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Abstract

The aim of this thesis is to show that Irish art made in the period under discussion,

the late-eighteenthto the mid-nineteenth centuy, should not be considered solely

Ay GSN¥Ya 2F LNBflIYyRQa NBftlFIUOGA2YyaKAL gAlK
frameworkof the wider British Empire. As will be demonstrated, this approach both
enhances lIrish adhiistorical scholarship and contributes to more general studies

concernirg art and the British Empire.

During this time of accelerating imperi@lE LI y 8A 2y S LNBf | yRQ&
empirebecame increasingly ambivalent: Irish people moved through the empire as
traders, soldiers and settlers, yet Ireland itself remained a colonised land. Thus, the
analysis of art made by Irish travelling artists ggm new perspective to the question
2T | NI Qa NRf S Aghceintkadnpériaf tagpakisbris andJdaBt@sssO i =

may be made which wouldot otherwise be possible

The thesis focuses on the work @fd Irish artists vino travelled to Soutérn
Asia. Active initially in the commercial centre ofCalcuttaand then in the more
militarised town of MadrasThomas Hickey worketh India during a period of
transition as British interests in the subcontinentshifted from those oftrade to
conquest and territorial expansigrconsequently, higpaintingsoffer illuminating
insights into ar® éhanging functions at a pivotal moment in Angidlian relations.
By contrastAndrew Nichollfravelledsomewhat lateto Ceylon serving its colonial
institutions as the British Empire reachele heightof its power Ceylon has rarely
been discussed in the context of art and empire, the thetbisrefore, opens up a

new area of scholarshipformed byb A O KeX{defietra.
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Introduction

The subject of Ireland and the British Empire has become a topic of igtea¢st

within the field of Irish studies in recent years. Scholars from different academic
RAAOAL AySa KIFI @S Y20SR 0Se2yR (KS Y2NB d:
England to situate and discuss its history and culture within the context ofidher

Empire! However, Irish art produced during the period of British rule, has rarely been
analysed within the framework of empire. It has previously been discussed in two

main ways. It has most often been marginalised as assation of, or subsumed

within, histories of British or English art. Alternatively, within Ireland, as Fintan Cullen

YR W2KYy a2NNRazy KIFI@ZS | NAHdzZSRX AG KIF & €
OFNb2y O2LR 27F A Y LIS NKhistview 3\NF codrese[iakredlyctivd y 9 Y
one, as the authors are at pains to emphasise; artistic practice in Ireland was much

more complex. The present thesis aims to enhance understanding of Irish art further

by considering the work and careers @fidL NA & K | NI A&ada oK2 NI
colonies in Southern Asia between the late eighteenth and mid nineteenth centuries.

The central claim here is that, contrary to the more usual Anglocentric or even
European focus of Irish art histories, Irish art of this period, whether made in Ireland,

Britain or British colonies overseas, should be analysed within the wider context of
empire. As well as enhancing discussion of the Irish art world, this thesis will also
contribute to a more general understanding of the dual role of art both in
documenting ad in furthering the processes by which the nascent British empire

consolidated itself.

By basing the thesis on the work @fd artists who came from different parts
of Ireland and whose careers spanned a period of accelerated Btdrsitorial

expansiorfrom the nascent empire of the eighteenth century to its zenith in the-mid

1 Michael de Nie and Joe Cleary 2005 @ { SS= F¥2NJ SEI YL S Saalea Oz2¢
(eds), 2006.
2 Cullen and Morrison 2005: 5.
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nineteenth centurythis thesis offers useful compgaons and contrasts that serve to
illustrate how the experience of empire varied from place to place and over time.
Thomas Hickey (1741824) was born in Dublin, the capital of lined and Andrew
Nicholl (18041886) in Belfast to the north. Whereas Hickegs a portraitist, working

in the traditional medium of oil painting, Nicholl produced landscape viewasange

of meda. In terms of background, art training and practice, tinothad little in
common but theyboth, for various reasons, pursued perip#it careers, spending
time in India and Ceylon (Sri Lankegpectively? Hickey travelled to India with the
permission of the East India Company in 1780 and again in 1798, while in 1792 he
accompanied the Macartney Embassy on its diplomatic and tradissjon to China.

By contrastNicholl was appointed by the British Government to teach art in Ceylon,
leaving Ireland in 1846. dither of the two artists are well known today but
consideration of their work offers an opportunity to study Irish art mad8onthern
LaAl Fd I GAYS 6KSYy . NARGFAYQ&a GNFYRAY3

with imperial ambition.

The first section of this introduction considers the intersecting histories of
Ireland, England and the wider British Empire, includirgablonial histories of both
India and Ceylon. It concludes with an overview of the theoretical approaches to
writing about empire. Section two offers a review of -arstorical literature
concerning the nexus of art and the British empire. It begins bgidering general
developments in the literature concerning art and empire before discussing art
historical writing that focuses on India and Ceylon. The third section considers art,
Ireland and empire. It begins by discussing the development of Irishisidrical
writing before detailing scholarship concerning theotartists that are the focus of
the thesis. It then offers biographical sketches of the artists before outlining the

structure of the thesis and the aims of each chapter.

3 Place names throughout the thesis will be as used by the artists; thus, for example, Ceylon rather
than SriLanka. India refers to the area of Southern Asia that today comprises, Pakistan, Bangladesh
and India.

Ay SN
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Section Oneilreland, Britain and Empire

¢CKS ljdzSaidAaz2y 2F LNBflIyRQa NBfFIGA2YRKALI 4.
¢KAad RSo0FGS Aa O2YLX AOFGSR o0& LNBflyRQa
geography and the physical resemblancetd Irish people to the coloniser, all of
GKAOK KI @S YIRS Al RAFFAOdzZ G G2 TaryOSAGS
a2YSI LNBflIyRQa NBflFIGA2YAKALl gAGK . NARGF A
when the first settlers arrived in Ireland froNorman England. It was not, however,

until the late sixteenth and early seventeenth centuries that-$athle systematic

conquest and colonisation took place. Colonial rule was consolidated during the
eighteenth century when Ireland increasingly serie S ySSRa 2F . NA G A
trading empire: English was spoken in cities and towns, legal and financial systems

were commensurate, and ports such as Cork and Waterford allowed for the transport

of people and the export of Irish goods such as saltedtphedter and linen to North

America and the West IndiesSThough parts of Ireland prospered during the
eighteenth century, the last decades of the century were punctuated by episodes of
resistance and political challenges to British rule, culminatingenfaiied rebellion

by the Society of United Irishmen in 1798Vith the enactment of the Act of Union

in 1801 and the consequent dissolution of the Irish parliament, Ireland became
AYONBIFaAy3ate AYLIAOFGSR Ay (KS Frénythd NESYS
middle of the eighteenth century, Irish men and women travelled throughout the

British colonies as migrants and settlers, as soldiers with the East India Company and

the Royal Army, as administrators and latterly as missionaries. Consequertdyn ce

theorists of postcolonial studies maintain that Ireland was never truly colonial and

4 See for example Howe 2008, de Nie and Cleary (eds) 2007, Kenny (ed.). 2004.

5Kiberd 1996: 258, Kenny 2004:2.

6 Established in Belfast in October 1I78nd a month later in Dublin, the Society of United Irishmen
campaigned for a parliamentary reform that would include Presbyterians and Catholics as well as
members of the established Church of Ireland. Encouraged by events in France, and also by the
opinions of the English radical, Thomas Paine, most particularly as stated Righis of Man
published in 1792, the Society promoted its views throughNloethern Stara newspaper established

in Belfast in 1792. Failing to achieve parliamentary reforraylitsequently became a secret society
dedicated to obtaining French military support in order to achieve an lIrish republic. The failed
rebellion of 1798 resulted in sectarian violence and government reprisals. Bartlett 20122206
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should not be considered as pestlonial today’. The problem with this claim is that

Al LIXlrea R2gy o06020K GKS SEGSYyd G2isngKAOK LNBf
YAaaA2YyQ 2F SYLANB |yR GKS SLAaz2zRSa 2F NBaiAa
relationship with Britain. A more fruitful perspective is one that acknowledges that

the Irish were doubly inscribed as both colonised and coloniser, as bothcssibjed

agents of empiré.

Traditional histories of the British Empire have tended to focus on England
and, more specifically, London as its metropole, with the result that the contributions
2T (KS WK2YSQ O2dzy iNAS&a 2F aridlProjdcyhd®e { O2 G f | yF
been marginalised. Recent scholarship has instead advocated-adtaon approach
to the history of the British Empire, positing not only that the Irish, Scottish, Welsh
and English viewed the Empire differently but also that the exoee of Empire
tended to reinforce their distinct national identiti@One way of understanding how
such reinforcement took place is to consider transnational networks of patronage
based on both kinship and ethnicity. Geographer Craig Bailey and hist®aian
Crosbie have studied the multidirectional movements of an eighteeetftury Irish
transnational network that linked Ireland, England, the West Indies, China and
Indial® Both Hickey and Nicholl benefitted from patronage based on ethnicity. By
consicering such patronage it is possible to assess the operational value of being Irish

in terms of social and spatial mobility.

LNSflyRQa O2ft2yAlf NBfFIA2YyaKAL 6AGK . NRA{
LYRAF® CNRBY GKS S| NI &nglandhad®dbeen thrguBhitladea O2y il O
with the East India CompanyHowever, from 1765, when the Company acquired
the diwaniof Bengal, that is to say the right to collect land revenue, it began to take
on governmental functions in Indahile remaining under pdial supervision by the

government in Londo¢ KS / 2YLI yeQa I NBSad FlFIOG2NRSa 2

" Ashcroft Griffithsand Tiffin1989: 33.

8 Kenny 2004: 1234, Howe 2008: 1382, Croshie 2012:-B1.

9 Crosbie 2012:5, Jeffrey (ed.) 1996, Mackenzie 2008:-634%Vashbrook 2010: 17804.

0 Bailey 2005, 2013, Croshie 2012.

11 Bailey 2005: 168, 1767, Crosbie 2012:-7.

2See Bowen 2002: 132 for an overview of the development of the East India Company.
13 Marshall 2006: 47, 554.
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situated in the Presidency towns of Bombay (Mumbai), Calcutta (Kolkata) and
Madras (Chennai). Although the Company maintained its interests in India as a
transoceanic trading company, it became increasingly identified with the British state
and its policies of empir& The Company gradually extended its territorial interests
outside of Bengal, a development aided by the fact that the Mughal imperial court
had been in decline since 1739 when Delhi was sacked by the Persian Emperor, Nadir
{KIFIK® adzOK 2F (GKS O02dz2NIQa LIR6SN) RS@2t SR
nawabs of Arcot and Oudh and to the Nizam of Hyderabad. These states in their turn
were weakened by a series of alliances they made with the British in the latter half
of the eighteenth century®However, British hegemony was resisted by the southern
state of Mysore and the Maratha Confederacy (an alliance of the principal Maratha
chiefs basedn Western and central India). In a series of wars, the British defeated
Mysore in 1799, took control of Delhi and Agra between 1803 and 1805 (the Mughal
Emperor, Shah Alam (r 178806) became a pensioner of the Company) and the
Marathas in 1818. By thidate, the British had established themselves as the
dominant European power on the subcontinent, having defeated their main rivals,
the French, at Pondicherry in 1778. However, a continuing French presence in India,
up to the early nineteenth century, afed support to both Mysore and the Maratha

Confederacy in their resistance to British rifte.

Unlike India where the first British presence had been a commercial one,
Ceylon from the outset was a British garrison state. Fear of the French invading the
island contributed to the British decision to take the maritime provinces of Ceylon
from the Dutch in 17967 Ceylon was initially governed by the Madras presidency
and then, from 1798, by Company representatives in Calcutta and the Court of
Directors of the Bst India Company in London. In 1802, however, it became a Crown

Colony and henceforth under the direct rule of the British governni&né large

14Bowen 2002: 120,289.

15 Crosbhie 2012: 881. Under the Subsidiary Allowance Scheme, the@any established garrisons

in Indian territories in return for subsidies or leases on productive land. The resulting financial strain
increasingly weakened the indebted Indian territories.

16 Crosbie 2012: 40.

17 Sivasundaram 2013:43.

18 Sivasundaram 201344
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military presence was maintained on the island due to ongoing wars with the central
kingdom of Kandy; Kandy tiaemained independent under Dutch rule. A survey
department had been quickly established on the island in 1802 with a full military
survey of the interior being conducted in 1815This interventionist form of
government had consequences for Nicholl, las tolonial art education offered in

Ceylon was geared in part to surveying and making.

Given the colonial character of the relationship of Ireland, India and Ceylon
with Britain, the area of postolonial studies offers a useful site within which to
develop a general methodological framework. Despite the vast growth of this field of
d0dzRe X 9 RGiknkksm firdt puBlishad in 1978, remains an indispensable
point of reference. Said states that by the term Orientalism he means several things,
all of which are interdependeri? Thus, for Said, Orientalism may be considered as a
EurcAmerican academic discipline dedicated to the study of-Wastern cultures
and societies. It is also a binary mode of thinking which unfavourably compares and
contrass the East with the West; thus, serving as a justification for imperial
expansionLy I RRAGAZ2Y S KS adGNBaaSa GKFG W9dzNRLISI
identity by setting itself off against th€rient as a sort of surrogate or even
dzy’ R S NH NP2Hhy diheravbrdsFcOlomial selflentity as superior depended on
establishing the colonised as inferior in comparigéarthermore, as is well known,
Said posits that Orientalism is an institutional means for dealing with the Orient.
Drawing on Foucauldiagiscourse theory, he suggests that selective knowledge or
Wi NHzi KaQx O02ft SOGSR YR NBLISI| (i $rBatethd G KAY (GKS
supposed realities ofthe Ea®t¢ K dza = 9 dzNRB LISy LR 6SNB YIFyl ISR 06
the Orient.

Orientalismmay be the founding text of postolonial theory but it has also
provoked considerable criticishi.As regards the present thesis, the most relevant
ONRGALdzS Aa GKIFIG 2F a20Alf (GKS2NRada FyR KAA

19 Sjvasundaram 2007b: 932, 2013: 2183.

20Said 2003: 2.

2! said 2003: 3.

22 5aid 2003: 3.

23 See for example. Parry 198721 Mackenzie 1995: xvii, Heehs 2003: 170, Irwin 2007.
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the basis that his undstanding of Orientalism is abstract and generalised, rather

than being grounded in particular historical, political, economic and social examples.
DAGSY (KIFIG O2f2yAlft NBftlFIOGA2ya OKFy3ISR |
paintings throughout the thas will be situated in the specific historical moment. It

gl & FdzNIKSNJ adzZ33SadSR GKFG {IAR y2i4 2yfte
homogenised Western attitudes to the East, but also that, by contrasting-actaie

coloniser with the suppaly passive colonised, he denied significant agency on the

part of the colonised? As outlined above, recent histories of empire tend to
emphasise the particularity of colonial encounters; they differentiate between the
experiences of the colonising camies as well as those of the colonised.
Furthermore, historians whose work focuses on late eightearghtury British India,

while acknowledging the fundamental role of knowledge and power in the
consolidation of colonial rule, have challenged the assurpedsivity of the
colonised. They demonstrate how indigenous intellectuals processed information
before passing it to the British, pursued local agendas and brought alternative

regimes of knowledge into pl&y.

It is not only historians, however, who ha@K | f f SY3aSR { I ARQ&
model; the work ofHomi Bhabhah & &aA3IYAFAOlIYyG Ay (GKS 02yl
binary approach. Byonsidemgcolonial encounters in terms of dynamic concepts of
performativity and ambivalencehe challenges such statimmodels of difference.

Rather, he sees such encountdrsi Odzf G dzNJ £ yS3I20AF A2y a
KEBONARAGASAE GKIFIG SYSNHS Ay YF¥Byabha, 2F K
Odzt 1dzNF £ KEONARRAUASAEA RAA&NHzZLIG &dinG MBS 2 G & LIA «
colonised a nuanced form of resistanCgher scholars, for example, Sara Suleri, have

I fa2 dzyRSNIAYSR (GKS WwWO2yOSLJidzZtt o6t201F3S

and binary oppositiond’ Suleri argues, that, within the context of India,

241t should be noted that Said addressed these issues in Said 1985 and Said 1994. For a series of essays

08 KAAUZ2NAOFE 3IS23ANILIKSNE (GKIFIG O2yaARSchbnalzdK GKS
studies in reinforcing Western superiority and tbecidentalising of the west see Graham and Nash

(eds). 2000.

25 See for example, Bayly 1996, Wagoner 2003, Trautmann 2009, Peabody 2012.

26 Bhabha 2010: 3;12,12223.

27 Suleri 1992: 12.
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acknowledgement of imperial intimacies and analysis of mutual narratives of

complicities are more productivé.

For the purpose of this thesis, however, it is necessary to engage not only with
debates around Orientalism but also with ideas of tropicalithjolv served as a
means by which Europeans distinguished places in the world that were culturally but
also environmentally distinct from themselves. The historian David Arnold argues
GKIFIG ONRGAIdzZSa 2F hNASyGltAaY rnoes@& RSAO0OSYR
inadequate since a discussion is also required which includes physical and social
studies centred on science and the natural wafidrnold maintains that the tropics
should be considered as a conceptual as well as a physical space distim¢hé
Wy 2NYQ 27T (KSOAS Srivold@xplairis SntrdogichlSirks connecting
disparate regions of the tropical world developed as an imperial plantation economy
emerged in the late eighteenth century. Furthermore, travel accounts, literatnde a
natural histories intersected. For Arnold, such mixing resulted not only in persistent
affirmative tropes of tropicality, such as, light, colour, fecundity, exuberant nature
FYR FTROSY(Gdz2NE> o6dzi Ffa2 yS3IAFIASSmaralR LISa 2F y
weakness amongst island dwellétsGiven that Ceylon is a tropical island and that
Nicholl painted views of the Ceylonese landscape, tropicality is directly relevant to

the analysis ohiswork.

The tropes of tropicality thus overlap with thosé ©rientalism and help to
refine an undifferentiated sense of an exotic elsewhere. A third important concept
that intersects with Orientalism and tropicality is that of primitivism. Primitivism is a
polyvalent term with both positive and negative connotats. It has had a
fundamental and highly diverse impact on European art practice since at least the
eighteenth century, in ways that extend beyond the remit of this thesis. Nonetheless,
a key point is that primitivism cannot exist and do its work withasitconceptual
opposite: civilisation. As primitivist discourse intersects with modern imperial
RAAO2dzNESS AU O2yGNROGdziSa (G2 éKIFG {IAR KIa&a F

28Suleri 1992: 415,
29 Arnold 2008: #4.
30 Arnold 2005: 35, Arnold 2@: 24.
3L Arnold 2008: #4.
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the coloniser; thus, serving as an apologetic for imperiaf&@olonised societies are
described as -historic, archaic or static, compared to the progressive, modern
society of the coloniser; their people deemed variously to be childlike, effeminate,
ignorant, indolent, fecund, or irrational in contrast to the ratad colonisef® These
terms were reiterated in descriptions not only of flung societies but also the

Irish34

One further feature of primitivist discourse is that temporal distance as well
as spatial distance is used to distinguish those remote ttmVestern metropolis.
The anthropologist Johannes Fabian, for example, discusses temporality in terms of
the denial of coevalness; smalled primitive peoples are considered to exist in the
same physical, that is to say, chronological, but differenblygical time from the
coloniser® Thus, English society as representative of modern civilisation, may be
contrasted with supposedly primitive societies, which, though contemporaneous,
are considered backward as they have failed to evolve in a manner cosurae
with the ideals of European modernity.During the colonial period, the politics of
time and its implications of cultural belatedness were used to denigrate marginal
communities in Europe; as the historiggographer, Catherine Nash, argues,
howewer, the ambivalent colonial position of Ireland actually disrupts a
straightforward model of social development whereby modernity and progress are
mapped onto imaginary geographies of metropolitan core and primitive peripHery.
Ideas concerning primitism are relevant to this thesis, allowing iniraperial
comparisons and contrasts to be made between Ireland, India and Ceylon;
particularly, as will be shown, in terms of the representation of their historic

landscapes.

32 Said 2003: 7.

33Bindman 2002: 8, Antliff and Leighton 2003: BB/

34 Said 1994: 266, Kiberd 1996: 29, Lennon 2008: 487. Lennon also describes how the English
further denigrated the Irish by likening them in terms ofribarity to Orientals, including Arabians,
Spanish Moors and Turks.

35 Fabian 1983: 235.

36 Fabian 1983: 27.

37 SeeKiberd 1995: 282, Lennon 2004: 487 for a discussion of how the Irish were represented as
Yol O1 6 NRQ Ay Nask M09\ 46% NesH 200D:MRB Ogiehd200&nalyse historical
geographies in terms of empire.
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Irish histories, dating from the mhitwentieth century, have tended to focus
2y GKS ylraAz2y adlrisSQa NBflFIGA2yaKALl gAldK 9y13
NAGAEK AYLSNAIE SELI yaiazyod az2NB NBOSyidteées
history intersected with that of the wider Brith Empire’® However, an area that
remains understudied is that which considers the reciprocal encounters between
empire and Irish culture: in particular, as concerns the visual arts. This is an oversight
that the present thesis aims to redress throughstsdy of the art produced by Irish
artists as they travelled through the wider British Empire. Furthermore, the thesis
not only contributes to Irish art history but also to the more general study of art and
the British Empire. Hickey lived and worked idignduring a period of great change
F& . NARGFAY QA YIFENRGAYS GNIRAY3I SYLANBS 3l @3S 4
Thus, study of his portraits is illuminating in terms of the function of Western art at
a key point in Angkindian relations. By contrgsanalysisof b A OK2f f Qa / Sef 2y S:
landscapes not only draws attention to Ceylon, an island that has not been studied
within the framework of Western art and empire, but also draws attention to the role
of art in an interventionist colonial state. Finaltiie fact that the o artists came
from Ireland, itself a colonised land, permits comparisons and contrasts to be made

throughout the thesis that would not otherwise be possible.

Section Two: Art and the British Empire

Until very recently a reluctanceotengage with the disputed legacy of the British

Empire has meant that art showing imperial subjects was rarely displayed. In 2015,

however, Tate Britain staged the exhibitigkrtists and Empire/ CF OAy 3 . NRGF Ay
Imperid Past Broad in scope, the exhilin reflected the diverse and fragmentary

character of empire, not only displaying work by British artists but also art made by

the colonised in response to conquest. While not intending to downplay the iniquities

of empire, it attempted to draw out the coptexities, interdependence and

38 See for example Jeffery (ed.) 1996, Kenny (ed.) 2004, Crosbie 2012.
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multidirectional nature of the influences that arose from colonial encounters. The

staging of such an exhibition was made possible by the emergence-istotical

scholarship that focused on the subject of art and emph@mongst the first to argue

that empire should be a fundamental category in the analysis of British art were Tim
Barringer, Geoff Quilley and Douglas Fordham in their introduction to a collection of
essays titledArt and the British EmpinR007), which thg edited. Despite the range

of essaysconsidering worknade in a variety of media in both overseas territories

and in Britain, Ireland is not mentioned. Nevertheless, this book is significant, not

only because a central tenet of the present thesis id,thikewise, empire must be

central to any discussion of Irish art made in the colonial period, but also the editors

stress that visual images, whether fine art, prints, book illustrations or the work of
amateur artists, made in the context of empire, ntegve a formative role to play in

the processes of empif®.Ly (G KS SRAGZ2NBQ ¢62NRa adzOK A
ARS2t23A0Ff AYOGSNBSYGA2YQ YR Ay OSNILF A
'y R LIt A (‘RThé dssayd i lthi§ BoBKXeibuted to an increasing debate

in Britain concerning empire and its aftermath.

The approach of the authors whose work appearsrirand the British Empire
differs markedly from the earliest accounts of art and empire which tended to be
descriptive catlbgues amplified with biographical det4flA key type of art that
scholars have addressed is portraiture. Portraits, have often been reproduced in
histories of the British Empiravhere they havdeen used to document likeness
of historical individuals. However, this is to treat historically specific portraits merely
as@A adz £ NBEFE SOGA 2y &, wkhiittledefod heing mag Misucl2 £ A G A O
textsto analyse differing relationshgpof power embedded within the evks. More
recent scholarship concerned with empire has built on the innovative social history

of eighteenthcentury art of the 1980s. One of the first scholars to analyse portraiture

39 Christopher Pinney echoes this assertion when he writes of artistic practice in the context of empire

Fa | WF2NXIFGAGS 1T2yS 2F RSO6IFGSQd tAyySe@ HnAnMOY HoO
40Barringer, Quilley, Fordham 2007: 7.

41 See for example, the fiveolume Oxford History of the Bish Empire and its Companion Series,

Jasanoff 2006, Darwin 2008, Mishra 2013, Tharoor 2017. Accounts of art and empire include Hoock

2010, Quilley 2011.

42 See for example, Archer 1979, Bayly 1990.
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Ay GSN¥xa 2F NIyl YR LR66SN gFa @mddAR {2f 1A
YIEYYSND LI Ay dAy FESol@rfdoeS hohwiitBirectiahoiiterapite, Y Sy @
but his analysis is relevant in that it shows how apt this style of portraiture was for
aggrandsing the British elite as an imperial ruling class. As will be disdusickey

had ambitions to make grand style public art both in Ireland and India. The feminist

art historian Marcia Pointon also discusses portraits in terms of differential relations

of power and identity. I'Hanging the Head: Portraiture and Social Fation in
EighteenthCentury Englan@1993) she writes against the grain of patriarchal art
histories and in a series of case studies looks not only at fine art but also popular
forms such as prints. Neither Solkin nor Pointon discuss the question ofoarerp

and empire; nevertheless, by addressing issues of power, scholarship on colonial
portraiture benefitted from their approachln more recent art historyportraits are
considered as ideological constructs in themselgesh imagery produced within

the context of Empire has come to be considered itself as a kind of text, indicative of
social, cultural and political chand.Furthermore, colonial portraiturehas
frequently come to be seen as constitutive of the processes of Empire itself: a case
made nore plausible by the use of portraits inptbmatic gifting andn displays of

imperial powe.*°

Moving from a general discussion of art and empire to India, consideration of
the historiography of Irish and British art in India begins with the numerous
publications of the art historian Mildred Archer based on her extensive archival work;
she catalogued the collections of the Oriental and Indian Office, now known as the
laALFS tFOAFAO YR !'FNRAROIY [/ 2tftSOGA2yas 2F O
survey of Western art made in India ranged across natural history drawings,
landscapes and portraiture, prints and drawings. Of particular relevance to this thesis
is herindia and British Portraits 1771B25(1979). Archer estimated, that between
1770 and 825, as many as thirty professional portraitists in oils (including Hickey)

and twenty-eight miniaturists travelled to the subcontinent in search of patron&ge.

43Solkin 1986: 43.

44 Tobin 1999: 11488, Ray 2011:1898.

45 Eaton 2007: 18204, Eaton 2008: 6383, Eaton 2013: 1594, Pinney 2012: 23a1.
46 Archer 1979: 36.
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LG KIFI&a 06SSy &adzZasSadSR GKFG ! NOKSNRa 62 NJ
and persmal context as late imperial texts; they nonetheless remain an invaluable
resource?’ Pratapaditya Pal, Vidya Dehajia, Pheroza Godrej and Pauline Rohatgi, for

example, have all built on her work in their study of Western art made in fédia.

I NOKSNRAE | LIWNRFOK YIé 6S O2y(iN}aidsSR ¢
written extensively about British art produced in late eighteentntury India.
2 KSNBI & ! NOKSNRa YSUiK2R Aa KAAG2NRAOFE |y
and draws on anthrpology, postcolonial theory and studies of material culture.
Eaton focuses on the intersection of British and Mughal society, contrasting different
regimes of taste, value systems related to power and personhood, competing
concepts of cosmopolitanism, tutally specific forms of gifting and the agency of
art in colonial diplomac$® She draws othe scholarship of Bhabtia her analysis of
the ambivalent status of amworksas signs and symbols of an incomplete translation
of British culture in the colong Eaton considers, for examplife role played by
mimesis in the display and exchangéésternstyle portraits by Mughal leadepS.
By simultaneously mocking and mimicking British cultural practices, Eaton argues,
the Mughals opened up a space of rearste to colonial rule; thus, they could not be
W2 (i KS NB R CEatbrialsdagsesSad herdldof collecting and display in imperial
seltfashioning by both Europeans and Mughals, acknowledging the work of historian
Maya Jasanoff in this fieR.9 I G2y Qa 62NJ] KIFI & 0SSy KAIKT
particular use to the present thesis given that the period she covers correlates with

the time Hickey spent in India.

Another pictorial genre that played a key role in the context of empire was
landscag which accordingly also featured prominently in writing on art and empire.
Landscape in the form of mapping or surveying obviously facilitates territorial

expansion by supplying useful knowledge to colonial institutions. However,

47 Barringer, Quilley and Fordham (eds) 2007: 9.

48 pal and Dehejia 1986, Rohatgi and Godrej (eds)1995, Godrej and Rohatgi 1989. Rohatgi and Godrej
were bah involved in the staging of the exhibitidndian Life and Landscapes by Western Artists
(2008) that travelled from London to Mumbai.

49 Eaton 2004a: 8121, 8378, Eaton 2007: 18904, Eaton 2008: 63,75, Eaton 2013: P81l

%0 Bhabha 2010:-12, 12223. Eaton 2004a: 816!4.

51 Eaton 2004a: 839, Eaton 2007: 200, Jasnaoff 20066: 32
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landscape is also impliead in the visual appropriation of land through its

representation. Early scholarship by John Barrell considered the English landscape in

terms of ideologies of class. W. J. T. Mitchell broadened the issues raised by Barrell

to embrace the imperial dimemsn52! 1 S& GSEG A& aAlGOKSEfQa A
WLYLISNRARFE [FYRaAOFLISQY Lzt AAKSR AY wMppnI &K
outwards through new territories, the exploration of foreign land is accompanied by

a renewed interest in the home landscape. Thilie intersection of the medium of

landscape and discourses of empire is a-tmay proces$? The field of study of

imperial landscape has developed since Mitchell wrote the essay, with for example a

major exhibition of the work of landscape artist Willidhodges,William Hodges

17441797: The Art of Exploratiataged by the National Maritime Museum in 2004

FYR GKS Llzof AOF GREMSKRFI tW2KIYY R NRISIHISEYQAE. NR G A
Culture 17451820in 2011.

{ OK2f I N& 0dzA f RAY 3 sBgdestedihatOrkiigetcon@d of 62 NJ Kl @
late-eighteenth, earlynineteenth century Britain and its colonies, tlusocesswas
mediated via the picturesqué® Further claimsunderlining the intersection of
discourses of empire and nationhood, as mediated througiudaape, have been
made for the picturesque in terms of British colonial identityThus Jeffrey
Auerbach argues, thepA O dzZNBS & lj dzS | SAGKSGA O usKthd LISR (2 dz
YEye NBIA2Yyad 2FORNBIdAMNAIGYK aBEQVYRNED aSyas 2
Likewise, John Crowley suggests that the conventions of the picturesque, permitted
disparate regions to be aligned, reinforcing a sense of British imperial domirtation.
For lan McLean, it was the flexibility of the picturesque as constitutive of both
national and colonial identity that led to itsuOOSaa & WIy NI 2F (GKS

Britishrborn residens of the coloniests conventions served as a means by which an

52Barrell 1990, 1991.

53 Mitchell 2002: 517.

54 Auerbach 2004: 48, Crowley 20115 2See essays by lan McLean, David Hansen, Michael Godby for
discussion of this topic in Barringer, Quilley, Fordham 200-383853, 8499.

55 See for example Ray (2013), Barringer, Quilley and Fordham (eds) Z@@y,Aeerbach 2004.

%6 Auerbach 2004: 47. See also Crowley 20kt:®@ a dzOK 2F / NRgf S&Qa o2 N]J
J.G.A. Pocock who has argued that Britain itself was a cultural construct dependent for its identity on
its interaction with its wider EmpitdPocock 1975: 6628.

57 Crowley 2011: 2.
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otherwise threatening landscape coultk visuallyappropriated ina reassuringly

nostabic manner. By extension, these conventions permittethithe foreign and

strange to be described ifamiliar terms to anaudiencein Britain®® By contrast,

Romita Ray argues that picturesque views of disparate colonial landscapes are
neither homogenous or even strictly British but rather WSY YS& KSR Ay
ambivalences of bein@ 2 f 2%Goind b@y®nd consideration of the picturesque in

terms of landscape, she analyses performance, spectacle, portraiture of Indian
royalty and material culture such &sard games and toys within its terms. Drawing

2y . KFIoKIQa ARSIFIA 2F ARSyGAde +a Reyl YA
account of the picturesque as constitutive in constructing a British colonial identity

both at home and abroafP

Thus, thesuniving paintingsmade by Irish and British artisis India have
been treated in various ways. Where this thesis departs from existing literature is in
the consideration it gives to art produced in Ceylon. With the exception of
contributions to exhibition atalogues by the architect and art historian Ismeth
Raheem and art historian Rajpal de Silva, little has been written about Western art
practice in Ceyloft This may be simply due to the fact that whereas many
professional artists travelled to India, vew went to CeylonThe bulk of Western
art representing Ceylon in the first half of the nineteenth century vim§act, made
by soldiers, most of them officerdNicholl, being a professional artist, was an
exception in this respeciGiven the paucity o&rt-historical literature concerning
/] Seft2ys Y2NB 3IASySNIf GSEG& &dzOK | a
RNl gAy3az OGN @St gNAGAY3IS o020FyAOlf a

C\
o

A
contribution to the global imagining of empire have proved invala&bOf further
use for the point of comparison of Ceylon with India, has been literature that

considers Western responses to Indian art and architecture, for example, the work

%8 McLean 2007: 26.

% Ray 2013: 11, 259. Unfortunately, Ray who works in America uses the terms British and English
interchangeably with little reference to the Scots or Welsh and none to the Irish.

80Ray 2013: 989, 259.

lwl KSSY mMpyczZ {Af@dF RS mphpyd® wlk KSSY KFa | faz2 Llzo
time in Ceylon. Raheem 2017.

62 See for example, Sloan 2000, Mitchell 2002, Leask 2002, Arnold 2005, 2008, Bonehill 2009, Ray
2013.
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of Partha Mitter and Tapati GukREhakurta and that of Saloni Mathur who exansne

the role of colonial art education in Indt&{ dz2 A (1 { A Aslahdix) BRitaN,ISK Q a

Lanka & the Bounds of an Indian Ocean Col@®13), establishes the colonial

specificity of Ceylon and offers accounts of Ceylonese land and its ancient cities tha

FNE @AGlIE (G2 RAaOdzaaAz2ya 2F bAOK2ffQa 62NJ @

Scholarship concerning portraiture, landscape, art and empire is all directly
relevant to the present thesis. Of further concern is how the particular period in the
history of the British Empire, that formsdHramework of the thesis, is addressed in
GKS fAGSNY GdzZNEP® wSFSNBYyOS (2 91G2yQa g2N] 2V
Eleanor Hughes and Geoff Quilley have also focused on the later decades of the
eighteenth and early decades of the nineteenth teyT | GAYS GKSy . NAGLI
imperial strength rested in its maritime rather than its territorial empire following
the loss of its American colonies in 1782. Both scholars highlight the formative role
of the making and display of maritime paintings in tlenstruction of a sense of
Britain as an imperial nation; thus, underlining the mutuality of British nationhood
and empire as mediated by &t Further scholarship to be noted, that considers the
period between the 1770s to the 1830s, is that of literaripadars Hermione de
Almeida and George Gilpin who publishedian Renaissance: British Romantic Art
and the Prospect of Indig2005)%° The central thesis of this book is that the
WRAZO2OSNEQ 2F LYRALFY OdzZ G§dzZNBE dngeinihkS f+FGS SA
arts, inspiring the British and European Romantic movement while displacing the arts
and culture of the antique as central to the Western cafidmhe sole reference to
Indian art, however, is in the concluding chapter. Though the authors expher
response of Western artists to what they saw and experienced on travelling to India,
they do not discuss the reception of their art in Britain. Nevertheless, the study is
relevant not only in terms of periodisation but also it offers analyses opéietings
of both weltknown and less weknown artists such as Hickey. However, the authors

2FFSNI Iy +58483aYSyid 2F INIG2NLl & F& Ww2Yl yia

63 Mitter 1992, Guhalhakurta 2004, Mathur 2007, see also Kantawala 2012,

84Hughes 2007: 1393, Quilley 2011.

85 For reviews of this book see Tillotson 2007688 Silva de 2007: 283

B¢ KS ARSI 2F 'y WLYRAILY wSylAaalyOSQlala FTANRIG Y220SR
Renaissance Orienta(#950).
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from the last quarter of the eighteenth century, cannot be borne by the picure
Furthermore, there is a tendency to consider artists who worked in India in the 1770s

and 1780s as pramperial and more open to contact with Indian society than those

of later decades who are seen as imperial and more removed. As will be
demonstratedy G KS LINBaSyid (KSairAaszx Of2alsS addzRe ;
such a cleacut demarcation; it highlights the uneven nature of change from place

to place as British interests in India became increasingly colonial in orientation.

The present theis enhances attiistorical research concerning art, empire
and India. Hickey was active in India at a specific moment in Andian relations
as the fluidity of contact based on commerce and trade gave way to increased
distancing consequent on conqueasihd territorial expansion. As noted above this
OGN YyaArdGA2y OFNASR FTNRY LI FOS G2 LXIOS Iy
only of interest because it straddled this period of change but also, he was active in
two very different Presidency toven Calcutta and Madras. Illuminating comparisons
and contrasts may therefore be made as regards the function of Western art in the
two towns. The thesis also broadens the scope of literature concerned with Western
art and empire by discussing landscapemgeand Ceylon, a country rarely included

in such research.

Section Three: Ireland, Art and Empire

Where this thesis also breaks new ground is of course in exploring art and empire
with specific reference to Irish artists. As previously noted there has bdendency

in the past to subsume Irish art history of the colonial period as a marginal sub
section within British art history. The first work to essay an accurate account of Irish
NI FyR NIAada Bittidnary df frish Q\Ridtp(blishell @ jtviol Y R Q &
volumes in 1913, which remains a standard work today. A scholar and acting director

of the National Gallery of Ireland, Strickland believed in a distinct Irish School; thus,

he considered his dictionary to be both a resource and a form ofesxd

Nevertheless, aware of how the art worlds of Ireland and England intersected,
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Strickland included biographies of both Irish artists working abroad and English

artists working in Irelandn 1904, the art dealer Sir Hugh Lastagedhis Exhibition

of Works by Irish Painteksi [ 2y R2y Q& DdzAf RKFf € ® / 2YLINRAAY3
presented a broad range of art made by Irish artists to the English viewing @plic.

the means of his exhibition, Lane may have hoped to highlight theeexis of a

RAGZGGAY Ol WLNRAK {OK22ftQ 2F | NIX o6dzi Ay LNBfI
of the Irish Free State, much of the art shown was denigrated as col@helfirst

exhibition of Irish artmade during the colonial period to kectivdy promoted as

more than a meresubset of British artlrish Portraits 166860 seen in Dublin,

London and Belfast, was not held until 1969. In the accompanying catalogue, Anne

I N221aKFy]l] FTYR 5SaY2yR CAUGI DSNIftROSNRGS GKI |
NEGSIE || y20 AYyO2yaARSNIOtS FIFOSG 2F 6KI G Az
WiKS LNRAEAK TIFOSG KIFa 0SSy f'SandlarsdagréiydzOKSR S @8
Ay NBOSyl RSOIRSa ¢gK2 KIFI@S Fylrftea®R GKS LI N
mid-nineteenth century art practice include John Turpin who has explored the

development of art education in Dublin and Eileen Black who looks at how art

practice developed in Belfa&2014 saw the publication of the fiwelumeArt and

Architecture ofireland; Volume Il,Painting 160019006 KA OK o0 dzAft R4 2y { G4 NA C
pioneering work offering an account of both Irish art practice of the period and

I NI A adaQ Pairtisg3 6010100R dstallishes the specificity of the Irish art

world while drawingattention to both the influence of European art practices and its

close ties to the English art world.

Other scholarship that not only situates Irish art within a local context but also
considers the work that Irish artists made outside Ireland, for examp France and
America, is that of Fintan Cullen. Rather than the prevalent Anglocentric focus of Irish
art history Cullen also makes illuminating comparisons and contrasts between the
visual culture of Ireland and ScotlaftiBy turning eastwards, to stly the work of
Irish artists made in Southern Asia, the present thesis aims to broaden that scope.

One of the few studies of eighteenttentury Irish portraiture to move beyond the

67 Crookshank and FitzGerald 1969: 11.
88 Turpin 1986, 1990, Black 2006.
89 Cullen 1997, 2004, 2005, 2012.
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dza dzI £ Y 2 y 2 3 NThedksh Ka&€004)zihictSoff@sian overwieof Irish
portrait practice across a wide time span from the end of the sixteenth century to
the present day. In this study, Cullen introduces a topic concerning eighteenth
century Irish art and the colonial situation that is directly relevant to a dsonsof
Hickey: the question of conflict and its consequences for art practice. The conflict in
guestion is the failed rebellion in 1798 of the United Irishmen. Mediated through an
FyrFrfeara 2F GKS NI LN OGAOS 2 MHaniltbrO1 S& Q&
(17401808), Cullen demonstrates how the threat of conflict resulted in a sense of
uncertainty amongst artists as regards the future of their profession. He also
highlights the use of portraits in political propaganda by both the administratiah an
the United Irishmer’® More recent studies by Mary Clark and Jane Fenlon have
looked at the role of viceegal portraiturein Dublin Castle anthe Mansion House

and the serial display of regalucaland judicialportraits in the Royal Hospital at
Kilmahham respectively, in reinforcing ideas of colonial power and domindtion.
Chapter three of the present thesis examines the use and display of official portraits
made by Hickey in Madras; thus, it both contributes to and develops such

scholarship.

Recentresearch on Irish art also sheds new light on the picturesque, which,
as already noted, was a key term for the discussion of English domestic and colonial
views. Likewise, the picturesque tour subsequently became a means of experiencing
the Irish landscapwith designated routes inspiring many painting€C A y 2t I n QY| vy
FylFfeasSa GKS LNRARAK LIAOGI2NBaldzZSE Ay GSNXa
more particularly its status as a colonised ldd&hel NHdzSa GKIF G WaSSAy
& F  LIA Ol dheIseSponkilility DisSaing it from other perspectivies
particular from that of docalperson’* In other words, the framed view as mediated
throughWesternconventions of landscape not only gave the artist licence to include
or modify picturesque features at will but also to exclude anything disagreeable,

threatening, or suggestive of oppression and conflict, thus distancing the spectator

0Cullen 2004: 1481.

" Clark 206: 61-89, Fenlon 2016: 1797.

2hQYlLYS HampY ynZIX hQYlIYSY Hanmo®
BhQYlLYS HAMOIZ HAmMp®

“"hQYlYS HAMOYHO®
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from the land and lie reality of life for its users. This of course applies equally to
English landscape views whithquently excluded evidence of the economic use of
the land and the plight of the rural poor. However, an extra layer of meaning is added
in a contested coloial landscape such as Ireland, when the landlord, who may also
be a potential patron, differs from the local not only in terms of class but also
confession and ethnicity; in Ceylon, race is a further critical distincAsnwill be
discussed, Nichbl Adschpe views are naasily aligned with the conventions of
the picturesque. Nevertheless, due to its wide social currency, and the fact that its
use extended well into the nineteenth century, the picturesque, most particularly the
colonial picturesquesi an important point of compariso®ther fields relevant to a
RAA&A0dzaa A2y 2 cludd adti@afiataitiiopofraphicilSEdies.

The wo artists to be discussed in the thesis are rarely studied. Both Hickey
and Nicholl have been the subjeat$ biographical accounts, such as articles that
appeared inStudies: An Irish Quarterly Revidy George Breeze and Martyn
ly3aft S&A&SIF NBaLISOuA@Stes Ay mMdpyo YR MdpyHd . NJ
Hickey174mMy Hn Q AY wMpToIX ¢gRAEIOS BFOKSESyd!| & diNK $ IXKd
WI yRNBEG bAOK2ffY I NOAAGE ¢SFOKSNIFYR ¢NI @S¢t f
work have also appeared in exhibition catalogi®e®f the two artists, Hickey is the
subject of the most scholarship; nevertheless,sitnot extensive. Pointon briefly
discusses one of his paintings in her examination of the work of lessknadin
artists’® Archer, who includes Hickey in her account of portraitists active in India
between 17701825, offers the most detailed account aftcareer, both providing
biographical information and allowing his work to be compared with his
contemporariesinIndi&{ 2YS 2F |1 A01S@8Qa LYRAIY LIZ2NINIAGE
Almeidaand Gilpifé! t a2 2F dzaS 6 KSy I &asandaps |l A01SeQ
of his contemporaries, those concerning Thomas Gainsborough {(IL729) or
George Chinnery (1774852), for example, provide useful comparative contexts for
RAa40dzaaAy3d KAa adefAraidrald RSOSE2LIVYSYyld yR KAA

5 See for example Bayly (ed.). 1990, Silva de 192&, ®mith, Brown and Jacobi (eds) 2015: 173,
175.

6 Pointon 1993: 99.

T Archer 1979: 204233.

8 Almeida and Gilpin 2005: 85,175,232296.
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asgStf Fa LIAGNRYI3IS 2F NI Ay 5dzoftAy | yR
Gg2 2F 1A01SeQa LYRAILFY LENINIAGE KIFGBS 0o°
CIYAfASE 2F 9YLIANBY ¢K2dAKGa 2y Fy LNRAK
Grigsby, published in 20182 KAt S RSGFAf SR aitdzRe 2F 1 A0]
analysis is somewhat problematic. A lack of contextualisation means that the article

has a somewhat abstract character, dealing generically with art and empire as such
rather thr y G KS &LISOATFTAO&E 2F 1 A01SeqQa OF NBSN
approach to his Indian subjects was determined by the fact that he was a colonised
subject himself® At no point in this thesis will it be suggested that the artists under
discussion diplayed an essential or characteristically Irish sensibility. By contrast to
DNAJaoeQa Saalexr +y Saale oe GKS LINBaSyi
¢ K2Yl a UohrONlo®ray,dCalcutta Merchant, attended by a Banian and a

a S & a S puBliShEdI016, situates the discussion at a specific historical moment

in Angleindian relations. Furthermore, it considers the visual vocabulary available to

Hickey in order to interpret embedded relations of power in the image in a
meaningful way. The operatioha @ f dzS 2F WLNRAKYySaaQ Aa | f

involvement with an Irish transnational network of patronage.

The wo artists, whose peripatetic careers are the focus of this thesis, differed
in terms of where they were from in Ireland, trainimgart practice and the medium
in which they workedA point of similaritypetween Hickey and Nichdigs in the fact
that both men came from artisan backgrounds: Hickey was the son of a Dublin
confectioner, Nicholl the son of a Belfast bootmaRelackim both monetary
support and family connections that could have facilitated the development of their
careers, the two men actively sought financial security throughout their working
lives. Though both were moderately successful, when the opportunity fasopex
advancement arose through travel within the British Empire, they took it. In other

words, they were enabled by empire

® Grigshy 2016: 529.

80 Grigsby 2016: 53.

B A01SeQa FFOKSNI 61 & | adz00SaafdzZ O2yFSOGA2ySNI o
1983: 156.
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¢CKS Fylfteara 27F 1 AOQjdfelland undessderesther OK 2 £ Q&
complexity and interconnected nature of empifEhe thesis is structured in such a
way as to highlight the role of geographical and temporal factors in shaping the work
and career of thewo artists. Thus, the four chapters move from Ireland to Catiaut
Madras and finally Ceylomheyare also organised chronologicaljowing contrasts
to be drawn between the earlier period of the nascent British Empire (with reference
to Hickey) and the later perioghich sawan established territorigEmpire suppded
by animperial bureawracy(with reference to Nicholl)The aim of the first chaptesi
to consider why Hickeypecame a travelling artist and howhis professional
experiences in Irelanshaped the formhispractice would take in India. Beginning by
comparing and contrasting the art worlds of Dublin and London, it then focuses on
| A O |@sh @adreer situating it in a colonial context, before considerirthe
emergence or otherwise dan Wnperial aestheti@n Ireland and Britain during the
last quarer of the eighteenth century. The chapter concluaéth an assessment of
0KS 2LISNI GA2Yy I f atdthef ainb of $h& eigteeNth Geiityhs dsa Q

RSY2YAGNI 0SR o0& 1 A01S@8Qa LI NIHAOALN GA2Y AY

patronage that linked Dublin,ondon Chinaand Calcutta.

/ KILIWISNI Gg2 O2y aArRSNBEwhchh&pebté QalcuthA NE G LIS N

the commercial and political capital of British India. It starts by considering the ways

Hickey may have imagined Indiafore setting sajlbased on prevalent conceptions

2F GKS RlI&dd ! O2yadlyid GKSYS GKNRdAzZAK2dzi (KS

never-ending search for patronage. Therefore, the chapter continues with an analysis

2F 14018804 F38y0Oe a4 KS y2i 2ybutelsoddAti 2y
|.

FOGAGStEe LINRPY2GSR KAYaSt¥F¥ |a |y SNHzZRAGS
discissed in the final sectigndemonstrate the uses of colonial portraiture.
Moreover, he was active in Calcutta during a time of transition as British commercial
interests in the subcontinent became increasingly colonial in orientatidis
paintingsthat indude Indiansubjects are therefore of interest, not least because

they offer illuminating insights into what was an increasingly contested economic,

political and cultural space.

l
NJ
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Contrasts and comparisons in terms of time and place may be made within
Hickce Qa 26y LINI OGAOS |a KAa TFAyIlLE adagre A
militarised town of Madras in southern Indiiladras was the first port of call for
most Irish and British arriving in India. Its distance from Calcutta is highlighted by the
fact that it took between eight days and six weeks to sail from one town to the other.
When in Madras, Hickeyceivednot only private but also public patronagkie to
beingthe only professional artist in the region at the outbreak of the fourth Mysore
War in March 1799. Chapter three, therefore, begins by examining the role of
portraiture in imperial propaganda at a time of military conquest. order to
administer newly conquered territories, surveys were carried out with the aim of
gathering useful knowledgédickey painted the portraits of military surveyors and
their Indian assistants; it is possible to analyse such group portraits in terms of
competing yet intersecting forms of botlivestern and indigenous knowledge.
Discussion of an unusual group portray blickey of three Indian women then
introduces further questions concerning knowledge, power and control of the

colonial body itself, as a British programme of smallpox prevention is considered.

The burth chapter focuses onCeylon, a countrithat has beenunder
discussed in scholarship concerning art and empirBroughout ths chapter
comparisonsand contrastsare not only drawn betweenb A OK2 f £ Q& S E LIS NJ
empire in Ceylon and that of Hickey during the earlier period in India but also
between Ceylon ad Ireland as both were colonisethnds It starts, therefore by
O2Y&AARSNAY3I bAOK2ffQa SIFENIé& LINFOGAOS Ay |1
as they pertained to his workihisanalysisleads on to a discussion of the role of
colonial art eduation, considering howt served empire by teaching mapping and
technical drawingbut alsohow through instruction inWesterndesignit benefitted
CNRGFAYQa AYONBFaAy3Ite AYyRdAzZGOGNARIFIf AaSR NI
time teaching ariat the Colombo Acadengemonstrates the rolef landscapen the
developmentof a political consciousnesamong a small section of theolonised
population Graduates of the Academy contributed to a jourvialung Ceylonyhich
in a similar manner to the radical group Young Ireland, valortbedhistoric

landscapeof their homeland The final two sections focus on Nicholl as an imperial
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traveller, considerig his watercolours, drawings and illustrated travel accoufss.
well ashighlighingb A O K 2 gdin@ iateréstyin botanical and antiquarian studies,
comparing and contrasting his Irish and Ceylonese practites, chapter also
O2y aARSNE K assprotused ked, fvich reached a large audience,

helped shape the wathat Ceylon was understood in both Ireland and Britain.

The work of this thesis represents a similar approach to Irish adenaluring
the colonial period as a recent exhibition held in Dublin. In 2016, as part of the decade
of commemorations, the National Gallery of Ireland staged an exhib@ieating
History: Stories of Ireland in Ad mark the centenary of the Easter Rig. In the
accompanying catalogue, Ruth Kenny discusses the depiction of conflict, both martial
FYR LREAGAOIEE Ay LNARAK FFNI® {KS SYLXKI
NEO2NRQ 2F KA&AG2NARO S@gSyidaz thuestionNIi Yy

A a

ax

of power, patronage and the expectations of the viewing public at specific junctures

(s}
(s}
P
Qx

AY LNBflFyRQa f2y3 02t 25 Shef contiBts thei 2026y a4 KA L) & A |

exhibition with Cuimhneacn 1916 (Remembrance 1916)aged in 1966, that

dispayed many of the same works. As Kenny notes, the stated aim of the earlier
exhibition was to document three hundred years of Irish resurgence through art. No

critical analysis of the paintings was offered that might suggest either the complex,

often contested meanings embedded within the works or why they were made and

for whom. In a similar manner to the aims of the 2016 exhibition, the present thesis

R2Sa y20 O2yaARSNI NI YIRS Ay GKS O2yGSEI

in terms of differatial relations of power. Where it differs is that it moves beyond

27

LNSflIYyRQa NBfFGA2YAKALI gAOK 9y3IftlyR G2 &Adldz
SYLIANBT GKdzax RNIgAy3ad FGdGSyarazy the LNBtIl yRC

consequences for Ifisart practice in the period under discussion.

82Kenny 2016: 60, 482.
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Chapter One

The Making of an Irish Travelling Artist: 17EDO

The chronological period spanning the latter half of the eighteenth century and the
first decades of the nineteenth saw many Irastists pursue peripatetic career paths.
During these decades Irish artists travelled to both Britain and continental Europe,
while others went further afielgjourneying within territories outside Europe under
British control. They left Ireland for varisueasons, including economic necessity,
the need for further training, career ambition and the search for adventure.
Travellng within the burgeoning British empire, artists, including theo tto be
discussed in the present thesiended to follow estabshed commercial, diplomatic
and military roil Sa® ¢K2Yla | A01Se F2f{ft26SR GKS
trading empire to India and China, while by contrast, Andrew Nicholl left Ireland for
/| Set2y G F GAYS 6KSyYy . NR yéstahishéd bui SNR G 2 N.
supported by an imperial bureaucracy that afforded him the opportunity to travel.

| A01SeQa IyR bAOK2tfQa OFNSSNER KI@gS 7
understanding of both are the intersecting forces of commerce, empire atidm
Throughout the eighteenth century, Irish parliamentarians fought for equal trading
rightsg AGKAY . NR G AY Qa.!BoeRSgdthevet MNdménkuli $1 the Y LIA NE
1770s, ultimately leading to both improved trading conditions and the resolution of
certain constitutional grievances. The latter resulted in the Irish parliament gaining
the power to legislate for Irish affairs in 1782. However, thé90s became
increasingly politically unstablksading to the failedebellionby the United Irishmen
andsubsequenteprisals A cortaenation of events culminated in thenactment of

the Act of Union in801 whereby Ireland entered into a constitutional uniorthwi

1 Unlike Scotland for example, Irish M® K| yia O2dz R y20 AYLR2NI 3I22Ra R
empire; profitable goods such as tobacco and sugar weexported to Ireland from Glasgow. For an
2OSNIBASs 2F LNBflIyRQa f2y3 SRBKISSYyiK OSyiddcaNE &S
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Britain, resulting in the dissolution of the Irish parliament. The Union debates, in both

the Irish and British parliaments, underlined the extent to which questions
O2YyOSNYyAYy3d . NAGIAYQA GSNNARG2NRLFE SYLANB |yl
contemporary political discourse Problems of sectarian conflict, rural poverty,

absentee landlords andhe draining of capital fromthe country remained

unresolved, however, with the question of Catholic emancipation and latterly repeal

of the Union dominating political debate during the first decades of the nineteenth

century. By the middle of the centuiyeland was in the grip of famine; from 1845

51 around a million people died from starvation or disease, while a further million

and a half emigrated between 1845 and 1855.

t 2f AGAOFE YR SO2y2YAO AyadlroAftAde O2y (N
need to travel in search of financial security. However, their practices differed not
only in terms of time and place, but also in media, genre, training, patronage and the
length of time spent travelling within the wider British Empire. The form that their
practices took also differed. Social structures changed as the direct, personal culture
of the eighteenth century, based on flexible intersecting networks, gave way to the
increasingly institutionalised world of the nineteerttidickey was typical of hisne,
in that his career depended on building close personal ties with patrons, which in
turn led to further commissions. Nicholl had one or two important patrons, but in the
main was more removed from potential clients: marketing his paintings through
adwertisements placed in the press, exploiting technological advances in printing
which allowed him to masgroduce his images and promoting his work through the

illustrated press.

CHOG2NR SEGSNYyLFt G2 NI LINYOGAOS O2yi(GNAO
travel, but so too did factors within the Irish art world itseldevelopments in
flyRAOFLIS NI NBftS@GIyd G2 || RAaOdzaairAzy 2F b
chapter four of the thesis;he am of the present chapter is not only &xplore the

scacial, cultural and economic factors that encouradg¢idkeyto travel in the latter

2 Bartlett 2004: 825

3 Jackson 1999: 69, Bartlett 2011: 284.

4 See Retford 2017: 3%4 for a discussion of the importance of taverns, clubs and coffee houses as
places for men to meet and make connections that would facilitate their careers.
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decades of the eighteenth century but alsonwestigate what it meant to be an Irish

artist at that date in terms of both spatial and social mobilitythis chapter will

therefore begin bycompaing and contrasing the eighteenthcentury art worlds of

Dublin and Londonwhich, for geographical, political, social and cultural reasons

were inextricably linked. However, significant differences did exist, for exanmple

terms of scale,training and patronageall of which phyed a determining role in

I NI A&adaQ RS Jhedocud yill be b Dubljibitesd Slickey received his

early training, sincdat was the centre of the Irish art worldut attention will be

drawn to the later development of art institutions ather Irish cities and towns with

I LJ- NI A Odzt I NJ T2 Odza Belfygst ih theieeerithréntug. ZheS (i 2 ¢ y
second section will consider portraiture as it developed in the period with particular
referenceto Hicke@ & LINJF OGAOS Ay LNBfIlIYyRYI KAIKEAIKI
and challenging the British colonial projedthe sectionconcludes by discussl

whether or not increasing engagement with the wider world through exploration,

trade and latterly territorial expansion in the last quarter of the eighteenth century

resulted in the emergence of a distinctively imperial aesthétieethird section will

notonyO2 Yy @A RSNJ WLNAAKYSaaQ a I YFNJSN 2F F
transnational network of patronag& A f £ KA IKE AIKG GKS 2LISNI G

as it pertained to social, economic and professional support for travellingtsart

Section One: Eighteenfientury Art Worlds in Dublin and London

Although Ireland startedfrom a lower economic basthan England, parts of the

country prospered during the eighteenth century.When considering the Irish
eighteenth-century art worldthe focus is necessarily on Dublin as it was the only city

with artistic institutions. This section therefor®2 y OSSN}y a | A 01 SeQa SI N
career.Dublin, the political, economic and cultural capital of the island, benefitted

from being theseatof both the Irish Parliament arithe court of thelordslieutenant

of Ireland. It was also the site @finity Collegethe only university in Ireland at the

time. Other important commercial and trading centres included the ports of Cork and
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Waterford to the souh and southeastrespectively and Limerick in the souiest.

All of these cies benefitted from the arrival of people and ideast only from
England, Scotland and Wales but also from continental Euiidpey also had access
to major intellectualand cultural developments in Britain and elsewhetenks in
part to an expanding book and print tragehich in turn received encouragement
from the foundationin 1731of the Dublin Societfor the improvement of Husbandry,
Manufacture and other Usefulrs and Sciences, one of many learned societies
founded in cities across Europe during the eighteenth centamgthat of the Royal
Irish Academy in 1785which encouraged the study of science, literature and
antiquities® As the century progressednembers of thelrish aristocracy such as
James Caulfield, first Earl di&@lemont, Frederick Hervey, Earl of Bristol &@ishop

of Derry and Joseph Leeson, Earl of Milltown went on the Grand Tour. Not only did
these men return to Ireland with collectigrof art but they also offered patronage

to Irish artists studying and working both at home and abroad.

By contrast toDublin, Cork, Waterford radl Limerick, Belfasin the north
remained a small townowned in its entirety by the Earl of Donegaluringthis
period. A further difference, which would have consequences for the patronage of
the visual arts in the town, was the presence ofestablishedniddle class. Initially
the core of ths middle class comprised wedducated professionals, including
Presbyterian ministers andmedical practitioners. However, athe century
progressed, the mercantile expansion of the town resulted in its transformation from
a largely professional class to a commercial®he. (i dzZNYy Ay 3 LR AY (G AY
occurred vhen the White Linen Halbpenedin 1784 as a trading centre and
exchange. As the linen industry expangadrowthin provision industries and rise
in numbers of merchants and shgwners followed. Thanks to the wealth generated
by the linen industry cultural life in Belfast began to flouristt785, saw the
foundation,for exampleof a Society for Promoting Knowledge, renamed the Linen

Hall Library in 1788. During the first decades of the nineteenth century, Belfast

5 The English Copyright Adt 709 did not apply to Ireland; thus, there was a healthy reprint trade:
books and periodicals were copied and were in turn cheaper than the originals. Kennedy 2012: 356
75.

6 Beckett 1969: 1782. Bartlett 2011: 14.

St Tl
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enjoyed a jriod of unprecedented gneth. Intellectud and political life therevas
dominated by former United Irishmen, many of whom had been radical
Presbyterians from Belfast, and who now campaigvigdrously for political reform,
including Catholic emancipation1821 saw the establishmé of an hfluential
scholarly societythe Belfast Natural History Societwhich became the Belfast
Natural History and Philosophical Society in 1842. Nicholl was an early member as
was his most important patron and exact contemporary, James Emersen,Sat
James Emerson Tennéhf selftaught artist, Nicholdeveloped his early practice

within this intellectual milieu.

Artistic life is something that distinguishes Dublin from Belfast in this period.
One obvious difference was the presence of anecimcy that offered patronage to
ambitious artists; Dublin also differed in making provision for art educaburolin
was far from the cultural wasteland it was claimed to betly Revd. Dr Samuel
Maddeniy mMTod 6KSy KS SELINSDpfavdyRarsivk Shallhave K (i K |
an Academy for Painting and Sculpture set up even inWhsternDesert of the
2 2 NI° Rdwever,lreland, in a similar manner to England, had lagged behind its
continental neighbours in the formalising of art education and pcaciA key role
was played here bthe Dublin Societythe aim of whichwas to improve economic
conditions in Ireland not least by disseminating knowledge and new ieHse
founders of the Dublin Society, notabl§adden,not onlypromoted thecommercial
usefulness of bdt the fine and decorative arts, baiso emphasised that a formal
OGN AYyAYy3 Ay GKS FNGa g2dAZ R F2a0SNJ RA&OSNJ
Df 2 NEe@andi} By 1740, the Society was awarding annual premiumsjedrby
Madden, for both painting and sculptuté. From 1746, the Irish Parliament, gave

7 See Wright 2013b, for a comprehevesiappraisal of these 01 f f SR Wy I GdzNF £ f SI RSNA
8 James Emerson was educated at Trinity College Dublin. Abandoning his studies, he fought in the

Greek war of independence. On his return he was called to the Bar in London but never practised. He
married the daughter of William Tennent, a prominent menchén Belfast and former United

Irishman; taking his fathen-t I 4 Qa & dzNy I YS® |I'S OF YLI ATy SR F2NJ LI2f )
returned for Belfast as an independent Whig in 1832. Anglesea 19822.1B6r details of his later

career, see thesis chigr four, p. 184, footnote 59.

9Madden 1739: not paginated.

0 Turpin 1990: 106.

1 Madden 1731: 13.

12 Madden 1739: not paginated, Turpin 1990:110.
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FAYEFYOALFE &AdzZLILIR2 NI G2 GKS,ifciadhy thel dailg SRdzOF (A 2
schools which pupils now attended free of chatgdhe Dublin Society Drawing

School wa established in the same year; links were made ricegistingdrawing

school run by Robert West which was absorbed into that of the Society four years

later** The school was later divided into three sections to consist ofRigeire

School under Robert @ét, the School of Ornament and Landscape formed in 1756

under James Mannjrand the School of Architecturestablished in 1764 under

Thomas Ivory. A School of Modelling under Edward Smith was only added it1811.

The Society schools were to remain at ttentre of Irish art teaching for over a

centuryl®

Dublin remained the only city in Ireland tdbenefit from a government
sponsored institution dedicated to the teaching of amtil the early nineteenth
century. In1816 private individuals establishedhé¢ Cork Society for Promoting the
Fine Arts providing the impetus for the establishrheha School of Art in 1818 In
contrast to its flourishing intellectl life, Belfast developed no art institutions before
the 1830s. The first exhibiting society, tBelfast Association of Artists was founded
in 1836 with the landscape artist Hugh FraZed82681) as president and Nicholl
serving on the committeé® The first dedicated art scol, funded by the
governmentthe Belfast Gosrnment School of Desigmas opened in 1849. Rather
than teaching the fine arts, its aim was to train local artisans as designers for the local
textile industry The Belfast School was one of twenty two such institutions founded
in Ireland and Britain from 1837 to 1832 In 1852, shools of design were

established in Waterford, Cork and Limerick.

B Turpin 1990: 106, 111.

¥ Hodge 2008:10.

15 Painting was not taught in Irish art schools until 1823 with the formation of the Royal Hibernian
Academy.

16 Drawing schools with a utilitarian purpose were established in Glasgow 1754, Edinburgh 1760, and
Birmingham 176&2. Unlike the Dublin school hower, none survived on a lortgrm basis. Turpin

1990: 109.

17 For an overview of Irish art education see Figgis(ed.) 20:4023

18 Black 2006: 48. Largely due to public apathy the exhibitions were not a success and the society
folded in 1838. It was not uih 1879 that an exhibiting society was founded which endured.

9The Belfast School of Design opened in the northern wing of the Royal Belfast Academical Institution
which had opened a private drawing school in 1814. Black 2006: 16, Figgis (ed.) 2014: 24.
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Bycontrastto Nicholl, Hickeybenefitted from an academic education in art
practice in both Dublin and London as well as a sojourn in continental Eurgpe.
attended the Society schoglsvinning five prizesfor drawing between 1753 and
17562° Under the tutelage of Westvho was repted to have attended theRoyal
Academy of Painting and Sculpture in Paris, the Dublin Society School offered a
French model of istruction?! Rather than derivingrom the French Royal Academy,
however, this model recallethe principles of thetcoles gratuites de desswwhich
were well established in various regions of France by the middle of the eighteenth
century. Thisype of stool offered a free trainingn drawing to artisans, with the
aim of facilitating mercantile economic expansion, by improving not only the skill of
the craftsmen but also their taste; th&aining offered was intendedo be a
supplement to existing appreiteships not an alternativé&.In Dublin as in France,
pupils were taught drawing and draughtsmanship in the dry media of crayon and
chalk. Theyalso copied engravings and old master drawings, progressing to the
drawing of plaster casts of antique statuagnd received lessons in human
anatomy?® Thus, although undoubtedly practical and destgientated, the art
education provided by the Society Schools mediated between the apahiddhe
fine arts,there was no cleacut distinction between the twolf students in Dublin
wishedto pursue a careein painting, carving or modelling it was necessary to seek
an apprenticeship with an established artist skilled in the relevant discjghrewas
similarly the case for pupils at the French Royal Acadériihe reed for further
training often necessitated removal to Englarahd dfted students were also
sponsored to travel to Italy in order to further their studig¢hustravel formed an
integral part2 ¥ |y | NI HigkéyQnvas iriltsly fhogh A 76 HPB67, reaching

20Willemson 2000: 47, Breeze 1983: 157.

21 Drawing masters trying to establish themselves in Dublin often advertised French experience. James
Mannin was also trained in France. Hodge 2008: 10, Crookshank and FitzGerald 1969: 17.

22|n Dublin pupils attendethe Society schools twice a week for three hours and could thus continue
with an apprenticeship if they so wished.

2 The collection of casts was begun in 1751 with a gift of casts sent from Rome by Lord Charlemont.
Master drawings included works by Le Briatteau, Boucher, Ricci, Italian masters and Dutch
naturalistic subjects. Turpin 1990: 113.

2 Figgis (ed.) 2014:3.
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Rome inl762 and Naples in 1765Neither evidence of how he was funded nor any

works from his Italian sojourn have survived.

The majority of the pupils who attended the Dublin Society Schools were the
sons of artians and craftsmerHickey, for @mple, was the son of a confectioner,
while his contemporary, Hugh Douglas Hamilton (1808 was the son of a wig
maker. @Gaduates of theschoolsapplied the skills they had learnad a variety of
activities such as architectural drawing, mappingogucing deigns for the textile
industry and,as engraves. Others applied the grammar of decorative motifs that
they learned in the Sdol of Landscape and Ornamentdasigns for silverwork and
decorative plaster ceiling®.Some became landscape artists or portraitists; many of
the latter were apprenticed to miniaturist®aul Caffrey has estimated that at least
forty one miniaturists who worked in Dublin in the lattealf of the eighteeth
century trained in theSociety SchooK.Further graduates, including Hamilton and
Hickey, benefitted from their training in dry media and worked as pastellists. Pastels
although immensely popular were dismissed by the leadingladis 2 ¥ 0 KS RIF& | & W
fFRASa R2 6KSy (KSe& LI RAmbitiofiseanidtsip&irfedl NJ 2 6y | Y dz?
oils. However, in contrast to pastels, oil paintings were expensive and slow to
produce. The number of potential patrom&s therefore much smalleparticularly

so in Ireland.

Nevertheless, Hickeyarguably motivated by high ambitiortpok the
economic risk of moving from dry media to oil painting, and had largely alvesttio
pastels by the 1770d4Hamilton also painted in oils, but heontinued to produe
pastels until at least 1794€wing much of his success to the production of small oval
heads in the medium? Hamilton also differed from Hickey in thixtbm the outset
he had established a firm base of stocratic patronsOn leaving the Dublin Society
Schoo] Hamilton had initially found employment drawing the frontispiece for John
w2ljdz§Qa SadraS FaGftra omTtcecnd 2F GKS aly2N 27

25 Figgis 2001:260, Breeze 1983: 157.

26 Turpin 1990: 114.

27 Caffrey 2000: 26.

28 Sir Joshua Reynolds commenting on the work of the $istllist JeatEtienne Liotard as quoted

in Kenny 2008: 25, footnote 6.
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of Kildare, later the first Duke of Leins®¢ KA a gt a | YAt d2yQa FAl
the FitGerald family, the most important aristocratic family in Ireland, and through
them he also met the Conollys of Castletown How¥éliam Conolly, the Speaker in
the Irish Parliament, was a s&fff RS Y I y I #Hdple® and BeMJThoRas
Conolly,married into the aristocracy; his wife, formerly Lady Louisa Lennox, was the
sister of the Duchess of Leinst&oth families became important patrons. Hamilton
then moved to Lodon in 1763/64, whereworking as a pastellisthe met and
subsequently benetied from, a large number of upper class patrons who then gave
him further commissions in oils. Hamilton is not believed to have travelled to Italy
until 1781/2 where he stayed until his return to Duiblin 1792. His practice was by
then largely based owil painting although he continued to accept commissions for
pastels from longstandng patrons such as the FitzGeraltamilton was more
commercially astute than Hickey; by limiting his practice to those who could afford
to commission a portrait in oilsHickey hadreduced the possibility of ever
establishing a aaer in Irelandhat would offer financial securitythus prompting his

peripatetic career.

Although the Society schools offered Irish artisitee Hickeyand Hamilton,
an education in Europeaartistic practice the proximity of London made the city a
popular destination for ambitious pracitners seeking both further training and
more patronage than Ireland could afford. London had, by this tibemome a
thriving centre of mercantile capitaim, which explains the commercial approach of
its art institutions includingtte Society of Artistsf Great Britain, founded in London
in 1761, which becamthe Incaporated Society of Artists in 176Bowever,as a
powerful maritime nation, Britairvas @mpeting with other Europeancountries
trading in the Americasas well as th&Vest and East Indies. Trading interests were
increasingly intertwined with territorial and colonial expansion and consequently this
period was one of almost constant conflict tiveen various Eunpean powers

2PSNESIAD . NAGFAYQE 8dz0083aa 2y GKS Ay

Vw2l dzS g+ a | 1 dzAdz2Sy 20 OF NI23ANF LIKSN) 6K2 KFER | LINAY
School. He employed any of its graduates to illustrate his maps. The frontispiece was an important
commission as it was the visual introduction to the maps. Unusually, the 20 year old Hamilton has

signed his frontispiece. The FitzGeralds were a powerful landowning fantilgigtit Manors, a large

country seat at Carton in Co.Kildare and a Dublin townhouse. Hodge 2008: 11.
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mercantile and military prowess to be matched by art institutions to compare with
those of its great rival, France. ThusDecember 1768, the Royal AcadeaiyArts
was set up under theatronage of George IlIAfter four years trying to establish
himself as a portraitist in Dublin, Hickey left Dublin for London wherennelled in

the Academy schools as a painter1l Jue 1771 and his brother John (178G95)

as a sculptoon 20 Januani 77231

By contrastto the practical, desigfiocused, commercial aims of the Dublin
Society Schools, the Royal Academy providedacademic training, witlits first
president Sir Jshua Reynolds, delivering and publishing series of fifteen
theoreticalDiscoursedetween 1769 and 179¢owever, Reynolds could not ddo
addressing issues of the daycludingthe question of a national school of art, which
in its particularity, ran courr to his promotion of1 great universal art as advocated
in Discoursell (1770). Reynolds approached the subject of a national school through
a discussion of ornament, by which he meant such details as background and
drapery. InDiscourseVIl (1776) he mposed thafg KAt S WaSO2y R y Il Gdz2NEQ 2
as indicated by ornament must always take second place to primary or universal
nature in high art, ornament did have the capacity to indicate a local custtrich,
in its turn, might suggest the national charter of the work: ornament was therefore
worthy of consideration by the arf&.Reynold® | y thifs @iseith®e possibility of
a national taste that transcended that of an individual. Significantly, therefore, any
national school of art could now be proged without it being diminished as merely
local in comparison with the universal ideal.DiscoursdX presented in October
MTyn wSeéy2fRa LINRPLR2ASR | W{OK22f 27F 9y3fAakK
arts to a sense of national pride and distion when compared to continental

neighbours, particularly the Frenéh.

No less important, when attempting to raise the status of art practice in
England, wathe question ofhow to accommodate the role of trade in providing the

means to support the devepment of the fine artswhichReynoldsalso addressed

31 Breeze 1983: 160.
32Reynolds 1992: 19201.
33 Reynolds 1992:229.
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in his discourse. Hearned of the dangers of being consumed by commerce as an

end in itself®* What was at stake, given its supposed excesses and appetites, was
whether a commercial society like that of England could also be a moral one.
ReynolddINE Y2 i SR (KS NRfS 2F GKS FNIA&d a y
WLIS NF S O A 22%With b Fradidich OAhStOrg dinting in Britain, he also
endeavouredo promote portraiture and to a lesser extelandscape agreat at by

introducing the ambitions of high art into the genles wSey 2f RaQ I NHdzYS
effect did not, however, go unchanged. The Irish artist James Barry (1-1806),

an aspiring history painter, attributed the popularity of portraiture and landscape in

oy It yR (2 O2YYSNDOAIfT az20ASGe8Qa RSaANB :
landscape view, for example/as simply a portrait of possessiqms of land inviting
possessionan argument that resonates givenN& | A y QignpeliajesbbidSiona A y 3

at the time3® Hickey, like Reynolds, had grand manner ambitions for his art; by
positioning himself in the Europeamadition of high art he may have hoped to

escape thesupposednferiority of a provincial Irish identity.

Whilst the arts may have been deemembrallyimproving in both Ireland and
Britain, professional artists needed to sell their works. One way theydcattract
patrons was by exhibiting their work. In both Dublin and London, exhgptiactices
began to be formalised during the eigleteth century. Drawings by artists competing
for Dublin Society premiums were put on public display, for exarfiplbedres also
seived as quasexhibition spaces, where artistsuch ashe Irish landscape artist
Robert Carver (17391), demonstrated their skills in painting theatrical backdrops
and designing sef$.In both Dublin and London theublic could also visit arA a (0 & Q
studios and view works in progre¥sx A A A G 2NR (2 11 YAf 2y Qa

A\

could view portraits of figures who dominated public lifdDobliz. 0 KS | NI A ad Qa

ranging across the political spectrum from the charity preacher Rev. Wak&e Bl

34Reynolds 1992:229.

35 Reynolds 1992: 230.

36 James Barry, 1778n inquiry into the Real and Imaginary Obstructions to the Acquisition of the Arts
in Englandn Harrison, Wood, Gaiger (eds), 2000: @&&5 Barrell 1991: 4861.

hQYSSFS MyHcY mMpmo

38 Crookshank 1969: 16, Butler 2014: 1021

39 DrennanMcTier letters 198-9, Vol 1: 258, Vol 2: 348.
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Kirwan, through members of the potiil establishment, such &a®rd Moira, to the

United Irishmen] 2 NR 9 Ré | NR CA G1 3 S NIHbwevekfolldving NIi K dzNJ h Q/
the example of the Society of Artists of Great Britding first professional context

for exhibiing artcame with the establishmentn 1764 0f the Socigy of Artists in

Ireland, which, from 1766, held public exhibitionsa purposebuilt (the first to be

so, in either Ireland or Britaindp-lit, octagonalgalleryon William Streein Dublin 4t

Hickey exhibited three portraitaith the Society irl768, three in 1769 and five in

1770. In 1780, and by now in Bath, he exhibited a further two portraits with the

Society*? Exhibitionsin the William Street gallergontinued almostannually until

1780 when they were suspended for financial reasons. In 1800 the Society was

renamed the Society of Artists of Ireland and exhibitions recommefited.

Although Irish artistexhibited in Dublin, they also hoped to do so in London
at the Socity of Artists and the Royal AcadertfyHickey exhibited regulariy the
Royal Academy, showing fourteen paintings and seven crayon drawings if°total.
The much larger London exhibitions not only provitieshartists with opportunities
to attract new patons,but alsoafforded an opportunityto view stylistic innovation
andto be seen and judged by their peers. The importance of this expa® new
ideasis highlighted by a series tdtters written by Hamilton to the Italian sculptor
Antonio Canovg17511822)between 1794 and 1802Vhen he started writing the
letters, Hamilton had recently returned to Ireland from Italy where he had spent
more than ten years in the company of wealthy patrons on the Grand Tour astsarti
of repute, includingCanova, JahFlaxmar{1755 1826) Gavin Hamiltoii17231798)
and Henry Tresharfl 7521 1814) Hamilton lamented that being back in Ireland was
Wooddl £ Y240t 6AFEND SY¥P I 6 Kk orly Nate there hoadi$sa | NI QT

of talent but he also had nobodyith whom he could discuss art The limited

40 DrennanMacTier letters 1998, Vol 2: 348, letter dated 20 November 1797.

41Kenny 2018: 1-43.

42Breeze 1985: 14.

43 Appendix, Figgis (ed) 2014: 521.

441n 1777 the William Street exhibition hall accommodated its maximum ®&Xhibits. Kenny 2018:

30. By contrast the Royal Academy displayed 489 exhibits in 1780, rising to 1200 in 1797. Laffan: 2014:
18109.

45 Figgis 2001:200.

46 Hamilton 17941802 in Cullen 2000: 188
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number of written accounts existing today make it difficult to assess the critical
appreciation of the fine arts or the sophistication of potential patrons in eighteenth
century Ireland, and therefore to dedd 6 KSGKSNJ | I YAf G2y Qa O
justifiedornot4’L¥ |1 I YAf 12y Q&8 SELISNASYyOSa 2F (KS |

areset against the smaller seabf the Dublin art worldit is probable that they were.

In Ireland as in England tliee art market was a highly competitive business.
However, Dublin differed from London in the paucity of potential patrons relative
the population of artists. Artists did make their work more accessible to a wider
market byhaving engravings made after their images; prints could be afforded by
both the professional and middle classdsevertheless, as with paiimigs, the
aristocracy andgentry were the most important patronsLord Charlemontfor
example ownedan extensive collection of prints whilst Lady Louisa Conolly followed
fashionable practice in the 176@y decoraing a room at Castletown House with
cut-out engravinggasted on the wallsTheart market, dependent as it was on a
small circle of aristoatic patrons and members of the Dublin Society, was very

vulnerable to change.

In some ways, as already discussed, Irish artists benefitted professionally
from the proximity of Dublin to London but closeness also had its disadvantages;
aristocratic @trons for example, could choose tait instead to fashionable
portraitists in Lodon. Furthermore, as a rapidly expandiagd ncreasingly
prosperous city, Dublin attracted artists from elsewhere who competét Irish
born artists.One such artist wathe Swss painter Angelica Kaufmann (174807)
who, on the invitation of the thenokd-lieutenant in Ireland, \écount Townshend,
spent six months in Dublin in 1774 The arrival of Kauffmanim Dublin may have
O2 y il NRA 0 dzii SdRcisidreto leéake@rélabidr Brigland in the same yeataving
LI AYGSR ¢2¢6yaKSYRQ& LERNINIAG AY mMTCcdhpI | A
further prestigious commissions babne were forthcoming. During his sojourn in
Italy, Hickey had moved in artistic circles which ineth&auffmann, thus he was well

aware of her Europeawide reputation, and may have anticipated a desire by the

47 Kenny 2008: 19.
48 Breeze 1983: 160.
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Dublin aristocracy to sit to her, further reducing potential patronage for himself.
UnlikeKauffmann other visiting artists remained in Dubliarfconsiderable periods.

The English artist Robert Hen17521834)for example, arrived in the city in 1779

and stayed until 1789. Home was well connected and had introductions to the Lord

Chancellor and the Vigerovost of Trinity College amongstothé?d. 2 YSQa LINI OG A OS
in Dublin subsequently declined and he returned to London in 1789. A contributing

factor in his departure, which underlines the uncertain nature of Dublin patronage,

was the arrival of the American artist Gilbert Stu@i¥551828) inDublin in 1787.

Home then left London for India in 1790, his Indian career overlapping with that of

Hickey.

The vulnerability of the Irish art market, dependent as it was on a small group
of patrons, is further emphasised if the effects of the politicalabgity of the 1790s
are consideredThroudhout the 1790s Ireland was riven by confliculminating in
the failed rebellion of the United Bhmen in 1798. Meanwhile, Britain wabnost
constantly at war with at firsRevolutiorary and then Napoleonic Free. Britisifears
of a French invasion in support of the United Irishmesulted in the garrisoning of
approximately 100,000 troopis Ireland by 1798° Hickey, who returned briefly to
Dublin in 178, underlined thethen precarious nature of the Irishriamarket in a

letter written in 1797.

A number of friends soon gave rise to a promising career of practice in my
business, which continued in animating progress until the period of
threatened invasion from the French, which gave an instant turn in every
thought, directing it to national defence, and converted into martial
enterprise and ardour the spirit that had been attracted to the

encouragement of the art3t

Theenactment of the Act of Union in 18Q&sulted in the dissolution of the Irish
parliament.Once Dublin had lost its status as capitad dispersal of the aristocracy

and parliamentarians took place very quickly. Membership of the Dublin Society

49 Strickland 1913 vdL: 501.
50 Bartlett 2004: 814.
51 Hickey 1797, not paginated.
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dropped and patronage of the arts was badly affected. The Irish parliament had
supported the Societchoolsponsequentlywith the loss of state aid, the number

of pupils enrolled in the Society Schools decrea8edne of the fewartists to
withstand this sudden diminution in patronage was Hamilton, who until his

retirement in 1804 was the leading portraitist in the city.

In terms of artistic practice, the Irish art world in the first half of the
eighteenth century tended to look outvds to Europe, as is demonstrated by its
adoption of a French model of art education. By the latter half of the century the
Dublin art world had become inextricably linked with that of London. Irish artists
turned towards London both for further trainingnd access to a larger market.
Neverthelessas previously noted;onfidence in the development of the fine arts in
Dublin led to the construction of the octagonal gallery as a dedicated exhibition
space. However, a key difference noted throughout thistieacbetween the art
worlds of Dublin and London has been the question of scale, the smaller Irish art
market being very vulnerable to change. Ambitious artists, such as Hickey, who were
unwilling to supplement their fine art practice by employing the fatige of skills
acquired at the Society Schools, needed wealthy patrons. Driven by economic
necessity, Hickey actively sought patronage by travelling to Londorihe&mde to
Bathin 1776 where he remained until 178®Moderately successful in Bath, Hickey
then set sail for Indiaseeking further patronage i@alcutta, the commercial centre

of British India.

52willemson 2000: 107, Turpin 1990: 116.
53Breeze 1984: 893.
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Section Two: Portraiturand Imperial Aesthetics?

This section consideHickey2 @arly careetn Ireland,analysing his work in terms of

the canventions ofportraiture prevalent in the latter half of the eighteenth century

In addition to discussing his artworks as @uia art, his portraits will be considered

GAGKAY GKS O2yGSEG 2F LNBftlyRQa O2ft2yAlt N
British Empire. Thus, the images will be analysed not only as primary sources of

social, cultural and political knowledge but also in terms of differential hierarchies of

L2 6 SN CdzNIKSNXY2NBs (GKS SEGSyd (2 6KAOK &dz0
project or conversely challenged it, will also be addressHue section concludes

with an assessmentof th8 T F SO0 2y NI LINI OGAOS a . NRGI Ay
increasingly one of conquest and territorial expansibidthe nascent empire hae

a significant impact on artistic practicen other words, is there anything to suggest

the emergence of imperial aesthetics in the late eighteenth century?

Portraiture was the most popular genre loth eighteenthcentury Ireland
and Britain As the centiry progressed changes occurred in portrait practice both in
GSN¥ya 2F GKS RSY23IANI LKAOA 2F LI GONRYIF3IS o dzi
portrait.>* The scale and diversity of portrait production and circulation in the
eighteenth century was enormous, asrpraits were maden a wide range of media,
from oil paintings, pastels and sculpture to ceramics, embroideries, medals and
prints. From the 1750s therbadbeen a rapid acceleration in the commercialisation
of British, and to a lesser degree of Irishistc In both, demand for portraits came
not only from the aristocracy but aldoom the middleclasseswho now had both

the disposable income and the leisure time to sit for their portrait.

Scholars analysing eighteentbntury fine art portraiture irthe context of
NAGFEAYQa OKFy3IAy3a az20AStes KF@S FNHAzZSR GKI G

54 For an overview of portrait practice in eighteententury Ireland see Figgis (ed.) 2014:7%3n
England, Solkin 2015: 845, 186210, Pointon 1993 and 2013.
55 Pointon 1993: 1.
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century an ideological shift occurred, in that it was no longer adeqjuesido show

the public manjt wasoften necessary to hint at his private identias welf® Thus

art which drew on the antique, or classicism,idater came to be known, was often

tempered in both Ireland and Britain by the culture of sensibility which, amongst

other virtues, valued the family, motherhood, oneness with nature dme gimple

life.>” Although a constituent part of most late eighteentientury discoursesas

Markman Ellis has arguethe culture of sensibility intersected in a complex manner

with what was an increasingly industrialised and commercial sqéietychewel the

materialism of commerce, as paradoxically, it was also enabled ¥y ithe
significance of the concept of sensibility is that it permitted a society that was
increasingly capitalist in orientatigret anxious concerninthe prevalence of self

interest and luxury, to be considered a moral onetud, for example,could be

redefined in terms of a collective sentiment of benevoleyas distinct from theype

of virtue associated withan individual bound by duty, status or rattkWhen
attemptingtoexJNBaa | aAG0SNDa aSyairoAftiide Ay @
case of portraits of female subjectgho were believed to be innately at one with

nature. Furthermore the mainartistic signifiers of sensibilitguch aghe liquid eye

and blushestended to be gendered femaR8.Fancy pictures, narrative images and
aYlFtty WO2yOSNAEIFGA2Y LIASOSaAaQ 4SNB | faz f.

Irish portrait practice differed from that of Britain however, in that patrons
rarely @mmissioned conversation pieces. In her bodke Conversation Piece:
Making Modern Art in EighteertBentury Britair{2017) Kate Redford highlights the
popularity of the sukgenre in England amongst middle class and aristocratic patrons
alike8! She buills on the scholarship @#nne Crookshank when discussing the lack

of interest in conversation pieces amongst patrons in Ire@n@rookshank

56 Solkin 2015: 19207.

57For an overview of the concept of sensibilige Ellis 2004; for discussion concerning sensibility and

art practice see essays collected in Bermingham (ed.), 2005 and Rosenthal 1988: 219

8 Ellis 2004: 1349.

9ftftAad HAnnAanY Moy® ¢KS NBfl GSR 02y O0SLlicasaigty Wae YL
increasingly colonial in orientation will be discussed in chapter two.

0 Pointon 1993: 205, Rosenthal 2004: 563

61 Retford 2017:16€12.

62 Retford 2017: 10, Crookshank 1992: 18).
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maintains that no more than five conversation pieces in oils were painted by Irish
artists in the eighteenth centyrand that those artists who painted them did so in
England or further afield; she cites two by Hickey as an example, one made in Bath
the other in India, where small narrative portraits were much sought &fter.other
words, Hickey adapted his Irish ptice to the demands of the market as he travelled.
Irish artists did produce conversation pieces in the less prestigious media of pastel
and watercolour from the 1750s, but this was later than the development of the sub
genre in Britain® This later datanay be explained by the fact that in the first half of
the century Irish patrons tended to turn towards the Continent in artistic matters.
Crookshank, while admitting that the lack of interest in the-gelnre is difficult to
explain, suggests that therish aristocracy were unwilling to commission
conversation pieces as the characteristic informality of such portraits might reveal
GKS YanENBIMRe a20Alf SEAaAGSYyO0S (2 o06S8 TF2dzyR
opening them to criticism by their English coerparts as merely provinciéf.
In patraits of male sitters, the need to include the trappingsrank and
statustended to makdt more difficult for the artist to hint atlie private man. Two
portraits painted by Hiey within a year of each othdtustrate contasting images
2T UKS Lzt A0 YIyd az2NB20SNE (KSe y20 2yfe
conventions of portraiture but also highlight the use of portraits across the lIrish
political spectruml A O1 Se Q& SI NI ASad | ydaésyronldZI8I NI A 0 Ay
when heexecuted a sketch in bla@nd-white chalk of Charles Lucas, later Dr Charles
Lucas MRfig. 1.1) An active campaigner for the reform of the Dublin City Assembly,
Lucas hado leave Ireland in 1749 to escape imprisonment for sedifi He
subsequently trained as a medical practitioner on the Continent, returning to Dublin
in 1760 following the reform of the City Assembly along the lines that he had

previously advocated. As Lucas was still in exile, Hickey may have been am Lond

83 Crookshank 1992: 17.

64 Retford 2017: 3%.

85 Crookshank 1992: 20.

66 Crookshank 1992: 120.

67 The Dublin City Assembly, responsible for municipal governance, comprised the Lord Mayor,
aldermen, sheriffs and commons, the latter elected by the city guilds. Lucas campaigneeafier gr
powers for the commons.
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when the drawing was madd] K2 dzZ3K GKSNB A& y2 NBO2NR
a1SG0K gAGK AdGa ftAYySEFENI adetsS yR OF NBTdz
RSod G2 2S8SadQa GNIFAYAY 2rouhd/1770 KiSkeySrdmiefaA y { 2
further portrait of Lucas in oilffig. 1.2) Economic exigency would have determined

the form of the portrait,but the plain background and simple dress of the sitter serve

G2 F20dza (KS @GASgSNDa FadSyadazy 2y [ dzOl a
Parlianment in 1761 and had also #entered civic politics buhe wears neither any

insignia of office, noa wig; the informality of his attire befits a manf the people

and publisherothe/ A G A T Sy Riékey\Was dpylied thedest of his skill not only
totheOdzNI & 2F [dzOl 4Q KIFAN) odzi Ffaz2 Ay Aff dz
the white cravat onto the rightide of his face, while the lefide, although in

shadow, is carefully badK. This gives the portrait a warmtiwhich, combined with

GKS aArlidSNRa NBuggedtsddioh thé Edadigassioaake? yiedical
practitioner and the campaigning politicidoucas died a year after completion of the

portrait, but, such was the public outpaing of grief, the portrait was engraved and
2NYFYSYGSR ¢6AGK GKS &aA0G§SNDa OGANLdzSa 27
physic® Thus, although originally a private commission the image entered the public

domain.

On a different scale entirely wabe portrait of Viscount Townshend, lord
lieutenant of Ireland (176G2), commissioned by the Dublin City Assembly in 1769
to mark the passage of the Octennial Act in 176§. 1.3)%° The Assembly had
stipulatedthat Townshend should sit to an Irish artisand, as at the time, Hamilton
was in EnglandHickeyobtained his most prestigious commission to dagé. its
simplest, the Townshend painting a commemorative portrait of a public figure but
consideration of the site of its display adds another layfaneaning, underlining the
F2NXYIFGAGS NRBES 2F GKS AYF3IS Ay NBAYT2NOA
painting was displayed as one of a pair with a portrait painted by Reynald$6of
the Ear| (later Dukepf Northumberland, lordieutenant of Ireland from 1763 (fig.

1.4.). Both are largdull-length portraits with identical Dublirmade rococo giltwood

%8 Clark 2016: 96.
8 The Octennial Act provided for the calling of a new Irish parliament every eight years which for the
first time guaranteed regular elections. Beckett 1969:-301
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frames. No distinct viceegal iconography existed so both men are dressed according

to their Englishrankt¢ 2 6y 8 KSyY R A Yes, NarthumbdfaddNithe robBso

and regalia of the Order of the Knights of the Gartercontrast tathe Lucas portrait,

0KS aLSO0GlFid2N Aa SyO2dz2Ny 3SR G2 F20dza 2y (KS
of status. There is no suggestion of the prevatan. Viceegal portraits were more

usually paid for by the sitter and displayed in Dublin Castle. Political expediency

LX F@SR I fFNBS LINI Ay GKS !'aaSvyofiteQa RSOAA&
hoped to garner support from Townshend in the-going campaign for trading

concessions from Britaifhe Assembly then displayed the portrait alongside that of
b2NIKdzYo SNI F YR Ay 5dzofAyQad alyaizy | 2dzasSz (K
of Dublin since 1715. These were the first portrégtbe hung in the Mansion House;

no official mayoral portraits were commissioned until 179Zhus theBritish1 A y 3 Q a

representatives in Ireland dominated this civic space underlining where the real

power in Dublin lay!

Happenstance may have played a part in Blycwinning such a prestigious
commission but the Townshend portrait, displayed alongside one painted by
wSey2f Rax y2i 2yfteé dzyRSNIAySa 1 A01Se&Qa FoAf)
also the ambitious, public nature of his artistic aspirations. Harawnable to build
on the opportunity afforded by the commission, Hickey travelled to England, working

in London and then in Bath, before setting sail for India in 1780.

In his subsequent portrayal of colonial life in Indifickey did nobring an
WAYY20Sy i Skiséw sibpctsheStasddnditigned inhis response to
new people and places by contemporary conventions\Wéstern art practice
Indeed he expressed a conventional view of the superiority of European forms of
representation when, on his return from Chires first painter with the Macartney

Embassy17924), he wrote ofhis

hope of exhibiting to the Chinese judgement proof of the advancements

made in the arts from their cultivation in England and on that ground of

"0 Clark 2016: 62.
"1 See also introductiorp.29 and chapter four, pp.135 for an analysis of how the serial display of
portraits of powerful men could reinforce hierarchies of power and colonial domination.
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characteristic truth and fidelity of imitation | formed the expectation, on my
return also, to bring home such testimonials of identical representation of
things in that country as ight prove satisfactory to the inquisitive observe

and do credit to my exertion®

Hickeyworked in Ireland and England in the aftermath of the Seven Years War (1756
1763) when Britain began, increasingly, to look outwardeyages of both
exploration ad trade resulted in the importation of a vast array of goodbjch
included objects of visual interest such asstumes, textiles, paintings and ceramics
that excited much interest. This sectidherefore,concludes by considering whether
there is anysuggestion of an emerging imperial aesthetic in the last quarter of the
eighteenth century: firstly, in terms of a possible stylistic response by artists to non
Western material goods, secondly, in terms of the emergence of a celebratory or

triumphal imperal aesthetic as witnessed in the nineteenth century, either of which

YI® KI@S AyTFtdSyOSR (NI @SttAy3d I NIA&aGAQ

Natasha E@n has argued thatmetropolitan artists were compelledo
engagewith non-Western art forms, such an gagement constituting challenge to
the dominance of classicism, institutionalised and reinforced as a dominant aesthetic
08 GKS w2eél f | OIDiBcBursésEdtoy fecusesSon the exdiici Which,

A

a
W20SNI t2NISNRa 62N)] 2y OKAY2AaSNAS:
I S & G KvBichAirOtle eighteenth century, was thought to occupy a liminal zone

between home and the foreigff Such claims conceing the exotic resonatevith

KS FNBdzSazZ ¢l a (NI yAaEXNIBSIRI X FBoawilidk STV2 RS
0

a4 K¢

{FARQ&a RA&OdzaaAZ2Y 27T (K $he Wedkrs ynagvationdzy a G | ¢

Ol dzdiSli s 8Sy (KS 2SaGQa O2yiaSYLIi FT2N gKI G

in - or fear of- y 2 @S 1 like @xoti® may have been an unstallerocentric
aesthetic underpinned by cultural misunderstanding and misrecognibahit had

both longevity and capaausness: dferent peoples, mammade artefacts both old

2Hickey 1797: not paginated.

3 Eaton 2013: 222.

"4 Porter 2002: 395411, Eaton 2013: 23.
75 Said 2003: 59.



56

and new, flora and fauna; from China, India, the Pacific islands and the etiges o

Europe including Turkey and Moorish Spain were all considered within its terms.

If, as Eaton argues, the exotic posed a real challenge to academic norms, it
may have contributed to how Hickey both imagined and represented subjects he
encountered in idia and ChinaOne way to explore the exotic with a view to
assessing whether it did in fambme tocongitute an imperial aesthetics to consider
the widespread eighteenticentury interest in China. England traded with China in
tea, silk and porcelaiand as a result developed a taste for chinoiséti€Chinese
themed wallpaper ¢ften known as India papgrlacquerware, porcelain, costumes
for masquerades and the theatre all fulfilled a desire for the exotic. However, much
of what was known aboutChina in both Ireland and Britain was secédrahd
knowledge. The East India Company, in a similar manner to other European trading
companies, was only permitted by the Chinese to trade through Canton and then for
a limited period each yedr.What is at isge in deciding if a fascination for the exotic
amountstoafuly f SRISR WAYLISNRAFE | SaGKSGAOQTE Aa 6KS
was mainly due to its novelty value and to changing fasteornwhether there was
any significant intellectual or aesthetengagement in Ireland or Britain with Chinese
art and culture, such as might be comparatde¢he European Enlightenment interest

in Confucianism as a different belief systém.

It was unusual fowWesternartists to assimilate Chinese styles into theork
as Chinese art was perceived as artificial and unnatural. If they did, it merely served
to open them to criticism from European academics and connoisseurs wedded to
classicism as an absolute standard. Practitioners of the fine arts may have bden loat
to incorporate technical elements of Chinese art practice into their wbuk by
contrast, inboth Ireland and Britain, the demand for all things Chaesthin the
decorative artsvas enormous. In and around 1750, Joseph Ledsari,of Milltown
an Irsh peer and politician, commissioned a mirror with an elaborate and richly

gilded frame for Russborough Hou$g. 15). The mirror is bordered by two classical

"®Hevia 1995: 68, Porter 2002: 396.
"Murray 2013: 119120, Hevia 1995: 580.
"8 For a discussion of European interest in Confucianism see Hevia 198%. 68
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pillars but the bulk of the frame is not only decorated with Chinese heads and
pagodas, a pawnf dragons, a dove and naturalistic flowers but also employs a range
of rococo motifs including-curves and scrolls. Thus Ireland, China and France were
linked through the mediation of chinoiserie. Moreover, such was the pervasive
nature of chinoiserieits motifs were not limited to luxury goods. Items decorated
with Chinese designs ranged from Dublin delftware to the fretwork of service
staircases in some Dublin townhouses. Items specifically aimed aWistern
market were manufactured in Canton whilEuropeanrbased artists also met the
RSYIlI YR T2NJ WI dzii K @Waiteriad gpods &sdogihed Bith ehin@ssrid i & @
may be consideretybrid products. However, chinoiserie was not only tightligduh

to the world of commerce, trade and the decoratiggs but also tahe sensuality

and allure of the theatre. In addition, it was for the most part, gendered femiffine.
Women bought chinoiserie. Porcelain, for example, was associated with feminine
spaces and with the ritual of tea drinking. Moreover, withhe literary genre of

social critique, satirising of a taste for the exotic often featured a wof4an.

China and India were often elided in the latter half of the eighteenth century,
resulting in a fabricated, or as SgidtA 1 = WTFf 2 | { AOyiemt@® Slpgea S 2 F
0S0i6SSy GKS GSN¥ya WSE2GA0Q FyR W2NASyil
included Turkey and Moorish Spain her novelThe Absenteél812)the Anglalrish
I dzG K2NJ al NAIF 9R3IASG2NIUK al AN &dévastaiingS T I & |
criticism of excess and social climbing through the display of the exotic. Edgeworth

describesa gala held by her fictional Lady Clonbrdimys:

The opening of her gala, the display of her splendid reception rooms, the
Turkish tent, the Alhamlar, the pagoda formed a proud moment to lady
Clonbrony....her ladyship went gliding abogt most importantly busy,
introducing mylady this to the sphinx candelabra, and rfady that to the

Trebisond trellice; placing some delightfully for the perspectiethe

79 Figgis (ed) 2014: 262. For a discussion of the Irish artist Thomas Fry@anddNe RdzOG A2y 2 F W/
porcelain.

8 Porter 2002: 40%.

81 See Maria Edgeworth and her fictional Lady Clonbrony as discussed below.

82 Said: 2003: 11-89.
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Alhambra; establishing others quite to her satisfaction on seraglio
ottomans...imagining herself the mirror of fashion, and the admiration of the
whole world, lady Clonbrony was, for her hour, as happy certainly as ever

woman was in similar circumstaes83

9 R3S 4 2 NI Ko anly grésénfied a social critique butalso had apolitical
dimensionin its condemnation of absenteeism on the part of Esigliandlords in
Ireland. Edgeworth also highlightise differential relationship between the Engfii
and Anglelrish aristocracythe former considering the latter their social inferitr.
The Anglet NA &K [ Reé /f2yoNRye Aa W20KSNBRQ o0& KS

virtue of her accent but also through her display of the exotic.

Sofar, the analysis of the exotic, and more specifically that of chinoiserie, has
suggested on the one hand an interest based on the desire to possess the fashionable
and, on the other, curiag/ as regards the East. There is nothing to suggest an
aesthetic respnse inWestern fine art practice to the exotic. However, as she
develops her argument, Eatdaarns to India, consideringylughal miniatures and
glass paintings whose increasing presence on the-éighLondon market in the
1770s and 1780shebelieves posé a real challenge to the ubiquity of classical values
as a cultural norni® European interest in Mughal miniatures was not névom the
1770s however,as the interests of the East India Company in India expartte,
began to appear in the London markédce, often as a consequence of looting and
prizes® Mughal miniatureswvere collected in England by those who had travelled
and worked in India, for example Robert Clive and Warren Hastings, but also by
arbiters of public taste such as ReynoRisEaton @gues that Reynolds had to pay

4 A

FGGSydAaz2zy (2 LYRAFY FNIOT GKFEG KS WLINSAZONROGSHE

83 Edgeworth 1999: 26.

84 Edgeworth 1999: 5. This differential relationship is also referred to afov Ay / NR 21 aKIl y{ Q&
suggestion that the Angllvish aristocracy were loath to commission conversation pieces as such

images of Irish interiors could expose them to ridicule by their English counterparts. Se€pp 51

8 |t is difficult to quantify the numbe2 ¥ a dzaKFf YAYAl GdzZNBa 2y GKS YIFN]SaG
used very loosely in this period to mean anything imported by the East India Company.

86Such miniatures were originally preserved in albums but these were often dismantled and images

sold as singléems.

87 Eaton 2006: 243.
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RSY20S (KS NI NXR G%8Whistithete dzdo dpubt thaReydlds was | NI ® Q

aware of Indian, specifically Mughal aahd countedamongst his patrons servants

of the East India Company, therehsweverlittle in the Discourse$o support the

claim that he engaged in any thoroughly considered way with Indian art. Eaton

appears to suggest that by institutionalising and tolerating ExabnWesternart

Reynolds, as it were, neutralised any challenge to European, academic norms and by

so doing, plotted a course between the exotic and the imperial creating a modern
NAGAAK FSAaGKSOGAO GKIFG g1 & Ay3aNBIARYARKQ A2y

endorsement of empiré?

Conversely, it could be argu#itht Reynolds does not appear to viéastern
art as a potential threat to classical norms; rather, he acknowledges the usefulness
of art from all ages and places, that the formatianf (1 KS WLISNFSOG AF
enabled by attention to if° Thus inDiscourse/I (1774) Reynolds described what he

meant by a great artist:

Like a sovereign judge and arbiter of art, he is possessed of that presiding
power which separates and attracts eveexcellence from every school;
selects both from what is great and what is little; brings home knowledge
from the East and from the West; making the universe tributary towards
furnishing his mind and enriching his works with originality and variety of

invertions 91

wSey2f RaAQ FT20dza A& 2y GKS dzyAG@SNHEIf ARSI f
context, it is possible to consider his remarks as orientalist in the Saidean $énse

links power with the selection, control and drawing in of useful kreatge, which, in

AdGa Gdz2Ny FLOAEAGEFGSAE GKS FNIAaGQa F OGAcL
Furthermore whilst Reynoldsiames the various Western schools, Flemish, Venetian

and French,he does not distinguish those of thBast®> That is to say, he

homogenises the East. However, farcommentator who is usually prescriptive,

88 Eaton 2006: 244.

89 Eaton 2013: 57.

% Reynolds 1990: 170.
%1 Reynolds 1990: 170.
92 Said 2003: &, 11323.
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Reynolds iguriouslyvague as to how the artist should actually profit frémstern
art. In DiscourseVIl (1776) he makescomparisons betweertastern and Western
taste thatimply, at least in part, thaEastern art is overblown while peoples of the

East are unaware of their excesses since they consider classical simplicity to:be dull

What is approved of in the eastern nations as grand and majestic, would be
considered by theGreeks and Romans as turgid and inflated; and they, in
return; would be thought by the Orientals to express themselves in a cold and

insipid manne3

However, the only specific reference that Reynolds makesdiamnart or rather,in

factto Indian archtecture, is inDiscourseXIll (178% when he briefly mentions the

Barbarick splendour of those Asiatick Buildings, which are now published by a
YSYOSN) 2F (GKS ! OFRSY&@8Q IYR 4KAOK KS 0StASQO
ISYSNI f STTSOY%RePnoldsas rafeyfinghdtdti theildhdsdage artist

William Hodges (17487), who was active in Indimom 178033. Reynolds is not

N

interested in Indian architecture on its own terms but rather, underlines the potential

usefulness of knowledge of its desgjn Westernarchiteds.

One final institutional context within which paintings of imperial subjects
should be analysed is the exhibition spaceh@ars such as Eleanor Hughésve
drawn attention to the importance of exhibition spaces such as thog@eRoyal
Academy in encouraging the viewing public to imagine themselves as subjects of an
imperial nation. Eaton notes an increasethe number of paintings of imperial
subjects exhibited at the Academy throughout the 1770&hese would have been
seenby Hickey whpas noted abovegxhibited regularly in the Royal Academy from
1771 to 1776 However, it is to overstate the case when she suggests that Reynolds
KFrR G2 FOly2¢ftSR3IS GKIFG WAYLISNRLIFE adwmeSoda ¢
exhibitionary I 3 S yY"RAsHdghes, has argued, the significance lies in the

93 Reynolds 1990: 196.

94 Reynolds 1990: 297.

B9 G2y HnAN MO Ysidihere wereldven; M 70 dive; 1dnly one; 1772, three; 1773, two;

MTTNXY 2yST mMTTpZ GKNBST YR mMTTCc Fa Ylyeég a StS@gSyaq
O2YLI NBR 6A0GK | dAKSaQ FAIdzNBa F2N) mTtTtna (2 wmtyna 7
conservative. Hughes 2007: 140.

% Eaton 2013:56.
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juxtaposition of paintings of imperial subjects (Hughes discusses maritime paintings

odzi | 2R3AS4Q LYRAIY @ASga O2dAZ R Sljdztte o
views and portraits ohoteworthy Britons; this kind of juxtaposition in its turn
encouraged the viewing public to consider Britain both in terms of domestic and
overseas interest¥’ This is a crucial point as it underlines the constitutive role of
late-eighteerth century Britsh art practican the construction of a national identity
increasingly predicated on the mutuality of nation and emgfréNevertheless,

however important the constructive role of art practice may have been, it does not

add up to a specifally imperial aesthetic operative in British art in the late

eighteenth century.

Said has suggested that the eighteenth century was a time marked by
flexibility and possibility, wheWesternintuitions of the Orient andhe Oriental had
I WOK likegudalBy@¥ free foating sense of different plaseand the emotions
they evokedhelps to explain why it is difficult to pin down tim@tion of an imperial
aesthetic in the latter half of the eighteenth centuf$f. Insofar as there was an
I SaGKSGAO NBaLRyIeldnd brBritdink Bas Kr§dhy 20éfiked Qy
curiosity. Briiin had lost its American colonies in 1782 while its activities in India
were becoming increasingly colonial in orientatio®, A S & Qa NBalLRyas
tended to oscillae between one of celelation and converselypne of anxiety!°?
However,as will be shown in later chapterparticularly when comparing and
contrasting the portraits Hickey painted during his long career in India, a distinct
triumphalist approach had begun temerge inBritish art by the start ofthe
nineteenth century by the time Nicholl left Ireland for Cewn, it was well

established.
¢CKS | 06203S |V letrk dokkan Ir@lahd i$ shgfica®tdn®rat it not
only discusseBisL NA a K A Yl 3Sa Ay (GSN¥a 2F LNBflIyYyRQ

but also situateshis work within the wider context ofthe British Empire. It

9" Hughes 2007:1392.

%See also Quilley who draws attention to the mutuality of nation and empire, Quilley 20412.11

% Said 2003: 119.

10053id: 2003: 118.
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demonstrates how art may be used to both further and, alternatively, challenge the
imperial project. Furthermore, it is important to understand the visual vocabulary
available tohim because it is only by understanding the artistamventionsHickey

brought to his Indian subjects that such images may be interpreted in a significant

manner; as for example, in terms of differential relations of power.

Section Three: Irishness and Networks of Patronage

The importance or otherwise of A O 1YSLENREA K e Sidd e Bedwthist séction.

The following analysis will nai dzZ33Sad GKFG WLNAaAKYSaaQ AYRAC
sensibility but rathewill considemwhat it meant to be Irish in the eighteenth century

not onlyas a marker of difference but also in practical terms, for example in terms of

a20A1Fft YR aLIl GALFE Y2o0AftAlted ¢KS ljdzSaitrazy 21
he moved through the wider empire to India but also as he lived and worked in

London and Bath. Were the Irish in mhaon, for example, consideredherely

provincial rather than of a different natiatity? The demographics of the Irish middle

class in London in the last quarter of the eighteenth centuaye been studied by

Craig Bailey wihcame to the conclusion that Irish identity had a distinct operative

value of its owrt®? Such identitydependedon affiliations of kinship, locality, religion

and a sense of being Irish abro®d.This section will begin by considering the

guestion of identiy in relation to broad theoretical workdn orderto evaluate

A SeEQa 62N 2y EQBSENA 42 Xy SiiakaBar Odz2 | N L N

network of patronage will then be explored.

Identity, for all its ubiquity in contemporary theory, iscamplex concept
which is difficult to discuss when abstracted from particular contexts and even more
a2 a4 F GSYLRNYXf NBY20S® Ly (GKS SAIKGSSYyiduK O

as a way of defining peoples became increasingly imporiistinctfrom previously

102 Bajley 2013: 4.7.
103 Bailey 2013: 16G7.
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operative understandings of the concept of natiorbihlical or juridical terms, a new
sense of the nation as a political, territorial entiggan to emergeknowledge
gained from voyages of exploration and imperial expansimaped anascent sense

of national identity in Btain.!% Comparisons were made not only with other
European countries competing for territories overseas but also with peoples of the
wider world. Differential comparisons made with other parts of the world underlined
the specificity, andfrequently the d dzLJL)2 8 SR & dzLISNRA2NA Ge& 2 7F
However, aifficulty faced when considering eighteentientury identityformation

is how to reconde the widespread eighteentbentury belief in an irreducible
essence of national character and the individual on the one hand,amittihe other
hand,the demand hat has comencreasingly to inform moderscholarshipoday

that identity be understood akargely contingent and relativas performed within a

variety of contexts.

As Benedict Anderson has shown in his influential wdrkagined
Communities: Reflections on the Origin and Spread of Nation&li988) W LINJ V (i
OFLIAGIEAAYQ T lpoehtiofainationdl BonstiéuSnesk i @IS fede.

Anderson proposes that cultural forms such as the hovewspapers and
periodicalsall of which wereprinted in the vernacular and widely distributed by the

latter half of the eighteenth centuryfacilitated the imagining of the abstract
simultaneity of the national communiff’¢ K S A Y LJ2 NIi | y ©i®agigel ! y RS
community of the nation to the present thesis that it draws attention to the

formative role of cultural representation in the constructionf @ national
consciousness or identity. He discusses the written word but visual representation

be it fine art, prints or graphic satire must also be considefeiwil be highlighted

in chapter fourscholars in Ireland in the 1830®r exampledeveloed a sense of a

distinct Irish identity, albeit within the British Empire, through the validation of

LNBf I yRQa KAA&G2NRO infprinfsRaaadOdrawi8gd’’ Ayidersoh (0 8 O dz
RA&A0OdzaaSa GKS giddipaligcgl comunitylirgaginkdyas both

104 Nechtman 2013:8, Crosbie 2012:-37, Wilson 2003:-P9.
105 Anderson 2006: 6.

106 Anderson 2006: 24.

107 Chapter four pp.17477.
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AYKSNByGte f AYXNET6iRunitary RppréaghZbSduibekablgntatie
whendifferences within nations, including Scotland, Englafidles and Ireland are
erased. Each country becomes homogenised and internal, complex, regional
differencesthat were important in the eighteenth century, are ignored. Conversely
similarities, particularly in border regions, are glossed over. Transposed to the

colonies, other peoples are likewise homogenised.

More recenty however, scholars have developedl Y RSNE 2y Qa 62NJ] A
different directions Kathleen Wilsonfor examplejn The Island Race: Englishness,
Empire and Gender in the eighteenth cent(#903)departs from Anderson in that
she conceptualises both personal and collective identity in termseo$thte of being
different rather than similat®Wilson makes a crucial point, pertinent to discussions
2T | A Old&ernamatiodtBréugh actively seeking patronage, when she argues
that individual identity was determined in part by where one was @thavithin
differing social groupings, but wasso dependat to a degree on where one placed
oneself Thus, through individual agensgcial mobility was possiblé? She suggests
that the differential relationship between individuals and social groups wediated
in terms of religon, politics, geography, sotidity as well as class, gender, race and
nationality 11 Of further relevancenot only to Hicky but alsoto Nicholh @ 2 A f a2y Qa
argument that through the study of representatigndentity formation may be
understood as a histaral process. She suggests thatdxamining how peoplare
positioned within dominant regimes of representation,ompeting ideas of
difference and belonging in relation to nation, ethnicity and empire, at angive
moment, maybe explored!’22 A f 32y Qa4 F20dza A& YIAyfe 2y &gNR
must also be considered, particularly given that artists like Hickey and Nicholl
travelled overseas representing different peoples and places within, what were,

externalconventions oWesternart practice

108 Anderson 2006: 5.

109ilson 2003: .

10wilson 2003: 3.

1wilson 2003: 3.

12wjilson 2003: 4. See also Bhabha 2010-2£9.
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A complicating factor in the discussion of emerging senses of national identity
in the eighteenth century is the concept of Britishnesd)ich wasbelieved to
GN} yaOSyR GKS AYUSNYyIlItf RAFTFSNByOStie 27T
various countries to focus on what they had in common in comparison to external
lands: for example Protestant Britain as opposed to Catholic Europe, particularly
France'!® In this making of differential comparisonthe position of Ireland was
ambiguais. Not only waslreland geographically and, until 1801, constitutionally
distinct from Britain but the majority of its population was Catholic. Wilson argues
that a threenation senseof Britishness, excluding Irelajdeveloped:! Britishness
itselff however was a fragile conceptjsed interchangeably with Englishnéss.
Different again was the question of the colonial Briton. Scholars contribairey
collection of essaysSettlers and Expatriates: Britons over the SE@&H0), have
studieda crosssectian of British communities overseas, drawing oatthe one hand
the paticularities of different places and times while highlighting on the other, a
commonality shared by overseas Britotise perception that they were somehow
RAFTFSNBY (G T NERwho, WKilkely G, perddifed 2vgrieas Britons as
different.1181n terms of an overarching colonial identity in eighteenth century British
India, dippage between Britishness colonial Britishness and Englishness
undoubtedly occurred. David Washbrook, wrigi about eighteentkcentury
Calcutta, however, also underlines the operational importance of specific ethnicities,
including that of the Scottish and Iridk This distinction is relevant when
considering the importance of ethnicity to Hickey in seekinggraige in British

India.

Eghteenth-century concepts of identity are both complex and abstracty
then to understand Irishness, in a concrete manner ia ttontext of the British

Empire; & Irish artists worked and moved through its territories did their Irishness

113Colley 1992: 3146.

14wilson 2003: 11.

115 Nechtman 2010: 6, 19, Wilson 2003: 13115
116 Bjckers 2010: 9.

17washbrook 2010: 17804.

0 K



66

even matter? One way to begin is to consider natks of patronagé!® Networks

of patronage havéncreasingly come to be seas fundamental to an understanding
of eighteenthcentury society.Both Bailey as mentioned abgvend Barry Crosbie
have studied Iristransnational networks of patronagehich linked Ireland, London,
the Caribbean and southern Asid In the eighteenth century to act as a patron
indicated bothfinancial andsocial success. It also involved an element of risk, not
only in financial terms but also in regpdi 2 ¥ {1 Keputatidin.iINNRokS &f
patronage were based on a mutual sense of @til@n, responsibility and trusthe
latter being particularly impdant in the imperial context where communication was
poor and the rule of imperial law difficult to enforce. In small groupings the
participants were often linked by ties of kinship. In larger networks, as well as those
that involved the patrticipants in aitiple journeys throughout the Empire, ethnicity

also played a part.

Bailey has analysed a fragment of an Irish network of patronage based on the
legal profession in London. Centred on the Bourke, Burke and Hickey families this
network depended on bondsoth of kinship and ethnicity?® However, the network
was not confined to the legal profession. It had close ties to the East India Company
OKNRdzZAK GKS -boznYirdctef &aQréance SuINdn and also reached into
diplomatic circles through Georgéater Earl Macartneywho came from Co.
Antrim *21 In addition it embraced Irish writers and artist®he networkwas not a
closed system and included such influential English figuré&egaolds amongst its
contacts. Whiled RY dzy R . dzNJ SQa &\Bany & avéllkkiown, btherf  WI Y S
artists who benefitted from association with the network included George Barret
(c.173284), John and Thomas Hickey and Martin Archer Sh#&6931850)'22 The

118 parts of this discussion concerning Irish networks of patronage were previously published in
McDermott 2016.

119 Bailey 2005, Bailey 2013, Croshie 2012.

120 John Bourke the father of William Burk&Villiam Burke changed the spelling of his name which
was not uncommon in the eighteenth centuryvas the patron of Edmund Burke and also of Joseph
Hickey. The son of Joseph Hickey, William Hickey subsequenkgdvas an attorney in Calcutta. The
legal family of Hickeys was not related to the artists Thomas and John Hickey.

121 Bailey 2005: 168, Crosbie 2012:52. William Hickey on meeting Macartney in Madras records in
his diary how he was a fellow collegian@diblin University with his father. He also notes how his
father settled a debt for Macartney allowing the latter to take up an earlier posting in St. Petersburg.
Hickey Vol Ill 1948: 96.

122 Bailey 2005: 168.
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benefits accrued through association with the network are exemplifigthe career
trajectory of Shee. With the encouragement of both Burke and Reynolds, Shee,
though a Catholic, progressed rapidly through the ranks of the Royal Academy,
ultimately becoming its president in 183Participants also belonged to the Literary
dub, founded in 1764, the original members of which included Samuel Johnson,
Oliver Goldsmith, Burke and Reynolds. Membership expanded to include amongst
others, David Garrick and James Boswell in 1773, Edward Gibbon in 1774, Adam
Smith and William Joneis 1775 and Sir Joseph Banks in 1¥?8The club was
characterised by its diverse membership: members, for the most part middle class

intellectuals, were known for their informed conversati&.

A characteristic of the network under discussion was its bibtyi and
dynamism: it survived and extended ovgrace and timelinking Ireland, London,
Southern Asia and China. It may be usefully conceptualised in terms of what Bruno
[ FG2dzNJ KIFa RS aONR o6 SR 25Small, lokab contHéztogsimerg dz2 dza
made and remadgfor example, Trinity College Dublinand the Middle Templén
London were important structuring institutionsThese connections, weréen
mapped onto a series of interconnecting, transnatiomalmmercial networks,
includingthose of the East India Company, through which people, goods, capital, and
ideas moved?® In the latter half of the eighteenth century, these commercial
networks were increasingly associated withperialism and itgegimes of power.

New routes were grafté onto old and henceforth movementecamea mixture of

the commercial, diplomatic, political and militarilovement wa not unidirectional

and linearjt may have been uneven and influenced by differing hierarchies of power,

but it was multi directionat?’CNRB Y [ | 12 dz2ND&a LISNELISOGA DS
network actively contributes to the formation of a context, rather than operating

within an imposed framework. By following the displacements and movements to

123 Reynolds 1990: 3561.

124 Hevia 1995: 64.

125 atour 2007: 186188, Latour 1998 not paginated.
126 Nash 2000: 1311, Ogborn 2008:-8.

127Nash 2000: 23, Ogborn 2008: 7Z800.
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and fro within the network, as well as what rahsports, it is possible to understand

the importance of the local in constituting the gloB&t.

[ | {2 dzNX dleaily k&v@iNficatinor artists and artworks as they are
articulated across networks of artistic patronage linking peripheral sitesthe
metropole.Such a perspective helps to show how art practice may be understood as
actively contexforming, rather than a merely passive addendum to social and
LR2fAGAOKE KAAG2NASA 2F GKS . NRAUGAEAK 9YLIANB® h
model in the analysis of eighteenttentury networks of patronage is that its
Horizontalityoes not account for th&/erticalitytof Georgian societgs expressed
through its insistent social hierarchieldowever, he does suggest that the strength
ofarSi g 2N] fASA AY NikeiselDdslyley t&kiDg SdrfgTehtl yetQ @
in this instance complementary theoretical approaghich does permit discussion
of social hierarchies Kl & KA3IKf AIKGSR GKS AYLERNIIYyOS 27
writing 2 F £ SGGSNBR 2F AYUNRRdAZOGAZ2Y S NBO2YYSYRAY.
NBfFGAGSa F2N LIRAAGAZ2Y QT Ay RSOGSNXYAYAYy3T (KS
subsequently held important positions in Indi®.Some, particularly in the case of
Scottish artists, camedm high ranking families with good connections in India. The
Scottish miniaturist Catherine Re&tl7231778)came from an aristocratic family
DS2NHS (k784707 angl€@was a Company Director; dan& I NX S& { YA I KQa
(17491824)uncle was Caleb Wisifoord, a weltkknown Scottish patron of the Aris!

As previouly noted, the Irish network was based @thnicity as well as
kinship. Furthermore, participants in the network under discussion were, for the
Y2&0 LI NI YSy 27 thednohiisaioh afia@d résbuytésdnd¢ K dza
collective agency allowed these saiide men to prosper and overcome potential
social barriers. Hickey provides a case in point. He had an academic training and was
moderately successful in Dublin, London and Bdit cane from a modest
background and had no family connections in London or India. Therelfise

sponsors associated with the Irish network of patronage were of great importance.

128 _atour 2007: 204.

129 atour 2007: 176, 1789.

130 Crosbie 2013: 49.

1B §S I NOKSNE Mt FYR 9FG2¢. wnmoY wHpn F2NIFNGAaAGAQ ol
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2 A0 K wSey2t ReéyQetitooetdh#Easlildia CdmPany in January 1779
for permission to travel to Indidhis was granted on 26 March 1780 and on 27 July
1780 Hickey left Portsmouth for India on board the Royal George, one of five East
Indiamen travelling i largeconvoyof sixty three merchantmef?? His journey was

not without adventure the convoy was attackeahd capturedy a combined French

and Spanish fleetout as a civilian, Hickey gained permission to disembark at Cadiz,
whence he proceeded overland to Lisb'Sf.He then spent three profitable years as

a portraitist in Portugabefore finally leaving for India in late 1783. Hicleesived in
Calcutta in March 1784 bearing letters of recommendatioa had obtainedrom
Reynoldon 6 July 178Gddressedo GovernorGeneral Warren Hastings. Reynolds

wrote:

Mr Hickeywho is the bearer of this, is a very ingenious young painter who
from seeing the success that has attended others, who, with certainly not
higher pretensions, have made fortunes by their profession in India, wishes

to make a trial of his own abilities4

Unfortunately, Hastings at this point was preparing to return to England and Calcutta
was also in the grip of a recession. Moreover, artworks by artists resident in Britain
were now being sent for sale in Calcutta and prints, drawings and paintings were als
being recycled in the local bazaal® Hickey was therefore competing in a
contracting market with otheEuropearartists. Neverthelesshe was initially busy,
receiving patronage and commissions from the diarist and lavwgtiam Hickey,
from WilliamBurke, who had come to India in 1779 as deputy paymaster geteeral

the Royal Army, anftom the extended Sulivan family and igssociates.

By January 1791, Hickey was struggling to maintain a viable practice as the
commercial nature of Calcutta changeteducing the number of his potential

patrons!3®He decided to leave India and set sail for England, returning to London in

132The other East Indiamen were the Gatton, the Godfrey, the Mountstuart and the Hillsborough.
1331n a letter dated 1797 Hickey states that he disembarked at Xeres. Hickey 1797, not paginated.
134 Sir Joshua Reynolds 1780, quoted in Archer 1979: 206.

135 Eatan 2003: 4674.

136 These changes will be discussed in chapter two, pp4103



70

Wdzy S 2F GKIFG &SI NE Wya Wili@nHeke) peNgiHckey SR 6 A U K
had difficulty finding work and byBebruaryl792 he had applied for, and received

permission from, the East India Company to return to Iféfiaddowever, on 3 May

1792 his countryman Lord Macartney received an appointment as Ambassador
Extraordinary and Plenipotentiary from the King of Great Britaithe Emperor of

China.’®*® Macartney was allowed to select the civilian personnel travelling with the

Embassy and offered Hickey the position of portrait painter at a salary of £200 per

annum, a post that was more financially secure than trying his luck again in

Indial40

Macartney had been Governor of Madras from 178854 However, since
| AO1S&Qa | NNARGI f A gartdreyfiem MadrasyoRerlapdeddis NIl y S & Qa
most probable that the two mehad met previouslyn Dublin or latterly in London.
Macartney took his seat in the Irish Parliament as the Member for Armagh in 1768
and was later nominated as Chief Secretary for Ireland by Viscount Townshend,
ASNDAY3I Ay GKAA NRfS FTNRBY wmtcdp G2 MTTH® | S
of Townshendpainted in 1769, and perhaps the more modest ofDrCharles Lucas
MP made in 1770, bottliscussed abovén 1792, Hickey exhibitea painting entitled
Portrait of a Gentlemarat the Royal Academyhich is believed to have been the

three-quarter length portrait of Macartney thatvasengraved by John Hall in 1796

N

R

Y

YR NBLINRPRRdIzZOSR Fa GKS FTNRYGAALASOS G2 +2f dzY S

the Embassifig. 16).142 Macartney had close links to the Irish transnational network
of patronage; heowed his appointment as Governor of Madras to the support of

Laurence Sulivan and his faction within the East India Comidamot only did

2 AffALY 1 AO1Se OFff 2y KAY AYy al RN} & odzi O2)

India shows that he was in constacntact with William Burke and the extended

137 Hickey Vol Il 1948: 22.

138 Archer 1979: 218.

139 Macartney 1950: vii.

140 Barrow 1807: 344, Cranm@yng 1962: 314.

141 Macartney was an experienced diplomat. He had served variously as Ambassador to the Court of
Catherine the Great in St Petersburg (165, as Chief Secretary for Ireland (1789 and as
Governor General of the British West Indies (1-78%. Macartney 250: vii, Gillingham 1993: 29.

14921 NOKSNI MmpT Y HMYyZ CAIIAA -IVRQWISHNBR2Yin2WMYBKAD LI AP

the Memphis Brooks Museum of Art.
3 Fraser 1996: 780.
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Sulivan family in India and also with the Burkes in Lordbhhis connection with

the network and its associates was reinforced on his return to London when
Macartney was elected a member of the Literary Clubl #8614 It is entirely
probable that Hickey owed his appointment to his involvement with the Irish
network. As Sir John Barrow, comptroller to the Embassy household wrote in his

autobiographical memaoir

Mr Hickey, an indifferent portraipainter, was a cootryman of Lord
Macartney, whose portrait he had painted; and being now out of
employment, his Lordship, it eaaid, took him out of compassion; | believe
he executed nothing whatever while on the embassy, but in conversation he
wasa shrewd, clever maf?®
¢2 RSAONAROGS | A0\ Se& -UJaA yriyS NNEA yARSA dutnRthEStysi Q2
fact that Reynoldsthe preeminent fgure in the London art worldnot only
adzLIL2 NI SR |1 A01SeQa 2NAIAYLFE | LILIX AOFGAZY
recommendation to Hastings. Reynolds would héde=n unlikely tacompromise his
own reputation by offering patronage to someone who was not worthy of it.
{dFdzyli2ys GKS aSONBOl NE (@ fadt&secondl Yol & a e
command, was also an Irishman with close connections to the network under
discussior wSaSyGdYSyd G al OFNIySeQa LI GNRy!Il 3
prejudice againstheL NA a K Y|l & KIF @S Fdz2Stf SR .| NNRgQa

Nevertheless, Barrow was coatan that Hickey did indeed produce very few
paintings, only two of which were figure studies of the Chinese: a colour wash
drawing of Chinese sightseers gathered to see a boat of the Embassy and a portrait

of the mandarin Va#a-gin who accompanied theribassy throughout its time in

144 Hickey Vol Il 1948: 96. Macartney 195@2DB.

145 CranmerByng1962: 17.

146 Barrow 1847: 49.

147 Staunton was from Galway; a member of the Royal Society and Doctor of Laws from Oxford
University. A friend of Joseph Hickey, lawyer and father of the diarist William Hickey, he had served

Fa al OF NIy Seé QawhesMabsBriey bedmeleyibrdiled R thé controversy surrounding

GKS blglo 2F I ND203GQ&a RSoidazr 9RYdzyR . dzaNJ S RSTSYR
information provided by Staunton. Fraser 1996: 80.
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Chinal“®Vanta-gin was a high ranking military officer at the Chinese irigbeourt;

the fact thatHickey was afforded access to him and the time to paint an otrgor

not only underlines thes i 4 SN & NI y & &Gdelk YIRAFA WBAQAKIFQal OF
retinue. ¢ KS 2 NRAIAY Il f Apartrai @ ¥dnta-girdnias endra®dd D@ Q &
aSRflIYyR I'yYyR ASNBSR || & TraklSin Ghim@804)(Rgall)h SOS G2 . |
9@SYy AYy (KS Sy3aNI GAYy A reshr@y bd appréciattd®t@eS 2 F 02y
teasedout filaments of the peacock feather, the firm ribbed bonnet, the silky jacket

and contrasting string of beadsdicators of Vasta-3 A y Qa NI y{ Ay Of dzZRS GKS
and peacock feather attached to his bonnet, long ceveral necklace and the

elaborately embroidered, silk square attached to his jaéRe&Eew paintings of elite

Chinese were mad®° Neither Hickey noiWilliam Alexander, the draughtsman

attached to the Embassyf SNB |t f 26 SR G2 | GGSy Rheal OF NIySe.
Chinese empergrall images of the audience derive from sketches by Lieutenant

HenryPak A KX | Y SY 0 SNJ 2 Hickey laldlexefuteédaiserias ofsamll,i S

modest watercolour sketches whilst on board sHipHitherto not widely known,

they compise coastal views of Brazil, Tenerife and Tristan da Cunha taken on the

outward and inward voyages (fig.8). Stauntonwrote that Hickey had set out to

paint some landscape views whilst the Embassy was docked in Tenerifaddo¢en

thwarted by bad wether: none of theseviewsare known to have survivet#? There

is nothing to suggest that a further body of work survivgisen that Hickey himself

wrote:W¢ KS NI LJAR Y2@SYSyida 2F 2dzNJ LINPINBaa KNP

glimpses thus alone we ained almost of everything gave me no opportunity in the

¢ KS AdHMAE MNEI Yy K2y 2NINE GAGES GKFG YSEya w3
{dldzyd2y YR . FNNBg Ay GKSANI | OO2dzyia 2F GKS 9
as Wang Wenxiong. Hevia 1995: 90.

M9Vanta-gin was a madarin of the second order, there being nine orders of both military and civil
mandarins. Staunton reported that he wore a red globe of coral on his bonnet and that having
RAAGAY3IdzA AKSR KAYaStT Ay | 61 NJ 6A i Kark®iNadobriby 6 a | 61 NRSF
the Emperor with the order to wear it pendant from his bonnet. Staunton 1797 Vol Il: 179

150 g GSND2f2dzNJ 41 SGEOK o6& ! StadinysinSanalbur of &awingsh O1 S& Qa L2 |
held by the British Museum. Five further versiafshis watercolour are known, four of which are

held by the British Library, the fifth by the Leger Gallery in London.

B1These are currently held in the Kroch Library of Rare Manuscripts at Cornell University.

152 Staunton 1797, Vol I: 94. Strickland mens a volume of landscape sketches made on board the

Lion and signed T.H., in the possession of a bookseller, Francis Edwards of High St. Marylebone,

Strickland 1913: 483. The whereabouts of this volume is unknown.
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gle OGKIFIadG L ¢gAaKSR (G2 0NARyYy3 Ryidkey suggessS Ol Y
that being constantly on the move prened him from producing a sigmignt body

of work. Painting in oils is certainly a slow process but Hickeyskileed in drawing

with charcoaljt is therefore difficult to explain his small outp@taunton includes a
detailed description of a Chinese temple written by Hickey in aidighed account

of the embassyput perhaps on the long sea journeys Hickegs most valued for his
entertaining conversatiort®* By contrast, Alexandes estimated to have produced

fifty large colour wash drawings and a thousand sketches of the EmbasEye
actual figure may have been much higher, however, given that the British Library
alone has eight hundred and seventy of his colour wash drawings in its collections
today. Alexander also published twhustrated books based on his tragelThe
Costumesf Chinal805 andPicturesque Representation of the Dress and Manners

of the Chinesé814.

Although as $ well known, theembassy was a diplomatic and commercial
failure, its members accumulated knowledge of China during their time there
throughobsenation, measuing, writing and sketcing. Thecharting of the east coast
allowed navigational maps to be drawn ymoreover,some of the party returned
overland to Caton mapping the interior as they wenlMacartney was presented
with tea plants which he sertb Calcuttal®® After their return to England several
members of the Embassy published accounts of the journey, all of which became best
sellers. Macartney kept two journalhe first for his own amusement which charted
the journey as far as Cochinchinagfviem)andthe second as an official account of
the passage across China and the imperial audiebaepublished neithe:>” The
closest to an official account is that written by Staunton, who had access to

al OF NIySeQa 22dNY I a | 8RS Gage i SEMaftNe ¥ (K

153 Hickey 1797: not paginated.

154 Staunton1797, Vol II: 8%.

155 CranmerByng 1962: 314.

156 Hevia 1995: 204.

I57Afine copy, datedmy np 2F al OF NIySeéQa W2dzaNYyIFf R20dzySydAy3

is held by the Wellcome Institute in London. Note on verso leaf 2 initialled JB (John Bsiates

We¢KAA 22dz2NYyIf g1 ad NARGUESYonTFENFR2ARTANIOKNAYSESEY 2 Y dz
3352.The manuscript of the second journal is in Tokyo, Craiiyieg 1962: 233.

BeSubi A GES 2F GKS | O02dzy G &0+ G Sgers df Kis Exceleicy the Earl G { Sy

2T al OFNIlySeQ | yR (K®taCaptan®ft{iefoMJ 9 NI} aYdza D26 SNJ
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Account of the Embasg$797) consists of two volumes corresponding tttose of

Macartneyand is illustrated by black and white engravings after watenacdoy

Alexander. The books wesscompanied by a folio of plateselected by Sir Joseph

Banks, president of the Royal Society, underlining the level of interest in intellectual

circles. Barrow also producedcounts of the Embasgsyoyage to Cochinchir{a806)

andTravels in Chingl804)1>° Descriptionf the Imperial ourt but also of the daily

life of the ordinary Chinege O2y i AYSR Ay 020K {lldzyi2yQa Iy
fascinated the reading public and were hugely successfumuch so that when

further accounts were published by Aeneas Anderson and Samumleldpvalet to

the Ambassador and a Private in the Light Dragoons respectaisow described

GKSAN) 602214a& +ta WOl YLSR dzZLJ 68 || [2YyR2y 0221714
08 20KSNAR |a | ALISOYAFGAz2y (GKIFIG O2dA R y2i4 Tl

Hickey hoped to profit fronthe public interestgenerated by the publication
2F { i Ambin2@hdi& return from China in 1794, he spent time in London
and Dublin but failed to restablish himself as a painter. As previously noted, a lack
of patronage in Dublin was compoundedt only by the political instability of the
time but also by the recent return of Hugh Douglas Hamilton to the city in 1792.
Hickey applied to the East India Company for permission to retuind@. On 2
August 1797 hebtained permission to travel. Ekey then wrote to Hery Dundas,
Viscount Melville,President of the Board of Control for Indian Affairs on the 12
August 1797 in the hope that Dundas might recommend him for a permanent
position within the East India Compaff{.Dundas, as Home Secretarythe Pitt
administation, had promoted the Macartney Embassy. As a means of introduction,
| A01 S8 OAGSR GKS &4dz00Saa 2F {lGldzyiz2yQa NBOS)
involvement in the Embassy. Began his letteby lauding the achievements tife
Embassyhe suggested thait may have faild in its prime objectives, budid hold
LINEYAAS 2F WTdzi dzNB A yif? ddNadirdaNAbSve, Hiskeyd K (G KS  /

explained why he failed to produce much art whilst on the Embassyhbuiso

19 Barrow published two further books related to the Embassy, see Barrow 1807 and Barrow 1847.
180 Barrow 1806a: 5780.

161 Hickey 1797: not paginated.

162Hickey 1797. Hickey echoes Macartney who believed that he had paved the way for future dialogue
with the Qing court. Hevia 1995: 220.
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commended AlexaRS N & aBR AR YT K26 Ad FFF2NRSR KA
deficiencies on my part and convey to me a particular satisfaction in having
NEO2YYSYRSR KAY (%3 HK than outlinkkdzhis ypiofésSighal Q @
biography whilst underlimg his intellectual redentials;he had learnt Frenchsaa

child; whilst in Italy for six years he had learnt the Italian language and read their
literature; as a prisoner of the Spanish he had become proficient in Spanish and in
Portuguese after his time spent in Lisbon. kedichad also taken the opportunity to

send Dundas a copy of his own bodke History of Painting and Sculpture from the

Earliest AccountfCalcutta 1788, vol 1 only) which he had published during his first
LISNA2R AY LYRALFY WNBthedzénaui df some obSCureicorie? dz & A |
Ay @2dzNJ f AOGNI NBE gKAOK | f SAHUZINE Y2YSyid Y

Having promoted himself as both erudite and gifted ingaages, Hickey
addedthat his character in Indiavas beyond reproach. Furthermagrbe explaind
that despite the best wishes of his friends and patrons in Dublin, the unstable political
situation in Ireland had precluded his employment as a portraitist. At fifty six he felt
his position returning to India was a precarious one and he wished for semity.
LY FalAy3a F2NI Ly FLWLRAYyIGYSYyd KS RSOf I NBR
YR NBYRSNI YeasSt¥F y2i 8pugdasNgiukedl hi2rdquestdzO K L
hegl & 1y26y F2NJ KAa W{O0200A damayhavedegt® 2 F
biased against Hickey as an Irishm¥n While thereis no doubt that Dundas
promoted Scottish interests in India, the East India Company had no history of direct
patronage of artists working in India. Thase of Hodges was an exceptitie was
paid a salarpy the East India Company, though a part of his remuneration was paid

by Warren Hastings himséff’ Hickey subsequently sailed for India, arriving in

163 Hickey 1797: not paginated. It was Julius Caesar Ibbetson, who had accompanied the abortive
Cathcart Embassy to Chinafas as Java, that recommended his former pupil, William Alexander, to
the Macartney Embassy: Cranrdgyng: 1962: 314.

164 Hickey 1797: not paginated.

165Hickey 1797: not paginated.

166 Nechtman 2013: 12022, Bayly (ed) 1990: 125. Dundas took a seat on theynfewhed Board of

/| 2yGNRtzZ SaidlofAaKSR F2tt26Ay3 GKS LI aalr3as 27F tAd
and henceforth appoint the Governdgdeneral of Bengal. His influence on the Board of Control
AYONBIaSR 6KSy KS esidénbinh 17vS. Alpésiion hehieldNdRittd 5801t NJ

167 Stuebe 1973: 660 Hastings, acting in a personal capacity wrote letters of recommendation for
Zoffany and Arthur Wiliam Devis whose father, the portraitist Arthur Devis, he knew.
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Madras in late 1798, where, apart from a short sojourn in Calcutta, he was to remain

until his death irMay 1824.

lf 0K2dzZAK | A01S2Qa | OOSLIII yOSemiadsy al OF NIy S &
may have been due in patb a wish to experience new placdss response to the
LJdzo t AOF GA2Yy 2F {Grdzyli2yQa 06221 dzy RSNIAYySR K
willingness to exploit any situation that would offer new patronage and financial
security. | A O1 S@ Qa | PrBryood in hiy/'sRarch ®rfwbrk was relentless
throughout this thesis the importance of his ties to the flexible, interconnecting Irish

transnatonal network of patronage widlsobe highlighted.

Conclusion

In the preface to the second edition of his bdélropean Vision and the South Pacific
(1960), which wasne of the earliest studies to consider European perception and
representation of dignt lands and people, Bernard Smith underlines his belief in a
WO23aYyAGADS (KSLTNGRIs t8 Jay, bSimgIs Sdriditiorg 1y Enowing.
Before considering the portraits that Hickey painted while living and working in India
it is important, theefore, to highlightboth the type of art education he received in
Dublin and the conventions of Western art practice thatbrought to his worklt is

by not onlyunderstandng the personal and professional contextsgat determined
GKS F2NX | A O]iSle@n, buthido Boiv hedéSpoiid2dtd the demands
made by patrons and the expectations of the viewing public, that it is then possible
to analyse his images made at specific historical momeng in Ireland and

subsequently in Indian a meaningful way.

/| 2YaARSNI A2y 2F | A01SeQa sskdypaint; LIN} OGAOS
Irish art made in the period under discussion, should be analysed in the context of
LNSflyRQa NBfFGA2YAKALI ¢gA 0K oAnalykisodhsat I yR | yR
portrait of Viscount Townshenand its displayAd Yy 5dz0f Ay Qdse farl yaA 2y | 2

example, drew attentiorio the formative role of portraits in reinforcing hierarchies

168 Smith 1985: vii.
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of power and colonial domination in Irelanthis function ofgrand manneportraits
will be further discussed when considerihgh O 118k @w@eerin Madras allowing
intra-imperial comparisons to be made between Ireland and Indgboth were

colonisedland$®®l 2 § SOSNE LNBfFyRQa O2YLIX AOIGS

~

o2
during this periodmeant that for manylrish people. NA Gl Ay Q& y Il a0Sy
represented achancefor personal advancementHickey for example,left the
relatively small Irish art world in search of patronageavelling to England, hsscial
mobility and ultimately the possibility of travelling to India, depended on the links he
made with other Irishmen in Londamho, in their turn, had prospered through their
ties to anlrish transnational network of patronagWith acces$o China and India
through British commercial and diplomatic routeshis network offered Hickey

opportunities that would not otherwise have been available to him.

It is significant that idkey was arrishtravelling artist. The questionof his
Irishness not onlgoncerns the particularities of his art trainimgDublin but alsahe
importance of ethnicity in understandingow the networks of patronage that
underpinned Georgian society worketoreover, given the both/and nature of
LNBfFYyRQa (GASa G2 GKS ylLraoSyd . NRdGAakK 9
implicated in theimperial project, illuminating comparisons and contrasts may be
made that would not otherwise be possibleCR &S & GdzReé 2F | A0 Se@
analysed within an overarching theme of empitieerefore, enrichesboth Irish art

history and more general histes of art and the British Empire

169 See ppo3-4 above, introduction, p.29 and chapter three pp.185
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Chapter Two

Commerce, Congquest and Change: Calcutta -Ba84

Thomasl A O1 Se €SFTi& 9y3IftlryR F2NJ LYRAF a4 | GAY
commercial interests in the subcontinent increasingly intersected with colonial

ambitions through conquest and territorial expansion. Furthermore, the East India

Company, which held a monopoly over British trade with the subcontinent, no longer

functioned simply as a trading company, but now played an active role in governance

of British interests in IndiaThis chapter will focus on the specific contexts of time

and place within which Hickey painted his Indian portraits. It will also consider the

ways in which his work may have been shaped by his background as an lIrish artist.

Theaimha y2iG 2yteée (2 dzas WwO2yGSEGQ G2 St dZOARI G

illuminate Anglelndian power relations at a specific historic conjuncture.

Hickey had lived and worked in England for nine years, five of which were
spent in London, theemtre of British trade with the subcontinent, before removing
to India. This chapter will begin by examining the various ways in which India was
imagined in Britain during the last quarter of the eighteenth century, underlining
| AO01 SeQa & LIBaa anarlst tSellid§ © thé dulbdcéntinent. The second
aSO0GA2Yy gAff O2yaARSNI I AO01SeQa |3SyOe Ay KA:
with reference both to how he benefitted from his connections to the Irish
transnational network of patronageistussed in chapter one and to how he
promoted himself as a fashionable yet erudite and cultured antigtkey left little in
the way of textual archive apart from his correspondence with the East India
Company and, as previously noted, a letter to Dundad descriptive passages
AyOf dzZRSR o6& DS2NBHS {dldzyiz2y Ay KAa | O02dzy/i
book, for example, is known to exist. However, the portraits Hickey painted whilst
resident in Calcutta evoke the world in which he found himselé ffiird and final

section offers therefore, an analysis of the function of portraiture in Calcutta,
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highlighting the sort of commissions that Hickey may have anticipated and received.
CdzNI KSNXY2NBZI ¢KAES GKS QSN aAYAdkiakdzR S
noteworthy, it will be shown that of at least equal significance is how the images may
be analysed in terms of differential relationships of power: not only between

coloniser and colonised but also within the British and indigenous communities.

Setion One: Imagining India

In his daily life, before he left England for India in 1780, Hickey would have been
aware of Indian products, of pepper, cotton and fine muslins. He may have visited
the royal menagerie at the Tower of London, where he couldehseen exotic
animals brought from India and their Indian handlers. Above all, he would have been
aware of the importance of trade with India to British commerce. This section will
begin by considering the changing role of the trading company, the East Ind
Company, in Indian affairs. Linked to this will be a discussion of how Britons returning
from India were perceived in the metropole. In order to understand how Hickey may
have imagined India, visual representations of Indian subjects, including prints,
portraits and maps will then be analysed. A final discussion will highlight the way that
eighteenthcentury scholars, including Edmund Burke, conceptualised the

subcontinent.

During the 1770s, when Hickey arrived in London, the East India Company
enjoyed a monopoly over British trade to the East, dispatching large fleets annually
with goods for export, and in turn sold vast quantities of imports, including tea from
China, declaring annual dividends for its stockholddrmwever, throughout the
1770s, te changing role of the Company on the Indian subcontinent aroused
growing unease. Although at its core still a maritime trading company, the Company
had, in addition, since 1765 when the Mughal Emperor had granted itlitveni,

that is to say the right teollect land revenue, of a vast tract of nomtlastern India

1 Bowen 2002: 25, Marshall 1987: 103, Osborn 2002: 206, Washbrook 2012: 52.
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comprising Bengal, Bihar and Orissa, assumed other roles, all with the aim of securing

efficient revenue collection (fig. 2.1). It took responsibility for the administration of

justice, a systenof military fiscalism developed, fortifications were built and the

[ 2YLI yeQa | N¥e glta 3INBFIiGte SyftiDwAaB&®R> ONBI A
from London (the round trip to India at this time took at least twelve months) meant

that Company servants enjoyed a degree of autonomy and, in consequence,
opportunities for personal enrichment. Nevertheless, the Company was dependent

on the Briish crown and parliament for the renewal of its trading charter. In the

g2NRa 2F (GUKS KAAU2NRlIYyS |l & +d . 24Sys |a GKS
of Indians a feeling of anxiety grew in the metropole concerning its conduct in India

along with awidespread belief that the Company in London was an inflexible

institution incapable of internal reforriConsequently, a series of acts in the 1770s

and 1780s brought the Company under tighter parliamentary control, thereby

GNI YATF2NX¥AYI RAZT AYi2 200 YVORAYIAEZNB I f I 3ISyOoeQo

Metropolitan anxiety in Britain concerning India and the role of the Company
2F0Sy F20dzaSR 2y GKS T 3iAFhdohdg therfewlfdu® NB G dzNJ/ A Y
wealth at a time when not only was the East India Company stngygdi pay its
a0201K2ft RSNBQ RAGARSYRa odzi +faz2 ySga 27F |

T¢

70 was reaching England, the nabobs were considered a social, political and moral

threat to society at large, the living embodiment of the excesses and congupti
influence of Empiré.! & GKS @SNE fShFald 0KSé& ¢gSNB RAA&GNHz
home; at the worst they were accused of despotism and misgovernment; thus, giving

the lie to notions of English liberty. The opprobrium heaped on their heads intlude

accusations ofrrivisme,being Scottish and having links to the Jewish community.

2Bowen 2002: 2@, Marshall 1987: 9337, Peers 2012: 22.

3Bowen 2002: 231

4Bowen 2002: 28.

5 Nabob was a cormption of the word Nawab, the title of Mughal rulers of various Successor States.
Used pejoratively it referred to Britons returning home after making their fortune in India.

5 For discussions of the nabob controversy see Lawson and Philips 1984 22Smylitopoulos 2008:

3959, Nechtman 2013: 9238.

7 Anti-Scottish feeling persisted after the Jacobite wars. Lawson and Philips 1984: 230. See chapter
one, pp.756, forreferer0S (G2 5dzyRIFa FyR (GKS Ww{Oz2ddGdArAaraliArzyQ 2F (K
India Company controls of the remitting of money, returning servants often bought diamonds which
they then sold on their return. The diamond market in London was controlledhbyJewish
population. Nechtman 2013: 15860.
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w20SNI /tAQBSE SNEUGKAES KSNB 2F GKS . Faif
reaping the benefits of a valuable grant of land revenue knownjaghar, he boudnt

country estates as well as a London townhouse and an art collection, controlled

seven seats in parliament and narrowly escaped impeachment on charges of
corruption in 1773 Warren Hastings, the first governgeneral of British India and

WY A Y 3 |20F2 6i3KB bl & ° Hé Avdis imp@achéddailtrizdbfor corruption

from 17881795.

I FadAy3aQ GNARIFE Aa y20Sg2NIKe y20 2y
his accusers, Edmund Burke and Richard Brinsley Sheridan, both of whom were Irish,
but alsofor the range ofprintsit prompted, madeby the greatest graphic satirists of
the day James Gillray (1758315, for example produced complex images that
required a literate and visually aware spectator to appreciate the rAmytred
meanings embeddedvithin them. In 1786, as the case for the impeachment of
Hastings was gathering momentum, Gillray publisiibd PoliticaBanditti Assailing
the Saviour of Indiffig. 2.2) A rapacious and splendidly attired Hastings, complete
with turban, is mounted ona camel. Burke, instantly recognisable to his
contemporaries by virtue of his overlarge spectacles, clumsily leads the attack on
| FadAYy3aQ K2y 2dzNIT | RA&AKS@StEt SR / KINI Sa
back whilst Lord North, his sword blunted Ithe loss of the American colonies,
greedily gathers up Indian revenugdastings, seated on high, is shielded from assault
by the Crowrt? The title of the print is significant in that it refers to Burke and his
F2a20AF 0Sa | & Indalgesd MIGEA OF Sy 33 3 RRAIMWRAG G A Q
bands of criminals, but more specifically, in this period, it referred to Englishmen who
had taken on the allegedly immoral attitudes of the orierfalhePublic Advertiser

had gone so far astorefertoreturdn bl 626a Fa W3EEGMNI 6t S 6

8 Jasanoff 2006: 32. Ajaghir was traditionally given to Mughal officers in lieu of a salary. Clive
received higaghir from the newly incumbent Nawab of Bengal, Mir Jafar following the Battle of

Plassey (178.

9 Flood 2006: 55.

WeKAE AAd I NBFSNBYOS (2 GKS AyGSNBSydArAzy 2F YAyd
Bill subsequently failed resulting in the collapse of the-Roxth Coalition.

11 Lawson and Philips 1984: 22%.

12 public Adertiser, 20 December 1776 as cited in footnote 8, Barringer, Quilley and Fordham 2007:
378.Solkin 2007: 1289.
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portrayed as violent, immoral and vicious, banditti were also grudgingly admired for

GKSANI OAI2NRdza YI &40dzZ AyAGed ¢KSNBAY fAS& DA
oFYyRAGGAQ & S dinhditatackSn HagtiRgs. Hgweved astings, ?

0KS WYAy3 2F (GKS blo20aQ> Aa y24 2NASYydlf A
expected from theW{ I Qlakldmsiead, with hisb8 S St ft SR GdzZNB Iy | yR
shoes, he appears to have been feminisedhigycontact with India and its corrupting

riches.

DAf t NI &@Qa O2YLX SE AYI3S KAIKEAIKGE O2y (!
activities of the East India Company and its servants in India. It is of particular interest
to the present thesis because throughettigure of Burke, it links the Orient and
Ireland. Scholars, notably David Solkin, have argued that the visual representation
of orientalised banditti in the 1770s was synonymous with the work of John Hamilton
Mortimer (17401779) who, in turn, drew onhie banditti iconography of Salvator
Rosa (1618673)13| 2 6 SOSNE dzyf A1S w2al Qa oFyRAGGA K3
Of raaAOlf FTYR NBYylIA&aalyOS Of20KS&aX a2z2NIAYSNI
costume included armour similar to that wornby Burke @@ E Ay DAf f N} @ Qa Ol
| 26 SOSNE . dNg SWRIOINRRG (F a Llzi I GA@8fte /| iK2f.
As Nicholas Robinson has shown, Burke was often caricatured as Catholic in images
that sometimes featured potatoes as well as a biretta, both stereotypical indicators
of the Irish!® In addition, by contrast to Fox and North, Burke is shown barefoot.
Robih 2y | NHdzSa GKI G . dzNJ SQa ftFO1%anf akKz2Sa a
alternative interpretation is that Gillray is introducing a further stereotype of the Irish
as barefoot peasants, thus demeaning the sophisticated politician. As previously
notedinret GA2y G2 al NAlF 9R3ISE2NIKQaE FAOGAZ2YIE [
of Burke there is an implied connection between Ireland and the Orient as regards
W2 KSRy SaaqQo

B3 See Solkin 2007: 1289, Robinson 1996: 91.

14 Burke was Protestant, though of Catholic descent. His father had taken the public, humiliating O
2F /2YyF2NX¥AGED® hQ. NASY MppHY ypod

15Robinson 1996: 4Q.

186 Robinson 1996: 40.

17 See chapter one pp. 59.
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Satirical prints were significant in that they were widely circulated, copied
and pirated; thereby reinforcing stereotypes by the repetition of caricatures. In
addition to prints, the visual representations of India that Hickey encountered in
London during the 1770s would also have included portraits by artists active in the
subcontinent. It is probable that Hickey saw portraits of Muhammed Ali Khan, Nawab
of Arcot, exhibited by Tilly Kettle (173586), the first professional portraitist to
work in India, at the Society of Artists in 1771 and 1775 (fig.'218ht only were
these imags of a new exotic subject, but they also had the novelty of having been
painted wholly in India, since Kettle had shipped them to England as finished
portraits, rather than as unfinished works so as to avoid having to pay import duty
and warehouse chargess British artists in India usually dflY SG Gt SQa | LILI
success may have suggested to Hickey that there was money to be made in India as
an artist. It is also highly likely that he visited Vauxhall Gardens where he would have
aSSy CNJI y ORA 881776)RovdrtyClvé and Mir Jafar after the Battle of
Plasseyl 757which was displayed in the annexe to the Rotunda from 1762 (fig?2.4).
Hayman, who had never been to India, depicted the meeting of Clive and Mir Jafar,
the commander ofthe Nawab of Bar- £ Q& | N¥& ¢gK2Y / f A0S KIR
to the British side, thus ensuring victory at Plassey. Arms outstret¢hebe guise
of benevolent victor, Clive receives Jafar under the protection of the flag of the Union
of England, Scotland and Waléd. 8 Y yQa LA OGdz2NBs 2yS 27F
subject matter in a patriotic modern history painting, was intended to raise public
sentiment in a time of war. During the Seven Years War, from 1756 to 1763, Britain

defended its interests in the subcontineagainst France.

Beyond his access to such pictures it is impossible to know how Hickey
imagined India. For gentlemen with the benefit of a classical &ilrcwho had read
I NNACGayifaigns of Alexandeit, was considered an extension of the ancient

w2NI RT F2NJ 20KSNAEZ 3IAGSYy (GKS 91 ad LYyRAL

18 In 1803 Hickey painted the portrait of Prince AzichDuala nephew of Muhammed Ali Khan. Its
AAYAELEFNRGE G2 YSGGt SQalisedreshipited iyf Bhe JogleRy of2Ayti&is 167 D S 2 NI
strongly suggests he was aware of the earlier images. See chapter three pfl.139

BeKS tS@e 2y WF2NBAIYQ LIAOGAINBE oKAOK AyOf dzZRSR (K
in 1793 to allow aiists to import their own pictures. Archer 1979: 440.

20Only the modello for this painting survives today.
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rulers, it was congruous with Hindustan and the Mughal Empire. Thus, on the one

hand the subcontinent was thought of in terms of ancient heroism while on the other

hand in termsof exotic power as exemplified by that of the Mughal Empire. One of

the first texts to describe India as a meaningful geographical entity was James
wSYyyStfQa mMTyH Walll 2F |1 AYR224a0GFyQ gA0K Ala
land, Memoir of aMap of fR2 2 a G I yT 2 NJ { K@blishedIhdk¥8dWa 6 9 Y LJIA |
(fig. 252 W AyRdzadl yQs GKS fFryR 2F GKS | AyRdzax ¢
Mughals to describe the northern plains of the subcontinent. As Mughal territory

expanded southwards to Cape Comorimddistan came to be variously understood

in Europe as the land of the Hindus, as synonymous with the Mughal Empire or as

comprising the entire subcontinent. Matthew Edney argues that Rennell conflated

the three, thereby establishing a conceptual equivalenEurope between the land

of the Hindus and the Mughal Empire whilst referring in Memoir to the whole

ddzo O2 y U Ay S éffedt dnifyig_ayf Bibrim@uE area made up of disparate

regions and polities?

¢CKS Lzt AOI GA2Y 2 Tat aiBe/whéhiBiitiShdnterédtslid 2 O O dzZNNEB R

India, although increasingly territorial, were still primarily commercial. Edney draws
FGGSydAazy (G2 GKS YILIQa GAGES OF NI 2dzOKS 6 KA OF

NRAGEYYAFQa &LISE N T3 Ndadaltodoiforswhiktad Bast LJ2 44 Saa
Indiaman (ship) is visible in the distance (fig. 2.6). He argues that both the wreath
encircling the cartouche, and the mercenary soldiers (the sepoys) pointing out the
British victories on the monument, suggest paralleétween the British and Roman
Empires. Edney also notes that the laurel leaves suggestive of Roman imperial victory
FNE NBLIX FOSR Ay (GKS gNBIFIGK o0& (KS 2LAdzy LRLL
China2® Thus, commerce, conquest and empire all is@at in the cartouche. Of
FAdZNIKSNJ aA3dyATFTAOIYyOS G2 GKAa GKSaraa Aa GKS

cartographic instruments, a detail that highlights the formative role of artists in

21 Edney 1997: 47, 1356. Rennell was the surveyor general of Bengal from 47&nd made the
first, European regional survey of Bengal from 1785

22Edney 1997: 11.

2 Edney 1997: 15.
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documenting Indian land and its peopteEdney also quotesneexplanation given by

Rennell in theMemoir concerning the Brahmins who are depicted in the cartouche
presenting asastra,l | Ay Rdz NXf A3IA2dza O2 BbrEcening . NRA 0
into her protection, the sacred Books of the Hindoos, presentethbyPundits, or

learned Bramins §id: in Allusion to the humane Interposition of the British

[ SAAat | 0dzNBE Ay ClF @2NJ 2F (0 KShus helcdrtaitnd 2 F .
not only highlights British commercial and imperial interest in Indiat also the

interest, and the role of the artistin acquiring knowledge both of the land and its

people. Furthermore, both in the written text and visually, Britannia is presented as

a benevolent ruler. She receives the Brahmins with an dpamed, welcommg
3Sa0Gdz2NBE NBYAYyAaOSydG 2F GKIFG 2F [/ A0S Ay

are depicted as willingly accepting British rule.

Benevolence takes on an extra significance when art produced in an imperial
context is consider@ The implication is thatin a similar manner to theo-called
WRSASNIAY I LIR2NDEX gK2 UGKNRAAK y2 Fl dzZ G
intervention of a benefactor, the Indians canrmiosper without the protection of
the benevolent Britis#® Thus spposed acts of benevolence wesbme way to
assuaging any doubts the metropolitan public may have had about an increasing
policy of conquest and expansion on the subcontinérithe interlinked concepts of
benevolence and sympathy allowed the public toexgnce an affective association
with the indigenous population but & safe distance. By considering the concepts
2F 0SyS@2ft SyOS IyR a@vYLIl GKéx ARSIFa 27F &Sy
commercial society as a moral one, may also be seentérsect with eighteenth

century discourses of colonialism and imperialidtn.

24Edney suggests that the inclusion of a mallet and chisel may indicate the importance of freemasonry

in Europe at that time. Edney 1997: 13. As will be discussed, the importance of freemasonry extended

to British Inda, offering artists a means of gaining patronage. The mallet and chisel may simply

suggest building projects.

2 Rennell quoted in Edney 1997: 13.

%6088 FNNBtf mopynY c1v F2NJ RAaAOdzaaAzzy 2F GKS w3I22F
27 For an analysis of metropolitan fears concernamglindian empire of conquest see Osborn 2002:

21321.

28 See chapter one, pp.581 and Festa 2006: 23R
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bSOSNIKSt Sadasx RSaLIAGS adzOK @GAadzf O2yaidN.
was mounting of the East India Company and its actions in India. One of its most vocal
critics was Burke, and never more so than in his speech in support of Charles James
C2EQ& LYRAI . Aff 27F w7y o?PHidkeymusthbve bekmht OK KS K|
awareof. dzNJ] SQ&a &LISSOKX aAyO0OS 6KSYy Ay t2NIdaAlIf o
adouble portrait, in and around 1783, known todayEimund Burke in Conversation
with Charles James Foxwhich Burke holds a copy of the speech (fig. 2.7). Hickey
may have based the portraits on prints of Burke and Fox. He subsequently took the
picture to India where he sold it to William Burke (friend of Edmund Burke and
deputyLJF @ YF G SNJ 3SYySNIf (2 GKS YAy3aQa (NR2LA
painting to the diarist and lawyer, William Hick&yin his speech Burke underlined
the difficulty for Europans in representing India. He struggled to describe the
magnitude of the subcontinent not only conceptually but also literally as he listed its
dimensions and made comparisons in scale to European territories. Burke, who had
not been to India, most probdbe Odzf t SR KA & 3IS23INI LIKAOIE AyT2
recently published map and accompanyikgmoir. In his evocation of India, its
obscurity and its vastness, Burke had recourse to the language of the sublime, an
aesthetic that he had theorised in 175YA Philosophical Enquiry into the Origin of
Our Ideas of the Sublime and BeautifWith a rhetorical flourish he attacked the
91ad LYRAF /2YLIlye YR AGa aSNBrydgas RSOt N
country there is not a man who eats a mouthddlrice but by the permission of the
91Fad LYRAM /2YLI ye&oQ

. dzN] SQa AYOUSNBSyGA2ya AY LYRALFY FFFFIANERZ
of Hastings, are significant in that they highlight the interest of-&tghteenth
century public figures irthe activities of the East India Company. Sara Suleri has
analysed dzNJ SQ& dzaS 2F (GUKS fly3dz2 3S 2F GKS &adzmf A

India Bill, making the thougkgrovoking suggestion that parallels could be drawn

2 The Bill aimed to punish abuses in India, to further observance of Indian rights and customs and
AYONBLIFasS O2yiNBt FTNRBY ukea0BSy®Y5.h Q. NASY mMdbpHY omnI . 2
30 Hickey Vol Ill, 1948: 349.

31 Burke quoted in Bourke 2015: 564.
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between the functioning of theaesthetic of the sublime and colonisatiéhShe

FdzZNI KSNBE KSNJ | NHdzYSyid o6& RNIgAYy3I FGGSydaAa:
the Enquig> . Ly KA & O2YaARSNIGAZ2Y 2F GKS WSTFSO
20KSNER QX . dz2NJ S 6NRGSY

| am convinced wlave a degree of delight, and that no small one, in the
real misfortunes and pains of others; for let the affection be what it will in
appearance, if it does not make us shun such objects, if on the contrary it
induces us to approach them, if it makesdveell on them, in this case |
conceive we must have a delight or pleasure of some species or other in
contemplating objects of this kind..... This is not an unmixed delight but
blended with no small uneasiness...the pain we feel, prompts us to relieve

ourselves in relieving those who suffét.

C2NJ {dzf SNAZ . dzNJ SQa lylfeara 2F GKS STFS
rather than one of associatioi?. Given the last line of the extract, it could also be

noted, that such supposed alienation wasade more palatable by acts of
0SyS@2tf SyOSeo 1 26SOSNE Ay | LINBBggivdaeza &SO
stressed that man is never an indifferent spectator to what other men do or stfffer.

.dzNJ Sty y20A2ya 2F WwWae YL ( Kebw@en dlidrdgiorR > { K d:
and association. Anxiety due to the loss of the American Colonies as finalised by the
Treaty of Paris 1783, the emergence of an empire of conquest, and concern over
corruption in India may be linked to dynamics of both loss and gaithétanore,

adzOK FyEASGe YlIée 68 SELXFAYSR Ay (SNXa
understood to entail not only a sense of complicity and culpability but also frissons

of a delightful horror at the exercise of power, that is to say, power exercised at a

distance.

/| 2YAARSNYI A2y 2F wSyyStftQa O NIi 2dzOKS =X

their possible use by Burke in researching his speech, serves to highlight links

32Suleri 1992: 2418.

33 Suleri 1992: 3@10.

34 Burke, Section XIV, 1990:-32
35Suleri 1992:38.

36 Burke, Section XlII, 1990: 41.



88

between India, England and Ireland at a time of territorial expansion, exploration and

change. Although he spent most of his working life in England, until his death in 1797,

Burke believed that the three great evils of his time were the Protestant Ascendancy

AY LNBflIYyRYI WLYRAFYAAYQ Ay ! ail IyR W O20AY.
with the abuse of powet! Forced to give up his Bristol seat over his support for the

Catholic Relief Act of 1778 and having been threatened verbally and physically at the

time of the Gordon Riots, Burke became less vocal concerning Irish affairs. Conor

CdzA 8S hQ. NASY KI& |FNHdZSR GKFG . dzN)J SQa aLlsSSo
F2NY 2F WNKSG2NAOIf R2dzotSySaaQs fft2gAy3a KA

colonial intervention and abuses of power in Irelafid.

Burke was not alone in having difflty in conceptualising India. As Europeans
increasingly engaged with the wider world throughout the eighteenth century, the
guestion of how societies developed aroused intellectual debate. Two theoretical
explanations are relevant when considering contemrgyy understanding of the
historical development of Indian society, namely climatic determinism and what is
known today as stadial theory. The belief that climate determined cultural difference
had a long history, but it wadontesquieuin Def Q S & LINX1id48)RvBoZexplic#lyA a
linked climate to different political systeniTo an extent, climatic determinism was
compatible with earlier monogenetic or biblical theories of human cultural difference
since both assumed the existence of an o unitary people that experienced a
WCIffQd ¢KS adzoaSljdzSyd RAALISNEIT 2F LIS2LX Sa
alternative theory, linked to a secular concept of history as progressive and unfolding
over time, suggested that human societianiversally developed according to a
series of four stagesnitially proposed by John Locke and developedheprists of
the Scottish Enlightenment, includilgdam Smithand John Millar stadial theory

suggested that peoples progressed through stagesuaser gatherers, pastoralism

37 Bartlett 2004: 82.

BhO. NASY mMphpHY EEDAZ WNKSG2NRAOIf R2dzof SySaaqQ Aa | (f
describe the means by which certain Irish authors in the first decades of the nineteenth century used

and parodied the clichés and rhetoric of the Persiatets genre to criticise English intervention in

India. They were subversive in that they were simultaneously criticising English involvement in Ireland.

Lennon 2008: 117

39 Bindman 2002: 581.
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and agriculture to commercgethe latter considered tobe indicative of civilised
existence. For Smith, it was changes in the way of gaining sustenance that
differentiated the four stages, while, for Millar, the four stages aénked to the
acquisition of property, which in turn determined the system of governnf@€m.
further variation of the model was proposed by the historian Edward Gibbon, who
reduced the stages to two, contrasting vagrant and settled sociétiad.variatons
presented commercial societies as the most civilised model, offering the leisure to
develop refinement and taste; those that were not could thus be unfavourably

contrasted as uncivilised or primitive.

DA@SY | AO1 Se Qé#is assoyiatioa ofardznd sotnyicice is
significant. Not only had he trained in Dublin where commerce and art were tightly
linked but, in addition, he had worked in London, the commercial centre of the British
maritime trading empire. Furthermore, he enjoyed considerablecess amongst
the merchants of the British factory in Lisbon before arriving in India, itself a centre

of international trade. In 1788ndby then in Calcutta, Hickey wrote:

By the antiquity of a nation, as it concerns the history of the arts, can only be
understood that period from whence its date begins in the proceeding of
social cultivation; for tharts begin in social cultivation and never unfold their
virtues in uncivilised communitiesand take fight from barbarous

incursions*?

Hickey was here wing about the development of painting and sculpture in the

antique world, using classical histories as a source but, as in Enlightenment models

of history, these texts linked the development of art to the emergence of settled
societies® This belief in tk intersection of art, commerce and civilised society may
KIS O2yUNAROdzISR G2 1 A01SeQa RSOAaAzy (2
British India, in search of patrons rather than trying his luck in Madras or the courts

of the nawabs.

40\Wolloch 2011: 246,253. Meek 1976: 165

“Iwolloch 2011: 254

“2Hickey 1788: v.
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With itsemphasis on commercial society as the most civilised social grouping,
stadial theory may have helped to explain the development of Western art, but it fell
short when attempts were made to differentiate Indian society from that of Britain.
Not even cyclidatheories concerning the rise and inevitable fall of empire, which so
exercised the contemporary British public, could explain the contradictions of Indian
society. As the historian Tillman Nechtman has suggested, India represented a
WILIINRPOf SYI 83D MR AWS2 LI S 6SNE SOARSyilte yz2i
in development: material evidence of both Hindu and Mughal civilisation could be
seen in the built environment, in their cities and temples. Orientalist scholarship also
underlined the richnes of older Sanskrit and Persian texts. Moreover, Indians had
been engaging in internal and international trade for centuries. Indeed, Adam Smith
considered Indian society to be a commercial one and placed it alongside Britain at
the highest stage of civiation*® Nevertheless, gerceptionof Hindu culture as
stagnant and the declininflughal Empireas despotic was widespredflEuropean
0N} @Sttt SNE NBLISFGISRfe O02YYSY(iSR 2y LYRAI Q& F
abandoned forts, palaces and tombsOn the one hand, extensive ruins were
evidence of previous civilisations, thereby distinguishing the subcontinent from
R2YFAYya 2F WLIHZ2NBE Yyl Gdz2NBEQd® hy GKS 20KSNJ) KI yF
jungle, not only suggested decay but also the failur@digenous society to build on
previous achievement¥.linked as it was to notions gfogress, stadial theory could
not explain this apparent hiatus or reversal in fortunes. However, consideration of
stadial theoryin conjunction with the concept of climia determinism allowed
Europeans to concludiat the effects of the Indian climatead resultedhot onlyin
the supposed timidity,indolence, and childishness of the Hindu, but also the
degeneration of the previously warlike, conquering Mughals intdespotic,
effeminate, lovers of luxury and, furthermore, that these characteristics rendered

the indigenous population susceptible to, even welcoming of, congtfesthe

44 Nechtman 2013: 33, 239.

45 As discussed in Washbrook 2004: 483.

46 Nechtman 2013: 59, Cohn 1996: 788.

47 Arnold 2005: 7680.

48 Arnold 2005: 76.

49 Arnold 2005: 357, 74109, Nechtman 2013: 51, Cohn 1996: 95.



91

persistence of such stereotypes is underlined by the fact that, twenty years after his

first stay in Calcutta and by then resident in Madras, Hickey reiterated the European

O2y OSLII 27F (K8 UYIKMYIARRIQ LG/ORIBgARY 3 Tl KdBy NIBaa2(i2\
WwO2yljdzSaid | y’RAs duedzMlidpeated® tfiein® th both classical and
Enlightexment histories was the drawing of unfavourable contrasts between
nomadic and settled societies, the barbaric and the civilised. Such oppositions have
political implications in that they were not only used to explain the rise of ancient
empiresbutalsot@ dza G A F& o0 dzNAS2y Ay 3 . NRAGAERK A YLISN]

As has been shown, competing ideas about India circulated in Europe in the
last decades of the eighteenth century. Jeremy Osborn has noted that, from 1782,
news of India no longer competedth reports from America; consequently, Indian
affairs were widely reported in the British newspapers and monthly periodi¢als.
Thus, Hickey moved to India at a time of great interest in the subcontinent. He would
there find himself part of a society thavas not only changing but was itself
transitory; the Irish and British were then actively discouraged from settling in India
by the East India Company. Burke likened their flight through the subcontinent to
that of birds of prey: swooping in, plunderingaving with their spoils and making
no attempt to invest in the subcontinent The nature of colonial society in Calcutta

would have consequences for titype of patronage Hickey could expect.

S0 Hickey 1804: 40.

51 Bourke 2015: 18Q.

520sborn 2002: 203.

BY9RYdzy R . dzNJ $Qa &LISSOK Ay Tl @2dzNJ 2F CZE QX . INABNI
1992: 324.
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InMarch 1784, after his eventful journey from England, Thomas Hickey finally arrived
in Calcutta, a populous, cosmopolitan city inhabited by Indians (both Hindu and
Muslim), Armenians, Chinese, Persians, Arabs and Europeans, along with people of
mixed Europan and Indian descefif. As well as being an important centre of
commerce, the city was the administrative capital of British Indithough still
predominately a commercial city, Calcutta was changing; the administration run by
servants of the East Ind@ompany now followed a more governmental model, while
the activities of the Company itselfere increasingly determined by the exigencies
of revenue collection and a system of military fiscalism was in place. Under the
LINE OAAA2Yy A 27F [ AN 1783RNIGEvErdor of BeBgarhdwsekvgda
as governogeneral of all British territories in the subcontinent. The Act not only
provided for a Council whose powers circumscribed that of the goveganeral, but

also a Supreme Court. Consequently,gesl, legal practitioners and administrative
staff from both Ireland and Britain arrived in the city, thus expanding potential

patronage for ambitious European artists such as Hickey.

Throughout his long, peripatetic career, Hickey actively sought patenag
Lacking any family connections in India, before leaving London, he used his
connections with the Irish transnational network of patronage, previously discussed,
to acquire both references for the East India Company and letters of introduction to
WarrenHastings, then governageneral of British Indi& Artists travelling to India
hoped to do so with the permission of the East India Company as they could then

apply for passage aboard an East Indianfamonnection made with the Company

Y9aGAYIrGSa 2F /I fOdzidrQa LRz FGA2Y G GKAA GAYS @ NE
the daily influx of workers from surrounding villages. Europeans numbered around 4,000. Hardgrave

2004: 132. This is a rise in populatifsom 100,000 as estimated in the middle of the century, with

Europeans numbering 1,000. Further confusion arises from the use of the term Portuguese at the time

to describe any native convert to Catholicism. Losty 1990: 20,22.

55 See chapter one, sectidghree pp. 669.
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and its servantsvould also, potentially, ease their assimilation into colonial society.
Thus, m January 1779 Hickey wrote to the Court of Directors of the East India

Company:
The humble petition of Thomas Hickey
Herewith

That your Petitioner has been bred a Portrait Rairas will appear by the
annexed Certificate and is desirous of proceeding to the East Indies to provide

for himself in the way of his Profession.

He therefore humbly prays your Honasg]Permission for that

purpose, being ready to give such security as your Honors may ré§uire.

¢ KS WIGBWS R Snikitdrt andSsigned biReynoldsind cesigned by twather

I OF RSYAOAlIYyas O2y TANNSR (KFd 1 AOph&a WTNR'
Portrait Painter, has been several years in Italy for his improvement therein, and has
SOSN) aAyOS F2fft2¢6SR (GKIFG fAyS 2ArtissdzaAy Sa
travelling with the permission of the East India Company needed to offer siesuri

which could be as much as £1000 and pay for their pas¥afeey alsmeeded to

equip themselves foa long journey and with artiét@aterials®>® Securities of £500

apiece for Hickey were offered by Hugh Bell, a merchant of Old Bond Street and
Straford Canning, a merchant banker in Clements L@rel y y supab@ again

shows the strength of the Irish network: tiggher was a barrister who had a practice

in Dublin, his family was Irish and he had connections to the network through Trinity

CollegeDublin and the Middle Tempk.

LYy GKS 116aSyO0S 27T Iy émuéhdfwhatiORnGwd &¥a LIS NG

the social milieu that subsequently surrounded him in Calcutta is gleaned from the

56 Hickey 1779.

5" Reynolds 1779.

8 Archer 1979: 47.

9 Archer 1979: 5&0.

80 Cotton 1924: not paginated.
61 Bailey 2013: 175.
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memoirs of William Hicke§? The memoirs also give an indicatidirhow consistently

the artist actively soughtand ¢ RS GAS& 2F LI GNRyYyF3aS Ay KAia \
G2 KAA& 2 ¢¥Forreyain@eNB 57823 while travelling to India for the third

time via Portugal, William Hickey by chance lodged at the saideeas in Lisbon,

aNa 2AfftAlYQa 120Sts a ¢K2YlFIas ¢gK2% Fa | £ NI
a4 | O2yasSljdsSydS 2F GKS SEA3ISyOAaAsSa 2F . NAGI
GKIFIG GKS FINIAAG WKIR LI AYGSR Yavasithe2 ¥ (GKS 9y:
Sy3lF3aSR dzZlRy (KS L2 NI NI A $Porteaits which @eNI £t 2 NI dz
adzZNDA PSR FTNRY (GKS FNIAAGQa GAYS Ay t 2NIldAal €
family, John George Livius, a Bengal Court servant returning to England and a

Goanese girl (fig. 2.8), together with larger oils of David de Pury, importer of Brazilian

diamonds and rare woods, banker to the King of Portugal and slave t(gle:.9)

Gerard de Visme (fig. ), a member of the British factory and wealthy diamond

trader; a girl with a piano, and Charlotte Dee (fig.12, Haughter of the British viee

consul in Lisbon; Burke and Fox, as described above; and an ambitious Reynoldsian

allegory, An Actor between the Muses of Tragedy and Comé&ldyless secure

attribution is a portrait of MariaQueen of Portugal, painted in 1783.

l f 6K2dz3K ¢K2YFa KIFIR LINB@A2dzate SESOdzi SR

brother Joseph, their encounter in Lisbon in 1782 appears to have been the first time

that the two men had met. The artisvas quick to reestablish the connection with

GKS RAFNAR&AOQA FrLYAf& YR NBO2dzyiSR (GKS w206
| A01SeQae FI FRIANIIAYR oNBRR2KYNMWSR GKFIGZ 2y ¢F
FNNARGIE Ay /[ IfO0dzidl BS Wg2aKSI YRANBSI EKYXRF 2 ¥
the city® ¢ KA & g+ a | FAYFYyOALFf 3JFLYoftS 2y GKS | NI
strategic aim of presenting himself as both successful and in demand. Anything that

set an artist apart in the highly competitive art markef Calcutta was to be

exploited. For example, when the Irish miniaturist John Camillus Hone {1535

52 William Hickey retired to England where he subsequently wrote his memoirs in 1808. They were
edited and published in four volumes by Alfred Spencer from 1191275,

53 Hickey, Vol Ill 1948:210.

64 Hickey, Vol Il 1950: 38B

85 Hickey, Vol 1l 1950: 386.

66 Hickey Vol 11l 1948: 202.
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stopped in Madras, en route for Calcutta in 1782, Lord Macartney, then Governor of
Madrasg NP 4GS | £ SGGSNI 2F AYGNRBRAzOGAZ2Y F2NJ KA
I LI AYGdSN) odzi ta2 a || WadzZAAOAlLYySX | &Ay
KAY Fa WOBNE | YAlIOf SQ®

Thomas was subsequently a frequent visitor to his namesake, 3activel
proposing commissiorfS. William is known to have commissioned at least seven
portraits from him. Patronage based on ethnicity was undoubtedly of prime
importance to Hickey, even though the largest ethnic group within the British
administration at this the was ScottishAs evident from portraits to be discussed
0St263> 1 A01SeQa LITheNsBos heldR3URof theyadniinigRadve { O 2
Ll2ada Rdz2NAy3a | FadAy3a3aQ fFrad @SFNAR Ay Lyl
permission to reside in Caldat between 1776 and 1785, 60% were Scots whilst of
the officer cadets recruited to the Bengal Army in 1782, 49% were ScéfiBhese
were men who would have had the income to commission portraits inByil.
contrast, the majority of Irish in Bengal wergdinary soldiers who had little
purchasing powef? However of the forty barristers and attorneys attached to the
Calcutta courts in the 1780s, six were Irish, one of whom was William Hickiey.
as well as others with connections to the transnationshimetwork of patronage,
such as the Sulivan family and William Burke, would prove to be important early
patrons to Thomas Hickeyurke, who arrived in Calcutta from Madras in 1784, was
re-posted to Madras in February 1789; Thomas Hickey, by then §ridsbusiness
in decline, sailed with him on board thi&ublinreaching Madras on 17 March 1789.

2 AfEALY I AO1Se y20Sa GKIFIG ¢K2YFa YSO oAl

57 Macartney also mentions that Hone was the son of the portrait painter, Nathaniel Hone-(T7B&)
Macartney 1950: 42. Camillus worked in Calcutta from 17820, on his return to Dublin, he became

an engraver of dies in the Stan@ffice. Unlike Hickey, he supplemented his income in Calcutta by
teaching drawing and painting. Archer 1979: 402

%8 Hickey, Vol Il 1948: 202, 210.

89 Coltman 2013: 294.

70 By law, only Irish Protestants could serve in the ranks or as officers in the Rayal From the
1750s, however, covert recruitment of Irish Catholics into the army of the East India Company and
British Navy gradually increased, with even greater reliance on Irish soldiers from the time of the
American War of Independence. The passofgthe Catholic Relief Act 1778 allowed for the
recruitment of Irish troops and Scottish Highlanders. From 1778 one third of the soldiers
travelling to India with the East India Company were Irish, from 3880 had risen to 45%. Croshie
2012: 6898, Jasanoff 2006: 51.

"I Bailey 2013: 145.
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comments no artworks from this period are known to have survived and Hickey was

back in Calcutta by late 1789 or early 1790.

On his return to Calcutta, Hickey paintadportrait of his patron William
Hickey (Fig. 2). 9 A RSy OS 27F (G KS I MiAdAadhérenge tOf | §a A O €
conventioncan be seen in the swathed column and more obviously in the inclusion
of a quasiantique bust ofEdmundBurke. The image may be discussed in terms of
FNASYRAKALI YR 2 Af f AL Y butihisOior® th&hdhatit iR&¥ A NI G A2y 7
visual trace of the Irish network under discussiNpt only were he portraitpainter,
the portrait sitter and the subject of the bust all Irish; so too was the sculptor of the
bust since it was the work afohn Hickeybrother of Thomas. Furthrenore, as
William Hickey recorded in his memoirs, the bust was brought to lbgisVilliam
Burkein 1789 and given to him bBurke as a parting gift when the latter left for
Madras’® Latour considers the strongest networks to be those of an active and
distributive materialism, which may be physically traceable and recorded empirically;

the latter is exactly what Hickey has demonstrated in the making of this poffrait.

An additional international network which offered opportunities to meet
potential patronsand raise subscriptions in India, was that of Freemas6rbgspite
| A01SeQa NBLJziSR &a20AlFoAftAGe YR GKS dzoAl dzA
London, however, there is no evidence to suggest that he ever became a Nfason.
Freemasonry experienced urgmedented growth during the eighteenth century in
both Ireland and Britain. Likewise, lodges existed throughout all levels of British
d20AS0eé Ay LYRAIFIZ FNRY GKS a2f RASNBRQ Ol yiz2y)

Freemasonry in India was mainly coosed of lodges with travelling warrants

"2Hickey, Vol Ill 1948: 349.

" Hickey, Vol Ill 1948: 349.

74 Latour 2007: 12982.

>The formation of the Grand Lodge of Ireland (the second oldest in the world) was announced in the
Dublin Weekly Journ@6 June 125. However, there is evidence of Masonic lodges in Ireland before
this date. Hundreds of Irish lodges were established throughout the eighteenth century, meeting in
inns, and coffee houses. A Papal Bull of 1826 issued by Leo Xl forbidding Cathojwisifngrsecret
societies forced many Catholics to resign from their lodges.

6 Archival searches in both the Grand Lodge of Ireland and in the Museum of Freemasonry in London
for Thomas Hickey were both negative. However, redadping in the eighteenticentury lodges

was not exhaustive.
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attached to the army. English lodges with fraternities in India included the Most
Ancient and Honourable Society of Bucks, to which William Hickey belonged; he was
Wh20fS DNI YyRQ dnadorict benbvio@ideiveéédt, the Bldestzyhost
LINBaGAIA2dza € 2R3IS Ay . SyHlhd sigdificance 6fK S  W{
Freemasonry to artists seeking patronage is underlined by the fact that, prior to his
departure for India in 1783, Johan Zoffany (1-4®30) obtained a fand Lodge

certificate of admittance to the third degree of Masonry from his London lodge, the

Lodge of the Nine Muses, to use as a means of introduction to his brother Masons in
India’® Other artists who benefitted from being Masons during their timeridid

include Arthur William Devis (176B22), Robert Home, the amateur artist Charles

5Qh é f él184b)namdyhim kinsman George Chinnery (11882)7°

The establishment of the Asiati@ociety in 1784 furnished a further means
of introduction to potential patrons. The Supreme Court judge, pioneering philologist
and orientalist, Sir William Jones, served as its first president. Membership largely
consisted of Company officials, risingrfr thirty founding members to 110 by 1790.
C2dzyRSR gAGK GKS TAY 2F LldzNBdzZAy 3 WL Y Ilj dzA N
' YOALdZAGASEY ! NIA yR {OASYOS IyR [ AGSNI
in its journal Asiatick Research88Tw2 2 F | A 01 S&Qa SINIeé& O2VYL
Devis, became members. Zoffany was nominated by Jones and elected a member in
1784; Jones also seconded the nomination of Devis in 1790. Other artists who joined
included Ozias Humphrey, (174810), Thomas Daeli (17491840) and Home, who
served as its secretary. While the Society did not offer direct patronage, it afforded
members an opportunity to meet those with the means to act as patrons. Devis, for
SEFYLX S LI AYGSR w2ySaQ Iganm\Hidkdywas ndtd MT o
member. Perhaps he could not afford the membership fee; his association with the
rakish, hedonistic circle of William Hickey may also have precluded membership of

such a learned society.

""Hickey, Vol Il 1948: 325.

8 Travelling and working in Germany, Italy, England and France, Zoffany was a lifelong Mason,
belonging to various lodges. Webster 2011: 3,17, 95, 449.

9 Archer 1979: 29800, Conner 1993: 129.

80 Kejariwal 1988: 334, 80.
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Hickey appears to have operated on the edgéshe upper echelons of
colonial society in Calcutta. Therefore, when on 12 August 1788, he publis$tesd
History of Ancient Painting and Sculpture, from the Earliest Accounts, down to the
Period of their Decline in Greece, after the death of AlexandeBthathe surely did
SO as a strategic ploy to promote his career. Not only did such a book underline
| A01SeQa aoOKz2tINIeé& (1y2¢fSR3IAS 2F 020K GKS | N
suggested that the artist was in touch with gentlemanly taste dmalitleals of the
Grand Tour. Furthermore, its publication provided opportunities to contact
influential figures of the day both in Calcutta and Londdrtkey dedicated the book
to Lord Cornwallis, then governgeneral of British India, presumably in thepe of
future public patronage. He also gave a copy to Colonel John Murray, adjutant
general of the Company troo$.When back in London in 179as previously
discussedhe sent a copy of his book to Dundas, head of the Board of Control of the
East IndidCompany, with a covering letter requesting employment by the Company.
¢CKS Lzt AOFGA2Y 2F 1 A01S@Qa 060221 Aada SOARSYOS
of his profession and his desire to avoid an appearance of provincial Irishness. It also

demonstrates how he constantly had an eye to the future as regards employment.

Hickey had started work on his book during the long voyage from Portugal to
LYRAIFY NBUOdZNYyAYy3 G2 AdG Ay /FtOdzidlo® 1a KS SE
access afforded byistinguished gentlemen here with an unexpected supply from
GKSANI @ tdzZ6ftS fAONINARSAQ SylofSR KAY (2 O2
GKSY WI OSaaldAizy 2F KAa %mdeey Qubsaquenyyl t SYLI 2 &
placed an advertisement in th€atutta Chronicle and General Advertisdrll
September 1788 inviting subscriptions for part one which had just been published,
for part two, a considerable portion of which had been printed and for part three

GKAOK gl a Ay W NNI yPIBeYafier tvo gaiisiviere deke® LINE 4 4 Q@

8/ 2f 2y St adz2NNlIe&Qa O2LR> y26 Ay GKS . 2R{SAIFY [AONINEBZ
GNRGSEE WS5SIENJ{ANE L GF1S GKS fAO0SNIe 2F LINBaSydaiay3a i
which I shallbe highe FfF G GSNBR AT @2dz RSNAGS Iye SyGdSNIFAYYSyilc

discussion of McGregor portrait below, pp.206The Murray family later reverted to the name of
MacGregor as also discussed below.

82Hickey 1788, preface: not paginatedl.).Cotton has suggested that the library Hickey used was that
of Sir William Jones. Cotton 1925: 232

83 Anon 1788: not paginated.
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LJdzof AAKSR® L Aa y20 ({y26y 6KSGKSNI GKAA ¢
FILAfdzNBE (2 O2YLX SGS (KS 62N @ bSOSNIKST
twofold. It shows firstly, that he had access to exdwe libraries in Calcutta,
presumably replete with Western classical texts, and, secondly, that he believed a
market existed for his book amongst the European population. Both facts underline

the persistence of the classical model as an ideal among&bpatriate community,

despite the orientalist scholarship being undertaken in Bengal by intellectuals such

as Jones and the typographer and scholar, Charles WitkiRsrthermore, the

LJdzo t AOF GA2Y 2F (GKS 02271 Ay [ | tveltidmigiitl | y R

underlines the modern, commercial nature of Calcutta society.

Hickey wrote the book in English and Italian, justifying doing so on the
IAINRPdzyRaE GKIFG 2yfeée WGKS YSt2Re 2F GKS LGOI f
2F 0 3% Idzisé 2®ed to underline his cultural capital. Writing in Italian
demonstrated that Hickey had been in Italy long enough to become proficient in the
language, but also, by implication, to gain a good knowledge of the great works of art
there. Although Hickey &RA & GKS LilFfAlya gAGK GKS N
RdzZNAY 3 (GKS wSylrAaalyoOS FyR I NRdzSa GKFG |
iKS OK2AOS&al Odz GdzNBEQs KS ta2z2 SYLKIaraas
not in the Roman antique lun ancient Greek sculptur®.In addition, although no
SEIYLX S&a 2F |yOASyd DNBS] LIAyGAy3dI KIR
entertain a doubt but that the production of their painters held an equal rank of
SEOSt ¥ Sof @ @abld this excellee be adduced from the testimony of
I YOASYG 6NARGSNAR o0dzix AYy FTRRAGAZ2YS F Wwadl

sculpture itself®

84 As governomgeneral, from 1774785, Warren Hastings encouraged the work of orientalist scholars
such as Charles Wilkins, the first translator of Biagavad Gitdrom Sanskrit into English, and acted
as patron to the Asiatick Society.

85 Hickey 1788, imoduction: not paginated.

86 Hickey 1788, introduction: not paginated.

87 Hickey 1788, introduction: not paginated.

88 Hickey 1788: xxiii, Xxv.
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Hickey makes extensive use of antique sources. He refers to the use that
both Giorgio Vasari and André FélibienRn@ 2 ¥ Natdral Migta®ydut then
underlines his own erudition by stating that, in addition, he will refer to Herodotus,
Plutarch, Pausanias and Lucian, sources he may have consulted in Calcutta. His sole
reference to a contemporary author is to Will Y | I EsdaySan ®aintingf
17818° However, although he does not acknowledge him in his text, Hickey also
appears to be acquainted with the work of Johann Joachim Winckelmann-gBj17
Given that, when in Italy, Hickey moved in a circle that indulegelica Kauffmann,
who in turn was an acquaintance of Winckelmann, then resident in Rome, it is highly
LINEOFOES GKIFIG KS (1ySg 2F 2AyO01StYlyyQa 62N
ARSIf>X FaaSNIiAy3a GKIFIG WDNBSOS gathadi KS OK2aS)
grown® Indeed, when Hickey wrote in the preface to hisbo#d 2 6 SOS NI y2 @St (1 K¢
LJdzo t AOF GA2Y YI @& | LIISFENIAY | az2ift tA1S GKAAQ>
he may be implicitly contrasting the subcontinent and Gre¥da.hisThe Hstory of
Ancient Ari(1764), Winckelmann proposed that, whilst art in its infancy was the same
in every nation, it needed suitable conditions, including those of climate, mode of
government, ways of thinking, and respect for the use apglication of art, in order
to progress. In a similar manner, Hickey maintains that it is only within a stable,
2NHIF yAdSR a20ASde GKIFIG GKS NI a wyle dzyF2fR

Where Hickey departs from Winckelmann is in his assertion @raek art
had its origins in ancient Egyptian art. Using Herodotus as a source, he claims that
the Greeks derived not only their principles of science but also their models of
religion and the arts from the EgyptiafsWinckelmann did acknowledge that
ancent art had its origins in Egypt. However, he denied that Greek artists ever saw
examples of Egyptian art, claiming that Greek art developed independéntly.

Winckelmann did not overtly disparage Egyptian art; rather, he believed it to have

89 Hickey 1788: vii.

% See Johann Joachim Winckelmafihe History of Ancient &t mTcn . 221
DNBS14Qr SEGNI OGa& I dz2 ( S2B00,ME872) pl46BNR a2 Yy 5= 2
91 Hickey 1788, preface: not paginated.

92 Harrison, Wood and Gaiger 2000: 468. Hickey 1788: v. See section one of this chapte®, pp.88
9 Hickey 188: vii. See Herodotus, Book 2.4, Holland (trans) 20149108

%4 WinckelmannReflections on the Imitation of Greek Works in Painting and Sculpf&®, extracts
in Harrison, Wood and Gaiger 2000: 4856: p.452. Bindman 2002: 90.

L+ WI NI ! Y2
22R yR DFAISNH
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remained at anarrested stage of development due to external factors including

climate and the rigidity of Egyptian I&#&He used it as a counterpoint to Greek art
gKAOKZ KS | NHdzSRE KIFIR LI aaSR UKNRBdzAK | a;
to produce art of an idal beauty consequent on enabling cultural conditi8hBy

contrast, Hickey, drawing extensively on Herodotus, maintains that Egypt, whose arts
NELINE&aSYGSR GKS STFF2Nla 2F (GKS wyz2ad Sy
extended its influence to otherlnG A 2 ya |y R Wo S F Fsthermoze)2 y D NE
KS I NBHdzSa GKIG O2f2yASa FNRY 93eLJiz 2y O
ANRGAY3I INIa Ay DNBESOSs: aSO2yRSR %BH&KSANI Lk
elaborates on what he believes to be the lyastages of painting in Greece: the

drawing of outlines in an initial phase, followed by filling in the lines with one plain

O2f 2dzNE 1y26y | @ QY2¢2OKNEXVGGL2Y LW aSa Ay
shadow by the use of lines and scratches witlrha@s foreshortening and the
articulation of joints, distinction of veins and bending of drap®nHickey believes

GKIFdG NI YlIé KIFEgS NBFOKSR GKAa adl3asSs wi
not only amongst the Greeks, but in the infancy of ather nation; and it is, perhaps,

the very mode of proceeding which, in every country, the art would adopt,
AYRSLISYRSYy(d 27F 0O2YYdzyA Ol (A 2%1a otheriwniorids, Y 2 NB
painting skills may be apparent in the earliest stages of any sdoigtthat progress

Ad FdzZNIKSNBR o0é O2y 0l OO0 6AGK Y2NB WRS@OST :

Given that Hickey wrote his book at a time when British trading interests in
the subcontinent were becoming increasingly colonial in orientation, the question

arises as to whethehne is, in effect, promoting imperial expansion as improving or,

% |t is a matter of schally debate today as to whether Winckelmann in effect thereby denied an

African origin to Greek art which, in its turn, played a foundational role in the Western academic

canon. Bernal, vol 1 1991: 213. Bindman 2002: 90.

% \winckelmann,The History ofAncient Art,. 221 ™MX W¢KS hNAIAY 2F | NIQX
SAFTFSNBYyOSa | Y2y3d RAFFSNBYy G bl iAz2yaQs SEGNI OG& A\
97 Hickey 1788: vii.

% Hickey 1788: vii

9 Hickey 1788: xvii, ix. In his description of the drawing of outlines and udeYo2 y 2 OKNR2 Y I (i 2 y G
O2ft 2dzZNE> | AO01Sez |fiK2dzAK KS R2Sa y24d FO0ly2e¢fSR3
FyR [/ 2f2dz2NBQ NaturaPHisforytEfEAEYR 21Ff 2K SNBG St f a4 (GKS f S3ISyF
which Hickey refers to in his desdign of the tracing of shadows.

100 Hjckey 1788: xix.
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concerning art and ancient empires as evidence of his own erudition. Hickey tightly
links the development fothe arts and science to the rise and fall of empires, as he
describes how the Greeks ultimately superseded the Egyptians in becoming the most
WAt £ dza G NA Pddw@ver) iy thelelfsénce oNdrsodal papers, it is impossible
G2 1y26 | A GlobBritsh teriitétial @xpaasion in the subcontinent. As
regards Indian art, his only known opinion is a wholly conventional one, reflecting
the prevailing European view that Indian sculpture was at best curious, at worst
monstrous!®® Writing in 1804 abut a series of figure studies he planned to paint,
based on Hindu mythology, Hickey drew a clear distinction between learned,
NI KYAYAOlIt GSIFIOKAYy3a FyR GKS Wol NDBIFNRBdza &Ll
representations with which their temples are so prafé f @ T d¥NovasisUE R Q @
at this time to distinguish between what was considered to be the philosophical
religion of the Brahmins and the supposedly superstitious cults of the ordinary
people. In the eyes of educated Europeans, the Brahmins bergfitben an ancient
reputation, for virtue and wisdom, not least on the grounds that they had been
teachers of both Plato and Pythagorf@$Thus Hickey planned to base his studies of
LYRALFLY FAIdzZNBEA 2y (GKS . NIKYAYAaQ HeiSaONARLIIAZY
allegorical allusions in order to explore the religious system of Hinduism whilst
Fg2ARAY 3 0KS WNBLINRBI OK 2F AYyO2yOSA®WI| 6t S AR2f
C2NJ I A01Sez &adzOK WAR2fFGNRdzaQ FA3IdeNBa KIR Tl
brought Eurocentric values to bear on the sculptures, judging them by the classicising
standards of simplicity, ideal beauty and noble grandeur. It is doubtful whether
Hickey understood or credited an alternative regime of taste that valued extensive
ornamentation and decoration as found in Indian sculpture. However, although he
gl a aolFiKAY3d Ay KAA RSAONARLIIAZ2YZ |1 AO01Se RAR

rather than mere curiosities.

101 Hickey 1788: xiii, xxi.
102 Mitter 1992: 2.

103 Hickey 1804: 4, 6.
104 Mitter 1992: 49,178.
105 Hickey 1804: 4,6.
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When Hickey wrote of his planned series of Indian mytholodigates in
1804, he was hoping to be employed as historical painter to the East India Company.
His proposal was a direct application for patronage. The publication and distribution
of his book, was likewise an exercise in-petfmotion. By drawing attentin to his
erudition, Hickey hoped to attract wedlducated, wealthy patrons. He exploited all
the resources available to him, including his connections to the transnational
network of Irish patronage, as he actively sought work. The extent to which Hickey
was motivated by his nevanding search for patronage and financial security

cannot be overstated.

PN

{SOGA2Y ¢KNBSY 'y LNAREAK ! NIAa

Hickey arrived in Calcutta just as Warren Hastings, who had risen through the ranks
of the East India@npany to become the first governgeneral from 1774 to 1785,

was preparing to return to England, mired in accusations of corruptidve T
subsequenarrival in India in September 1786 of Lord Cornwalé governcgeneral
marked a turning point both inhie commercial affairs of British India and in ARglo
Indian relations. Unlike Hasting€ornwallis,had been appointed by the Crown,
under the provia 2y a 2F tA0GQ&a LYyRALF | Otfackiyrynx &
corruption within the CompanyHoweverhavng experienced defeat at Yorktown in
1781, during theAmerican War of Independence, Cornwallis was also determined to
prevent the formation of a public sphere afebate, whether composed solely of
Europeans or in conjunction with elite Indianst this time, theCompany was
controlling organisationit censored the pressleterminedwhere Europeans could
residewithin its territories prohibitedrepresentative institutbns and controlled all
British intercontinental trade from Indi®® Neverthelessit did permitits servants to

trade on their own behalf within Indiand with other southern Asiatic ports;

106 For accounts of the East India Company in this period see Marshall 1987, Bowen 2322: 19
Washbrook 2012: 4Z4.
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independent mercantile companies thus continued to flourisha ®ries of moves
aimed at preventing corruption, Cornwallregularised Company salaries, fixed
trading prices, discouraged the usebainians(money agentsand prohibited private
trading on the part of Company servants. Furthermore, high ranking Indiahg in
civil administration were replaced and peosed off or demoted, while peoplef
mixed race wereexcludedfrom both the civil administration and the army. In
addition, the keeping of Indian mistresses known laibis was discouraged and

Company servastwere now prohibited from wearing Indian clothes in puBiic.

Initially Hickey was busy, being fortunate that the much better known,
Zoffany, who was active in India from 1783, spent much of his time in Lucknow
whence he travelled to Delhi before returmgjio Calcutta in 1786. He left for London
AY MTyogpd | A01S8Qa YIAY O2YLISGAG2NI F2NJ 0KS LI
of his career in Calcutta was therefore Devis, who was active in India from 1784 to
1795.By contrast to Hickey, Zoffany and Denvere well connected; Hastings sat to
both artists, as did senior judges, including Sir Elijah Impey and Sir Robert Chambers.
As previously discussed, Hickey operated on the edges of the upper echelons of
Calcutta society. However, the portraits commisgid from all three artists had
features in common. The majority depicted men; very few European women
travelled to India at this time. Portraits served similar functions as those
commissioned in Dublin or London, recording achievements in public and
professional life but also commemorating family events and the private lives of the
sitters. Thus, while Hickey produced standard portraits of army officers posing in
their uniforms, for example an officer of the Bengal artillery painted in 1780 (fig.
2.13), healso made portraits that suggest more individual interests. Between 1786
and 1787 he painted one of Captain (later Majgeneral) William Kirkpatrick in
civilian dress (fig. 24h ® ¢ KA & L2 NINI Ad0 KAIKEAIKGaA y2a 2y
the foundingof the Calcutta Military Orphan Society in 1783, as indicated by the
document in his hand, but also the acquiring by the society of two premises, as

indicated by the inclusion of their house at Howrah in the backgrd@hpart from

07The original meaning difibi, an Urdu word derived from Persian, was lady or wife.
108 Hickey painted a further portrait of Kirkpatrick in Mad@$7991800. This will be discussed in
chapter three, section two, pp.14%9.
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the paintings discusse@l St 2 62 20 KSNJ LR NINI Ada GKIF G & dzN
Calcutta include a double portrait of an unidentified young couple; Charles Brooke
playing with the grandson of the Nawab of Murshidabad and Charles Cornwallis

Johnston as a child.

However, ertain functions of art assumed greater importance or took on a
different emphasis in India. Portraits asemorial for example,took on extra
significance in the context of travel tbe subcontinent; thegommemorated absent
loved ones separated by distemas well as travellers who had died.dddition, they
were commissioned in anfgation of possible demise. The snonth journey to
India was dangerous; passengers were vulnerable to illness, to vagaries of the
weather and to attack from foreign shipy since Britain was almost constantly at
war with France. Moreover, the mortality rate amongst Europeans in India was
extremely high. Portrait miniatures were in demaraimongst the expatriate
community as souvenirs of loved ones; they were madabaper than oil portraits,
quickly executed, portable, could be incorporated into jewellery, and were easy to
send home with friends sailing for EnglalR® Thus, the English miniaturist John
Smart €17421811), arriving in Madras en route for Calcuttalin85, remained
there during the ten years he spent in India, such was the demand for his¥ork.

When William Hickey travelled to India, via Portugal, for the third time in 1782, he

had his mistress Charlotte Barry sit for the fashionable miniaturist RicBasway

(1742My HMO X LINA2NJ 02 GKSANI RSLI NI dzZNBd ¢ KS N
O2YLI YA2YQ | FGSNI / KFENI2G§0S RXBothshe K2l NI f & |
2AfEALY alG G2 ¢K2YFa 1 A01S@ Aywagsaniozy
to his favourite sister in Londd#2¢ g2 2F ¢K2Yla | A01S&Qa St
when he subsequently arrived in India in 1784 were further portraits of William and

a posthumous one of Charlotfé?

109 Hickey never painted miniatures, but he did paint small oval heads in oils (not in pastels like
Hamilton), for example a set of seven heads made for the Bedford family in Portugal, which were
easily transported.

10 Archer 1979: 3943.

11 Hickey, Vol Il 195@623.

112 Hickey, Vol Il 1950: 386

13 Hickey, Vol Il 1948: 349.
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As well as miniatures and fidtale portraits, drsts in India made
conversation pieces. On the one hand, conversation pieeegd as a memorial to
time spent o the subcontinent while, on the other hand, theyere indicative of
statusattesting tothe enormous households maintained by Europeayats, bibis,
hookah bearers, stewards and pole bearers were all faithfully documeriteely had
the further advantage that their small scale meant that such works did not appear
too ostentatious, a crucial concern for those anxious to avoid accusations of
nal2 0 SNE® CNRBY GKS IINIAadQa LRAYy(d 2F OASs> |
sense; often small in scale, it allowed the artist to save on materials which were at a
premium in India, and, more importantly, to charge per figure. Kate Retford argues
that, for Britons in India, the importance of the conversation piece lay in its capacity
to provide contextualising detail, thereby emphasising both the particularities of the
WKAAG2NAOIE Y2YSYydQ FyR (GKS O2ydN} adAiay3a Odzi
indigenots populationt'* She makes the point that due to its ability to combine the
narrative features of history painting with elements of genre painting and
portraiture, the conversation piece proved to be an extremely versatilegarye!'®
As described below, # balance between each element varies within each

conversation piece.

=

(0p))

tKS O2y@SNEBIOGA2Y LIASOS gl a ARSIFtfte adzal
could, in addition, serve as a means of displaying his possessions in a polite manner,
the emphasis on fanyil working against accusations of immoral luxury. One of
| A01S8Qa SINIAS&alG 3INEP dzLb dhigvbldedeh hdmbersof RS Ay /|
the extended Murray familydohn Murray, later General Sir John, his wife Anne, and
their ayah,celebrating the birth ba son, Evan (fig. 51116 The overall focus of the
painting is strictly on family, as the little boy, supported by both his mother and his

ayah reaches out to his father. Hickey has taken care in drawing the individual

14 Retford 2017:93, 10Z.

115Retford 2017: 104.

118 The family at this time was known as Murray before reverting to their original surname of
MacGregor in the 1820s. The surname MacGregor had been proscribed in 1603 by King James VI of
Scotland. It was restored by licence in 1822 on the application o$¢hend baronet, Majeteneral

Sir Evan Murray MacGregor, the child in the portrait. The portrait is known todahedlacGregor

Family.
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portraits and painting the draperseof the female figures. His portrait of John Murray,
however, demonstrates his ev@resent difficulty in articulating legs with the upper

body. The men are all in military uniform and the women are ‘dedkssed as befits

their status but there are no ftiner suggestions of the trappings of wealth. By
contrast, luxury is clearly a preoccupation in a contemporary conversation piece
LI AYGSR o0& %2FFlyes | fSFRAY3I LINRLRYSYI
when compared with that of Zoffany, suggesits different types of patronage the

two artists could command. Zoffany painted a group portrait of the wealthy, inter
related Auriol,Dashwoodand Prinsep families in Calcutta between 1783 and 1787

(fig. 2.1). Unlike the Murray portrait in which the outdr setting is not shown in

any detail, India is clearly indicated by the large jack fruit tree, palm tree and small
Mughal tomb in the background. Family members are arranged in small groups in a
frieze-like manner on either side of the stylishly dressedmaculately powdered

and coiffed Auriol sistershg central focus is on the act of taking fealuxury item

in Indiaat this time as tea was yet to become a casbpcthere. Ranged alongside,

and every bit as much an indicatiori status as the silveteapot, are a hookah

bearer, a household servant, a liveried pageboyaaianand a messenger. The
RA&ALX e 2F WSE2G04A0Q &aSNplyidaz | & YdzOK
neoclassical urns, carefully arranged as a still life with the blue and Whiteese

L322 NOSt Ay OdzLJa FyR &l dzOSNEZ Ay FNRBRyOG 27
of material wealth consequent on international networks of trade. If all these
features are taken in conjunction with the flanking image of Charles Aurioisin
uniform of an officer of the Royal Army, it may be understood that this was trade
that was increasingly underpinned by colonial conquest. This is not merely a group
portrait of an extended family taking tea; it is both hierarchical in its displayeafttv

and power and ideological in its implication of the colonising of Indian land. The
Hickey group portrait, though more modest, is similarly implicated, it shows a military

family. Both conversation pieces are fundamentally, about acquisition and atytho

Although conversation pieces offered European artists the opportunity to

paint Indian subjects, oil portraits of individual Indians, other than rulers, were
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unusual. One exception was the sgenre ofbibi portraits 1’ In the maledominated
society ofBritish Calcutta where portraits were commissioned, painted, and in the

main, viewed by men, the appeal of such portraits is evident. In 1787 Hickey painted

apicturenowknownasy LY RALFY [ I R& Z, bibi¥ MBianiBiickeW WS YR y S S¢

(fig. 2.17). The young girl is most probablyb#i since an Indian woman would not
normally have sat to a European male artiEhe identity of the sitter cannot be
proven, but, given that Thomas Hickey was a frequent visitor to theu@alhome

2T 2AfEALFY I AO1Sex AO A& LRaaroft &b, I a

I NOKS |

WSYRFIYSS®d 2AffAFY NBLR2NISR Ay KAd YSY2ANR (K

and admired by all my friends for her extraordinary sprightliness and gaatbur.
Unlike the women of Asia, she never secluded herself from the sight of
& G NI y B8$nNids Ydtrait, thebibiis placed on display for a male viewer. She is
portrayed as detached and selbsorbed: her gaze does not engage with that of the
specttor; with the result that she is very much offered as the object of his attention.
What is not immediately apparent to modern viewers, as will be discussed below, is

just how risqué the image would have appeared to eighteerghtury viewers.

Although theidentity of the sitter is not proven, the carefully painted portrait
certainly appears to be that of an individual. One of the few scholars to consider the
portrait in depth, Darcy Grimaldo Grigsby, argues that Hickey was sensitive to the
circumstances ofhe subjugated population in India as he came from a colonised
background himself, and that this fact influenced his approach to Indian sifers.
This argument is problematic. The contention of the present thesis is that while
WL NR & Ky S & a fof the/eightéeth cerituty il Bldiskirict operational value,
it did not imply a specifically Irish sensibility? Furthermore, though Hickey would
have been well aware of the political and economic inequality between Ireland and
England and that Englandoverned Ireland, to what extent he would have
considered himself to be from a colonised country is a moot point. Grigsby maintains

that by portraying thebibi & Wadzoaidl yiA@dS:y SY02RASR

Wiy yrteaira 2F 1 A01Se&Qa L2 NI NI A bidiang hebamaiR A |y
discussed belowvas previously published in McDermott 2016.

18Archer 1979: 208. Hickey, Vol 11l 1948: p.327.

119 Grigsby 2016: 53.

120see chapter one, p.62.
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Wdzy dza dzI £ £ & NI & LIS O (tihgltier afgdmerit BySundérliningi WX >~ &

OF NBFdzf f & KS KlFIa 20aSNBSR FyR RSftAYySIHGSR

on her costumeé?! While he has undoubtedly taken great care, the focus on the

@2dzy3 fl Ré&Qa KSIR Aa SELidoventomal traidinginKS T

Western portraiture, whereby the painting of the head is prioritiséal. certain

respects, although of an eio subject, the image ®2 y @Sy G A2yt f ® | A 01 S

muted, the greygreens and pinks, his tones and hues atanakeepinglf the bibi

portrait is compared with the portrait of Charlotte Dee, painted by Hickey in 1781

GKSY Ay t2NldAlFIf>X GKS alyYS OFNB A& | LILI NX

and depiction of her face (fig. 2L Furthermore, whilehe artist skilfully depicts the

O2y iN} adAy3a GSEGdAINBE 2F G(KS aAdGSNDRa RN I

bibi portrait, costume is not a distraction. Hickey is certainly respectful in that his

treatment of his Indian sitter is similar inany ways to that of his European sitter,

but what Grigsby fails to note is the unconventional pose oftite which, for an

eighteenthOS Yy (1 dzNBE GASGSNE gl & OSYyaNIrt G2 GKS 1
The custom, amongndians of all ranks, of sitting dioor cushionsposed

difficulties for European artists as it disruptétfesternhierarchical conventions of

composition In one of his earliest Indian figure studies, painted arolir@b, Hickey

depicts the toddler Laurence Sulivan with &iyghor nurse (fig. 28). With its strong

vertical and horizontal lines formed by the background pillar and divan, the painting

Is similar in form to the portrait of theibi. Theayah appropriately in this instance,

sits on the toystrewn floor with her arm outstretched tthe child. Unlike theayah

GK2aS LRaAAGAZ2Y 6AGKAY KSNJ 9dzNRBLISFY SYLIX 2

inclusion of the child, the Indian lady is portrayed on her own. Both young women

are sittingcrosslegged and moreover, thebibi is obviouslybarefoot. Respectable

young eightenth-century European women did not sit in this manner. That such a

pose could be considered inappropriate, is underlined by the reception of a painting

entitled Attention shown by George Chinnery (171852) at an exhibition held by

the Society of Artistsf Ireland in the former Parliament House in Dublin in 1801. (fig.

2.19). Considered to be the most outstanding picture of the exhibition, the portrait

121 Grigsby 2016: 58
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was subsequently bought by the Dublin Society, Nevertheless, despites its success,

the portrait was cosidered risqué?? As a contemporary commentator wrote:

The subject is represented by a female figure, sitting or rather lying, upon a
sopha- her head reclined over a boog the face handsome and well
foreshortened but the shades of too blue a tint and thens as coarse as
house painting. The robe bundled up over the legs, which are crossed in the
careless manner which close attention to an interesting novel might be
supposed to have effecteq nothing that could contribute to richness was
omitted in the cdouring ¢ yellow shoeg; purple robe¢ ermine ¢ muslins of

allkinds and textures ONR Y& 2y &a2LKI X228 3Af RAy3az OF NDAyY 3

| SNB> |a ¢Sttt Fa adzZa3asSadiay3a GKFEG GKS FAIdNBC
legs crossed and skirts not smoothed downpissequent on the dubious activity of

NBIRAY3I | y20Stx GKS gNAGSNP Va2 ONREDODSEASA
fAYAGSR o6dzi KIFENX2YA2dza LI fSGGSET / KAYYSNEQA
O2y INROdzGSAZ Ay (GKS ONM lissipafioh. He2midheyde2 y > (12 |
Almeida and George Gilpimave made the interesting suggestion that Chinnery, in
paintingAttention,drew on a work known today daduslim Lady Reclinindig. 220)

by the Angleltalian artist Francesco Renaldi (1763799.1%° Theymaintain that the

painting was one of twportraits exhibited byRenaldi at the Royal Academy in 1797

Renaldi, who was active in India from 1786 to 17&@, show a portrait entitled

Portrait of an Industany Ladyut it cannot be stated with certainty #t the two

portraits are one and the samele hadpreviously sent portrait of an Indian lady

under the title ofPortrait of a Mughal Ladyto the Academy exhibition of 179%°

wSY Il f RA YbibKS LI2SNISNNIFA G 3¢ RdzNRA y 3 Mudlidh Ladyk NSSNJ Ay |

122 Chinnery as secretary to the Society of Artists was instrumental in thetraduction of its blic
SEKAOAGAZY&ad 1S g1 & | 6 NRSR (KS {20A8S0GeQa &Af OSNJI LI ¢
/| KAYYSNE KAYAStET KIR LINRBLIRAaSR GKFG NIGKSNI GKFYy | gl N
exhibits, the Dublin Society should now buy and disgieyn for the benefit of its students. It paid

MCH®MMA OR F2NJ W GGSyiA2yQd /2yySNI mpdhoY onI nmod

123Royal Irish Academy, MS 24.K.14: 251. Entry for 6 July 1801, quoted in Conner 1993: 41.

124 The exhibition catalogue note to the picture included eight line@&NBE S g KA OK o0S3IAYyI WEKS
Syl Y2dzNBR 2F 42YS8 FIyYOASR GFtSk! GGSyGAz2y f &
suggest that the book in question may have been the Arabian Nights. Conner 1983: 41

125de Almeida and Gilpin 2005: 296

126de Alneida and Gilpin 2005: 296
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Seated with &Hookah which Archer believed was the portrait exhibited in 1791 (fig.

2.21)1?7 Chinnerywas a regular exhibiter at thRoyal Academy(showing annually

from 1791to 1795 and agaiin 1798)andpresumablywasl 6 NB5 2 F wSy |l f RA ¢
portraits. Obvious comparisons may be made between their work, not only in terms

2F LJ2asS odzi Ffaz2z Fa NBIFNRa wSWwWithhiRA Qa dz
Odza 12 Yl NBE SYLIKI aA Bery 2and exiitic accoatrernent§, Ml as2 S g S
hookahs with their elaborately coiled pipes amttardans or perfume holders,

w Sy I MRIinQady Recliningl @ 06 S dza ST dzf £ & bDR2wSLyl I NBRRA Qa2
AYF3IS Aa YdzOK aYl f t S NIndiayl lady S teftadly onldigpRy, i K 2 dz=
w S y I bibiRis\ s@idivn reclining in an enclosed space which, combined with the high
viewpoint, increases the voyeuristic character of the pictutdéckey in a similar

manner to Renaldimay have felt that his Indian figure study permitted a certain

latitude as regards pose. Unlike Renaldi, howeverkKiled y 234 LINA2NARGA &S
jewellery nor has he included sensuously suggestix@ica; his focus ismore on

costume and contrastoptextures of materials.

Costume was an important indication of status througholne Georgian
periodespecially, as Ruth Kenny has arguedreland whergunder the Penalaws,
a large section of society was prohibited from buying property and 1&hd.
Portraitists such as Hkey, who had received an acadertri@ining, would have been
I g1 NB 2 F DiscdursgshiwRiéhChe maintained that in Granianner
portraiture the painting of drapery should lgeneralisedand not detract from the
subject of theportrait; he insistedi K & A0 ¢l a 2yfteé YdksES Ay TSI
gl NA S & 2°THe saphisticatibriioftte instruction in the use of dry media at
the Dublin Society Schools meant that many graduates, including Hickey, obtained
the skills towork as a pastellisThe material qualities of pastel and the methods of
its application facilitated the depiction of contrasting textures, textiles and
costume®®C As is evidenfrom study of hisbibi portrait, these were interests that

Hickey maintained fven he started to work in oils. Thuss loosely painted swathes

127 Archer 1979: 286.
128 Kenny 2008: 1-27.
129Reynolds 1992: 122.
130Kenny 2008: 19.
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of fine muslin contrast with the edgings of gold ribbon, with the dense nap of the
carpet and the hardreflective surfaces of the metal utensils necessary for the

preparation ofpaan.t3?

It was not only when painting aesthetically pleasing subjects such as the
WLYRAIFY [FTR8Q GKIG 1 A01Se RS2SR a2 YdzOK (!
His interest in producing closely observed, individuated portraits of Indian subjects is
apparentthroughout his career in India. Aroudd90Hickeymade three portraits:
William Hickey with a Bust of Edmund Bufg. 2.12), Thomas Grahan(fig. 2.2),
and John Mowbray, Calcutta merchant attended by a Banian and a Messéigyer
2.23). WilliamHickey commissioned his own portrait, baetdetails of the latter two
commissions have remained waced. As William was not only acquainted with
Thomas through the Irish transnational network of patronabet also with the
Scots,Thomas Graham and Johviowbray, it is reasonable to presume thatish
connections led to the artist receiving the commissiéftsGraham, a Company
servant, was, with his brother Robert Graham, a partner in the mercantile company
of Graham, Mowhaty, Graham and Skirrow. Hickpginted the portraits ofboth
Graham and Mowbray at a pivotal momenbt only in the broader context of Anglo
Indian affairs but also in terms of theawn mercantile companyin 1791,as a
02y aSljdzsSy 0SS gferms, geNgodmpanyt wed Mankrupt, owingn
WA YY SyfimdfSnoneyd (2 A ('8 The N&vBrayipérthdis®nusualin the
waythat Hickey has focused on the interaction between a European and Indians in a
mercantile trading house, that is to say a place of work, rather than the more usual
domestic or military setting. Moreover, it includes a closely observed portrait of a
banian; baniandlike bibis were transitional figures in the commercial world of
Calcutta. As a consequence of the changes introduced by Cornwallis, neither would
have a placen the same way in the increasingly imperial British India. Thus, close

study of the portrait is illuminating not only as regards-higtory, but also in terms

B1 Many regional versions gbaan exist in southern Asia. A preparation of areca nuts, spices,
sometimes tobacco, is wrapped in betel leaves theevebd and either swallowed or spat out.
132Hijckey, Vol 11 1950: 123,196.

¥ Hickey, Vol IV 1925: .
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of what may be deduced concerning Angralian relations at a specific historical

moment.

The three portraits differ irone further respect.In the portrait of William
Hickey India is effacefdthe portrait could have been made anywhere by an artist
with an academidraining. By contrastthe picture of Thomas Grahanmcludestwo
identifiable Indian landscape viewsits background. Differently again, Indian land is
represented in the Mowbray portrait by the inclusion of a map hanging on the wall
behind him. The Mowbray portrait merits particular attention not only because it
includes a detailed study of tHenianbut also, to depict an identifiable wall map in
a portrait of a merchant was extremely unusual. Maps did feature in portraits at this
time, but more usually, asrolledoutchafts & &SSy = ¥F2 NJoa&tl YLIX S=
of David de Pury (fig. 2.99r globes in portraits of rulers, military commanders
international tradersand travellers. Thus, the paintings of William Hickey and
DN} KII' Y gKAOK IINB G(GeLAOIf 2F 1 A01SeqQa Lk
serve as points of comparison to the Mowbray group portrait which will be the focus

of the analysis to follow.

Thethree portraitsdo have certain features in commoAll have the vertical
format of a formal portrait but are small in scale. The size ofMwvbray group
portrait means that it functions in an intimate manner like a conversation piece. The
portraits of both Hickey an@Graham follow contempary European conventions of
portraiture in that both men are depicted sitting at the end of a tablevamch is
RAALIX @SR AdSYa GKIFIG O2yy2GS SAGKSNI GKSA
legal documents are scattered across the table and law books are stacked on the
floor, whilst tidy piles of documents and books are ranged beside Graham.
contrast Mowbray is seated behind a kneehole deifoughon the wrong side.
a2goNlreQa LRaAAGAZ2Y YyR GKFG 27F (da® RSAa]
attention not only tothe profuson of documents on its surface asgilling out of a
open drawer butalso to the pile of papers skeweredth a metal rod beside an
untidy heap of Indian account books on the floor (fig.42.2ll this is recorded in
meticulous detail by the artist. The naturalism of the portrait is remarkable for its

time; it extends fronthe relaxed figure of Mowbray engaging with thanianto the
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description of the physical setting. Furthermore, nothing in this image is incidental;
everything refers to the immediate concerns of those depicted in the room. This
portrait is suggestive nobnly of a place ofvork but shows that work is actualig

progress.

Hickey followed the hierarchical convention of European portraiture by
placing Mowbray, the patron, in the centre of the compositidlanked by the
messenger in a subservient positioehind him and thdanianto his side. However,
the prominence of the desk has the effect of completing a circle of intembsth
extendsfrom the account books on the floor to the one in thd: Yy A HanflQathe
banian himself round to Mowbray and badb the desk. Hickey shows a certain
limitation in technical skill in the representation of spaae,may be seen by the lack
of coherence in the relationship of the map on the wall to the box placed against the
wall and to the figures depicted. As manyof his portrats, he has chosen to use a
monochrome ground with just enough tonal variation to indicate spatial depth. This
is a case of artistic licence on HicRey  adithBliiteriors of European buildings in
Calcutta were whitewashed, but the darkdkground also provides a perfect foil to
theo | Yy Avirap,(hid spotted headovering and his exuberantly paintdtioti, that
is, thelong strip of unstitched cottotied round the lower body. All theompositional
devices used by Hickey result in the according of equal weight téighee of the

banianand to that of Mowbray himself.

The comparative prominence of theaniancan beunderlined bycontrasting
| A O1 S & Qaithlal ihagel hagiedbpevi: William Dent with his brother John
and an Indian Landlord, Anand Narailso dating from 1790 (fig. 234 As both
I NOKSNJ yR . SGK C2¢1Sa ¢20Ay KI@S adza3asSaidsSR
economic andocial, even military action in relation bodian landgiventhe military
uniform worn byJohn Dent3> William Dent was a salt agt in Tamluk and a cargo
boat, transporting saltcan be seen on the distant river. Time is collapsed in this

composite imagesince5 Sy 4 Qa | Olj dzA & A (rih2 Wind,2Hesyrhbolit S| A SK2f R

134 See also the peripheral position of thanianA y %2 F¥IFyeQad O2y @SNEIF GA2y LIASOS
Dashwood families discussed above, p.107.
135 Archer 1979254-8, Tobin 1999: 132.
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act of feoffment or soegurning, the subsequent construction of his classitié and

the visit of his brother arall simultaneously celebratet?® However, despite the

StAGS LYRAIFYQa OSy (NIt Lrsdnd the2fatt thatyhe NB £ | U
gra yrYSR Ay GKS GAGEST 2AttAlY 5Syi(Qa
subordinate role. Unlike thbanian who has been positioned as a prominent, active

ddzo 2S04 Ay | AO7 S westernshdBndbdSspaSdfaiainitdes lifle 2 F |
more than provide compositional balance to the shield bearer in that of Devis: he is

an object of the narrated history rather than its subject.

Hickey could not have portrayed tH®nianin such a manner without the
permission of Mowbrg. The fact that Mowbray is seated while thmnian is
standing, suggests that Mowbray is the more powerful of the two; his professional
reputation is further enhanced by the way that the picture highlightséhe y A | Yy Qa
StAGS adl G dza oitidigmedigtey hpParentihat d@anidnisldn Andian
of importancefrom the fact that he is wearing his shoes in the presence of a
Europead A 0G0 ¢l a | &aiaAdy 2F NBALISOG Ay LYRAL)
presence of a supposeliperior3” An earlier group portrait painted by Hickey from
1787 to 1788 of Charles Boddam (fig.6},2 Company civil servant and linguist, with
his hookahbearer and anunshi(Persian scholar) is similar in that it shows a seated
European attended by two Indiankike thebanianthe elite munshi,aware of his
own status, has not removed his shoes. The standing ofbdr@an however, is
further emphasised byhe volume of material comprising hihoti, wrapand head
covering,which, even allowing for exaggeration/o | A O1 S @ Qasahbdannli = & dz3
substance. Manpanianscame from the commercial castes while others were drawn
from the literate Indian eliteall were involved in the movement of capital, the
remittance of money and the supplying of cretfit.This wasa role they had played

throughout the period of the Mughal Empirasing a double entry account system

1361n her account of this picture, Archer refers to a set of documents held by the British Library that
records the terms of the lease of the land by Dent from Anand Narain. Archer 1979: 254.

137 Cohn 1996: 133.

138 For analysis of the role baniansin Angleindian society see Spear 1963: 38;%1.268, Marshall

1987: 457, Bayly 1990: 108, 194, Braudel 1985: 12, 153, 163, 21223, 5835, 598. For a
comparative analysis of the role baniansanddubashesee NeildBasu 1984: -B1.
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written in mahajanior merchants script in a commercial ledger, the&hi khatal®
Hickey has represented this script in the ledgers heaped at the foat®fg 6 NI € Q&
desk. Prior to the establishment of a direct treasury system in the nineteenth century,
the British moved their moneywith the assistance dbanians,via hundisor the
commercial credit lines of the Indian banking system. Unlike dhbashesof
southern Indiawho were often employed directly by the Company, Bengatiians
operated independently, not onlguppling credit but also trathg on their own
behalf. Moreover, they were distinguished from Indian merchants by the personal
relationships tley built up with the Company, private traders with Houses of
Agency, which wereommercial companies and general tradénat invested but

also lent money. As a mercantile company, Graham, Mowbray, Graham and Skirrow

would have been totally dependent dheir banian.

The care taken byickeyin depicting thebanian, in what was first and
foremost a portrait of Mowbray at workiakes on an extra significance when
consideredwithin the colonial or early imperial context in India. Has the artist
presented a portrdiof an individual orA & A0 |y A Ytypdk& ofzhe | Wi & LIS
Enlightenment propensity to document and clasgifyickey was certainly interested
in representingypical Indian figures later in his career, as can be seen fronettes
he sent to the East India Company in 1804, in response to a public request for the
collection of information useful to Company Historiographers, in whichdiedto
be appointed Historical and Portrait Painter to the Comp¥fy. A O1 S Qa Y2 A JI (A 2
seens to have beerprimarily economic, since, he provideddetiled schedule of
remuneration Neverthelessas mentioned in the previous sectiohe proposed a
ASNASAa 2F LI AyGAy3Ia (G2 0SS adzonaSldsSyate Sy3anNd
characteristic but select formation of the native Indoo inhabitants; figures
corresponding to the differentcastsifs 6 & BKAOK (KS LYyR22& I NB R
WFAIdzNBa 2F OGKS yIFIIAGS LyR22a Ay (KS RN} LISa
YR RA% HowWkver(ithaQwas after the turn of the centuryo understand

139Bayly 1990: 194.
10 Hickey 1804.
1l Hickey 1804: 4,6.
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I AO01 SeQa LI Ay boththe rBeSsengdf &nd theariadaNGsporteait

of Mowbray, it is necessary to return to the earlier moment.

As already notedt had become incrasingly dificult since the miell780s for
European artists to find work or patronage in Calcutta. They were atsompetition
with artists of the secalled Company Schodbllowing the closure of the Mughal
imperialateliers many Indian artistaow worked in varias roles for the East India
Companyand for European clients in a European influenced manner. fitoeluced
aSia 2F aAYLX S AYF3ISa 2F LYRAILY wieLlSaoQ:
against a plain background. Suchages, which were produced an commercial
scale in the last quarter of the eighteenth century, were popular with Europeans both
for their relative exoticismand for their modest pricelchn Alefounder (1758.794)
who was active in India from 1785 until his death in 1794, eds wee the earliest
European artists tattempt to exploit this marketput it was the Flemish artist
FrancoisBalthazar Solvynd7601824)who was the first to complete a systematic
portrayal of Indian costumes and trade. In CalcpitiapublishedA Collectin of Two
Hundred and Fifty Coloured Etchings: Descriptive of the Manners, Customs and
Dresses of the Hindo¢k796; reissued 1799%2 Solvynsirew onWesterntraditions
of costume books and sesillustratingdifferent occupations. His work is significant,
in that he was the first European artist to try to order his images of Indian subjects,
as he understood it, by casténlike such images of types and costumes, the
Mowbray portrait was not aimed atagendéra I dzZRA Sy OS> o0dzi O2y aA R
LYRALFY FA3IdzNBE &ddzRASAE Aa NBfSGOryd gKSy
messenger antbanianare portraits of individuals,

Solvynswas by profession a maritime paintemot a portraitist. It would
therefore beunwisein terms both of medium and skilb make close comparisons
between hisattempts to individuate hisndian subjects and thoseadiansdepicted
AY 1 A01S8Qa LERNINIAGA Ay 2Aftad 1 2SOSNE
Calcutta engravingbedid include éanian whom heplaced in aVesterrised space

seated below a framed maritime painting, perhaps one of his own. Whereas Hickey

WLC2NJ I O2YLINBKSYaAdS 20SNBASe 2F {2t dedyaQ Ol NBSNJ
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used compositional devices to emphasise thé y A dtaylu§) Solvynshowedthe

banianseated, in the suggested pmsce of Europeans, to indicate that he was an

elite Indian, as he explained in the accompanying cataldgtieThe background

painting and seated banian can be seen iwatercdour made by an Indian artist

around 1800which is, in its turn, a composite imadpased on several o2 @& y 4 Q

original drawings (fig. 22¢® { 2f @eyaQ LINR2SOil KIR 06SSy Aya

Company School artists and his work in its turn was adapted by Indian artists.

braGFrakKl 9Fd2y KIF& | NBdzZSR O=2ies@arg OAy It & GF
WOK I NI O S NRatigith yelerfeyits A Beitypical were emphasised and
demonstrable in an individuated subjeét. Solvyns may have been prepared to
manipulate some imagebut his original drawings were close studies taken from life
and he castigated Western travellerdor their inability to accurately represent
Indians;he claimedi K § G KS& LINRPRdJzZOSR WTAIdaNBa ¢gK2aS 02
gK2aS aKI LS O02YLX SEAZ2Y | yRSRomidayRayhy I y OS A a &
suggestedhat an additional tendency among¥festernpainters of this period was
GKS WFEILGOdSYAy3a 2dz0Q 2F LYRALFY &1Ay O2f 2dzNJ ¢
FAIAdZNE Aya2 | 02y aAMadoSs¢quently Khe Birgulaitf of heNB ¢ Yy Sa & C
individudwaslost. SF NAy3 623K ONAROGAOAAYA AY YAYR Al A

depiction of the Indian messenger and thanian

Consideration of the Mowbray portrait shows that Hickey has carefully
O2yUNI AGSR (GKS aAafile akSdnoraufcoat) sSsasihS&a a Sy 3 S NJ
and fine orangegold spotted shawl, the gold of which is echoed in the giditdon
trim of the jama. Hawever, it is the depiction of the swathed, tucked and draped
folds of thed | y A | y &@nd wrRpknavhidhhe has invested his greatest effort and
technical skill. Thin layers of white paint merge into thicker bands of bright white

which give structure anddge to the fabrigfig. 2.28). Whilst similarities may be seen

43 Hardgrave 2004: 278.

144 Eaton 2014: 54.

145 Solvyns published a further set of four volumes of his prints in RassHindo(1$808-12. A pirated
version of his work was published in London by Edward Ofiine:Costume of Indostdi804-5. This
guotation is taken from the Preliminary Discoursd_tsHindodsVolume One (1808) as it appears in
Hardgrave 2004: 124.

16 Ray 2013: 25.
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in the depiction of material draped over tie | Yy A dhollQek and thed A Gsha®la

the handling of paint in theanianF A 3dz2NB A a4 2y (KS K2t S YdzO
departure from techically demandingWhite on whitedistinctions isthed I YA | Yy Qa
spotted head covering, the tail of which may be seen poking out from under the

RNJ LISR ¢KAGS FLIONRO® | A01SeQa AyuSNBad A
Indian subjects. In a contempameous portrait of the Calcutta hostess Frances
W2Kyazys (YaEzyWREKY&ERY QW LB hedsddyedthti@me/ R M T ¢
bravura in the redering of layers and ruffles @fhite fabrics of diffeing texture and

weight (fig. 2.8). However, to devotesuch attention to an Indian subject was

unusual. Furthermore, both thbanianand the messenger are highly individuated

both in terms of finely painted facial features and in varying skin tone. The detailing

of account book, keys and stylus behind theaA | ¥dR ghould not be considered
YSNBfe Fa GKS | 002dzi NBY Sy geive tacbnndie hi Sy S NJ ¢
LINEFSaaAz2y Ay | AAYAEIFINI YFYYSNI G2 GKS LI
in conjunction with the compositional devices used by Hidkaepresent thebanian

as a prominent subject in Westerrnised space, his treatment of costume as well as

the caretilly painted profile declare thia closely observed portrait of an individual

(fig. 230).

Detailed analysisof the image considered with the specific historical
contextofitsmh { Ay 3 2dza G LIAApRoNibitingZprivate thgfedn thefpartd Q
of Company servants, underlines the close association of Mowbray angiatiian
rather than distance between thenOf further significance, given the increasingly
colonial orientation of the British in India is the map that features prominently in the
background of the portrait. European convention in the conceptualisation of space
and placethe topographical mapssumedprime importance as territorial expansion
in India quickened in the last quarter of the eighteenth centéy Edney has shown,
science and art came together in the formation of maps which were deeply
ideological, not least because they were beli@véo epitomise European
rationality 14’ Mowbray may have requestithe inclusion of the magas an indication

of his trading interests, but he is also showing off a prestigious possessiomays|

47 Edney 2003: 726.
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were expensive, rare item4® Hickey has depicted the map such detail, that,
although previously unidentified, it is now possipley comparing the shape,
outlines, colours and titles of the painted map with actual mapsdentify it asA
Map of Bengal, Bahar, Oude & Allahabad wdrt of Agra and Delhi Exhtlrig the
Course of the Ganges from Hurdwar to the I8edames Rennell, engraved by William
Faden and published in two sheets in London in 1478§. 2.3). Rennell whowas
the surveyorgeneral of Bengal from 17677, made the first regional suey of
Bengal from 176571149

Rennellmadetopographicaimapsbased both on military route surveys and
celestial measurements taken at specific points to determine latitude and longitude.
Whilst in Bengal he had conducted much fieldwork but the maps he drew irohond
including that depicted by Hickey, were based on a vast collection of material
including maps, charts, landscape views and sea journals deposited in India‘Pfouse.
Rennell divided his maps into provinces based on Mughal land divisions sstiasl
which dated from the time of Akbar (1558605)andnamed them in regular typeBy
contrast, heindicated the contemporary Indian polities by the name of theuler in
cursive type!® ¢ KA & RSGIFIAf YIFe& 0SS aSSy Ay 1 A01SeQa
a 2 ¢ 0 NJogr&tabothdn the differential colouring of the provinces arml the
inclusion of script, for examplERAR The significance of thsubais twofold
firsty, A0 &4dzZa3SadiSR I WESIAAGAYIFGISQ GNIXyaFSN 2F L
Golden Age of Akbabypassing the despotic presentd the Britishand secondlyjt
corresponded to an area of revenue collection. THUK S Y I LJ 2y a2 0N} @Qa o
cadastral, hat is, it serves as a register of land for the purpose of taxaktiomever,
at a time when Company activity was determined by revenue collection (and just
prior to the implementation of the Act of Permanent Settlement 1793 which had
devastating long terntonsequences for land management, particularly in Bengal),
its cadastral function is significarfhe inclusion of the map implicates Mowbray in

proto-imperial structures of power.

148Edney 2003: 69.
M9 Edney 1997:493.
10Edney 1997: 98.
BlEdney 1997: 113.
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alRS G6AGKAY (GUKS LIRgSNFdzf AyadAdGdziazy
maps portable forms oWesternknowledgeLINS a8 Sy it SR I 02y a i NHzOdG S
subcontinent as a coherent, unified entity. However, maps were not the only means
by which Europeans created an India understandabléWestern eyes: artists
constructed ladscape views which were dependent on weaibwn conventions of
both making and seeing. & LINE @A 2dzat & y20SRZ | A01Se&Qa
contains two landscape viewg/ithin the painting, the curtained window frames an
image of aclassicalilla conplete with pedimet and columnsA second view is
afforded by the framed picture on the wallvhich Archer has suggestedepicts a
view of Benares (\fanasi) by William Hodgé& Graham was the British Resident
at Benares from 17780 and, although he waemoved from the post when charged
with irregularities, it would be an appropriate choice of background image, more
particularly since he denied the accusations. Hogdgé® travelled to Benares with
KAa LI GNRY 2FNNBY | I adiAyageduringihislcimgdign 2 ¥ (0
against Raja Chait Singhade many drawings of Benares and neighbouring forts on
the Ganges. élsubsequently worked up and engravhais Indian drawingas forty
eight aquatintswhich werepublished in two volumes in London betwe&ri85 and
1788 asSelect Views of India: Drawn on the Spot in 37883.In addition, his prints

were also readily available in the Calcutta bazazis.

Benares was a highly significant spiritual site for Hindus but it was also of
symbolic importance to Eupeans as it exemplifeethe then widespread belig¢hat
Hindu society represented an ancient civilisation existing in the present. This belief
was reiterated by Thomas Hickey in his aforementioned letter to the East India
Company of 1804n which he propo§ R LI} AyGdAy3a oFaSR 2y
AYKFOAGLIYyGaQaod LYy | A01Se8Qa @OASg (GKSasS g2 dz
of India at its earliest stages as the figures relate only to the delineation of the native
aboriginesw | A O1 S & Q awhohaveJsoht@ued flom the remotest periods of

record, a separate and distinct people unaltered by any foreign migifbe In

152 Archer 1979: 215.
153 Eaton 2003: 61.
154 Hickey, 1804: -B.
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addition, since the last of the great Mughal Emperors, Aurangzeb had built a Mosque
on the site of tle Visvanatha Temple in Benaréise city had come to reinforce a
European eighteentitentury stereotype of the spiritual values of the Hindu in
contrast to what was perceived as the destructive influence of Islam and the Mughal

Empire.

In the juxtaposition of images within the overafintrait of Thomas Graham,
Hickey has thudepicted on the one hand@assical building which, #Westerneyes,
was evidence of a rational and ordered colonial built environmeand on the other
a landscape viewhat implicitly served to characterisindian societyas by turns
spiritual and unchanging, destructive and latterly in the case of Raja Chait Singh,
RS&LRGAODP LG YIe o6S GSYLIWAy3a G2 O2yaAiARSNI (K
terms suggested by Said @rientalism,whereby the supposed superiority of the
coloniser is reinforced by a differential comparison made with an inferior colonised
W2 (i RINIBS GSNE (G KS SOARSY Oshgges@aynare coryfpeR Ay | A O ¢
relationship, particularly in his compellingage of the manifest, active presence of
a powerful indigenous elite in the form of thieanian. To the extent thatthe
Mowbray portraithas been commented om the literature it has been made to
serve as an illustration of the public and private tradinggtices of East India
Company servant®8 Moreover, in so far as relationships of power within the Indian
colonial context have been considered, there has been a tendency to misinterpret
the image as evidence of an ovarching thesis about British domitian of, and
distancing from, its Indian subjec®®’! & Kl & 0SSy akK2gys> | A0]1Se&Qa
more complex than anyeductive reading would allowi A O S geSeatationlS LINJ
underlines the interdependence of Mowbray and thbanian rather than their
disasociation during this crucial period of transition in Angidian affairs.To
analyse the portrait odohn Mowbray, Calcutta merchant attended by a Banian and
a Messengemn terms of a totaking colonial discoursdeniesthe heterogeneity and
social divsions of both British colonial and Indian socidiyrthermore, it ignorethe

incommensurable if overlapping epistemologies suggested by tlsgncretic

155 5aid 2003: 3.
156 Archer 1979: 21217, Howes 2011: 101, Bayly 1990: 108.
157 Smylitopoulos 2012: 134.
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British/Mughal map and that of the indigenous financial system personified by the
figure of thebanian. Hickey has representedWesterrised, colonising social space:

a space contested in terms of varying regimes of power but@isavhere subjects
previously separated by geography and history met and were constituted by their

interlocking relationships wh one another.

The subjects in this case not only include Mowbray, the messenger and the
banian but also the Irish artist Thomas Hickey and potential spectdfSrsAs
previously discussedhe Irish colonial experience was characterisegtmximity to,
and the longevity of, its relationship with Englarsdich thathe eighteenthcentury
art worlds of both countries were tightly linked. However, significant differences did
exist. A consideration of the local in terms of both Ishtrainingand networks of
patronagecontributes to an understanding not onlgf what Thomas Hickey made
during his time in Calcutta but also the significance of how he did ierms of the
former, the most rewarding analyses have been of those portraits thatiacn Indian
figures; for it is here that Hickey has employed the best of his technical skill and paid
ANBFGSad FGdSydazy G2 RSOGFAf® . & @ANIdzS
work in the specific context of late eighteentientury Calcuttat has been possible
to demonstrate the inadequacy of considering such images as merely illustrative of
imperial histories. On the contrary, as has been shown, they are complex agents of

meaning production in their own right.
Conclusion

Said, writing abot the historical novel as a work of art, argues that it is not adequate

to think of such art solely in terms of an internal coherence; rather both national and
AYGSNYlFGA2yL+t O2y(iSEGa NBtS@Oryd G2 Ada Yl
or comgex affiliations with its real setting is to be understoBfLikewise, it is not
Sy2daAK (2 lyrteasS 1 A01SeqQa /fOdzidlr LIAOU

1581n despair, shortly after the bankruptcy of the mercantile company in 1791, Mowbray and Robert

Graham died from alcohol poisoning whilst Skirrow went tempéramsane. Hickey, Vol IV 1925: 57

y® LG Aa GK2dzAK3G GKFIG GKS LAOGAINE s+ a oOoONRdzAKG o0
remained in the family until it was presented to the British Library in 1938 where, today, it is on display

in the Boardroom

1935aid 1994: 13.
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values or verisimilitude. It is only by considering the local contexts he brought to the
works, in terms of his trainingn Dublinandlinks to the transnational Irish network

of patronage as they intersected with ovearching themes of the British Empire,
that the complex meanings of his Calcutta paintings are reveblekeyleft England

for Indiaat a timewhen attitudes towards British activity in India were marked by
ambivalence; the East India Company may have been portrayed as benevolent
towards the indigenous population but its servants were increasingly seen as corrupt.
He arrived inCalcutta as reforms aimed at counteracting corruption and improving
efficiency came into effect, ultimately resulting in a distancing of Indians from
Europeans. However, the complicated relationship between Britons and Indians, that
may be deduced from higortraits at this specific historical conjuncture, is one of

interdependence.

| A O |Ba@gaintings for example, thosef the bibi and banian are
important because they portragransitional figuresvhose place in British colonial
society in India wouldwith time, irrevocablychange Moreover, Hickeyimself was
a transitional figure; never again would so many Irish and British portraitists seek
their fortune in IndiaHis paintings made in Calcutige illuminating not only in terms
of differential relations of power but also the fluidity of Angdtadian relations at that
0AYS o long®dich éafear, interrupted by seven years spent in London, China
and Dublinspanned a period of transitiordia . NAGF Ay Qa8 O2YYSNOALFf Ay
became entwined with those of imperial ambitioim. terms of the nexus of art and
empire, the significance of A O {I&IBrOpdrtraitsrests in the fact that he painted
0 KSY I & polichd i thelsyb€batime increasingly becamhose of conquest
and territorial expansionBy contrasto his Calcutta paintingghough certain ohis
later portraits made in Madrasuggest a continuing interdependence amongst the
British and elite Indians distinct imperial register becomes evident in the work of

Hickey and other artists active in India in the first decades of the nineteenth century.
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Chaper Three

An Imperial Turn: Madras 179824

| A01SeQa& LYyRAIY LJ2 NI Ngiveritdathe waSactveNidizidin ¥ dzf |
at pivotal moments as Britiskactivity in the subcontinent moved fronbeing
predominatelycommercial toconquest andcolonisation In addition,he worked in

two very different Presidency towns: Calcutta and Madmdserefore, the paintings

that Hickey produced in Madras may be compared and contrasted in terms of time,

place and content, with those he made in Calcuttartfi@ermore, the type of

patronage he received in the two towns differed; from the time of his arrival in
Madras, Hickey benefitted not only froprivate patronage, as in Calcutta, but also

from public commissions. The public commissions that Hickey receivdddras, at

a time of accelerated British expansion in the region, prompt the question whether

KAa 62N] Y& 0SS lylLteaSR Ay GSNya 27F |y
wider processes of empire as previously discussed in the introduction torésept

thesisand chapter oné A key theme throughout this chapter therefore will be the

guestion of the emergence or otherwise of an imperial dimension within British art,

YR 6KSOUKSNI I AO1SeQa ¢2NJ] o1 a I LI NG 2F

British policies in the region at thiisne were becoming increasingly imperial
in ambition. Prior to his departure from England, Hickey, concerned about his
prospects of employment, had unsuccessfully applied to the East India Company for
a salaried position. What he could not have predictess that he would be the only
professional artist on the spot at the outbreak of the Fourth Mysore War on 5 March
1799. Thus, the first section of this chapter considers the public commissions Hickey
received in the wake of the British victory in Mysoreghlighting the distinct
WAYLISNRIFE GdzZNYyQ Ay GSNya 2F O2ydSyd FyR

In the second section, portraits painted by Hickey the British surveyed new

Y Introduction pp.267, chapter one pp.582.
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territories in the aftermath of the War will be assessed @tation to British colonial
expansion. Closanalysis of the paintings will draw attention not onlyttee role of
elite Indians in the collection of useful colonial knowledbge: also to the competing

forms of knowledge on display within the pictures thesives.

Section One: Tipu Sultan, Marquis Wellesley and Imperial Propaganda

On 2 August 179Hickey had beegranted permission by the East India Company to
return to India. Further permission for his two daughters to accompany him was
granted on 28 Felmary 1798 and in November of that year Hickey arrived in Madras
Hewould have become quickly aware of tlsengularityof Madrasnot onlyin terms

of its relationshipboth with Calcutta and Londorhut alsowith reference tothe
various Indian groups in thtewn itself andthe neighbouring Indian politiesFort St
George in Madras had been the first independent centre of English influence on the
subcontinent.However,the British never developed an expatriate commercial and
manufacturing base in southern India comparable to that of Behgalthermore,

by contrast to Calcutta where administrative posts tended to be occupied by civilians,
similar positions in Madras were often held by suitably qualified military personnel.
This militarisation of the administration was due in part to the fact that as Calcutta
superseded Madras as the centre of British interests in India, the career prospects
for servants of the East India Company in the Madras Presidettygorrespondingly
decined. A potential lack of advancement, together with treamplexity and
multiplicity of languages spoken in Madras deterred maoyn applying to work in

the region* Thus, by contrast to the eveshifting British population in Calcutta an

2 See Washbrook 2004: 485 for an overview of the East India Company in Madras in the late
eighteenth, early nineteenth centuries.

3Washbrook 2004: 492.

4Persian was the administrativenguage of British India until it was replaced by English in 1837. Vatuk
2009: 49. In Bengal, Hindustani, derived from Sanskrit, Persian and Arabic, was widely spoken. In the
Madras Presidency the predominant languages included Tamil, Telugu, Malayalafararatia.
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almost dynasticdominanceby a few familiesin both trade and Company affairs

developed in Madras

As in Calcutta the population of Europeans was relatively small but \abere
there the European presence was predominately British Madras includeda
significant number ofother Europeans including Portuguese, Dutch, Danish and
French all of whom had well established trading links in the regidnLikewise,
diversity marked southern Indian society; the region had not drdgled with
Europeans since the sixteenth centurytlaso had a long history of internal trade
throughout the subcontinent. In atition, southern India benefitted from well
established trade links via the Indian Ocean to Persia, the Lexmarnh eastern Asia
and China. Migration and warfaragcluding thespread southwards of the Mughal

Empire at the end of the seventeenth centucgntributed to the mix.

Angloindian relations were correspondingly compléilriting about the
colonial transition in southern India from 1770 to 18&&vid Washbrook describes
Angloindian relations during this period I &  WiYld& SMSRQX Wy dz y O
W@l NRA 843 Brilish po@ep in India increasingly shifted to Calcutta throughout the
eighteenth century, Company servants in Madras came to resent the influence of
both Calcuta and London in their affairs. Reforms concerning Asgdiian relations,
introduced by Lord Cornwallis during his tenure as Gove@memeral were therefore
largely ignored. At a local level questions of gender and class were often more
important than race. Unlike inCalcutta sexual relations with Indiahibiswere not
discouragd. The system of usindubashess money agents and the need for Indian
informants continued unabatedThe wealthiest men in Madrascluded Indians
some of whormremployed EuropeansHite Indians and Europeans met publicly whilst
a few Indians even went so far as to question East India Company policy in southern
India. Moreover, British power in the region was not sec@&egrounded by some of
the largest princely statesiilndia, including Hyderabad, Baroda, Travancore and

Mysore, all of which were jostling for power as the Mughal Empire declitred

SUnder the terms of a treaty negotiated with Mir Jafar in 1757, the French were excluded from trading

in Bengal. Losty 1990: 33. See Washbrook 2004: 493, for a discussion concerning Europeans in Madras.
6 Washbrook 2004: 497.

"Washbrook 2004: 487, 489.
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Madras Presidency was under continual threat not only from the hostile state of

Mysore to its west, under the reign of Haahdd W! £ A | Y RTipK SuitapnbiitdzOOS & & 2 NJ
also from the confederacy of Maratha statesaesternand central India. Alliances

not onlybetween the various Indian polities but also with the Britigdre continually

being made, broken and remade. This vitdgpolitical situation wagxacerbatedy

the ongoing hostilities between the British and Revolutionéater Napoleonig

France, a fact exploited by the Indiatates,particularly by Tipu Sultan. The Mysore

court sustained contact with the French ofeur decades from the 176@nwards

In 1787 Tipu Sultan sent an Embassy to the Court of Louis XVI at Velsdlll®s a

Jacobin Club was established in Seringapatam and a Liberty tree pfanted.

Under Richard Colley Wellesley, Earl of Mornington, wicceededsir John
ShoreasGovernor-General in 1798British policies in the region became increasingly
aggressivand expansionist INnO 2 y (i NI @S y (iEainfia AcfF(1784)whidh Q &
prohibited the initiation ofmilitary actionby the British in In, Wellesley arrived in
Madrasin December 1798 supervise the assenibfof a large army in preparation
for war against MysoreHe subsequently legitimised his actions the groundsof
aeaz2NBQa CNBy OKin gagiollg; Svihirafeteyice toh Jetker from
Napoleorpledging support for Tipu Sultan in his campaign against the British in India
which had been interceptedt Jeddalon 17 Februaryl 799 Wellesleyan Irish peer
would alsohave been aware of théailed French expeditio to Ireland of 1796 in
support of the United Irishmef Thus from his point of viewthe French posed a

threat both at home and on the subcontinent.

The French had intervened in Mysore on a previous occaBiotish forces
suffered a humiliating dett - & 0 KS K I y R &ipeStiltan dndthelFiddch?! f A =
commander of their troops, General Laljét Pollilurduring the Second Mysore War
(17801782). Cornwallissubsequently led the British twictory duringthe Third
Mysore Wamwhich was fought fromi790to 1792. On4 May 1799he Fourth Mysore

War erupted asBritish troops with their allies, the soldiers of the Nizam of

8 Jasanoff 2006: 156.

9 Sir John Shore served as governor general from -B78fer Cornwallis returned to England.

0 The landing of a large French expeditionary force under General Hoche at Bantry Bay was thwarted
by bad weather.
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Hyderabad, stormed the fortress at Seringapat&8rirangapatng ¢ A LJdz { dzf G |
island capital. Tipu Sultan was killed during the leats plunder and prizes began

G2 | NNAGS o Ol AN Q 2% R2YE WCS Lok LIAGE £ NB:
interest in IndiZand most particularly in the figure of Tipu himsélThe storming of
Seringapatam inspired plays, songs, prints and pagstthe design of ceramics and

even dress fashiarin 1799t KA f A LJ ! & ( f SThaSiege laidl ISidzihgNI LI | & |
Seringapatamcomplete with live horses and explosive devices, was staged at the
Amphitheatre Royal in Dublin. Thedo-Persian traveller Abu Talib Khahen visiting

5dzof Ay &adFdSRXZ NI}IGKSNI FYoAddzzdzatesr GKI
performance®? Abu Talib Khan had arrived in Cork from India, travelling through

Ireland to Dublin en route to England. InaB e YLJX S 2F WNBOISNES Si
criticised the English for their prejudices against the Irish. He also unfavourably

compared the lot of the Irish peasant with that of the Indian peasant.

Tipu Sultan was not unknown to the Irish or British publicrpaathe taking
of Seringapatam. His image as a cruel despot had been reinforceddoynts
written by British prisoners captured and held in Seringapagdi®r the loss of the
Second Mysore WaHowever, it was not until the aftermath of the Third Mysore
Warthat visual artists became interested in Tipu Sultan and Mysore. At this tivoe, t
2 F ¢ A LJdzQ dheldiag foatagerb$ M Britishuntil their father fulfilled the
requirements of the peace agreemert KS &dzo 2S04 2F GKS WK23
tackled by various artists in England includidgorge Carte(1737%1794)and Henry
Singleton(17661839), but it was Robert Home in India who producthe most
ambitious image. Homdavingarrived in Madras in January 17,%fuickly obtained
permission to jair the Grand Army at Bangalore where it was engaged in hostilities
against Tipu Sultan, staying withfor the duration ofits campaign. Between 1792
and 1793 Home completed his versiontb&é subject ofCornwallis receivinghe
WK 2 & G 3 Hig. BI)Me/sbSaqu@ntly produced a volume of engravings based

on his sketches entitlecselect Views of Mysore, the Country of Tippoo Sultan

1 Buddle 1999: 66.

12 Jasanoff 2006: 175, Kahn 2009:8% Abu Talib Kahn wrote an account of his travels which was
translated from Persiamto English by the Belfashan Charles Stewart and published in 1810.

13 Malik 2010: 1922.
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publishing it simultaneously in London and Madras in 1794, with an accompanying
text written in both English and Persiaargeting both European and elite Indian

audiences.

Home included approximately thirty recognisable portraits of both Britons
and Indians in the picturerawing on the descriptive text of his as yet unpublished
bookas well a®n his numerous sketchesle depicts himself as an onlooker at the
edge of the scene; a portfolio tucked under his arm suggests that he has been
engaged in sketching the participantetBils suchasthegly2 LIS 2 F te®@ Ny gl f £ A a4 Q
slicing across the lower leftand corner of the pictue reinforce the sense of an en
the-spot record of eventsThe figures are grouped in a frielike arrangementvith
depth and exotic interest provided by tHeINJA yeScré @ lavishly caparisoned
elephants and camel3heincorporaion of members of¢t A LJdzQ& | N & gK2 g2 dzf R
actuallyhave been preserdit the event provides anecdotal interesthey includex
rocketman, shown with his back to the spectatortwihis rocket and characteristic
flag, and an infantrymanl4 Both are dressed in a distinctive uniform made of cloth
incorporating thebabri pattern of stylised tiger stripe® Yy 26y & GKS W¢A3ISN
a & a4 2 MipuQecorated textiles, army uniforms, swordguns, cannons and his
throne with tigers, tiged Kkeads or stylised tiger stripe$he head of the tiger often
comprisedfeatures in the form of a calligram, which may be read as the initial H, for
| F @RI NE ¢ ALMzQ& FI G KSNJI 2nNd ldwahli kKNBF &8 N&daOS (2 G(KS
the Lion of God. The tiger was also a powerful emblem within Hindutisvaslinked
to the vengeful goddess Kali and also to Hindu kingship. Tipu Sdtdre Muslim
ruler of a predominately Hindu state employed a complenagraphywhich not
only embraced both religious traditions practised in his kingdom, but also reinforced
his image as a fierce and aggressive opporigyntegistering this iconography within
his picture, Home underlined the significance of the Britiskowycover a powerful

enemy.

14 Rockets were traditionally used by Indian armies. Tipu Sultan modified his rockets using Western
technology. Stronge 2009:; A
15 Stronge 2009: 241, Buddle 199:22-28.
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| 2YSQa LJa@e mabliéén histéry dating, a type of painting closely
bound up with national rivalries and imperial ambitions. Therefdre mainfocusis
on Cornwallis as he receives the younger of the two pridag-ud-din, who is
offered to him in an opeskK I Y RS R 3 S & i dzNBakilgseniot riinidta® a f | Y
Ghulam Ali Kharnwho is depicted in his silver carrykefair. The move is seemingly
supported by Mir Alam and Buchaji Pundiepresentatives of the NMam of
Hyderabad and the Maratha Peshwa respectively. Sir John Kennaway, Resident at the
bAT FYQa O02daNIi K2f Ra (G(KS KIFyRThasThe 6 KS S
representatives of Mysorég A f £ Ay 3f & KI YR y2XOB3INI RK/S 2W K 23N
quastpaternd care.Home subsequently exhibited the painting with a companion
piece known today a3 he Death of Colonel Moorehouse [sic] at the Storming of the
Pettah Gate of Bangalore, 7 March 17@11797 at the Royal Acaden(fjg. 3.2)'¢
¢ KS O2VYLJRaA i baath of2CBlondl Mdd&kbase directly based on
.Syetk YAY Déth of(Generalf\®iEe LI AYGSR Ay wmtTtn O0F
painting not only celebrated a British victory over the French but one that took place
outside Europe. e central figure in Ho® Q antiriglis posed in the same pielike
manner as General Wolfé. Thus, m the one hand through his paternal image of
Cornwallis, Home has portrayed Brik y" Q & Inbti®aé Kenevolentpn the other
hand,he shows the redemptive sedfacrifice of @ritish officer in India as Bangalore

is captured.

1 2YSQa LI GSNYIFftAAGA0 LRNINIAG 2F / 2Ny«
consistent with a line of images includikgymaa LI Ay dAy3 2F [/ A QD
Jafar following the Battle of Plassejg(f2.4) andRennella O NIi 2 dzOKS O FA
which British interestin India had been, for the ost part, shown as benevolent
and/or paternal with Indians willilg submitting to British ruleAfter the conquest

of Mysore in 1799, howeveAnglaindian relations wes presented in terms of

6The Freemasons in Madras commissioned the painting, as Moorhouse had been their Grand Master.

Archer 1979: 300.

17 One of the few contemporary paintings to depict a battle scene from the 1798 Rebellion by the
''YAGSR L NRa&KYSYy Jdhe 8dti2 of BallynahBoh ALy ey W& 32 RNI ga 2y 2 2
picture. Captain Henry Evatt of the Monaghan Militia, resplendent in powdered wig, red coat and sash,
supported by his colleagues in a simigeta-like pose, makes the ultimate sacrifice. Higure may

be contrasted with that of the dishevelled captive rebel leader Hugh McCulloch, seen to the extreme

left of the image.
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conflict. Conflict was presented as spectacle by the Scottish artist, Robert Ker Porter

in his panoramaThe Storming of Seringapatarwhich opened in the Lyceum in

[ 2YR2Y AY wmMynn® t #Zétdhes NEDSs a bdst getnikclilay davasdA S ¢ &
which measured 21 feet high and 120 feet long and had to be moved on rdters.
curvedpicture surfaceand the lack oframetogether served to enhance the illusion

of being at the centre of the actionh@ spetator standing on a viewing platform

was prevented from coming close to the painted image;,tb@nbined with the

curved surfacemade judgement of any perspectival distance difficult. Spectators

were surrounded by pictures on the enormous canvagjgeting cannon fire and

smoke; clashing scimitars and bayonets;-ceated soldiers, troops in Highland dress

YR aSLl2eéea oldGafAy3a ¢ALMzQa FN¥YeT GKS YI&KSY

himself on the ramparts of the fortres8.

The panorama not only sesd to promote imperial pride in London, the
capital of empire, but alstravelled to Edinburgh, Belfast, Dublin and Canki801 i
arrived in Dublinwhere it was displayed in a building specially erected for the
purpose in College Greeopposite the newy redundant Parliament Hous&.A
contemporary observer in Dublinnote, 2dz | N LJX F OSR Fa Ad 6SNB
the battle before the ramparts and without the danger view precisely as in reality,
0KS ¢K2ft S {dzy dz°tihusttie DédblizOisler dxpressodwhadit€apy
scholarat NJ Yy 9ffAa KlFa adaA3SadisSR ¢la WikKS
OKI NJ OGSNXR &l A O -erabFacirlg viewdt Iy rdayJoeydrgQetl that tas
SYGSNIFAYYSyd YR (GKS &adzofAyYS OFYS G23SGKS
entrance cost of onshilling spectators could experienagith frissons of delightful
horror, a great British victory against an oriental desp@nd all at a safe distance.
l'a . dz2NJ S oNRGSY WOESNNEBNI Ifglea LINERIzOSE RS
[ A1S 'adftSeQa LBRNBESRRaAOCUAY¥ERINe2063 I+ O2YYSN
oFly1SR 2y GKS . NARUOAAK YR LNRARAK Lzt AOQa | LI

18 See Archer 1979: 428, Rohatgi 1999: 52, Stronge 2009: 81, Jasanoff 2006: 175, for accounts of

the panorama.

YForaccoy 1d 2F t 2NISNR& LI Yy2NF Yl Ay LNBtFryR aSS .t 01 wun
20 Anonymous diarist 1801 in Cullen 2000: 241

2LEllis 2004: 136.

22Burke 1990: 41.
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officially commissioned works of imperial propaganda, it was neither constrained by
artistic convention nor did it provide any moral justification for imperial expansion.
As the panorama moved around the country, its popular appeal and accessibility

ensured its success as an example of unofficial imperial propaganda.

Consideration of the panorama highlights one further pointthe
preponderance of higinanking Scottish officers engaged in various roles in Mysore.
As a Scottish artist Porter may have included soldiers in Highland dress out of national
pride, but hegot much of the detail othe assault from the surveyardviajor
Alexander Beabn andMajor Alexander Allanboth Scotswho had arrived in London
from Mysore in February 1808.Details seen in the painting include that of the
Scottish officerLieutenant Farquhaof the 74" HighlandRegimentof Footexpiring
0SKAYR | Ot2asSte 20aSNWPSR NddzibdcanSoyisi G A 2y
Other prominent Scots included Maj@ereral David Baird, who had led the attack
on Seringapatam, and Lieutenaht2 £ 2y St 2 At f ALY YANJ LI G NA C
secretary. As the panorama indicates, British society in Madras was dominated by
military personnel who were also for the large paBtottish.lt is unlikely that he
FILOG 2F 1 A01SeQa LNRaAKYS&aa g2dzZ RishKI @S
Wellesley to offer him patronageparticularly given that Wellesley tended to
downplay his own Irish backgroudtiHowever Hickey wathe only professional
artist onthe-spot; thus, he was granted access to Wellesley, General George Harris,
other important participants, including the Scots mentioned above, and to members
2F C¢ALMzQa TFlIYAf@®@ YR K2dzaSK2f R fé¢$hé R Ol LJi

purpose of drawing their portraits

Hickey was extremelyortunate that Home, who had many prominent
patrons in thetown, left Madras for Calcutta in 1795e had been in Londoim 1797
GKSY 12YS aSyid KAA LI AYydAy dhe@dthaiG@BneWK 2 & 0 |
Moorhouse to be exhibited at the Royal Academy. Hickey almost certainlyheaw

two pictures which possibly provided the inspiration for his own comparable project.

2 Rohatgi 1999: 52.

24 See below, p. 134, concerning drawings by Hickey of Majors Beatson amd Alla

25 Harris was Commandén-Chief of the Madras Army and temporary Governor of Madras at the
outbreak of hostilities.
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Following the defeat of Tipu Sultan, he quicktyvertisel a schemeof ambitious

history paintingsn theMadras Couriet0 July 1799 and later in ti@alcutta Gazette

17 October 179Hickeyproposedl A SNA S& 2F aS@OSy LI AyaAy3Ia W7
Victory [of Seringapatam] on théMay, 1799, and the successiveests connected
GAORYMRGAY I 2dz0aONALIGAZ2Y A F2N) 4dz0aSljdzSyd Sy:
FNIOAAaGa 2ya O BeRAEy Q9 owasl intended to £dDHsB ¥S We¢ K S
{G2NX¥YAY3 2F (GKS . NBFIOK |G {SNRARy3Ithed GF YQs W¢
t I f IYBKEE FAYRAY I YBKSC FUNEDE AYAIBANDA S 2F GKS
ataz2NB GAGK GKS FlFYAfe 2B KB KNS S2MNRES LWCAKRS/
[ ASdzGSYyFyd 1T I NNAa gAGK GKS [/ 2f2dz2NB 2F ¢ALR?2
Raja on theMusnudé 6 KS WOdzAaKA 2y 2F K2y 2dzZNDofg KA OK g1 a
atazaNBQAa Ol Se faz2z RNBg | -ihikidgpatans the BEa@of KA 4 a8 OKS Y
Mornington, GovernoiGeneral of India and Lord Clive, Governor of Fort George.

Using the skills developed during his early training in the Dublin Society Schools in

dry media, Hickey subsequently completed fifitye preparatory studiesn chalk.

Most are simplénead and shouldeportraits, but some of hisketches, for example

that of Muhammad Subhan Sultan, sixth son of Tghow the sitteffull-length and

include detailed notes of costumgig. 3.4) However, Hickey neveealisedhis

project. He may have failed to attract enough subscribers; a further possibility is that

he lacked the technical skill necessary to complete such an ambitious project. A

LISY OAf &1 SGOK FT2NJ WeKS NBOSLIIA2Yy 2rF [ ASdzi Syl
{G DS2NHSQ O6FAID odp0 OGKIG KIFAa adz0EA SR aK2;q
chalk portraits such as that of Major Beatson (fig. 3.6) but also underlines his difficulty

in drawing anatomically accurate legs and organising numerous figtires.

Another reason may have been theickey wasimply too busyFor the first

time in his careehewas in receipt of several, prestigious public commissions. On the

26 Anon 1799a not paginated.

¢KANLE GKNBS 2F 1A01SeQa OKFfE1l LERNINIAGA 2F . NRGAAK
of Wellington. In 1956, the then Duke sent seventeen chalk portraits of Indians involved in the battle

G2 LYRAF Ay SEOKFy3IS F2NJ 1 A01S88Q& LIERNINIAG 2F wiOKLF NF
thank George Breeze who, having studied thech@ltNdi NI A 1a Ay GKS 5dz1 SQa 02ttt SOGA
FGGSyGAaAzy G2 GKS LINRolofS ARSyGAGe 2F (G(KS adzomeaSoida Ay
Hon. Frederick North, Major Beatson, Lieutenant Harris and Major Allan.
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day that he announced his scheme of history paintipmgeminent members of the

British commuiity in Madrascommissioneda portrait of Wellesleyrom him which

was to be completed in time for the first anniversary of the fall of Seringapata#n

May 1800. The lifesize portrait shows Wellesley seated on a verandah at
Government House in Fort St @ge(fig. 3.7) On a table beside him lies the Treaty

of Mysole while in the grounds beyonthe old Union flag comprising the crosses of

{G DS2NHS FyR {{i !YRNBg FtASa I pwhighS ¢ A LId:
features a white radiated sun. The LANSE 2F { G al NBEQ&a [/ KdzN.
background thus not only establishing the site of the image as Madras but also
creating a connection between Welles)elye victor of the Fourth Mysore Waand

Moorhouse, the hero of the Third, who was buried taé% The portraitis worked up

FNRY 2yS 2F | AGPBRNACE | O OKSHiSRZIAY Mbno
avYlLtts aftSYRSNJ FYyR TFldz GAf&@ RNIGgYyQ 6AGK
LI AYGSR Fa AT GKS2& 7T 2NkeyRoftdrnadppolléns with G A 2 v
legs and handsut this is not the only oddity. The scale of the figure in relation to

the table, treaty and draped column is too smalhilst the parapet with its classical

urn is incorrect in terms of perspective.A O] S&Qa 24y (G SOKYy Al dzS
fault but it is possible thahe employed assistants to paint the background as he was

so busy.

Wellesley was not the first Govern@eneral in Indiato sit for his portrait
while in office Warren Hastings sat to most of the artists who travelled to Calcutta
during his tenure. Hastings encouraged the exchange of portraits whgatiating
with various Indian rulers, thus circumventiniget strictures of the Regulating Act
(1773, which forbade Company servants to receive gifts of money, land or je&gels.
Natasha Eaton argues) his use of portraitef himselfl & WEANAN-63d3EAD | F &G A
not only skilfully mimicked the Mughal customB8 A FGA Yy 3IQ Ayl f ASY Il 6f !
adoptedd KS LINPY20A2Y 2F | WYWOdzZ ( 2F &a20SNBA3Ty
copies of his portraiby Allan Ramsaf17131784)to various British coloniefig.

28 The East India Company erected YSY2NA L f (G2 a22NK2dzAS Ay {G al N
placing a wreath on his head.
2 Love 1903: 32.
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38301 2gSPSNE y2yS 27T lelpdt o pURI& displdydanik& NI A Ga 6 S\
2 SftfSaftsSeQa LIRNINIXAG o6& 1 A01Se 6KAOK 41 a& R
commanderdn a prominent colonial spacés previously discussed, in the context

of Ireland, images in series of men serving the British Engseerted colonial

authority 31

The most interesting feature o St f S aditraiRi€) s contemporary
reception and displayTheMadras Gazetteeportedthat, to celebrate the victory at
Seringapatana royal salutdad beerfired at noon 4 May 1800 at Rt George and
the portrait of Wellesleyhad gone on displajor public inspectionThe account

continued

This superb picture, which in point of design and execution, does no
inconsiderable credit to the pencil of Mr Hickey, is placed in a magnificent
frame, at the Southern extremity of the Exchange, opposite to the picture of

Marquis Cornwallig?

The pictures in the Exchange alswluded portraits of MajoiGeneral William

Medows, Sir Eyre Coote and Maf@eneral Sir Arthur Wellesleffater Duke of

Wellington).23 The Madras paintings were subsequently moved in 1802 to a new

Banqueting Hallwhere they were exhibited alongside portraits of King George IIl and

Queen Charlotte. The Hall, designed in the form of a Greek temple and rendered in

Wal RN} & & 0 dzcb@rissibnekiy For@ive t8 gpmmemorate the victory

over Mysore®* Onits oS Y Ay 3> [/ £ A @S teSodt maghifikentland G2 0SS W

beautiful specimen of architecture which the Sciences and taste of Europe have ever

30 Eaton 2004a: 81844, Eaton 2008: 633, Eaton 2013: 15194.

31Examples in Ireland discussed in the introduction to this thesis p.29 and chagtppdb34, include
viceregal portraits in Dublin Castle, the Mansion House in Dublin and, regal, ducal and judicial
portraits in the Royal Hospital Kilmainham, Dublin. Clark 201896 Fenlon 2016: 1797.

32 Quoted in Cotton 1924: not paginated.

33 Theportraits of Cornwallis and Medows, were commissioned from Home in 1792, that of Coote in
1795. The latter was a posthumous portrait, Coote, an uncle of the artist had died in 1783. He served
in India from 17562 and fought at the Battle of Plassey, reting to India in 1779 as Commander

Chief of the army of the East India Company. Medows was the Governor of Fort St George from 1790
92. The portrait of Arthur Wellesley is by John Hoppner RA.

341ts architect was John Goldingham, an astronomer and eegiwith the East India Company. The
Banqueting Hall is known today as Rajaji Hall. Madras stuccbumramwas made from ground sea
shells, sand and hemp resulting in a hard, white render resembling marble.
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SEKAOAGSR (2 (Rifepedimdantio@Shte prihcipal enfranselsiowed
trophies and spoils from Segapatam while the pediment at the opposite end
displayed those from Plassey. Both battles marked significant events in Amdjkn
relations.Plasseyesulted in the granting of thdiwaniof Bengal to the Britishafter

which revenue collection dominad the affairs of the East India Company;

Seringapatang & | RANBOG | OG 2F AYLISNAIE O2vyl dz
war with France.Architectural historian{ 4 Sy bAf aaz2zy RS&aONAOSR
| SNRSdzys | yS20f | aaaA OPRStTo corfempdfayEurdean] K S NP

observerghe Banqueting Hallvould have been redolent dVesterncivilisation and

ancient empire.

WellesleyD &  LJ2 veEe Mdrdadinglyperformative ofempire in termsnot
onlyof display but alsof content.Between 1799 and804, Home painted three fud
length portraits of Welleslefwho was now back in Calcuttacludingone painted
in and around 1801 thadlepictshim with his hand resting on the final treaty made
with the Nizam of Hyderabad in 1800 and tlu#led-up treaty of Mysore(fig. 3.9)
He is resplendent in the robes and regalia of the chivalric Order of St Ptoick
the collar hangs a large medallion surmounted by an Irish,fegpamrock lies in its
centre with a crown in each leaf representing the separatggydoms of Ireland,
Scotland and Englandll are superimposed on the saltire or recross of StPatrick3”
DAGSYy 2StfSaftsSeqQa NBIOGA2Y G2 NBOSAOAY3
WY& R2dzoft S, it hdyfséem kil (ihlatthe €hose to lportrayed in the
ceremonial robes of a Knight of Satrick®® However the jewels of the collar, star
and badgéhad beergiven to Wellesley by the East India Compamgl were reputed
to have come fron¢ A LJdz { dzf (i P°yhQsithe{spallslofangzdiBbeiquest are
inscribed on his own person.ttie Home portrait isconsidered in conjunction with

the display of theHickey portrait in Madras, both poitdwards the emergence of a

35 Quoted in Love 1903: 53.

36 Quoted in Groseclose 1995: 34.

37 The lllustrious Order of St Patrick was created by George Il in 1783.

38 As gquoted in Jasanoff 2006: 181.

39 Jasanoff 2006: 362, footnote 91, Cullen 1997: 103, Longford 1969: 103.
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well-defined imperial register within the overarching aesthetic of classiconthe

subcontinent.

2 St f Sat-Basadtationanstfofly took an imperial turn through his
trappings of state but also,rohis return to Calcuttahe ®t about an ambitious
building projecthaving housesdemolishedto make way for a new Government
House and drawing up plans for a summer residence in Barrackpore. Lord Valentia,
Y I RYANBNI 27T  refettdd $éa cofimetrial vakigsSf/the dzastindia
/| 2YLI y& 6KSY KS NBYFIN] SR 2y @GAaAlGAy3d GKS yS¢
India to beruled from a palace, not from a counting house; with the ideas of a Prince,
y20 6AGK (K2&aS 27F | NB #WNvaentia Rdired BeNthalny Y dzaf Ay 3
adF3S NB2YX gAGK Ad0a NRAROK t SNIndshugdof OF NLISG Ay
cimsonand gbRQ (I 1Sy FTNRBY We¢ALR2 {dAf GFyQa GKNRY
2 StfSat SeQa OKI“ANrthe ddmriein@ra@e his gickory et Tips &
Wellesley commissioned a series of sixteen portraitsn Hickey2 ¥ ¢ A LJdz { dzf G Yy Q&
sons (fig. 3.10) members of his household and th&aja of Mysore, Krishnaraja
Wadiyar lI(fig. 3.11) who had been recently installdwy the British. The sixtedmalf
or three-quarterlength pictures g2 NJ SR dzLJ TNBY | wete] Se Qa OKI |

delivered to Government House @dcutta in 1805 to be framed bjome??

HO1 SeQad RNIgAYy3Ia YR LIAYylGAy3Ia 2F GKS YI
British, engaged in the battle of Seringapatam are important because they were
produced on the scene, or very nearly, of the batlerthermae, in the aftermath
of the battleHickeyhad access not only to the ed of the newly incumbent Raja at
Mysorebut also to elite Indians visiting Madrascluding the son of Mir Alam, the
representative of the Nizam of Hyderabadke also paintedPurnaiy, a controversial
figure, who had served variously as head@fenue collection and of the treasury

and military planning undefipubut neverthelesssubsequently becamdewanor

40 Annesley, Vol 1, 1809: 253, 285Georg Annesley, Earl of Mountnorris, Lord Valentia was an
Anglalrish peer and was one of the first to go on an alternative Grand Tour to India. Accompanied by
the artist Henry Salt, he travelled through India, Ceylon, Abyssinia and Egypt frort 1802
subseuently published a three volume account of his travels.

4 Annesley, Vol |, 1809: 61.

42 Archer 1979: 223.
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prime minister to the young RajdPurnaiyas & 2y S 2F (GKS FS¢g 27F ¢
ranking servants to survive the war, having been engaged in negotiations with the

British prior to the Battle of Seringpatath{ 2 YS 2F 2 St Saft SeQa ail
suspicion, but in the main he was admiredaashrewd negotiator. In his portrait of

Purnaiya, Hickey, once again, displays his interest and skill in the depiction of
contrasting textures and fabrics (fig. 3.12). A red stole, edged in red and green is

softly draped across the heavy gold silk broca8d& t dzNafria, Xa8irg ¢hdolds

over his arm; the carefully painted greens and gold highlights of his turban provide

colour harmonies with the upholstery of the divan behind the figtre.dzNy/ I A € I Qa N,
clothing andilaka (the ochre mark on his forefad) declare him to be an elite Hindu.

The inclusion of a statuette of Justice placed on a marble plinth behind the divan
implies that a sense of justice characterised the sitter. Other portraits by Hickey also
FTSFEOGAINBER AdSYa AyrRONCGINEA @3 O BelQaa Lie INSINIR & (i
example, shows a small statue in a background niche believed to be of Cicero,
adz3aSadAay3a . dzNJSQa LR6SNIFa Iy 2NFG2N 6F)
the statuette in the portrait of Purnaiya is urus, both in terms of scale and position

within the picture. The lack of spatial depth to the composition has the result that
Wdza 6 A 0SQa KSIR FYyR OKIFIG 2F tdzNYyIFA&EZI GKA
aligned. This emphasis on justice may be duedtitiing more than the idiosyncrasies

of the composition; nevertheless, there is an ambivalence to the play between the

classical statuette and the elite Indian.

In additionto the court at Mysore, Hickeflad access to the court of the
Nawab ofthe Carnatidn Chepak Palace in MadrésConsideration of the portraits
Hickey painted for the Nawab introduces the subject of Westdyte portraits
commissioned and used in diplomatic gifting by Indian rulers as discabsse*’

Hickey painted a head and shouldgportrait of theNawab, Azirud-duala(r. 180t

BC2NI Ly | 002dzyd 2F tdaNYy I A&t Qa OFANBBBENI dzy RSNJ ¢ A Lidz {
44Bennell 1952: 1280. Hasan 1971: 364.

4 Thejama, a garment & Mughal origin, came to be worn by both Muslims and Hindus. It typically

had long sleeves, and a clefiting bodice with a skirt that flared from the waist, reaching to either

mid-calf or the ankle.

46 The Carnatic comprised the district surrounding Maesdr

47 See p.135 above and introduction, p. 22.
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full-length portrait of the Nawab with his son and hézam Jalfr.182025) in 1803

(fig. 3.14) Hickey was one in a lirld Western portraitists who painted the Nawabs

of the Carnat. In 1768 the then NawabMuhammad Ali Kahrmsentthe gift of a

jewelto King George IlThe King responded with the gift of two portraits of himself

YR vdzSSy [/ KI NJIrésponsstethetpirttaitsbvasg tzb RRSR® WL y S@S|
al 6 adzOK LIAOGdINBE 6KAOK | NB “pror®$e 2F |y Si
introduction of large scale Europeatyle portraits the onlylife-sizelndian portraits,

made in lacquer on cottoaloth, were found in the Rajput courtbut these followed

the artistic conventions of the idealised portraits found in Mughal miniatures as

discussed belowf By happenstance the English portraitist Tilly Ketthe arrived in

Madras in 1769 and the Nawab satr ftwo life-size portraits one of which was

subsequently exhibited at the Society of Artists in Lonotoh771 where it was the

first portrait of an Indian ruler and his family to go on public dispthg other was

exhibited in 1775 (fig. 2.3 As previosly noted, Hickey may have seen these

portraits as he was living and working in London at the tirlewever, it was the

Scottish artist George Willison who bentdd Y2 3G FTNBY GKS Dbl gl 6Qa LI
Between 1774nd 175 he painted six portraits of the Mab and his family, one of

which was sent as a gift to George Ill, another to the East India Comyaok

displayed it at their offices in Leadenhall Street in Londign 3.15) Willison painted

FO €SFrad FTAGS Y2NB L2 NI NIF480; inclugifg orieoS bl 61 0 QA&
Muhammad Ali Kahn with his second son, Aakiumara and grandson, Abdal Al

Kahnwho later becameknown as the NawabAzimud-daula (fig. 3.16% | A O1 S@ Qa
portrait of Azimud-Rdzl f I GKAOK aK2ga KAA a2oiesk2f RAy3 2
an obvious debt to the Willison imagés the grandson of Muhammad Ali Kahn,

Azimud-duala would have understood the use of Europadyle portraits in the

processes of diplomatic gifting; he subsequently gave the dynaaticait of himself

and hissonto Lord Clive on his retirement in 1808.KS bl g 6 Qa a2 @SNBA Iy

48 Muhammad Ali Kahn quoted in Love 1913: 79.
49 lewellyrJones 2008: 100. Chapter three pp.19i8
0C2NJ FOO2dzyia 2F YSGGES FyR 2Af k2203808 OFNBSNBR Ay al R
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nominal; the real power in the region lay with the British Governor of Madras so he

may have done so in the hope that Clive would speak on his behalf to his successor.

Mildred Arche andNatashe®® | 12y KI @S 062G K adz23asSadsSR
of Muhammad Ali Kahn provide the prototype for those by Willi3bh.is equally
probable that the original prototype was that of George Il by Ramsay. This is most
obvious in the Willison piare of 1775 which was presented to the East India
Company. However, all show the sitter in a similar pose with one arm outstretched,
the other bent to varying degrees whilst many include a draped columtien
background. Th&dentity of both the King andhe Nawabis suggested bgmblems
of rank. George Ill wears ermine robes and the collar and garter of the chivalric order
of the Knight of the Garter whilst the Nawab is distinguished by his dynastic pearls,
2SgStazr a62NR YR ( dzmbing, ¥ clasalbbs¥ndey fodrat | A O
of the corpulent Azirud-duala, clearly descends from these earlier imagkshis
depiction of an Indian ruler Hickey hasmilarly drawn directly onWestern
conventions of courtly portraiturén terms of poseemblemsof rankand setting of
heavily draped columnThe portrait of the Nawab may be contrasted witie
portrait of Mowbray and thebanian (fig. 2.2.) discussed in chapter twayhere
Hickey could not draw directly on conventiather, hehad to useconsiderable
ingenuityin his according of equal weight to the figure of thanianwith that of
Mowbray asboth were central to the narrative He suggestthe 0 | Y A &ctv® a
involvement in a European place of warkt only by the means dbrmal features
such as his position within the composition and the prominence of his account books
but also by deploying the best of hischnical skilin the depiction of the textures
and details othe 0 I Y A dostutd@. All of which, combined with the accoutrements

of his professionindicatethe 0 | Yy A dtay(i€a% an elite Indian

In the aftermath of the defeat of Tip&ultan, Hickey earned prestigious
commissions from both the victorious British and hrghking Indians as they
competed for positions within and alliances with the new dispensation. He also

painted more modest portraits including a small oil of the aigilvant, James Brodie

51 Archer 1979: 102. Eaton 2013: 160.
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(fig. 3.17), a small portrait in chalk of Josiah Walsh, former Chief Secretary of Madras

and by then British resident at Mysore; an oil portrait of Mrs Freese, a friend of Arthur
Wellesley; a portrait of Benjamin Roebuck, militarympaster in Madras; and one of

[ FLIGEFAY tSGSNI wkrAYASNE |y 2FFAOSNI 2F GKS
practice in Madras differed from that in Calcutta, in terms both of patronage and of

his own social mobility; the functions that his pictarerere intended to serve also

differed. In both towngportraits were commissioned as souvenirs of time spent on

the subcontinent but, whereas many of his Calcutta paintings served as exercises in

seltpromotion for the merchant classes, civil servants #&ghl practitioners, self

AAAAA

w2

LINEY2UA2Y AYUSNBSOUGSR 4A0GK  RAAGAYOG WA YLISN

use in propaganda in Madras.

Section TwoSurveysand Control

By now an ambitious, expansionist colonial power in the region, the Beiisiuest

of Mysoreresulted innew demandsbeing placed on the Madras Presidency as it
attempted to administer the new territoriesConsequentlythe collection and
collation of useful informatiorconcerning the local topography, so&oconomic
conditions, hstorical development and customsnuch of whichderived from
existing indigenous sourcebecame an imperative® During his time in Madras,
Hickey produced two group portraits that in different ways offer some insight into
Angloindian relations and the e of an indigenous elite in the collection of
knowledge at this time. A further group portrait of three young Indian women also
draws attention to competing forms of knowledge; in this case, in terms of European

and indigenous medical practice.

Two of the portraits that Hickey painted in Madras are of particular interest

because they feature Indian associates of the British sittéres pbrtraitsin question

are2 ¥ U2 2FFAOSNR 2F GKS 91Fad LYRAIF [/ 2YLI yeQ

52Bayly 1996: 29.
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the collection of necessary colonial knowledge: Lieuten&@ulonel William
Kirkpatrick(fig. 3.19)and Colonel Colin MackenZigg. 3.22) Kirkpatrick was a gifted

linguist, fluent in Persian, Hindustani and Bengfsiitwas customary in this period

for the most able fficersto be assignedon-regimental duties, he served as Persian
translator to General Harris arasMilitary Secretary to Wellesleyuring the Fourth

Mysore WarP? Followingthe British victory at Seringapatam, Kirkpatrick wharged

not onlywith the supervision of the division of Mysoreetween the newly incumbent

Raja the East India Company, the Nizam of Hyderabad and the Mardibaslso

gAUK (KS RA &LIS NEMatkenziefa méthebdati€lan, efigh@eNandiNE ®
cartographerhad joined theMadras Engineers in 1782.A O1 S& LI Ay (iSR al ¢
portrait in 1816 priotto his departure for Calcuttasthe newly appointed Surveyer

General of Indi&@® However 1 KS L2 NI N} Al O2YYSY2N)» GSa al
Survey of Mysee which e had conducted from 1800 t©810. Both officers have

chosen to include Indian associates in their portraitse Indian figuremaymerely

serve as a reminder of time spent in Indgy considering however, both the manner

in which the Indians are portrag and what itsuggess about the role of indigenous

assistants in the collecth of information at a time ofricreased aggression and

imperialexpansion the analysis below offers a more nuanced interpretation.

Much has been written in the context of pesplonial studies concerning the
reinforcing and selperpetuating relationship of power, knowledge and conquest
More specifically, scholars have noted how, in the process of selecting and collating
local knowledgrovided by Indian assistanig, orderto supportthe administration
of conquered territory the informationwas translated into forms such as surveys
YR YILA ¢6KAOK LINBASYGSR | O2f 2ykThd WNBI
collated knowledgen its turn facilitated further conquestThe historianNicholas

Dirks has argued that the production of colonial knowledge therefore, represents a

53 Archer 1979: 224.

54Bennell 1952: 129, Stronge 2009: 58.

SSEdney 1997: 158.

5% See for example, Sai?l003: 7392, Inden 1986: 4046, Cohn 1996: 166, 78105. All three

acknowledge their debt to Foucault and his insights into the relationship of knowledge and power and

GKS O02yaiNUHzOGA2Y 2F WNBIfAGEQ SAGKAY LI2GSNFdzZ Ay:
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indigenous assistantprogressivelyobviated buf moreover, indigenous ways of

thinking were ignored and/or replaced by those of the coloni@ther scholars

including historians C. A. Bayly, Philip Wagoner and Norbert Peabody, whilst agreeing

that colonial knowledge played a fundamental role in the consolidatioootdnial

rule, have underlined the fact that rather than being mere passive providers of raw

data, indigenous intellectuals actively processed information, bringing their own

forms of knowledge to bear on the subject and, often pursued local agendasyas the

did so®® Wagoner hasighlighted the complexity of Anglmdian relations in this

period of accelerating British territorial expansion, notitga A Iy A FA OF yi St SYSy
O2ylAydzAatGes SLIAAGSYAO YR 20KSNBAXSI NizyyAy3
Peabodyin additionargues that internal differences within Indian society itself must

be considered,drawing attention to the need toconsidernot only WO2f 2y Al f f &
O2yaitAiddziSRQ a20AFt FTYyR LREAGAOFE OKIFy3aS od
social division§ Howevet 2 ¥ LJ- NIi A Odzf  NJ NBf S@IyOS (2 (KS

pictures that follows is workentred on the Madras Presidency.

The approach of the British administration in Madras differed so much from
that of Calcuttathat ThomasTrautmann has posited the existence of a distinct
Madras school of Orientalisn§® In its intellectual institutions Madras emulated
Calcutta. Thusthe Madras Literary Society founded in 1812 was modelledhe
Asiatick Society anithe college at Fort St Georgamt K & 2F /I £ Odzi Gl Q& C2N
The court of the Nawab othe Carnatic also functioned as a centre of learning in
Persian art and literature However, what distinguished the Madras school was that
it viewed India from the perspective of southern Indaher than Calcutta. In Fort
William for example, arriving cadets were taught Persian and Hindustani, the
languages of the Mughal courts. By contrast, in Madras, F.W. Ellis and his Indian head
masters whilst offering Persian, Hindustani, Sanskrit anterlgt Englishalso

promoted the teaching ofwo southern languages, Tamil and Telegu. Fort St George

57 Dirks 1996: xii

S8 Bayly 1996, Wagoner 2003: %831, Peabody 2012: 788.
59Wagoner 2003: 784.

60 peabody 2012: 77.

61 Trautmann 2009: 3.
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encouraged languageased orientalist scholarghiisuch scholarship wamabled by

and served the needs of an increasingly powerful colonial administraftars, he

Madras school may be considered orientalist in the Saidean sé&hdeakewise,

al 01 Syl ASQa adz2NWSe TdNYyAaKSR ySOSaal NB )y
SRAGSR YR LINBaSyGdSR I asStSOGAaAzy FTNRY |
publishedin 1811F 2 NJ (1 KS WA y T 2 N¥Theilditers/serged to igditiBiselJdzo f A
2SftfSaftsSeqQa laaldZd 2y {SNAYy3IFLIFGFYS 0 dz
images of Tipu would be read. Kirkpatrickose letters which he believed,
underlinedhisW3y A dza Q o6dzi I f a2 SELI & Sr@nfdrcadi®e O a 2 7
metropolitan perception of Tipu; & | WONXzSt NXf SyitSaa SyS
I yYRBWAIA28a FlLyliao0Q

Hickey painted the group portrait now known dseutenantColonel (later
Major-General) William Kirkpatrick with his assistariistween 1799 and800(fig.
3.19). Darcy Grimaldo Grigsby, one of the few contemporary art historians to write
about the painting, has argued that it represents the British and their Empire in India,
claiming that the emptiness at the left of the image evokes a lack or absence, a sense
of loss of family and home on the part of the sitf@tHowever, this is perhaps to
over-interpret the image as théndoor/outdoor compositionis conventional, if by
then slightly oldfashioned. As in the Wellesley portrait discussed above, it serves to
establish a sense of place: a distant vistaglephants sepoysand a Europeaistyle
At tl G GKS F220 2F {0 ¢K2Y!l dHkkegladzy &0 &S
previously p A Y4 SR YA NJ LI § NIWEBin(CalcuttazantiieNitteAhas | NP dzy
visibly aged since theffig. 2.14). Kirkpatrick is depicted itne uniform of an officer
with the army of the East India Company as befits his military career whilst the table,
covered in a heavily fringed cloth, displays books, documents in Persian and letters
indicative of bothhis administrative role and intellecali concerns. Howevethe
balanced composition is disrupted by the insertion of various Indians grouped behind
thetabled 2 YANJ LI GNRAO1IQa tSTid ! NOKSNI adza3S

62 Said 2003: .

53 Tipoo Sultan 1811, preface by Kirkpatrick: xxiii. For a discussion of chrestomathy s2@0SaikP8
9.

64 Tipoo Sultan 1811: x.

85 Grigsby 2016: 61.
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assistant$® By contrast, Grigsby proposes that Hickey denratas how, in her

G2NREAE WYANJ LI GNRO] A& OFLIoftS 2F O2yilAyA
L2 LJdzf F GA2yE S@Sy AYLRaAy3d || aSvyofBotyOS 2F 2NR
interpretations are plausible to a certain extenthét Kirkpatrick had aimtellectual

interest in Indian languageand Persian literature he ®t considered to havéad

any empatly with or interest in Indian sociefff Whether he would have

acknowledged hiassistantsas Archer suggestsy paying to have them included in

his portrait is doubtful Likewise, if the group was meant to stand for the variety
AYKSNBYG G2 LYRAILY &a20ASGeésx Fa DNRI&AO6E | NHS
rather than the individuated portraits Hickey has painted. As previously noted, it was

accepted practice for an artist to charge per figure; thus, for Kirkpatrick to

commission so many Indian portraits would possibly suggest a more personal reason.

It may bethatint &AYAEfFNI YFEYYSNI G2 YANJLI G§NR O] Q&
the table, the Idian figuresform part of a visual biograph¥irkpatrick was the
natural son of ColonelamesKirkpatrick, a cavalry officer who had raised the first
troop of cavalry in Madras in 1748. He was born and raised in Dublin until his father
arranged a militarycadetship for him with the East India Company. In 1771
Kirkpatrick arrived in India. By 1781 he was a Captain with th8ehgal Native
Infantry, rising to the rank of Lieutenafolonel with the 12 Bengal Native Infantry
by 1799%8 Therefore, the inclsion of two Bengal sepoys wearing their characteristic
WA dzy RA | € KFdaQ YIeé &d2 Fétheimord asaMad®E I A YSyYy G |
cavalrymen in the early 1800s still wore red turbans the figure between the two
asSllzea Ylreé | ff dzRSArd@er sudgbkled dhal thefiguie DehindF | G K S NJb
YAN] LI GNARA O Q& &K2dzZ RSNJ 4 fadaislshowntied®tis  aaAadl yi
right, he may be Muslim, adindus tied theirs to the leftt More relevant for a

biographical interpretation is that he weaascaplike turbansuch as wawsorn both

56 Archer 1979: 226.

57 Dalrymple 2004: 68.

58 Archer 1979: 211, Dalrymple 2004:-82

8 The f and 29 Bengal Native Infantry were amongst the sepoy regiments that fought at
Seringapatam, thereforBengal sepoys were in Madras at this time.

Reid 2009: 24,44.

1 Cohn 1996: 131.
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7, and in Mysorewhere he had served as Military Secretary to Wellesteiyen

YANJ LI GNRO1 Qa AYyUSNBaild Ay tSNERAFYZ (GKS Y.

figures, one in the yelloviaced jacket of the Bengal Nativ&dntry, is that they are

Persiammunshisas Archer suggested Munshisheld a very high status in ifgenous

Indian soeety; they wererespectednot only astranslators and scribes but alss

experts in diplomacyMost British officials depended omunshisfor complex

translations from Persian to English. Kirkpatrick wagxeption in being fluent in

both cursive Persian and the highly specaliform used in letter writing® He would

have been taught the latter bynunshi€ YR Ay KAA&A SRAGAZ2Y

O2NNBalLl2yRSyOS I|01y2¢fSR3ISa (G(KS | aa

intelligentMusd YI yQ Ay (GKS S¥%¥LX2é& 2F al O1Syl ASo
However, what is of greatest intereistrot the identity of the Indiangut the

way thatHickey has painted ther(fig. 3.20) Eachportrait is highly individuated.

Once again, in a similar manner to the portrait of Moay and thebanian,Hickey

has employed equaf not more technical skill in paintirigs Indian figreswhilst also

paying close attention to detail. Thus, for example, in the portrait of the sepoy staring

directly out at the viewer, the tassel of hisrhan is carefully delineated and the

Ayardayal 2F KAa ol dGdaltAz2y | Sipedddadyé. NI & Y

W{dzyRAIFItT KFEGiaQ ¢gSNB | Oldzatfte {Gdz2NBlIya 27F

pointing leaf was often rendered by artists as a triangdeice the nicknamé: The

ochretilakaA y G KS YARRES 2F (KS &aSLReQa FT2NBKS|

to the top of his nose as waké custom. Each individual ¢tosely observed with

variations in skin colour, physiognomy, age, beards and moustaches faithfully

recorded. The oldemunshiappears to be blind. In additiothe manner in which

Hickey has positioned théguresin relation to each other and to Kirkpatk is

noteworthy; theyare positioned at different heights allowing each face to be clearly

seen. Furthermorgthe figures are all placed at different anglékus they are all

72 After 1796 all sepoys with the Bengal Native Infantry wore tunics with yellow facings. Reid 2009: 18.
Bayly 1996: 144.

74 Tipoo Sultan 1811: Appendix Xii.

S Reid 2009: 43.
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looking in different directions and seen variously in full profile, thyearters profile

and in a frontal view.

An intriguing possibilitys that Hickey basethe composition on that of
Mughal miniatures. It should be stated from the outset that this would be highly
unusual. With the possible exception of Zoffany, no Eurogeatraitists active in
India in this period are believed to have been influenced stylistically by Mugh@l art.
Western patrons and indeed Indian patrons diVestern artists expected art ©
conform to Westernconvention and aesthetics. Howevdiickey wold certainly
have been aware of Mughal @stic tradition For one thing hipatron, Wellesley
collected Mughal miniatures Moreover, copies of miniatures were made by
Company artists, who also developed a style that combined stylistic idioms of both
Mughal andWesternart; both types of imagevere sold in the bazaars. In addition,
as previously noted, Hickey had access to the court of the Nawab of, Asmif a

centre for the practicef Mughal art.

Courtly Mughal art reached its apogee in the latetegrth and early
seventeenth centuries. Single page illuminated and illustrated manuscripts were set
in exquisitely decorated borders which were then preserved in albums and kept for
private contemplatior’.” Mughal miniatures were painted in layer upon layaf
opaque watercolour which was then burnished to give the work a hard jékeel
appearance?® It is a hybrid art form whiclthoughderived from the flat decorative
style of Persian art also incorporatetements of regional Indian arthe imperial
ateliers employe both Muslim and Hindu artists from other court centreéShinese
and European styleS.Figures came to have a degree of weight and volume and
occupied a credible virtual spacthese trends towards naturalism were enabled
020K 0@ HKnolledgddf theipfasidty of Indian art but also by exposure to
Westernart. However, although Mughal artists were increasingly able to make space

recede through the use of overlapping and receding planesoéadrial perspective,

w88 F2NJ SEIFYLIX S WFHaly2FF HnGolenélMonrddey GFRENI /12y0 11 yal | (8GEKA &
¢.17848 and its possible stylistic borrowing from Mughal miniatures.

"7 Losty and Roy 2012: 31,823, Ryan 2004: 77, Mitter 2001: 1@3.

"8 Ryan 2004: 77.

7 Losty and Roy 2012: 9,29, Ryan 2004: 77.
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they were not interestd in the illusionism of linear perspective aoither effects of
Western mimesisincluding those of light and shad&hey held to the traditional
Indian and Islamic aesthetics of an idealised image in which physical and moral

perfection are symbolically cweyed through stylisation and conventiéh.

In pre-colonial India, Indian elites collected and stored information. People
were routinely described in terms of race, rank, and pedigree with minute
distinctions of skin colour and appearance being ndteth in public reports and in
Mughal miniature$! Mughal paintings are hierarchica, termsnot onlyof position
within the composition but also of style used. The elite occupy the upper register and
are painted in full profile. Verisimilitude is not asue the shape of a beard for
example can indicate identityewels and a nimbus derived from the Christian halo
suggest kingshipAs may be seen in the painting now knownJadangir Presents
Prince Khurram with a Turban Ornaméntl630 to 1640),i§ure studies of the lower
social orders occupy the lowest register but also are more natura(fgic3.21)%?
Subjects include those of different ages, race and skin colour. All are placed at
different angles and heights, the better to be seen, as Hidkay done in the
Kirkpatrick portrait.

Notwithstanding the lack of precedent, Hickdpesthus appear to have
appropriated a stylistic characteristic of Mughal paintirig.may hae done sdor
two reasonsThe first reason would have been for the sakewftural capitalwhich
would elevat the status of the portrait.Mughal miniatures were prestigious objects
prized by both Indian andlVesterncollectors.The second reason could relate to
KirkpatricK2 @nusualdexterityin the art of writing Persian led¢trs. Such letters were
believednot onlyto preserve the charisma of the author busalto paint pictures in
words and were thusglosely linked to the art oMughal miniature painting. By
LINBaAaSydAy3 FAIAzNE &addzRASE | mnaf@undi® R & A
Mughal miniatures, Hickey could be said to be underlinidgKLJ: G N&A O1 Q& S E LIS

an orientalist scholar

80 Crill and Jarwala 2010: 15, Losty and Roy 201:3. 27
81 Bayly 1996: 28.
82| osty and Roy 2012: 75, 85.
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assistants has been the subject of much scholasgarch, in particular on the part
of Jennifer Howes (fig. 3.22lackenzi¢ whohad many interests as both a surveyor
andan antiquarian left an extensive archivishe conducted the survegf Mysore
he showed a pioneering interest in the epigraphysotithern India he collected
inscribed stones and metal or had the inscriptions copied. He also had oral histories
transcribed®® Although Mackenzie personally paid the salaries of many of his
assistants when fundingas curtailed, all ofiis collecting wacarried outwithin the
context of a statesponsored projectas both Trautmann and Wagoner have
underlined® The surveyf Mysorewas undertaken to facilitate the administration
of the newly conquered territories. Wellesley had proposed thatthe i Gt SY G A2y 2F (K
Surveyor should not be confined to mere military or Geographical information, but
aK2dz R 0SS SEGSYRSR G2 | &il Prasiadstzalt | 002 dzy i
I 002dzy i Q Ay (GKS SEFENIe& yAySihSSyndgKolticedy (G dzZNE Ay C
information, whether relating to past or present that would be useful in
administration; it did not have the modern sense of collecting numerical data. What
sets the Mackenzie survey apart is both the extent of what he chose to collect and

the involvement of his Indian assistar¥s.

The jobs of those employed by the survey tended to be racially determined.
Thus whereasEuropeans were employed as engineers and surveylodians
travelled with Mackenzies translators and copsts or were employed locallyas
harkaras (informants), while people of mixed racer military orphans serveas
draughtsmen and copyisté. The Indians were for the most part Niyoghat is
secular)Brahmins, many of whom were recruited from the chancery of the Nawab
of Ar2 (I Qa 8 Jeyanstedkilled linguistsot only in the vernacular southern
languages but also in those used in various cosmopolitan administrairahsding

Marathi, Hindustani, Persian and latterly Engliheir language skills and caste

83Wagoner 2003: 7861.

84Wagoner 2003: 789, Trautmann 200986
85 Quoted in Wagoner 2003: 789.

8 Edneyl1997: 1525,1759.

8 Howes 2010: 7.

88 Wagoner 2003: 795.
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enabled themto move between the worlds of the Telegkaranams (village
accountantscribes)the bureaucracy of the Arcot court, European society dmel

scholars at Fort St Geor§®gBy contrast, the majority of those of mixed raz@ame

from the Madras Military Malé®rphan Asylum which had been founded in 1789.

| KA RNBY Ay (GKS Faeéfdzy sSNBE O2yaARSNBR :
whether to parents who were both British or of mixed rate.1794, a surveying

school, the Madras Observatory, which drewfirst trainees from the Asylum was
Saidlof AaKSR® LG ¢l a 0Sft AS@arRulailykthoge oi 2 SRd
mixed race, would make them useful members of society; it also provided a pool of

cheap draughtsmen.

Two draughtsmen from the Asyh contributed topographical information
FT2N) GKS o0l O13aNRdzyR 2F al O1 Syl ASQa L3} NI NI
Mackenzie gavelickeya watercolour drawing by John Newman (d.1818) to agpy
the background?! In 1816, just prior to Mackenzie sitti to HickeyNewman had
madea fair watercolour copgf asketch maden May 1806y Benjamin Swain Ward
(17861835)of a site that includesthe Jain statue of Gomatesvara at Karkadear
Mangalore in modern day Karnataka.Mackenziewas the first Hropean to write
about JainismlJdzo f A a KAy 3 W! y | ASigiik Begdarcrgdhejauad WI A y 2
of the Asiatick Societyn 1804 the presence in the background of a Jain statue may
GKSNBEF2NBE 06S AYUSNIINBISR |a |y ®BTthedzaizy
background, however, evokes his professional as well as his personal interests since
I adzZNBSe2NDna LkfS Ol yuUnliaeSearkeSsryeysth&sadioR S {1 K
simple military route maps, Mackenzie conducted a trigonometrical survey which
utilised the principles of triangulatigrihe presence of the poléeside the statue

thus highlights his innovative practice

8 Mantena 2009: 147.

% Howes 2010: 142.

91 Howes 2010: 215. Newman was of mixed race.

92 Howes 2010: 15,41. Ward was the son of the solditist Francis Swain Ward. As a resident in the
Asylum, he was sent to the Observatory as an apprentice surveyor before being appointed to the
Mysore Survey under Mackenzie, Howes 2010: 155.

% The statuenas been wrongly identified in the literature as the Jain statue at Sravanna Belgola. See
for example Archer 1979: 233, Edney 1997: 153. However, Howes has studied topographical views of
both sites, and concludes that it is the statue at Gomatesvara, Ha0&3: 215.
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Mackenzie is portrayed in the uniform of the Madras Eegms and is flanked
by three Indianstwo of whom are carrying paldeaf manuscripts. The rolfieup
manuscript held by the assistantto Mackerzid ST Kl & LINB@GA2dzateée oS
identified as a telescop¥. An inscription on the back of the frame iéies the
Indians but errors in th&ext, includingmisdentification of the statue as the Buddha,
mean that theidentificatiors are dzy NBf A 6f S® al O1 Sy1T ASQa TANAI
Telugu, Kevali Venkata Boriah Brahmin (:I863). He subsequently emplayéour
more of the Kevali brother® The Kevalis were Niyogi Brahmins and when the
LR NINFAG 6F& YFERS . 2NAIFIKQA @2dzyISNI oNRUGKSI
al O1SyT AS8SQa RSBoth Barikl ghd fLhkéndaNXare extensively
FOly26tft SRAISR Anfalsad itréaSoyiabla 6 @ssume thatzone of the

Indians portrayed is Laksmidh.

The fact that Mackenzie has chosen to pose with, and give prominence to his
Indian assistants is in itself noteworthy but of perhaps greater interest is the inclusion
of padm-leaf manuscripts. A metal stylus was used to inscribe the leaf in a sort of
W3 K 2 Nihg mayiiscipt was then used as a visual prompt in what was a memory
based culturé® Niyogi Brahmins wereot only multi-lingual but also had thability
to communcate in different registers within the same language. Thus, for example,
they could work as Telegu accountasdribesdependent on palreaf manuscripts
but were equally conversant with NI Y Y I G A O Y O/ &T&légand Famil ay
it was developed ifrort St George to serve the needs of the colonial administrafion.
The significance of the inclusion of paleaf manuscripts is twofold. Firstlyhe
juxtaposition of palrf S ¥ YI ydzZaONARLIG |yR adz2NBSe2NRna Lk
existence of two incommensurable systems of knowledge formation: one reliant on
memory and recovery of informatioand the other dependent on observation,

measurement and cla#fication. Both were essential to the completion of the Survey.

94 See for example Archer 1979: 232, Edney 1997:41%8/ contrast, Howes argues convincingly that
it is not a telescope but a rolleap manuscript. Howes 2010: 287

% Mantena 2009: 1247.

9% Howes 2010: 23B.

9 Mantena 2009: 132.

% Trautmann 2009: 18.

% Wagoner 2003: 797.
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Secondlywhereas in the case tte paper and ink documenfgoduced withinboth

the Mughal courts and the British administrati@uthority lay with the written text,

with the use of palmreaf documents authority rested with the scribe and
translatorl% Thus, the portraitnot only acknowledge i KS NBtS 27F al O

assistants in the Mysore Survey but also their standing within their own community.

Unlike Kirkpatrick, Mackenzienew no Indian languages. He wtterefore
depencent on the active participation of his Indian assistantdo howeverwere
notmereLJt 8 & A S LINBQYARSNA 2F NI ¢ RIdF® 2A0K
India in the B30s and reliance on papéased records much indigenous knowledge
g a OSNIIFIAyfte &adzZISNESRSR IyR RA&LI I OSRD |
of Mackenzie, with due consideration given to the particularities of time and place in
its making, unddimes the ceexistence of two ways of thinking and knowledge
formation, within what was undoubtedly an increasingly contested colonial space.
What this group portrait makes visible, is the words of Wagom& Wi KS Ay (St f
O2y @SNEI A 2y ifleredtRriowletigeysystangs avhidR ultimately produced
a Survey and an archive that went beyond the boundaries of &4dthe originality
2T GKS AYOGSNIINBGFGA2Yy 2F 1 A01S5@Qa LI AYyGA
2 32y SNRa | 002 omjedge yFemBtb thapordy & 1 VY

Close study of the portraits of Mowbray and thanianin chapter two and
of Mackenzie and his Indian assistants hiaderlined the ceexistence of competing
forms of knowledgeboth in the contestedWesterrised spaces ofhe commercial
world of British Calcuttandof the conquered territories of Mysore. It has also drawn
attention to the significance of an Indian elite as transitional figures as British interest
in India shifted from a primarily commercialconcernto an ircreasinglyimperial

orientation.

Whilst the Survey of Mysore was a direct consequence of colonial aggression,
20 KSNJ adzNIBSe a ¢ S alatBriated ¢ Hiy 58034¥0dPybisEey Q @
on 7 July 1804, for examplEprt St George requestl information concerningooth

100 Trautmann 2009: 18.
101 wagoner 2003: 809.
102 Arnold 1993: 25.
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the history of India and parts of China engaged in trade with the East India Company

2y O0SKFET 2F GKS / 2Thislinférin@ién wisit@ idcRidédt 2 3 NI LIK S NA
only YFGGSNAR 2F WOKNRy2f2383: 3IS20d¢sbthiiKes I gaz
progress of the arts, manufacturers, scierand of the fine arts and particularly

2y (UKS F2NXa |yR LINBaSyad adafPm&boRmova KS Ayl SN
that both underlines his selfelief and typifies his relentlessearch for financial

security, Hickey proposed that he be appointed as Historical and Portrait Painter to

the project.In a thirteenLJr 3S WYSY2NR It Q KS RSGFIAfA ogKe |
arts would be a suitable candidate, proposing a set of subjewntpdinting and

subsequent engravin* He also outlines his proposed conditions of employment

and renumeration:°® In rejecting his application on finaial grounds on 23 October

1805 perhaps becauseHickey proposed keeping any profits from subsequent

engravings for himself), the&Companystated that such a project would be better left

G2 WGKS SESNIA2ya 2F @2tdzydl NE Sy GdSNLINA &S
LJ- G N yt lwasSaldo considered to be not directly relevant to the proposed

surveyA further suvey commissined by the Company in 1807 ofstern India

studied matters of tradeand in addition, systems of land tenure and the physical

condition of the people, the diseases to which they were subject and any methods of

treatment all of which was useflihowledge for practitioners ofVesternmedicine

in Indial®” With the introduction ofWesternmedicine to India théaumanbody itself

became a site of contestation between European science and indigenous forms of

treatment. An example of this was the attetpy the Madras Presidency to

introduce a programme firstly of variolation in 18@dd then vaccination against

smallpox from 1802 with an intensified campaign from 188 his provids one of

103 This request was first made in a public letter sent by the Board of Directors to the Madras
Presidency 8 May 1797 and repeated in a general letter datétiJaily 1803. Hickey quotes from the
1803 letter. Hickey 1804: 2.

104 Hickey 1804: 43.

105Hickey 1804: 1Mn® | A 01 Se8Qa& YSY2NRIf A& LI IAYIFIGSR odzi KS 2YA
106 East India Company 1805.

107 Arnold 1993: 25.

108 variolation was a process whereby attenuateuhtter taken from a smallpox pustule was
inoculated into a recipient, who it was hoped, would suffer a mild form of the disease thus conferring
subsequent immunity. It had originated in the East and the method was brought from Constantinople
to Europe inl721 by Lady Mary Wortley Montagu. In 1797 Edward Jenner discovered that inoculation
with fresh matter taken from cowpox pustules was a more efficient and safer prophylaxis. Brimnes
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the contexts within whicta paintingby Hickey of three youngdlian womenmade

around 1806will be discussedfig. 3.23)

Known variouslytoday & (G KS W¢KNBS tNAyOSaasSa 2
5FyQéapantingg & 2FFSNBR F2NJ altS Ay GKS wmdoo
LY RALI Y twiiay &tébatianSoizoffany® Since then the painting has been
attributed to Hickey by George Breeze; moreovarcher revised the identity of the
sitters asdevadasisor temple dancerd'® If it was commissioned as a portraihe
patron is unknownArchersuggestghat Hickey may have painted thecpure as a
sample of his workvhilst awaiting a reply from the Company concerning his request
to be appointed as Historical and Portrait painté€rCertainlythe series of paintings
that Hickeyproposedwas intended tancludelndian figure studies varying in terms

of caste and regional dres¥

More recently, Nigel Chancellor haontroversiallyproposed thatthe three
young womercan be identified not only gsrincesss, but also, more specificallas
the twelveyearoldRaf 2 F a&a2NBQa aSyA2z2Nl gAFS 2y (K
right and his sister in the centre. Chancellorther suggests that the ipture was
painted as part of the British campaign to promote Jennerian vaccination amongst
the indigenous populatiodt*He backs ughis claimby showinghat senior members
2F GKS wl 2l Ql dévadMinaiyd ghd thelZRakiyLakshiki M&nmani
whose husband, the former Wadiyar rulérad died from smallpox, supported the
programme. Furthermoreit was publicly annooced by Purnaiya on 19 July 1806

that the yownger bride had been inoculatéd? Uptake of vaccination amongst

2004: 2. Cowpox was rare in India and the first vaccine reached Indiania 1802 through a relay

of children vaccinated arm to arm from Baghdad to Bombay. Arnold 1993: 1344039

109 Chancellor 2001: 781.

110 In southern India,devadasisentered the temple as prpubescent girls. Their lives were
subsequently devoted to the avship and service of a temple deity through dance and prayer. They
accrued ritual privileges including the income from land grants. In the early nineteenth century they
had a high social status; many were wealtbgvadasisvere believed to be married tthe deity,
therefore they could not marry mortal men. However, they did have children with their wealthy
patrons and were also allowed to adopt female children. Sreenivas 2014.: 63

111 Archer 1979: 230.

112Hickey 1804: 4,6.

113 Chancellor 2001: 778.

114 Chanellor 2001: 775. Other high ranking Indians to be vaccinated included the wife of the Peshwa
of Pune. Arnold 1993: 148. Prominent Europeans in Mysore who supported the programmed included
the French missionary, Abbé Dubois, whose portrait Hickey paint&828.
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Indians was patchy for various reasons: the arnamim method of inoculatiorwas
potentially polluting for upper caste Hindas it could involve pysical contact with
those of lower castevaccinsors were usually malea problem for pospubertal
females andthe original source of the material was bovirtewas alsoa foreign
process and perhaps most importantly, it was sectifaBmallpox was undstood

in India as a divine presence rather than a disease, with the goddess of smallpox,
Sitala in the North and Mariamma in the South, needing to be propitiated.
Variolation, theEastern method of smallpox prophylaxis, as traditionally practised in
India was considered more a religious ceremony involving the goddess than a medical
procedure as such and thesisted in tension with vaccinatidd’ If the paintingdid
O2YYSY2NY S GKS 2 dighiivwalldljreizfoiy Baims BtheO OA Y |
superiority ofWesternover Eastern medical practice. Howevéhere are problems
gAGK [ KI y OS§fof leastIhither high farkiaghridian women would have
sat to a male European artidn the unlikely event that they did so, the painting
would not have gone on public display, thus limiting its potential as propaganda for

the campaign.

It is useful athis point to compare the Madraggainting with that of thebibi
discussed in chaptemwo (fig. 2.17). Both pictures are of a similar size but the pose
and format arevery different. Théibi is selfabsorbed and detachedier gaze does
not engage with thaof the viewer, so thashe is very much thebject of the male
& LIS O I (i anNdntiast,IHe th@e&Madras women gaze out of the picture and
engage directly with the spectatorThe vertical format combined with their
demeanour gives their figures #éatuesque, robust quality compared to theore
gently pliantbibi. Indeed this featureof the painting has been made to serve as the

basis for a different interpretation. Hermione de Almeida and George Gilpin, whilst

agreeing with Archer that the imageNdY SR LJF NI 2 F | A O thad Qa WLINE & L.

not only are thefiguresprostitutes but that two of them are crosdressing meré

There is n@oncrete evidencéo support this claim.

115 Arnold 1993: 148.
116 Arnold 1993: 125.
117 Arnold 1993: 127.
118 Almeida and Gilpin 2005: 232
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The immediacyof the group portrait owe Y dzOK G2 | A 01 SeéQa dz
colour. As previously noted, his @®f colour in thebibi portrait was distinctivdy
rococo in that he employed a md palette of harmonious pinks, and greyish
ANBSyaod | A0 SeQa thezdnpoditith 46 kimiMehes W& @ usatty A T &
to depict boh the Indian sky and trees of the background. Only the barrier of the
stone column and verandah prevent tHebi dissolving into the background as a
Wg2YiByl G dzNBQ FAIdINB® ¢KS 2@gSNItt SFFSOI
sensiality. Differently, in the Madras painting, Hickegontrasts deep blugurple
with white in the costume of the lefhand figure, white and pink in the sari and
under-bodice of the righthand girl and green, yellow and orangetlre patterned
fabric ofthe sari of the centralijure. The image is further animated by coloured
I O0OSyia LINPOGARSR o6& (GKS NBR UNXvilaky GKS
the red beads and the gold jewellery and golden ribbon edging the deep blue sari.
Chancellor argues that the compositios unconventional, proposing that
Hickey has drawn on the iconography of Hindu art in his depiction of the three girl
for the purposeof attracting the interest otlite Indian spectata: the target of the
vaccination programme. Heuggests that the central figure is shown in thbhanga
or thrice-bent position widely used in Indian temple sculpturehilst the elative
positons of he subjecsarms and disposition of their heads allow a mystyaitra
or hexagram to be tracet!® This may be to overstate the case. There is little to
suggest2y Of 2aS AyalLSOGA2yS GKIFG GKSVhadSy G NI f
is unusual istte proximityand physical contact of the three figurdhedepiction of
three femalefiguresmaysuggest the classical subjectloé three graces or charities;
though they were never shown in such an intimate grouping in ancient art. However,
moremodermA Y 1 SNLINB G GA2ya 2F GKS addihe€Tdedi = T2 N
Charities Dancin@Ll799) does show the women in closer physical contact (fig. 3.24).
DAGSY GKFG 1 A01SeQa 3ANRdzZL) LR NINIAG Yl & o
antiguesOdzf LJG dzZNBE 2 F GKS 3 NdnvOIged the syidgestiom of 2 O Q&

¢
~

dance!? Furthermore,consideringthe possibility ofa classical prototype, it is very

119 Chancellor 2001: 7790.
120pollock 2003:; 1861.
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hard to ignore a description Hickey wrote in his life of the ancient artist Polyga@itus.
Accordirg to ancient sourceshe was the first painter to show female subjects in
strong draperies, with ornaments in their hair but also with their mouths slightly
open to show their teeththus animating the face and avoiding the stiffness of the
Wl y O k fust @asdH{zkey has done in his portrayal of the centrainan and the
@ 2 dzy 3 S NIfigh3.28S Sy Q
Unlike thebibi picture s KSNB | A 01 S8Qa SYLKIaAa ¢l a 2y
instance he has prioritised the depiction of the2 Y S yemellery. Chancellor
challey 3S& ! NOKSNIRA | & & dydreldivemrthg a lai 6f jewielledy &rd dza S G K S
have no obvious source for it, that is to say, they are not depicted with wealtimy me
the women depicted heremust be temple dancers or courtesatfs.They are
wearing the headdrsses, earrings, chains connecting the earrings and hair, collars,
long necklaces, and the heavy armlets and bangles typical of southern India. Hickey
has not only depicted the jewellery in meticulous detail but has also emphasised its
weight by building uphe paint in a thick impasto, so much so that the jewelled nose
rings stand proud of the canvas. Chancellor argues that the headdresses of the two
outer figures show the triangularatta on their foreheads which would suggest that
they are wives or betrdted wives of the Raja. A further indication are the crescent
Y22ya 2y (UKS KSFRRNBaa 2F GKS 2dzyA2N) WIjdzSSy
g2NYy o0& GKS aSyA2z2N WjdzsSSyQ dgtdsdkandiitee NBLINE A S
moon, a conjunctiorof symbolicsignificance to warrior caste rulers such as the

Wadiyarst?3

Chancellor supports his argument by comparing the headdresses depicted in
the Hickey painting with the hair ornaments worn by a dancer in a painting by Tilly
Kettle of 1772, underlining the diffences(fig. 3.26)*?4 They are indeed different,
but the Kettle painting in question was made in Faizabad, in Oudh in the north of the
country. A painting by Kettle of temple dancenade in Madras aroundi770 shows

womenwearing very similar headdresses to that of themanoy G KS f ST4 2F 1 A O]

121 ife of Polygnotus of Thasos 448 BC, Chapter Five, Hickey 1788.
122Chancellor 2001: 770. Archer 1979: 230.

123Chancellor 2001: 772.

124Chancellor 2001: 772.
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portrait; they also wear identical bangles, collars and gold ornaments at the efl

the bodice sleeves (fig. 3.2 Bartha Mitter draws attention to the rich tradition of

jewellery making in southern Indidurther noting that the best examples were

owned by both temple dancers and wealthy wom@hn.In addition, during the

dedication rite on entering the temple agdavadasithe youngwomanwas married

to a deity in a ceremony akin to an upper caste Hindu wedtfihghe subsequently

wore bridal jewellery which included sun and mesimaped headpiecesThe

jewellery, does not thereforeconfirm/ Kl y OSt f 2 NRa LINRBLIR &l f (K

Indian royalty.

To support his case for reading the picture as-paccination propaganda,
Chancellor dravs attention to the pock F NJ] SR al1Ay 2F (GKS§ 2f RSN
Hickey has carefully detailed the variation in skin colour of her (Bge3.28) She
has vitiligo, that is to say a loss of skin pigment under her nose and around her mouth.

This is gite common in damaged skin such as that scarred by smallpox and is more
obvious in darker skin. Chancell@r correct to highlighter damaged skinartists
usually corrected the complexioms$ those scarred by smallpokady Mary Wortley
Montagu, for example, who suffered facial scarring after contracting smallpox in
1715, was subsequently portrayed withflawlesscomplexion.(fig. 3.29). He also
notes that theyounger® dzSSy Q Aa LI2AAGA2Yy SR awokeAK{if & A
and rather oddly is Hding up her sari drawing attention to her upper affig. 330).

The outside of the upper arm was where females were vaccinated. Moreover,
Chancellor suggests a patch in the silk of her bodice sleeve is visible where the
material would have been cut to dditate the procedure and preserve her
modesty*?’ For Chancellor the propaganda rests in the juxtaposition of the smallpox
damaged skin of the oldevomanand the fresh complexion of the youngergtieby
emphasising the benefits dlVesternstyle preventionof the diseasé?® Thus,the

tension between what was perceived by Europeans as irrational, even superstitious

125 Mitter 2001: 164.

126 Sreenivas 2011: 63.
127 Chancellor 2001: 778.
128 Chancellor 2001: 776.
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indigenous medical practice aMilesternempirically based scienge played out on

the colonial body itself.

The question still remains, would high caste Indian women have sat to Hickey
or have agreed tsuchpublic display of the picture as would be necessary if it were
to advertise the benefits of vaccinatid?’ Hickeydid have access to the Mysore
court. He not onlypainted a portrait of the Rajaut also of Purnaiya aral portrait in
chalk ofthe British ResidentJosiah WebheA couple of examples of highnking
Indian women sitting tdNVesternartists in this period)R2 SEA &G Ay Of dzRA Yy 3
portrait of Fyse Baksh, adopted dadghof Shah Alam, and that ¢thairun-Nissa
Begum, great niece of theewanof Hyderabagby an unknown artist3® However
both women were married to Europeans. Furthermoiie)] A O | firdl &oes
depict the two Hueen® it is a representation of wives in a polygamous society.
Although the supposed target of the propaganda was the indigenous population such
a commission may not have been acceptable to Europeansioral and religious

grounds.

It is possible that Chancellor and Archer both correct in their suppositions

Yo 2

to a certain degregthat | A O1 SeQa Of 2aSf & fhasINBS R I NP dzLJ

D 2 @ S N3teN®adcampaign against smallpox but that tkeomen portrayed

are infact temple dancerss St Af & &4dzOK a4 (GKS 2f RSNJ g2Y1I yQ3

unusual pose of the younger women appear to have been deliberately inclifded.
the subject is indeed smallpox preventiceis seems probablehe paintingis an
unusual example oért in the service of early nineteenttentury British medical
practice in India.The vaccination programme served empire; it was not an altruistic
exercise on the part of the British. On the one hand, by offering vaccination to both
Europeans and Indians, the East India Company could promote itself as benevolent;
on the other hand, tke practical purpose of vaccination was to maintain the healthy

workforce, both Indian and European, vital to imperial expansion.

1291t has not been possible to ascertain if the portrait was ever publicly displayed or the identity of its
original owner. It was not part of the collection in Government House Madras or the Banqueting Hall.
Love 1903.

130 Khairun-Nissa was married to Jaméghilles Kirkpatrick (a cause of much scandal at the time),
half-brother of William Kirkpatrick, who replaced William as the British Resident in Hyderabad in 1797.
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Hicked GAYS Ay al RNIa ¢l a lekthelt®nmIodzLIi SR
Calcutta, returning to Mdras in 1812. His temporamemoval may have been
prompted by the arrival in Madras of George Chinnery in 1802. Only one podatrait,
the Anglican priest and missmary Henry Martyn (1781812), is known to have
addzNIPAGSR FTNRY | A O MayQairived b 8\@iadd8H6 bk iy late I £ O dzii (
1810wasplanning to leave India for Persia due to illalth. Having promised his
mentor Charles Simeon to sit for his portrait, Martyn wrateai letter of6 October
1810 of his plans to do so, additiwat it would be amusing to have ermade of his
chief munshiSabat!3! There is no evidence ohé¢ latter being painted, bubn 18
Novembe, 1810 Martyn recorded in his journal that he had sat forpuostrait (fig.
3.31).1%2 Hickey has portrayed Martyn, modestly attired as befits his prodessi
front of a large pillar. India is suggested by the distant view glimpsed beyond the
balustrade of the colonnaded verandah. Indian figu@se carying a water jar on
her head, are shown beside simple dwellings set amidst palm theeasn evangelid
who believed that Indiday in W& LJA NJA ( dzIMartyrRhiad\ians|Steéd 2h@ Kew
Testament into both Persian and Hindustani with the afrbringing the light of
Christianity toa primitive people-33 The Indian figures could be read as people who
would benefit from his missiona N1 y Qa4 NB LIzl | G A 2¢thi@NB G | -
1812. Higoortrait wasengraved in 1822 bWilliam Sayn London wharoduced a
mezzotintwhich was subsequentlyeproduced as the frontispiece to editions of
al NI2dyQa diedgNY I £ & |y

Having received a commission to restore the paintings in the Exchange which
had been damaged by the sea air, Hickey returned to Madras in‘£802e of these
pictures a portrait of Sir Eyre Cootél72683), had to be repainted entirely. The
original portraitby Homg / 2 2 (i S Ondas ayp&sthii®us Bne paintedlatively

recentlyin 17%.13° The problems caused by the Indian climate for oil paintings were

131 Martyn Vol 2 1837: 307.

132 Martyn Vol 2 1837: 307.

133 Smith 1903: 199.

134 Hickey had previoug been employed by Fort St George to repair ambassadorial portraits of King
George Il and Queen Charlotte, sent to Madras between 1762 and 1767, in 1801 and 1805 using
similar portraits owned by the Nawab of Arcot as a guide. East India Company 189&908v 756.

135This portrait, in its turn, was probably copied from a painting by Nathaniel Dance owned by Claude
Martin in Lucknow. Cotton 1924: not paginated.
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highlighted whenHickey wrote thatit K R Q6 SSy NBRdzOSR (2 &dzOK
condition as to leave but traits so faint, so shattered and imperfect for my guidance,

Fd 02 NBYRSNIAYSOAGEIOES (KS Btdickeyrécallgdd Sy A NS f
GKFG WI  3Sy (,iMBGebrge Citghdeh, wés hgmssession of a portrait

of Sir Eyre Coote saidto#él8 0SSy LI AYyGSR o0& ateRaBtiidyy A Qd L ¢
of the head made from i3’ Progress was slow and the new portrait was only

completed in 1822. Meanwhijén 1816 Hickey painted iad subsequently engraved

the portrait of Mackenzie as previously discussed. His last known popeadt for by

subscription on behalf of the Madras Literary Sociefythe French missionary and

Indologist Abbé Dubois was made in 1823 prior to the sitér NXB & dzNy G2 9 dzNP LIS
3.32). The Abbé, who is shown dressed in Indian clothes as was his custom, appears

against a background afoogs,the characteristic fortified hills of Mysore where he

had ministered.38

On 20May 1824 Hickey died aged eightyee. TheMadras Gazetteeported
OKFG WGKS LR2NINIFAGE KS KFIR FAYAaKSR 2yfteée | F
F LILISE NI yOS 2F KAa ¢ 2 yiFDRingdis 8naldadis Hisk&y A dza | Y R
was supported financially by the city of Madras, aliti from lottery funds which
paid for the restoration of the portraits in the Banqueting Hall and latterly by a small
pensiont*®His long career in India, thidree years in total, was only exceeded by
that of Home who was active in India from 17911®884. Throughout this section
| A01SeQa LRNINFrAGEA KI @GS 0SSy O2yaARSNBR gAlrE
surveys and competing forms of knowledge, with reference both to the control of
land and to the colonised body itself. This is not to sugdest iHickey deliberately
encoded references to forms of knowledge within his paintings but rather that
inadvertent inclusions consequent on his close observation of detail, allow them to

be interpreted in this way. Thus, his paintings are active purveyfareeaning. When

136 Quoted in Cotton 1924: not paginated.

137 Cotton 1924: not paginated.

18An Englishtranslatip 2 F 5dz02A4Q CNBYOK YIydzZzaONRLIG O2y OSNYyAy3a |
Lldz6f AaKSR Ay mMymc® ! NBOAESR SRAGAZ2YS TFTANRG Lldzof A&aKSF
as its frontispiece.

139 Quoted in Archer 1979: 233.

140 Cotton 1924: not paginated
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GNRAGAY 3T Fo2dzi | A01Se@Qa 3INRdAzL) LI NINIAG 27
I NBdzSa GKIFaG GKS LA OO dzNB WAYLIE ASa +y AYL
dark races squeezed into the small rectangle of space intended tokofita 1'% S Y Q ®
While British interests in India at this time were increasingly imperial in orientation,
Ot2asS aitdzRe 2F GKS LININIAGA RAAOdzAEASR A
RAGARSQ 0SG6SSy (GKS . NAGAAK YR LLYRALY
interdependence.

Conclusion

In terms of subject, patronagand use, the portrait¢hat Hickey made in Madras

differed greatly from those he painted in the changing comnaneorld of Calcutta.

As noted above, his Irishness did not have the operatimadlie that it had in

Calcutta. Nevertheless, attention has been drawn to the skills he developed during

his early training in Dublin that facilitated his close observation and depiction of his

Indian subjects. Analysis of individual portraits such as hreastic portrait of the

blglko 2F ! NO2G FyR KA& azy 2NJ GKIFdG 27F toc
Indians and their use of Europeatyle portraits in sefpromotion. The body of work

he produced in the aftermath of the British victory at Serijpgam, considered in
conjunction with portraits of Wellesley and their display, clearly indicates both the
emergence of a distinct imperial register within the classical conventions of British

art practice and the formative role of portraiture in imperigropaganda.
Neverthelessil KA a4 LISNA2R ¢l a adagiatt 2yS 2F GNIya
portraits that include Indian figureseveak something of thecomplexitiesof Angle
Indianrelations at this specific historical moment. Questions of whgnaay Indians

were included in the portraits and why the artist has painted the figures in such a

way not only suggest engagement by the British with Indians proficient in different
knowledge systems but also the active participation of elite Indians i lboe

instruction and the acquisition of useful colonial knowledge. Though mutually
dependent, these exchanges between British and Indian elites were negotiated

within an increasingly contested colonial space. A sense of the change to come is

141 Grigsby 2016: 63.
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suggestedby A O1 SeQa 1 0SS LRNINIXAG 2F GKS YAaarzyl

firmly relegated to the background.

On 15 August 178B8ir William Jonesent a letter from India to Earl Spencer
Ay 9y 3t yRI AiyEubpeidsee kndia tiroughin §lass’darkly: here
we are in a strong light; and a thousand little nuances are perceptible to us, which
are not visible through your best telescopes)d which could not be explained
without writing volume€3#?> Thus Jones underlined not only the impossibility of
understanding the subcontinent when viewed from afar, but also the challenges
faced by Europeans resident in India when attempting to repregsrdubtleties to
a Western audiencdn many respects he echoed the sentiments of Edmund Burke,
who, in 1783, whilst delivering a speech to the British Parliament in support of
/| KI NY¥ §a8 WFYS&8 C2EQa LYyRALF . Aff lpRssNBEO2 dzNA S
0KS 20a0dz2NAGe | yRyMBYUAYSa202FO0LYgRAGNSHFSRY G KN
YR Of 2dzR®! YSRNIzxQ® 2F ¢K2Yla 1 A01SeQa NBf I (
never have succeeded in representing India as suctoréacould; that was thegint
that both Jones and Burke were making. However, Hickey did succeed in doing
something that neone else had, and that few hawsubsequently recognised. At a
pivotal moment in Angldndian relations as they moved from a period of fluidity,
accommodationand change albeit punctuated by episodes of violend® the
surveillance, control and Anglicisation 6 Yy Ay SUSSY G K OSyGdz2NBEXZ | A

portraits providea context within which a multiplicity of voices may be heard.

142 Jones Vol 11 19: 749.
W9 RYdzy R . dzNJ §3 aLISSOK Ay Tl @2dzNJ 2F C2EQ& LYyRAIF . Aff =X
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Chapter Four

Imperial Landsagaes: Ireland to Ceylon 381850

Colonial and imperial expansion not only involves the physical acquisition of territory,

but also the cultural and visual appropriation of land: landscape is thus a key issue

for the nexus of art and imperialisiThe rang of strategies for viewing colonial land

and hence controlling its representation includes the work of draughtsmen
participating in mapping and surveys, amateur sketches, prints and illustrations, and

the fine art landscape view: all play a crucial ral¢hie collation and construction of

colonial knowledge. Although the previous two chaptirsused onthe work of

Thomas Hickey, a portrait painter, the question of land was never far away. From the

OF NIi 2dzOKS 2F wSyyStf Qa Yiretit Bitsh/Mughdl Rap2 & G | y 3
KFy3aAy3d o0SKAYR az2¢0Nrex (2 al O1SyT ASQa &

land as a contested cultural space formed a significant element of the analysis.

This chapterintroduces the subject of Western art practice andlonial
landscape viewsThe site of the discussion mov&®m Indiato Ceylon highlighting
the work of Andrew Nicholl, a setiught, professional artist from Belfast, who was
employed by the colonialayernment in Ceylon as an art teacher from 184850.
Ceylon is rarely included in studies of artd empire furthermore, by considering
the work of an Irish landscape artattive in Ceylowomparison@and contrastsnay
be drawn that would nobtherwise be possibldreland itself was a colonised land
similar processes were applied by the British to Irish land: they carried out surveys,
redrew boundaries and anglicised place narhé&tcholl travelled to Ceylon at the
zenith of the British Empa;, a time when imperial ambition was supported both

militarily and by a coherent colonial bureaucracy; nevertheless, as will be shown,

HEFPAR YI1Sa | dzaS¥F¥dAd RAAGAYOGAR2Y 0SG6SSYy WAYLISNRI
attitudes and tleory of a dominant metropolitan centre ruling a distant territory; colonialism, almost

always the consequence of imperialism, is the implanting of settlements in distant territories. Said

1994: 8.

2Nash 1999: 458.
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discussion of his work in both Ireland and Ceylon suggests how landscape art not only

served empire but also had an oppo§ A 2y [ £ LR GSYGALFIf ® / 2y &ARSN]
experience in Ceylgremployed as he was laycolonial state institutiomt the height

of British imperial expansignaso serves to underscore the significance of the

portraits painted by Hickey in India dugrhe earlier period of the nascent Empire;

a timeof transiton as. NA Gl Ay Qa O2YYSNODALFE AyaSNBada Ay
increasingly colonial in orientation with a consequent change in Amglian

relations.

Nicholl spent a short time in Ceylon By2 Yy G N> ad G2 |1 A01Se&Qa f 2y
India. Higartistic practicealsodiffered in key respects from that of Hickey, in addition
to the fact thathe worked in the domain of landscape. Whereas Hickey documented
and contributed to the cultural production of rilsh India in a manner
commensurate with eighteenticentury fine art practice, Nichéla emaybmore
usefully considered within the wider parameters of nineteewtmtury visual
culture. To varying degree# may be described as functional, commiaicand
formulaic, giverhis repetition of motifs and views.Furthermore, Nicholl exploited
technological advances in printing and publishing. His work appeared as aquatints
and lithographs, but mechanically reproduced prints after his drawings alsoréeatu
with increasing regularity within published text as book illustrations and in the
illustrated press. llluminating comparisons can thus be made between Hickey, and
Nicholl, both within the terms of art itself, contrasts between both genre and
medium andbetween the very different protocols of imageaking in traditional fine

art and in the newer mass media of print.

As previously noted, when considering art and empire it is important not only
to highlight the specific gehistorical context but also toonsider prevailing Western
conventions of art practice, thereby making it possible to explore differential
relationships of power and knowledge embedded within an image. As noted in the
introduction to this thesis recent scholarship concerning landscael the British

Empire has tended to focus on one such artistic convention, the picturesghe.

3 For a discussion of visual culture and practice see Herbert 20034152
4 See introduction pp23-5.
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picturesque is undoubtedly a useful starting point, not least because it underlines the
ideological nature of Western conventions of landscape art and the tvat their

use varies depending on time and place. HoweMicholQ & | yrRaginOtlbéJS &
readily discussed within its terms. The picturesque remains broadly relevdns to
work as it was an aesthetic with wide social and cultural currency not olyitain

but also in Ireland and throughout the wider empire. In addition, although primarily
an eighteenthcentury aesthetic, its authority extended well into the nineteenth
century® Nevertheless, it will be argued in this chapter that the importance of the
picturesque can be ovestated. To focus on the picturesque raises certain problems,
not least because aesthetic categories often overlap; the art historian John Crowley,
for exampe, has concatenated two categories to discuss imperial landscapes in
terms of the topographic picturesqufe.Most significantly, it will be shown that to
focus on the picturesque is to limit the discussion. Ceylon was a militarised landscape;
as well as bing garrisoned throughout the island, British troops were also engaged
in surveying and engineering projects such as the building of military roads. The
conventions of military drawingyhich are beyond the scope of this thesasd of
topographical and mtiquarian studies used in surveys of the land, are therefore at
tfSFrad a AYLRNIFYyd Fa G0K2aS 2F GKS LA OG dz

follows, the picturesque serves mainly as a point of comparison.

Most relevant to an analysis of theork of Nicholl is the proposal by W. J .T.
Mitchell that landscape should be considered as cultural practMéchell argues
GKFG AG Aa y2G Sy2dAK G2 O2yaARSNI gKI O f
WR2Sa4Q & | Odz G dzNdd§ Furthiddoeildnds&peXsiadldinotdo S | &
0SS (K2dAKG 2F Ay GSNya 2F WFAESR 3ISyNBaqQ:
dynamic, constructive medium that circulates and intersects with other cultural and
economic practice8. a A U OK S f Qing afzjamiSchi® ad § Muid cultural
practice is useful when analysing Nicko#fork because it is nogeasily classified by

genre Nicholl employed various, often intersecting, media and, in terms of place,

5See Guhdhakurta 2004: 13.

6 Crowley 2011: 42.

"Seeintroductionp. 24prl RAaOdzaaArz2y 2F aAliOKStfQa M4FtdsSyaal
8 Mitchell 2002: 1.

9 Mitchell 2002: 2 and 4.
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comparisons may be made betwehislandscape pactice inlrelandand inCeylon

In addition,Nicholl wasproducing landscape views Ceylonwhilst employed by a

colonial art schoglthe curriculum of which provided for an education in technical

drawing, mapping and designmds hislandscape practicetersected with imperial

military and cultural practices, raising questions astowliaf Yy Ra OF LS4 WRARQ |

to what extent they were constitutive of the processes of empire.

Although recent scholarship has stressed the importance of considering
British landscape practice withthe context of the wider empire, sapreviously
noted, little work has been done on empire and landscape with particular reference
to Ceylont® Furthermore, Irish landscape practice has tended to be considered in
termsof Irelan@a NBf F A2y aKAL) 6AGK 9y 3IfFyR NIGKSNI G
Empire. Therefore, whilst the principal focus of this chapter will be on the
representation of Ceylonese land, irtimperial comparisons will be made with
Ireland, where relevantThe first sectionO2 Y A A RSNB bAOK2ff Qa SI NI @&
developed in Ireland whilst also highlightitigg idedogical role ofandscape iterms
of both the coloniser and the colonisetihe discussionconcerningb A OK Zishf Qa L NJ
careerleads on to the second section which offers an analysigsable in colonial
art educationin Ceylonwhere he not only taught technical drawing, mapping, and
landscape but alsdesign at the Colombo Academy. The third section will focus on
b A OK aufnéy®dt to eylon, with the fourth section considering his subsequent
travels in the interior of the island. He published illustrated accounts of his travels;
therefore, the work he produced will be considered both in relation to travel writing
andhi2y32Ay3 AYGSNBad Ay o02GFyAOLt FyR FyaAaldz
use of print media and its implications for the perception of Ceylon in Ireland and

Britain will be assessed.

0 5See for example, Mitchell 2002, Barringer, Quilley, Fordham (eds) 2007, Crowley 2011.
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Section One: Andrew Nicholl and Ireland

This section descrba b A OK2f f Qa SINI & O NbBUStNE & A { dz
devebpment and teaching of landscape art in IrelandAs discussed above, the
intersection of art, landscape and empire tends to be analysed in terms of the
picturesque; therefore, thesubject of the Irish picturesque will be introduced,
highlighting how the conventions of the picturesque could be variously interpreted

in a colonial situatonCA Yy I f f 8> O2yaARSNI A2y 2F bAOK?2
studies throughout Ireland drawattention to the political and cultural implications

of landscape as an oppositional medium

In Ireland as in England, artists could not make a living solely by painting
landscape views before the 17&0Althoughthe Dublin Society School had awarded
premiums for landscape since 1740 when the first was awarded to Susanna Drury
(cle98cmTTNO F2NI I @GASe 2F GKS DAlIyGQa /| dza
been the establishment of a School of Landscape and Ornament within the Society
Schools in 17561 However, consistent with the overall ethos of the Society Schools,
the schoolwas primarily a school of ornament, adoptiagpractical, commercialy
driven, decoratie approach to landscagé Nevertheless, graduates, including
George Barret (c.17324), afounding member of the Royal Academy, did pursue
successful careers as landscape artists in oils. Many factors contributed to the rise in
popularity of landscape painting throughout the latter half of the century towutch
of the impetus to growth came fromie bottom up with the rise of the print industry

and the sale of engravings of topographical landscapes and antiqsaieen

DAGSY (KS FT2N¥ bAOK2ff Q& LINI OfsicdOS ¢ 2 dz
developments are more relevant to ¢hdiscussiorf his career than developments

within the fine arts aloneA selftaught painter and illustrator, Nicholl built up a local

1 The Society for the Encouragement of the Arts, Manufacture and Commerce in England invited
landscape artists to eopete for premiums from the 1760s. Solkin 2015: 210
2 Turpin 1986: 45



170

reputation as a watercolourist and painter of landscape views whilst working as a
compositor with the Belfast newspaper, thidorthem Whig'® He subsequently
developed his arstic practice through his association with members of the Belfast
Natural History and Philosophical Society; for example, he illustrated texts for the
botanist Dr James Lawson DrumndorHe also made the acquaintza of James
Emerson, later Sir James Emerson Tennent, who like Nicholl was an early member of
the Society and would become his most important patt6By contrastol A O1 S& Qa
early portrait practice in Dubliwhichlargely depended on patrons drawn from the
aristocracy and professionshenNicholl became a futime artist in the late 182Qs

the Belfast artmarket relied on merchants andthe professional classefor its
support Taking the decision to become a pestional artist, Nicholl moved to
London in 1830 where heok the timeto study landscapeaintings by Aelbert Cuyp
(16201691) Claude Lorrain (1660682)and J. M. W. Turner (17751851). On his
return to Ireland in 1832and by now living in Dublin, Nioll travelled extensively
throughout the country working on antiquarian studies and sketching topographical
views He produced small, marketable watercolours, supplementing his income by

teaching, book illustration, and magsoduction of prints after hisirawings.

Nicholl received no formal training in landscape art; nevertheless,
developments in the teaching of landscape at the Dublin Society Sdrealelevant
to a discussion of his wods he collaborated on projects with graduates of the school
and would have been aware of trends in art practiégom 1800 the School of
Landscape and Ornament taught watercolour drawing resulting in a tradition in
topographical, line and wash watercoloiirs 4§ KA OK KSf LJISR (2 aKI LIS
landscapes® With increasing demand for landscape illustrations in printed books,
engraving also became an integral part of the curriculum at this ;titaigion in
lithography was added to the curriculum in 18%These developments were closely

associated with the growth of aomestic tourist industry. Travellers were

13 This biographical account of Nicholl is taken from Anglesea 198251,3Rlurtagh 2009 and

Murtagh 2014: 388.

14 See chapter one, p.39, footnote 8, for biographical notes concehgy S& 9 YSNE 2y Q& S NI &
career.

B Turpin 1986: 52.

1 Turpin 1986: 51.

b .
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encouraged not onlyo record the viewshat they saw and experienced but also to

buy illustrated guidebooks and prints of the most popular destinations. The earliest

Irish artist to recognise the commercial potai of landscape printsvas Jonathan

Fisher (fl 1763809), whose interest in the medium may have been prompted by his
connection with Paul Sandbg.{739My n 0 @ CAAKSNXRa LI GNRY |y
Dawson, Earl of Portarlingtprwas a friend of Sandby, the first artist to make
extensive use of aquatints in documenting and publishing views of the British
landscape’CA & K SN A LJdzo Pickue@sqiieATauysf Kilain@i7 spFasdY

Scenery of Irelan@l795) both comprising a series of aquatints accompanied by

detailed notes of routes to follow and tHeest viewing points$8

As the title of his first publication cited above suggests, ai#egfor the
discussion ofviews such as those made by Fishes,that of the picturesqueln
general terms, to describe a landscape view as picturesque, is to suggest that it is as
pretty as a picture. However, in the latter half of the eighteenth andticing into
the nineteenth century, the igturesque evolved as a distinct aesthetic which,
depending on context, was open to multiple interpretatiohdeas concerning the
picturesquewere promulgated more by practice than theory; nevertheless an early
cadification is foundn the writings of the Revd William Gilpin who An Essay on
Prints(1768) RSTAY SR Wt AO(dzNBaljdzS . St dzieQ | a Wil
I ANB S of S ¥Gipin kencdutaded dizhgSti turists and amateur artists to
appreciate and document the beauties of the British countrysigeiblishing
illustrated accounts of suitable tours, including details of routes and strategic viewing
points between 1782 and 1802. Hsuggested that the artist should view the
landscape as ift iwere a painting, using the conventions of classical landscape
including sidescreensepoussoireffects and spatial distinctions of foreground,
middle ground and distance to organise the elements seen into a coherent pictorial
unity. Variety was to be mvidedby routes meandering through the pictorial space,
by ruggedness, ruins and contrasts of light and shadtdike in a classical view, the

eye might also be encouraged to linger over naturalistic detail in the foreground.

17Butler 2014: 2518.
BhQYlyYyS BuimpY T
19 As quoted in Bermingham 2002: 86. See Solkin 2015: 227, for an overview of the picturesque tour.
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However, the aim was not tochieve topographical accuracy but rather the broad
effect of a scene.lfthermore, in order to contribute to the overall effeche artist
was encouraged to omit disagreeable features or inckm®e that werenot actually

present.

As notedabove Nichof Q& I yRaOlFLSa FFNBE y20d NBIFRACT
conventions of the picturesque. The contrast between his idiosyncratic approach to
landscape and the picturesque is exemplified by a series of paintings he made
throughout the 1830sn which coastal views @tching from Derry in the nortlof
Irelandto Wicklow in the east to Killarney in the soutlest of the country are seen
GKNRdzZAK + o6Fy]l 2F YSUGAOdzZ 2dzat e RSOGFAf SR GAfF
small in scale, schematic, decorative and very marketable; they also show that he had
a predisposition to think of landscape in terms of abundance. Art historian Helena
Murtagh has suggested that Nicholl painted his various viewthesspot, perhaps
with the aid of a graphic telescope, whilst the flower studies were added in the
studio?® Thisargument would appear to be supported by the fact that Nicholl
tended to paint the same range of flowers (poppies, cornflowers, harebells, foxgloves
and daisies) regardless of habitat or differing times of blooming, presumably worked
up from previous cuttem studies made as he pursued his -going interest in
botanical studies9 E YLX S& 2F KA& WFE26SNI LI AYyiAy3IaQ A
Castle, Co. Antripainted around 183(fig.4.1). The watercolour shows the Norman
castle built in 1177 by Johae Courcy on the northern shore of Belfast Lough but
what immediately attracts the eye are the flowers which dominate the foreground.
Nicholl has used bodycolour to highlight and differentiate the colours of the flowers
and has combined this with the tecigque of scratching out to good effect. The latter
has allowed him to clearly delineate the foliage, grasses and also the stems of the
taller flowers. The depiction of overlarge foliage in the foreground of a landscape
view is not unusual; it was a commagature of the work of Cuyp for example, whose
work Nicholl had studied. However, the disparity in scale between the flowers in the

foreground and the castle, which is emphasised by the use of differing viewpoints is

20Murtagh, Vol 2, 2009:-8. The graphic tekeope, patented in 1811 by Cornelius Varlley (:1813),
was a refined version of the camera obscura used to facilitate jalieisketching and painting.
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unique to Nicholl. Both the scale andtdi of the flowers disrupt the viewing
experience as the eye is arrested and does not move smoothly through pictorial
aLl O0S (2 GKS Ol a defeSievddd theXlgweid is ihtknSte, i i8 Mbly Q &
a dominant viewpoint but rather emphasises the Ibcature of the landscape.
Evidence of economic activity was rarely included in a picturesque viéuiheer
detailto noteK 2 6 SOSNE A Yy b theOeRehde Ofdhe modérravidad in
the historic coastal view: smoking chimneys can be seen indh& behind the
castle. History and modern industry appear to meld seamlessly in the background
but the local, in the form of the overlarge flowers, offers a disjunctive note. Unlike in
a picturesque view where detail contributes to an overall harmoniousoles
suggestive of a supposed traditional order, this fragmented appearance potentially

connects the image to an emerging sense of modernity.

In Ireland as in Britainthe aristocracy and wetb-do middle classes
continued to experience Irish land by ares of both picturesque views and tours well
into the nineteenth century. A consideration that links the Irish picturesque view with
issues relevant to the work of Nicholl in Ceylon is thétarisation of the Irish
landscape through road building and gaoning of troops The consruction of
military roadsin Irelandnot only provided routes to previously inaccessible sites but
also incidentally opened up new vistas to artists. Following the failed rebellion of
1798, military roads were constructed, ming south from Dublin into the Wicklow
Mountains, a rebel stronghold. In 1802, Thomas Sautelle Rol{¢n€§01826)
exhibited twelve watercolours commissioned by his patron the then-liewatenant,

Lord Hardwicke, in the formd?arliament building; we ofthese watercoloursView

of the Military Road from the Vicinity of the Upper Lough Btayws the road under
construction(fig. 4.2). In many respects this is a typical picturesque view, with the
eye being encouraged to linger over the detail providedhm foreground by the
carefully described uniform of the Scottish soldier saluting Hardwicke mounted on
his horse, before following the zigzag route of the new road through the illuminated
middle ground to the distant hills. Contrasting areas of light ahdde provide
variety. The high viewpointprovides a vantage point but it alsi;mmediately

suggests surveillance and control this instance, bidardwicke and his entourage
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asordinary soldiers and peasants labour in the background. The image of idkedw

on his prancing horse evokes thasieequestrian statues traditionally commissioned

to celebrate military victorieddowever the painting is more about the durability of
colonial power then an instance of commemoration. The new roazhgghrough

the mountains whilst shafts of sunlight illuminate the soldidmlets in the middle
ground. This is not an army passing through a landscape; on the contrary, it is
inhabiting it while constructing and controlling routes throughintages of saliers

not activelyengaged in warfarehut rather in,surveying, building infrastructure or
evenat leisure, are significant because they not only tend to normalise a military
presence in a colonised landscape but may also go some way to justifyingat if t
a2t RASNA IINB Ay@2ft SR Ay Fy WAYLNRGAY3IQ

Ruins ina colonial landscapare also open to varyingterpretations. A
CAyYy 2t h QYrhine$abbeNIdrozsainle, may provide picturesque interest
in an eighteenthcentury English landscapeitit also suggests English liberty from
papal control following the dissolution of the monasteries in the 1530s.Ireland,
by contrast, where the majority of the population were Catholic, such ruins may be
considered expressive of religious intoleran@ven more so where the former
Y2yF&adAO fFyRa ©SNB AyO2Nl}X NI G§SRMhugyi(?
tensions die to differences in ethnicity anckligion, as well as classieed to be
considered in the interpretatin of an Irish picturesque vie%¥. Ruins and anent
monuments take on differingconnotations when considered within imperialist
discourse. The coloniser may contrast such evidence of a civilised past with the
supposedly stagnant preseqfiy society of the colonised, reinforcing his osense
of superiority as progressive and modeéfaA further claimonethat also places the
coloniser in a position of superioritys to maintain thatdue to lack of technical skKill,
the indigenous population was incapable of building its ancient monuswetthout

external aick* Irish arists who applied an antiquariaapproach to their study of the

AhQYlYS HAMOY o0XImMc®

2ZhQYlyS-18.amMoY H

23 See the introduction to this thesis, ppA®, for a discussion concerning the intersection of
primitivist and imperial discourse.

24 See Cohn 1996: 95, and below pp.Zd8 for an analysis of this topic in the context of India and
Ceylon.
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Irishlandst LIS OKI f f SY3I3SR &4dzOK AYLISNAIfAal RA&C
historic landscape in a positive way, as evidence of the richndsslohistory and
culture rather than stasis and secondly, by studying the material evidémaieis to
say the details alhe monuments themselveshey demonstratedhat the local Irish
had the requisite mechanical skill to build thenrmeDof the most gynificantof such
artists wasthe draughtsman, writer Irish music archivisand academic, George
Petrie (1789/961866).

t SGNRS Aa NBESOIyd (2 yed RAAGUmEAaAAZY
the 1830s Nichollworked on collaborative projestwhich brought him into contact
with other lIrish artists, including Petrf@.Nicholl travelled extensively throughout
Irelandnot onlysketching but also collecting information on ancient monumemnis a
sites.In June 1832, Petrie became joint edifarith the Revd. Caesar Otwayf) the
newly foundedDublin Penny Journ&d which hecontributed articles whst Nicholl
provided woodcut illustrations. Establish&u response to the success of the English
Penny Magazine for the Diffusion of Useful Knogdedhich was described by
t SGNASQa STARBNRLIKSNII21Sa | aBritighifér2rishf 2 NBE A 3
& @ Y LJ (e duBléa RPenny Journalas intendedi 2 0SS Y2 NB WISy SNI
02 L NBt§ targeRaQdience was the urban, literate middlass. In March 1833
Petrie published an article, illustrated by Nicholl, in tBeiblin Penny Journal
concerning Newgrange, one of several Neolithic passage graves in the Bra na Bdinne
complex in County Meath. Petrie challenged scholarship which stated tkieat
ancient Irish were incapable of constructing such monuméntse refuted claims
that it had been built by the Danes. AccordingPetrie, Newgran§ = Wl Y2 y dzY Sy (i
Kdzy | y fwasngtdaNduilt by the indigenous people but served to underwrite

comparisons of the ancient Irish with ancient Egypt and Grééae his concluding

25 For examplePicturesque sketches of some of the finest landscape and coastal scenery of Ireland
FNRY 5Nl gAy3ITa o6& DOt S NHNST Niohdlipublisied HisownbaKig 1836 | y R |
Twelve Drawings on the Northern Coast of Irelamd] was one of thertists selected to illustrate Mr

YR aN& Ifelend:dts Scenerg Lharacter &ovols 18443, providing over one hundred

sketches and drawings. The Halls had been researching their books from 1825 and Nicholl provided

them with information conceting ancient sites as well as drawings. Anglesea 1982: 136.

26 Stokes 1868: 67.

27 Petrie 1833: 306.

28 Petrie 1833: 305.
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paragraph Petrie comments anwoodcut based oman original drawing by Nicholl,

made expressly for thdournaj of the easteyy NBX OS&aa 2F (G KS &id NHzOG dzNB Q
(fig.43.1' S O2YYSYRa bAOK2ff WFa | &2dzy3 FINIAad 2°
we are persuaded, only require the fosterage they merit to make them, ere long,

NEBTfSOG K2y 2 dzNdA20/K 22 dzNQ 50 2AdgyARNBABY Sy i 6 A (1 K t S
only becase it underlined his willingness to collaborate on projects, Apssgucing

his work across a variety of media but also, through his association with Petrie, he

learnt how to closely observe and document the material evidence of ancient sites.

As will bediscussed belowthis stood Nicholl in good stead when he travelled to

Ceylon.

However,Petrie was not the first draughtsman to consider Irisins and
antiquities in a positive way The Dutch antiquarian and draughtsman Gabriel
Beranger (1729/3(1817) had documented sites throughout Ireland from 1765 to
1780, producing albums of watercolours and aquatints which not only contained his
own work but also copies after other artists including Fisher and his patron, the Earl
of Portarlington®® In ambition, BeraB SNRa | f 6dzvda NBEASVIRER QA YR
Museum; containing Select Views in England, Scotland and IréliafB81),
similarly presenting a topographical overview of the country whilst simultaneously
emphasising the importance of locality and pldtéiowever,Petrie went further
than Berenger in promoting unifying, norsectarian form of cultural nationalism
YSRAIFGSR (KNRdzZaK L NXBvhidhyierbalidvedtd be & epositdy f | y Ra Ol L
of Irish history and culturé® Petrie did so at a significarmoment in Irish history
when for the first time Irish nationalism became equated with Catholiés8tudy
2T t SGNRASQa ¢ 2 Wk exiktdngefoffcdnpdting aatighalisms i Ydladd

29 Petrie 1833: 306.

3°Nic Ghabhann 2014: 17& Of French Huguenot extraction, Beranger moved to Dublin around 1750.

A branch of higamily had previously migrated to the city.

31 Sandby never visited Ireland, his Irish views are after Portarlington, Bonehill 2009: 187.

32 petrie came from a Presbyterian background; his father, also an artist, had supported the United

Irishmen but the yonger Petrie, depending on government patronage, was not overtly political.

bSAGKSNI t SGNRAS y2NJ KAad O0AZ2INFLIKSNI {ANI2AftAlY {G21Sa
both validated its particularity and difference. See below pp.-288

33 Bartlett 2011: 25766. In 1829 Catholic emancipation had been achieved following a successful

OFYLI A3y SR o6& GKS flF @SN IYyR LREftAGAOALIY 5FyASt hQl z
/T OK2t A0AaYZ OlFadAardAyd LNEFENENE RS @A IQWE & QF 2 yyYH2 0 86
Bartlett 2011: 257.
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but alsq the use of landscape in asserting a political cimssness amongst the

colonised.

Through his collaboration with artists like Petrie, Niclpatticipated inan
AyaSttSOidzt YAfASdz 6KAOK @It AR GtR L NS |
oft SINAST bAOK2ff Qa Ay (nStNdtadio aitiguariaiksies.L NA & K
In August 1834 theDublin Penny Journatarried an article concerning the
construction of the Dublin to Kingstown railwdhe secondoldest passenger railway
in the world. The article was illustrated with two woodcutsy iNicholl, whose
apparent interest in the railway stands in contrast to the attitudd?etrie whohad
been more interested in describing the rock formations exposed by the railway
cuttings and e antiquities in the vicinitygemploying his protégé Georg¥fictor Du
Noyer for the purpose?* Nicholl, aware of the commercial potential of the subject
alsopublished a series dithographs entitledrive views of the Dublin and Kingstown
Railwayin October 1834fig. 4.4). He also produced cheaper versiogomprising
woodcuts by himseland other artistavhich waspublished in conjunction with the
Dublin Penny JournaThirteen views of th Dublin and Kingstown Railwasts In
O2y UGN} &l G2 |1-DOOySamps SATRGESYGAKINI OGAOSE
and collaborative; links to antiquarian scholarship did not preclude either mass

production of images or involvement with the penpyess.

Technological advances in piimg allowed Nicholl to target a much broader
market than was available to Hickey in the latter half of the eighteenth century.
Nevertheless, he too experienced a lack of financial security, travelling to Dublin,
Scotland and London in search of work. 838, the Fine Arts Committee of the Royal
Dublin Society recommended Nicholl for the post of Master of the School of
Landscape and Ornament, but local politics and nepotism resulted in the
appointment going elsewher&. A prolific painter,Nichollexhibited at the Belfast
Association of Artists frorthe time ofits inception in1836 to 1838, the Northern

Irish Art Union in 1842, the Royal Academy from 1832 to 1854, the Royal Society of

34 Coffey in Figgis (ed) 2014: 220
35 Adams 1984: 31.
36 Turpin 1986: 42.
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British Artists 1831 to 1866, the British Institute and the New WatergoSociety.

He had a long association with the Royal Hibernian Academy being elected an
associate in 1837 and a full member in 186Despite his apparent success however,
Nicholl always supplemented his income by giving drawing lessons. When the
opportunity to travel to Ceylon as the first teacher of landscape painting, scientific
drawing and design at the Colombo Academy arose in 1846, Nicholl accepted the

offer with alacrity.

Al ylFfeara 2F bAOK2ffQa SIFENIé GrtNBSSNI Ay L
practice took in Ceylon is to be fully understood. He continued to pursue his interest
in botanical studies and closely observed drawings of antiquities that he developed
in Ireland. Furthermore, since his early days as a compositor witNongernWhig.
Nicholl maintained a close association with the press in Irelaotlonlyadvertising
his pictures and his avallility to teach art in Belfast newspapers but also
contributing sketches to be engraved in illustrated journals. Developments in gintin
techniques encouraged thegrowth of the illustrated presso which Nicholl
subsequentlycontributed both written texts and drawingsased on his travels to
Ceylon. His images reached a large audience, determining in part, how Ceylonese

land was represemd in both Ireland and Britain.

Section Two: A Colonial Education in Art Practice

Nicholl left Ireland for Ceylon in 1846, twenty two years after the death of Hickey in
Madras.When Hickeyirst set sail for India in 1780 emigration to trsubcontinent
wasrelativelyunusual;from the early decades of the nineteenth century, however,

a more sustained period of migration from Ireland occurréd the British Empire
expanded, the demand for manpower increased; this demand coincided with a

period of unprecedented population growth in Ireland: numbering 5 million in the

37 Biographical details are taken from Anglesea 1982:3B2Murtagh 2009 and Murtagh 2014: 386
88.
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1790s is population hadeached 8.5 million by the 1840s. For the poor and those
from modest backgrounds, the Empire offered the opportunity of w&dth the East
India Companyand the Royal Armyad been recruiting in Ireland since the last
decades of the eighteenth centurfy 1813 the East India Company had established
recruiting offices in Belfast, Dublin, Enniskillen and Limerick, supplying almost fifty
LISNJ OSvy (i E@rdpean @cfuitsbet@&ng15 and 18568 By 1830, forty two

per cent of private soldiers in the Royal Army were Hisin, the majority of whom
were Catholic¢® Paradoxicallylreland not only had British troops garrisoned on its
land but also provide@ vast number ofecruitsfor deploymentin Southern Asid’
Most of those recruited were of low income, including both unskilled labourers and
artisans and clerks who had little opportunity for advancement in Irefaktbwever,
Ireland not onlyprovidedsoldiers; its universities and scientific institutions adapted
their curriculums in order to supply imperiatate bodies for example,the civil
administration, medical services and ordnance suryeygh suitably qualified
personnel? Employed by a cohial state institution, Nicholl followed an established
route to Southern Asia; where he differed was that he travelled to Ceylon rather than

India.

902y2YA0O O2yaARSNIraGA2ya LXIFE&SR | I NH
the 1840s and back in Belfasit only were other artists competing with Nicholl in
a limited market, but also the Belfast linen industry was experiencing a period of
recession which resulted in a drap patronage of the artaviost seriously, the Irish
potato crop failed in 1845 andgain in 1846 with catastrophic consequences. The
starving flooded into Belfast looking for work; disease was rife and in autumn 1846,

moreover, the town suffered a devastating typhus epidemic, which spread through

38 Crosbie 2012: 85.

39 Kenny 2004: 104. Despite being prohibited from bearing arms under the Penal Laws, Catholics had
been covertly enlisted into the army of the East India Company since the 1760s and subsequently
into the Royal Army. Crosbie 2012:-53

40 The 78' Regiment of Foip for example, a Highland Regiment, was stationed in Ireland from 1817

to 1826. Before being deployed to Ceylon in 1826, it ran a recruitment campaign in County Cork.
Anon 2017.

41 Kenny 2004: 105, Croshie2012:52

“rish universities included Trinity (Rege Dublin, the medical school established in the Belfast

! OFRSYAOIt LyadadAiddziS Ay wmyop FyR (GKS vdzSSyQa / 2f¢f
1849. Unlike Trinity College, the latter were all ienominational, providing an education for

Caholic, Protestant and Dissenter alike. Crosbie 2012: 1687186



180

all levels of societ§® An appointment otside Ireland must have seemed an
attractive option to Nicholl. He had always supplemented his income as a
draughtsman by teaching art. Meanwhile, his one important patron, Sir James
Emerson Tennent, had been appointed as Civil Secretary to the GoverGeyloin

in 1845. These two factors came together when Nicholl, with the support of Tennent,
applied for the post of teacher of landscape painting, scientific drawing and design in
the department of Drawing, Planning and Surveying at the Colombo Academy in

Ceylonln August 1846, accompanied by his family, Nicholl left Ireland for Ceylon.

NAGFEAYQa O2f2yAlf NBEIFGA2YAKALl gAO0K /[ Se@f

pursued with India; thoughhte nature ofBritish interests irthe subcontinenthad
changed sioe Hickey arrived in Calcutta, the commercial centre of British India, in
1784. Whereas, throughout the eighteenth century, Britain had traded in luxury
items with India, the British economy was now shifting from one based primarily on
commerce and tradeatone in which the subcontinent provided British industry with
both raw materials and a market for its magsoduced good$? In addition, and
crucially, as British colonial ambitions expanded, India, like Ireland, became a source
of manpower, supplying nainly labourers but also soldiefsBy 183%he East India

/ 2YLIl yeQa | Nye& ¢l a f I NEBBangaKalone it bad SxtySy 0 A NB
four regiments of native infantr§? Funded by Indian revenue, this standing army
facilitated British expansion iatthe north west of the subcontinent and into South

East Asia, opening up new opportunities for treide.

In contrast to India, British Ceylon was ruled almost from the outset as a
colony and garrison state. Initially governed by the East India Company through its
Madras Presidency, by 1798 Ceylon had its own governor, Frederick North, who

reported to both Calcuéh and London. In 1802 Ceylon became a Crown Colony,

43 Beckett 1969: 345.

4 For a discussion of the complex reasons for a subsequent decline in Indian manufacturing and
industry, see Washbrook 2012:-Z8, Tharror 2017:86, 2735.

4Washbook 2012: 54.

46 Darwin 2008:2646.

47"Washbrook 2012: 55. Ceylon in 1796, Java 1811, Singapore 1819, Burma 1824 came under
British rule. By 1839, the Chinese had been forced to open the port of Canton to free trade with
Britain.

w 2



181

coming under direct government control from Londokthough hoping to break the
Dutch monopoly of the international cinnamon trade and later developing a
LI FyaFrGA2y SO2y2Ye Itfrest i thd iflafid was Stdtdgie. A y Q&
Following the fall of the Dutch Republic to France in 1795, and the founding in the
Netherlands of a state based on the French revolutionary model known as the
Batavian Republic, the British annexed the Cape of Gope Hlong with the Dutch
factories in both India and Ceylon in 1796 in order to prevent the French gaining
strategically important territorie$® Ceylon had close connections to the Indian
subcontinent and to South East Asia by reason of trade, movenaérgsople and
religion; it also had links with more distant lands including China and the east coast
of Africa.However, since the seventeenth century, much of the overseas trade in the
Indian Ocean had been controlled by European maritime powers ratiaerlly land
based Southern Asian powets. The Portuguese occupied parts of the island from
1594 until 1658 and the Dutch from 1640 until 1796 when they ceded Ceylon to the
British. At this point, Dutch coastal territories encircled the entire island bat th
central kingdom of Kandy remained nominally independent (fi§). 4&ollowing a
series of AnglKandyan wars, Kandy fell in 1815; the king was expeliet the
British took possession of thBelada2 NJ 0 KS . dZRRKIF Qa ¢22 (K
Buddhists, gavehem a symbolic right to rule the entire island as successors to the
Kandyan monarchy. Angkandyan relations were, nevertheless, punctuated by
periods of resistance, most notably the rebellions of 18818 and 1848,

necessitating a large military presenon the island®

. NRAGEF Ay Qa O2ft 2 y-hihefeenthJbEBtans ge@iéh wasyvenS | NI &
different from that which it had in lateighteenth century India. A long history of
commerce and trade with India had resulted in a resident population of British
merchants and traders willing to commission paintings from professional artists,
who, like Hickey, had travelled to the subcontinent in anticipation of such patronage.

Early colonial Ceylon, which was essentially a garrison state, offered no possibility of

similar patronage. The earliest images of Ceylon to reach Britain were by the Dutch

48 Gaastra 2002: 68.
49\Washbrook 2012: 60.
C2NJ I RA&OdzE&A2Y 2F {NA [Fyll Q& KAZORNE & | 9 dzN
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artist Philip Baldaeus (16322); the first by a British draughtsman were produced by

Robert Knox (1641720), a merchant, who, in 1681 publishé&d Historical Relation

of Ceylonllustrated by copper plate engravings, some after his own sketches. In the

early nineteenth century, artists and draughtsmen came to British Ceylon for a

variety of reasons. Joseph Eudelin de Joinville ({I8%), a Corsican who had

previously woked in Pondicherry, for example, came to Ceylon as a member of
b2NIKQa adl¥F FyR ¢la SYLX28SR Fa | RNI dzAKG:
The watercolourist Henry Salt (17-8827) accompanied George Annesley, Viscount

Valentia, on his alternativB NI YR ¢ 2dzNE | NNRAGAY 3 Ay [ Seft2y Ay
GSNBE fFGSNI Lzt AAaKSR gAGK O2ft Pdgedduel LI | 6 Sa
Daniell (17751811), brother of William and nephew of Thomas Daniell, lived in

Ceylon for five years, sketching fisople and natural history, before his death in

181152 However, the largest group of draughtsmen to visually document the

landscape of Ceylon in the first half of the nineteenth century were soldfers.

civilian and a professional draughtsmatichollwas an exception.

Nicholl travelled to Ceylon at a time of greatly accelerated British imperial
expansion. Factors contributing to this expansion included improvements in
transport and consequently in communicatiotisThe development of the railways
and the introduction of steamships permitted the movement not only of goods and
people, including military personnel, but also of information, at much greater speed
and on a larger scale. Colonial transnational networks of trade, banking, law and
economic botanywere extended and reinforced. Furthermore, all was now
underpinned by an increasingly coherent imperial bureaucracy which promoted,
amongst other things, policies of evangelisation, Anglicisation and utilitariafism.
These three policies determined theheis of the Colombo Academy. Prompted by
the recommendations of the Schools Commission of 1834, Horton established the

first government school on the island, when the Hill Street Academy, founded by the

51 Annesley 1809.

2 Engravings after SamuBll y A St f Qa / Set2ySasS a(iSioOKSa | LIWSINBR Ay
Oriental Scenergublished in six volumes between1795 and 1806.

53 Arnold 2005: 1721, Darwin 2008: 1.27.

54 See Sivasundaram 2013: 2835.
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Revd. Joseph Marsh in 1835, became the Colombo Acabedanuary 1838 The

LJdzLJA £ 3 Q 2NAIAya NBFESOGSR (GKS Ozavz2Llf Al
Sinhalese, Malabars (Ceylonese of Southern Indian descent, known as Tamils today),
Malays, Chinese, Africans and Eurasians or Burghers. Burghers fwaneed race

descended from Europeans, particularly the Dutch, the Portuguese (as in India,

Wt 2Nl dz3dz2SaSQ g1 a 2FGSy dzaSR Ay | ISYSNIf
the British 5dzZNAy 3 bAOK2ffQa GAYS 6Stf den®SNJ KI £
Burghers or of Britons married to Burghers or Sinhalese. The rest of the pupils were
lowland Sinhalese. The curriculum, which was taught in English, featured theology,

moral and natural philosophy, mathematics, English Literature and the Classics.

Although a Department of Drawing, Planning and Surveying was part of the
original school structure, Nicholl was the first to fill the post of art teacher. A
O2NNBalLR2yRSYyOS 46KAOK LINBOSRSR bAOK2ffQa |
Governor of Ceghn, the Dublinborn, Revd. Dr Barcroft Boake, principal of the
Colombo Academy and two Secretaries of State for the Colonies, firstly Lord Edward
Stanley and then William Gladstone, is noteworthy because it highlights the debate
as to what form the art insuction should takeé®® In many respects the instruction
was intended to be similar to that offered to military cadets; the Revd. Boake
requested a teacher of practical surveying whilst Campbell felt that the successful
candidate should, in addition, beandscape artist able to teach the preparation and
colouring of maps and engineering plans. Where the proposed instruction differed
FTNRY GKFG 2FFSNBR G2 YAtAGINBE OF RSdaz g1t

in design should also be givehNicholl responded to these demands not only by

% The School Commission had been set up under the auspices of the Commission of Eastern Enquiry
established by the colonial office in 1831. Its aim was to provide a coherent educational policy based
on the English model and underpinned by the ideology ditalianism which promoted principles of

virtue through work. Its success was uneven and characterised-fighiting amongst the various
Christian missionary groups on the island. It was also criticised by those who proposed education
through vernaculatanguages rather than English. Sivasundaram 20133289

52 KAf Al O2yRdAZOGAY3I NBASHNDK TNDAKEND a B[l AOKS NG & §/37
submitted to University College Dublin in 2009, Helena Murtagh located this correspondenee in th
National Archive at Kew: Colonial Offices Dispatches and Correspondence, Ceylon, CO. 54 232, 1846.
Copies of the letters appear in an Appendix to her thesis which have been gratefully used as a
resource.

57 Letter from Boake to Tennent, December 22, 183&mpbell to Lord Stanley, February 13, 1846 in
Murtagh 2009, Vol 2 Appendix 3.
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outlining his experience both as a landscape painter and teacher but also by
emphasising his connection to the Dublin Society School of Landscape and Ornament,

which promoted the decorative aspect of landseapn addition, he noted that he

had taught drawing to officers connected to the Ordnance Survey of Ireland and had,

AY KA& (Gdz2NYEX NBOSAOGSR AYyAaGNHzOGA2Y AY QLI Yy
Dawson of the Royal Engineers, then based in the Ordriaapartment at Somerset

House 58

/'YL SttQa AyaraaSyoOS 2y SRdzOFdAz2y Ay RS:
period. Design as it intersected with manufacturing industries, trade and art
education became an important question in contemporary debate. Amdm
highlighted in a speech to the House of Commons in 1842, a hierarchical distinction
ga YIRS Ay . NAGFIAY 06SG6SSy GKS FTAYyS I NIa Iy
utility with ornament, and which formed the great staple of the manufactures of
Eup L@ &S o0SfAST LISNEAAGSR Ay . NAROGFAY GKIFG Wi
LINAR @Af STISAa (GKS Y2YSyliHowever, &yTormeay iird&B R dzi A £ A
remarked, a lack of excellence in design meant that Britain struggled to compete, for
example, m the market for luxury textiles, with its European neighbours (particularly
the French), despite mechanisation and cheapness of produtidime necessity of
good design and its role in manufacturing industries prompted the establishment of
twenty-two Government Schools of Design in Ireland and Britain from 1837 to

185282

Instruction in technical drawing obviously served the needs of empire, but the
education in Western design offered at the Colombo Academy also facilitated the
SELJ} yaAz2y 2shialisedFadihgkenipiel Tha iytiedixtion of government

58 Nicholl to Gladstone, March 17, 1846, Nicholl to Gladstone, March 30, 1846, J.Hawes to Campbell
June 26, 1846 in Murtagh 2009, Vol 2 Appendix 3.

% Hansard 1842: 667. Tennewas returned as MP for Belfast in 1832, serving in Westminster, with
some intermissions, until 1845 and his appointment as Civil Secretary to the colonial Governor of
Ceylon. From 18444 he served as joint secretary to the Board of Control and subselyuast
secretary to the India Board. His interest in design meant he was responsible for the passing of the
Copyright of Design Bill in 1842, having published a two voltreatise on the Copyright of Design

for printed fabrican 1841.

80Hansard 1842: 668.

61 Hansard 1842: 677.

62 See chapter one, p.40.
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sponsored colonial art education to Ceylon occurred early in comparison to India
where schools opened in Madras in 1850, Calcutta in 1854, Bombay in 1856 and
Lahore in 1875. This priority may haveen due to the fact that Ceylon was smaller
and, more contained, but it is also significant that, from the outset, it was ruled by
an interventionist colonial government rather than a trading company. The
instruction in Madras and Lahore was orientated tods the decorative arts and the
craft industry; the schools in Calcutta and Bombay additionally offered instruction in
fine arts with students being taught Western conventions of academit®ad. four
emphasised the importance of the skill of drawirithe Colombo Academy differed
in that it offered an education in technical drawing as well as in landscape art and
design® On the one hand, by training locals in the techniques of map and
engineering drawing, the expense of bringing skilled draughtsmeiffroot England
was obviated; on the other hand, by also offering lessons in drawing and design,
indigenous craft industries could be developed in a manner commensurate with
NAGAAK &aeadsSya 2F YIydzZFI OGdz2NE FyR 0O2YY
remarkabe for the skill of the natives in Cabinet work and carving on wood, in which
they rival the Chinese, but their utter destitution in any knowledge of design render
their talents comparatively valueless, whilst its diffusion would give rise to a
profitable INJ Yy OK 2 T Y P YikewiseOTenblds NEileb@mmending the
Sinhalese for their skill in both woodcarving and torteséell work, deplored their
ignorance of desigff Both Campbell and Tennent were thus critical in their
assessment of the indigenotd2 LJdzf | GA 2y Q& SELISNIA&S Ay (K
applying external, Western standards of industrial design to Ceylonese art but also,
more generally, their highlighting of a perceived lack of ability in the local population

was orientalista sensuBaid, in its justification of a colonial preseriée.

In many respects, the Academy art school was similar in its aims to the Belfast

Government School of Design, the first state funded, dedicated art school in Belfast

83 Mathur 2007: 92108, Kantawala 2012: 2682, Tarapor 1980: 581.

64 As discussed in chapter three, pp.150, the Military Orphan Asylums in India trained boys in the
skills of military draughtsmen.

85 Camplell to Lord Stanley, February 13, 1846 in Murtagh 2009, Vol 2 Appendix 3.

% Tennent, Vol I, 1859: 108.

67 Said 2003: 391.
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founded in 18498 Housed in the Belf Academical Institution, it trained artisans

as designers for the local textile industyHowever, where the two differed
significantly was in the consequences that British intervention in the-svagding

craft tradition in Ceylon had for both cultrpractice and social structure. The
vernacular craft industry was based on a system of hereditary family apprenticeships
and guilds situated in local communiti€sLarger projects of temple carving and
decoration came under the patronage of the Kandyamgkand many traditional
decorative motifs had a religious significariéelhe introduction of education in
design geared towards Western commerce, production and efficiency thus
undermined the traditional intersection of art, family and religion. The undeimg

of local tradition was further demonstrated by British plans for the display of
Ceylonese work at the Great Exhibition of 1851. Originally conceived by the Royal
Society for the Encouragement of Arts, Manufactures and Commerce, the exhibition
was iNnSYRSR (G2 &4K2gO0lFIaS LINPINBaa YIRS Ay I ff
exhibitors from around the world. To the dismay of local commentators, the British
administration in Ceylon laid down criteria for wood and ivory carving that they
deemed to be represeative of the arts of the islant.Local artists were to produce
carved pieces ornamented with figures, flowers and fruit, all of which were to be
strictly Ceylonesé? Thus, the colonial administration, rather than the Ceylonese
themselves, decided what cated as vernacular design. This raises certain
guestions: what constitutes the indigenous in a society that has experienced waves

of colonisation and how may such a society be represented in an authentic manner?

Questions of who or what was indigenous nineteenth-century British
Ceylon revolved round matters of religion, ethnicity and language as they pertained

to the Burgher, Sinhalese and Tamil communitfesMatters were further

8 Black 2006: 16. This is a century after the establishment of the Dublin Society Schools which were
funded by the Irish Parliamen$ee chapter one pp.340.

69 Belfast Academical Institution was founded by public subscription, and incorporated by parliament
in 1810, with the aim of providing an education for all, regardless of religion. Wright 201237060

Like the Colombo Acadenitywas both a school and a college.

70 Jones 2008: 385.

" Holt 1996: 4266, Sivasundaram 2013: 136, 140, 178.

72Nell (ed.) July/August, 1851: 140.

73 Jones 2008: 389.

740n the place of the Burghers in Sri Lankan society see Roberts et al 19%D: 12
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complicated in the 1840s by the emergence of an anglicised, predomirunigher,

dzNB Iy StAGSd . dZNBEKSNBE 6SNBX RSEZONAROSR o8
GKSANI LIXIFOS Ay (GKS AaftryRQa &a20ASde& RA
classification’® Vital to the running of the early civil administration in British Gyl

. dZNBKSNE 6SNB RAAf A1l SR 0 &6FarthdinforeBiirGner. NA ( A 2
society was not homogenous but hierarchical, with Burghers of Dutch extraction
perceived as being superior to those of Portuguese desCemhe historian Michael
RoOISNI a KIa OKIFNYOUSNARASR . dZNBEKSNA | a WLIS
Western nor native®In certain respects they were what Homi Bhabha has described

4 WA Y LILINE LINR 79MVEy wedeEnglish spedkersi ethdc@<l Oyittee ®
ColomboAcaB Y& T (KSe& 6SNB (Kdzaz Ay . WButnotKl Qa L
j dzA as $h@ colonising BritisK. Thus, the Burghers constituted in themselves a
disavowal of otherness which challenged normalised knowledge of the colonised as
inferior and the coloniseas superior; this challenge in turn, undermined colonial

authority 8!

The Burghers did not directly oppose British rule but did have the potential to
challenge i? From 1850 to 1852, Burgher graduates of the Academy, inspired by
the European movement® w2 Yl yiA O ylI GA2ylFfAaY | YR D,
ltaly, published a journalyoung CeylonRSRA OF G SR (2 GK& W{ LA
Through the writing of poetry inspired by the Ceylonese landscape, they helped to
forge a patriotic Ceylonese consciousn@gsch opposed British authoritarianism
and racial prejudicé? Young Ceylonyhile professing an admiration for both English

poetry and painting, declared that only the Ceylonese themselves could adequately

STennant, Vol Il, 1859: 70.

"®Tennent, Vol Il, 1859: 70, Sivasundaram 2013:292

"Roberts 1989: 12.

"8 Roberts 1989: 48.

®Bhabha 2010: 122 and 18

80Bhabha 2010: 122

81 Bhabha 2010:123, 130.

2Ly NBalLkRyasS (2 ONRGAOAAY 2 Youni Rlbnidc@sediiedpw, f Q& G A
declared themselves to be both moderate and loyal. Nell (ed.). March 1850: 25.

83 Nell (ed.). July 1850: 119. February 1850: frontispiece. The motto of YeylapCas appears on

GKS FNRYGAALIASOST 61 a | GNIFyaft |lisudid f@ Art gndd Kt SISt ¢
Knowledge, an@mulateone another in various competitiofs

84Nell (ed.). November 1851: 178.
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NBLINEASY(G GKSANI f I yRYto iepr&endtizN@auti8sioffan g K2 Wl G
LYRAFY OfAYS tA1S 2dzNEX YIe& TFTAYR®IKAA dzivyz2ai
Ireland, a similar movement, Young Ireland, had been founded in 1839; likewise

inspired by Young ltaly, it opposed British rule through te-sectarian, unifying

forces of myths, folktales and the Irish language. Its jouiiia, Nationyas founded

in 1842 by Thomas Davis with a view to fostering national spirit and inculcating a

sense of national selespect. Davis also called for a natb@art and improvements

AY NI SRdzOF A2y Wi2 FI OAft A%iThé Smilaiitt S ONB I G A 2
between the origins and aims of Young Irelaiitie Nation and Young Ceyloare

obvious. The challenge that thatler of these posed to British rule was thus

mediated through contemporary theories of European radicalism.

Consideration ofYoung Ceylomemonstrates that while landscape, in the
context of the midnineteenth century British Empire, may more usually be dised
today in terms of power and possession by the coloniser, it also had the potential to
become a medium of oppositional valu&cholars such as Michelle Facos and Susie
Protschky have highlighted the use of landscape in the expression of a national
consciousness in other colonial contexts, notably that of Swedish Norway in the
1880s and Dutch Indonesia in the 1900s respecti®elidowever, he subversive
potential of a political consciousness derived from pride in the land and national
culture was highghted in Ireland at a much earlier date. From 1833 to 1841,
A0K2f I NBX AyOfdzZRAYy3 bAOK2fftQa |aaz20AFGS DS
Topographical Department of the Ordnance Survey of Ireland to compile a
topographical, natural and cultural history, d&un as theOrdnance Memoirwhich
was intended to complement the cartographic survey of the island conducted from
1825 to 1846 by officers of the Royal Engineers. When the work oklémeoir was
suspended in 1840, ostensibly due to lack of funds, the Nalist press in Ireland

claimed that it was due to fear of patriotic pride in the land the part of the

85 Nell (ed.). February 1850: 4.

®pavisyno Wbl GA2ylrt I NIQ Ay /[/dZtSy wnnnY ct1®d ¢KS f
Protestant; as the cause of Ireland became increasingly associated with Catholicism, they campaigned

to keep sectarian differences out of national politics. Beckett 1383-35.

87 Facos 1998: 282, Protschky 2014: 391.

(V)
¢
N



189

Government®A later article irTheNationsuggested that thélemoir®W LJdzi Ay G2 S @
LNAEKYFYQ& KFyR& I FdzA t F O® padsfi,his @dntry(i KS 4 |
YR KAZ A&flYRO LG ¢°2vumin@Ceyldtod biery anfedrlit S G K S

example of landscape taking on a national significance in a colonial context.

It is possible that Nicholl helped inspire the creationYolung Ceylosince
his time as a teacher at the Academy coincided with the period during which its main
protagonists attended the college. An article published in 185 anng Ceylon
credited him with being one of the first to introduce watercolour painting to the
island?® A report in a subsequent edition of the journal referred to an article which
had appeared ithe Belfast newspaper, thBlorthern Whigconcerning the fine arts
in CeylorP! This reference to an Irish provincial newspaper to which Nicholl had close
ties suggests that he maintained contact with his former pupils on his return to
Ireland. AlthoughYoung Ceylowalidated the Ceylonese landscape through Romantic
poetry rather than visual culture, the language and art of landscape were intertwined
inNichd f Qa4 62NJ T KS 6NRGS w2YlIYyiAO OSNBRS KA
SYiAdt SR Waeé b Naithepichdll knd Re@lie hoythesontmibutdrs to
Young Ceyloadvocated separation from the British Empire but they all understood
that a sene of place mattered. In his biography of Petrie, Sir William Stokes, wrote
about the art of governmenthe does not overtly refer to a specifically colonial
32 SNy YSyiGs odzi || O2ft2yAlt O2yGSEG A& AY
principles of landscape art. Ruskin claimed that the modern landscape view must not
0S ARSIfAASR y2N) LJz2NEBfe& YAYSGAO odzi Ydzad
2F G0KS 202S00Qs GKFG A& G2 alreés RNl g 2
compositon. Each element should then be placed in its proper position relative to
20KSNAZ (GKdzaz NBAYF2NOAYy3I GKS WINBHG A YLN
the specific characteristic was not emphasised, ruin or destruction was the
consequence of th&V @A 2t | (A 2y 2 F 9/DrawidgNdh RuskiASiokes y O G A 2
RSOf I NSRY Wbl A2y lf RAAGAYOGA2Yya aAK2dzZ R ¢

8 McWilliams 2008: 282, Murray, Leerssen, Dunne 2004: 8.
8 Anon March 1843: 3.

% Nell (ed.). February 1850: 4.

9 Nell (ed.). March 1850: 43.

92Ruskin 1998: 208.
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should seek to cherish, not extinguish them in these nations that have passed
0 Sy SI (i K 9% 6rNebkésHift ndtiondl distinctions are obliterated rather than
nurtured in a similar manner to the emphasis of natural distinctions in a-well
composed landscape view, true harmony between coloniser and colonised is not
possible and the way to sealéspect in he colonised nation is lost! To his mind, a
landscape view was thus inherently political. Likewise, the contributorgaiong
Ceylonand members of Young Ireland demonstrated an awareness of the political

dimension of landscape.

Lyl f@aAra vowemerniddt2dudadain Gojobmbo underlines how
draughtsmanship could serve the purpose of empire, not only in the obvious case of
mapping and surveying but also through instruction in Western design. The
discussion concerning design links the edwrateceived in Ceylon to that taught in
the governmentfunded schools of design in Ireland and Britain, all of which
FEOAEAGIGSR GKS SELIyarazy 2F . NAGEFAYQA
In addition, the fact that Nicholl was an Irish attivho had been active in Ireland
when questions of landscape increasingly intersected with national politics, opens up
the discussion of Ceylonese land in a way that would not otherwise be possible. Intra
imperial comparisons made between Ireland and @eylesult in an analysis that
moves beyond scholarship concerning art, nation and empire that more usually
considers landscape and concepts of nationhood in this period solely in terms of the
coloniser. It highlights both the oppositional potential of landpe and its

importance to an emerging cultural nationalism in the colonised.

Section Three: Nicholl as Imperial Traveller

British imperial expansion through the acquisition of land was a physical process
aided by the extension of control over land byeans of mapping and surveys.

However, the appropriation of land at a discursive level was also significant. Nicholl

98 Stokes 1868: 326.
94 Stokes 1868: 328.
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not only documented his Ceylonese travels in the form of watercolours and drawings
but also wrote and published illustrated accounts of joisrneys. For the Irish and
British public, a popular means of knowing distant lands was through travel writing,
much of which was enhanced by illustrations drawnte-spot; the eye witness
account conferred authority. Travellers tended to follow simiautes producing
written and visual accounts, which through repetition contributed to a constructed
reality of the places they describ&@lThus, travel writing is a useful context within
which to consider both the work that Nicholl produced and its cimttion to

colonial knowledge of the island.

Many travellers on the long sea journey to distant lands passed the time
drawing and sketching; even Hickey en route to China made simple sketches of the
northern coast of Tenerife and the distinctive coastlat Rio de Janeiro in Brazil (fig.
180 1 ff 2dzyA2N) yI @t 2FFAOSNE oSNB G dzarf
sketches take the wide panoramic view of the logbook complete with notes detailing
latitude and date’® By contrast, Nicholl produced series of fully worked up
maritime watercolours. As was usual for seascapes of the period, all of them are
apparently seen from the deck of a ship, encouraging a sense of proximity and
participation on the part of the spectator. Nicholl modified theditgonal approach
derived from Dutch seventeentbentury seascapes, whereby the sea in the middle
ground is illuminated against a background of other vessels or a distinctive coastal
profile, developing two different forms of maritime studies, which heeaged. In
one, a relatively calm sea is illuminated by a Claudean sun sitting low on the horizon
(fig. 4.6); in the other the sea in the foreground is choppy with waves and flying fish
highlighted by scratching out (fig. 4.7). Both formats show singufadniarks or
harbours in the background with ships of the British fleet flying the red ensign
surrounded by smaller, local craft. Thus, his outward journey was charted via Cape
St Vincent, Gibraltar, the Galite Island off Tunisia, the harbour at Valettearfdea,

Aden (Yemen) and the coast of Ceylon. Likewigeinward journey by the longer

route via the Cape of Good Hope is illustrated by images of St Helena and the

9 Foucault 1977: 194. Said 2003: 94.
% Quilley 2011: 23.
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Seychelles. Individual seascapes are worthy of attention, for example, a view off the
coast of Aden by Nicholl shows a Royal Navy frigate in full sail being towed by a
steamship, underlining the eexistence of the modern and traditional in Western
shipping of the period (Fig.8). However, if the seascapes are considered as a whole,
the seral juxtaposition of British shipping and foreign lands reinforces the view of

British dominance at sea.

As well as documenting his journey visually, Nicholl subsequently published
an account of part of his trip in thiustrated LondormNewson 4 June 183, which
was accompanied by an engraving after one of his drawings (fig. 4.9). He travelled by
0KS W2@SNIIFYR NRdAziSQ (2 LYRAlF 6KAGK KIR
safer, cheaper and shorter journey than the route round the Cape of Good.Hop
Passengers travelled to Alexandria in Egypt by steamship then via the Mahmoudieh
Canal to Atfeh and the Nile to Cairo. By 1842 the Egyptian Transit Company were
using auxiliary tugs which operated under both sail and steam to transport
passengers orhe canalpassengers subsequently proceeded overland to Suez from
where the Peninsular and Oriental Steam Navigation Company operated steamships
on the Red Sea, then onwards to India and Ce$idwicholl depicted the canal,

showing the beeéhive mud huts, tents, square houses and date palms that, as

SS)

SELX I AYSR Ay KAa SE (hgh i anb&Skdentsfolrckth« S a4 0Sy SQ

view?

2 KIG Aa Y2aid dz/fdzadzr £ | ocAsdsion tvdseér? t f Q4
powered tuggfig. 4.10) The few pictures of the Canal by other European artists that
exist date from the last decades of the nineteenth century and tend to stress the
exotic, showing traditional sailing boats and/or women carrying wégdes on their
head on its banks. A wood engraving of 1882 after a drawing by the French artist
Charles Auguste Loye (18#lpnp 0 GKAOKZI fA1S bAOK2ff Qa

lllustrated London Newshows a picturesque tangle of sailing craft on the Céial

97 Jasanoff 2006: 243, Jacobs 1995: 42

% The Egyptian Transit Company was a subsidiary of the Peninsular and Oriental Steam Company,
which had been grantka concession by the Pasha to operate on the Canal and the Nile.

% Nicholl 1853b: 436.
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4.11).199By contrast, Nicholl illustrates the traditional huts and houses, not in terms

2F | GAYStSaa WSE20A0Q3 odzi Fa 028Gt 64
SO at a time when Europeans travelling to North Africa believed that notweaig

they travelling great physical distances but also backwards through tim&n&ug
Delacroix (1798863), in Morocco in the 1830s for example, described figures from

the classical world existing in the preséftOthers considered North Africa in terms

of the biblical rather than the classical worl8?

¢CKS LI FOAY3 2F bAOK2ffQa AYIIAS Ay (KS
displayed at the bottom of a page below four engravings of railway cuttings, stations
and bridges in India which documented theieat of the railways in the subcontinent
in the mid1850s (fig. 42).b A OK2f f Qa Sy 3 NI @iChal indicatedi KS a |
British use of shorter routes to India via Egypt that had been established under
Ottoman rule after the defeat of Napoleon. Comm@dtin 1820 by Muhammad Ali,
Pasha of Egypt, the construction of the canal meant that river traffic could avoid the
delta outlets of the Nile thus affording easier access to the sea at Alexaftifiach
building projects, often involving forced labour, weret simple acts of benevolence;
improved communications facilitated trade, movement of people, including military
LISNE2YyYySt>S FYyR GSNNRG2NRAIf SELIYyaA2yd |
engraving with those of the Indian railways would have encoenlabe metropolitan
reader to imagine the expanding British Empire in terms of progress whereby modern

forms of transport and communications were introduced to its overseas territories.

b A OK 2 f -prédacedvtextd @nd images reached a large audierumeby
helping to shape how Egypt and Ceylon were both represented and understood in
Ireland and Britain. His illustrated texts appeared in a variety of publications including
the5dzot Ay ! YAOGSNREAGE al 31T Ay SandilGeael SQa al
London News The abolition of Stamp Duty on newsprint in 1855 meant that
newspapers were now cheap and increasingly accessible. Furthermore,

improvements in both communications and printing had facilitated the rise of the

1001 gye was also known as Montbard, signing his work G.Montbard.
101| etter to Pierret 29 February 1832. Quoted in Sérullaz 1998: 53.
102 Jacobs 1995: 48B1.

103] eveson 2015t 99.
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illustrated press. Thdllustrated London Newsfounded in 1842, had by 1857,
estimated readership figures of 123,000 but, given that newspapers were often hired
out, even resold, actual readership was presumably highérThere was no lIrish
equivalent of thelllustrated London Newsut the Dublin University Magazine
likewise targeted an educated middidass readership. Founded in 1833, its
circulation figures had reached 40,000 when it ceased publication in ¥87.
addition local newspapers ran accounts of articles published elseyhieus both

the Dublin Weekly Nationpn 27 November 1852 and thBelfast Newd etter, in
December 1852 reported articles about Ceylon published by Nicholl ifDthin
University Magazinelikewise, the issue of thBerry Journafor 15 July 1868 gave

accounts of those appearing intheS 2 LJt SQa al 3+ T Ay So

On leaving the Nile at Cairo, where he was the first Irish artist to document
the Sphinx and the Great Pyramid, Nicholl continued to Suez overland and thence to
Ceylon.One difference between India and Ceylon to note from the outset is the
difference in sale: a subcontinent and an island the size of Ireland respectively.
Whereas draughtsmen in India encountered a range of differing topographies,
Ceylon, as discussed below, may be considered in its entirety within the topos of the
tropical island. Furthermore, unlikelndia, which many travellers viewed with
trepidation, as a dangerous and diseagiden environment, Ceylon was considered
within the framework ofa tropical dyll.1°® Thus Reginald Heber, Bishop of Calcutta
from 1823 to 1836, likened tb Tahiti (which he had never visitetf). The historian
5 AR ! NYy2f R KlFa FNBHddzSR GKIFIG O2yGSYLIRNINEB Yyl
9RSyYyaQ fAY1SR NBIA2yaA | & OdzZ GdzNI fft & RAOSNAS
and Sumatra whilst populaf 2 St & & dzOK [|R@binsoh gras8g7195 ST2 SQa
and Henri Bernardin de SaittA S NRRLEeD\irginig¢1788) introduced the tropical
island to the popular imaginatioR® / Sef 2y Qa | aa20AF0A2y GAGK

WhQ{dzt t AGlLY HAMAY pHO®

WhQ{dzk t AGlLY wAamnY ym F2200y20S pmo

106 Arnold 2005: 188225.

e NI @St | 002dzyias LXleas LRSGINBEIT LIAYyGAy3Ia FyR LIy
voyages, all contributed to popular knowledge of Tahiti. Wilson 26830.

108 Arnold 2005: 112, Protschky 2014: 384. See also introduction to the thesis p.18 for an analysis of

GKS 02y OSLIi 2F WIiNRLAOItAGEQO®
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affirmed by Tennent when he describeis larrival at the harbour of Galle in terms of

light, colour and exuberant nature:
XG0KS ©OASg NBOFffazr odzi Ay Fy AydGSyaa
childhood by the slow raising of the curtain in a darkened theatre to disclose
some magicaltriumpB ¥ (G KS LI AyiSNRa Flryoex Ay |-
all the glory of light. The sea, blue as sapphire, breaks upon the fortified rocks
which form the entrance to the harbour; the headlands are bright with
verdure; the yellow strand is shaded by patirees that incline towards the

sea and bend their heads above the watg.

Nicholl painted the harbour many times with minor variations; he subsequently
exhibited images of Galle at the Royal Academy in London and in Bé&lfakhough

his watercoloursof the harbour may initially appear to be idealised, aesthetically
pleasing tropical views, close looking revealsnmh® be of a modern working
harbour.A version held by the Ulster Museum is typical in this respect (fi).4t
RSY2yaidNI (i Shnique bfOrfd@diatvigyin pénil, which is visible through
washes of watercolour, with highlights in bodycolour. The treatment of the sun and

light on the water bathes the scene in a Claudean glow, with the initial sense of an
idyllic timelessness enhard by the inclusiorio the right of the foreground of a
traditional Ceylonese canoe complete with mast, sail and characteristic balagce

carried at the extremity of two outriggefd?! In the background, however, appears

the lighthouse at Point de Gallbpilt by the British in 184&'2 The accuracy of
bAOK2ffQa RSLIAOCIAZ2Y 06S02YSa Of SINJ gKSy
photographs of Ceylon, a hammbloured, salt print of the lighthouse taken by
Frederick Fiebig in 1852 (figl4). Closeinspectip 2 F b A OK2f f Q4 OASg
the lighthouse but also a steam packet with steam rising from its funnels, to its right.
Both are evidence of an encroaching colonial modernity. Furthermore, rather than
AyOft dzRAy3I GNBSaA FyR OEQAHARS YRANGI 0861 SEL

109 Tennent, Vol I, 1859: 99.

110 Anon: 1865. Théerry Journal Wednesday 15 July 1868 reported that in 1850, shafter
bAOK2ttQa NBGdNY FNRBY /Sef2ys vdzSSy +A0G2NKLF  LidzN.
had been exhibited in the Royal Academy.

11 Tennent, Vol II, 1859: 168

112The lighthouse was destroyed by fire in 1936.
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ARSIt AASR OASs:E GKS IINBOI LI fyYaz 0202ydzi LI f

GKAOK R2YAYIGS GKS F2NBIAINRdzyR G2 (GKS fSFaGx

observed studies of plants. As notedsigctionone of thischapter, the integration of

RSGFAESR LIyl addzRASa Ayd2 fFyRAOILWS OASga
Nicholl had a predisposition to think of nature in terms of abundance. This

abundance is evident in his€pl f f SR WTF{ 2 ¢ Sbedl abdvehig'vihicy 33 QX RS & (

distant vistas are seen through banks of meticulously detailed, wildflowers. He

produced similar landscapes in Ceylon; a painting of Indian red lotus flowers on Slave

Lake in Colombo made around 1846 is a typical example (fi§).4The entire

foreground is dominated by large red blossoms; smaller white lotus flowers are

dotted amongst and behind them. A spit of land extends into the lake with weeping

plants at its shoreline, backed by stands of palms; inserted between the tavinis

of washing hung out to dry. In a similar manner to his Irish flower studies, Nicholl has

deployed multiple viewpoints and disparities in scale. Furthermore, as with the

AyOftdzaiazy 2F | adSFyY LI O1SG Ay hafd&K2ff Qa GAS

guotidian and the exotic, of drying washing and lotus flowers, underscores that it

does not represent a timeless idyll but a livieg everyday landscape. Within a

primitivising imperial discourse, temporal as well as spatial distance may beaised

distinguish those remote from the metropole, thus reinforcing a sense of superiority

on the part of the coloniset:® From the view of the Mamoudieh Canal, through the

KFNb2dzNJ G DIFEEES G2 GKS @ASg 2F {t1 @S [I1S

assmilation into such a discourse. Unlike in a picturesque view where distracting

details of economic activity or daily tasks are excluded, the detail of modern life

intruding into an otherwise picturesque scene is what interests Nicholl. Thus, he

depicted the scenes he encountered in both Egypt and Ceylon not as timeless, and

not even as merely contemporaneous societies in their own right but as intersecting

with a wider modern world.

bAOK2ff LIAYGSR WFE 2SN LI AYydohidgaQs AyO2N

landscapes, and made botanical drawings throughout his time in Ceylon. The

113 See Fabian 1983: Zb fork RA &a0dzaairz2zy 2F (KS WRSyAlt 2F 02SdI fySce
Said 2003: 7.
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importance of such studies to his practice is underlined by the fact that after his

death in 1886, his daughter, Mary Anne Nicholl, donated-fixyof his watercolours

of the plants and fruits of Ceylon to the Royal Hibernian Academy in memory of her
father*¢ KSasS AffdzAONIrdGA2ya 6SNBE 2F (KS WOz
[ AY Yl S dza8Psystem offpiant classification based on describing the sexual

parts of plantsA form of botanical illustration had developed in the late eighteenth

century to complement this system, depicting the flowering and/or fruiting part of a

plant against a plain backgroud#®. Examples by Nicholl include a coconut blossom

(fig. 416), leavesand berries of the cinnamon plant and a ripe cotton pod.
Furthermore, Nicholl was probably aware of a form of plant geography, or proto

ecology associated with the work of the traveller and scientist Alexander von
Humboldt (17691859), who travelled throghout the Spanish colonies of Central

YR {2dziK ! YSNAOIFZ FNRBY wmTdhdd (G2 mMynnd | dz
the Linnaean system, underscored the interdependence of diversgdmngraphical

features, including climate, topography, altitude angaest. His work, particularly
hisPersonal Narrativdirst published in French in 18426 and soon after in English,

was hugely influential not only amongst natural scientists, but also on artists and the
general publid’®| dzyo2f R Qa I OO2 drsbiakimpkegs@fisdaRtBeR KA &
WSEGNI 2NRAYFNB 2Lz SyO0S 2F (KS @S3SGl GA2,
scenes that he encounteréd’¢ Kdza | dzyo2f RG QA AYyGdS3INI GSR |

empiricism and a subjective Romantic response to plant geograph

CSIiGdz2NBa OKIFNIOGSNRAGAO 2F 0620K [AYyY
recording flora can be discerned in an article that Nicholl wrote and illustrated for
thet $2 LI S Q& whkich @ds publigh®Eon1 LINA f = mMycyY W/ 2FFSS
Ceylonandt8 YI RdzaFyl 61 @waA06 tl aaQed LG A& Aff

his cutstem drawings of a fruiting coffee plant (figl4). This is a simple, completely

114 These were lost when the RHA was destroyed during the British bombardment of Dublin in 1916.
aldad bAOK2ff Qa IAF WY A NS PERBERE Bhd theklBtrated
London NewsSaturday 23 March 1889. In 1981, the London company Spink & Son, exhibited forty
eight Ceylonese botanical watercolours by Nicholl, dated from 1846 to 1849.

115Tobin 1999: 17®.

WC2NJ Iy 2@FSNBASG 2etratt 20080120 4R lic@sk 2002: NS NJ a S
117Humboldt 1995: 115.
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decontextualized illustration of a snipped stem showing berries against a background

of leawes. In the accompanying written text, Nicholl gives a history of colonial coffee

production in Ceylon from the time of the Dutch, with a detailed enumeration of

acreage currently under production. In contrast to this factual account with its cut

stem ilBGNF GA2Yy S bAOK2ffQa | O02dzyd 2F KAA 22 dzN
plantations surrounding Kandy records his subjective response to the landscape,

reinforcing its status as an authoritative -time-spot report!*® Nicholl describes a

tropical world full of @A 6 NI Yy y I G dzZNBY GKS QYdzt GA(GdzRAY 2 dz&
otyla W ftAYySR gAGK GSIF{ IyR 2F01 GNBSaQT w3l
FYyR ftAYS GNBESa a0Syid GKS [|formeRfowedseakdh £ S G KS o
other creepers, haging in garlands from the trees, make the landscape ablaze with

02t 2dz2NRT Ay (KB MY RBEGA2FaLKEKO2FFESa2Ya LINBa
LINE FdzaAz2zy 2F GSNRAzNBE FyR o0f22YX®RAKLI NGAYy 3T |
second engraving, of the Kaglanawa Pass, is complex and detailed (fi8}.It

takes the form of a reverse-dhape; the longer limb running the length of the

enclosed text. In his text, Nicholl uses the language of the sublime to describe how

as they ascended through the pass, B&NBS I & Y2 dzy il Ay WFfdzyd AGa &Kk
3t Sy IyR GKIFIG 2y GKS 2LI112aAdS aARE 2F (KS ylI
1 S SyKIyOSa | aSyaS 2F AYYSRAIFIO& o6& NBO2dzyi
R2gy (0KS 3JI2NHS> f 2dzRf éngravizRolls hSeQetupwaklS F 2 N |- (i
from the brightly lit foreground via the tunnel cut into the rock, through closely

observed flowering plants, shrubs and stands of trees to the bare rock of the

mountainside and the steepided gorge and cascading waterfélicholl describes

GKS KAff a WOt20KSR ¢6A0GK GKS ONARIKGSEAdG GOSN
every variety of colour and tint, from different kinds of trees in every stage of

@S 3 S i PL{The2eyigfading may be monochrome, but it is skilfully derith

g gz0K 2F GKS SNAGGSY GSEG FANEG F LIS NB®RInAY Iy 002 d:
University Magazinén 1852; a less detailed engraving of the Kaduganawa Pass after Nicholl appears

in Tennent, Vol Il, 1859: 186.

19Nicholl 1868a: 216

120Njcholl 1868a: 217,

121Nicholl 1868a: 217.
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contrasts not only of light and shade but also textures; it evokes the abundance and

variety of plant life as it gives way to bare rock as the pass is climbed.

bAOK2ftQa AyGSNBada Ay yI GdzNI € KAa&adulz
intersect in hisarticle in thet S2 LJ S Qa Althbugh his kofitSndporary, John
Capper (1814.898), a manager of cinnamon properties and a coffee planter,
likewise contributed to the English press, in his casddasehold Wordsjescribing
his life in Ceylon, his actes are not illustrated?? The most useful comparison may
be made with the work of the botanist Dr Joseph Hooker who, in 1854, published a
two-volume account of his travels in the Himalayas illustrated with engravings after
KAa 26y RNI g A Wasiyle is verysimi@uNdttat of Nidghall;Ahe makes
empirical observations and paints elaborate word pictures of the views. As he crosses
0KS GNBSEAYST 1 221SNI gNAGSayY WeKS aOSy SN
a river roaring in sheets édam, sombre woods, crags of gneiss, and tier upon tier of
lofty mountains flanked and crested with groves of black firs, terminating in snow
ALINA Y | f SR R @ préface b hi§ jpuindls, Hooker comments on his
difficulty in describing the totalféect of steepness and elevation by means of small
scale illustrationd?* In the accompanying illustration to the above quotation, this
difficulty becomes apparent (fig. ). The view is framed by trees, alternating areas
of light and shade draw the eyeedp into the pictorial spacehere it stops, then
upwards to the mountain peak beyont.2 2 { SNDR& gNRGGSY | 002 dzy
effective in describing the changing terrain. This disparity in effect is in contrast to
bAOK2ftQa I O02dzy i M¥whidh b@h the lwRtdrddnd visgal t | &
description carry equal weight. Nicholl was of course a professional draughtsman
who knew how to prepare drawings for engravings; his drawing is also more skilful.
His successful format whereby the written article iskeated by his illustration may
KFEIgS 0SSy AYT2NXYSR 06& bAOK2ffQa t2y3a | aa;:
AYRAZAGNAS&E® ¢KS t2y3 ftAY0 2F (GKS NBOSNES

1225ee Capper 1851 for example.
123Hooker 1892: 144,
124Hooker 1892: xvii.
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like the gorge, draws the eye inexorably upwards throtigg detailed studies of

plants and tress to the plunging waterfalls and hazy mountainside above.

bAOK2ftt Qa SyaNIgAy3d y2i 2yteé AffdzAaGNI §Sa
also introduces a cultural context. At the top of the Pass may be seen thediimie
of a monument to Captain William Dawson, one of the Royal Engineers who had
surveyed the route of the road from Colombo to Kandy, dying in 1829, seven years
after the British first opened the roat® At the bottom of the engraving, a brightly
lit scene may be glimpsed through a tunnel. Ancient accounts of the island held that
YIYRe g2dZd R YySOSNI 6S adzwadaAl SR WdzydAt GKS A
GKFG Sy OANDt SR {#KiSwasrdowoRsdy lexpedignk tf doRsa@ Whard
constructing he road but the ancient belief and therefore the symbolic potential of
the tunnel was known by the Britis’ The image suggests not only the power of
the coloniser to control communications and the transport of goods, people and
military personnel throuf road building projects, but also to appropriate local
beliefs to its own purpose¢ KS Fdzy Ol A2y 2F DbAOK2ffQa AYIl3AS
changing flora and geography as the pass is ascended as outlined in the written text

but it may also be analysed in tesnof colonial power.

bAOK2ffQa Aff dzati 82 WSRO dedensadtBsing® ( KS
botanical knowledge, acquired in the colonial context, was mediated and made
accessible to the general public through travel writing and newspapeounts. As
the nineteenth century progressed, natural history became less literary, more
specialised: the preserve of professionals rather than amateurs like Nicholl. Writing
in the context of literature, Nigel Leask has argued that travel writingsiruitn
became a literary genre in its own riglitecoming more sel€onscious and often
replete with allusions, metaphors and associatios. Scholars analysing travel
GNAGAY 3 KI@BS | NHdzSR GKFdG AydSaNIGSR | O02dzy

empirical olservation and subjective accounts were rare by the opening decades of

125 Sihvasundaram 2013:229.

126 Sjvasundaram 2013: 227.

127 Tennent, Vol Il, 1859: 186. By 1849 the tunnel had collapsed.
128 eask 2002:-14.
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the nineteenth century?® Leask maintains that they only persisted until the

1820s'30. &8 O2y GNY adz ! NYy2fR O2yiSyRa GkKIFG I
texts up to the miehineteenth century®3 | 2  SGSNE bAOK2ff Qa |
| 221 SNRAV H6KAOK O2YO0AYS 020K w2YFydAaoO GN

underscore the popularity of integrated accounts well into the 1850s.

bAOK2ff Qad RSAONALIIAZ2Yya atenfardSisualSef 2y S
emphasise its fecundity. However, his closely observed details of everyday life,
particularly as demonstrated by his watercolours, prevents such imagery being
interpreted in terms of a timeless idyll but rather as coeval with the wofldhe
coloniser. His drawings and paintings of Egypt, Ceylon and Ireland all offer evidence
of historic landscapes animated by signs of modern progress, be they steam tugs and

ships, trains or factory chimneys.

Section Four: A Sketching Tour

Nicholl benefitted from his Irishness, not only when he applied for his position in

Ceylon but also in the connections he made once there. This network was not as
interconnected as the Irish transnational network discussed in the context of Hickey

but it offered Nitoll both social support and patronage. Nicholl enjoyed a close
working relationship with Tennent; he was also invited to prestigious events such as

GKS {4 tFGNRO1Qa 5F& NBOSLIiAz2ya i ¢Syy
occasion, an elephant kraal ldein honour of the newly incumbent governor, Lord
Torrington. An engraving after one of his sketches of the kraal subsequently
appeared in thelllustrated London News July 1851 accompanied by a long

descriptive text by Nicholl in the form of a lettey the editor(fig. 4.20)!32He also

129 | eask 2002:5.

1301 eask 2002: 7.

131 Arnold 2005: 228.

132 Due to matters of expediency, the production of an engravimgthe illustrated press was a

O2tft 02N GAGS 2ySY | NBaAARSYyid RN}IYdAKGAYlIY 62N)] SR
who then divided the image into blocks, with each jobbing engraver being responsible for one element

2F GKS 2 @SNaztt A AIYY I 8OM MY pHD ¢KAE& Y2Rdz I NJ F LILINE |
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owed his access to the politically sensitive site of the Temple of the Tooth to

¢ Sy y Sy i Qa3BEr GidNgEaxt, [ TéhBem was considered an outsider by an

influential group within the established civil servants in C¢ylol y2 6y a4 (GKS WFI Y
O2YLI OGQT KS Ifaz2 KIR I FTNIOGA2dza NBfFGA2yaK
with Torrington!3* Thus he socialised with men such as Nicholl and Dr Robert

Templeton, a surgeon with the Royal Artillery and amateur entomdlobah of

whom he had known in Belfast, moreover, he encouraged his countrymen to come
outtoCeylon®¢ 2 NNAYy G2y O2YLI F AYySR GKFG WwLIS2LIX S | N
YSAIAKO2dzNK22R 2F .St FLad FyR G @QINRA2dza GAYS
When Tennent set out on an official tour of the interior of the island in July 1848,

unsurprisingly, Nicholl was invited to accompany him.

Nicholl subsequently described the five weeks that he spent with Tennent as
WiKS Y2ad RSt A3KUIFakiursich, eithef dt hothd or ivf dista@it] S OKA Y
f I y'R&h@ wur provided him with a wealth of material which he worked up into
watercolours, book illustrations, written texts and sketches for engravings in both
journals and the illustrated press. His journty the central Kandyan kingdom
coincided with a period of unrest in both Colombo and Kandy. It was widely believed
by Europeans in Colombo, including Nicholl, that events ultimately leading to the
Kandyan rebellion of July 1848 had been precipitated in7 184 the return of the
deladaby Torringtont38Its return meant that the British lost their symbolic right to
rule, paving the way for the emergence of a claimant to the Kandyan throne.
Tennent, however, put local disaffection in a global context when raenin 1859
2F GKS WNB@2tdziA2y I NE YAlLAaAYFrQ GKFIG KFR aLINJ

believing that the overthrow of the French monarchy had encouraged Kandyans to

| 26 SOSN) GKS AffdzalidNIXrdA2y o0SIFENB bAOK2ff Q& AA3AY Il GdzNB 3
draughtsman, which suggests that the engraving was made from his original sketch.

BhAOK2ftf Qa RIFIdAAKGISNI O2YLIAESR | aONI L0221 OdzZNNByGf e
RN} gAy3azr ySgall LISNI OQdziGAy3azr Ay@AaGradAazyas fSGGSNR |
/ Seft2y® LG AyOfdzRSEA Iy AYWINWDIBRGKZART (KSTINAE t k2 N& Oy 08¢
Nicholl, Part Il, 1852: 697.

B34 Wright 2013a: 199

5Wright 2013a: 2094.0.

136 As quoted in Wright 2013a: 209.

137 Nicholl, Part 11, 1852: 700.

138 Nicholl, Part I, 1852: 5230.



203

NEFaaSNI GKSANI Of FAyYa G2 AYyRSLISYRSYyOS [
concurlSR G2 Fly GKS {SYREiKGS disiuBsedraboedthe/ G Sy (i
Ceylonese were aware of radical European movements, more pressing local matters
included the imposition of new taxes by the colonial government and the expansion

of coffee plantationsrito the Kandyan highlands with indentured labourers from

India brought in to work them. In Colombo, inspired by European revolutionary
thought, and with the support of the Burgher community, the Irish editor of the
Colombo ObserveDr Charles Elliott orgesed protests and petitions against the

new taxest*® This highlighted not only the emergence of public dissent mediated
through the Englisttanguage pressY(pung Ceylowas also written in English) but

also differences within the colonising community lfs&

The most controversial act passed by Torrington in 1848 was a new Road
Ordinance, which reintroduced a system of forced labour on roads; such labour could
be commuted by the payingofaté®¢ KS 2 FFAOAL f LIdzN1J32asS 27F
visit outlyng villages in order to explain this and other new taxes. In addition, he
intended to collect material for a book that he had started in 18€@éylon: an
account of the island, physical, historical and topographighich was subsequently
publishedintwa®2 f dzySa SEGSyaAir@Ste AfftdzaGINI GSR 4 A
RNl 6Ay3a AY @eylgrisamood exdrypie SfyiawPadwer and knowledge

were interwoven in the British imperial project.

This knowledge of Ceylon, particularly of its antiquitievas mediated
0§KNRdzZK bAOK2ff Qa RNIJAKGIAYlIYAKALD ¢SyyS
experiences in Ceylon, all of which include illustrations after NicGoliistianity in
Ceylon(1850),Ceylon(1859), as aboveSketches of the natural history Gfeylon
(1861) andThe wild elephant and the method of capturing and taming it in Ceylon

139 Tennent, Vol I, 1859: 569.

140 Sjvasundaram 2013:309.

141 Anderson 2006: 48, 4765. Anderson analyses the use of a common language, in this instance

9y 3If A&AKI NIGKSNI dKFry GKS @SNYIl Odz I NE o6& WONB2ftS
establishing an imagined national community.

142 Although forced labour had been used by the British in the building of the Colombo to Kandy road

it was banned in 1831 as illiberal. Sivasundaram 2013:4283d 30916 for an account of the
Observeprotests.
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oMy c T U ® Ceybsvwishygélsiiccessful, running into five editions in its first
year after publication and remains in print today. Nicholl supplleshnent with
eighty sketches to be engraved as illustrations, thate of which were
subsequently included within the text® Seventyfour engravings were included in
total, making Nicholl the single largest contributor (Dr Templeton provided five).
Tennant also included five engravings after sketches by Phillipp®ineHippolyte
Silvaf (180My T 0 X bAOK2ff Qa a2tS LINRPFSaarazylf NROI
Pondicherry in the 1820s. Silvaf gave lessons in drawing but also produced
watercoloursof Sef 2y SasS wielLlSaQ FyR 02addzySaT KAa Y
RSLIAOG / Sef2yQa o0 XNIRear practicksof Nicholl ang Rivaff A 8 KS & @
in effect, complemented each othéf>¢ Sy y Sy 4 Q& | 0OO02dzyi Aa SyoOe Oof 2
including synthesief existing scholarship but also drawing on extensive research
that he had conducted on his many trips in and around the island. As the historian
Jonathan Wright has highlighted, it became the definitive Endgisuage account
2F /Sef2yyY Wik 4GRIISKY BKSE OASYSRe | YR SELIS
architectural historian James Fergusson (1863 for example, in higlistory of
Indian and Eastern Architectubemy T c 02X y20 2yfteé | Oly2¢fSRIASR ¢
WGKS 0Sad ¢2N] 2y (EKINBLNMNERIOE RI B yREINT Q¥ Idadzd T
drawings to illustrate his own analysis of Ceylonese antiquitfetn addition,
0N @Sttt SNE (2 / Ggldnasya gudad &Rcipatigyyts/sBeg thiQugh
bAOK2ffQa AffdzZAGNIGA2Yyad

bAOK2ff Qa paNiédDB B writtel® ©XsY also reached a large
audience through their mass production in the illustrated press, thereby further
contributing to the representation of Ceylon in both Ireland and Britain. Many of
bAOK2ftfQa I G4SN I QuOredzyiérided fPom twid Asgaysawhiéhid OKA y 3

appeared in the November and December editions ofidlblin University Magazine

143|n aletter dated 17 March 1859, Tennent informed Nicholl that his book has gone to press with

SAIKGE 2F bAOK2tfQa aiSioOKSa Ay (KS WKIyRa 2F (KS Sy
144 pethiyagoda 1996: 673. Jones 2006: 4401.

145 Both also taught John Leard Kalenberg van Dort (188886) Dutch burgher, draughtsman and

chronicler of Ceylonese life and landscape.

M8\Wright 2013a: 215.

7 Fergusson, Vol |, 1876: 185.
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AY My pH® -pakt OsRifitidn Qfithe todr foves chronologically from place

to place as he travels on the military road to Kymad then northwards through the
centre of the island. In addition to Tennent and Nicholl, the party comprised Dr
Gardner of the botanic gardens at Peradenyia, Dr Williams RA, Captain Galway and
Lieutenant Evatt; they were attended by numerous, unnamedllassistantdNicholl

paints elaborate worepictures of the flora, fauna, smells, sights and sounds he
encounters. He displays his erudition by quoting ancient and contemporary histories
and his local knowledge in the telling of legends and explanatbraigious beliefs.
Descriptions of the discomforts of ticks and leeches, the dangerous animals, including
shakes, alligators and bears, that he sees and the personal danger he risked of being
pursued by Kandyan rebels after staying behind to complesesketches when
¢CSYyySyidQa LI NIleé NBGddNYySR (2 /2t2Y023 | ff
heroic note as, exhausted from the heat and the malaria of the swampy forests, but

still carrying his sketches strapped to his back, Nicholl ends hishgkgtiour.

By recounting his subjective response to the land, including nostalgia for
home when he chances across fields of ripe hay, Nicholl underscores the fact that his
text has the authority of an eyitness account. Furthermore, he interleaves his
narrative with factual and objective observations; thus, he records the height of
mountains, the diameter of lakes and likewise, measures and documentsmade
structures such as tanks (reservoirs). Matthew Edney argues that subjective
observations of a®@NBE 3ISYSNI f yI 0dzNBE | Olj dzZANBE GKS
data when both appear in integrated text¥ That is to say, numerical observations
reinforce the perceived truthfulness of more qualitative observations in the mind of
0 KS NBI RSadaselitys ndi anly K@asute@ents but also his drawings that
have the potential to contribute to the perceived verisimilitude of his written text.
These appear as fine wood engravings within the written text signed by Nicholl and
the engraver, BelfastmarCharles Malcolm Grey.
bAOK2tfQa GNF @St gNAGAYy3IZ a4 RSaAONAOGS

writing with empirical observation. Arnold argues that Romantic descriptions of

48 Edney 1997: 67.
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O2f 2y A44SR flyRa aK2dzZ R 0SS O2yaSHRIMBR GIA SEQIY A
in the first half of the nineteenth century, rather than merely as a literary

phenomenont*® He maintains that highly descriptive, subjective accounts, such as

bAOK2ff Qaz aSNWS G2 AyadzZ I dS GKS NBIFRSNI 2N 2
FYR Ala AYLIOG 2y GKS fIFyRaoOlFILISd® bAOK2ft Qa |
road from Colombo to Kandy is a case in point. As a high point of the road is reached,

KS YIFINBSta i 0KS GASSY Wazdzyill ahgdye2 T I NR 2 d:
OFly OFNNE IINE &aSSyo LYy YAR RAallIyOS NRrOl& K
with its red and green berries hanging in clusters among a marvellous profusion of

flowers of every hue, twisted round and round, layer upon layer, one mass of

vegetaion and bloom, forming a majestic and beautiful foreground so characteristic

AY Ly SIFHadSNyg21 ¥ RAOK LWERRI yi GNRLAOFIfAGEI &
the fact that the road which afforded the view, while undoubtedly improving
communications for bth Kandyans and British alike, was a military road built with

the purpose of moving troops into the region in a similar manner to the military roads

built in Ireland after the rebellion of 1798b A OK 2t f Qa adzo aSljdzSy i | NNX ¢
illustrated by & engraving of the view across the lake to the Temple of the Tooth in

which he exaggerates the height of the surrounding hills and mountains of the
YIFERII2Y Y @F wlky3aS Ay 2NRSN) G2 adzZa3asada GKS Sy
in a thick grove of coconytalm<Xfig. 421).152 He produced many similar views

across the lake at Kandy, as both watercolours and engravings; it was a view that was
recorded by many draughtsmerincluding an Irish soldier, Patrick agst (1809

1889), stationed in Ceylon from 1837 (fig. 4220 b A OK2f f Q& G NJ ylj dzA €

Q¢
)¢

low, intimate viewpoint, complete with boatmen and grazing cattle, reflected and
reinforced a colonial discourse of peacefuleastence between Kandy and the

colonial government at a time of egoing coffiict.

Leaving Kandy, Nicholl and his party progressed northwards visiting temples

and the ancient ruined cities of the Kandyan kingdom. He was the first professional

149 Arnold 2005: 74. See also collected essays in Franklin (ed.).2006.

150 Njcholl, Part I, 1852: 529.

I Nicholl, Part I, 1852: 528. See Sivasundaram 2013: 2232 for an account of the construction of
the Grand Military Road.

152Nicholl, Part I, 1852: 529.
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civiian draughtsman to document the sites and did so before they were fully
excavated. NichoNisited both Pollanarrua (Polonnama), which had reached its

heyday in the twelfth century, and Anarajapoora (Anuradhapura), the seat of
Kandyan kingship from377 BCE until 1017 when it was superseded by Pollanarrua.

The first British account of Pollamaa was written by Lieutenant Fagan of the! 2

Ceylon Regiment in 18203 Although British interest in the sites was furthered by

the establishment of the Ceylon Branch of the Royal Asiatic Society in 1845, it was

not until 1868 that the first official at@meological survey was ordered by the
SurveyorGeneral of Ceylon, Colonel Amelius Beauclerk Fyers. The first photographic
record dates from the mid860s and photographs taken by Lieutenant Stewart of

the Royal Engineers were used as a base for illusyfadio (i 2 ! ®aSpa/EnNd dzi 2 v G
of CeylonThe engraver merged several of the photographs and misrepresented their
relationship to each othef* ¢ KS R2 OdzYSy il N2 &A3IYATFTAOLY

drawings is thus underlined.

Nicholl brought a comprehensive agilnateur, approach to his account of the
ancient cities by drawing on his experience as a draughtsman associated with
antiquarian studies in Ireland. He gives a short history of each site, describing,
measuring and counting statues and architectural featuas well as giving vivid
descriptions of the flora and fauna. A counterpoint provided by the engravings after
his sketches taken etine-spot, serves as visual proof for his written accounts of the
sites. These antiquarian drawings focus on a specifiecbbpe it ruined building or
single architectural feature, with the stress on the foreground and little background
detail. Two sculptures of the seated Buddha illustrate this point. They form part of a
complex of four: one reclining, one standing, onetsdawithin a deep recess and
0KS 20KSNJ 4SFGSR YR &dz2NNRdzyRSR o6& WTFI 0 d:
RSgAOSaQs Iff 2F 6KAOK ¢SNB OF NWSR 2dzi
Pollanarrua®b A OK2ft f GNRGSY W¢ KSAS utedSvithdgiedt F dzf & (
OFNB YR &41AffT &a2YS 2F GKSY @PRathds NSFE S

153 Falconer 2000: 2Q1.

154 Falconer 2000: 21.

155 Nicholl, Part 1,1852: 535.
156 Nicholl, Part 1,1852: 535.
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due to considerations of layout, he only includes an engraving of the two seated
sculptures in his magazine article. By contrast, all four are included emguaving
FFGSNI KAa RNI Laylof. 423)157 A Seysy 6fyhé Scile of the
monument is indicated by the inclusion of a human figure, but Nicholl also includes
measurements: the reclining Buddha for example measures-fortyfeet in length.
Interestingly, Nicholl made his drawings before the site easavated; thus, neither
the pillow on which the Buddha reclines nor the hand which supports his,tbat
may be seen todayre shown(fig. 4.24)
LY Ylyeé NBaLSoia bAOK2ftQa 20aSNBIGA2ya |

ruined cities as evidence othe transience of empires: the buildings of
LYY FNFKKFLI22N waiaioO8 WKI@ZS aSSy SYLANBa | yR
GKSe adAtt NBYIFIAYSZ | a YPderdkesithapaiadoxed G a F2N¥YS
of the tropical climate in describing monuyigi a KA OK auAftf &adryR R
RSaiNHz2OGA DS T S NFNichol Gchoestiie ofinfors of @ther AUhGrsS Q @
who found fault with the garishness of the flat unmodulated colours when he
RSAONAROSa (KS O2f2dz2NB 2FIQUARREAAULKIEINHFLAS QR K

KFd GKS FAIdzZNBE 2F GKS IPRR2GSKHIES NNEbNBXKEY i &
prime interest lies in the architecture and sculpture that he views. He comments on

WSt 02NF GS &O0dz LI dzNBand adfireSt astsligisihé stes g 2 NJ Y I y & K

lj

at the Great Temple in Anuradhapura for their dynamism, which he describes as
Wo S| dzii A Fdzf £ @ RNJI ¢y 15 \6R yRdefSta 200 KISA BE G INy R NIRA /A
A1ATEQ 2F (K24aS gK2 O2yaiNUHBIIRKEKESISNFOOEK &
GKS FTNI&a KIFIR FadGFrAYSR (G 2 BgSoNtast ®F NI & LIS NA
contemporaneous authors, he makes no attempt to assess this early perfection in

relation to the Western norm of classical Greek architect§fahis omission isiade

157 Tennent, Vol II, 1859: 596.

158 Nicholl, Part Il, 1852: 694.

159 Nicholl, Part I, 1852: 536.

180 Nicholl, Part I, 1852:532. See also Davy 1821: 251, Tennent, Vol 1,1850: 472

161 Nicholl, Part I, 1852: 537, Nicholl Part Il, 1852: 694.

162Nicholl, Part I, 1852: 537.

1635ee Chapman 1832: 4858. Fergusson makes a distinction between Ceylonese and Indian Buddhist
antiquities. He maintained that Ceylonese antiquities were architecturally different but sculpturally
similar to Indian Buddhist shrines in which he saw Gragamirian, IndeByzantine and Ind&®oman
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more apparent by the fact that he offers a detailed description of the columns at the
¢22LKFNFYEFE 60¢KdzLJ NI Y0 RIF3I201 6KAOKIZ gAdl
Odzil dd & Odzf LI dzZNBSR OFLAGEFEAQ YR WStES3alryd |
classical architecture (fig.25).154 The stylistic origins of Buddhist architecture were

a subject of debate in this period and remain a contentious issue today. Buddhism

KFR NBOSyite 0SSy WRAAO2OSNBRQ Ay al NAGI A
of Ceylonese Buddhist monks in London and the translation of ancient Ceylonese
Buddhist texts but also by studies of Indian Buddhist antiquities, particularly those in

the northwest of the subcontinent. The simplicity of Buddhist architecture, when
contrasted with that of Hindu temples appealed to Western commentators; carved

reliefs and figures were assessed as sculpture, while those decorating Hindu temples

were dismissed as ornament and often as monstrous. The perceived sophistication

of Buddhist archiecture and sculptur@ppeared to offer material evidence not only

of strong IndeHellenic ties, but also the possibility of common oridft?s.

bAOK2ff Qa NBfdzOGlIyOS G2 aLSOdz S | 062
comparisons based on a Western clagsnorm seems odd given that he was always
Ff SNI (2 GKS O2YYSNDALFE LRGSYGArt 2% ySg
association in Ireland with draughtsmen such as Petrie. As outlingettionone of
thischapteE t SGNA SQa 32 IUf NBifyl YRROOzZYISYAIRYNRA OF £ f
counter assertions that Ireland had no civilised past and that the Irish lacked the skill
to build their ancient monuments without external help. Petrie also refuted fanciful
claims made by authors of originamyyths popular at the timé® He did so on the
oFlara 2F SYLANAROIf addzRASa 2F GKS WYl 4S8!
landscape rather than relying on speculation. In 1833, for example, Petrie published
'y Saalé Why (KS adRAGASSENR 2 ESEANBTFI iRSZ

that they served as watchtowers. This challenged the antiquarian, Charles

influences. He also acknowledged a possible Dravidian (southern Indian) influence in Ceylon.
Fergusson, Vol |, 1876: 191, 182

164 Nicholl Part II, 1852:695.

165 Sjvasundaram 2013: 1€48, Buddhist sculpture from Gandra in modernday Pakistan
discovered ¢.1833 was considered an ideal of Indian art by Western commentators who analysed it in
external terms of the Western canon, Mitter 1992: 28,/GuhaThakurta 2004: 38B.

166 Stokes 1868: 68.
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+ffFyOSeQa LJAaSdZR2KAAG2NE 6KAOK OflFAYSR |y
comparing them to towers found in Indi&’ Likewise, Nicholl olesves and

documents, limiting interpretation to the local and particular.

Given that Nicholl had worked on antiquarian projects in Ireland that
emphasised the specific characteristics of Irish sites and landscape in relation to
those of England, he may hmwished to avoid subsuming a discussion of Ceylonese
antiquities within a more general analysis of Buddhist architecture on the
subcontinent. Furthermore, Nicholl was aware of the complexities of Ceylonese
Buddhism which embraced various gods of the Hipdatheon. With the assistance
of pupils, he had made tracings of Hindu gods with inscriptions in both Tamil and
English (fig. 26).18¢ Kdza ¢ KSYy bAOK2ff @A&AGHENKS WDNBI G
only enumerates and measures the statues of the Budulltaalso recognises and
names the statues of the Hindu gods contained within the temple. In all his
engravings and watercolours based on sketches of the antiquities, motifs derived
from Hindu iconography, including figures in the thrlment position and fablous
animals are carefully detailed. Nicholl places the ruined cities in a Southern Asian
rather than European context whilst underscoring the intersection of Ceylonese
Buddhism with Hinduism. When Nicholl does make an external comparisenn
terms d equivalence in skill and ingenuity rather than style. On encountering an
enormous statue of the Buddha cut out of the rock face at Aukane Wihare, he praised
its perfection, its graceful draperyp dzii | f 82 | A&aSNILISR GKIFGO AdG N&R
wonders ofUpper Egypt, or Central America, for antiquity, of colossal dimensions,

FYR FRYANI 0f%8 LINPLR2NIAZ2YAQ®

Nicholl made a final association that aligned Ireland and Ceylon when he
climbed the sacred mountain of Mehintilai (Mehintale), the site where Mehindu is
reputed to have brought Buddhism to Ceylon. Nicholl counts and admires the

workmanship of the steps to the summit and describes inscriptions in Pali carved into

167 ennon 2008: 885, Xv-Xvi.

8¢ KANIE 2F (GKSaS RNIgAyda FNBE KSER o0& (GKS . NARGAAK adz
to have assisted him, was Muttu Coomaraswamy, father of the art historian Ananda Coomaraswamy.

Raheem 2017: not paginated, Anglesea 1982: 148.

169 Nicholl, Part Il, 1852: 692.
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the rock. A pencil sketch of the steps is included in the Nicholl scrapbook Zify. 4.

with detailed engravings of the mountain and dagobas temples and sculptures
appearing in thedublin University Magazin@ig. 428) Yy R ¢ S CaySryMhed &

he sees that the rock face is chiselled out to provide a bed for Mehindu, Nicholl
O2YLI NBa Al G2 {4 YSOAyQa o6SR Ay DfSyRIf
sixth century which he had previously documentéd.Thus he states the

WO2AYy O REYYISNJAI 60f S 060SG6SSy GK3TAttaek I GA O
GAYS 2F bAOK2ffQa @GAardazr 020K aSKAYGAt !
Presbyterian and a towdweller, Nicholl may have considered such religious
practices to be based on pes# superstition. Alternatively, through his exposure to

the work of scholars such as Petrie (also a Presbyterian) he may have held a more
positive view: that through their intimate connection with such sites, the rural

population in a historic landscapeetiated between the past and the presetit.

Nicholl published his illustrated accounts in newspapers, periodicals and
22dzNy I fas>s NBFOKAYy3 | fFNHBS |dZRASYOSd { I Al
existed and battled each other through projectioas well as rival geographies,
narratives and historie¥’* What is at stake in the contested colonial space, a space
characterised by intersecting but unequal relationships of power, are questions of
not only how and by whom the histories and geographiesaddnised nations are
told but to whom74 Nicholl was aware of his potential audience, adapting what he
wrote to what he believed to be appropriate but also marketable. For example, his
two essays which appeared in tizublin University Magazinare more sholarly
than those which subsequently appeared in theS 2 LJ S Q a. The lafer Was y' S
published by the Society for the Promotion of Christian Knowledge; thus, Nicholl
FR2LJG&a | &adzaidlofte /KNARARAGALIY Y2NIf G2yS A
Delad Qublished inMay 1868. Although his discussion of the Kandyan revolt adds

170 Nicholl sketched and made notes concerning the ruins for inclusionkinf f Q & See N6, Y R ®
footnote 25, for detailsof I f f Q& LNBf I yR®

" Nicholl, Part Il, 1852: 693. Tennent likened the view of the tank (reservarpay SNE (G2 WOA EA 2
YAEEFENYSeS 41 NYSR 68 FyR AfttdzYAySR o6& +y SFadsSNy
172 Murray 2004: 133.

174 See Bhabha, for a discussion of the Nation as narrative; questions of subject and object and who
has he power to narrate in a colonial context, Bhabha 2010:-299, Said 1994: xiii, 115.






