reflect badly on all whites, whether domi-
 ciled or not. Because of these dangers, domiciled Europeans could not simply be excluded and
 ignored - instead, British authorities and philanthropic organizations in India sought to do
 something to mitigate the size, the poverty, and the lack of education of the groups who
 were counted in this category.
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