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Abstract
THE SEARCH FOR THE SUBLIME IRISH LANDSCAPE: THE PROVINCES
VERSUS THE METROPOLIS IN THE WORK AND LIVES OF FRANCIS DANB
JAMES ARTHUR O’'CONNOR, AND GEORGE PETRIE
The purpose of this dissertation is to examine the lives and works of three Irish
artists within different parameters than has traditionally been done sa i art-
historical discourse. Most scholars who have focused on Irish artists of the@as
hundred years have taken a monographic approach. By contrast | shall consider the
developmental trajectory of Francis Danby, James Arthur O’Connor, and Getnge P
from a thematic methodology that will consider specific metropolitan v@rswancial
influences on their work, travel, and most significantly, their adoption of the Saiabra
means of transcending their regional training and allowing them to be ceubswi¢hnin a
wider, international context.
In the nineteenth century many Irish artists felt compelled to leavéhtimaeland
with the hopes of finding financial and professional success abroad. The majdnigynof t
chose London for their destination and as such, hoped to transcend the limitations of the
provincial training they had received within Dublin artistic circles. In 181&)dts
Danby, James Arthur O’Connor, and George Petrie left Dublin together with the hopes of
finding financial and artistic success in London. Although they arrived tagéties did
not all remain. Petrie returned to Ireland almost immediately, O’'Connopdidesv
weeks later (although he would ultimately move to London in 1822), and Danby made

his way to Bristol to hone his skills before making his London debut several gt=ars |



Within the parameters of Romanticism, each artist evolved from topographic
painters to artists who adopted their own version of the Sublime for their landscape
views. My analysis will encompass how each artist chose the different veo§ithies
Sublime to differentiate themselves and to propel their careers forward irea mor
innovative and international manner. Study of their development enables us to consider
them as artists from the provinces who ultimately were able to trans@ntintited
training and engage with the formal and theoretical metropolitan advances of the

Sublime.



Vi

ACKNOWLEDGEMENTS

A sincere debt of gratitude belongs foremost to my dissertation advisordewroRedricia
Mainardi. | have benefited greatly from her support, direction, and enthusiasm for this
topic and this process. Most importantly, she, along with Professor Jane Roos, helped me
shape my interests in Irish landscape painting, travel, and the Sublime into a unique
dissertation. | am also indebted to Professor Martin Burke and Dr. MarigeigBur

Motley for their wholehearted participation as the third and fourth readeny of

dissertation committee. | have benefited from all four advisors’ agrepatileipation

and generous contributions to the material.

This project would not have been realized without the guidance, assistance and support of
Professor Yvonne Scott of Trinity College Dublin, Dr. Brendan Rooney of the National
Gallery in Dublin, John Hutchinson and Cormac O’Malley.

| am indebted to my parents and siblings for their continued support throughout this
process. Thank you to Sharon Jordan, Jennifer Samet, Jennifer Katanic, Deirdre and
David Brennan, Eleonora Paulsen, Heidi Eastman, Amy O’Hara, Laurie)Steat

Stanton, Nancy Neble and Karen Shelby for their continuous encouragement during the
writing of this dissertation.



Table of Contents

List of lllustrations
Introduction

Chapter 1: The Provincial: The Visual Arts in Ireland during the
Nineteenth Century

Chapter 2: The Metropolitan: The Visual Arts in England during the
Late Eighteenth and Early Nineteenth Centuries

Chapter 3: Francis Danby; Striving for the Metropolis and
Finding the Sublime

Chapter 4: James Arthur O’Connor: Romanticism and an
Emotional Response to Landscape

Chapter 5: George Petrie’s Sublime Reinscription of the Irish
Landscape: Putting History on the Canvas

Conclusion

Select Bibliography

[llustrations

viii

14

50

78

128

195

239

246

271

vii



viii

List of lllustrations

Figure i.1: George Barre®owerscourt Waterfallc. 1760, oil on canvas, 39 3/8 x 50 ins.
National Gallery of Ireland, Dublin.

Figure i.2: James Forrestéandscape with Monks by Lake Nefid66, oil on canvas, 52
X 76 ins. Private Collection

Figure 3.1: Francis Danb$unset at Sea after a Stori824, oil on canvas, 33 3/10 x 46
1/4 ins. City of Bristol Museum and Art Gallery.

Figure 3.2: Caspar David Friedridiyening 1824, oil on cardboard, 7 7/8 x 10 6/8 ins.
Kunsthalle, Mannheim

Figure 3.3: Caspar David Friedrididipnk by the Sed 809-10, oil on canvas, 43 1/3 x 67
% ins. Schloss Charlottenburg, Berlin.

Figure 3.4: After Francis Danb$unset at Sea, after a Stqrb®49, mezzotint. Engraved
by William Miller.

Figure 3.5: Francis Danbfpisappointed Lovel821, oil on panel, 24 % x 32 ins. Victoria
and Albert Museum, London.

Figure 3.6: Caspar David Friedridhloman with Spider’s Web between Bare Trees
1803-04, woodcut, 6 3/4 x 4 3/4 ins. Kupferstichkabinett, Staatliche Kunstsammlungen,
Dresden

Figure 3.7: Francis Danbyhe Upas, or Poison Tree in the Island of Jal@20, 66 ¥z x
92 3/4 ins. Victoria and Albert Museum, London.

Figure 3.8: Francis Danbyhe Delivery of Israel out of Egyt825, oil on canvas, 58 %
X 94 ¥ ins. Harris Museum and Art Gallery, Preston

Figure 3.9: After Francis Danb¥he Delivery of Israel out of EQyd829, mezzotint, no
size given. Engraved by J. & G. Nicholls.

Figure 3.10: Nicolas Poussifihe Deluge1660—64. oil on canvas, 46 % x 63 ins. Musée
du Louvre, Paris.

Figure 3.11: J. M. W. Turnefhe Deluge1804—-05. oil on canvas, 106 x 10 % ins. Tate
Collection, London.



Figure 3.12: J. M. W. Turneg§now Storm: Hannibal and his Army Crossing the Alps
1812, oil on canvas, 74 ¥2 x 110 1/5 ins. Tate Collection, London

Figure 3.13: Francis Danbgn Attempt to lllustrate the Opening of the Sixth SE&28,
73 x 101 5/8 ins. National Gallery of Ireland, Dublin.

Figure 3.14: John MartjiThe Delugel1828,mezzotint, 22 x 29% ins. Engraved by John
Martin. Victoria and Albert Museum.

Figure 3.15: John Martifhe Deluge1834, oil on canvas, 66 x 101 ins. Yale Center for
British Art, Paul Mellon Collection, New Haven.

Figure 3.16: After Francis Danbgn Attempt to Illustrate the Opening of the Sixth Seal
no date, mezzotinho size given. Engraved by& G. Nicholls.

Figure 3.17: Francis Danbyhe Deluge1837-1840, oil on canvas, 112 x 178 ins. Tate
Collection, London.

Figure 4.1: James Arthur O’Connéy,View of the Dargle—Lover’'s Leap837, oil on
canvas, 44 x 66 ins. Private Collection.

Figure 4.2: J. M. TurneMorning amongst the Coniston Felexh. 1798, oil on canvas,
57 1/8 x 44 2/8 ins. Tate Collection, London.

Figure 4.3: James War@ordale ScarA View of Gordale, in the Manor of East Malham
in Craven, Yorkshire, the Property of Lord Ribblesdai12-14, oil on canvas, 130 1/16
x 166 ins. Tate Collection, London.

Figure 4.4: James Arthur O’Conné¥,Thunderstorm: The Frightened Wagone832,
oil on canvas, 25 5/8 x 30 ins. National Gallery of Ireland, Dublin.

Figure 4.5: James Arthur O’Conndihe Eagle’s Rock Killarngy.831, oil on canvas, 27
% x 35 Y2 ins. Private Collection.

Figure 4.6: James Arthur O’Connd@allinrobe House1818, oil on canvas, 16 % x 28
ins. National Gallery of Ireland, Dublin.

Figure 4.7: James Arthur O’Connétpckingham House, Co. RoscommiiBil8, oil on
canvas, 10 % x 14 5/8 ins. Private collection.

Figure 4.8: After James Arthur O’Conn&ockingham House, Co. RoscommiBe5,
mezzotint, 5 7/8 x 8 5/8 ins. Engraved by James Storer and Henry Sargent Storer.

Figure 4: 9: Salvatore Rodaandscape with Travellers Asking the Wa§41, oil on
canvas, 42 5/8 x 68 1/8 ins. National Gallery, London.



Figure 4.10: Jacob van RuisdaBiees in a Dungec. 1647, oil on canvas, 26 x 31 Y ins.
Musée du, Louvre, Paris.

Figure 4.11: James Arthur O’Connétomeward Boundc. 1825-1830, oil on canvas, 24
% x 30 ins. National Gallery of Ireland, Dublin.

Figure 4.12: James Arthur O’'Conn&iyver Scengl826, oil on canvas, 22 x 26 1/4 ins.
Private Collection.

Figure 4.13: Caspar David Friedrichwo Men by the Sea at Moonrjge 1817, oil on
canvas, 20 x 25 7/8 ins. Nationalgalerie, Berlin.

Figure 4.14: Caspar David Friedrichwo Men Contemplating the Moan 1825-30, oll
on canvas, 13 % x 17 1/4 ins. Metropolitan Museum of Art, New York.

Figure 4.15: James Arthur O’Conn&hine Landscapel833, 9 x 11 ins. Ulster
Museum, Belfast.

Figure 4.16: Photograph, cover pagen Coln bis Mainzpanorama of the Rhine with
illustrations at the sides], c. 1850.

Figure 4:17: Partial map/on Coéln bis Mainzc. 1850.

Figure 4.18: James Arthur O’Conn&udesheim: View Looking up the Rhine from the
Bank near Bingenl833, pencil on paper, 4 3/8 x 11 5/8 ins. British Museum, London.

Figure 4:19: James Arthur O’'Conn@&ingen:View on the Rhine Looking up the River to
Bingen 1833, pencil on paper, 4 x 5 % ins. British Museum, London.

Figure 4.20: James Arthur O’Conndihe Poachersl835, oil on canvas, 21 7/8 x 27 ..
National Gallery of Ireland, Dublin.

Figure 4.21: James Arthur O’'Conndtpnk in a Landscapel834, oil on canvas, 49 %2 x
40 ins. Whereabouts unknown.

Figure 4.22: Salvatore Rodaandscape with Hermitl662, oil on canvas, 31 x 29 %2 ins.
Walker Art Gallery, Liverpool.

Figure 5.1: George Petri6lenmalure in the County Wicklpw815, watercolor on paper
laid on canvas, 25 %2 x 37 % ins. National Gallery of Ireland, Dublin.

Figure 5.2: George Petrigjew of Carton 1824—25, sepia ink on paper, 8 %2 x11 % ins.
Private collection.

Figure 5.3: George PetriBun Aengus Fort, Inismore, Aran Islands 1827, watercolor
on paper, 11 %2 x 18 %z ins. National Gallery of Ireland, Dublin.



Xi

Figure 5.4: George Petriagan Sepulchral Monument on the Caugh Hill, a mountain in
the parish of Bannagher, County of Londonderry—Twilight or The Stone Circle on Caan
Hill, Derry, 1839-40, 13 ¥2 x 20 3/16 ins. National Gallery of Ireland, Dublin.

Figure 5.5: George Petri€he Eagle’s Nest at Killarneg. 1831, pencil and watercolor
on paper, 10 1/3 x 14 1/3 ins. Ulster Museum, Belfast.

Figure 5.6: After George Petri€he Eagle’s Nest at Killarneyt822, mezzotint, no size
given. Engraved by T. Higham.

Figure 5.7: George Petri8t. Brigid’'s Well ¢.1829, watercolor on paper, no size given.
Private collection.

Figure 5.8: George Petrieast Circuit of Pilgrims at Clonmacnois&842, watercolor on
paper, 26 ¥4 x 38 Y2 ins. National Gallery of Ireland, Dublin.



INTRODUCTION

The German verivandererdenotes traveling . . . wandering will be used
throughout to denote travel, frequently (but not exclusively) in the sense of a
journey undertaken on foot, which may or may not be directed to a particular
goal, but also refers to nomadism, those forms of existence distinct from the
settled life . . . the wanderers | have in mind . . . as well as the artists . . . who,
from the early phase of Romanticism onward, also identified themselves as
wanderers . . . it is apparent that the journey is driven not by rational calculation
but by feeling—specifically, the feeling of longing . . . thus, with respect to
motivation, the journey appears as an analogue of the creative process itself a
understood by the Romantics.

—Andrew CusackThe Wanderer in Nineteenth-Century German Literdture

For centuries Ireland has been a point of departure and a point of arrival. From the

iomramhto thenavigatioto the Tour, travellers in search of salvation, instruction

or the godsend of novelty have either left the island or landed on it, tracking the

signs of specificity.

—Barbara O’Connor and Michael Cronifgurism in Ireland

In the nineteenth century, many Irish artists left their homeland to pursue
professional opportunities abroad. Early on, London was a major internatiorta artis
center of the Western world, second only to Paris, and it remained so until abotit 1850.
Artists who stayed in Ireland to establish themselves professionally aengehned by
the political, economic, and sociological tensions engendered by that country’s
relationship with England. Those who went to England, on the other hand, joined myriad

other international artists in the thriving metropolitan art market of itsataps the

century progressed, such international travel became even easier,dadberaging

! Andrew CusackThe Wanderer in Nineteenth-Century German Literatimtellectual History and
Cultural Criticism(Rochester: Camden House, 2008), 2.

2 Barbara O’Connor and Michael Cropeds., Tourism in Ireland: A Critical Analysi€Cork: Cork
University Press, 1993), 52.

% In the eighteenth century, Rome was the primaigtar hub; from the mid-nineteenth century until
World War Il, Paris reigned supreme.



those artists who wanted to pursue a career abroad and use travel to expartctiteir a
practice and education. For some, the decision to leave Ireland was a pewnanast

in the case of Francis Danby (1791-1861); others such as James Arthur O’Connor (1792—
1841) vacillated, moving between Ireland, England, and the continent. George Petrie
(1790-1866) even returned home to Ireland after a brief stay in England.

Most scholars interested in Irish art of the past two hundred years have taken a
monographic approac¢hVore recently, in the context of Irish studies, scholars have
considered modern Irish painters and their careers in the fraught contetaod’ls
often problematic relationship with Englan@oday, however, richer and more complex
analyses of developments of all kinds in nineteenth-century Ireland contribute
significantly to its unique art history.

With a few exceptions, the methodologies of the existing Irish art hidtoanan
appear to underestimate the true breadth and depth of Irish artists’ involweihent
international developments over the past three hundred Y/&imts artists have been
traditionally overshadowed by England’s dominating political, social, and cultural

presence in the regidrBy redefining the criteria of judgment and shifting the parameters

* See, in particular, Eric AdamBrancis Danby: Varieties of Poetic Landscaié&w Haven: Yale
University Press, 1973); Jonathan Bening®aderic O’Conor: A Biography, with a Catalogue dgH
Work (Dublin: Irish Academic Press, 1992); John HutsbimJames Arthur O’'ConnofDublin: National
Gallery of Ireland, 1985), exh. cat.

® See Cyril Barrett, “Irish Nationalism and ArStudiegWinter 1975): 393-409; Fintan Cullevisual
Politics: The Representation of Ireland, 1750-1936rk: Cork University Press, 1997).

® See Julian CampbeNathaniel Hone the Younger: 1831-19&%h. cat. (Dublin: National Gallery of
Ireland, 1991), which in fact positions Irish Imps@nist painters within the general context of
Impressionism. In general, however, Irish contiitns to the history of art are attributed most pirently
to the eighth and ninth centuries—illuminated manipss such as thBook of Kellgearly ninth century),
high stone crosses such as the High Cross of Mereste, Co. Lough (eighth century), and the iatec
designing and manufactured jewelry/metal work tigpifby the Tara Brooch and the Ardagh Chalice yearl
eighth century).

" See Roy FosteRaddy and Mr. Punch: Connections in Irish and EslgiHistory(London: Allen Lane,
1993). Foster discusses the “incongruence” thatedibetween the English and the Irish at lengating
that the conflict dates back to the sixteenth agmitas “Ireland was undergoing a process of cortcares



of analysis, however, we might reappraise this tumultuous period in Iridh Hrat
regard, | intend to reject terminology that is rigid, judgmental, or outdated,as
“minor” versus “major” or “derivative” versus “original.” And whileam interested in
approaching the careers of these artists in terms that transcehd Versus “English” as
well, I will use “England” rather than “Britain” to call to mind theagbnship that
existed with Ireland at this tinfel. will also consider Danby, O’Connor, and Petrie within
a broad international context, drawing parallels to other artists who adoptadbtinees
in their own methodologies.

A survey of the visual arts of the eighteenth and nineteenth centuries suggests
many factors that might have contributed to the dissimilar artistic envenoisnof
London and Dublin, including their embrace of change versus continuity, respectively.
Yet such terms must be acknowledged as fluid and relative. For exanthle,lveland,
Dublin would certainly be considered a metropolis, and the provinces would réier to
rest of the country. In relation to England, on the other hand, all of Ireland, including
Dublin, would have been at one time considered provincial. Furthermore, as sdiscus
depth in chapter 2, London would have been ultimately seen as more provincial than
Paris. These inferiority complexes were viral, then: while the Iris$tatiattled their
relative anonymity, eighteenth- and early-nineteenth-century Braists were
likewise struggling to realize a proper “English school” of art that megl the

historic artistic accomplishments of Frarice.

colonization—which meant being technically subsunmd the theoretical borders of the British state”
(87).

8 FosterPaddy and Mr. Punchxii. Like Foster, | prefer to discuss Ireland&ationship to England
separately from England’s relationship to Scotland Wales. The connotations of the term “Britighén,
are problematic, contentious, and beyond the sobfigs study.

° See William Vaughn, “The Englishness of Britistt,AOxford Art Journall3.2 (1990): 11-23.



In relation to my own interdisciplinary focus, certain key texts ilax@vn light
upon the particular problems and challenges of artists (and others) who cluvseeie
compelled to, leave Ireland for the world beydhtany individuals, and numerous
artists, in fact “exiledthemselves search of professional rewards, though in this case
the definition of exile is quite brodd My own discussion of exile centers on the
aspiration of three Irish artists to transcend the limits of their provitreiaing and
embrace modernity, both literally and metaphorically, in the London metropolisféand
one of them, back in Ireland as well). How were the careers of Francis ,[Jantgs
Arthur O’Connor, and George Petrie affected by their respective dexisialepart
Ireland by ship for England in 1813?

For many Irish artists of this period, there were certainly strongeenénts to
leave home in search of better professional prospects al3ragikts who remained in
Ireland were first and foremost hobbled by the prevailing taste fordangt, as | will
discuss further in chapter 1. In addition, most Irish artists who made thesrsan

Ireland were not exposed to the innovations behind the international art practices that

1 These include FostePaddy and Mr. PunchPeter GrayfFamine, Land and Politics: British Government
and Irish Society, 1843—-18%Dublin: Irish Academic Press, 1999); T. W. Moathd F. X. Martin,The
Course of Irish Historf{Lanham: Roberts Rinehart, 2001); James H. Murpbignd: A Social, Cultural
and Literary History, 1791-189%Dublin: Four Courts Press, 2003). While the latiteee texts provide a
helpful broader perspective on the relationshipveen Ireland and England, Foster’s invaluable
contribution specifically focuses on the choiced arperiences of the émigré, whether artist, peidesi,

or worker, in terms of identity, politics, cultutaackground, and personal ambition.

M Foster Paddy and Mr. Punct288. Foster links exile and emigration becaugh hee “involuntary”:

“This is taken to mean banishment from a territomental and spiritual as well as physical—whicH stil
imposes the psychological norms of reality, andtsxa@ compulsion to return which will never be iliéfl .

.. Itis certainly an inseparable component ofadsipte Irish rhetoric; alienation persisted ageadry

trope, even among the prosperous emigrants whadautention of ever returning home. It was sugdin
by a long native tradition: religious poetry dedvieom the cult of St. Columkille, the folk memooy
Cromwellian transplantations, the romance of théd\Wieese. All these associations stressed the
inseparability of Irishness and exile, and thedibletween Anglicization and displacement.”

12 Examples of eighteenth-century Irish artists wlocated to London include George Barret R.A. (1732
1784), James Barry R.A. (1741-1806), Martin Credai88-1870), Nathaniel Hone R.A. (1718-1784),
and Sir Martin Archer Shee (1769-1850).



were more readily available to their colleagues in London. Although theesaneumber
of private collections in Dublin, access to them would not have been granted to most
artists. In general, then, artists in Ireland produced a corpus of work tha, whil
substantial, did not reflect the glamour of the metropolis or the benefits to be derived
from the study of the Old Masters. The work of artists such as James Br&88@n (
1907), William Brocas (1794-1868), Nathanial Grogan (1740-1807), and Erskine Nicol
(1825-1904) is today largely labeled “genre painting,” occupied as it is withdayer
Irish scenes, though of excellent qualiy.

In 1757, the Irish philosopher Edmund Burke (1729-1797) published the
eighteenth century’s most influential treatise on aesth&i€&hilosophical Enquiry into
the Origin of Our Ideas of the Sublime and Beautifui this essay Burke explored the
schism that he felt existed in creative works between those that arose froon ganger
(which produced the Sublime) and those that arose from love (which produced the
Beautiful) ! It is interesting to note that an Irishman in fact produced the seminal text on
the Sublime from this period, given its negligible impact on Irish genresastish as
those just mentioned. Nevertheless, for many international artists (andrasfeanes),
this essay would serve as an introduction to a discourse on the Sublime that in ¢act date
backto 1 C. E.

Certainly the work of Sublimely inclined artists like Danby, O’Connor, andePetr

presents clear differences from those genre painters. For the fdien8yllime

13 See Peter Murray, edNhipping the Herring: Survival and Celebration iimisteenth-Century Irish Life
exh. cat. (Kinsale: Gandon Editions, 2006). Thibljmation classifies the genre paintings from tigsiod
by the following themes: festivals, fairs and pihlgages, social occasions, famine and emigrationis rand
evictions, education and improvement, funeralswaeddings, and working life.

4 Edmund BurkeA Philosophical Enquiry into the Origin of Our Ideaf the Sublime and Beautiful
(1757), ed. David Womersley (New York: Penguin Beako98).

15 Burke, Philosophical Enquiry86, 128.



represented a distinct alternative to the styles and habits of the artistsmdined at

home, literally and figuratively. Their exposure to progressive metropolitisticaand
philosophical advances opened them up to possibilities beyond the scope of their training
in Ireland. The Sublime was modern; genre painting was traditional. By ogabsi

Sublime, Danby, O’Connor, and Petrie distinguished themselves by triumphing over the
limitations of their roots and co-opting the sophistication of internationatiarti

advances. They encountered this sophistication first in London, where the many
economic incentives and benefits included well-established patronage systemsng

art market supported by an infrastructure of artistic exhibition and sales oppestuni

and the availability of advanced training in a formalized professional atéga All of

these factors created a stimulating culture for artists, one that egedurath the supply

of and the demand for their work.

These artists’ geographic, artistic, and symbolic journeys must be fraitiéad av
broader, more comprehensive international cultural context, particularly geland
andEngland’s efforts to establish schools of painting in the eighteenth and nineteenth
centuries. | will consider how the atmosphere of insecurity that was en¢walboth art
markets propelled certain individuals (and groups) to promote the arts by ematating
appropriating international practices of education, artistic and corahientovations,
and systems of sustainable patronage. For this reason, the status of theedaisdn |
occupies chapter 1, and that of England occupies chapter 2. Certain individuals and
events within London engendered radical cultural advances that would inflaenicish

artists who sought to improve themselves there. Sir Joshua Reynolds (1723-1792),



Alderman Boydell (1719-1804), and John Julius Angerstein (1732-1823) each attempted
to elevate the English school to an international stature.

In addition to these developments, a continuing intellectual dialogue about the
Sublime informed the cultural context of the Irish painters | will explore # thi
dissertation. By attempting to build upon their provincial training in the context of the
metropolis of London, Danby, O’Connor, and Petrie aligned themselves with an
international coterie of visual and literary artists whose work was groundiee
precepts of the Sublime as a rhetorical, aesthetic, and theoretical disBagis@ing
with Longinus in 1 C. E. and regaining momentum from the seventeenth through the
nineteenth centuries, the theme of the Sublime appeared in the work of numetengs wr
Those of most immediate relevance to the period in question here, including John Dennis
(1657-1734), linked the Sublime to the popularity of travel and especially the vistas
available through the Grand Tour. As a result, there is an abundance of texts ¢thigt dire
relate to observations about nature and its relationship to the Sublime. Thecdinee
and popularity of these texts within contemporary artistic culture stsgtped artists
such as Danby, O’Connor, and Petrie would have been well informed on this subject.

My discussion of the Sublime in relation to those artists will be presented in
tandem with significant texts concerning it, especially those that migpedeour
appreciation for how the Sublime was brought to bear upon paintings. Danby, O’Connor,
and Petrie were not the first Irish artists to embrace it—this honor faksaht George
Barret (1732—-1784) and James Forrester (fl. 1761-1765.) Both of these men were trained
in Dublin but also left their homeland in pursuit of professional success. Barrehimade

way to London in 1762, whereupon he submitted the IBayeerscourtVaterfallat the



Society of Artists in 1764; (fig. i:13° Barret found patrons and success in London,
becoming a good friend of Edmund Burke and eventually a founding member of the
Royal Academy of Art. One of his commissions in particular stands out aseptesith
regard to his impact upon his countrymen: when the Reverend John Lock asked him to
paint a room in his house for decorative purposes, Barret responded with a panoramic
view that in fact encircled the entire spat&orrester began his education at the Dublin
Society, where he remained for five years. In 1752, he left for Rome, whereupon he
produced several large-scale landscapes that are rife with the temetSabtime,
includingLandscape with Monks by Lake Ndmm 1772; (fig .i:2). Dark and

mysterious, this moonlit landscape takes as its subject two monks immersed in thei
prayers, presenting a classically inspired composition that harkens baeknork of
Nicolas Poussin (1593-1665) and Claude Gellée (Claude Lorraine; 1600-1682).
Certainly the accomplishments of both Barret and Forester would have be&navetl

to the younger artists at issue here.

The challenges and triumphs inherent in straddling the provincial and the
metropolitan, while perhaps underestimated within the historiographysbfdrt history,
have resonated within the larger field of Irish studfddany historical figures have
struggled with the pejorative associations attributed to regionalism avid@atism,
particularly as they sought to define themselves in relation to their worldirithie

canon of Romanticism, artists, writers, and philosophers all explored the indigidual’

16 O’Connor painted a similar work, titlddiew of the Dargle, Lover's Leajn 1837.

" George Walter Stricklandy Dictionary of Irish ArtistgDublin: Irish Academic Press, 1913), 1:30-32.
18 See, for example, Joep Leersseamembrance and Imagination: Patterns in the Histdrand Literary
Representation of Ireland in the Nineteenth Cen{Migtre Dame: University of Notre Dame Press, 1997)
Sean Ryder, “The Politics of Landscape and Regidwineteenth-Century Poetry,” Ireland in the
Nineteenth Century: Regional Identigd. Leon Litvack and Glenn Hooper (Dublin: Fouru@s Press,
2000).



relationship to the universil Robert Rosenblum’s seminal work on this topic discusses
how numerous Romantic artists rejected the prevailing conventions of Ghristia
iconography and theology in painting in favor of a more pantheistic, nature-based
divinity: “Already by the 1760s and 1770s, those decades in which one first begins to feel
the stirrings that became more and more agitated in the course of the Romantic
movement, there were artists as far afield as Ireland and Switzerhensingddenly

turned to specific sites in wild nature that seemed to elicit at the ladskity, and at the
most, divine revelation, in the intrepid tourists who observed ti&m.”

Danby, O’Connor, and Petrie all began as topographical painters and their
provincial roots would continue to inform their work despite a profound engagement with
the Sublime. It is this fact that makes them so distinctive. Throughout my iariakyt
examine the ways in which these artists engaged with the prevailing Ronliaotiarse
relating to man’s (the individual’s) search for transcendence through nidueire (
universal). As such, their Irishness played a role in their uniquely metropctitdlenges
and successes with variations upon the Sublime—Danby’s was apocalyptic, O’Connor’s
Romantic, and Petrie’s, historical. Despite their distinct styles, hownasr all sought
to represent the transformative desire of humanity to engage with divinity ie naher

Sublime was a means to this end.

19 |saiah Berlin;The Roots of RomanticistA. W. Mellon Lectures in the Fine Arts, 1965 (rieft
Princeton: Princeton University Press, 1999), 14-€latl Gustav Carud\ine Letters on Landscape
Painting, Written in the Years 1815-1824, with #iérefrom Goethe by Way of Introductidrans. David
Britt (Leipzig: Gerhard Fleischer, 1831; repringd Angeles: Getty Research Institute, 2002); Robert
RosenblumModern Painting and the Northern Romantic Traditi&niedrich to RothkdNew York:
Harper and Row, 1975), 14-15.

2 RosenblumModern Painting 17.
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Nineteenth-Century London and Paris: Danby, O’'Connor, and Petrie Sdethe

Metropolis

Artists have often moved around in the interests of professional study, training,
exhibitions, and sales opportunities. In the first half of the nineteenth gemiany
continental artists headed for London, where they sought to benefit from a well-
established history of private and royal patronage, a successful educaton, sysd a
range of flourishing artistic societies and institutions, including the @sttiblished and
highly regarded Royal Academy of Art, founded in 1768. In chapters 3 through 5 of this
study, | will consider the impact of such perambulation upon the careers of,Danby
O’Connor, and Petrie, respectively.

When they first arrived in London together, the men viewed the Royal Academy
collection and enjoyed a private audience with Benjamin West (1738-1820). Given the
precarious nature of their finances, however, Petrie was enticed by kistéathturn
home almost immediately. When Danby and O’Connor soon thereafter ran out of money
they opted to walk to Bristol, where they hoped to obtain passage on a boat scheduled to
leave for Ireland. For Danby, providence intervened, however, when he met a generous
patron who admired his work; he decided to remain in the port town to paint for this man
and plot an eventual return to London. Through his hard work and the attractiveness of
his art to sponsors and patrons, Danby’s career would blossom in England even as his
topographical landscape views gave way to apocalyptic Sublime vistas tlettpdes

man’s heroic struggle to triumph over tragedy, as | will discuss in chapter 3.
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Of the three artists, only Danby publicly exulted in rejecting Irelandhgland.
Nevertheless, throughout his career he remained in close touch with Petriebee
and O’Connor, who would eventually become his neighbor in London. Danby’s
successful ascent within English artistic culture, first in Bristol and théondon, was
indeed remarkable; he garnered attention, support, and patronage within the environs of
both the Royal Academy and the British Institution. But his professional reputati
would suffer irrevocable damage from a series of tumultuous mid-qaeesonal
problems, and he was eventually compelled to flee England for the continentnAftgr
years, he returned to London and produced, among others, a major epic work that
encapsulates his resolute dedication to the Sublime. He also began to retuamtbtdrel
paint on occasion, and, while there, he would abandon his penchant for epic and
spectacular Sublime exhibition pieces in favor of a poetic landscape stylartioaedh
his early works, prior to his debut in London. Perhaps he had come full circle, or possibly
it was only through the excesses of the Sublime that he came to recognizeutdseofir
the “neo-provincial.”

In chapter 4, | consider James Arthur O’Connor, who left Bristol (without Danby)
within a few weeks and returned to Ireland. Somewhat indecisive in his careehglans
would finally return to London in 1822, where he would establish himself as a regular
exhibitor at both the Royal Academy and the British Institution. In 1826 and igai
1832, moreover, O’Connor went on extensive continental excursions. During the second
one, he traveled throughout Rhenish Prussia and immersed himself in German
Romanticism, transforming his approach to the canvas. He was not alone—many

travelers, tourists, and artists alike were drawn to the Rhineland and the anobihace
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RhineromantikO’Connor’s art soon turned inward; instead of producing topographic
“portraits” of his clients’ houses and demesnes, he produced powerful and emotional
landscapes that were rife with drama and passion, leading later scbdiakshe

Irishman to the work of Caspar David Friedrich (1770-1840).

My investigation of O’Connor will focus primarily on his post-continental,
Romantic Sublime paintings, completed in England, and | will position him within a
broad theoretical and formal modern context. Of the three Irish artists, hemuosdies
the conundrum, discussed by Roy FostdPaddy and Mr. Punch: Connections in Irish
and English Historyopf the “exile of his own volition”: “People who lived, or were in
some sense ‘caught,’ between the two countries . . . [whose experiencesceddds
particular intersections in the modern periét®’Connor was indeed “caught” in this
sense, obliged as he was to live in England while always yearning for hesdoomtry’s
emotional and creative sustenance. O’Connor’s experience further evokes thay of ma
other Romantic artists who identified with the theme of the wanderer, patiyagileen
his “self-representation” within his later landscaffes.

In chapter 5, | will consider George Petrie’s unique success in ekiaples
sustainable international professional reputation while living exclysindteland. The
catholic nature of Petrie’s career encompasses work as an archealatgigiarian,
writer, cartographer, and artist. As the latter, notably, he edtatlmsarly and
longstanding relationships with numerous reproductive print publishers, who produced
volumes of his images. This practice ensured a wide distribution of his artaaiedhis

reputation. These various print editions were comprised of Irish landscape s@we in

% FosterPaddy and Mr. Pungh.
22 cusackWanderer in Nineteenth-Century German Literatiie-.
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a large format best suited to viewing at home, others sized to be portablguides
featuring Petrie’s illustrations along with detailed descriptions ofsouroutes and
sights of interest.

In addition, Petrie produced many watercolor paintings during his career,
indulging an interest in Sublime views of the Irish landscape. Thesesrdaget sites
of critical importance to Irish history, culture, and religion, and sevéaratrate Irish
patterns of pilgrimage—those of the pagan, the Christian, and, ultimately, the Dist
watercolors are particularly telling of Petrie’s priorities andnests as an artist because
they were not encumbered by the censorious editing of his print publishers. Though
Petrie never undertook continental sketching excursions as his colleagugsabdnb
O’Connor did, the theme of travel nevertheless resonates within his work, prgraoti
essentially Irish perspective on the multilayered diachronic and syncipassibilities
of the land. As such, these images present an important counterpoint to the longstanding
and frequently pejorative English perspective on “provincial” Irigtucal history that is
documented through centuries of historiography.

| intend to present these artists’ innovations as representative of a yniquel
realized incarnation of the Sublime in Irish landscape painting. Through araiqu of
the relationship of the provinces to the metropolis and the themes of exile, theoquest f
modernity, and the artistic virtues of the Sublime, | hope to shed some light on a
heretofore underappreciated moment in the history of Irish and internatiomathaat i

nineteenth century.
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Chapter 1
The Provincial: The Visual Arts in Ireland during the Nineteenth Century

No one could write a book about Ireland without getting into trouble.
—Halliday Sutherlandyish Journey 1959

All travel can be seen as an act of translation. In the geometrical sense, the

traveller is “translated” or moved from one point to another. In the linguistic

sense, travel can involve inter-lingual translation, speaking a foreigndgagn

another country, or intra-lingual translation, speaking the same language but in a

different country. In addition, there are intellectual and emotional acts of

translation, converting the experiences of the other place and people into the

traveller's own native currency.

—Michael Cronin, “Fellow Writers,” 1993

To provide a context for Danby, O’Connor, and Petrie’s transformations from
provincial neophytes to masters of the intercontinental Sublime, a thorough conmiderati
of Ireland’s cultural milieu in the eighteenth and nineteenth centuries isedqlihe
complex challenges that plagued Ireland’s artistic community both before and during
their professional coming of age will inform my later analyses of theimgits to move
past their Irish artistic heritage. Here | will attempt to make thbakenges as plain as
possible.

The artists themselves had mixed feelings about their origins and traming. |
England, Danby was so eager to fit in that he proudly called himself an Engksh arti
However, his loyalty to England would eventually diminish, as he reconnected with

Ireland and once again exhibited at the Royal Hibernian Academy. O’Connor®iove

Ireland, on the other hand, never faded at all despite his relocation. Intent on making a

! Halliday Sutherlandyish Journey(New York: Devin-Adair, 1959), preface, no page.
2 Michael Cronin, “Fellow Writers: Contemporary TeWriting and Ireland,” iffourism in Ireland: A
Critical Analyss, ed. Barbara O’Connor and Michael Cronin (Cork: KCdniversity Press, 1993), 57.
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living with his art, he sought the relative economic security of London. However,
throughout his life he returned to his ancestral and spiritual home for sketching
excursions, reveling in the beauty of his native land but returning to his adopted one to
exhibit his work. Finally, Petrie’s youthful excitement at the opportunities London
offered was curtailed by pressure from his loved ones at home. After lyisuedrl
successful exhibition in 1816 at the Royal Academy, he returned his focetatallr
Although he abandoned his initial enthusiasm for the life of an artistic “eilmtghout
his career he demonstrated his awareness of progressive, metropolitan estliiac
interest in international formal and theoretical artistic developmentsdsrévin his
landscapes that celebrate Ireland’s history, which, despite their conterdsything but
provincial in their style and intent.

When studied in tandem, these artists’ various attempts at “exile” from their
culture and artistic training, their drive to absorb modern formal and thebpetrezepts
in London, and their unique interpretations of the metropolitan perspective they
encountered there all contribute to a pointed reappraisal of their paintirsigasfiaant
contribution to the Romantic obsession with the Sublime. First, then, it is essential to
review the experiences of artists in general in Ireland in order taganre meaningful
appreciation of why so many were compelled to leave. This goes against pgeadili
historical wisdom, by and large, which views Ireland’s artistic cultureft@dajority
of its artists, as “derivative” in comparison to their international contempsrarhere
has been a tendency to rely on formalist analysis, in addition to a biographical,
monographic approach, and most of the past chronicles of Ireland’s art andseopiped

there. This discussion, on the other hand, will engage the work and lives of these three
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artists in an unbiased and interdisciplinary context. Artists do not work in a vacuum,
though we might like to imagine otherwise. Business plays a cruciahraleartist’s
reputation. In addition, without an economic foundation, artists would not be able to
acquire the necessary educational training, exhibition opportunities, onabtai
patronage to practice their art.

Politics further influences the stability of economic support systems farthe
Ireland’s longstanding and often contentious relationship with England provided the
fodder for much controversy, and this affected cultural life too. Given the rtame fof
Danby, O’Connor, and Petrie’'s coming of age, the specter of the Greati®tehatl
uprising of 1798 loomed too ne&fhe social plight of the disenfranchised, impoverished
peasant class was visible everywhere and could not be ignored, even by thosésn the a

or, especially, in some ways, those interested in supporting them.

Regrets and Aspirations: Fine Art in Dublin at a Difficult Time

Successful efforts had come to fruition during the eighteenth century tasstabl

viable schools and exhibition opportunities for Irish artists. However, in 1801, the Irish

Parliament was moved from Dublin to London, and this had a host of ramifications for

% For background on the Great Rebellion, see JarnesoB, History of the Rebellion in Ireland, in the
Year 1798, Etc. Containing an Impartial Accountted Proceedings of the Irish Revolutionists from th
Year 1782, till the Suppression of the Rebel{loondon: J. D. Dewick, 1803); Roy Fost&todern
Ireland: 1600-197ZDublin: Penguin, 1988), 240-86: R. B. McDowellhe Protestant Nation: 1775—
1800,” inThe Course of Irish Historyed. T. W. Moody and F. X. Martin, 4th ed. (LanhdRaberts
Rinehart, 2001), 190-203; J. H. Whyte, “The Ag®ahiel O’Connell: 1800-47,” ifhe Course of Irish
History, ed. T. W. Moody and F. X. Martin, 4th ed. (Lanhd&oberts Rinehart, 2001), 204-17.
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the Irish people over the ensuing centuAfter this “Act of Union” took place, the
social, political, and cultural climate within the Irish capitol changethdtizally. Very
quickly, most of the Irish peers and nobles who had maintained residences in Dublin,
often with a second home in the Irish countryside moved their families, andaatial
cultural roles, to London, whereby Ireland became part of the United Kingdoneatf Gr
Britain and Ireland.William Carey, a self-described “patron of the fine arts,” cited the
harsh realities associated with these issu& me Memoirs of the Patronage and
Progress of the Fine Arts, in England and Ireld2826):
The internal resources of Ireland, so far as they can be fairly estimatieel by
capital city, will be more obvious by looking to the number of the Irish nobility
and gentry necessarily withdrawn from their place, as inhabitants of Dublin, by
the Union. Prior to that memorable change, two hundred and seventy-one spiritual
and temporal peers, and three hundred members of the House of Commons,
resided, witherdic] constantly or during the sitting of the Irish Parliament, in that
city. The citizens derived no inconsiderable encouragement in their tradénom
supply of those families; and the money which they circulated contributed much
of the wealth and growth of the metropdlis.
For artists who had depended upon the aristocratic class (which meant most pfttisem)
mass departure had disastrous consequences for both patronage and commigsions. Jus
twelve years after this exodus of the nobility and gentry, then, followingadepesars of
training at the Royal Dublin Society schools, Danby, O’Connor, and Petriedeft f
London.

The themes of emigration and exile, of course, dominate many discussions of

eighteenth- and nineteenth-century Irish life and culture; the need tolekaral in

* See James H. Murphireland: A Social, Cultural and Literary History;791—-1891(Dublin: Four Courts
Press, 2003), 21. Essentially, this act meantttiepower to govern Ireland was transferred to &mdl

® See Patrick M. GeoghegaFhe Irish Act of Union: A Study in High Politics98—180{Dublin: Gill &
Macmillan, 1999)Hearts and Minds: Irish Culture and Society undez Act of Unioned. Bruce Stewart
(Gerards Cross, Buckinghamshire: Colin Smythe, 2002

® William Carey,Some Memoirs of the Patronage and Progress of e Arts in England and Ireland
(London: Saunders and Ottley, 1826), 216-17.
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search of economic opportunities affected all professitméis Essay on the Natural
Advantages of Ireland, the Manufactures to Which They Are Adapted and the Best Means
of Improving Those Manufactur€s796), William Preston presented to the Royal Irish
Academy the problems that compelled many of the landed gentry to emignatd] as
the negative consequences for Irish culture: “The arts are littleatelti, such artists and
men of genius as the country produces (notwithstanding the countenance of a few, who
hold out, a right example, but in vain to the men of rank and fortutrelamd) are
driven, by the meager encouragement, which their native soil affords, to emigrate, f
daily bread. Even those arts, which minister to the more refined pleasures, amd eleg
luxuries; at how low, how deplorable an ebb, are they amon§ us.”
The desultory condition of the arts in Ireland was remarked upon by literaty lig
of the period as well, often with considerable candor or even wit. lirhisuthentic
History of the Professors of Painting, Sculpture, & Architecture, Who Have Rrddtis
IRELAND; Involving Original Letters from Sir Joshua Reynolds, Which Prove Him to
Have Been llliterate. To Which Are Addétemoirs of the Royal Academicians; Being
an Attempt to Improve the Taste of the Re&nthony Pasquin [John Williams, 1754—
1818] strove to
rescue, as far as | am able, the Professors of Painting, Sculpture, andcfuohi
in our sister kingdom, from oblivion; and to strengthen the propensities of the
wise and powerful, in their habits of protection and encouragement towards the
Muses and their retainers . . . THiae Arts have never been cultivated in Ireland,

with that strong attention and encouragement which is necessary to produce
eminentProfessors: there are two reasons which may be adduced to apologize for

" See Roy FosteRaddy and Mr. PunctDublin: Penguin, 1988), 281-305, for a generatuision of the
Irish trend toward emigration to England.

& William PrestonEssay on the Natural Advantages of Ireland, the Martures to Which They Are
Adapted and the Best Means of Improving Those Maturers(Dublin: Royal Irish Academy, 1796),
310. The Royal Irish Academy recorded Preston’ayessits transactions for the year.
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this unfortunate truthsiz. the poverty of the nation, and the consequent want of
illumination in the general orders of its inhabitants. Though Ireland has become
proverbial for her wit and her bravery, she appears to me to want that portion of
consideration and perseverance, which is incontestably expedient to the
furtherance and completion of such an object.—PAINTING, SCULPTURE, and
ARCHITECTURE, are the offspring of Luxury, and the concomitants of
refinement; and were never known to flourish greatly, where Nature was
unadulterated, or Society enfeebled by penury:—those impressive and alluring
ladies must be pampered, or they will sicken, if not pérish.
Despite the rhetorical flourish, Pasquin points out an essential hindrathee to
development of an art market in Ireland at this time: the majority of dsl@dved
below the poverty levéf Pasquin observes that support for the fine arts was predicated
upon a culture of luxury. The Irish peasantry simply could not afford, literally or
figuratively, any indulgence in the arts during this period. Thus the artdandrevere to
be entwined with its tumultuous history with England, just as its politics had been sinc
the Anglo-Norman invasion of Ireland in the twelfth centtiriater invasions were
motivated by England’s interest in Ireland as a valuable and strategigce, and this
prolonged struggle for colonial control devastated the country, resulting irsperva

poverty and the dispossession of land some for the peasant majority, which would lack

many freedoms and comforts until the social reforms of the eighteenth and mtimetee

° Anthony Pasquin [John Williamshn Authentic History of the Professors of PaintiSgulpture, &
Architecture, Who Have Practised in IRELAND; InwagyOriginal Letters from Sir Joshua Reynolds,
Which Prove Him to Have Been llliterate. To Whiak AddedMemoirs of the Royal Academicians;
Being an Attempt to Improve the Taste of the Rélatmdon: H. D. Symonds, 1796; reprihbndon:
Cornmarket Press, 1970), 5. Williams was born igl&mnd and studied as a painter and engraver at the
Royal Academy.

12 See Charles Gavan Duffypung Ireland: A Fragment of Irish Histotilew York: Cassell, Petter,
Galpin, 1880), 141-48; J. H. Whyte, “Age of Dar@Connell,” in The Course of Irish Historyed. T. W.
Moody and F. X. Martin, 4th ed. (Lanham: RobertadRiart, 2001), 204-5.

! peter GrayFamine, Land and Politics: British Government andH Society, 1843-185@ublin: Irish
Academic Press, 199%evin Kenny,lreland and the British EmpiréNew York: Oxford University
Press, 2004); and F. X. Martin, “The Normans: Aatignd Settlement, 1169-1300,"Tihe Course of Irish
History, ed. T. W. Moody and F. X. Martin, 4th ed. (Lanhdoberts Rinehart, 200195-112.
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centuries? As longtime invaders, too, the English cultivated a powerful literajugice
toward the Irish, which included a well-publicized disdain for their faith, culideatity,
art, and history?

Given their various and endemic political, social, and economic crises, then, the
Irish people were unable to develop a formal, traditional infrastructw@poort the arts,
in the manner of countries such as Italy or France. In the early nineteentiyc Irish
artists had to scramble not only to acquire patrons but also to overcome the bias for
English artists and styles that persisted among the Anglo-Irish upgses, those titled
landowners whose Anglican background separated them from the majority of the
Catholic Irish natives?

Moreover, it was not even English but French and Italian art that reigned supreme
among patrons on the isles. Many British aristocrats, upon their return frdamnehd
Tour of the continent, brought back with them a decided penchant for continental
painting in the style of the seventeenth-century artists Nicolas Pouss8+{H&%) and
Claude Gellée (Claude Lorraine, 1600-168Zor many wealthy young men and

women in the eighteenth and early nineteenth centuries, the Grand Tour’s extensive

12 Gray,Famine, Land and Politicd—11; Maureen Wall, “The Age of the Penal Laws91-61778,” inThe
Course of Irish Historyed. T. W. Moody and F. X. Martin, 4th ed. (Lanhdaberts Rinehart, 2001),
176-89; Arthur YoungA Tour of Ireland(Dublin: G. Bonham, 1780), 35-36.

13 See David Cairns and Shaun Richamisiting Ireland: Colonialism, Nationalism, and Cuie (New
York: St. Martin’s Press, 1988), and Terry Eagleterederick Jameson, and Edward W. Said,
Nationalism, Colonialism, and Literatu®inneapolis: University of Minnesota Press, 1990).

14 Foster Modern Ireland,170. The term “Anglo-Irish” refers to a class ahdled gentry that traced its
roots back to “Norman, Old English, Cromwellianeen (in a very few cases) ancient Gaelic.
Anglicanism conferred exclusivity, in Ireland asciontemporary England; and exclusivity defined the
Ascendancy, not ethnic origin. They comprised @e elass who monopolized law, politics, and ‘sbgie
and whose aspirations were focused on the IristselofiCommons.”

15 See Patrick Andersover the Alps: Reflections on Travel and Traveltiiwith Special Reference to
the Grand Tours of Boswell, Beckford and By(bandon: Hart-Davis, 1969); Jeremy Bladlhe British
Abroad: The Grand Tour in the Eighteenth Cent{Mgw York: St. Martin’s Press, 1992); Elizabeth
Fitzgerald Lord Kildare’s Grand Tour: The Letters of WillianitEgerald, 1766—176@Wilton, Cork:
Collins Press, 2000); Christopher Hibbéme Grand ToufLondon: Thames Methuen, 1987); Cornelius
Kelly, The Grand Tour of GalwafCork: Caileach Books, 2002).
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travel abroad comprised a necessary sort of finishing school. There amnsrtour
accounts that document the experiences of these travelers, who, during theirsjourney
immersed themselves in the arts and society of Europe. In a chapter ovlnagye
guoted memoir titled “Anti-British Prejudices of the English, Irish and @cdtavelers
and Absentees at Paris and Rome,” William Carey vividly desciiosg fashionable
contemporaries who disdained provincial Irish and even English artistibiltigs “At
the time when Lord de Tabley traveled on the continent, it was more customary than at
present, for persons of rank and fortune, from Great Britain and Ireland, to visiaRr
Rome, and to adopt the Anti-British prejudice, or belief, that the climate of the sis
island disqualified their countrymen from the attainment of excellence inngparid
sculpture.*® Carey concluded, with some disgust, that these continental and Francophile
prejudices arose from the succession of wars between Britain and Franeprasdnted
treasonable leanings among his countrymen on the contihent.

In his multivolumeHistory of the City of Dublif1861), John T. Gilbert recounts
the challenges for Irish artists who were searching for support, inglaai anecdote,
told to him by an anonymous Dubliner, which demonstrates the prevalence oisanti-Ir
attitudes and biases in particular. After viewing a private collectioncMalster
paintings in Dublin, this gentleman had a fortuitous encounter with the Irish Igedsca
painter Robert Carver (1750-1791), who inquired as to his opinion of them. The
gentleman retorted that he much preferred to see Irish paintings by lissh &¢izing

the opportunity, Carver invited the gentleman to visit his painting studio, so that the artis

16 Carey,Some Memoirsl0-11.
Y 1bid., 41.
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could share his frustration with the patron about the hypocritical nature afrtleatc
cultural milieu:

Why, replied he [Carver], | have some pieces at home which would be of no
disgrace to a gentleman’s dining-room, but then they would be known to be mine,
and no one would vouchsafe to look upon the paltry daubings. Indeed, if | had
recourse to the dealers’ arts, made use of the Spaltham pot, and gave it out that
they [the paintings] were executed by Signor Somebodini, all the connoisseurs in
town would flock about them, examine them attentively with their glasses, and
cry out with rapture—*What striking attitudes! What warm colouring! What
masses of light and shade! What a rich foreground! Did you ever see anything
more riant?” The gentleman’s critique of Carver’s work was exceedinglinvegsi

. . and found he had not uttered a vain boast; for, indeed, he showed me a piece
executed in so masterly a manner, that | could have gazed on it for hours with the
highest satisfaction, but that | was pained to see so much merit unadmired and
unrewarded?

There were exceptions to this chauvinism, however. Slowly, individuals and,
eventually, groups of like-minded citizens came together in an attempt to thelge
cultural abyss? In the eighteenth century, a group of forward-thinking men of primarily
Anglo-Irish ascendancy met at Trinity College on June 25, 1731, to create thle Roy
Dublin Society to promote the visual arts in Irel&fth his book entitled\ School of Art
in Dublin since the Eighteenth Centuayt historian John Turpin analyzes the lack of a

strong, formalized system of art education in Ireland, and the establishmieatRutal

18 John T. GilbertThe History of the City of Dubli(Dublin: McGlashan, 1859), 3:347-49. Gilbert
continued by noting that when Carver sought toddaublin for employment in London, he had to stage
“musical benefit” simply to raise money for his page. Once in London he found work painting stage s
for the theater and “attained an eminence unappeahin that department of art.” Gilbert also présdn
the problems encountered by the Irish artist Ridlidickey, who had studied and worked in Italy befor
returning home in the naive belief that his sucéesbtaining commissions would continue. Eventuak
too was compelled to immigrate to London, wheretdlisnts were ultimately recognized at the 1771
British Exhibition.

19 This is not to suggest, of course, that the Ivighe the only ones experiencing difficulties wigttig up
proper systems of artistic education, exhibitiopaunities, and a viable sales market; the Engéish

well as the Americans, had similar problems.

2 The Royal Dublin Society’s original charter was ‘fonproving husbandry, manufacture and the useful
arts and sciences.” Under the direction of Dr. SeifMadden, the school promptly set up a system of
rewarding students with “premiums” or financialzas for good work.



23

Dublin Society to fill that void* From the outset, the Royal Dublin Society also aligned
itself with a preexisting drawing academy run by the artist Robest {le1770f? The
Royal Dublin Society was never intended to be a painting academy like the Royal
Academy in Londo?® Rather, teachers at the society offered instruction on the basics of
architecture, drawing, color theory, and perspective, with a distinct emphabis on t
practical applications of these skills, which were intended to be utilized ing&gocr of
good design within industrial productiéh.

In 1776, the Society of Artists in Dublin, Ireland, was formed to sustain and
encourage the exhibition prospects of contemporary local artists. OvextHetpeight
years, this organization changed its name and address multiple times, but, until the

foundation of the Royal Hibernian Academy in 1823, it remained the most consistent

L John TurpinA School of Art in Dublin since the Eighteenth Cepi{@ublin: Gill and Macmillan Ltd.,
1995), 76. Turpin notes that the original membéithe® Royal Dublin Society included many acting
parliamentarians. Once the Irish Parliament moweddondon, the patronage of King George IV left the
society as well, and its other support witheredafdime.

22 See George Walter Stricklandl Dictionary of Irish Artist{Dublin: Irish Academic Press, 1913), 2:515.
Strickland wrote that West was born in Waterford ams an art student in Paris. Additionally, Stiackl
guotes the minutes of the Royal Dublin Societynt®ia good spirit shows itself from drawing and
designing, which is the groundwork of painting aaduseful in manufactures, it is intended to eaditle
academy or school of drawing and painting, from mdgesome geniuses may arise to the benefit and
honour of this Kingdom; and it is hoped that gemida of taste will encourage and support so useful a
design.” The Royal Dublin Society absorbed Westiggte school into its own on George’s Lane, Dublin
until 1756, when the society’s schools moved to B&treet, Dublin. See Rev. Robert Walsh, John
Warburton, and Rev. J. Whitelatjstory of the City of Dublin, from the Earliest@uints to the Present
Time(London: W. Bulmer and Company, 1818), 2:1180: fRebert West] is considered as the parent of
the Arts in Dublin.”

3 Gilbert, History of the City of Dublin349. Gilbert stated that forty years after thamlishment of the
Royal Dublin Society, during the Vice Royalty oetBuke of Rutland (in the 1770s), there were plans
afoot to create an ancillary painting academy iblwu This proposed academy would provide further
education to students who had graduated from th@lRaublin Society. The plans for the academy
included a president and twenty members from tis¢ diraduating class, with subsequent members to be
supplied from future classes. Additionally, thererevplans for a National Gallery of Art that woblel
stocked with fine examples of art for the studéatsopy while being open to the public. After thekd

died in 1787, however, the plans were scrappedtandstablishments of both a painting academy and a
national gallery of art would wait until the ninetegh century.

%4 Turpin, A School of Art in Dublin39-40. Turpin proposes that the Royal Dublin 8iyts function was
pragmatic and practical rather than “primarily Ifgetual or aesthetic.” Derived from the South Kiegson
System of art education in England, this senseafdtjzality prevailed until the establishment of tRoyal
Hibernian Academy in 1823.
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source of exhibition opportunities as well as published catalogues itemiamiggs for
sale. Gilbert claimed that this society was founded both to promote an appreciation of
native Irish artists’ talentandto market their work to purchasers with a penchant for
continental arf” In his analysis of it, Gilbert observes that many of his contempomaries
fact bemoaned the lack of quality in Irish work, which arose in part from thetdepaf
Dublin-trained artists for more advanced instruction abroad, where thayreftained:
“The Academy [Royal Dublin Society schools] has produced many excellent ks chal
and more than this it could not do, for more it did not teach. To expect painters from mere
workers in chalk would be to expect philosophers from a grammar school . . . Surely, to
have painters from a mere drawing school is to reap without sowing. If the Seoidty
have painters, there must be schools for painfif@ilbert’s dismay and frustration with
the limitations of the Irish art market are obvious. In particular, heowttaged by the
fact that many artists ultimately achieved financial successmadan with the very same
paintings they could not sell in Dublin. He further laments that Irish clientied to
favor exclusively Old Master paintings that were in fact often siroppies presented as
originals?’

The Royal Dublin Society was not without its critics, naturally, includnoge
with particularly vituperative opinions of the schools’ conditions. For examblée w

Pasquin applauded the growing list of subscribers to the society and the effcets of w

% Gilbert, History of the City of Dublin344. In the first year of existence of the SacigftArtists in

Ireland, Dublin, over one hundred gentlemen subedripaying three guineas each for entrance for
themselves and their heirs to future exhibitiortge Tirst exhibition was held in 1766 at the Willi&treet
address; it included landscape paintings by Rdbarter (1750-1791), Delane (d. 1812), and Jonathan
Fisher (d. 1809); sculptures by Patrick Cunninglfdmi774), Richard Cranfield (1731-1809), and James
Tassie (1735-1799); and drawings and prints byiaillBertrand (1765-1770) and Thomas Chambers
(1724-1789).

% Gilbert, History of the City of Dublin345.

27 |bid., 343. The same conditions existed in England America as well.
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meaning patrons such as the Lords Charlemont, Powerscourt, and Portarlington, he
continues:

The encouragement which even they [the Royal Dublin Society] afforded to the
Polite Arts,though comparatively ample, was not sufficient. Their Academy is
rather destructive than otherwise; as it annually vomits forth an immensegpict

fry, who fall short of their expected attainments; as, commonly speaking, they ar
surreptitiously imitative, and unqualified claimants upon Fame and Patronage;,—
their talents are immature, and their lives replete with disappointment aad sorr
Thus, in this particular department of their vast undertaking, | think the Society
has been more injurious than beneficial; as it is not in the disposition of a human
being to bless those who create an appetite, without having the ability to
administer sustenance . . . Considering Ireland as a nation, she possesses a more
than ordinary portion of genius; but that genius is exemplified in an aptitude of
merriment according with momentary social desires, and conducive to the
sublimation of hilarity; rather than in those progressive stages of endeavor, which
lead the struggling mind to an established excellence. Irishmen arealyener
speaking, too mercurial, in their propensities for the habitudes of profound
thinking*®

Until the formation of the Royal Hibernian Academy in 1823, successful students
of the Royal Dublin Society who sought advanced training in painting were encdurage
to align themselves with professional artists outside of its schbimig-houghts and
Facts Concerning the Fine Arts in Ireland and Schools of D4ig#7), the portrait and
subject painter George Mulvaney lamented the longtime neglect of the aeiair)
from “its highest walk of ideal embodiment to its humblest influence on the veryypotter
of every day demand®®He implored his readers to consider their nation’s legacy to
future generations: “When the mere parchment records of a nation’s graatanesv

crumbled into dust; when power and dominion have melted from her grasp, when

2 pasquinAn Authentic History6—7.

2 Turpin, A School of Art in Dublin64—65. Turpin observes that it was through thisrajement that the
landscape painter Thomas Roberts (1760-1826) ext@mstruction from the landscape painter George
Mullins (fl. 1763-75). Mullins was a well-regardithdscape artist who, after exhibiting with the Rioy
Dublin Society, left Ireland for London and exhéitat the Royal Academy from 1770 to 1775.

%0 George MulvaneyThoughts and Facts Concerning the Fine Arts inainel and Schools of Design
(Dublin: Cuming and Ferguson, 1847), 15.
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prostrate under the reverses decreed to all by Immutable Wisdom, what arst her be
testimonies of her past glory? Her monuments of Art.”

Rhetorical excess aside, Mulvaney’s “thoughts and facts” do includesdaibailit
the practical educational approaches of the Royal Dublin Society. Studgentdle
rudimentary drawing, chiaroscuro, color theory, and perspective, and then they were
encouraged to choose a specialty from the hierarchies of painting types, which included
history, portraiture, genre, landscape, and still life. Mulvaney observdtg dan find an
eminent professor in any of these branches, capable and willing to aid him iretiie dir
application of his power, who will install sound principles of practice, not mere tifcks
art, many of the difficulties of his path will be cleared, and he can the esgpbr his
powers to work out something new and gréat.”

Frustrated by the shortcomings of the Royal Dublin Society, the writgoldose
Cooper Walker, in an essay entitl®dtlines of a Plan for Promoting the Art of Painting
in Ireland (1790), blamed the school’'s small endowment. He joined many others in
pointing out how a desperate lack of funds hindered proper instruction, the adequate
supply of art materials, and the acquisition of appropriate drawings, models, and
paintings for the purpose of study: “A School thus frugally constituted may produce
indifferent draughtsman, but it can never make a good painter. Painting is aivémitat
art, yet the students of this school are almost without a single object worthy of

imitation.”? Initially he was impressed with the quality of “several effusions” froen t

31 Mulvaney, Thoughts and Factg—14.

%2 bid., 20. See also Turpi, School of Art in Dublin64—65. Turpin states, however, that for any sitide
who sought “more advanced study” than that of greqticeship with a professional painter, the only
choice was to go abroad. Joseph Cooper Walketljnes of a Plan for Promoting the Art of Pairgim
Ireland: With a List of Subjects for Painters, Dinafvom the Romantic and Genuine Histories of Irdlan
(Dublin: George Bonham, 1790), 8-9.

% Walker,Outlines of a Plans.
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students, but upon inspecting the desultory physical condition of the rooms, he declared,
“The appearance of the rooms filled me with shame; nay, it almost made etel nggs
an Irishman.®

Walker understood that without an academy that taught painting at the lelvel of t
Royal Academy in London, Ireland’s artists would suffer as painters. dalsa
familiar with the Englishman Sir Joshua Reynolddiscoursesand he quotes from them
extensively to make his point, observing, among other things, the need for students to
copy Old Masters as a means of attaining the level of sophisticatiorothate found
in London.In addition, he specifies the teachinghadtory paintingin Ireland as a crucial
element for the establishing a first-rate academy, because it n@ofthe tests by
which national character will be tried in after ages.”

The absence of advanced training for students of painting was much discussed in
the literature of the time. John O’Keefe (1744-1833), a student of the society schools,
had been instructed by their first master, Robert West. O’Keefe providethariid
account of the school’s habit of encouraging advanced pupils to further their education
overseas—the faculty in Dublin fully recognized the shortcomings in itscalum,
while cultivating a healthy appreciation for international artistacpece and theory as
well. O’Keefe writes, “The members of the Dublin Society composed dfdhe
Lieutenant and most of the nobility, and others, frequently visited our academyotar see
goings on and some of the lads were occasionally sent to Rome, to studyahe Ital

Masters. | was present . . . and saw the cases containing the casts frongtlee ant

34 Walker,Outlines of a Plan6.
% Ibid., 23-24.
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brought from Rome, and opened, and from these in a very few years | stiidite.”
institution was handicapped well into the nineteenth century by a lack of fiobjects
for its students to copy/.

Another resource of great relevance to London artists that was missing in Dubl
was the print shop. As will be discussed further in chapter 5, in London during this period
there were many shops catering to buyers of reproductive prints thatundrg
knowledgeable people. In contrast, prints were much less available in Duldlhre Life
of James Gando(1846), artist and writer Thomas J. Mulvaney (1779-1845), father of
George Mulvaney, describes the architect Gandon’s arrival in Dublin in 1781 to
supervise the construction of the Custom House, which he had designed and positioned
alongside the River Liffey in central Dublin. Despite his prominent axthital
commission Gandon wrote about Ireland’s problematic historical and politicaticn
as the cause for the absence of an infrastructure for artistic supplompulbtt and
private.

In traversing a city of such large extent, the capital of a kingdom, | wasygreat

surprised to find but one print shop . . . The few houses to which | had access

scarcely possessed a picture or print, and those which they had were but
indifferent, mostly suspended from the wall, without either frame or glaseeHe

| concluded that the Fine Arts were little attended to, and the profession not much

respected. | afterwards found this to be the case. There were few painters of

eminence . . . Wheatley and Hone in portrait; Ashford and Fisher in landscape but
these last two gentlemen depended more for their incomes on the places [jobs]
which they held, than on the results of their professional labours. But it was no

wonder that the polite arts should not prosper in a country continually in a

political ferment, and where most of the families of distinction seemed wholly
employed in converting their political influence into sources of personal

3% SeeThe Irish Industrial Exhibition of 1853\ Detailed Catalogue of Its Contents with Critical
Dissertations, Statistical Information, and Accaunf Manufacturing Processes in the Different
DepartmentgDublin: James McGlashan, 1854), 433—67; John @f&&@he Recollections of John
O’Keefe(London: Henry Colburn, 1826), 13-16.

%" The eventual dissemination of major private aliections from Italy and France to England anda to
lesser degree, Ireland, will be considered at leimgthapter 2.
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aggrandizement. The polite arts or their professors can obtain little notice &nd les

encouragement amidst such conflicting selfishness . . . There were but four

collections of pictures of consequence; these were the Duke of Leinster'sylthe E

of Farnham’s, the Earl of Charlemont’s and Lord Londondeffy’s.

Gandon’s mention of but a single Dublin establishment that sold prints confirmatthat
least in the eighteenth century, such places were not as common in lietaeg were

in England. We will see in chapter 2, however, just how important the English
reproductive print market would prove to be for the international exposure of both
English and Irish artists and their wotkAs such, Alderman John Boydell’s radical
efforts to expand the market for reproductive prints would have lasting conseqiences
Danby, O’Connor, and Petrie, among many otA&rs.

With the advent of the new century, other cultural organizations formed in Ireland
as well, including the Royal Irish Institution in 1814. This group primarily fotwse
promoting Old Master exhibitions, which provided excellent opportunities for thg stud
and appreciation of significant continental art at a time when Dublin was withoutia publ

painting gallery** The philosophy, mission, and aspirations of the members of the Royal

Irish Institution were announced in its annual exhibition catalogues:

% Thomas J. Mulvaneyhe Life of James Gandgbublin: Hodges and Smith, 1846; reprint, London:
Cornmarket Press, 1969), 49. The painters Gandaions are Jonathan Fisher (d. 1809), William
Ashford (1746-1824), Francis Wheatley (1747-188ty Horace Hone (1756—1825). See also George
Newenham WrightAn Historical Guide to Ancient and Modern Dublifiustrated by Engravings, after
Drawings by George Petrie, Esq. to Which Is Annex@thn of the Cit{London: Baldwin, Cradock, and
Joy, 1821), 421, who contradicts the writer ants ligher private collections, including those o&Th
Marquis of Waterford, The Rev. Mr. Pomeroy, Willidlmhn Moore, Provost's House, Grafton Street,
Francis Johnston, John Boyd, Esq., Alderman Castiriais Manning, Esg., Henry Manning, Lady Harriet
Daly, and Richard Powers, Esq.

39 See Gordon Fyfert, Power and Modernity: English Art Institutiorts750—195QLondon: Leicester
University Press, 2000), especially chapter 5, ‘srtl Reproduction: Some Aspects of the Relations
between Painters and Engravers in London, 1768%06,1101-19.

“0 Prints play an important role in the disseminatibfine art to an international art audience ia th
nineteenth century. In chapter 2, | consider theeligment of the English print trade and its effact
London, and later Dublin, as a “metropolitan” (@gposed to “provincial”) artistic hub.

1 SeeRoyallrish Institution, for Promoting the Fine Arts ineland, First Exhibition, July 8, 1814
(Dublin: John Jones, 1814), vol. 8, exh. cat. Tétaldishment of the Royal Irish Institution must be
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The Directors of the Royal Irish Academy for promoting the fine arfieiand,
have the pleasure of bringing before the public their first Exhibition of B&tur
by the Ancient Masters . . . The Directors entertain a strong hope, that this
exhibition will be the commencement of a new era in the History of the Arts in
Ireland, not only by exciting her industry, improving the talents, and stimulating
the genius of her Artists, but by inducing the public to bestow . . . discriminating
attention and effectual suppdft.
Tellingly, the catalogue text then clarifies that these arissitteties sought the kind of
patronage that sustained English art associations and encouraged active pttesaage
The taste and genius of the Irish people are happily too congenial, their ‘linterna
powers too active, strong, and feelingly alive to each fine impulse” to permit any
doubt of their obtaining from an assiduous and persevering cultivation of the Fine
Arts, the same pleasing and profitable results as have been invariablyl dgrive
other nations from similar pursuits, and induce the gratifying anticipation, that
Ireland will one day give to the world the rivals of a Reynolds and of a ff/est!
A sequential reading of the Royal Irish Institution exhibition catalogueale
how the ambitious objectives of the founding members were gradually cealizetime.
The Royal Irish Institution’s mission statements indicate the meshibelief that their
exhibitions were indeed successful in encouraging the appreciation ofrent wsh
society and instrumental in supplying students with quality examples of @dteM
paintings to stud§* By their fifth exhibition in 1829, the institution counted over two

hundred subscribers, and the installed works had grown to include landscape paintings by

or attributed to Claude Lorraine, Jacob Van Ruisdael (1628/9—-1682), Pieter Bruegel the

considered in connection to the large influx of Mdster paintings to England and Ireland as a resul

the dissolution of major European private collewsia@ue to the Napoleonic wars. The first exhibitén

Old Master paintings in Dublin was in 1814, whidntbnstrates the members’ commitment to making Old
Master painting available for emulation and stuglybung artists. This dispersal will be discussed a
length in chapter 2.

“*2Royal Irish Institution . . . First Exhibitionyjii.

**pid., ix.

“4Royal Irish Institution, for Promoting the Fine Aiin Ireland, Third Exhibition, May 25, 181Bublin:

John Jones, 1816), exh. cat.
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Elder (c. 1525-1569), Rembrandt van Rijn (1606—1669), Salvator Rosa (1615-1673),
Meindert Hobbema (1638-1709), and Aelbert Cuyp (1620-1691).

Despite Gandon’s pejorative assessment, other significant private colteofi
paintings did exist in Dublin at this time. The Reverend George Newenham Mifrigint
Historical Guide to Ancient and Modern Dubl(ih821), described the holdings of the
Earl of Milltown, the Marquis of Waterford, Reverend Pomeroy, Esquire Williahm
Moore, Esquire Francis Johnston, Esquire Richard Power, Esquire Henry Manning,
Esquire Thomas Manning, Esquire John Boyd, Alderman Cash, and the Provost of
Trinity College, and Esquire Francis John&biihe existence of these private collections
in Ireland by 1821 indicates that there were individuals with the wherewithalléotc
art, which constituted a hopeful prospect to the needs of local artists. Yet those priva
Irish collections would have been closed to them. In fact, until the opening ofyaé Ro
Hibernian Academy in 1823, there was virtually no dependable access at atksool
fine art for the general public, nor for struggling artists who wished toatentile Old
Masters as part of their artistic education.

Contemporaneous with the developments in Dublin, regional societies throughout
Ireland began to encourage artists through instruction, exhibition, andtbal€ork
Society for Promoting the Fine Arts flourished from 1815 to 1833, the Belfast

Association of Artists from 1836 to 1838, the Royal Irish Art Union in 1839, and the

“5Royal Irishinstitution, for Promoting the Fine Arts in IrelanBifth Exhibition, May 182¢Dublin: John
Jones, 1829)jntroduction, exh. cat.

“6 Wright, An Historical Guide to Ancient and Modern Dubli#21-27. The majority of these collections
included Old Master paintings, with particular erapis on Dutch, Italian, Spanish, and French adisté
as Teniers, Van Dyke, Cuyp, Rembrandt, Rubens,drie Caravaggio, Correggio, Titian, Veronese,
Murillo, Velasquez, Poussin, and Salvator Rosa.
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Cork Art Union from 1841 to 1843 (plate 5)The relatively brief tenures of these
institutions and societies reflect, however, the ongoing social, economic, andl cultura
problems that plagued Ireland at that time. Even for supporters of the artyethty ¢
the difficulties linked to famine, the post-union departure of English patrons, and the
challenging nature of Ireland’s relationship with England mitigated tiodite efforts'®
William Carey suggests that the Cork project was a particular triumph, an
institution that welcomed both amateur and professional artists and fostered oi
watercolors, and drawings that were in turn enthusiastically received pyttie’® In
particular, Carey notes the generous gift to the art union by King Gadajeplaster-
cast copies of important classical sculptures, includind\godlo BelvederendLaocodn
and His Two Son¥
Culminating this spate of art-related organizations was the founding of yfa¢ Ro
Hibernian Academy in 1823. This momentous development occurred with the support of
the Viceroy, Earl Talbot, and the encouragement of both Sir Thomas Lawrence (1769—
1830), president of the Royal Academy of London from 1820 to 1830, and the Dublin-

born Sir Martin Archer Shee (1769-1850), who succeed Lawrence as president of the

" Cork Society for Promoting the Fine Arts, Firsthibition, 1816(Cork: Edwards and Savage, 1816), 3—
6, exh. cat.; Catherine de Courcy, “The Historyhaf Royal Hibernian Academy of ArtsRoyal Hibernian
Academy of Artg (1987): xiii—xxi.The Royal Irish Art Union promoted the exhibitiomdasale of Irish
artists’ works, encouraged viewers to attend thenomgs, and further stimulated economic succesthéor
artists by the systematic purchase of works fariistion among union members. The union was
successful up until 1847, when the Great Faminastated the Irish economy; deeyal Hibernian
Academy of Art¢Dublin: Webb and Son, 1826), exh. cat.

8 See James H. Murphlyeland: A Social, Cultural and Literary History;791-1891(Dublin: Four

Courts Press, 2003), 33, 95. Ireland was plagugatdiylems during this period. In the famine of 1800
1801, an estimated forty thousand people diedharfamine of 1817-19, sixty thousand people died;
smaller famines followed as well in 1822 and 183ie Great Famine then occurred from 1845 to 1850;
see Thomas Colville-Scotfionnemara after the Famine: Journal of a SurvethefMartin Estat€1853),
ed. Tim Robinson (Dublin: Lilliput Press, 1995).

9 Carey,Some Memoir252.

*%Ibid., 254.
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London academy from 1830 to 1850The structure of the academy derived from the
nomination of fourteen academicians and ten associate academicianst éshiibition
was held in 1826 at the Academy House in Dublin, and the institution promptly benefited
as a result from gifts of antigue and modern sculpture, a research libraryasted m
drawings and prints appropriate for classroom emul&fion.
From its inception, the Royal Hibernian Academy in Dublin succeeded in
eliminating the barrier that separated the public from fine art. George Rat a
founding member of the academy and its president from 1857 to 1859. For him, and for
many other artists who chose not to leave Ireland, the academy provided an invaluable
education as well as exhibition opportunities. Petrie exhibited his paintings there
throughout his career (though O’Connor and Danby rarely did). Art historians @ather
de Courcy and John Turpin have compiled a meticulous record of the establishment and
development of the Royal Hibernian Academy throughout the nineteenth century, but it is
once again William Carey’s primary-source documentation that sheds théghben
the anticipation and exhilaration surrounding the academy’s opening. Hisylprese
does little to disguise the real challenges facing the institutiomohkipared the position
of struggling academy to
the majestic oak, the glory of the forest, [which] is contained in the lowly acorn
... Rome, the august city that stretched her scepter over the tributary world, was
at first, a petty and obscure cluster of clay-built cottages. Therescan b
discredit in aiming at that which is essential to the honor and interest of every

country. Even a failure in such an attempt would be more honorable than a mean
and heartless activify/.

*1 De Courcy, “History of the Royal Hibernian Acadeirwii; Royal Irish Academy Manuscript 4B28-30,
4. This manuscript is comprised of news cuttings letters related to the establishment of the Royal
Hibernian Academy.

2 De Courcy, “History of the Royal Hibernian Acadefxi—xix.

%3 Carey,Some Memoirs355.
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Just twenty years later, in 1846, George Mulvaney discussed theagfiik: fr
artistic culture in Ireland and, while calling for more support, likewigakes the
ongoing famine’s horror:

It may be said, with famine stalking through the land, desolation and death piling
corpses on our shores, society almost shaken to its centre, and each man asking
his neighbor—what is next to happen?—How can any sane man expect attention
to abstract theories of Fine Arts, and plans for Schools of Design? Simplyskeec

the arts are amongst the highest elements of national regeneratianoitedge

is essential to manufacturing or commercial wealth . . . Broken in fortunes, but not
in spirit, as we nationally may be, we should remember that, as citizens of the
State, we hold our places only in sacred trust for our successors; that we must
work if we would advance; and that the generation which lays the foundation of
ultimate national prosperity is perhaps even more to be honoured than the happier
generation which reaps the profit in enjoyment . . . to evoke an Irish School of Art
we want but a right direction of energy. To a remarkable degree, Art-tagtenbot

its appreciative and operative sense, is characteristic of the Irishr

Mulvaney’s rallying call underscores the predicament of those who sought to
promote and expand the role of culture within Ireland at a time when the country was
consumed by the devastation of famin&lasses of starving peasants were obviously not
interested in encouraging the att$ortunately, internationalevelopments interceded,
and, in 1852, Ireland’s artistic climate benefited from a much-needed influitofat

support.

The National and International Exhibitions of 1852 and 1853

> Mulvaney,Life of James Gando25—-26For further reading on the Great Famine, see Maiydty,
The Famine in IrelangDundalk: Published for the Dublin Historical Assation, 1986); James S.
Donnelly Jr.,The Great Irish Potato Famin@ondon: Sutton, 2002); tHéustrated London New§July—
Dec. 1845): 279-403; (Jan.—June 1846): 201-2, @RK—Dec. 1946): 102-3, 195, 215, 227, 230-31; 286
(Jan.—June 1847): 38, 44, 66, 100, 116, 354; (dg-1847): 140, 331; (Jan.—June 1848): 335, 405;
Cormac O GradaBlack '47 and Beyond: The Great Irish Famine intelig, Economy and Memory
(Princeton: Princeton University Press, 1999).

*5 Colville-Scott,Connemara after the Famine.

* See E. R. R. Green, “The Great Famine: 1845-80[he Course of Irish Histored. T. W. Moody and
F. X. Martin, 4th ed. (Lanham: Roberts RineharQP0218-27; Murphylreland: A Social, Cultural and
Literary History,95-101.
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In 1851, the Great Exhibition of the Works of Industry of All Nations opened in
the Crystal Palace of London’s Hyde Park and immediately becameotted far all
subsequent nineteenth-century national and international exhibitions, includimgpthe
Irish exhibitions that opened in its wake in 1852 and P853.

Inspired by the success of the London exhibition, the National Exhibition of the
Arts, Manufactures, and Materials opened in Cork on June 10, 1852. Two lIrish
businessmen who had seen the London spectacle were primarily responsible: John
Francis Maguire, owner of th@ork Examinermayor-elect, and member of parliament,
and Daniel Corbett, Esquire. The Cork exhibition differed significantly ftem
predecessor, however, in that the focus was national rather than internatidnil, a
included the display of paintings.

In his essay entitled “Exhibiting Ireland, 1851-53: Colonial Mimicry in London,
Cork and Dublin,” historian Leon Litvack notes that paintings had been excluded from
the London event because its primary focus was on developments in industry and
manufacturing, not the fine at$This was not the case in Cork: tlastrated London

Newsincluded a depiction of the Fine Arts Hall in which over three hundred paintings are

°" See thdllustrated London New®2 (Jan.—June 1853): 393—-94. The press coverape trfish Industrial
Exhibition in Dublin of 1853 was more complimentaman that of théllustrated London Newr the
National Exhibition of the Arts, Manufactures, avdterials in Cork of 1852. Perhaps the visit by ue
Victoria and Prince Albert to the opening ceremeraéthe 1853 exhibition opened the eyes of thdigimg
press to the cultural strides that Ireland was mgkand that the royals were acknowledging).

*8 Leon Litvack, “Exhibiting Ireland, 1851-53: ColahiMimicry in London, Cork and Dublin,” itreland
in the Nineteenth Century: Regional Identiygl. Leon Litvack and Glenn Hooper (Dublin: Fouu@s
Press, 2000), 41; see also Patricia Mainardiand Politics of the Second Empire: The Universa
Expositions of 1855 and 18¢Mew Haven: Yale University Press, 1987), 22-30.
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hung salon style, surrounding many sculptiféghe vast space is filled to capacity with
visitors admiring the paintings of both living and deceased lIrish aftists.

In The Industrial Movement in Ireland, as Illustrated by the National Exhibition
of 1852 the contemporary critic John Francis Maguire uses the occasion of the exhibition
to articulate his philosophical beliefs about fine art’s potentially inspiral role within
Irish society:

Is it to no advantage, | would ask, to awaken intelligence, to excite emulation, to
impart knowledge? It is to no advantage to exhibit the gradual progress of a nation
in the arts of civilized life, and urge the mind of a country to bolder efforts, and
more glorious achievements? . . . Upon the principle of an exhibition or public
display of the productions of a country and its people, | feel it is unnecessary to
add a word more. But if there be any country in the world in which a public
display of its own capabilities and resources would be of greater value and
importance than in another, that country is Ireland. It would be a task as
unnecessary as it would certainly be painful, to attempt any description of the
social condition of this country. Afflicted by a calamity, for a parallel tociwhve
must refer to the pages of history; its staple food blackened and rotted by some
mysterious agency, which science cannot fathom . . . its people mowed down in
tens of thousands, by the two-edged sword of famine and pestilence; its gentry
prostrated beneath the weight of national ruin . . . its cities and towns filled with
the degraded and demoralized wrecks of the population; who had not means to
emigrate, or who would not seek relief in a workhouse . . . This is, briefly, a
sketch of the condition to which this country has been reduced, from various
causes; to two only on which it is now necessary to allude— the calamity to
which | have referred, and the absence of industrial employment, principally
owning to the want or the decay of manufactdtes.

Maguire acknowledges that some people would question the prominent display of
fine paintings within the exhibition, given the severity of Ireland’s socisisc For him,

however, the national exhibition had a timely significance, in that it provided an

¥ The lllustrated London Nevd (Jan.—June 1852): 496-97.

% |bid. See also James Francis Magufiiee Industrial Movement in Ireland, as Illustratied the National
Exhibition of 1852Cork: John O’Brien, 1853). The works exhibiteddark included James Barry’s
George, Prince of Wales, in the Character of SbiGe(1807), Samuel FordeFall of the Rebel Angels
(1830), William Willies’sMock Funeral(no date), John O’KeefeSybil (no date), Francis Danby’s
Tempes{1846), Samuel WestBharles | Receiving Instruction in Drawing from Ruig(1842), William
Fisher’'sCoulin (1850), Nicholas Crowley’®esmond Brid€1848), Joseph Haverty®he Blind Piper
(1844), and Michael Angelo Haye<Zharge of the Light Dragoon(d847).

®1 Maguire,Industrial Movement in Ireland’—9.
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opportunity for hope, and for progress: “Displaying the imitative and cregeinigis of

our countrymen in the highest walks of Art; and because the application of Art to the

purposes of manufacture—the blending of artistic beauty with practical utiBty—i

becoming every day more necessary to the refined tastes of the age in whieh#e
With his supporters, Maguire hoped to inspire Irish people of all classes to rise

above the horror of the past decade and embrace the possibilities for renewalaie “e

the moral and physical condition of the mass of the people, by the practical

encouragement of native industfj.Perhaps the optimism surrounding industrial

expansion could be coupled with an appreciation of Irish art by the people. Maguire

concluded his book by relating his pleasure at being present at the inauguration of

Dublin’s Great Industrial Exhibition of 1853, while recalling the exhibition in Gk

well:
The [Cork] Exhibition of 52 was an indication, modest but yet convincing, of
what Ireland could do in arts and industry,—a testimony, as well to her children
as to the stranger, that she was not that incapable and barbarous nation which
mistrust and self depreciation had supposed, or prejudice had represented her to
be,—an evidence that she possessed resources that might be called into active and
beneficial operation, and capabilities that could be turned to great and noble
objects. This was the meaning of the Exhibition of 52. But the Exhibition of 53 is
a proud and confident competition,—a bold and assured rivalry, a brave challenge
to the nations of the earth, calling on them to display their genius, and intedligenc
and industry, side by side with the genius, and intelligence and industry, of a

country which has sprung, as it were, from a moral grave, and is rising into a new
life, health and vigof*

®2pid., 284.

®1pid., 17.

%4 John SprouleThelrish Industrial Exhibition of 1853: A Detailed Galbgue of Its Contents with Critical
Dissertations, Statistical Information, and Accaunf Manufacturing Processes in the Different
Departments: Also a Portrait of Mr. Dargan Engraved Steel Accompanied by a Mem@ublin: James
McGlashan, 1854), 430.
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The international Irish Industrial Exhibition of 1853 was conceived by the
businessman and railroad tycoon William Dargan, based upon the success of the Cork
event of the previous year. It opened in Dublin on May 12, 1853, and was viewed by over
1,200,000 people before it closed on October 31, $8%Re artist James Mahoney
(1810-1879) produced an illustration entiti@deen Victoria and Prince Albert in the
Paintings and Sculpture Hall of the 1853 Great Dublin Exhibi{b853) that
commemorated a royal visit to Dublin with the capthomuair is dorcha sé an uair
roimh breacadh an laéThe darkest hour is the one before the dawn). Historian A. Jamie
Saris suggests that the caption refers to the Great Famine (noyaheisd) while
anticipating a resurgence of the arts and culture of Iréfand.

The attendance of the Queen and Prince Albert was the cause of much
commentary within the press in London: “It is true that the Queen crossed timekcha
that separates the two countries, and entered the Irish Metrofdlise’ international
display of paintings in the 1853 exhibition included many Old Masters and a strong
selection of works categorized as “British school” that included Iris$ts® In the
Supplement to the Official Catalogue of the Great Industrial ExhibifiBs3, the
ebullient descriptions of the selection subtly allude to the still sensitve o the
dominance of English art on Irish soil: “Although scarcely of a century stgndi

[Ireland] has produced many distinguished artists; until the end of the eighteenth century,

% The Exhibition Exposter and Advertisan. 23 (1853)The Exhibition of Art and IndustDublin:

Virtue and Co., 1853); Maguir@he Industrial Movement in Ireland49.

® A. Jamie Saris, “Imagining Ireland in the GreahiBition of 1853,” inlreland in the Nineteenth
Century: Regional Identityed. Leon Litvak and Glenn Hooper (Dublin: Four GeWlress, 2000), 76. Saris
claimed that over 600,000 visitors paid and ano@®€r,000 obtained free passes (p. 17).

7 Art Journal15 (1853): 262.

% Sproule Jrish Industrial Exhibition,451-56. The Italian, Dutch, and Flemish Old Masteere
accompanied by British school artists George Badianes Barry, Frederick Burton, Daniel Maclise,
Francis Danby, James Arthur O’Connor, George Batidiam Ashford, William Mulready, and Martin
Shee.
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foreigners usurped the whole patronage in art in Great Britain . . . The Rogahidn
Academy at Dublin was founded in 1823, and the Scottish Academy in 1833. Portraiture,
domestic subjects, and landscape principally predominate; and colour and finish being
principal requisites; the consequence has been a rather close approximatidduzithe
and Flemish school€*While its Irish artists were glowingly reviewed, the exhibition
also inspired calls for the display of more Ir@lbjectsand in particular Irish landscape
paintings:
And amid all these able paintings where is our own country represented, with its
magnificent coast, its rich and its savage lakes, its fair rivers, its aftunda
meadows, and in so many parts its beautiful plantations so often skirting a
romantic shore? Only a few oil paintings of the late James A. O’'Connor . . . at all
attempt the adequate representation of an Irish scene . . . We can only hope that
the examples of France, Prussia, Holland, and Belgium may stir some of our
aspiring students to do in and for Ireland at least some small portion of that work
which Ireland wants at their hantfs.
In the mid-nineteenth century, however, this situation was finally addrdssed.
The Irish Industrial Exhibition of 1853: A Detailed Catalogue (1854), the writer John
Sproule reiterates the much-discussed notion that for Irish artists to mmredtibeir
provincial style and methodologies, they must study Italian and French GléiMa
paintings. As such, his commentary addresses a principal catalyst fonpitoeyément of
the fine arts in Ireland. Without some knowledge of the past masters, artistsnebblke
able to transcend their regional training. With the 1853 exhibition, however, the dearth of
inspiration for Irish artists had finally been rectified. After themsive study and

assimilation of their esteemed international (and often metropolitamdarg they

would, Sproule believes, finally be competitive with other international artists

%9 Supplement to the Official Catalogue of the Graauistrial Exhibition(Dublin: J. M. O'Toole, 1853), 5:
5.
®The Exhibition Exposter and Advertisan. 23 (1853): 3.
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The great importance of the study of the older and greater Masters of Art, and of
the consideration of the means by which they arrived at extraordinaryesweell

in so many varieties of style, become most apparent when we examine the works
of the moderns; who usually exhibit, in comparison with their predecessors, so
much of feeble conventionality of treatment, so much unimaginative sameness of
design, and so little pains taken in perfecting the execution of their pictures. And
it was on this account that the opportunity afforded by the Exhibition of studying
so rich a collection of the old Masters was of especial value, because it better
allowed the visitor to apply to the modern works, placed so nearly in juxtaposition
with them, the principles suggested by their example. For the object of all
criticism ought to be improvement . . . but still more by becoming acquainted with
the excellencies which distinguish the works of perfectly accomplished gainter
that the artist and the student of the present and future time may be stinmlate
brilliant and successful exertion. And much does the Irish artist and the Irish
student stand in need of such study, and humbly and patiently must he apply
himself to it if he will ever produce anything really worthy of a place enntalls

of such an Exhibition . . . for purity and grace of design, and the richness of poetic
imagination, these things lie dormant in the Irish mind, only because it wants the
opportunities of education, and it has not yet created for itself an intellectual
refuge against the vulgarizing tendencies of such public and social éifiets

the present generation of this ill-starred people. And yet the devotion of but a fe
young men of genius to the task of elevating that life by the influence ef-#rt
rightly directed and supported by the vigorous and self-denying enthusiasm of an
Italian spirit,—might almost save the next if not the present age of sherace,

and might lay the foundations of a career for this nation: directing its esergie
towards the cultivation of the Ideal, the Spiritual, and the Beautiful,—and the
spread of that purest civilization throughout the wétld.

Francis Danby, James Arthur O’Connor, and George Petrie all received positive
evaluations at this time that will be discussed in more detail in the follownagfers
Additionally, Irish artists such as Daniel Maclise and James Barryneeognized; like
Danby, however, they had both spent the majority of their adult professional careers i
London. Amongst the 1,028 individual paintings listed, only 283 were grouped within the
British school, which included English and Scottish artists as'well.

Much criticism of the Dublin exhibition in fact evokes the tensions of the

“metropolitan versus provincial” status of the island neighbors. The differerioae

L John Sproulglrish Industrial Exhibition of 1853451.
2 1bid., 452-54.
" pid., 464-67.
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between the English and Irish press is particularly apparent aroundnbiagsiFor
example, in thdllustrated London Newshe exhibition was compared to the London
exhibition of 1851 and fares better than the Cork exhibition of 1852:

Though a consequence, and, to a certain extent, an imitation, of the Great London
Exhibition of 1851, that of Dublin in 1853 may claim, in some important respects,
a moral pre-eminence over it. London is the metropolis of the world—has a
population equal, if not superior, to a third of the whole of Ireland—is the seat of

a splendid Court and of a magnificent nobility—is situated on a river into which

at every tide enter ships from almost every nation under the sun—and is not only
the largest and most populous, but the richest city in either hemisphere. Dublin,
on the other hand, though a metropolis in name, is but a provincial city in fact;
and, instead of a crowned Queen and her resplendent Court, possesses but a small
and shadowy vice-regal establishment, which is supposed to inflict more moral
degradation than social benefit. It can boast no wealthy resident nobles; has no
merchant princes . . . and yet, while the Great Exhibition of 1851 needed and
obtained Royal patronage, and the subscriptions of the wealthy and well-disposed
in all the principal cities and towns of England and Scotland, before its success
could be safely predicted by the most sanguine, the Dublin Exhibition, without
Royal or patrician support . . . has become what it is the fashion to cadaa gr

fact.” At the cost and risk of a single Irishman . . . a new Crystal Paladecka
designed, built, opened, and filled with a rich and varied display of objects of art
and industry, such as were never before gathered together in any edifige in an
part of the world, except at the first Crystal Palace in Hyde-fark.

Sproule commented on the contrast between the exhibited European and Irish
paintings with more discretion. Like many of his contemporaries, he exhibiena ke
awareness of the continuing (and deleterious) emigration of Irish #otidtsndon. After
pointing out the virtues of a few Irish painters who had remained at home, such as
Samuel Forde (1805-1828), he takes the émigreés to task:

Amongst our own countrymen this century has witnessed success in many
different walks of Art,—success even in the highest degree in each; yet how
different is that of William Mulready from that of Daniel Maclise, anddgain

from the style of James Barry, whose Olympic Games (at the Societysof Ar
Adelphi, London) is perhaps the grandest work of design since the golden days of
art in Italy and Spain? . . . It is necessary to call to mind these rarglesaor in

the depth of darkness to which Art has now sunk in Ireland, we might run some
risk of earning only the ridicule of the reader when we insist upon what we

™ Article “The Dublin Exhibition,”lllustrated London New82 (Jan.—June 1853): 393.
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believe may be done in Ireland; when we repeat, again and again, that here,
amidst the poverty and ignorance in which, alas! So many of us seem content to
leave a nation once so noble—that here, even in the Ireland of to-day, Art may at
last find a firm refuge, and one day compass for herself a glorious home. It is
necessary, too, because in the Exhibition there were but a few Irish works at all
(even including those men such as the first three above named, who transferred
their genius to a strange soil, and too soon forgot the purer inspirations of their
youth at home, and among these few works, still fewer of which we are called on
to make any special mention; for though some of our greatest names are indeed
represented, they are by no means so by their greatest {orks.

The exhibition of 1853 was deemed a success. However, while generally it was
thought to be a positive step forward in the development, education, and exhibition of
Irish art, it was still hindered by the ever-present awarenessothaich more was
necessary to raise the level of Irish art to those of the “sister Gladually, however,
the British press was softening toward its neighbor, anditis¢rated London News
began to note, with cautious optimism, the strength, resolve, and courage displayed by
the Irish people (particularly Dargan) in bringing to fruition such a sstake
international exhibition:

It may be said that the Irish people count as little or nothing in this matter [the
staging of a successful exhibition]; and that, had it not been for the accident tha
Ireland possessed a man like Mr. Dargan, with a liberality as profuse as his
means, there would have been no Exhibition in Dublin. But this we cannot admit.
The thing might not have been so speedily done; but the enthusiasm that pervades
Ireland upon the subject shows that at a period somewhat later it would have been
equally well done. Give an Irishman a thing to do, and, if his self-interest or his
patriotism be excited or involved, he will do the work with an alacrity seldom
surpassed . . . The sum already realized by the sale of season-ticketsh@bves

the Irish are in earnest upon the subject, and goes far to justify the egpectat

that, before it close, the Exhibition will meet with sufficient support fronmbtiik

of the people to pay its expenses. . .At the opposite side of the Palace . . . is the
Fine Arts Court. This is one of the most novel and beautiful features in the Dublin
Exhibition. In the Crystal Palace paintings were not admitted as works btiart

only as illustrative of certain processes; nor was this very necesdamgland,

where so many splendid public galleries and private collections existed, many of
them open to the public: but in Dublin the case is different; for the country that

has given birth to Moore, McDowell, Hogan, West, Maclise, Danby, and a

> Sproule Irish Industrial Exhibition 452.
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number of other names equally distinguished, cannot boast of a single national
collection, however humble. Every day the fine arts are becoming more intimately
connected with the practical purposes of life; and a collection of the products of
industry would have been very incomplete without a display of some of those
masterpieces of genius from which the merely useful borrows all its ek2gad
grace. Accordingly the Committee determined to allocate a sepaliaie tha

fine arts; and we are gratified to say that, beyond all question, their efforts to
assemble together tlobef-d’oeuvre®f modern and ancient masters have proved
eminently successful. It is only necessary, as a guarantee for tareestd, to

mention the names of some of those whose works grace the walls of the Fine Arts
Court: Cuyp, Titian, Murillo, Rembrandt, Hogarth, Eastlake, Etty, Danby, West,
Cooper, Pyne, Stanfield, Mulready, Maclise, Landseer, and a number of other
distinguished masters, whose works will presently require a more distiree not

at our handg®

While Sproule was quick to reiterate the well-known refrain that Irisktautiad a
penchant for leaving their homeland for England, he does acknowledge one additional
and positive outcome of the exhibition on the whole. He gloats over the chance for Irish
artists at this international exhibition to study the Old Masters in thegtseof their
proper education and emulation of the best international painters from the past:

The opportunity afforded by the Exhibition of studying so rich a collection of the
old masters was of especial value, because it better enabled the visitor tmapply
the modern works, placed so nearly in juxtaposition with them, the principles
suggested by their example. For the object of all criticism ought to be
improvement, and it is not by merely discovering and exposing the faults of his
contemporaries, but still more by becoming acquainted with the excellencies
which distinguish the works of perfectly accomplished painters, that the adist a
the student of the present and the future time may be stimulated to brilliant and
successful exertion. And much does the Irish artist and the Irish student stand in
need of such study, and humbly and patiently must he apply himself to it if he will
ever produce anything really worthy of a place on the walls of such an
Exhibition...these things lie dormant in the Irish mind, only because it wants the
opportunities of education, and it has not yet created for itself an intellectual

®|llustrated London New20 (Jan.—June 1852): 3%proule, “The Fine Arts—Painting,” ifihe Irish
Exhibition of 1853452. Of particular interest with regard to theass of the exhibition is the fact that
Sproule took this opportunity to criticize Iristtiats who chose to live abroad, citing Daniel Mselin
particular: “We insist upon what we believe maydome in Ireland; when we repeat, again and agadn, t
here, amidst the poverty and ignorance in whics!ébo many of us seem content to leave a natioa on
so noble—that here, even in the Ireland of to-daymay at last find a firm refuge, and one day pass
for herself a glorious home. It is necessary, bemause in the Exhibition there were but a fevhIvierks
at all (even including those men such as the trgte above names, who transferred their genias to
strange soil, and too soon forgot the purer ingipina of their youth at home).”
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refuge against the vulgarizing tendencies of such public and social éiféiets

the present generation of this ill-starred people . . . we greedily drink tewena

of instruction may in any way be derived from the different Masters who stood

there around silently pointing out the innumerable roads to artistic greatness.

Beyond the general press critiques, both positive and negative, another
noteworthy reaction was that of the British royals: Queen Victoria anddAlbert were
so delighted with the exhibition that the queen offered Dargan a peerage. Much to her
surprise, Dargan refused, out of his strong sense of Irish identity and profourhinstti
beliefs. His rejection of the honor was not well received in either London or Dublin
Castle’® Eleven years later, at the official opening of the National Galleryet#rid, the
ramifications of Dargan’s actions came to fruition: a proposal to name tbeygater
Dargan was strongly rebuffed by the royalists.

With a precedent now firmly established, Ireland would host an additional seven
international exhibitions over the next five decatfeEhe exhibition catalogues reveal
that, by 1861, the “Irish school” section had expanded to incorporate an individual
category for “modern masters” that included George Mulvaney (1809-1869), Daniel
Maclise (1806—-1870), and Edwin Hayes (1797-1864). The category titled “ancient

masters” included the painter James Arthur O’Connor (1792-1841), which indicates that

the categories are stylistic rather than chronolodicial.1865, the Dublin International

" Sproule, “The Fine Arts—Painting,” ifhe Irish Exhibition of 1853%51-52.

8«The Exhibition of Art and Industry in DublinArt Journal15 (1853): 161.

¥ See Saris on Dargan'’s rejection of the offer afrpge, baronetcy, or knighthood; “Imagining Ireldnd
76-77.In 1877, Britain instituted an Act of Pamli@nt to specifically prevent the association ofdaar's
name with the gallery.

80 SeeGems of the Exhibition of Fine and Ornamental Anler the Patronage of the Royal Dublin
Society; or, How to See the Chief Objects of Attoacin One Visit{Dublin: John M. O'Toole and Son,
1861), 9, exh. catDublin Exhibition of Arts, Industries and Manufacturesy28Dublin: John Falconer,
1872), 9, exh. catExhibition of Irish Art and Manufacturg®ublin: John Falconer, 1882), exh. cat. The
fine arts remained well attended to. In 1882, thegee over 830 paintings exhibited; in 1883, thekCo
Industrial Exhibitiondisplayed 1,025 paintings) 1888, the Irish Exhibition in Londogxhibited 1,855
paintings.

L Gems of the Exhibition, 1869,
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Exhibition incorporated a large section of paintings, and the fine art committee was
hosted by such notable patrons as Lord Powerscourt, George Mulvaney (then director
the National Gallery), Sir Richard Redgrave, and Daniel Maclise. Thbigan received
significant loans from Queen Victoria and Pope Pius IX. In 1872, the fine atitsnsaic

the same exhibition was rife with Irish paintings, including works by SenTds Alfred

Jones (1823-1893), James Brennan (fl. 1826—34), Martin Cregan (1788-1870), George
Barret (1732—-1784), James Barry (1741-1806), George Mulvaney, Erskine Nichol
(1825-1904), and Edwin Hayes, as well as numerous English and continental p&intings.
The last major Exhibition of Irish Art and Manufactures was held in 1882 and is
primarily remembered for being the Centenary of the Volunteers, whicideatithe
ceremonial unveiling of the monument by the Irish sculptor John Foley (1818-1874)

commemorating Irish patriot Daniel O’Connell (1775-18%7).

The Long-Awaited Establishment of the National Gallery of Ireland

Just as Ireland’s people were becoming increasingly sophisticatedrin the
appreciation of fine art, the National Gallery of Ireland finally opened to thecguabli
1864%* The need for a picture gallery had long been a very familiar refrain. aye R

Dublin Society school minutes record a discussion of the problem as early as May 14,

8 Dublin Exhibition of Arts, Industries and Manufactures728Dublin: John Falconer, 1872), 9, exh. cat.
8 Exhibition of Irish Art and Manufacturerd882. See also J. H. Whyte, “The Age of Daniel @igell,
1800-47,” inThe Course of Irish Historyed. T. M. Moody and F. X. Martin, 4th ed. (LanhaRaberts
Rinehart, 2001), 204-27. Daniel O’Connell was oh#he most significant Irish political figures dfe
nineteenth century. He is best remembered forcdis@acy of the Catholic emancipation movement, as
well as the movement to repeal the Act of Union.

8 Irish Times January 27, 1864, 107.
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1746% Twenty-one years later, in 1767, the Reverend Thomas Campbell protested the
lack of a formal gallery of paintings:

We have no publick statues, no publick galleries of pictures, no academies for

either paintings or sculpture, nor will the great allow their pieces to bedtopi

How different abroad! You can never go into the Vatican or Medicean Palace, the

Farnese or Luxembourg gallery, but you will see a scaffold raised amtishaia

work . . . there should be, at least in the capital, one great collection of

masterpieces both of painting and sculpture, where there might be constant access

under certain regulatiori§.

In 1784, a national gallery in fact seemed imminent through the sponsorship of
the Fourth Duke of Rutland, Lieutenant Charles Manners (1754-1787); sadly, the duke
died before his ambitions could be realized. In 1826, art lover William Carpgatiaed
eloquently about his friend Lord de Tabley, who attempted to establish a muddneed
English painting gallery in Dublin to combat anti-British prejudices thereC#sy saw
it, without such a gallery “no people can ever hope to rouse the energies of their own
time, and arrive at excellence in the affs.”

In 1842, poet and writer Thomas Davis (1814-1845) joined Charles Gavan Duffy
(1816—-1903) and John Blake Dillon (1816-1866) in founding a newspapeitiged
Nation,in which Davis published many articles concerning Irish identity and cultural
nationalism. In 1843, two of his pieces remarked upon the lack of a cogent imperative for

Irish art within contemporary society: “National Art” and “Hints faslr Historical

Paintings.” He also addressed the lack of a national gallery:

8 Strickland,Dictionary of Irish Artists 2:580. “Since a good spirit shows itself for diragvand designing,
which is the groundwork of painting and so usefufrianufactures, it is intended to erect a littladsny
or school of drawing or painting, from whence sageaiuses may arise to the benefit and honour sf thi
Kingdom; and it is hoped that gentlemen of tastéemicourage and support such a useful design.”

8 Thomas CampbelAn Essay on Perfecting the Fine Arts in Great Biand Ireland(Dublin: William
Sleator, 1767).

87 Carey Some Memoir®67-68.
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Ireland has had some great Painters—Barry and Forde, for example, andfmany o
inferior but great excellence; and now she boasts high names—Maclise, Hogan,
and Mulready. But their works were seldom done for Ireland, and are rarely
known in it. Our portrait and landscape Painters paint foreign men and scenes;
and, at all events, the Irish people do not see, possess, nor receive knowledge
from their works . . . the pictures of the latter are mostly abroad; those of the
former unseen and unknown. Alas! That they are so few. To collect into, and
make known, and publish in Ireland the best works of our living and dead Artists
is one of the steps towards procuring for Ireland a recognized National Art. And
this is essential to our civilization and renown. The other is by giving education to
students and rewards to Artists, to make many of this generation trueergprgs
some of them great illustrators and composers, and, perchance, to facilitate the
creation of some great spirit. Something has been done—more remains. There are
schools in Dublin and Cork. But why are those so neglected and imperfect? And
why are not similar or better institutions in Belfast, Derry, Galwayteviard,

and Kilkenny? Why is there not a decent collection of casts anywhere boitkiin C
and why are they in a garret there? And why have we no gallery of érsgnor

any other men’s, pictures in Ireland? The Art Union has done a great deal. It ha
helped to support in Ireland artists who should otherwise have starved or
emigrated; it has dispersed one (when, oh when, will it disperse another?) fine
print of a fine Irish picture through the country, and to some extent interested as
well as instructed thousands . . . Ireland, fortunately or unfortunately, has
everything to do yet. We have had great artists—we have not their works—we
own the nativity of great living artists—they live on the Tiber and the Thames.
Our capital has no school of art—no facilities for acquiring it. To be sure there are
rooms open in the Dublin Society, and they have not been useless, that is all. But
a student here cannot learn anatomy, save at the same expense as a surgical
student. He has no great works of art before him, no Pantheon, no Valhalla, not
even a good museum or gall&fy.

The Nationgave Davis a platform from which to expound upon goals and
aspirations for Ireland’s cultural community. His essays certaimiyribute to the
interdisciplinary discourse about Irish nationalism that took place througteut
nineteenth century, but they also enumerate critical issues hindering &lepheent of a
true Irish school of art. “Hints for Irish Historical Paintings” isthar notable in

demonstrating Davis’s awareness, shared by certain individuals in London, of the link

8 Thomas Davis, columns titled “National Art” andittts for Irish Historical Paintings,” ithe Nation
December 2, 1843, and July 29, 1843: reprint, cemeedition (Dundalk: Dundalgan Press, 1914), 122—
23.
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between history painting and any potential “Irish school.” In chaptewi|, ¢onsider the
similar, though earlier, predicament of the English school, whose advo&atesé
acknowledged the essential role of history painting in solidifying a courartysic
legacy. In relation to Ireland, Danby and Petrie’s art in particull@cts the
contemporary interest in historical landscapes and its potential linke 8ublimé?®

The history painting that Davis envisions for Irish artists differethfthe types
of historical landscape paintings that Danby and Petrie ultimately ggdd®donetheless,
Davis was true to his time in asserting a link between history painting aarthandevel
of respectability or authenticity within the hierarchies of art. Writingtwe years prior
to the onset of the Great Famine, Davis acknowledges the progress that hasdeeen ma
with regard to the status of the arts, but he is not yet satisfied. He wanisrssgi®vols,
improved opportunities for exhibitions, and better incentives for Ireland’s tdlartists
to remain at home.

Twenty years later, Davis’s call would be largely answered—the Nat@alédry
opened in 1864° The gallery was deemed an immediate success by the press and
represented a major milestone in the encouragement of a more sophisticateidtappre
of the visual arts within Ireland. It certainly attracted many visiiouding 167,698 in
the first year and, over the next three years, 89,943, 109,605, and 128,680, respéctively.

Critics continued to quibble, however, especially when considering the proportion of

8 O’Connor instead favored the concerns of the Rom&htblime.

% See Peter Somerville-LargEhe Story of the National Gallery of Irelagifublin: National Gallery of
Ireland, 2004)Daily ExpressMay 25, 1864]rish Times January 22, 1864, ardsh Times,February 19,
1864.

I Homan Pottermarllustrated Summary Catalogue of Paintings in thatibhal Gallery of Ireland
(Dublin: National Gallery of Ireland, 1981), xviii.
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Irish paintings displayed within the new institution. The title of an anonymades let
penned to thérish Times,"A Plea for Irish Art,” says it all:
We have a National Gallery which, with few exceptions, contains no Irish
pictures, and is singularly deficient in modern works. It is only Nationakeaept
in as far as its valuablese national property. What is wanted is a collection of
first class works by Irish artists exclusively, which would alwaysxen in some
public hall in Dublin so that their beauties and peculiarities should be easily seen
by the public as well as our young artists who would work more enthusiasticall
and express their native poetic feelings more freely when they sasutirawere
honoured and welcomed by the nation. When it is recollected that Ireland has
produced such artists as Barry, Danby, Mulready, Foley and Hogan, it ishelear t
a great artistic future is possible tdit.
Nevertheless, the National Gallery of Ireland represented the culomrwdtthe
efforts of many concerned and committed art-loving citizens and institutionbanee
the support of Irish artists and the work they produced. Significant advances had been
made within Irish art circles, yet compared to England, Dublin painters tilere s
considered provincial and separate from international consideration. Prior to a
comprehensive assessment of the developmental trajectory of Danby, O’'Coamadr’s
Petrie’s careers, we must now turn to London. The influences of the metropolis would
have far reaching impact upon Danby, O’Connor, and Petrie. This analysisovidga

revealing and provocative counterpoint to their evidently more provincial (though

complex) roots.

2 Irish Times February 10, 1869.
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Chapter 2
The Metropolitan: The Visual Arts in England during the Late Eighteenth and

Early Nineteenth Centuries

As stated in the introduction, Francis Danby, James Arthur O’Connor, and George
Petrie left Ireland by ship in 1813, traveling together to London to further tiistica
careers. They joined many other ambitious international artists in a city thatifeas
with culture relative to Dublin. Although Petrie returned to Ireland almoseunetely,

London was to play a major role in the careers of Danby and O’Connor, and, tangentially,
Petrie as well. All three exhibited at the Royal Academy of Art, and battbypand

O’Connor exhibited at the British Institutirin chapters 3, 4, and 5, | will focus on

Danby, O’Connor, and Petrie, respectively. Before that, however, | will intecithec
“metropolitan” features of the London art scene that acted in concert witbrigeted

with) the “provincial” features of their home country as the three men soughtispir

better training, and a new source of patrons.

All was not as it seemed in England, whatever promise it held for those who came
from the island next door. London too suffered from insecurity about its cultural
sophistication in relation to France. In the late eighteenth and early nimeteetries,
art institutions in both London and Dublin struggled to establish themselves within an

European context, to develop support and patronage from the aristocratic and middle

! see anonymous, “Obituary of Francis DanAgt Journal 7 (1861): 118; anonymous, “Obituary of
Danby,” AthenaeunfMarch 2, 1861): 294; William Stokeghe Life and Labours in Art and Archaeology
of George PetrigL.L.D., M.R.I.A (London: Longmans, Green and Company, 1868), 2—4.

2 0’Connor returned to Ireland within a few weeksisf initial trip to London, then went back to ttiey

in 1822 and remained there for the rest of his [fanby stayed in England for his whole careehaaigh
he did visit Ireland in the 1850s.
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classes, and to successfully define first-rate English and Irish schguamthg. Danby
and O’Connor would capitalize on the relationships (and resonances) betweea the tw
capitals while benefiting from the more formalized and innovative traimdgeahibition
opportunities of the Royal Academy of Arts and the British Institution.

In the late eighteenth century, three important things happened in London in
relation to the arts that paved the way for the arrival and eventual successekisi our
artists. First of all, the novel emphasis on historical landscape paintiraydlse through
the championing of Sir Joshua Reynolds (1723-1792) iDisoursesvould raise the
bar for the English school. During Reynolds’s extended reign as presidenRufythle
Academy, painting exhibitions became more popular, and gained a wider, more divers
audience for their ever more spectacular displd3ainting compositions, sizes, and
styles became more ambitious and in turn talked about, until exhibitions thesnselve
became sites where society members were on display as much asdharasbrk.

Critics took note of the attendees and covered both the art and its viewers in popular

journals and magaziné§.hese grand-manner historical landscape paintings and their

% See anonymous, “Our Royal-Academical Loungedser's Magazine for Town and Coun8y(Feb.—
July 1832): 710-11; Martin Myrone, “The SublimeSysectacle: The Transformation of Ideal Art at
Somerset House,” iArt on the Line: The Royal Academy Exhibitions@n&rset House, 1780-1834].
David H. Solkin (New Haven: Yale University Pre2601), 77-91.

* See Mark Hallett, “The Business of Criticism: TPeess and the Royal Academy Exhibition in
Eighteenth-Century London,” iirt on the Line: The Royal Academy Exhibitions@n8rset House,
1780-1836¢d. David H. Solkin (New Haven: Yale University 8522001), 65—75. Hallett identifies the
publications that covered the Royal Academy exiuib# asA Candid Review of the Exhibition of the
Royal AcademyThe Ear-WigGeneral Advertisersvorning Post and Daily AdvertisgBt. James
Chronicle A Liberal Critique of the ExhibitiarSee also thart Journal Fraser’'s Magazine for Town and
Country, The London Magazinand theRepository of the Artall of which continuously published
reviews of art exhibitions at both the Royal Acageand the British Institution.
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display-centric audiences and exhibitions naturally suggested the themesabthme to
artists anxious to satisfy the demands of Both.

The second art-related advance to alter English culture wasvheleethat
reproductive prints played in expanding the market for fine art. With the encomeage
of Reynolds, among others, the businessman Alderman Boydell (1720-1804) became the
catalyst for irrevocable changes in the international print market, to England’s
advantag@.Through his vigorous (and profitable) efforts, prints became widely
accessible to an audience that was otherwise unable to see private disptaysl
paintings. Boydell's Shakespeare Gallery displayed paintings and firig jorits
windows in London, in addition to publishing numerous annual editions of prints of
historical/literary and travel-related landscape views, the lates@onse to a boost in
the British tourism industry and the popularity of travemoirs by a host of British
writers. Only the turmoil of the Napoleonic wars would curtail for a time tbeigg
English penchant for excursions to the continent.

Due to those wars, several important private collections of art from Faadce
Italy entered the international art market. This was the third advancg:pasrtings
from these collections were purchased by the English aristocracy,rajloaiintless

artists and collectors to benefit from exposure to continental art. Althoughahtrey

® See Richard D. AltickThe Shows of Londq€ambridge, Mass.: Harvard University Press, 19%&8h
Bermingham, “Landscape-O-Rama: The Exhibition Laage at Somerset House and the Rise of Popular
Landscape Entertainments,”Amt on the Line: The Royal Academy Exhibitions@h&rset House, 1780—
1836 ed. David H. Solkin (New Haven: Yale UniversitseBs, 2001), 127-43; Ralph Hyde,
Panoramania!: The Art and Entertainment of the “Einbracing View"(London: Trefoil Publications,
1988); Myrone, “The Sublime as Spectacle,” 77-91.

® For a contemporary perspective on Boydell, seeplofaringtonThe Diary of Joseph Faringtoed.
Kenneth Garlick and Angus Macintyre (New Haven:erdhiversity Press, 1978-84), 1:69, 2:455, 3:970,
4:1557, 7:2512, 2716; Faringtademoirs of the Life of Sir Joshua Reynolds with &@hservations on

His Talents and Charactdt.ondon: T. Cadell and W. Davies, 1819), 74—79.
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Old Master paintings that were imported into England were purchased ihafam
aristocratic patrons, one new collector inspired much speculation and camnyndaohn
Julius Angerstein (1735-1823) represented the new face of the nineteentlg-centur
English collector, a self-made man whose fortune was derived from busirmmesgian
inheritance. His enthusiasm for fine art culminated in a small but verygioes

collection that would ultimately form the basis of the National Galletyondon.

Surprising Commonalities: England’s (and Ireland’s) Struggles forAuthenticity

Compared to Ireland, England enjoyed a relatively stable governmeundtioat
the late eighteenth and early nineteenth centlidesa result, during the Georgian and
early Victorian reigns, the English art market flourished, giving ageatronage
systems, education and exhibition opportunities, public auctions of art, and even

international art dealers to facilitate the import and export of fineAdHof these

" See Martin PughBritain since 1789: A Concise Histotizondon: Macmillan Press, 1999): Thomas
Wright, England under the House of Hanover: Its History &uahdition during the Reigns of the Three
GeorgeqLondon: Richard Bentley, 1848). The long-rulingrtéverian monarchy had been established in
1714, when England’s nobles, reeling from the Qathiesurgents known as the Stewarts, “appointed”
George | (1660-1727) to be their king. This “caingitbnal monarchy” was no longer absolute, and the
parliamentary system arose to constrain the pofreathrone. Turbulent as all of this was at fithe
cultural elite did manage to co-opt George Il iegiablishing an institutional framework to sustail
encourage the visual arts in England; see alsoNDamuel Alvarez Espriella [Robert Southelgtters

from EnglandLondon: Longman, Hurst, Rees and Orme, 1808),8:15

8 See Carol Gibson-Wood, “Picture Consumption indamat the End of the Seventeenth Centubyt”
Bulletin 83, no. 3 (September 2002): 491-591; Louise LipptinSelling Art in Georgian Londo(New
Haven: Yale University Press, 1983); John Mettyonage of British Art: An Historical Sketch, Corising
an Account of the Rise and Progress of Art andstsrin London from the Beginning of the Reign of
George the Second, Together with a History of tiwe®y for the Management and Distribution on the
Artists’ Fund(London: LongmanBrown, Green, and Longmans, 1845; reprint, Lond@ornmarket Press,
1970); David SolkinPainting for Money: The Visual Arts and the Pul8ighere in Eighteenth-Century
England(New Haven: Yale University Press, 199Bhe intangible boundaries previously separating the
fine arts from commerce became less apparent ower in addition, a growing force comprised of
interested “patrons” from the middle class chanfiyggl art exhibitions forever, in turn influenciniget

artists who produced work for those exhibitions.
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developments comprised the vibrant culture in which Danby and O’Connor sought to
establish themselves, and several detailed and wide-ranging amalgse€ngland’s
economic climate to its art markeMoreover, there is a great deal of scholarship that
documents the growth of the “middling ranks” of patronage, those middle-clase$amil
who were neither poor nor aristocratic but are documented as increasingledirothe
consumption of paintings and prints to decorate their hdfitésre | will not engage at
length with England’s economic dominance in the international art markes fgt half
of the nineteenth century, a topic thoroughly investigated most recently by IsnrPea
The Discovery of Painting: The Growth of Interest in the Arts in England, 1680-1768
(1988) and David Solkin iRainting for Money(1993)* There is also significant
research on the growth and establishment of such artistic collectives andiamstias

the Society of British Artists, the Royal Academy of Art, the Brifisstitution, and the

° See Robert Allen, “The Great Divergence in Europé&ages and Prices from the Middle Ages to the
First World War,”Explorations in Economic Histor§8 (2001): 411-47; William N. Goetzmann,
“Accounting for Taste: Art and the Financial Marketver Three Centuries®merican Economic Review
83, no. 5 (December 1993): 1370-76; David OrmdwtMarkets in Europe, 1400-18@Brookfield:
Ashgate, 1998). In general, studies such as theggest that myriad factors contributed to London’s
preeminent economic position in the early to midetéenth century, including higher wages for waskar
surplus of income for the aristocratic class, #laxation of trade obstructions, and the cessatiavar.

12 See John Feather, “The Power of Print: Word aragkrin Eighteenth-Century England,”Gulture and
Society in Britain: 1660-180@d. Jeremy Black (Manchester: Manchester UniveRigss, 1997), 51-68;
Gibson-Wood, “Picture Consumption in London,” 4904+5Martin PughBritain since 1789: A Concise
History (London: Macmillan, 1999), 1-3; Esprielleetters from England3:156.By the end of the
seventeenth century in England, it was common fddhe-class English buyers to decorate their homes
with reproductive prints. Gibson-Wood divides thaglish population as follows: aristocratic (2—3
percent); working laborers, unemployed and in ser¢¥5 percent); and the newly established midaissc
(20-25 percent). Utilizing analyses of existinglpte inventories, Gibson-Wood ascertains that foom
hundred “middling rank” household inventories, o8@rpercent of them itemized decorative paintings.
Regrettably, the inventories did not include dgsns of those paintings.

' 1an PearsThe Discovery of Painting: The Growth of Intergsthie Arts in England, 1680-17@8ew
Haven: Yale University Press, 1988); Solkiainting for MoneyPears links the art market in England to
shifts in international trade, greater foreign &lsignificant upturns in the economy, the grooflart
associations and the Royal Academy, an increasedtion and art dealer activity, and a growing raairk
for English-born contemporary painters (as oppdsequtevious preferences for the Old Masters).
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new National Gallery of Art, as well as on the growing prominence of aibasand
the role of international art dealers in all of this activity.

With regard to the relationship of metropolitan and provincial in the English
visual arts of the late eighteenth and early nineteenth centuries, | willHecai®n the
individual (particular artists and patrons) and the collective (the estabhslofieritical
institutions and galleries and the major shifts in taste indicated by bébpiésronage and
the collection of art). | will explore several interrelated developmentsnipsoved
English art and ultimately influenced the Irish art market and thersas€®anby,
O’Connor, and Petrie as well: (1) the enduring lack of confidence in theskrsgihool
and the measures taken to remedy this; (2) the pivotal role of Sir Joshua Reywioids
founding of the Royal Academy of Arts; (3) the expansion and appreciation in value of
the print-publishing market, as evidenced by Alderman Boydell's ShakespalseeyG
(4) the seismic global political developments that occasioned the tewlisin of certain
eminent European collections; (5) and the budding penchant of English patrons to
establish both private and public collections comprised of Old Master paintings, as
represented by the story of John Julius Angerstein. Together thems famhment upon
the “metropolitan” nature of the English art market and its profound effect upon the

developmental trajectories of the three Irish artists | will be disay$ere.

12 5ee William Buchanamemoirs of Painting, with a Chronological Histor§ the Importation of
Pictures by the Great Masters into England sineeRhench RevolutiofLondon: R. Ackerman, 1824),
2:1-33; FaringtonDiary of Joseph FaringtagrFarington Memoirs of the Life of Sir Joshua Reynolig—
74; Sidney C. Hutchinsoithe History of the Royal Academy, 1768—1@68w York: Taplinger, 1968);
John PyePatronage of British Art: An Historical Sketchippencott,Selling Art in Georgian Londgn
Whitley, Art in England 1:107-12. The establishment of the Society dfifriArtists in 1823 provided
another venue for the exhibition of paintings, evgrgs, and architectural designs. This societylkh
artists who were not members of the Royal Acadentdidplay and sell their work.
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The Royal Academy of Art: Metropolitan Aspirations and Market Motivations

Throughout the relevant literature of the eighteenth and first half of the emtiete
centuries, there is an uncomfortable awareness among the cultural cografstenstill
wanting “English school” of paintin During the previous few centuries, England had
experienced political, religious, and social upheavals that had damaged oyeategs
conventional structures of and strategies for art education, patronage, andoextfibit
However, a select few internationally acclaimed foreign artistsragedi to visit England
and establish relationships with high-ranking patrons theFlae paintings they then
produced were intended for an exclusive enclave of connoisseurs, well-connected
aristocrats, and royalty. These elite collections would have been isdeds most
artists and art lovers of any class, thus thwarting those who sought to encowrdge a
appreciation of art within English cultut@.

The lack of a truly confident or secure English school of painting must have
recalled to Danby and O’Connor the very issues they had left behind in Dublin. While
London was far ahead in terms of its cultural sophistication, it was likéwike throes
of an artistic identity crisis with regard to both the careers and thevaments of its

artists in relation to the continent, especially France. As mentioned in chhapte

13 See, for example, James Northcdtee Life of Sidoshua Reynolds, KNT. LL.D., F.R.S., F.S.A., &c.,
Late President of the Royal Academy, Comprisingi®al Anecdotes of Many Distinguished Persons, His
Contemporaries, and a Brief Analysis of His Dissmsto Which Are Added, Varieties on Ationdon:
Henry Colburn, 1813); Sir Joshua Reynoldscourses on Arted. Robert Wark (London: T. Cadell, Jun.,
and W. Davies, 179Feprint, New Haven: Yale University Press, 1997).3.

4 See R. W. Lightbown'’s introduction to PyRatronage of British Artno page.

15 Joseph FaringtoMemoirs of the Life of Sir Joshua Reynolt4, Farington cited Anthony Van Dyck
(1599-1641), Peter Paul Rubens (1577-1640), and Halbein(1465-1524) as examples of foreign
artists who had visited England in their timeseargh of work.

18 See Allan CunningharniThe Lives of the Most Eminent British Paint@rsndon: J. Murray, 1830-33;
rev. ed., “annotated and continued to the pregmetlby Mrs. Charles Heaton,” London: George Bell,
1879-80), 1-40.
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preference for the sort of French and Italian paintings many art patroig have seen
on the Grand Tour prejudiced English buyers against their own artists, to saagrafthi
any interloping Irish artists. There are many accounts of the pursuit arrchperaf
European Old Master paintings by English noblemen and royalty. John Steege®sn not
the shift that occurred over the eighteenth and nineteenth centuries in tieatassof
art lovers: first, they were considered to be connoisseurs and collectorshiatevere
patrons.’ The critical difference is that patrons actively supported living sffist
Throughout the eighteenth century, cultural associations arose in Europe that
offered a variety of levels of artistic instructibhiThese early schools, modeled after
precedents established in the post-Renaissance academies of Europk, offere
instruction?® Certainly within English art circles, the French approach to academic

instruction reigned supreme. Most of the artists based in England, regardless of t

7 John Steegmawictorian Taste: A Study of the Arts and Architeetfiom 1830 to 187(London:
Century, 1962; reprint, London: Century, in assterawith the National Trust, 1987), 49-75.

18 Lightbown, introductiorto Pye,Patronage of British Artno page. Pye in particular grumbles about the
aristocrats’ penchant for spending copious amoofitsoney on copies, fakes, and shoddy Old Masters
rather than real pieces by true talents who wodtesker to home: “We often hear of a sum given for a
single work of an ancient master that equals timeiaihrevenue of a gentleman’s estate, and sometimes
those cases, the ignorance of the purchaser, éntheery of the seller, imposes a copy of littléuea
instead of an original.” While Steegman’s textisnarily devoted to developments in English artidgr
the Victorian period, his chapter entitled “Collext and Connoisseurs” deals with eighteenth-century
patronage issues as well.

19 See llaria Bignamini, “The Artist's Model from Lyeto Hogarth,” inThe Artist's Model: Its Role in
British Art from Lely to Ettyed. llaria Bignamini and Martin Postle (NottingitaNottingham University
Art Gallery, 1991); Holger HoocK,he King's Artists, The Royal Academy of Arts dr&Rolitics of

British Culture, 1760-184(0xford: Clarendon Press, 2003); Nikolaus Pevsiheademies of Art, Past
and Presen{New York: Da Capo, 1973). llaria Bignamini and itia Postle have analyzed how English
drawing schools and studios evolved into Engligistar “academies.” Pevsner reviews the sequential
establishment of academies in Italy and Francéydirg theAcadémie Royale de Peinture et de Sculpture
(Paris, 1648). More recently, Holger Hoock hasddhthe establishment of the Royal Academy and its
influence on like institutions, including thoseSeotland and Ireland.

2 Bignamini, “The Artist's Model from Lely to Hogdrt’9; PevsnerAcademies of ArBignamini

specified that unlike the Royal Academy of Art, 87éese early schools did not offer the comprekiens
study of all three disciplines under one roof: stid at “the Drawing School established by William
Shipley in 1753 . . . were taught the rudimentdrafving at Shipley’s School, while they drew frome t
Antique at the Duke of Richmond’s Academy and fithw living model at the second St. Martin’s Lane
Academy.”
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country of birth, would have been aware of the superlative reputation of Frenc artist

education, and patronage and exhibition prospects.

Sir Joshua Reynolds: Innovator, Muse, and Visionary

Several prominent gentlemen who were active within London social, political,
and artistic circles sought a solution for England’s shortcoming in this rédaed.
architect Sir William Chambers (1723-1796), along with the American-drtigt
Benjamin West (1738-1820), and the English artist Joshua Reynolds (1723-1792),
attempted to enlist the support of King George Il for a painting academyoléd
offer training and a comprehensive and prescribed series of yearlytexiabihe soon-
to-be founders of this Royal Academy believed that it would fill the obvioed fog an
official institution for art training while providing a venue for the displayhef
academicians’ work. This, in turn, would encourage English art in general among
members of the public and professionals alike.

The strategic efforts of these motivated individuals paid off, and the Royal
Academy was established in 1788 he inaugural general meeting of the academy was

promptly held on January 2, 176%lts first president, Joshua Reynolds, not only set a

2L Farington Diary of Joseph Faringtaril:32—-33, 2:506; FaringtoMemoirs of the Life of Sir Joshua
Reynolds47-49; Northcotd,ife of Sir Joshua Reynold84—-65. The initial proposal to the king for the
Royal Academy stated cagily “that it was not meartie a burthen upon the King, but to be suppdsted
Artists by means of Exhibitions & that His Majestyganction & countenance was all that was required
unless there shd. happen to be defficiencies, wHistMajesty it was hoped would not think money ill
applied which might be devoted to such a purpos¢h@great object of the Society was to support a
National School of art.”

22 Farington Diary of Joseph Faringtor2:506, 3:804; Sir Joshua ReynolB$scourses on Artl:11-21;
David Solkin, “This Great Mart of Genius,” #rt on the Line: The Royal Academy Exhibitions@n&rset
House, 1780-183&d. David SolkifNew Haven: Yale University Press, 2001), 11-2itidlty, the

Royal Academy held its exhibitions in a temporgrgce in Pall Mall, and its administrative officesra
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noble precedent by delivering the first of his fifteen discourses at tasiondut also
received the honor of a knighthotReynolds remains to this day a pivotal figure within
the history of English art, and his prolonged oversight of the Academy (from 1768 to
1792) contributed to this legacy. Beyond his talent as an educator, he was also able to
transcend (and often fuse) the otherwise incompatible artistic genressaof lpainting
and portraiture. Ebulliently refashioning theau ideal Reynolds inspired his
contemporary patrons and audience members while creating an enduring ¢edbey f
English school.
In his opening speech, he expounded at length on this latter concern (as he would
in the succeeding fourteen discourassvell)®* He began by remarking upon the need
for such an academy in England, linking the school to larger aspirations fongthr
English art market and a more appreciative English art audf@nce:
Gentlemen, An Academy, in which the Polite Arts may be regularly cultivated, is
at last opened among us by Royal Munificence. This must appear an event in the
highest degree interesting, not only to the Artists, but to the whole nation. It is
indeed difficult to give any other reason, why an empire like that of BRITAIN
should so long have wanted an ornament so suitable to its greatness, than that
slow progression of things, which naturally makes elegance and refinement the
last effect of opulence and pow&r.
Proselytizing to his fellow academicians and, as time went on, to his students,

Reynolds spoke of emulating the past glories of Greek, Roman, and Renaisshyce art

instilling in contemporary British painting the principles, ethics, andattons of the

located at Old Somerset House. In 1780, a newibgildesigned by Sir William Chambers and located on
the Strand combined both exhibition and administeafunctions. In 1836, the academy moved to
Trafalgar Square, where it shared space with theh& Gallery.
% Northcote Life of Sir Joshua Reynold400; Pevsnercademies of Ar93; Pye Patronage of British
Art, 173, 209.
4 3ir Joshua Reynoldketters of Sir Joshua Reynol@sl. John Ingamells and John Edgcurtibew
Haven: Yale University Press, 2000), #22, 29-31sRer,Academies of Art183-85.
22 ReynoldsDiscourses on Artl:13; delivered at the Opening of the Royal Aecagelanuary 2, 1769.
Ibid.
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grand styl€” While Reynolds (and others) argued for the moral imperatives of history
painting, the art market often favored more “practical” genres, inclutbngxample,
portraiture®® James Northcote summarily describes the desire on the patron’s part to be
represented in portraits that idealized and emphasized their prominence within
contemporary culture, while frequently alluding to the classical pastu&taste was
wanting, vanity, however, was not wanting; and the desire to perpetuate the form of sel
complacency crowded his [Reynolds] sitting room to women who wished to be
transmitted as angels, and with men who wanted to appear as heroes and phild&bphers
Thus Reynolds’s call to arms failed to produce a swift embrace of the more
esoteric but aesthetically rewarding genre of history painting, whdtey@omise for
the English school. Landscape painter and writer Joseph Farington (1741-1821) claimed
in his Memoirsof the Life of Sir Joshua Reynold®19) that the yearly Royal Academy
exhibitions significantly enhanced the English public’s appreciation of arth©other
hand, artist and writer Benjamin Robert Haydon (1786-1846), an academician who was
also known for his history paintings, titled an acidic essay “On the Relative

Encouragement of Sculpture and of Painting in England” (1820), implying with this

27 Northcote Life of Sir Joshua Reynold434—35: Reynoldiscourses on Artl:13-27; 3:43; delivered
at the Royal Academy on December 14, 1770. In Regthirddiscoursedelivered on December 14,
1770, he expounded on the international appreciatidghe grand style, or thgtisto grandeof the
Italians, thebeau ideabf the French, and ttgreat style genius andtaste,among the English, are but
different appellations of the same thing.”

% See Robert Jones'’s review of Martin Posti&itsJoshua Reynolds; The Subject Pictw®xford Art
Journal19, no. 2 (1996): 105—7. Reynolds was painfullaethat despite his advocacy of the Grand
Style of history painting, no artist could sustainareer without resorting to portraiture in Britai the
1770s and 1780s.

29 Northcote Life of Sir Joshua Reynold$34—35.
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ordering of media the challenges for artists who pursued the exaltedofjéistory
painting™°
Patronage patterns in England were also shifting during this time, and the art
market was becoming both more competitive and more diversifiatellectual and
philosophical yearnings aside, most visual artists were driven by tlaketrforces to
develop styles and approaches that would enable them to reach out to audiences who
were becoming ever more fickle and exacting in their search for botktyhamd formal
innovation®? In response, many artists modified their approach to paintings in order to
attract the public, differentiating themselves (and their work) in the Edicesa the
hundreds of paintings that were typically displayed at the Royal Acaddmiytens.
Several writers commented on the “display culture” infiltrating contemyporar
exhibitions, including an anonymous writer for ttendon Magazinén 1820:
We are not unaware, that the crowded state of these annual Exhibitions, which, on
the first entrance of the spectator, flings upon his eye, before his attention is
riveted on some particular object, a chaotic mass of colouring, is very
unfavourable on many occasions of the well-founded claims of a number of artists

to public encouragement. Works of delicacy and sentiment are often overlooked
in the thronged heap, and the very crowd of visitors which fills the rooms,

30 Farington,Memoirs of the Life of Sir Joshua Reynpl3; Benjamin Robert Haydon, “On the Relative
Encouragement of Sculpture and of Painting in BmgjlaLondon Magazin@ (July—Dec. 1820): 206-9.
Haydon excoriates the public for their ignorance¢hef genre: “There is nothing of which the nobibiyd
the public of this country are so little aware las éxpenses of a great historical picture . anlhistorical
painter wishes to paint a great picture, he beigiwghout employment, because it is not wantedutfh
every body is convinced it ought to be done .appeal to the country if this is a fair statetongs. Is
historical painting, or is it not, essential to fileasure and greatness of this country?”

31 See PyePatronage of British Art30-42. In their essays Art on the Line: The Royal Academy
Exhibitions at Somerset House, 1780-1838y Dian Kriz and C. S. Matheson also discusssihrehesis
of fashion, spectacle, commerce, art, and sodnetyttad come to characterize the London painting
exhibitions.

% Anonymous review in thBritish Evening Postf An Historical Review of the Paintings &c. Now
Exhibiting at the Great-Room of the Society Ingtitufor the Encouragement of the Afitendon, 1762);
Farington,Memoirs of the Life of Sir Joshua Reynolis; anonymous, “Our Royal Academical Lounge,”
Fraser’'s Magaziney10-11.
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obstructs, in a great degree, that view of the pictures which is essential to a
consideration of their merits.

Another commentary, publishedkmaser's Magazine of Town and Country,
finds numerous faults with the Royal Academy exhibitions: “On every occab®n [t
painters] are ready to adapemselves to the taste of the public, be it ever so vitiated,
and to comply with its humours, be they ever so preposterous and extravagemiual
exhibitions are quite as much calculated to create a hankering afeenawelty, and to
give rise to a habit of hasty and superficial examination, as to induce attentlyet
what is most deserving
Scholar Gordon Fyfe, who has chronicled the growing commercialism of the
English art market at length, recognizes the increasingly social iwipant in
Reynolds’s era:
Exhibitions had ritual functions; they were among the metropolitan spaces at
which the solidarity of the upper class was reclaimed in the face of the divisions
of modernity. Exhibitions were among the seasonal rituals of power which
promoted the authority of a centered Society over commercial competition. The
London Season was a period of some six months . . . when country squires and
aristocrats gathered in London to pursue the pleasure of social intercourse, t
settle their affairs and to confirm their elite status through acts ofgtiSpl
Reynolds’s influence spread far beyond his success in establishing the rigorous
doctrines of the Royal Academy of Arts in England. He was the veritable emdaddf

a metropolitan artist at a very heady time in English culture. His pgoftraiDuchess of

Devonshireof 1775, for example, was commercial enough to secure public attention and

3 Anonymous, “Fine Arts, Exhibition of Royal Acadefhy.ondon Magazind0 (1820): 356—62. See also
Mark Hallett, “Reynolds, Celebrity and the Exhibiti Space,” iloshua Reynolds: The Creation of
Celebrity, ed. Martin Postle and Mark Hallett (London: TRigblishing, 2005), 35-37. Hallett suggests that
the London exhibitions were so popular among thvase desired to see and be seen that the exhibitions
became “crucibles of celebrity.”

3 Anonymous, “Our Royal-Academical Loungé&faser's Magazine709-10.

% Gordon FyfeArt, Power and Modernity: English Art Institutiors750-195@London: Leicester
University Press, 2000), 68ee also Hallett, “Reynolds, Celebrity and the Bitlun Space,” passim.
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please the sitter while nevertheless alluding to the grand manner amaia rexerence

for classical culture. Lady Georgiana Cavendish, née Spencer (1757-180& marri
William Cavendish, the Fifth Duke of Devonshire (1748-1811), and was soon renowned
for her scandalous behavirCapitalizing on the duchess’s reputation as a fashion plate,
Reynolds presents her full-length image within a serene pastoraf$éffhe ambiance

of the antique is enhanced by her classically derived yet sumptuous dregmatafei
headdress ensemble. The juxtaposition of her extraordinarily contrivechatitbe

idyllic vista demonstrates Reynolds’s flair for capturing his subjebte never

abandoning the grand manner.

The portrait of the duchess was a success and well received within the gelebrit
fixated audience. Given Reynolds’s repeated avocation for the importanceoof hist
painting, however, it is likely that such a work did not measure up to the historical
standards he had outlined in BiscoursesThe philosophical and artistic ideals that he
proposed there set forth a strategy for the metropolitan success of the Ecighieh
modeled as he thought it should be after the well-established, metropolitamessaite
Paris and Rome. However, as Reynolds would soon discover, there were simply not
enough patrons in England to support the necessarily expensive and time-consuming
process of grand-scale history painting. Thus it is already apparentenathe first
president of the Royal Academy felt compelled to alter his stylistic apprand
methodology to painting in order to attract and maintain sources of patronageawit

rapidly changing art market that was fueled by audiences who clamored ftiyndsea

% See Amanda ForemaBgorgiana Duchess of Devonshiiéew York: Random House, 1998).
3" Hallett, “Reynolds, Celebrity and the Exhibitiopage,” 43-44
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result, he came to advocate advances that satisfied a heightened, speatatdizplay-
centered cultural environment encompassing the paintings, the audience, aiigtshe c
His aspirations would be realized in time. His plan to improve English painting
would be carried forward by younger artists who also became part of thasingly
metropolitan ambiance of London art circles. Many artists, including J. M. el ur
(1775-1851), Danby, Petrie, and John Martin (1789-1854), gradually incorporated the
tenets of the international Sublime into their “history paintings,” began ptagliall of
the excitement, drama, and special effects that Romanticism delightdiduhy
esteemed and respected as he was, Reynolds set an important precedent with his ow
accommodation to the market and the public, encouraging artists ever afteraarthée
same as they sought their own voices and styles within an increasinghaiiteal,

metropolitan, commercial, and competitive London art mafket.

Alderman Boydell’'s Shakespeare Gallery: Evaporating Boundaries betweePrints

and Fine Art

Foremost among the coterie of colleagues who joined Reynolds in advocating for
new, metropolitan innovations in the name of elevating the role of English art was
Alderman John Boydell. In hiSiary, the painter Joseph Farington describes the
entrepreneur’s conviction in this regard: “The Alderman is bigoted to his schdmaoh
seems to exclude almost every othi€The plan was to rival European competitors in

the continental print trade by reproducing paintings of a trove of narratorasEnglish

3 Ingamells and Edgcumbketters of Sir Joshua Reynold¥4.

3 Farington Diary of Joseph Faringtort,:174; Northcotel.ife of Sir Joshua Reynold337-43.
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“history” by premier contemporary artists. In his memoirs, he artesilais goals, which
mirror but also expand upon the aspirations of Reynolds for both English art and English
culture more generally:

To advance that art [history painting] towards maturity, and establish arstEngli

School of Historical Painting, was the great object of the present design . . . In the

course of many years’ endeavours, | flatter myself | have somewaiaibeited to

the establishment of an English School of Engraving . . . When | began the

business of publishing and selling Prints, all the fine Engravings sold in England

were imported from foreign countries, particularly from France.—Happily, the
reverse is now the case; for few are imported, and many are exported,db a gre
annual amount . . . | flatter myself that the present undertaking, in that, and many
other points of view, will essentially serve this country. The more objects of
attraction and amusement held out to Foreigners, that may induce them to visit
this Metropolis*

Prints were certainly popular and gradually became more present within the
cultural discourses then taking place, as Boydell implies above; for the expanding
“middling class” of art patrons, published prints were an attractive atteernto original
painted work$?! The fact that one entrepreneurial print publisher in England could alter
the existing international patterns of print dissemination, then dominatedubgef-r
would prove very fortuitous to those artists who were moving from traditional history

painting to an embrace of the Sublime in their work, such as Danby, O’Connor, and

Petrie. Having first established himself as an engraver, Boydell waakd his mark on

0 John BoydellThe Boydell Gallery; A Collection of EngravingsauBitrating the Dramatic Works of
Shakespeare, by the Artists of Great Britain; Rdpaed from the Originals in Permanent Woodburytype
with a preface by Josiah Boydell (London: Bickeng &on, 1874), 5-11. See also FaringMamoirs of

Sir Joshua Reynold36—-79.

“! David Alexander and Richard T. Godfrdhe Reproductive Print from Hogarth to WilKiew Haven:
Yale Center for British Art, 1980); Anthony Dysdrictures to Print: The Nineteenth-Century Engraving
Trade(London: Farrand, 1984); John Featlf&he Power of Print: Word and Image in Eighteenth-
Century England,” irCulture and Society in Britain, 1660-18@@. Jeremy Black (Manchester:
Manchester University Press, 1997), 51-68; and MiadcC. SalamarQld English Colour-Printsed.
Charles Holm (London: The Studio, 1909).
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art history as a purveyor of fine published prints from original oil painfihgs artistic
and business instincts combined to ensure his suttess.

The Shakespeare Gallery opened in 1789 at 52 Pall Mall, Ldfiddre venture
comprised a base of operations for Boydell’s three-part scheme: the camnmigsif
original paintings by English artists depicting scenes from Shakespaarks that
would be exhibited in a gallery; the selling of subscriptions of well-craifited
beautifully designed editions of prints engraved from the original paintings; and
eventually selling and dissemination of individual engraved prints in England and
abroad® The early reviews of the gallery were jubilant: “This establishmentbeay
considered with great truth, as the first stone of an English School of Paimiihigjis
peculiarly honourable to a great commercial country, that it is indebted foasuc
distinguished circumstance to a commercial character—such an institutibrplace, in
the Calendar of Arts, the name of Boydell in the same rank with the Medialy?4t
Certainly Boydell's efforts resulted in an English art market that faathe first time

relatively democratized and commercialized; it was also a tremendousaéfin of

“2 John BoydellA Collection of Prints: Engraved After the Most @apPaintings in England . . . With a
Description of Each Pictur@.ondon: J. Boydell, 1769-72); Boyde},Collection of Views in England and
Wales, Drawn and Engraved by John Boy¢letindon: Sold by John and Josiah Boydell, 179@. &so
Extraordinary Characters of the Nineteenth Cent(irgndon: J. Parry, 1805), no page; Cunninghiaines
of the Most Eminent British Painters7; FaringtonMemoirs of the Life of Sir Joshua Reynold8-79;
and Algernon Graves, “A New Light on Alderman Bolf@ad the Shakespeare Galleriyyagazine of Art
21 (1897): 143-44.

“3 Extraordinary Characters of the Nineteenth Cenjumy page; Faringtomemoirs of the Life of Sir
Joshua Reynold§8.

*4 Times(London), May 7, 1789, p. 2.

“5 Northcote Life of Sir Joshua Reynold337—43.

6 Times(London), May 7, 1789, p. The Public Advertiseddune 9, 1789Jniversal Chronicle May
1789;Walker’s Hibernian Magazin@lanuary 1791), reprinted 8hakespeare: The Critical Heritage].
Brian Vickers (London: Routledge and Kedaul,1974-1981)6:508-13.
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England itselft’ Art publisher Algernon Graves recalled the meeting with Boydell that
led to the establishment of the Shakespeare Gallery in this light:
He was not yet satisfied with what he had done . . . old as he was, he should like
to wipe away the stigma that all foreign critics threw on this nation—thgathtie
no genius for historical painting. He said he was certain from his success in
encouraging engraving that Englishmen wanted nothing but proper
encouragement and a proper subject to excel in historical painting. The
encouragement he would endeavour to find if a proper subject were pointed out.
Mr. Nicol replied that there was one great National subject concerning which
there could be no second opinion, and mentioned Shakeépeare.
Like Reynolds before him, Boydell faced challenges along the way. But in the
end it was clear that he had correctly anticipated a shift in patronage withishEart
circles, as the insular and elitist oligarchy of English Old Masteeaolis gave way to a
thriving art market that was able to accommodate growing numbers of newe roliaist
buyers who were attracted to the availability, financial accessjhality respectability
associated with the ownership of &tt.
Boydell was further responsible for significant shifts in the inteonatiprint
market through his imposition of financial duties on the import of foreign prints, which
effectively reversed the flow of those prints, especially relative tocerand earned
upwards 0%300,000 per year from export alone. Unfortunately, his success in this regard
would not endure. Reeling by the turn of the century from the sudden and severe financial

impact of even more ruthless trade restrictions brought about by Napoleon’sgrzsnpa

Boydell was eventually forced to appeal to the English Parliamentdqrasing of an

" See Alfred Beaver, “Alderman BoydelMagazine of ArD (1886): 110—11. Beaver claimed that in
1785, the engravings being exported from Englartti¢acontinent were worth ové200,000 per year,
whereas the amount of revenue generated via impadsa meré€100. See also FaringtoDjary of
Joseph Farington5:1302-3; Graves, “A New Light on Alderman Boydell43—48.

“8 Graves, “A New Light on Alderman Boydell,” 143—&ke also Winifred H. FriedmaBpydell's
Shakespeare GalleffNew York: Garland, 1976), 4—6.

“9 Farington Diary of Joseph Faringtarb: 1302—3.
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act that would allow him to put his business up for sale via lotfdry1803, Parliament
granted Boydell permission to hold the lottery, which encompassed not only the 52 Pall
Mall building but the inventory of paintings as w&lThis sad fate epitomizes the
numerous challenges England faced with respect to its position as a visaah&gts
during this period of global political crises, many of which had importanficatnons
for the international and domestic art markets. Nevertheless, Boydellduelms mark.
Danby, O’Connor, and Petrie were all involved with prints to a certain degree.
Danby and Petrie (and less frequently O’Connor) worked with a variety of print
publishers to have their drawings and paintings engraved for publication, which
contributed to their growing reputations. All three artists would benefit héram the
precedent of more established artists like J. M. W. Turner, whose skedgipeditions

abroad often led to the publication of books of travel-related engraiings.

Napoleonic Catalysts for Change in the English Art Market

As mentioned above, the wide-ranging effects of political chaos on the continent

included the dispersal of noteworthy private European collections of finenart. T

revolution in France forced many private collectors to transport theiingsrio England

%0 |bid., 6:2160, 2191, 2233, 7:2512; Whitléyrt in England 2:72. Boydell’s business success was
predicated on returns from the export of Englishtgrabroad. Whitley quotes from an unidentifiedrjzal
from the spring of 1789: “The export trade of ongeavings to France far exceeds the trade at hdhee.
trade at home is chiefly in low-priced prints—Httbvals and furniture decorations of the more gostl
productions of the French exceed by three to oadtiyers in England. In Paris alone to Sir Robert
Strange’s last print the subscriptions there exedenlirs as seventeen to three. The calculatioal$ in
undertakings are on the foreign sale, being tralm@ve our own. Spain is also beginning to deaklgrn
the commodity. A late order from Madrid to Mes®sydell exceeded 1,500 pounds sterling.”

*! FriedmanBoydell's Shakespeare Galle§4—93.

*2 professional artists who traveled abroad wouldrreto London with sketchbooks full of drawingsttha
could be engraved as prints or developed into {aizred, full-scale exhibition paintings. Danby and
O’Connor both embraced the desire to experiencdridsma and inspiration of overseas travel.
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to either protect or sell them. As a result, a select and savvy group of Engksitocsl|
was able to purchase an enormous amount of fine art, including many Old Master
paintings. Art dealer William Buchanarf4emoirs of Painting, with a Chronological
History of the Importation of Pictures by the Great Masters into England since the
French Revolutiorf1824) is a riveting account of these eveéritshe importation of one
distinctive trove of paintings caused a great deal of press coverage in England:

In 1792, the Duke d’Orleans gave orders for disposing of his magnificent
collection of pictures, as will be found particularised in the subsequent details;
and the causalities of the times afterwards forced the purchasers to send it for
protection to our more happy shores. The storm of Revolution at last burst forth
with all its terrors, and with it sprung up those causes, which in a measure forced
upon us a species of remuneration in the Arts, for our former heavy losses.

As the introduction of a collection of so much importance as that of the Orleans
into this country formed of itself an era, it cannot but be interesting to tréce it

its origin, to observe the new turn which it gave to the prevailing taste of the day
to know the objects of which it was composed, with the value attached to each;
and to learn the names of those men who first gave its reception into this country,
a marked patronage and encouragement in matters almost as interesting to those
who ap&reciate a correct knowledge of chronological events, as to the lover of art
himself:

*3 BuchananMemoirs of Paintingl:xii-xvi, 1-33;Farington,Diary of Joseph Faringtorg:970. See also
Burton B. Fredericksen, edhe Index of Paintings Sold in the British Islesidg the Nineteenth Century
(Oxford: Clio Press, 1988), 1:xi—xiv; Thomas Martjine English Connoisseur: Containing an Account of
Whatever Is Curious in Painting, Sculpture, &ctlire Palaces and Seats of the Nobility and Principal
Gentry of England, both in Town and CounBublin: T. and J. Whitehouse, 1767); George Retjfart
Sales: A History of Sales, Pictures, and Other WarfkArt with Notices of the Collections Sold, Narokg
Owners, Titles of Pictures, Prices and Purcha@esdon: Whitefriars Press, 1888).

>4 BuchananMemoirs of Painting1:9—24. Buchanan details how, over a twenty-pesiod, through
strategic purchases and generous gifts, Philip Redeke d’Orleans had compiled “one of the most
splendid and consequential [collections of pairg]rig Europe.” The Orleans collection was by no nsea
the only major group of paintings to be importetbiBngland, however. Buchanan describes severat oth
considerable collections in his memoirs as wellusge 1 was concerned with paintings from France;
volume 2, with paintings that arrived via Italy,asesult of Napoleon’s campaigns in 1797-98. Early
viewers who ultimately purchased major paintingsrfithe sale included Mr. Angerstein (whose coltecti
would eventually establish the National Galleriag ¥iscount Fitzwilliam, Sir Francis Baring, and .Mr
Udney. Of the four, only Angerstein was a new adtie who was not known as a member of the
aristocratic class.
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Once the works were safe in England, the three English nobles responsible for

organizing their sale (the Duke of Bridgewater, the Earl of Carlistetlae Marquis of

Stafford) divided a portion of the paintings among themselves, with the rest talbe sol

after a public exhibitior®> Buchanan recalls:

Until the arrival of the Orleans Collection in England, the prevailing taste and
fashion had been for the acquisition of pictures of the Flemish and Dutch schools;
this likewise had for a long period been the rage in France. These were much
more easily to be acquired, and came more frequently before the eye of the public

than works of the Italian masters; it might, therefore, be deemed somewhat
singular to see with what avidity the present collection was seized on by the
amateurs of painting in general; and it will not be deemed surprising, that, from
that time, a new turn was given to the taste for collecting in this country.

Subsequent importations of the works of the Italian masters, gave an opportunity

of improving that taste, and brought the English collections, generally, to a
standard of consequence, which they could not boast of before that$eriod.

Those entrepreneurial British art dealers and financiers who happened ttabewhen
the French army arrived were uniquely positioned to export these paintingglamdEn
with haste—the alternative, often as not, was to enrich the conqueror Himself.
Responding rapidly, art brokers either renegotiated the sale of the paintings
agents from England and France or hoarded the collections until there was a more

propitious time to sefi® For example, William Young Ottley, Esquire, happened to be in

Rome in 1799, just when the difficulties for the major Roman patrons were most severe.

He purchased many paintings over the next year and organized a major $aist@<
in London in 1801. In due course these paintings would contribute to the formation of

major English collections including that of William Beckford of Fonthill, who was a

%5 |bid., 1:222-56, 271-96.The Italian collectionslimded Mr. Day’s, from which Mr. Angerstein
purchased three paintings: TitiaWenus and AdoniandGanymedgeand a work by Gaspar Poussin.
**pid., 1:22.

*pid., 2:1-3.

*®Ibid., 2:1-33.
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patron of Francis Danby, and the magnificent grouping put together by John Julius
Angersteim?®
For art lovers in England, these artistic treasures comprised a povesdldtion.
Burgeoning enthusiast William Hazlitt wrote the following in 182Qamdon Magazine
My first initiation in the mysteries of the art [of painting] was at thizé@ns
Gallery: it was there | formed my taste, such as it is; so that Iraplaimably of
the old school in painting. | was staggered when | saw the works there collected,
and looked at them with wondering and with longing eyes. A mist passed away
from my sight: the scales fell off. A new sense came upon me, a new heaven and
a new earth stood before me . . . Old Time had unlocked his treasures, and Fame
stood portress at the door. We had all heard of the names of Titian, Raphael,
Guido, Domenichino, the Caracci—but to see them face to face, to be in the same
room with their deathless productions, was like breaking some mighty spell,—

was almost an effect of necromancy! From that time 1 lived in a world of
pictures®

An Appreciation for Old Masters and Contemporary English Artists: John Julius

Angerstein as the Consummate Metropolitan Collector

While most of the Orléans collection was snapped up by English nobility, this
unprecedented offering of Old Master paintings enabled non-titled personalges suc
John Julius Angerstein to expand their private collections as well. Challenging
entrenched notions of class, prestige, and privilege, Angerstein’s entry intoritien_
market happily affected the cognoscenti, young artists, and the generalyeahing to

know more about fine aft.In fact, the dedicated aesthete would prove vital to London’s

*9|bid., 2:3-33Redford,preface Art Sales 1:69—78. William Beckford purchased the AltietaGdes,
among other objects.

' william Hazlitt, “On the Pleasures of Painting,®ndon Magazin@ (July—Dec. 1820): 603; Hazlitt,
“Mr. Angerstein’s Collection of Picturesl’ondon Magazin® (July—Dec. 1822): 489-94.

®1 Farington Diary of Joseph Faringtars:2059, 9:400, 645, 647.
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ultimate transformation from an eighteenth-century city with an emgagit market to a
nineteenth-century metropolitan cultural hulmlike other well-known patrons such as
the Marquis of Stafford, the Earl of Carlisle, and the Duke of Bridgewateedden
purchasers of the paintings from the Orleans sale, Angerstein (like Bdwattla good
head for business in addition to being an art 16%€f Russian heritage, he had made a
name for himself in the marine insurance business at Lloyds of London and aateaimul
a considerable personal fortune.
Joseph Farington'®Biary mentions Angerstein frequently. In his typically
detached, brusque manner, Farington details Angerstein’s background and reputation
among the cognoscenti:
Mr. Angerstein has profited much by his marriages . . . Mr. Angerstein is much
respected for his good heart & intentions but is considered deficient in Education,
& very embarrassed on all occasions when He is required to express himself.—
His fortune is not esteemed to be of the first rate, perhaps not more, if so much as
£100,000, but his expences will be borne by Hig| [ncomefrom businessvhich
must be very considerable. Mr. Angerstein might have been at the head of
popularityin the City but has chosen to associate chiefly at the west end of town

so that He is one who the Citizens s&ypfes among thefar what he can
63
get.

“A visit to a genuine Collection is like going on a pilgrimage—it is an act of devain

performed at the shrine of Art!” ®*

%2 See John Julius Angerstei Catalogue of the Celebrated Pictures of the afen Julius Angerstein,
Esq., Containing a Finished Etching of Every Pietuaind Accompanied with Historical and Biographical
Notices by John Your{@tondon: John Young, 1823); Faringtdiary of Joseph Faringtor§:2059;
Redford,Art Sales1:124-27; Sarah Palmer, “Angerstein, John Juliestiy inOxford Dictionary of
National Biography; in Association with the Britisttademy; From the Earliest Times to the Year 2000
(2004).

®3 Farington Diary of Joseph Faringtor:2059.

 william Hazlitt, “The Angerstein Gallery,'ondon Magazin® (July—Dec. 1822): 489-90.
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While it may have taken London society a while to adjust to having a
businessman among its members, they were eventually able to overcomestasie dit
his lack of pedigre& The aforementioned writer William Hazlitt visited the Angerstein
collection in 1822 and wrote about the paintings in ecstatic, religious terms:isTosa
bazaar, a raree-show of art, a Noah’s ark of all the Schools . . . but a sanctuargfa holy
holies, collected by taste, sacred to fame, enriched by the rarest prafdyetsus.®°
Other changes also came about essalt of Angerstein’s influence. For example, the
Marquis of Stafford, an early patron of Francis Danby and enthusiastic champhen of
British Institution, made his private holdings available to a select “pulsieiedl®’ In
May 1806, Stafford hosted a reception for two thousand people during which they toured
his newly refurbished home and art collection. Stafford then decided to arrange for hi
paintings to be viewed by ticketed individuals on Wednestfays.

Still, for most struggling artists (and others), the prospects for gainingnee to
the state apartments of the Marquis of Stafford were not good. In generi)ythe

opportunity to see paintings without an admission charge as was nece¢sksariRayal

® Farington Diary of Joseph Faringtor:821.

% Hazlitt, “Angerstein Gallery,” 489-90. The passagatinues: “For the number of pictures, Mr.
Angerstein’s is the finest gallery, perhaps inwmweld . . . We know of no greater treat than tcadenitted
freely to a Collection of this sort, where the mmegoses with full confidence in its feelings ofrachtion .
.. Itis a cure (for the time at least) for lowstlyhted cares and uneasy passions. We are abdtracte
another sphere: we breathe empyrean air; we enitethie minds of Raphael, of Titian, of Poussinthef
Caracci, and look at nature with their eyes; we livtime past, and seem identified with the pemnan
forms of things.”

7 Anonymous, “Fine Arts, Exhibition of Royal Acadefhyondon Magazind0 (1820): 355; anonymous,
“Lord Grosvenor’s Gallery,London Magazind 0 (1820): 365. With regard to Lord Grosvenor'€oipg
of his home and his art collection for a selecti@nck, the anonymous writer said the following: iSTh
distinguished patron of the fine arts has opensadhbble collection of pictures at Grosvenor-House,
stated days, for those who have been presentedigk#ts. A collection like this, which is enricheg
some of the standard works of the old mastershgnmdany of the finest of the modern school, catfiaibt
to be appreciated by all the lovers of the fins.art

® Anonymous, “Lord Grosvenor’s Gallery,’ondon Magazine365.The Marquis of Stafford offered
tickets to Royal Academicians in addition to othemnsspecial occasions.
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Academy exhibitions would be at the growing number of public auction rooms in
London®® Not until 1824 did the English government specifically seek out what were
perceived to be important works by historic Old Master English artists fational
collection that would be open without restrictions to the public and artists for tnstfuc
educational, and inspirational purpo$ét.was a familiar refrain; already in 1767 an
anonymous writer fof he English Connoissewas goading the landed gentry to open
their estates to facilitate much-needed access to Old Master icoléefddr young artists:
“The polite arts are rising in Britain, and call for the fostering hand of theand
powerful; one certain way of advancing them, is to give all possible opportunities
those who make them their study, to contemplate the works of the best mastersy that the
may not form a bad taste and a poor manfier.”

Fortuitously for England, just as the clamor for an unrestricted nationatygal
had reached its apex, Angerstein’s collection became available, followidgdth in
1823. After the careful strategizing of insiders such as Sir Thomas Layienas
purchased by Lord Liverpool’'s government £&7,000 with the intention of finally
establishing a real national gallery in Lond8iThe gallery opened in 1823 and remains

to this day a major institution dedicated to international paintings and scufpture.

9 Whitley, Art in England 2:3.

0 John Eagles, “The Fine Arts and the Public Taste853,"Blackwood’s Edinburgh Magazirt (July
1853): 90-91. Eagles enthused about an accessiblie pollection: “The public—the public, and nobet
the public—shall have a National Gallery, a Royah8emy—demand especial legislation, committees of
taste, to tell this public what it wants, whictoitght to know very well of itself, if the said pibhath any
individual bodily existence.” See also Hutchinsbiistory of the Royal Acadenm§8.

" Martyn, English Connoisseuf; Farington,Diary of Joseph Faringtori,6:5696.

2 Farington Diary of Joseph Faringtori:2721, 16:5696; “Mr. Angerstein’s Collectior,bndon
Magazinet (Jan.—June): 489-98jr Thomas Lawrence’s Letter-Bag; with Recolleddiohthe Artists by
Miss Elizabeth Crofted. George Somes Layard (London: George Alleng), ¥ 3.

3 Gregory Martin, “The Founding of the National @ajl in London,”Connoisseu® (April-Dec. 1974):
280-88.
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The growth of the status of the fine arts in England during the eighteenth and
early nineteenth centuries comprises a complex narrative that reseithtelsallenges,
opportunities, and serendipity. As did Ireland, England had to overcome prejudices and
its own insecurity to claim a viable place within international artistates. Any
consideration of Irish artists who were living or exhibiting in London, then, must beg
with the historical challenges and opportunities that they would have encouhtnesd t
including developments in taste and style, changes in the art market, and theoadvent
successful new institutions.

In the eighteenth and nineteenth centuries, we have seen that both Ireland and
England sought to improve their international status with regard to the adedlweas
hindered by numerous economic, political, and sociological problems, but individuals
and organizations strove to establish a viable support system for the visuahautisat
involved patronage, education, exposure to artistic innovation from abroad, and increased
opportunities for the exhibition of artists’ work. The combination of these factotedrea
a situation that had serious negative consequences for Irish artists.

England too struggled to position itself as an international arts hub that could
boast of a well-established school of art. Compared to the metropolis of Paris, London
was likewise considered a provincial player in the international art marketnber of
factors did encourage the eventual establishment of a respected Englishiszhaolld
be recognized within an international arena, largely thanks to the effortsJafsBua
Reynolds, Alderman John Boydell, and John Julius Angerstein.

While in the eighteenth century, Irish artists who journeyed to London likely

would have been surprised by the lack of support for the arts within English culture,
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things changed relatively quickly. In the nineteenth century, advances had taken plac
and the journey that Danby, O’Connor, and Petrie undertook in 1813 would prove to be
pivotal for all three of them. In terms of ambition, they recognized the prehilesh

existed within the Irish art market and sought alternatives to further their ow
professional advancement in London. To distinguish themselves among the throngs of
struggling artists there, they sought out the resources offered by theARagamy of

Art and the British Institution. They recognized how the efforts of men likaétes to
advocate for historical landscapes had contributed to a growing marketlon&
landscapes of all genres—apocalyptic, Romantic, and historical. In turn, etchadn
abandoned his earlier penchant for topography and created a new path for himself
through the Sublime. To varying degrees and through different methodologies, each of
them managed to retain certain aspects of his provincial roots while emgitfze

novelty and modernity offered by London and the tenets of the Sublime.

These innovations included an awareness of the benefits of sketching excursions
abroad, the use of the growing market for published prints to further leverage their
reputations within an international market and at home, the use of Old Master paintings
as a means of grounding their new approaches, and an embrace of the increased
prominence of history painting as a way to the Sublime. In London and Dublin,
respectively, Danby and Petrie realized that if they grounded their paintitigsgenre
of “history” as promoted within the English school, they had a chance to rise above other
artists and, in a very modern way, adapt the tenets of the Sublime to the broaglef gen

“history” painting in its new incarnation. Lastly, each artist waswaamnt of the shifts in
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the aesthetic appreciation of artistic stylistic developments in conjunciiloth& role

that audiences played in the establishment of an artist’s reputation.
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Chapter 3

Francis Danby: Striving for the Metropolis and Finding the Sublime

If Ireland does little towards rearing and establishing her men of genius, she has

the merit of producing them: the arts of peace and the arts of war number in thei

highest ranks a host of distinguished names. To the list of notable painters who
have conferred honour on the sister-isle we may add Francis Banby.

When Francis Danby arrived in London in 1813, the city was becoming an
international artistic hubThe surest measurement of success for any Irish artist was a
triumph in London among the many other international artists who worked there.

Eleven years later, Danby would secure such a triumph. The exhibition of his
painting titledSunset at Sea after a Sto(h824; fig. 3:1) would result in an uproar at
London’s Royal Academy, and its strong critical reviews would win him intiemnsd
acclaim and the camaraderie of his prominent fellow academicianthi§debut, he
had chosen a magnificent seascape whose historical narrative promised adppader
than the content of his British Institution debut painfiig fact, Sunset at Sea after a
Stormis a brilliant realization of the Burkean tenets of the Sublime, and Danby had very

high hopes for it, given his growing love of the metropbl@ars later he would

reminisce with the editor of th&rt Journalabout his first visit to London, “with the

! See anonymous, “British Artists, Their Style arfth@cter, with Engraved lllustrationgtt Journall
(1855):78.

2 Anonymous, “Obituary of Francis DanbyAtt Journal7 (1861): 118; anonymous, “Obituary of
Danby,” The AthenaeunMarch 2, 1861, p. 294; William StokéRhe Life and Labours in Art and
Archeology of George Petrie,L.D., M.R.I.A (London: Longmans, Green and Company, 1868), 2—4.
% The Upas, or Poison Tree in the Island of J&4&19) was exhibited at the British Institutionli@20.

* See Celina Fox, ed.pndon World City: 1800-184Mew Haven; Yale University Press, 1992), 453.
The popularity of the painting’s subject matter—a#t set adrift in the sea—may be linked to the @otl
surrounding the 1820 London appearance of Théa@éreault'sThe Raft of the Medusahich was
exhibited in Piccadilly at the Egyptian Hall. Danthg not see the painting himself, but it was diesat
to him by an acquaintance, Francis Gold.
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wonders of which . . . | was so struck that they increased my ambition, and from my
twentieth year | have been an English arfist.”

Enthralled by the booming London art market, Danby promptly produced a
work that would make an impression there. Drawing upon the scholarly discourse then
heating up around the Sublime, Danby heightened his viewers’ experience ef natur
through a fresh, even disconcerting perspective. His low horizon, red sun, white-capped
waves, and luminous sky invite more than an appraising look: they invite meditation.
Evocative and enigmatic, this masterpiece surpasses simple miymesiesking the
grander intentions that would drive Danby throughout his career. Already, however, he
was no longer the provincial Dubliner who had toiled and trained in the relative
backwater of Bristol before making his way to London for good. Writing in 1856,

David Bogue vividly recalled Danby’s triumph in his badkn of the Time

Springing like Pallas from the head of Jupiter completely armed for ttie bkt
fame, [Danby] produced his “Sunset at Sea after a Storm;” one of the most
remarkable pictures of the English school. There is scarcely an instahee i
history of modern art of so great a stride having been made in so short time. This
marvellous effect—a blood-red setting sun over a weltering sea, whasedesol

is only broken by the straining raft of a shipwrecked crew clinging convulsively
to its timbers, at once established Mr. Danby’s position as a painter. Sir Thomas
Lawrence . . . was so charmed with the picture that he purchased it at a liberal
price; one more in accordance with his own sense of its value than the modest
expectations of the artist . . . This work has been finely engraved in Finden’s
“Royal Gallery of British Art” but as much of its beauty depends upon colour—
a colour, too, which is but feebly represented by the burin—the engraving
affords but a very imperfect notion of the magical variety of hues whichyglorif
the original®

® See anonymous, “British Artists&rt Journall (1855), 77—80; David Boguklen of the Time:
Biographical Sketches of Eminent Living Charac{g&endon: David Bogue, 1856), 190. This
exclamation recollects Danby’s initial enthusiasmlfondon, when he of course could not foresee the
professional and personal tragedies that wouldegednim. Beyond his enthusiasm and fervor to
appropriate all things English, Danby, like hisleajues O’Connor and Petrie, would have been erpose
to the reverberating political dissonance that iesthafter the rebellion of 1798, which will be dissed
further in this chapter.

® David BogueMen of the Timgel190.
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Longinus, Burke, Immanuel Kant, and the other writers to be discussed here in
relation to Danby’s art were all admirerspifantasiathe power of the human
imagination when properly inspired or moved by the Sublime. Danby’s epic canvases
fit this bill; he (and certain of his colleagues) harnessed the tenetsSiilbiene even
as its themes continued to be developed by the critics and philosophers of his day and
indeed, by twentieth- and twenty-first century schofadvietropolitan nineteenth-
century audiences were fascinated with cataclysmic canvases, and Oalnibty to
infuse an otherwise beautifully composed painting su@uaset at Sea after a Storm
with a haunting mortality earned him some renown. In 1847, critic Richard Redgrave
reminisced about the impact ti&inset at Sea after a Stohad upon him when he first
viewed it in the Royal Academy:

Forty years have passed since we saw this picture, yet we could almotedescr

from memory the lurid red of the setting sun, the broken waves of the subsiding

storm, the few survivors of the wreck, alone on a raft on the limitless ocean;
perhaps if we saw it now we might think it less impressive than its memory, yet
it was a work that made the painter’s reputation. Lawrence, the president,
purchased it, it is said, at a much higher sum than the painter’s price, and the
world of artists and the outer world of art-lovers were so struck with itritiaei
next year, when he followed up his success by a still greater effort, “The

Delivery of Israel out of Egypt, and Host of Pharaoh overwhelmed in the Red

Sea,” the Academy elected him an associate of their body, and the road to

wealth and fame seemed to lie open before®him.

At the time the reputable and influential patron Sir Thomas Lawrence (1769-1830),

president of the Royal Academy, purchaSediset at Sea after a Stqrhe was known

" SamueMonk, The Sublime: A Study of Critical Theories in X\@&ntury England(Ann Arbor:
University of Michigan Press, 1960): Philip Shakie SubliméNew York: Routledge, 2006); Thomas
Weiskel, The Romantic Sublime: Studies in the StructureRsythology of Transcenden(altimore:
John Hopkins University Press, 1976).

8 Richard and Samuel RedgraveCentury of British Painters of the English Scheth Critical
Notices of Their Works, and an Account of the Peegrof Art in Englan@_ondon: Smith, Elder, 1866;
reprint, London: Phaidon Press, 1947), 400.
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as a discriminating and influential collector of Old Master paintings andmya’ The
publicity attending his purchase of the young artist’s debut painting no doubt aided
Danby in his ascent.

The painting was remarkable for its style as well as its story, and perlbbaps m
of all for its coupling of the two. In it, Danby employs brushwork that is loosejrgést
and expansive, almost Turneresque. He also uses his rich, deep, lurid colors with
nuance and flair in the manner of the northern German romantic painter Casgigar Da
Friedrich (1774-1840).

The radical influences of Friedrich’s Sublime landscape painting gualgalin
Sunset at Seafter a Stormwhose wide-angle, panoramic perspective abandons the
prevailing conventions of framing the view that are apparent in earlier eighteand
nineteenth-century British paintings. With his provocative subject, Danmedlig
himself with Friedrich’sPolar Sea 1824, mistakenly titletlVreck of the Hopby later
art historians, as well as Turnefie Shipwreckl805, and Théodore GericaulRsift
of the Medusal818-19° Danby’s technique recalls another painting by Friedrich as
well, specifically the studfveningof the same year (1824; fig. 32)The explicit

similarities between these two paintings are considerable, even thoedhdhrs study

° See George Redfordst Sales: A History of the Sales of Pictures aride®Works of Art with Notices
of the Collections Sold, Names of Owners, TitleRictures, Prices and Purchageondon: Whitefriars,
1888), 124 According toRedford, Lawrence kept the highly regarded expedtdealer Samuel
Woodburn very busy: “SW was constantly engagedhidifig drawings worthy of the collection which
Sir T. Lawrence was forming, and no one knew beékten he did the great value of such a collection.”
See also D. E. William§,he Life and Correspondence of Sir Thomas Lawrénaedon: H. Colburn and
R. Bentley, 1831).

19 See Helmut Bérsch-SupaBaspar David FriedricNew York: George Braziller, 1974), 14Dhe
Shipwreckrefers to the wreck of thearl of Abergavennypff the coast of Weymouth in 1805, and
Disaster at Seaefers to the sinking of a female convict shiptb# coast of France in 1833.

™ bid., 142. Bérsch-Supan suggests that this stiildyfwo others produced in 1824, was not intended
for exhibition but instead represents an attemptaioscribe ephemeral cloud formations and the cemn
of twilight. Although Friedrich’sEveningis not an example of the apocalyptic Sublime peitsoes
seek to express the intangible connection betwaemity and nature.
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dispenses with any foreground narrative and instead focuses solely upon that most
ephemeral and Romantic moment of the day, twilight. Its glorious, saturatesl aotbr
ethereal cloud formations far surpass the more scientific attempts ofjgdaraous as
John Constable (1776-1837) to execute cloud studies. Much like Friedrich’s earlier
paintingMonk by the Seél810; fig. 3:3) Eveningemphasizes the vast and seemingly
infinite expanse of the horizon above only the slightest of details to register a
foreground for the landscape:

In Friedrich’s works . . . the sky is a mysterious vacuum in which the clouds are

suspended like the characters of a strange script. Their ethereal sulsstance

highlighted by the glow of the setting sun. The feathery cloud configurations
the upper right-hand corner must have struck Friedrich as extremely suggest

... Iin these rapidly painted sketches the sky assumes a divine quality when

compared to Dahl’s cloud studies and those of his contemporaries who

portrayed meteorological phenomena in a more scientific manner. For Hriedric
the sky possessed a religious significatfce.

Danby’s own phantasmagorical sky demonstrates a like flair for exygdfie
emotive possibilities of rich, deep, and arresting colors. The intrinsic beadity a
emotivepower of what initially appears to be a serene, maritime sunset is only
sharpened by the grisly details of a tragedy at sea. As an examplelyfDa
increasingly savvy understanding of how one’s reputation within and beyond the
metropolis was established, the painting was engraved by William NiBd®; fig. 3:

4) 13
In TheGrounds of Criticism in Poetrfl1704), the eighteenth-century scholar

John Dennis (1654-1734) draws particular attention to the Sublime’s tension between

the metaphysical (Danby’s sunset) and the (sometimes painfully) co(tbestde raft):

12 pid.

13 For a detailed description of the print see Edwrmhcis FinderiThe Royal Gallery of British Art
(London: Hogarth, 1842-51% Sunset at Sea After a Stowas engraved by William Miller.
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And here | desire the reader to observe, that ideas in meditation are often very
different from what ideas of the same object are, in the course of common
conversation. As for example, the sun mentioned in ordinary conversation, gives
the idea of a round flat shining body, of about two foot diameter. But the sun
occurring to us in meditation, gives the idea of a vast and glorious body, and at
the top of all the visible creation, and the brightest material image of divinity.
Thus early in his career in London Danby established his interest in portraying
idealized landscape views that were rife with the Sublime, which hint atatiemship
between divinity within nature. With his Royal Academy debut, then, Danby had
quickly arrived at the epitome of an Irish artist’s success in London. But &me sadd

perspective that brought him to those heights were developed in Dublin, and it is there

where we must begin.

Danby’s Early Artistic Career in Dublin and Bristol

Born in 1793, Francis Danby was the son of James and Margaret Watson Danby
of Killinick, County Wexford. His family moved to Dublin in 1799, and young Danby
began his artistic education at the Dublin Society’s scHodlke first painting he
exhibited in Dublin, at the Society of Artists in 1813, was cdll@adscape—Evening
In A Century of British Painters of the English Schd@66), Samuel and Richard
Redgrave indicate that in this early painting, “The bias had already besmtgwards
that period of the day when breadth of effect and colour predominate, and the mystery

of gloom and twilight divest even the most homely scene of its commonplace, and

14 John DennisThe Grounds of Criticism in Poetry: Contain’d inrBe New Discoveries Never Made
Before, Requisite for the Writing and Judging oés Surely: Being a Preliminary to a Larger Work
Design’d to be Publish’d in Folio, and Entitled,Gkiticism upon Our Most Celebrated English Poets
Deceas’'d(London: George Strahan and Bernard Lintott, 1/88)

15 Anonymous, “Obituary of Francis DanbyAtt Journal,118; “Obituary of Danby,The Athenaeum,
294; BogueMen of the Timel90.
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clothe the tamest forms with grandeur and ideafftyDanby’s penchant for dramatic
light effects manifested itself throughout his career, as seen in numeroas Htat
depicted glowing sunsets as well as more dramatic and self-conscious iipregof
light.*” According to an anonymous 1855 essay on Danby iArthéournal the
revenue that Danby earned from his salkasfdscape—Evening Dublin collector
Archdeacon Hill financed his trip across the Irish Sea: “The young eatis¢ at once
to London to see what Art was doing in the great metrop8lis.”

The journey shared by Danby, O’Connor, and Petrie is well documented within
nineteenth- and twentieth-century Irish art historical literatUféney hoped to
establish themselves in London as working artists, and upon their arrival in June 1813,
they presented themselves to the celebrated artist Benjamin West (1738-1820).
Apparently, they impressed him, and West arranged for private viewings foreall thr
artists of exclusive London painting collectidfl<ontemporaneous Petrie biographer
William Stokes observes, “Through the influence of Sir Benjamin West, to wietme P
brought letters of introduction, and who received him most kindly, he enjoyed full
opportunities of examining the public, as well as many of the private cotieabf
painting in the metropolis® These collections likely included many Old Master

paintings, which would have made quite an impression on the young men (see chapters

16 RedgraveA Century of British Painter§98-400.

" Anonymous, “British Artists,’Art Journal, 77—78.

18 |bid., 78. The whereabouts of this painting is nmkn.

9 bid., 77-78; Thomas Bodkifrour Irish Landscape Painte®ublin: Talbot Press, 1920), 18; Bogue,
Men of the Timel90; Redgravei Century of British Painterg898; Stokesl.ife and Labours2—4; W.

G. Strickland A Dictionary of Irish PaintergDublin: Irish Academic Press, 1913), 1:253.

20 Anonymous, “Obituary of Francis Danbytt Journal,118. TheArt Journalobituary writer states that
Danby and O’Connor also had letters of introductmhVest.

% StokesLife and Labours7.
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1 and 2). Whether or not Danby had seen many Old Master paintings in Dublin prior to
his departure for London is not known.

Ultimately, Danby would surpass his two compatriots in the vigor of his
commitment to the English art scene, foreshadowing Roy Foster’s strli&gugiption
of George Bernard Shaw (1856-1950) as “a middle-class Irishman on the make who
felt no guilt at all about emigratiof>“Every Irishman who felt that his business in life
was on the higher planes of the cultural professions felt that he must have a
metropolitan domicile and an international culture: that is, he felt that hibdisgtess
was to get out of Ireland™®Petrie left within a month of his arrival in Dublin; his
father, James, forwarded a painting to his son, the sale of which was to payrge’'&eo
boat fare homé? After a few weeks in London, as the senior Petrie had predicted,
Danby and O’Connor found themselves financially strapped, and with great heyret t
temporarily abandoned their plans for London, setting out on foot for Bristol, 120 miles
away. Once in Bristol, Danby and O’Connor had to trade art for lodgiigry
quickly, Danby became enamored with the local landscape and decided to remain in

Bristol, where he honed his skills over several years before planning his medue to

% Roy Foster, “Marginal Men and Micks on the Makie, Foster,Paddy and Mr. Punch: Connections in
Irish and English HistorfLondon: Allen Lane, 1993), 291.

% George Bernard Shaw, “Fragment of an AutobiograghyThe Matter with Irelanded. Dan H.
Laurence and David H. Green® 2d. (1879: Gainesville: University of Florida Pse2001), 10

4 Stokesife and Labours9; Petrie sold the painting his father had sentife return passage and gave
Danby and O’Connor two rings as well, purely asirasce against financial disaster. Further
information about either the sale or the titlelwd painting is not available.

% From anonymous, “Obituary of Francis Danb&thenaeum294: “[While in London in 1813] they
soon exhausted their small means in the greatanity;finding themselves almost penniless, theyestar
on footto Bristol, hoping to be able to make their waynetiow or other from that city across the
Channel to the place of their birth. On their aatiwn Bristol they found themselves (to use a fanil
expression) ‘hard up,” and they had the greatéftuliy obtaining a night’s lodging. This beinguod
after some difficulty, the two pilgrims set to warmkxt day to make drawings. Danby succeeded in
making three drawings, which he sold . . . to oriethbrn, a fancy stationer, in College Green. Thus
encouraged, Danby soon collected enough to enabléohfrank [finance the transportation for] his
friend O’Connor back to his native shores.”
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London. Danby’s success in parlaying his artistic talents even under greatdina
duress in the Bristol area encouraged him to take his chances in England instead of
returning to Ireland with O’Connor. With a few shillings in his pocket and some new
friends to encourage him, he soon came to view Bristol as a launching pad for his
professional debut in London.
Once he was exhibiting in the Bristol area, Danby began to develop his personal
style of “poetic landscape paintin§’During these early years in England, he enjoyed
the advantages of working in an artistic environment among supportive, culturally
aware individuals who included both amateur and professional artists and patroas.
letter published in thBristol Times and Mirroon March 5, 1825, an anonymous writer
reflects on Danby and his impact:
Mr. Danby, in passing through Bristol, about twelve years ago, upon his return
homefrom Londonto Dublin, was induced to remain here, in consequence of
finding that he could readily dispose of his drawings. He rapidly acquired a
reputation, both as a drawing-master and as an artist, and met with many sincere
friends, both able and willing to serve him; but, with all his good qualities, be it
said, he was not a prudent man. Besides which, he had a large family. However,
for the last three or four years of his residence here, he certainly mad# foom
400 per annum by his profession, and the last picture which he exhibited in

London—the Enchanted Island—was painted for Mr. Gibbons, ONE OF HIS
BRISTOL FRIENDS §id], for which he received 200 guineZs.

% Anonymous, “Obituary of Francis DanbyAtt Journal,118.

%" See Francis Greenacfancis Danby: 1793-186(London: The Tate Gallery, in Association with the
City of Bristol Museum and Art Gallery, 1988), 12~ xh. cat. This loosely defined “Bristol School”
included Royal Academy artist Edward Bird (1772-9)84nd artists Edward Villiers Rippingille (1798—
1859), Samuel Colman (1780-1845), and Francis @ald9-1832), as well as patrons Dr. John King
(1766-1846), George Cumberland Sr. (1754-1848)y Gbbons (1777-1851), and the Reverend John
Eagles (1783-1855). Cumberland, whose correspordsran excellent primary source for much of
Danby'’s activity during this period, was a partanly formative influence on the artist; his repigatas a
friend and patron of the arts extended to relatigpgsswith William Blake (1757-1827) and later Sir
Thomas Lawrence, the second president of the Riyadlemy, as well as Sir Charles Long, who became
the primary driving force behind the British Inatibn. It was Francis Gold, interestingly, who firs
described Théodore GéricaulRaft of the Medusfl819) to Danby, which would later inspiBeinset at
Sea after a Storm

% Bristol Times and MirrorMarch 5, 1835, p. 23.
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Despite his strong artistic reputation in Bristol, we sense alreadiisayeproval
attracted by Danby’s private affairs. He met and quickly wed a youstpBwoman
named Hannah, as we will see later in the chapter, the relationship would not lend wel

With regard to primary source documents on Danby, the voluminous
correspondence among the members of the Cumberland family provides invaluable
contemporaneous documeftdn addition, the extensive obituary from tBgstol
Times Mirrorprovides insightful contemporaneous analyses of Danby’s triumphs and
failures. For secondary sources, Eric Adams’s monodfagicis Danby: Varieties of
Poetic Landscapél973) and Francis Greenacre’s exhibition cataldgaeacis Danby:
1793-1861(1988) each treat Danby’s career comprehensidlnlike the earlier
scholarship of Adams and Greenacre, however, my focus here is priomatilys
artist’'s methodical and strategic efforts to employ the apocalypticreilalé a means
of transforming his career and his art.

As he first learned his craft in Ireland, Danby appropriated the topographica
manner of landscape paintifigLater, in Bristol, he was able to use this experience to
secure necessary professional support, interaction with artisticqreeaand
patronage that in turn allowed him to begin to take chances with his painting. He soon

found himself in London as a result.

Historical Precedents: Irish Artists’ Ambivalence in London

29 Cumberland Papers, National Library, MS 36491—-26Fhis source consists of papers, notebooks,
and journals of the Cumberland family, primarilyddge Cumberland Sr. (1748-1836).

30 Adams,Francis Danby Greenacrefrancis Danby: 1793-186B3.

31 This approach prioritizes the accurate and deta#eroduction of the features and details of tayi$
necessary at the expense of any larger symbolismeaning.
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For Danby and his friends, the decision to leave Dublin by ship for London
indicated the strength of their shared conviction to literally and figuhatexgoand their
professional horizon¥ Beyond the limited artistic resources in Dublin, the shadow of
the Irish rebellion of 1798 was still long and dark, and all three artists would have fe
its unsettling effect®® England’s response to the rebels had been harsh. Numerous
individuals were executed in retaliation, and within two short years, the Act of Union
would lessen Ireland’s independence and increase England’s control ¢teved iréth
regard to parliamentary governance. Regardless of one’s particulacgd@yimpathies,
the political and social climate of Ireland continued to be fraught. As a ocfshé
difficulties in Wexford, Danby’s father moved the family to the relatatety of
Dublin.

Within the eighteenth and early nineteenth centuries, numerous predecessors of
Danby and his friends sought more lucrative horizons in London as well, due to their
disenchantment with the lack of support of the visual arts in their own cdrimhis
bookThe Picture of Dublin: or, A Stranger’s Guide to the Irish Metropolis(1835),
publisher and writer William Curry Jr. discusses the challenges for htisksaat home
even at that late date: “Owing to the want of taste and encouragement . . . though there
are many painters of merit, there is no existing Society of Artistaiblil and many

have been compelled to seek for support in other occupations, tired out and disgusted

32 See anonymous, “Obituary of Francis Danbrt Journal, 118; anonymous, “Obituary of Danby,”
The Athenaeun292;Stokes/ ife and Labours2, 7-9.

33 Anonymous, “British Artists,’Art Journal, 78; BogueMen of the Time190; J. GordorHistory of the
Rebellion in Ireland

34 The number of artists who had left Ireland, seglduccess either in England or on the continent, is
large. Of particular interest in this group arestathat became associated with the Royal Acadernye s
of whom will be discussed later in this chapter.
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with repeated efforts unrewarde®.Written in 1913, W. G. Srickland’s in-depth
biographical summaries of Irish artists provide insight and detailed cotargen the
scores of those artists, many of whom had difficulty assimilating in Lotfdon.
Not all of these stories of self-imposed exile were happy ones, or at least not
right away. James White (director of the National Gallery of Irelaom fL964—80),
wrote an essay in 1964 entitled “Irish Romantic Painting” that carefofigiders the
challenges that many artists faced in London, particularly those hindeged b
debilitating combination of insecurity and defiance:
Whatever the advantages that might accrue, the Irish artist carrfetimitis
sense of inferiority and injustice arising from the religious and political
background at home. Whichever creed or class he belonged to, he was saddened
and oppressed by the feeling that his national identity committed him to a line of
conduct, to a manner of behaviour which would today cause him to be described
as a man with a chip on his shoulder. In spite of himself he was forced to make
some compensation in his work for the state of civilization to which he
belonged. And, if he could break away from the conditions which oppressed him
by finding success abroad, he was nevertheless burdened by the spectee of thes
conditions and bound to mirror them in his pictutes.
Danby’s artistic predecessors established a pattern of exiledlorantists who
experienced an accompanying ambivalence toward seeking success in England. The
complicated relationship between England and Ireland provided a climate dffonres

those Irishmen that left as well as those that stayed; many exiles wamach nesentful

of England’s connection to their country.

% William Curry Jr.,The Picture of Dublin: or, A Stranger’s Guide te@thish Metropolis, Containing
an Account of Every Object and Institution WortlfiyNotice, Together with a Brief Description of the
Surrounding Country and Its Geolo@yublin: W. Curry Jr., 1835).

% Strickland A Dictionary of Irish Painterspassim.

37 James White, “Irish Romantic Paintingypollo 74 (October 1966): 269.
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One notorious Irish artist who bristled at the situation was Nathaniel Hone the
Elder R.A., R.H.A. (1718-1784§.Hone is the archetype of a contentious Irish émigré;
after establishing himself in London, he proceeded to tangle with the Rogdémy
members at the expense of his own professional reputation. In 1796, artist and critic
Anthony Pasquin, who was of both English and Irish ancestry, published a sweeping
attack on both English and Irish art associations tAled\uthentic History of the
Professors of Painting, Sculpture, & Architecture, Who Have Practicedlamble
Involving Original Letters from Sir Joshua Reynolds, Which Prove Him to Haare Be
ILLITERATE. To Which Are Added, Memoirs of the Royal Academicians; Being an
Attempt to Improve the Taste of the Reddichrevels in Hone’s (and others’)
scandalous behavior, while also taking on Reynolds hirfiself

Hone was not above using his own art as a weapon in his conflict with his
adopted country of residence (and its foremost citizens). Hone’s palittenGonjurer
of 1775, for example, was taken by many to be a direct attack on Reynolds Bdnvell.
it, a male artist, posed as a “conjurer,” is surrounded by numerous engravings in
addition to an illustration modeled after the artist Angelica Kauffnath@ nude), and
an additional nude child’s figure. The insult to Reynolds is twofold: the image snplie
to contemporary audiences that Reynolds relied too much on idealized and commonly
known engravings of Old Master conventions for his own narratives; it als@g@aomt

the gossip that Kauffman was in fact Reynolds’s mistress. AccotdiRgdgrave,

% The initials R.A. stands for a member of the Royeddemy in London, while R.H.A. stands for a
member of the Royal Hibernian Academy in Ireland.

39 Anthony Pasquin [John Williamshn Authentic History of the Professors of PaintiSgulpture, &
Architecture, who have Practiced in Ireland; Invioly Original Letters from Sir Joshua Reynolds, Wihic
Prove Him to Have Been llliterate. To Which Are éddMemoirs of the Royal Academicians; Being an
Attempt to Improve the National Tagteondon: H. D. Symonds, 1796; reprint, London: @oarket
Press, 1970).

0 pasquinAn Authentic History9; RedgraveA Century of British Paintersl68.
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Hone’s actions were not well received: “We do not know on what provocation, but he
had the temerity to lampoon the President in a picture which he sent for exhibiting and
also the gentle Kauffman. This brought upon him the anger of the Acadéiftye’
academy refused the painting in 1775, but it was eventually exhibited afteatiensel

its most inflammatory characteristics—among other things, Kauffsmaunde body was
painted over. Nevertheless, Hone’s reputation in England was tarnished:

[His] exhibition of a pictorial conjuror, displaying his cleverness in the arts of

deceiving the fight. This last performance was intended as an exposition of the

manoeuvring, in respect to attitudes, which was so attributable Jo$iua

ReynoldsThis vindictive effort was sent by its parent to the annual exhibition;

but was rejected by the Academicians with becoming scorn, as the issue of a

little mind, and poweress[c]of fancy most scandalously direct&d.

The Irish artist James Barry R.A. (1741-1806) likewise engaged in a public
quarrel with the acadenfyHe too initially enjoyed success in London as a particular
favorite of both Reynolds and Edmund Burke (who not only mentored him but paid for
his extensive training and traveling in Italy), both of whom he engaged with in a public
quarrel** Nevertheless, his vituperative esgayInquiry into the Real or Imaginary
Obstacles to the Arts in Englani@monstrates his disgust and eventual
disenfranchisement with his fellow academicians. Like his mentor Reyhelds,

bemoans the lack of support for history painting in England as a critical hiedatie

advancement of the English sch8dl.

“! RedgraveA Century of British Paintersl68.

“pasquinMemoirs of the Royal AcademiciarTs,

“3 Farington Diary of Joseph Faringtord:1168.

“4 RedgraveA Century of British Painter$89-90.

%5 James BarryAn Inquiry into the Real and Imaginary Obstructidaghe Acquisition of the Arts in
England(London:T. Becket, 1775); Redgrava,Century of British Painter15-46, 80-91, 96, 109,
168, 288; Stricklanda Dictionary of Irish Painters]:34-42; E. Fryer, edThe Works of James Barry,
Historical Painter(London: T. Cadell and W. Davies, 1809). Barry wasntually removed from his
position as Professor of Painting in the acadendylater expelled due his ongoing contentious refesti
with the members there.
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Lastly, the younger artist Daniel Maclise R.A. (1806/1811-1870) a younger
enjoyed tremendous success in London but struggled, especially later in histoaree
reconcile his Irish heritage with his English patronage. Arriving in London in 1827,
Maclise soon demonstrated a sharp understanding of the art market and became a
prolific painter whose exhibition history is impressive. He was appointed aciatesat
the academy in 1835, and a full member in 1848e commanded substantial prices
for paintings such a#/ellington and Blucherl859, andeath of Nelson1864, both of
which also indicate his penchant for history painting. Throughout his career, hpwever
he would alternate between English and Irish narratives in his work, which
encompassed history, genre, and portrait painfihgéth the massive, panoramic
paintingThe Marriage of Eva and Strongbp®854, he chose to represent an event in
Irish history that continues to resonate today in Irish politics. This epic and @morm
work represents the moment when Anglo-Norman invaders were actuatiynaesd
into Ireland by a vulnerable and desperate chieftain who was willing to negatiate w
them to maintain his power. Loaded narratives such as this one were as potentially
inflammatory then as they are now, in their celebration of a uniquely Inghde Yet
for Maclise, this painting successfully bridged his Irish past with hisigbngresent, in
the demand for grand history narratives for the London cognoscenti.

After the completion o he Marriage of Eva and Strongbpiaclise was
approached by representatives from the Houses of Parliament, who desirethésgurc

it. Maclise refused, selling it to Lord Northwick instead for £4,000, a heftya the

“6 Strickland,A Dictionary of Irish Painters]:64—68, 79.
*"Many of his sketches of Irish subject matter water engraved in numerous Irish print annuals as
well.
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time. His reticence was thought to have arisen from a simmering resgrtoward the
English, which resulted in the artist’'s conviction that a painting of such a sagntifi
subject within Irish history deserved to be displayed in Ireland, not Englandy Treda
painting is prominently placed within the National Gallery of Ireland, a dpusnt
that Maclise would surely have appreciatté®egardless of the political fallout from
this particular sale, Maclise would remain an influential exemplar of Rég/s0
metropolitan advocacy for grand style historical paintings to raiseghdasds of the
English school. To summarize the early precedents of Irish artists whiatestabout
their decision to seek work in London, James White’s essay concludes:

Maclise and his contemporaries bring to a close a period of painting in which the

artists found a means to communicate their sense of deprivation and struggle. To

be a painter under conditions of economic security makes demands enough. To

be a painter during the period in question in Ireland was to be forced into a

position of extreme anguish. Only by finding an outlet in subjects and style

which would compensate the emotions could the artist in question hope to
achieve self-satisfactioff.

Certainly the list of Irish artists who emigrated from Ireland@adon in the
eighteenth and nineteenth centuries is long. Although many were compelled to leave
their participation in the London system of art instruction and exhibition was infldenc
by residual and, for many, inescapable antagonism to their English colle@afuks
some demonstrated a keen ability to work the system of the Royal Academsy, other
careers were tainted by their inability to transcend the complex assasiat their

Irish heritage on English soil. This context will helpfully inform ourrex@ation of

Danby’s professional ascent (and decline) in England.

“8 Strickland,A Dictionary of Irish Painters77: “The painting was bought by Lord Northcote £&000;
sold at his sale in 1859 for £1,759. It was puretlas Christie’s in 1879 by Sir Richard Wallace pwh
presented it to the Gallery.”

9 White, “Irish Romantic Painting,” 275.
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The Bristol Paintings

From the congenial quasi-sophistication of the seaside town, Danby again set his
sights as a self-proclaimed English artist on the power and prestigeatsdovith
London’s British Institution and Royal Academy. While his professional amsliart
ambitions would ultimately lead him to the apocalyptic Sublime landscapesddat
his reputation, he began with (and occasionally returned to) decidedly moreentimat
naturalistic, and sentimental cabinet paintings. Yet even these works phneskger
inclinations. The intensely Romantiisappointed Lovél821; fig. 3:5), for example,
was presumably intended for a patron’s private collection and is thus much smaller
size than his later epic landscapes. It was also judged rather harshlydmporary
critics: “The full effect of the work is marred by the want of beauty in tHewgno is
going to drown herself?®

Whatever its lack of painterly polish, however, scholars have remarked upon
Disappointed Love connections to the northern European Romantic tradition that
would nourish the Sublime. Robert Rosenblum has written extensively on this subject in
Modern Painting and the Northern Romantic Tradit{@®75)>* In his chapter on
Vincent Van Gogh, Rosenblum discusses a woodcut entiftadan with the Cobweb

which depicts a despondent woman from the side, seated among trees, trackpit bac

Y RedgraveA Century of British Painters}00.

*1 Robert RosenblunModern Painting and the Northern Romantic Traditi&niedrich to RothkdNew
York: Harper and Row, 1975), 7-40. In this provaeabook, Rosenblum takes issue with a reading of
art history that privileges the French, emphasiiisgead the Protestant North, the German romantics
post-Reformation politics, and the desire by mantigts to transform a primarily sacred, recognigabl
Christian iconography into a secularized landsdeguition.
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a woodcut by Friedrich (1803-04; fig. 3:6; he also discusses Dabisappointed
Loveand considers the similarity the works shared.

We noted at the end of Chapter 1 that Van Gogh'’s drawing of gnarled trees
(April 1882) belonged to the same emotional world as Friedrich’s trees,
conveying a sense of near-human suffering in the painful network of twisted
roots and branches, and translating the very leaflessness of the trees into a
metaphor of inner emotions brutally exposed . . . In this close echoing of human
emotions with those of trees and landscape, Van Gogh again can be located in a
Romantic ancestral table, which might be exemplified by such works asi$-ra
Danby’sDisappointed Lovea painting of 1821, in which all of nature droops

with the melancholic heroine and even the thorns, wrapped around the leaves in
the foreground, echo the rejected woman’s emotion strings; or, on a somewhat
more elusive symbolic level, a woodcut based on an early drawing by Friedrich
... In which the interior, man-made environment of Durgtédancholiais

replaced by a melancholic nature that reflects, in the leafless tredsistles,

the despondency of a woman whose emotions seem to flow directly into the
ambient landscap®.

Danby’s young woman appears to have just finished reading a letter thabblaes
bad news; her slumping form is echoed by the dense foliage surrounding her, and her
distress is palpabf.Such narratives, however popular they might have been with his
Bristol clientele, would not hold Danby’s interest for long. There were toy widuer
possibilities.

Already in 1756, Edmund Burke had written about the Sublime in the eighteenth
century’s most influential treatise on aesthetfc&hilosophical Enquiry into the
Origin of Our Ideas of the Sublime and Beautifuh this essay Burke isolated those
characteristics of the Sublime that will be readily apparent in the vamuglidge of
later Romantic artists such as Danby and his contemporaries John Martin (1789-1854)

and J. M. W. Turner (1775-1851): “Whatever is fitted in any sort to excite the ideas of

52 bid., 77-78.
%3 bid., 77.

> Edmund BurkeA Philosophical Enquiry into the Origin of Our Ideaf the Sublime and Beautiful
(1757), ed. David Womersley (New York: Penguin Beako98).
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pain, and danger, that is to say, whatever is in any sort terrible, or is cor\zdrsat
terrible objects, or operates in a manner analogous to terror, is a sourceutflitine;
that is, it is productive of the strongest emotion which the mind is capable of feéeling.
say the strongest emotion, because | am satisfied the ideas of pain areareich m
powerful than those which enter on the part of pleastiBurke points to the fine line
between exhilaration and outright fear that might confront the audience oft dogg
whatever its actual physical detachment from the narrative presentegublae artist
must endeavor to respect the psychological (and even corporal) moorings that preve
the viewer’s total catapult into the abyss: “When danger or pain press toq tezyly
are incapable of giving any delight, and are simply terrible; but aicetistances, and
with certain modifications, they may be, and they are delightful, as we eagr
experience®

This recognition of the power of the Sublime had a very old tradition behind it.
The Greek author Dionysius Longinus’s first-century tredlisghe Subliméa
translation of the GreeReri Hupsousdy way of the LatirDe Sublimitateexplains how
the Sublime might be marshaled by artists who desire to transgetagisdefined as
“a state of being ‘carried outside’ oneseltigir audiencé’ Longinus stresses the
power of what he called “the marvelous” as a means to that end, and he celebrated
nature as the ultimate source for the Subfifigke Burke, Longinus then details how

to best thrill the audience with supernatural or pseudo-divine special effects, dpservi

%5 bid., 86.
%% |bid.

*" Dionysus Longinus®n theSublime(first century A.D.), trans. William Smith (Londpa. Watts,
1739), 3.
*®Ipid., 3-4, 16.
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that thunderbolts, lightning, celestial fires, and boiling volcanoes, among otings;, thi
always intensify the mootl.He continues:

For the Sublime not only persuades, but even throws an audience into transport.

The marvelous always works with more surprising force, that that whictybarel

persuades or delights. In most cases, it is wholly in our own power, either to

resist or yield in persuasion. But the Sublime, endured with strength irresistibl
strikes home, and triumphs over every he$ter.
The theatrical potential of this concept delighted Longinus, who identifiedesoafc
the Sublime as being “boldness and grandeur of thought” and “the pathetic power of
raising the passions to a violent and even enthusiastic déjBerdugh the catalyst of
the Sublime, the audience could be then transported and experience a new state of
mind ® This theoretical context would suit Danby well.

Danby’s first appropriation of the Sublime is illustrated by the foremost epi
painting of his Bristol period (1813-24he Upas, or Poison Tree in the Island of Java
(1820; fig. 3:7), his debut at the British Institution. Turning away from personal or
romantic narratives and local landscapés Upas, or Poison Tree in the Island of
Javaresonates instead with the universal Sublime. Danby portrays the vast mieaV ty
of the then-fashionable panoramas and dioramas to deliver his apocalypfidy ilit

is clear that Danby recalls his Burke as well: “If the pain is not caroieiolence, and

the terror is not conversant about the present destruction of the person, as these

**1pid., 34, 85.

% bid., 3-4.

®! bid., 16-17.

®21pid., 3, 60.

% See Robert BarkeExplanation of the Six Plates, Which Contain a Repntation of the City and Its
Environs of EdinburgtiLondon: A. Grant, 1788), 1-2&harles Dickens, “Moving Dioramic
Experiences,All the Year Round7 (1837): 304—7; George Mogridgeld Humphrey’s Walks in
London and Its Neighborhoodsondon: Robert Carter, 1845); Hubert J. Pragiéle London
Panoramas of Robert Barker and Thomas Girtin cit800(London: London Topographical Society,
1968). The diorama was a popular theatrical presientin which the audience entered a specially
modified theater that immersed them in shiftingmngeof popular scenery that were achieved through th
manipulation of lights in combination with sevelajers of screening.
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emotions clear the parts, whether fine, or gross, of a dangerous and troublesome
incumbrance, they are capable of producing delight; not pleasure, but a sort of
delightful horror, a sort of tranquility tinged with terror; which as it betotogself-
preservation is one of the strongest of all the passions. Its object is the Stiblime

Had Danby remained in Ireland, it is likely that he never would have thought to
indulge in such formal innovation and bravura in a manner so obviously intended for
the metropolitan context of the British Institution. Beyond the enlargement of the
canvas itselfThe Upas, or Poison Tree in the Island of Javeasures 66 1/2 by 92 3/4
inches), Danby increased the narrative scale of his composition to marvétatisTdfe
“Upas Tree” legend also offered Danby an abundance of material with whicpltoesex
man’s interactions with nature. The gruesome Malaysian custom involved condemned
prisoners who, in exchange for a pardon, would attempt to extract the poison from this
tree without succumbing to its lethal vap®tsn Danby’s image, the field where the
tree grows is scattered with the bodies and bones of previous prisoners whoeldlad fail
at their task. Danby’s portrayal of the towering crags, cavernous depths, aladales
terrain of the island of Java is intensified by the diminutive size ofltfeeld prisoner
in the lower right-hand corner. It is a stirring contrast best anticipat&diiike:

The passion caused by the great and sublimature when those causes

operate most powerfully, is astonishment; and astonishment is that state of the

soul, in which all its motions are suspended, with the same degree of horror. In

this case the mind is so entirely filled with its object, that it cannot eintertst

other, nor by consequence reason on that object which employs it. Hence arises

the great power of the Sublime, that far from being produced by them, it
anticipates our reasonings, and hurries us on by an irresistible force.

% Burke,A Philosophical Enquiry165.

% N. P. Foersch, “Description of the Poison-TreehimIsland of JavaJ'ondon Magazind (July—Dec.
1783): 512-17.
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Astonishment, as | have said, is the effect of the Sublime in its highest;degree
the inferior effects are admiration, reverence and re§pect.

Danby’s distraught prisoner reels at the terrible sight before him. rElae the feels is
conveyed through the contortions of his body as the vast, deserted, and formidable
terrain heightens his desperation and portends his doom: “Greatness of dimension is a
powerful cause of the Sublime. This is too evident, and the observation too common, to
need any illustration . . . However, it may not be amiss to add to these remarks upon
magnitude; that, as the great extreme of dimension is sublime, so the lasteestr
littleness is in some measure sublime likewfSe.”

Danby’s choice of this narrative exemplifies a stylistic and thematfictsht
betrays his abandonment of the provincial for the metropoliesappointed Lovéfig.
3:5) was evocative and melancholldie Upas, or Poison Tree in the Island of Jawa
the other hand, resists any pretense toward the poetic or the paBegnd its
obvious visual and stylistic changes, this painting heralds the artistswie@jection
of sentiment in favor of thematic subjects that allowed for a more inward and persona
response, preferably within increasingly theatrical and horrific lapéscan this
painting, the focus is on the anguish of the lone figure (the individual) as he is tested by
the torments of nature (the universal). Barring divine intervention, the outlookns gri
for the figure. As we shall see, such relationships between humanity, nature, and
divinity will play an essential role in Danby’s later Sublime views as. wel

The Upas, or Poison Tree in the Island of Jaxas well received, in part due to

George Cumberland Sr.’s success in securing an appropriate position for thegpainti

% Burke,A Philosophical Enquiry101.
* Ibid., 114.
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within the exhibition at the British Institution. In a letter dated January 2, 1820,
Cumberland wrote to his son, George Jr.: “Mr. Danby is going to send up a landscape in
oil of 9 feet x 8, calle@he Upas Tree of Javait is a grand scene of desolate rocks by
moonlight. | will write to Mr. Rogers about it to befriend him—take it yourself @yd s

it has great merit and he not one friend in Londde.want a good place for him for his

first exhibition at the Institution. He can speak for hfth.”

The Cumberlands continued to intervene on Danby’s behalf, as evidenced by
further correspondence from that same week, including a letter writtere le{dir
Cumberland to another son, Sydney: “Mr. Bird’s picture will go up tomorrow for the
Institution and also Mr. Danby’s. | hope George gave Mr. Rogers [missitjdhat |
wrote and enclosed on that subject—it was to try to get him a good place. If George
knows where to find Mr. Sanger . . . and could interest him in favour of Danby so as to
get him a good place | should be gl&d.”

At this time, the location of an artist’s painting within these often vast eximbit
halls was in fact crucial. Placements that were too high, too low, or at a badang|
viewing seriously hindered an artist’s prospects. Danby’s ability to felgeonships
with powerful patrons who were willing to intercede on his behalf was therefocalcr
to his first major exhibition effort in London (and, in fact, his first decade in London).

The critical response tbhe Upas, or Poison Tree in the Island of Jagchoed
the elder Cumberland’s enthusiasm. Richard and Samuel Redgrave wrote,

Danby’s interesting picture represents a deep chasm in a valley ofatgirk s

rocks, into which the pale light of the hidden moon only partially penetrates.
Above the black crest of the gorge is a space of starlit sky, with the pointed

% Cumberland Sr. to Cumberland Jr., January 2, 1820,MS 36508, ff. 154, 156, 257.

% Cumberland Sr. to Sydney Cumberland Jr., Januatg21, N.L. MS 36508, ff. 154, 156, 257.
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summits of a mountain range stretching away into the distance . . . The whole
rests in the silence of death, broken only by the dripping of a little fall of water
from the gloomy rocks. The poison-seeker is in the foreground, about half-way
down into the cavernous pit, and has just arrived within view of the tree and
within the influence of the pestiferous vapour. He turns sickening from the sight:
for at his feet are the bodies of several of his latest predecessorsarohihel

the fearful tree the ground is white with the dry-bleached bones of multitudes
who have gone before him, and perished at the moment they had reached the
goal e It is a wonderful first attempt, and shows the original poetry of Danby’s
mind.

AlthoughThe Upas, or Poison Trae the Island of Javaid not ultimately sell,
it was noticed by the president of the Royal Academy, Sir Thomas Laweerte
received a positive review in tiiRepository of the Artas well: “There is a grand and
solemn tone in this picture, which partakes much of Mr. Martin’s sfyli vould
appear that Danby had successfully transcended his training and edrtigc sty
approaches and was now in a position to attract and secure much-needed patronage as

he made his way toward London.

The Sublime in English Art: Vicarious Thrills and Tranquility Ti nged with Horror

In “Apocalyptic Themes in British Landscape Art” (1975), Lynn Robertt&4an
defines the apocalyptic as follows:

Strictly speaking, “apocalyptic” refers to a highly charged visionaate st
attendant to the discovery of transcendent truths, especially that statbegkescr

in the Book of Revelation. As is plain to any reader, landscape is hardly a
consideration in that most hermetic of texts . . . Rather, the term “apocalgptic” i
understood in its broadest meaning, that is, as describing what one critic has
called “the sense of an ending,” the eschatological despair that forbodes the
violent cessation of all things temporal. In the visual arts this spirit inslseest

O RedgraveA Century of British Painter§99.
"I Rudolph Ackerman, “Fine Arts; Exhibition of theifish Institution,” Repository of the Artg (1820):
180.
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in those landscape paintings which have as their subject themes of destruction
and cataclysm?

In keeping with Matteson’s emphasis on cataclysm as a visual trigger for
transcendence, all of Danby’s epic exhibition paintings depict scenewstrophe
within a landscap& Danby and other artists who adopted the apocalyptic Sublime
aimed to engage and even terrorize their viewers through depictions of tragic
devastation. According to the contemporaneous theory of the Sublime as expressed by
Burke, those viewers would feel a simultaneous sense of relief at their posititenabf |
(if not figurative) remove from this devastation. Such notions of transport—both into
this scene and back out of it again, and from one emotional state to another—is the

essence of the Sublime experience.

A Source for the Apocalyptic: Danby and the Bible

Danby’s next major venture was his 1825 exhibition of the enormous pabgingry

of Israel out of EQypt1825; fig. 3:8) at the Royal Academy. As yet another example of
how savvy Danby had become with regard to adapting to metropolitan advances within
London cultural circles, after the exhibitionTfie Delivery of Israel Out of Egypt

(1825; fig. 3:9), the painting was engraved by J. & G. Nicholls in the form of a large
mezzotint in 1829? In terms of art historical precedents, Nicolas Pousdih& Flood

(c. 1660-64; fig. 3:10) represents a potent fusion of biblical and apocalyptic subject

2 Lynn Robert Matteson, “Apocalyptic Themes in BifitiLandscape Painting” (PhD diddniversity of
California, Berkeley, 1975), 5.

3 bid., 9. Matteson describes this state of trandeane as a “delightful loss of self and criticalgment
in the presence of an overwhelming force.”

" Ibid. Danby’s painting became well known as a Widkspersed print, as did several of his later
works, includingThe Embarkation of Cleopatra on the Cydnus, WhenFaist Met Marc Anthony in
Cilica, as well as a later version Dfie Deluge
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matter within a traditional landscape formiathe rising waters, desperation of Noah'’s
family, and stark landscape with its precipitous rocks, gushing waterfallpanaiable
though distant mountain are all depicted with notable and evocative restraint while
incorporating the classical compositional conventiongpbussoirandcoulissethe
repoussoiracting as a framing device and ttaulisse which serves as a pathway that
guides the viewer's eye through the wétlrtists like Danby would gravitate toward
Poussin’s prescient synthesis of the Grand Style, historical subjettheaepic
Sublime.

Morton D. Paley’sThe Apocalyptic Sublim@986) explores the popularity of
this genre for nineteenth-century artists, especially around the theheddltige
within British art: “Involving by definition a divinely sent, universal catastrophe,
employing by necessity the most powerful natural forces, the Deluge coemngake
the transition from the natural to the apocalyptic subli®anby likewise embraced
the physically spectacular canvases and other formal priorities of treratigling
“English school,” while simultaneously continuing to emphasize and elevate grénd sty
history painting. His path to the apocalyptic Sublime was made easmudryartists
such as Turner, whose large, historical landscapes were actually quite nhodsrh
Danby’s attraction to epic scenes from biblical texts may have beenragediby
Turner’s own forays there.

In 1800, Turner exhibite@he Fifth Plague of Egypatt the Royal Academy; in

1802,The Tenth Plague of Egyph 1805,The Destruction of Sodgrand in 1804-5,

S Danby also would delve into the theme of the flomdrhe Delugelater in his career.

% In 1740, George Trumbull identified Poussin asigeine of “the sublimest of the modern painters”;
Trumbull, A Treatise on Ancient Paintir@ondon: A. Millar, 1740), 27.

""Morton D. PaleyThe Apocalyptic Sublim@ew Haven: Yale University Press, 1986), 8.



104

The Delugg1804-5; fig. 3:11). Turner often combined landscape and history, and as he
developed as an artist his natural settings became terrible andedemsSnowstorm:
Hannibal and His Army Crossing the Alf812; fig. 3:12Y2 The army, perched on a
vertiginous mountainside, is obscured by the ferocity of a blizzard; at any moreent, w
fear that the people in the foreground and middleground could be swept awapheike
Upas, or Poison Tree in the Island of Jqfig. 3:7), Turner’s painting draws upon the
principles of the Sublime to sharpen the struggle of man against natDa&iviery of
Israel out of Egyphowever, Danby introduces divine intervention into the dynamic.
From a compositional as well as a thematic point of view, Daribgfivery of
Israel Out of Egypshares much with Turner&owstorm: Hannibal and His Army
Crossing the Alpgfig. 3:12). The tragedy is in the Red Sea, which will close over and
kill the Egyptians. People pitch forward over curved and precipitous rock promontories
and azure water and a blood-red horizon anticipate the tragedy much lik€sTurne
snowstorm. With this large painting, Danby demonstrates his ability to hamdle
increasingly complex compositional arrangement comprised of myriace§gnd
astonishing effects that create the intense theatricality of the clsaetie. The classical
restraint so evident in PoussiThe Delugdfig. 3:10) has now given way to a heaving,
haphazard tangle of man and nature. In 1825, the commentary by an anonymous writer
from London Magazinestablishes the impact that this painting had on contemporary
art critics and Danby’s success at garnering jubilant reviews: “Weleard the late
President of the Royal Academy, and the late Professor of Painting, discobEme of

pictures. Mr. Danby herghowsus one; which seems like a practical illustration of that

"8It would appear that this painting influenced Daitbterms of the composition of hidelivery of
Israel out of Egypas well, based on the similarities there.
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apothegm of one of Plutarch’s heroes. ‘All that my brother (or my rival) hath said, tha
will I do'. . . In colour it is of a livid and ominous bluish green: a pervading hue of
death and dismay; it seems the element where life dies and death lives, which only
Dante or Milton could imagine, and only Danby has painféd.”

Danby’s contemporary, David Bogue, writing in 1856, also verifies that Danby
was well on his way to widespread success with a public that was hungry for lgpectac
diversion, and excitement: “It might be said, that ‘going to bed one evening with
moderate anticipations of success, he awoke the following morning to find himsel
famous.®® Bogue continues, “The Delivery of Israel out of Egypt—one of the grandest
conceptions of his genius; a picture depending for its success not merely orhthe hig
imaginative qualities it displayed, but remarkable for a dexterity of po&ation, a
perfection of finish in all its details, of which there are few modern exampiahe
Art Journaleven went so far as to compare Danby to Rembrandt in this painting’s
wake®

Danby’s turn to the divine in his apocalyptic Sublime work was not
unprecedented. Writing in 1716, Sir Richard Blackmore framed “the marvelous” in
terms of the connections between an epic work and the power of divinity:

All Things excite Admiration that either transcend the Sphere of finitivifyct

or that break the usual Series of Natural Causes and Events. The first sdrt, whic

proceed from Almighty Power, are stil'd Miracles . . . It is the Novelthe§é
Appearances, that the essential Idea of Marvelous does consist. . . . All unusual

9 Anonymous, “Exhibition of the Royal Academy,bndon Magazind 2 (May—Aug. 1825): 266.

8 Bogue,Men of the Time]91.

. 1pid.

82 Anonymous, “British Artists,’Art Journal, 77—78: “This picture may justly rank as one of thest
poetic conceptions ever transmitted to canvas.rétigangry, lurid glare of lightning playing in the
horizon, and the miraculous ‘pillar of light’ falljy on the countless multitudes in the middle distaare
treated with a power and felicity unsurpassed bjnBandt himself. Although some years have elapsed
since we saw the picture, it still retains its supacy as one of the most glorious emanations of our
native school.”
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Occurrences, especially the Excursions and Transgressions of Nature in her

Operations, move the Imagination with great Force, agitate the Spiritsgised

in the Soul strong Emotioris.

Others also sought to connect the shock and import of religious subjects with the
theoretical and formal tenets of the Sublime, including John Dennis, writing in 1704
“Let us now shewsjc] from what Ideas this Enthusiastickid] Terror is chiefly to be
deriv’d. The greatest Enthusiastick Terrour then must needs be deriv'd fragro&el
Idea’s, for since the more their Objects are Powerful, and likely to hurtrehteg
Terrour their Idea’s produce: What can produce a greater Terrour thandhe &de
Angry God?®* Another eighteenth-century writer, David Hartley, suggests the most
effective compositional arrangements for paintings inspired by the Sublinteere be
a precipice, a cataract, a mountain of snow, &c. in one part of the scene, the nascent
ideas of fear and horror magnify and enliven all the other ideas, and by deg®es pa
into pleasures, by suggesting the security from p&in.”

By now, obviously, Danby’'s work and the artist himself were being noticed. A
writer in London Magazineommented that if Henry Fuseli (1741-1825) and Benjamin
West had long pontificated about the desirability of painting a grand compositi@as it w
Danby who had finally delivered offéAnd with this feat behind him, Danby was
elected to the prestigious position of Associate of the Royal Academy on Hevém

1825. Joining those ranks impressed upon Danby the bright academic and critical future

for the Sublime in England, in the wake of Reynolds’s emphasis on the grand syle (se

8 Sir Richard BlackmoreEssays upon Several Subjetsndon: E. Curll, 1716), 34-36.

8 John DennisThe Grounds of Criticism in Poetry0.

% David Hartley,Observations on Man, His Frame, His Duty, and Higpé&ctationgLondon: S.
Richardson, 1749; reprint, London: E. Eyres, 1880%.

8 Anonymous, “Exhibitions of the Royal Academydndon Magazin@ (1825): 265.
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chapter 2). He further noted the ongoing shifts in modern patronage patterns toward
what (literally) stood out best within the display-centered, celebadtscious

exhibition salons. A capable and versatile experimenter, Danby would come taeprepar
an array of topographical, naturalistic, and sentimental poetic paintings iaddit

the apocalyptic historical landscapes that he saw as key exhibition piedespfay in

the metropolis.

Art historians today see other motivations as well, some decidedly more
pedestrian, for the turn to the Sublime in visual art. In “The Sublime as Spedtae
Transformation of Ideal Art at Somerset House” (2001), Martin Myrone disctisses
Sublime in less esoteric or aesthetic terms as a movement engenddregaucity of
state and royal patronage in Engl&h#ie argues that artists such as James Northcote
(1746-1831) and Henry Fuseli (1741-1825) appropriated the Sublime in order to gain
critical acclaim (and commissions) from an increasingly diverse anthspeminded
public who loved the style’s emphasis on display and visual défigtrnid an ongoing
shift within the hierarchies of painting styles from portraiture to idedl®storical and
poetic landscapes, Myrone sees the growing prevalence of colossalanddhe
landscape views in the Royal Academy as a reflection of early-nineteemtury
artists’ desire to engage their viewers with grand style tableaug\bkéd the

enduring influence of Reynold8 Danby was not alone in seeking to benefit from the

87 Martin Myrone, “The Sublime as Spectacle: The Sfarmation of Ideal Art at Somerset House,” in
Art on the Line: The Royal Academy Exhibitions@n8rset House, 1780-1834]. David Solkin (New
Haven: Yale University Press for the Paul Mellomte for Studies in British Art and the Courtauld
Institute Gallery, 2001), 77-91.

8 |bid., 79-80. Myrone discusses how Northcote avipicial portrait painter who had traveled to Rome,
was not able to sustain patronage upon his retubeton. In an attempt to attract a wider audience,
Northcote began to paint historical and poeticatares that were grounded in literature, populdhai
broader public, and suitable for published prints.

# 1bid, 84.
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ever more commercial atmosphere within London’s exhibition rooms. Danby even
appropriated two very fashionable forms of cultural entertainment, the pananama

the diorama.

The Panorama: An “IMPROVEMENT ON PAINTING, Which relieves that

sublime Art from a Restraint it has ever laboured under®®

Several writers have linked the prevalence of panoramas and dioramas in late-
eighteenth- and nineteenth-century popular culture with significant chemBaglish
painting® Panoramic paintings were comprised of a 360° surface that encircled the
audience and often gave the effect of changing portrayals of landscapek; sitsser
and vistas. Dioramas were viewed in specially designed theatres that movatbspec
on a turntable-like device to give the impression of changing prospects through the
manipulation of light effects projected upon linen scrims. These common entestdi
had a profound impact on questions of form and painterly scope in the rarified
exhibition rooms of the Royal Academy and the British Institutfddumerous primary

sources contain testimony to this effect, including the letters of John Constable

% Edinburgh Evening CouranDecember 29, 1787. This quotation sums up the viethe inventor of
the panorama, Robert Barker, with regard to theathpf his invention.

1 See, for example, Richard D. Altickhe Shows of Londd@ambridge, Mass.: Harvard University
Press, 1978); Ann Bermingham, “Landscape-O-Rama:Bbthibition Landscape at Somerset House and
the Rise of Popular Landscape Entertainmentsiriron the Line: The Royal Academy Exhibitions at
Somerset House, 1780-188@. David Solkin (New Haven: Yale University Préssthe Paul Mellon
Centre for Studies in British Art and the Courtalndtitute Gallery, 2001), 127—-43; Lionel Lambourne
Victorian Painting(London: Phaidon, 1999), 150-67; and Andrew Wiltfainting in London in the
Early Nineteenth Century,” ihondon-World City: 1800-184@d. Celina Fox (New Haven: Yale
University Press, 1992), 182-84.

92Bernard CommenfThe PanoramgLondon: Reaktion, 1999), 51; Hydeanoramania20—-21.
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claimed that it was “all the ragé€®>Other contemporary writers, such as Charles
Dickens, Joseph Farrington, and George Mogridge [Old HumpHitexise testify to
the prevalence of such entertainments in British, European, and Americaalcultur
circles, often in articles published in contemporaneous jouthals.

In the exhibition catalogueanoramania! The Art and Entertainment of the
“All-Embracing View” (1988), Ralph Hyde discusses its historical precedents, while for
a more contemporary perspective on of the views of the popularity of panoramas we ca
turn to George Mogridge, among others: “Panoramic paintings afford a much greater
degree of pleasure to the common observer, though not to the artist and connoisseur,
than is usually derived from the most finished specimens of the best masterss and thi
pleasure is of course much increased when the subject it represents is oneaf peculi
interest.®

From the Greek, “panorama” literally means “all” and “view.” Ninetaent
century artists soon realized the potential behind its principles, and London exhibiti
rooms filled with colossal historical views rife with special effedésged from

panorama and diorama presentatit8uch paintings literally subsumed the audience

% John Constablelohn Constable’s Correspondenesl. R. B. Beckett (London: H. M. Stationary
Office, 1962-68), 2:34; FaringtoBjary of Joseph Faringtor:180, 4:1418, 5:1583, 6:2032.

% Anonymous, “Obituary of DanbyThe Athenaeun294; BarkerExplanation of the Six Plate$;-26.
See also George Richard CornBng Panorama: With Memaoirs of Its Inventor, Roligatker, and His
Son, the Late Henry Aston BarkKéondon: J. and W. Robins, 1857); Dickens, “MovDigramic
Experiences,” 304—7; anonymous, “On Cosmoramagabias, and Panoramas”; Faringtbrmary of
Joseph Farington]:180, 4:1418, 5:1583, 6:2032; Mogridgdd Humphrey’'s Walks in Londoh52—68,
213-25;Penny Magazinél (1842): 363—64; Pragndlhe London Panoramas of Robert Bark&f37.

% Mogridge,Old Humphrey’s Walks in Londo81. The term “Panoramania” was introduced by the
lllustrated London Newm 1850. Irishman Robert Barker patented the pamear;, see theondon
Advertiser,March 14, 1789, and thRepository of the Arts and Manufacturdr§1796): 165—67.

% Hyde,Panoramania 20; Bermingham, “Landscape-O-Rama,” 127-M8gridge,Old Humphrey’s

Walks in London81. Bermingham links the increase in size in artistnvases in the Great Room of
Somerset House (the official exhibition space efRoyal Academy) to aesthetic elements of panoramas
and dioramas.
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while helpfully claiming more space for their artists within the conipetreal estate of

the exhibition. In May 1818, tHeondon Literary Gazetteommented wryly on the

many larger canvases in an ongoing Royal Academy exhibition: “Wheikemiing to

the dismantling of our navy that has made canvas cheap, we cannot say, but there is no
want of prodigious expanse in a number of subjettk.Is evident that the increase in

the size of the exhibition paintings was noted by the press, and, the public. Artists’
paintings became larger; all the better for displaying more draaradispectacular

views of the Sublime.

From Apocalypse to Revelation: Danby’'sAn Attempt to | llustrate the Opening of

the Sixth Seal

Danby’s consummate painted rendering of the Sublime, however, was yet to
come, and by contrast, his earlier attempts at panoramic painting would be outdone.
Having established himself in London and accepted the new metropolitan expesctati
brought about by those captivating amusements, he next firmed up plans for the
exhibition of a magisterial painting that he had begun mapping out already if°1825.
This painting, entitled\n Attempt to lllustrate the Opening of the Sixth $E828; fig.
3:13),had raised a furor already in Danby’s circles for several yearscaeoun
contemporaneous work by his English colleague John Martin. In 1826, Martin exhibited
a sweeping canvas call@the Deluggdwhereabouts unknown, with no reproduction of

the painting available), which failed to séflowever, in 1828, Martin exhibited a print

" London Literary Gazette, and Journal of Belles €et68 (May 9, 1818): 299.
% Cumberland Jr. to Cumberland Sr., no daité, MS 36515, f. 111.
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based on the painting of 1826 at the British Institution (1828; fig. 3:14), with notable
modifications’® Later in his career, he would again focus on this subject, and we have
the print from 1828 and anoth€he Delugdoy Martin (1834; fig. 3:15) for reference
purposes.

To Danby andupporters familiar with his ongoing work, Martin’s print in
particular had taken on an undeniable resemblance to Danby’s p&intidgiempt to
lllustrate the Opening of the Sixth Séfad. 3:13), which, as stated, he had begun to
work on in his studio in 182%eorge Cumberland Sr. commented on the debacle: “I
am sorry to hear it reported that Martin has copied Danby’s great pictulitie a
print—if so it is infamous; but | would finish it for all that if | were he, to shemv bip
to the public.*®

In another letter dated March 22, 1826, Cumberland Sr. berated his son about
the matter again: “You don’t say what Danby’s picture is, or if the storyesatbout
that Quack Martin*** Others who traveled those same circuits would later join in; on
March 7, 1828, playwright T. L. Beddoes wrote to poet B. W. Proctor, “Have you seen
Martin’s Deluge; do you like it? And do you know that it is a rascally plagnanigon
Danby? D. was to have painted a picture for the King: subject the openingidf y [
sixth seal in y$ic] revelations: price 800 guineas: he had collected his ideas and scene,

and very imprudently mentioned them publicly to his friends & foes—it appears; Like

% Ibid. Danby ultimately declined to exhibit te Attempt to lllustrate the Opening of the Sixeal$h
1826, putting it aside until its exhibition in 18280 while the correspondence concerning the pajnti
and the problem with John Martin date from 1826niDés painting was not in fact exhibited until two
years later.

1% cymberland Sr. to Cumberland Jr., no date, N.L.38511, f. 129.

%1 cumberland Sr. to Cumberland Jr., March 22, 1828, MS 36511, ff. 146-47.
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Campbell and Lord B: and lo! his own ideas stare at him out of Martin’s cainviigs
institution—this is the Last man again—and why does not he paint a last ¥fan?”

Given the furor, it is perhaps not surprising that Danby had abandoned his initial
plans for exhibitingAn Attempt to lllustrate th®pening of the Sixth Seial 1826, and
delayed its exhibition until 1828. Scholar Lynn Matteson discusses the controversy at
length and suggests that Martin is ultimately to be blatfred.

Given the competitive nature that existed between the two artists at thjs tim
and, the prevailing penchant for both artists to depict cataclysmic bilderas, the
truth of the matter remains vague to this day. One perspective on the debacle is as
follows. If Martin did indeed visit Danby’s rooms while Danby was absent amd sa
Danby’sAn Attempt to lllustrate the Opening of the Sixth Sea may surmise that
Martin drew inspiration from his competitor’'s painting. Perhaps this is an exafple
how Danby, due to his provincial upbringing was naive and not savvy enough to
ascertain the level of competition that existed among his contemporary tessddea
may not have been as canny as Matrtin, and, seeing Martin’s finished painting in 1826
(the whereabouts and reproduction of which is unknown today), as a result he put off
exhibiting his own painting. There is no doubt that the two works are similar in terms of
formal compositional characteristics. Further, if we attempt to guessltiteand tones

that Martin had used, which would not be evident in the mezzotint but would be visible

192Thomas Lovell Beddoe3he Letters of Thomas Lovell Beddaes, Edmund Gosse, (LonddEikin
Mathews and John Lane, 1894; reprivéw York: Benjamin Blom, 1971), 96-97. The poet 8ees
(1803-1849) was writing to his colleague Barry Gaath (1787-1874) about THeood of Thessaly

112. According to Eric Adams, the reference by Besddto Lord Byron and Thomas Campbell concerns
another infamous occasion of plagiarism, in whieimpbell had been accused of copying Byron’s poem
“The Last Man.”

103 Matteson, “Apocalyptic Themes,” 112—14. Mattestaies that due to Danby’s letters of 1826, which
discuss his paintingn Attempt to lllustrate the Opening of the SixhlSt appears that Martin may
indeed have copied Danby'’s idea and utilized itfigsrown purposes.
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in his later version (1834; Fig. 3:15), we can surmise that the two artistsvakiag

in a mode that was strikingly similar.
Danby’sAn Attempt to lllustrate th@pening of the Sixth Sedtew upon the

Revelations for its subject:
And | beheld when he had opened the sixth seal, and, lo, there was a great
earthquake; and the sun became black as sackcloth of hair, and the moon
became as blood; And the stars of heaven fell unto the earth, even as a fig tree
casteth her untimely figs, when she is shaken of a mighty wind. And the heaven
departed as a scroll when it is rolled together; and every mountain and island
were moved out of their places. And the kings of the earth, and the great men,
and the rich men, and the chief captains, and the mighty men, and every
bondman, and every free man, hid themselves in the dens and in the rocks of the
mountains; And said to the mountains and rocks, Fall on us, and hide us from
the face of him that sitteth on the throne, and from the wrath of the Lamb: For
the great day of his wrath is come; and who shall be able to §tand?

According to thd_ondon Weekly Reviewhe painting incited pandemonium in the

crowd of the Royal Academy upon its formal exhibition tH8f&ven by the standards

of today’s high-resolution digital photography, wide-angle lenses, gigariboduitls,

3-D special effects, and Imax movie theatérs Attempt to lllustrate th®pening of

the Sixth Sealelivers an awesome Sublimity in its 72-by-100-inch frame.
A rock-strewn foreground contains numerous fallen individuals, splayed across

a precipice; one lone figure stands and raises his arms in defiance. Beyoratriemts t

of lava, rocks, and debris spew forth, destroying anything in their path. Dis by

right-hand side of the canvas with steep crags, juxtaposing natural elewitbritse

diminutive scale of the myriad figures below. The earth is split eativulsions,

mountains fall, the sky has darkened, and the eerie light of the red moon dots little

mute the devastation. Rather than specifically delineating the middlegrouadwolc

194 Revelations 6:12—17 (King James Version).
1951 ondon Weekly Reviefv(May 14, 1828): 300.
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Danby instead focuses on the hellish flames at the center of the jaedSha only
respite from the consuming dark is the dramatic juxtaposition of hot and cool colors
The crimson sun and spewing volcano dramatically oppose the brilliant, white bolt of
lightning, evoking Burke’s exposition on color’s link to the effects of the Sublime:

Colour comes next under consideration. All colours depeniijbon Light

therefore ought previously to be examined, and with it, its opposite, darkness.
With regard to light; to make it a cause capable of producing the sublime, it
must be attended with some circumstances, besides its bare faculty of shewing
other objects. Mere light is too common a thing to make a strong impression on
the mind, and without a strong impression nothing can be sublime. But such a
light as that of the sun, immediately exerted on the eye, as it overpowers the
sense, is a very great idea. Light of an inferior strength to this, if it moves wit
great celerity, has the same power; for lightning is certainly productive of
grandeur, which it owes chiefly to the extreme velocity of its motion. A quick
transition from light to darkness, or from darkness to light, has yet a greater
effect. But darkness is more productivesablime ideas than light . . . Thus are
two ideas as opposite as daimagined reconciled in the extremes of both; and
both in spite of their opposite nature brought to concur in producing the

sublime!®

For Danby and his contemporary colleagues and viewers, this brutal and
unforgiving epic seemed to capture all of the theoretical and formalglaaci
associated with the apocalyptic Sublime, as espoused by numerous wrategh thr
history. Danby’s ability to heighten the viewer’'s astonishment, awe, tamdrsense of
a higher power had grown exponentially from earlier works sud@tadJpas, or
Poison Tree in the Island of Ja{fag. 3:7), and conformed to the audiences’ desire for
views of terror.

Writing in 1712, Joseph Addison wryly comments on the pleasure to be derived
from viewing horror; at a distance:

Is it not strange, that we should take delight in such passages that are apt to

produce hope, joy, admiration, love or the like emotions, in us, because they
never rise in the mind without an inward pleasure that attends them: but how

1% Burke,A Philosophical Enquiry120-21.
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comes it to pass, that we should take delight in being terrified or dejected by a
description, when we find so much uneasiness in the fear or grief which we
receive from any other occasion? If we consider, therefore, the natie of
pleasure, we shall find that it does not arise so properly from the description of
what is terrible, as from the reflection we make on ourselves at the time of
reading it. When we look on such hideous objects, we are not a little pleased to
think we are in no danger of them. We consider them at the same time as
dreadful and harmless; so that the more frightful appearance they make, the
greater is the pleasure we receive from the sense of our own safety.”

Here Danby shows us masses of people, the scope and scale of the landscape are
enormous and the ambiance is ridden with horror, violence, and devastation. Right
before our eyes the trauma appears to unfold in a manner that conveys feelings of
suspense and fear as to what will happen next. His illustration exaggerdtsditigeof
dread that more horror awaits the doomed figures trapped in this astonishing and sudden
cataclysmic event. This visual illustration recalls a correspondingrytelescription of
the Sublime to be found in the writings of Adam Smith. Writing in 1758, ikE&says
on Philosophical Subject§mith cites the influence of “Unexpectedness [and]

Surprise” upon Sublimity®® Danby’s portrayal of this scene from Revelations
communicates a sense of devastating shock, leaving the viewer engulfed wiith hor
terror; and the impression is not easily shaken off.

With the exhibition of this painting in 1828, Danby caught the attention of a
well-known and prestigious patron, William Beckford (1760-1844) of Fonthill

Abbey!® This in itself is notable, considering William Carey’s declaratiat most

197 Joseph Addison, “On the Pleasures of the Imagintin The Spectator: With Biographical Notices
of the Contributorg1712) (Cincinnati: A. H. Poundsford, 1876), 506.

198 Adam SmithEssays on Philosophical Subje(tendon: T. Cadell and W. Davies, 1758print, ed.
W. P. D. Wightman and J. C. Bryce, Indianapoliddrty Fund, 1982), 34-35.

199 Anonymous, “Encouragement of the Fine Arlsiterary Gazettg1828): 365. “We learn with
pleasure, that Mr. Beckford has become the posse§&mnby’s grand and imaginative picture of the
Sixth Seal: the author of Vathek is, of right, teofivner of such a production. Mr. Beckford has oy
given 500. for this painting, but has commissioned the attistxecute four other subjects for him on a
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English and Irish patrons preferred to purchase from continental é8esisord
purchased the painting f6600 and further commissioned the artist to generate a
separate series of paintings for his personal collettfofhus Danby’s reputation rose
with the caliber of his patrons. Beyond the generous selling price of the pairdimigy D
negotiated, through the powerful English art dealer Paul Colnaghi, the sale of the
publication rights for the engraving of the painting to George Henry Phillips for an
additional£300—500 (no date; fig. 3:16)* With this Danby was assured that his epic
painting could be viewed by an international public extending beyond London. Danby’s
ability to nourish relationships with patrons, the press, and the public while supporting
himself with his art was the surest indication of his professional embrace of the
metropolitan, regardless of his later struggles.

The popularity oAn Attempt to lllustrate th®pening of the Sixth Seahs
such that after the exhibition at the Royal Academy, the painting travefadérica in
1833 to be displayed at the American Academy on Barclay Street in New York. The
smaller mezzotint engraving of the painting was also for sale there. Teecam
reviews were ebullient as wellOpening of the Sixth Seal by F. Danby R—A is long
since we have beheld a work of art, in any degree capable of sustaining aismmpar

with this solemn and beautiful picture; nor is it easy to say whether the syluirttite

smaller scale, as its companions. The British timstin, to shew their sense of Mr. Danby’s exerdiom
the higher walk of art, have presented him withl200

10 Bogue Men of the Time]l92; anonymous, “Encouragement of the Fine Attitgrary Gazette365.
1 Bogue Men of the Timel93; lan MackenzieBritish Prints: Dictionary and Price Guide
(Woodbridge, England: Antique Collectors Club, 19&44. Bogue indicates that the subject of the
painting had become well known due to the popuylartthis large mezzotint print, 8$e Delivery of
Israel out of Egyp{1825; see fig. 3:8) and his later paintiige Delugg1837-40; see fig. 3:17), would
come to be.
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conception, or the power of the execution be most deserving of ptHisedeed

Danby’s star had risen, even among international circles.

Misadventure Slows the Artist's Ascent

Francis Danby, A. R. A., was another of the disappointed sons of genius.

—Richard and Samuel RedgrayeCentury of British Painters,866*3

Early in 1828, a place became vacant in the upper ranks of the Royal Academy,
and Danby was part of the discussions regarding promotion to full academicthis At
stage in his career, he was already acknowledged to be an up-and-comirajeassoc
within the academy (and a favorite of Sir Thomas Lawrence). At a celgpra
Academy dinner in 1828, Lawrence toasted Danby as part of a speech praising him a
his older and much esteemed colleague Turner. The fanfare accompanying ssth a toa
must have been a heady experience for Dattby.

In the election on February 10, 1828, however, he failed to sway enough votes,
and his associate John Constable beat him by'diethe aftermath, it became
apparent that Lawrence had favored the election of Danby to full academician over
Constable; according to C. R. Leslie, the original editor oMbmoirs of the Life of

John ConstableLawrence “did not conceal from his visitor [Constable] that he

112 Anonymous, “Fine Arts, The American Monthly Magazir®e(October 1833): 137.
113 RedgraveA Century of British Painter98.

14 John Wilson CrokefThe Croker Papers: The Correspondence and Diarféb@Late Right
Honourable John Wilson Croker . . . Secretary t® Atdmiralty from 1809-183Wew York: C.
Scribner’s Sons, 1884); Whitlegyt in England 86-87, 145. Croker was present at the dinner.
15 Adams,Francis Danby 67; Royal Academy, “Minutes of the General AssbfhiFebruary 10,
1829), 4:63.
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considered him peculiarly fortunate in being chosen as Academician at\atiane

there were historical painters of great merit on the list of candiddfdsis unfortunate

that the relationship between Danby and Constable does not figure much in either
artist’s correspondence, though Constable did at one point archly dismiss Danby’s
“phantasmagoric” approach to painting, in contrast to his own naturdii$for Danby,

the election loss coincided with (and was perhaps related to) the painful and public
demise of his marriage. While his union with Hannah had produced six children, it had
not produced happiness, and the couple became embroiled in a tawdry scandal that had
severe social and professional ramifications for all involved. It is shiatesfficult to
uncover the full details of the affair, due to the modesty of contemporaneous discours
But the ensuing dishonor did result in Danby’s departure from England in December
1829, with his children and a woman by the name of Ellen Evans.

Having left London in haste, by the middle of 1830 Danby was in Bruges, with
debtors (and scandal) still on his trail. Over the next ten years, he and hismbw fa
frequently moved about on the continent, while he continued to paint with regularity.
The Redgravesuggest that while living in Switzerland, Danby pursued commissions

amid a lot of yachting and boat building on Lake Geneva and cite a few paintings f

18 R. LeslieMemoirs of the Life of John Constabldth a preface by Jonathan Mayfi®ndon: J.
Carpenter, 1843; 2nd ed., London: Phaidon Pre$d,)1273.Lawrence’s comments recall Reynolds’s
like conviction that historical paintings trumpeam romantic landscapes, such as those produced by
Constable.

117 John Constable to John Fisher, July 4, 1829, ims€@ble Correspondence§:248-49. In this letter,
Constable referred to another friend who, whenudising current artistic trends with reference tolba
and John Martin, had said that their art soughtutaite nature with imagination’; we were talkindg o
Danby—&c—&c. The art is now filled with Phantasmaigs.”
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this period that they admired in particul@he Grave of the Excommunicaté@&46,
The Evening Gurl848, andd Wild Seashorel 8538

From this sequence of events we can ascertain that Danby’s personal egperienc
with exile had become considerably more complicated. Following his initialtdepar
from Ireland to pursue professional success in London, he now found himself virtually
on the run for both social and financial reasons, thanks to his past indiscretions in
London. While much of the contemporaneous literature glosses over the sordid details,
Bogue at least touches upon them: “This may be said to have been the culminating
period of Mr. Danby’s career as a painter. An unhappy marriage and its concemitant
shiverechousehold gods, and pecuniary difficulties, originating in the erection of a
studio, but increased by other circumstances which the painter was unabledb contr
forced him to quit England at the moment when his anticipations of prosperity seemed
brightest.**°

Perhaps we might say that in spite of his metropolitan aspirations, Danby’s
provincial upbringing in Ireland left him unprepared, as it were, for the coitipkenf
professional success after his debut in London. Beyond his personal problems, he was
further devastated by his inability (by one vote) to secure the lifetandiag of a
Royal Academician. This former exile by choice was now simply ae,exild a
stubborn, even unrepentant, one to boot. Five years after Danby’s death in 1861, the

Redgraves wrote:

18 Bogue Men of the Timel92-93; Redgravey Century of British Painterst45. Bogue goes into great
detail discussing the numerous patrons, and th@sdithe paintings that Danby produced during his
time away from London.

119 Bogue,Men of the Time]92.
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The road to fame seemed open before him. Why, then, was he disappointed?
Why was Danby never elected to the full membership of the Academy? It is a
story ill to tell, with faults, and no doubt recriminations, which the grave has
partly closed over, and which we will not venture to reopen; suffice it to say,
most emphatically, it was not for want of a sense of the great merit of the
painter: not that his art was unappreciated by his brother members; hardly even
that he made a false step involving the council of that day in many annoyances,
and bringing disgrace on art; since this might have been overlooked as time
dimmed its recollection, had not Danby defended the fault to the last rather than
regretted it . . . Whatever were his failings as a man, as an artist Danby shoul
take high rank. His pictures are true poetry as compared with the prose—noble
prose that it may be—of many who have great reputation as landscape
painters:?°

Danby’s Redemption: The Deluge

Dire as his travails might have been, however, nothing could keep Danby from
the London metropolis forever. In August 1837, while living in Paris, he began work on
a particularly grand reintroduction to his colleagues tHene.Delugg1837—40; fig.

3:17) would occasion a skillfully choreographed homecoming, as Danby and his patron
William Jones, who had commissioned the painting, organized its exhibition at 213
Piccadilly in an 1840 solo shotf* According to David Bogue, this massive and epic

painting “should be classed among his best wot%s.”

120 RedgraveA Century of British Paintergi00—401.

121 5ee Thackerary, “Mr. Danby’s Deluge,”Fnaser's Magazin€2 (1840): 120-121.

122 Bogue Men of the Timel93; Algernon Gravedrt Sales: From Early in the Eighteenth Century to
Early in the Twentieth Century (Mostly Old MastedaEarly English Pictureg)London: Algernon
Graves, 1918-21), 197. Returning to London in 1&hby reconnected with the Royal Academy and
the British Institution and continued to exhibitatth for the remainder of his life. He exhibitéwalete
paintings at the Royal Academy in 1841, four in2,84nd, over the next nineteen years, an additional
forty-two paintings between the two institutiongdle maintains that there was an original engraefng
The Delugemade from an early sketch in 1824, “the later ie@rsvhich much be considered among his
best works.”
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For precedents, Turner’s first paintingTdfe Delugg1804-05; fig. 3:10) set the
bar for the rendering of this biblical text quite high, whatever the controvers
surrounding the earlier debacle between Danby and Martin. First eéhéiihis own
gallery and subsequently at the Royal Academy (in 1813), Turner’s paimtinges
several elements that Danby would incorporate later in his own work, including the
masterful deployment of color and a striking and cohesive compositional structure

Distinctively, however, Danby skews his deliberately panoramic vista by
positioning the vanishing pinnacle of Mount Ararat off-center and framed by tofrentia
rains, thudding waves, and shifting clouds. Far to the left, almost invisible amidst the
turmoil, we find hope in the still visible sun and three angels. The triangularlfigura
grouping in the lower right-hand corner is likewise spotlit and compellingeutiie
many people thrashing about, drowning, and otherwise suffering beyond them, these
individualized figures earn our empathy. In a true Sublime fashion, the sisugjghe
terrorized masses are obscured by darkness, their torment magnified byboity toa
ascertain the details of it. The vastness of the devastation and the magnihedeaie¢
on the verge of its cresting fully express nature’s horrific power aneiteysion, the
scope of divine retributioff>

In this instance, Danby continues to plumb key themes that define his epic
paintings. LikeThe Upas, or Poison Tree in the Island of J&ig 3:7), this imagined
landscape provides a compelling context for the struggle of the individual eesus t
universal within nature. In the earlier painting a tormented prisoner’s desive tvas
the catalyst for his courageous but doomed attempt to earn a reprieve fronexagut

attempting an impossible task. In the more sophisticated compositional aresmger

123 For a full analysis ofhe Delugesee Thackeray, “Mr. Danby’s Delug&faser's Magazing120-21.
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Delivery of Israel out of EgydFig. 3: 8), Danby introduced divine intervention to save

the hordes of people below. However, witte Delugedivine intervention has taken a

turn; the forces of nature are unleashed and nearly all will perish theoee Waimphs

at humanity’s expense, and forgiveness is nowhere to be found. Based on Genesis 7 and
8: 1-19, Danby’s painting portrays the apocalyptic flood that devastated all of mankind
except for Noah'’s family, who were forewarned and took refuge on the ark.

Luxurious, velvety tones and textures lend themselves to a vast and violent
cataclysm whose innumerable victims glow only dimly in the thin moonlight. The
wretched horror of the scene harnesses the power of the Sublime that John Dennis
recalls as a priority for the “father” of the principle, Longinus: “Rertells us in the
beginning of the Treatise, that the Sublime does not so properly persuade us, as it
Ravishes and Transports us, and produces in us a certain Admiration, mingled with
astonishment . . . an invincible forc€*TheDelugeis indeed astonishing and forceful.

In an effort to interprethe Delugdrom a literary perspective, we can turn to
ImmanuelKant (1724-1804), who, writing in 1790, also reviews Sublime qualities in a
list that will be very familiar to those who know Danby’s work:

Bold, overhanging, and as it were threatening rocks; clouds piled up in the sky,

moving with lightning flashes and thunder peals; volcanoes in all their violence

of destruction; hurricanes with their track of devastation; the boundless ocean in

a state of tumult; the lofty waterfall of a mighty river, and such like—these

exhibit our faculty of resistance as insignificantly small in comparistim tveir

might. But the sight of them is the more attractive, the more fearful it is,
provided only that we are in security; and we willingly call these objects
sublime, because they raise the energies of the soul above their accustomed
height and discover in us a faculty of resistance of a quite different kind, which

gives us courage to measure ourselves against the apparent almightiness of
125
nature.

24 Dennis,The Grounds of Criticisn¥,9.
125 |mmanuel KantCritique of Judgmentrans. Werner S. Pluhar (Berlin: Ben Lagarde anederih,
1790; reprint, Cambridge: University Press, 1980))—101.
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Kant’'s description captures the essence of the Sublime that Danby sought to

communicate to his viewer. Utter chaos, desultory cataclysm, yet the eblace

psychologically knowing that the devastation illustrated was ultimatebratgpfrom

the experience of the eager and appreciative onlookers. While they sought teemmer

themselves into the enormous and all consuming depiction of devastation, unlike the

physical enclosures of three-dimensional panoramas, merely by baclaydhev

viewers’ sense of comfort and security would be once again returned to normalcy.
Danby’s bravura rendering of the Sublime received a great deal of coverage i

the contemporary press. According to William Makepeace Thackeray,
We have been through a number of galleries and cannot do better than go and
visit a gentleman who has a gallery of his own, containing only one picture. We
mean Mr. Danby, with his “Deluge,” now visible in Piccadilly. Every person in
London will no doubt go to see this; artists, because the treatment and effect of
the picture are extraordinarily skillful and broad; and the rest of the world, who
cannot fail of being deeply moved by the awful tragedy which is here lfdebe

them . . . the work is full of the strongest dramatic interest; a vast perfamanc
grandly treated, and telling in a wonderful way its solemn awfuf-tale.

The Deluge and the 1853 International Irish Exhibition

The Delugavas eventually exhibited in the 1853 Irish Exhibition and received
an extraordinarily lengthy analysis by the critic John SpriftilErom Sproule’s text we
can see that much had changed with regard to the reception of certain lsishrattie
forty years since Danby’s arrival from Ireland. The 1853 exhibition wéectran

international affair, and many foreign artists exhibited their paintingsseaulptures for

126 Thackeray, “Mr. Danby’s Deluge,” 120-21.
127 See also John Edmund Reaflee Deluge: A Drama in Twelve Scefflesndon: Saunders and Otley,
1839); Sproulelrish Industrial Exhibition of 1853452-54.
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its Irish, English, and continental audiences. Just three years afteretteERhibition
of Works of Industry of All Nations in London, some of the finest contemporary art in
the West was on view, and Sproule (admittedly with a bias for Irish art) poifiteto
Delugeas “one of the most important, of all those which filled the Fine Arts Hall of the
Exhibition.”*?® Danby had truly come of age, and in his own country as well, by
tackling “the most terrible fact of the world’s history as recorded in ttreda
writing.”*#°

With this painting Danby had certainly orchestrated his return to the metropolis
on a (literal and figurative) grand scale. While he was perhaps noieniffjaepentant
for his past missteps, he appears to be seeking retribution with all of the mie@ns at
disposal. Perhaps this specific excerpt from the Bible rang particulaelyar him; not
being one of the few to attain the position of full member of the academy, he must have
felt likewise doomed by forces beyond his control.

Settled once more in England, Danby began to exhibit again at the Royal
Academy and the British Institution, showing at the former every year from @841 t
1861, with the exception of 1838’ Additionally, he exhibited paintings at the Royal

Hibernian Academy between 1844 and 18#%6he fact that he returned to Ireland and

exhibited paintings there suggests that, regardless of his youthful boastg&bei

128 30hn Sproule, Johithe Irish Industrial Exhibition of 1853: A Detailé&@htalogue of Its Contents with
Critical Dissertations, Statistical Information, driccounts of Manufacturing Processes in the Daffier
Departments: Also a Portrait of Mr. Dargan Engraved Steel Accompanied by a Mem@ublin:
James McGlashan, 1854), 452.

129 pid.

130 Bogue Men of the Time]92-94:RedgraveA Century of British Paintergl01. The Redgraves
identify paintings from this period d$e Grave of the Excommunicaid®46),The Evening Gun
(1848),Spring(1850), andA Wild Seashorél853.

131 There is no reference within the literature awly Danby chose to exhibit at the Royal Hibernian
Academy in Ireland during these years, althougivae still in close contact with George Petrie.
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“English artist,” Danby perhaps missed Ireland and had come to appreciaté what
could offer. His longtime friend George Petrie may have been the cdtal{ainby’s
return as well. Petrie, Danby, and O’Connor kept in touch throughout theifves.

Wherever he was, Danby remained active as a painter, exhibiting widely and
cultivating patrons for the rest of his Iif& He had reestablished his connections with
the Gibbons family, and they, along with new patrons Thomas Pemberton and Joseph
Gillott, supported him in his later carééf Beyond these enduring patronage
relationships, Danby also benefited from the saléh&f Gate of the Haremo Queen
Victoria andThe Wood-Nymph’s Hymn to the Rising 8uhord Northwick, a fact that
indicates a small degree of redemption for him in light of his struggle to ovetbeme
scandal from his earlier yedrS. After a few years in London, he once again moved to
the provinces, this time to Exmouth, in the area of Deaconshire, with two of his sons,
from where he sent 35 paintings from 1840 until 1861 to the Royal Acad@iig.
remained there until his death on February 10, 1861.

In the end, the difficult circumstances of Danby’s personal and profekkiena
hindered his career. Because of his extended sojourn on the continent (and his attitude
of defiance), even with the successlbe Delugene was not truly able to recapture the
momentum of his early years in London. In addition, the prestige and salutations that

accompanied full membership in the Royal Academy eluded him. However, ashan Iri

132 Adams,Francis Danby,107.

133 Bogue Men of the Time]92-94.

134 Redford,A History of Sales of Pictureg6. Redford mentions clients such as J. Gillott &nGriffiths,
among others, whose patronage sustained Danbg anthof his painting career. See also Redgrave,
Century of British Painterg}01.

135 GravesThe Royal Academy of Arts: A Complete Dictiondrg37—38.
138 |bid.; RedgraveA Century of British Paintersl46.
137 RedgraveA Century of British Painter898, 402-3.
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artist who succeeded in England, he represents a remarkable story. Teryrajehis
artistic development from provincial topography to magnificent apocalyptienseibl
epics is itself quite spectacular. Written in 1856, Bogue’s entry on Danby paie tiobut
his success:

Danby, Francis, A.R.A., the most original Painter of what is technicallgccal

the Historical Landscape of our time—an artist who to highly imaginativepowe
superadds a dexterity of handling which has rarely been surpassed, and not often
equaled . . . Those who may happen to be aware that Mr. Danby was elected an
Associate of the Royal Academy of Painting nearly thirty years agohahte

has not yet achieved the full honours of that institution, but our description of

his art may appear in some degree hyperbolical; but it is nevertheleasted;r

not only by the verdict of painters and connoisseurs of his time . . . Various
pretest gic] have been assigned for the injustice of which Mr. Danby has been
the victim, but none that are in the slightest degree tenable, had they any
foundation in fact; Mr. Danby may, however, console himself with the

conviction that this art will be remembered and prized when that of a large
majority of his oppressors has been forgott&n.

A decade earlier, th&rt Journallikewise anticipated such positive

reassessments:

We doubt much if any landscape painter had done more to maintain the high
position of this branch of our national school . . . Though not now young in
years, he is, we rejoice to say, still young in the spirit and energy oft hesdr

if ‘time has now thinned his flowing hair,” it has not dimmed his eyes to the
perception of the beautiful, not palsied his hand to incapacitate him for the
representation of nature in her most glorious aspects, which his residence, now
and for some time past, in one of the most picturesque towns of Devonshire, and
by the sea-side, affords him the most favorable opportunities of ting.

138 Bogue,Men of the Time190.

139 Anonymous, “British Artists,’Art Journal (1855):79-80. See also anonymous, “Obituary of Francis
Danby,” Art Journal 118:*Mr. Danby was the oldest associate member of tbed&émy, having been
elected in 1825; why, for thirty-five years he vgadfered to remain in the lower rank when men wad h
scarcely even handled a pencil ere he had acheegedd reputation have passed over his head, is a
mystery the public could never understand; whiteehiclusion has called forth deserved censure.d/e a
acquainted with the alleged ground of his rejectin there are many extenuating circumstances
connected with the case, which, if known—and dadstithey were known to those who sat in judgment
upon him—ought to have proved sufficient vindicatto warrant his admission among the privileged
forty. The Academy will never get rid of the chafehaving, upon evidence not altogether tenable,
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This selection of major epic exhibition paintings from Danby’s long and
tumultuous career demonstrates how his searching intellect and ambition propelled hi
to push against the formal and aesthetic boundaries that were typical of Irish and
English painting in the early to mid-nineteenth century. His desire to idémtiself as
an English artist, and his decision to abandon his provincial Irish training and its
approaches to topographical and poetic cabinet paintings, drove his quest for success in
the metropolitan English art scene. In addition, his ability to establisioredaips with
mentors, advisors, and patrons early on sustained him throughout the highs and the lows
of his career over the next five decades, even if he did not realize his goadriweleec
full academician. His strategic appropriation of the apocalyptic Sublinvedean
introduction to how manirish artists, including O’Connor and Petrie, would choose to
imbue their artistic practice with more international and modern tenetsyBasizcess
as a metropolitan artist was in the end due to his mastery of the apocalypiiceSubl
wherever his early training might otherwise have led.

“Whatever were his failings as a man, as an artist Danby should take high rank.
His pictures are true poetry as compared with the prose—noble prose it may be—of

many who have great reputations as landscape paifters.”

repudiated one of the greatest painters of theaadecountry, and a man possessed of many excahent
endearing qualities. The whole question, both wedpect to the Academy and the deceased artisttsadm
of much discussion, although our pages are naddhiable place for it.”

140 RedgraveA Century of British Paintergt01.



128

Chapter 4

James Arthur O’Connor: Romanticism and an Emotional Response to Landscape

While Francis Danby favored the apocalyptic Sublime, as evidenced by his
many exhibition landscape paintings depicting cataclysmic mythicalibhchb
narratives within idealized landscape settings, his friend and colleages Aatinur
O’Connor (1792-1841) took an alternate route, cultivating the Romantic Sublime,
particularly in the landscape paintings he produced after his two continentadiersur
in 1826 and 1832 Happily, he would likewise evolve from a young Dublin artist with a
conventional topographic style similar to Danby’s to a London-based but weletlave
professional landscape painter whose mature work was filled with emotion, nuance, and
individuality. Through his embrace of the Romantic Sublime, he recorded and painted
sites that he actually visited, imbuing his views with a sensibility tharsopal,
authentic, intimate, and often melancholic.

It was his departure from Ireland for London in 1822 that allowed him to later
transcend his provincial status, conventional perspective, and representational
limitations. He (along with Danby and Petrie) felt compelled to redomathe
metropolis to find sustainable support and patronage for his professional develdbpment.

As a result, he was introduced to a variety of innovative and modern opportunities that

! For general and contemporary discussions of theantimSublime, see Andrew Ashfield and Peter de
Bolla, eds.,The Sublime: A Reader in British Eighteenth-Centaesthetic TheorgCambridge:
Cambridge University Press, 1996); Samuel H. Mditile Sublime: A Study of Critical Theories in
XVIII-Century EnglandAnn Arbor: University of Michigan Press, 1935hilip Shaw,The Sublime

(New York: Routledge, 2006); and Thomas Weiskéke Romantic Sublim&tudies in the Structure and
Psychology of Transcenden(&altimore: John Hopkins University Press, 1976).

2 William Stokes The Life and Labours in Art and Archaeology of GeoPetrie L.L.D., M.R.I.A.
(London: Longmans, Green, and Company, 1868), 7-8.
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were not as readily available to him in the provinces, including better training
possibilities; greater access to a wide range of Dutch, Italian, anchFodthdlaster
paintings for study; more exhibition venues and prospects; and exposure to nssy arti
just then turning to reproductive prints as a means of disseminating their work to a
wider audiencé.O’Connor also met artists there whose frequent travels to the continent
informed their exhibition paintings in London with the latest formal and theateti
approaches to their craft, in addition to providing farflung locales for diskcapes.
While Danby had been, at least initially, quite eager to sever his tiegr&ahd
upon his arrival in England, O’Connor’s allegiance to his home was stronger, and thus
his career path and artistic development were more complicated. Despite O’€onnor
permanent move to London in 1822, he continued to return to Ireland throughout his
life for sketching excursions, which he relied upon for inspiration. It was notlmati
late 1820s, 1830s, and 1840s that O’Connor ultimately realized his artistic potential
Nor was he ever entirely content in his new city. Historian Roy Fosteestsgipat
while many artists like O’Connor would have felt compelled to leave Irelang, the
would have felt equally strongly their displacement afterward, especidngland:
“Observing and participating in British forms of government, reading English books

attending British educational institutions, looking for employment with thetstres of

? Ibid., 7-8.Both theArt Journaland Stokes mention that Benjamin West arrange®#mby, Petrie, and
O’Connor to view several private collections durthgir initial visit to London in 1813, which indites
that in the early nineteenth century, private atitms of Old Master paintings were becoming more
accessible to artists, even those as yet relativeeralded. By 1822, when O’Connor returned to
London, the British Institution had exhibitions©fd Master paintings, a fact that was promoted iwith
the press and cultural circles. In 1814 the Rosi linstitutionexhibited the first collection of Old
Master paintings, lent by subscribers; see thebitidnm cataloguéhe Royal Irish Institution, For
Promoting the Fine Arts in Irelan(Dublin: John Jones, 1814), vilGeorge Newenham/right, A
Historical Guide to Ancient and Modern DubliBublin, 1821), 421-27. Wright lists over fourteen
private collections of paintings in Dublin, a faleat contradicts earlier commentary on the paugity
private collections there. Of course, it is relev@mmnote that these collections would not haventreade
available to the public, or to struggling artists.
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the British Empire and speaking English. It was never an identity comfprtabl
accepted It was a longtime quandary for the Irish in general, depicted powerfully by
such literary lights as William Butler Yeats (1865-1939) and James Joyce-{B84a2.
Foster mentions in particular Yeats'’s early nalain Shermaiil891), which “deals

with a divided man, caught between provincial, rooted Ireland and the metropolitan
temptations of England; his [Yeats’s] first great popular success wasyagimout

exile, ‘The Lake Isle of Innisfree’ (18905.”

In this regard, O’Connor’s dilemma was certainly not unique. It is also true that
his personal and professional paths are not as familiar or, in comparison to Danby and
Petrie, as frequently commented upon in contemporary discourse and primary sources.
O’Connor’s motivations remain somewhat enigmatic and elusive. It is apparent,
however, that over the years, his work changed profoundly. His early paintings refle
the prevailing penchant for topographical recordings of house portraits in Iré&d;
Constable (among other of O’Connor’s colleagues) started with exactéysbds of
commissions as well. Patrons sought to have themselves, and their demesnes,
represented in a flattering, if conventional, style. Yet this would not cont@ur@or
for long, and once he left Ireland, his paintings began to evolve in a manner that
resonates with wider international influences, particularly German Rtoisan. It is
this period of growth during his mature years that primarily interests me\Wehan
the literature concerning English and Irish Romanticism, O’Connor has ntetiee
attention that he deserves. Though he labored to retain his spiritual and psychological

relationship to Ireland, he profited handsomely, in a literal and figural seosetHe

* Roy FosterPaddy and Mr. Punch: Connections in Irish and EsiglHistory(London: Allen Lane,
1993), 283.
® FosterPaddy and Mr. Punct297.
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international and modern influences that he encountered in the London metropolis.
Once he was ensconced there, he was savvy enough to advance his painterlit,approac
mindfully but not timidly, and realize himself as an artist in a way tharesimply

would not have accommodated. The place of his birth needed the place of his practice to
complete him in his work.

The most critical period of O’Connor’s formal and theoretical development
occurred right after he moved to London in 1822, when, like Danby, he was promptly
exposed to the burgeoning international artistic fashion for the Sublime at the Roy
Academy and the British Institution. After eight years of continuous exhibition i
London, O’Connor developed a more personal response to the landscape and produced
non-idealized, emotionally charged landscapes that were utterly opposedadiéis e
topographical paintings. He embraced Romanticism and modernity, grew as
comfortable as possible with working in exile, and finally internalized istst
tenets associated with the Old Masters. All of these factors contributesieimbrace
of an individuated expressive and emotive style that is characterized by an aura of
heightened visual immediacy.

O’Connor even availed himself of the continent. Following two extended
European sojourns, one of which included a transformative sketching tour on the Rhine,
he became particularly enamored of the thematic and formal tenets ofrGerma
Romanticism. Leading up to and, in particular, after his continental journeys, he
changed his painterly approach to begin to harness the Sublime. From his beginnings in

Irish topographical landscapes to his profound, cerebral engagement with retines vi
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Romantic Sublime, O’Connor always informed his art, and his career, witlha Iris
wanderlust and a powerful sense of the artistic moment.

Beyond his experience as an exile of his own volition, then, as the chapter
progresses, | will consider how O’Connor’s life, profession, and works develop. Over
time he moved away from his early penchant for topographical house poridhits a
instead came to infuse his paintings with nuance and emotion that correspond to other
international motifs such as that of the Romantic wandeexeral of his early works
portray travelers or journeyers within the landscape. In O’Connor’sdateer, his
representation of individuals who appear both mired in an enigmatic manner within the
landscape yet also disconnected and on the move evokes a deeper, more complex
international framework.

Like many other Romantic visual and literary artists, he came to emteace
complex emotions associated with the theme of the wanderer, which has been linked to
“the creative process itself as understood by the Romafitiasduld suggest that
several of O’Connor’s paintings include figures that specifically syméadle artist’s
own restlessness in places other than his home. The lengths that O’Connor went to in
his art to address his chronic sense of dislocation sheds light on the earlyectadract

the man while providing valuable perspective on where he ended up.

A Different Kind of Sublime

® Andrew CusackThe Wanderer in 19th-Century German Literat(Rechester: Camden House, 2008).
" See William Thomas HillGraham Green’s Wanderers: The Search for Dwellifmyrneying and
Wandering in the Novels of Graham Grg&an Francisco: International Scholars Publicatid®999), 1—
14.

8 Andrew CusackWanderer in 19th-Century German Literatuel. See also Ludwig Tieck (1773—
1853),Franz Sternbald’s Wandering YeaRichard Wagner (1813-1883)he Flying Dutchmarand
George Gordon Byron (1788-182€hilde Harold, a Romaunt
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To begin with, then, we will consider a painting by O’Connor that is thought to
have been exhibited at the Royal Academy in 1836 and is imbued with the precepts of
the Romantic Sublim&View of the Dargle—Lover’s Ledt837; fig. 4:1), at forty-
seven by sixty-six inches, is much larger than his earlier paintings, andfitsed with
the emotion and theatricality associated with both physical and psychologica
representations of the Sublime. A letter from O’Connor to his sister Maryl date
October 20, 1836, provides a rare firsthand glimpse into the artist’'s mind: “[I] have
commenced a large picture (indeed the largest | have ever attemptee)dahibition
at the Royal Academy next season—my brother artists flatter mdaiggrly as to its
merits—but after [all?] the Public are the persons to be pleas’d as thibyg are
purchasers . . ¥

Here we encounter Ireland, but decidedly not via those predictable, idyllic, and
sun-dappled demesne portraits and topographical landscapes that had provided
O’Connor with a steady stream of patrons in his early career. “The D& gla"area in
County Wicklow, south of Dublin that is referred to as the garden of Ireland. Its

mountains, glens, lakes, and rushing streams continue to attract travelersstsa/iaot

° See Algernon Grave$he Royal Academy of Arts: A Complete Dictionar@oitributors and Their
Work from Its Foundation in 1769-190dondon: Henry Graves, 1906), 4:4 (see especly316,An
Irish Glen).

10 James O’Connor to Mary O’Connor, October 11, 18@&ted in John Hutchinsodames Arthur
O’Connor (Dublin: National Gallery of Ireland, 1985), 1&6h. cat. I, along with other scholars writing
on nineteenth-century Irish art, have not been &blecate the Gibbons papers (the source of thiga)
despite a thorough investigation in Dublin with exs at the National Gallery of Ireland and theid\al
Library, as well as with O’Connor expert John Hihslon himself. Thankfully, in addition to
Hutchinson’s exhibition catalogugéames Arthur O’ConnofDublin: National Gallery of Ireland, 1985),
Francis Adams’s footnotes in his book on Danbraficis Danby: Varieties of Poetic Landscape
corroborate the wording of the Gibbons papers sourc
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yearn to experience the sublimity found in this magical Irish site. In 1855, te¢ tra
writer Mrs. Samuel Carter Hall (Anna Maria Fielding [1800-1881]) rentarke

‘The Dargle,” commences, as we have intimated, on the side opposite the gate to
Powerscourt . . . before trading the lonely path that leads through it, the tourist
will do well to visit a small hillock just over Tinahinch (the seat of James

Grattan, Esq.); and then climb a steep hill that rises immediately abovehg on t
south. As the Dargle is, usually, the beauty of Wicklow first introduced to its
visitors, and as, in consequence of its short distance from Dublin, many
travellers examine no other portion of the country.

O’Connor’s good friend, the artist and writer George Mulvaney (1809-1869), published
an extensive 1842 obituary of the artist in which he noted the pleasure O’Connor took
from his numerous trips to Wicklow throughout his career:

His early works were all compositions, but, as he advanced, he went out to

nature. His first studies from nature were made in the Dargle; and some of the

very finest of his matueresig]| years were also made there, beneath its
impending rocks, its tangled foliage, its rushing waters. He loved the Dasgle. |
quiet retirement—its picturesque intricacies—its moss-covered rockseat onc
entranced the painter and pleased the man. He was the child of Nature, and in
her sequestered recesses he felt at home. Jarring, flaunting, noisy bresteitwe

of keeping with the quiet peace of his héart.

O’Connor’s representation of this secluded idyll powerfully evokes his two main
artistic influences, the Italian and Dutch Old Masters and the late-aigimead early-
nineteenth-century German romantics. At this point he had refined his unique manner of
portraying the wild Irish countryside, in distinct contrast to his eatliestiative

landscapes. This dark, forested view brings with it emotional drama, energetic

immediacy, and an intangible sense of the uncanny. Two graceful treeslielmme t

™ Mr. and Mrs. Samuel Carter Haliieland: Its Scenery, Character, &(London: Jeremiah Hall, 1840),
2:202-3.

12 George Mulvaney, “Memoirs of Native Artists: Jan@€onnor,” Dublin Monthly Magazin€¢April
1842): 260. Mulvaney was a member of the Royal Hiilae Academy and served as the first director of
the National Gallery of Art, Dublin.
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canvas, but it is the storm-blasted and gnarled trunk on the left that recall®iSalva
Rosa (1615-1673), who was known for incorporating such shattered trees within his
seminal Sublime paintings. The anthropomorphized foliage on the right side in turn
recalls both Jacob von Ruisdael (1628—-1682) and Caspar David Friedrich (1774-1840),
both of whom animated natural growth in this way. The lower central portion of the
canvas contains a frothy cascade of water and many pale and enormous boulders, on
two of which young boys perch. O’Connor closely crops this foreground, thereby luring
the viewer into the dense woods.

The painting also features a novel composition. A high horizon line leaves only
a very small portion of the canvas to the brilliant azure sky, but it represegpisieve
nevertheless, both psychological and visual, from the darkness of the forest scene
Otherwise, the whole middle of the canvas is subsumed by a cavernous triangular
recession that is obscured by shadows and crowned with ominous storm clouds. The
cavity of the large rock formation attracts our attention but, upon closer inspection,
reveals nothing but our own anxiety at the boys playing in the darkness. Thigieonfla
of rushing water, threatening storm clouds, and anthropomorphized trees, the innocence
of the boys near the precipice, and the gloomy crevices and ravines lend this ftginting
aura of the Sublime, in profound contrast to O’Connor’s earlier, much more predictable
landscapes. In comparison this view is more enigmatic.

For O’Connor, in particular, shadow-filled and melancholic vistas within the
landscape appealed to his penchant for the Romantic Sublime: dark, damp, apparently
inconsequential settings are transformed through his unique perspective s et

reward close looking by the viewer. In general, mundane patches of land shish as t
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often become settings for a meditationView of the Dargle—Lover’s Ledpe engages
with the landscape on a spiritual and philosophical level.

In this painting from his mature period, O’Connor delves into a theme that
resonates with his development, and, within the wider parameters of internatistal a
(both literary and visual), who attempted to illustrate the intangibleos&dtip between
spiritual meditation and nature/ith subtlety, O’Connor manages to transcend the
everyday view of nature by infusing this painting with mystery and anpidn this
particular picture, O’Connor conjures the ambiance of quietude and tranquility, while
simultaneously imbuing the painting with darkness and obscurity. He, like many other
Romantic artists, attempted to portray nature in a manner that resonatesigigpia
spirituality.

To further illustrate this point, we can turn to the Romantic writer Luduegk
(1773-1853)who considers the connection between nature as refuge and as a site for
contemplation of a personal, otherworldly, and natural portrayal of divinity: “It is not
the soft gray shimmer of the “beechen green” but also the deeper and more solemn note
of the pine forest with its hush, its haze and myst&hLike many other of his
international artistic colleagues invested in the tenets of Romamti€i¥Connor would
slowly evolve in a manner that substantiates the contemplation of divinity withirenatur

In terms of its composition and style, in fact, this painting evokes two other
English Romantic works, J. M. W. TurneNorning Amongst the Coniston Fells,
Cumberlandc.1797; fig. 4:2), and James Ward’s (1768-185@)dale Scar (A View

of Gordale in the Manor of East Malham in Craven, Yorkshire, the Property of Lord

13 George Henry DantoiThe Nature Sense in the Writings of Ludwig Ti@¢ébw York: AMS, 1966), 68.
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Ribblesdalg (c.1812-14; fig. 4:3). Like O’Connor’s Wicklow landscape, these
paintings contrast dark, deep crevices (of varying sizes, scope, and stfale)shing
streams of highlighted water. The torrents serveoatisseghat define the structure,
depth, and scale of the composition. The human figures are small and utterly
overshadowed by the scale and scope of the surrounding views. Nature itself has taken
the role of narrative here, in place of the expected biblical or mythicalesodrae
ambiance of Turner and Ward’s views is dramatic, and Aikéew of the Dargle-
Lovers Leapthey both have a slight portentous quality to them.

Significantly, all three artists found the inspiration for their depiction @f th
Sublime in the landscapes in England and Ireland. No longer were artistedequir
travel to Italy or France. As Romantic painters they sought the Suatigvehere they
were, and the public appreciated the gesture, especially as the Napolegnic war
inhibited international travel. Certainly many English and Irish tourists &iso
staying put and seeking to immerse themselves, psychologically aathljter the
Sublime in their own backyards, such as the English poet William Wordsworth (1770—
1850)** Though O’Connor lived and worked in London for most of his adulthood, he
was always drawn to the wild Irish countryside and included it among hisgsthping
natural landscape views. While Danby, then, responded to the trend of the apocalyptic
Sublime, satisfying those audiences that clamored for gigantic, awengsmnvases
based on familiar mythical and biblical narratives in imagined settin@orior stuck

to landscapes that he had actually encountered from sketching excursions throughout

1 Wwilliam Wordsworth, “The Sublime and the Beautif(1811—12), in WordsworthThe Prose Works of
William Wordsworthed. W. J. B. Owen and Jane Worthington Smysefdi@xClarendon Press, 1974),
349-60.
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his career. Despite their friendship, similar training, and shared erhibgnues in
Dublin and London, these men developed very different approaches to Sublime
landscapes.

View of the Dargle—Lover’s Leames not revel in tragedy, impending
cataclysm, doom, or horror. Rather, this view from County Wicklow is a somewhat
mysterious sanctuary, albeit it an untamed one, within nature. Of course,rabarant
the notorious and capricious Irish weather could intrude and the Dargle could be
transformed by lashing rains, wind, and threatening clouds. Certainly, within
Romanticism, representations of stormy weather become more frequenpaseng
an abandonment of the classical pastoral ideal—many Romantic paintingd instea
reiterate the concept that man is always subject to nature’s power. As ¥oichn@’s
approach illustrates a dramatic shift between eighteenth-century aneenithetentury
painting, in that nature itself has become the primary source of “narrativée’ tvéi
role of the young boys is secondary.

In 1743, the scholar William Smith, who was best known for his translation of
Dionysius Longinus'©n the Sublimediscusses the relatively esoteric notion of the
pleasure we take in privation and darkness. This excerpt from his writings essonat
with much of O’Connor’s work, as he describes how landscapes such as the Dargle
might rouse an appreciation for Sublimity:

There is a serious turn, an inborn Sedateness in the Mind, which renders Images

of Terror grateful and engaging. Agreeable Sensations are not only produced by

bright and lively Objects, but sometimes by such as are gloomy and solemn. It is

not the blue Sky, the cheerful Sun-shine, or the smiling Landscape, that give us
all our Pleasure, since we are indebted for no little share of it to the sitgnif Ni
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the distant howling Wilderness, the melancholy Grot, the dark Wood, and
hanging Precipic&

Contemporaneous intellectual trends also spurred O’Connor on. Like Danby, he
likely would have known Edmund Burke’s writings on the Subl&ehilosophical
Enquiry into the Origin of Our Ideas of the Sublime and Beaytift7), and he had
probably read widely among the other thinkers who were equally taken with this
theme!® In addition, numerous international artists, tourists, and travel writees wer
reporting on sites that had become renowned for their Sublimity in Switzerland,
Germany, and Norway, among other plate®ne influential early contributor to the
historiography of the search for the Sublime in the landscape is the Englisitigtam
and critic John Dennis. In hMiscellanies in Verse and Pro§E692), he ponders the
connection between Sublimity and the viewer’'s experiential response to landscape
vistas'® Dennis’s recollections of his travels in the Alps give a sense of the wonder of
the Sublime, which for him is not at all a rhetorical concept alone. His words o&infor
the notion that to completely engage with the Sublime, one must utterly submit to, or

immerse in, the quest itself:

!5 Dionysius LonginusOn the Subliméfirst century A.D.), trans. William Smith (Londpa. Watts,
1739), 124.

18 English and Irish writers would have included EawhBurke A Philosophical Enquiry into the Origin
of Our Ideas of the Sublime and Beautiéd, David Womersley (New York: Penguin Books, 1998)
Richard Payne KnighfAn Analytical Inquiry into the Principles of Tagleondon: T. Payne, 1805); John
Lawson,Lectures Concerning Oratorfpublin: George Faulkner, 1759); George Miller,i'/&ssay on
the Origins and Nature of Our Ideas of the Sublifieansactions of the Royal Irish AcadeBy1794):
199-226; Richard Stack, “An Essay on Sublimity afitiNg,” Transactions of the Royal Irish Acadefiny
(1787): 111-37; and James Ushelip: Or, A Discourse on Tasfgondon: T. Davies, 1769).

" See Robert Rosenblum, “The Dawn of British RonaRtinting, 1760—-1780,” ihe Varied Pattern:
Studies in the 18th Centumyd. Peter Hughes and David Williams (Toronto: A.Hékkert, 1971), 192;
RosenblumModern Painting and the Northern Romantic Traditi&niedrich to RothkdNew York:

Icon Editions), 17, 77.

18 John DennisMiscellanies in Verse and Progeondon: James Knapton, 1692), 133—-34. Dennis’s
contemporaries included writers on the Sublime sagBir Richard Blackmoir@654-1729),Joseph
Addison (1672-1719);homas Stackhoug&677-1752)James Usher (1581-1621), Adam Sn(ith23—
1790),and Edmund Burke.
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Octob. 21. We entered into Savoy in the Morning, and past over Mount
Aiguebellette. The ascent was the more easie, because it wound about the
Mountain. But as soon as we had conquer’d one half of it, the unusual height in
which we found our selves, the impending Rock that hung over us, the dreadful
Depth of the Precipice, and the Torrent that roar'd at the bottom, gave us such a
view as was altogether new and amazing. On the other side of that Torrent, was
a Mountain that equall’d ours, about the distance of thirty Yards from us. Its
craggy Clifts, which we half discern’d, thro the misty gloom of the Clouds that
surrounded them, sometimes have us a horrid Prospect . . . In the very same
place Nature was seen Severe and Wanton. In the mean time we walk’d upon
the very brink, in a litteral sense, of Destruction; one Stumble, and both Life and
Carcass had been at once destroy’d. The sense of all this produc’d different
motions in meyiz. a delightful Horrour, a terrible Joy, and at the same time, that
| was infinitely, pleas'd | trembletf.
Dennis emphasizes the necessity of experiencing the landscape firsthalef, that
would eventually lead to the connection between the landscape itself and painted views
of such Sublime sites. James Twitchell concurs and observes, “When the painter is
overly concerned with proportion, order, taste, good sense, and keeping himself ‘at a
distance,’ no sublimity can resuf®Thus to truly experience the Sublime, the artist and
spectator must immerse themselves within the landscape. Dennis is & dingf t
writers to connect the awe, terror, and exhilaration of his Sublime experigiticdss
travels in the landscape itsélf.
Many people shared this view, contributing to the phenomenon of the Grand
Tour, during which travelers and artists journeyed to farflung places toexpetheir
culture, excitement, and novelty. As time went on, the quarry for these tsealbetmame

the Sublime itself, first perceived as an independent quality in nature and then as a

quality brought tonature by the viewer.. Following pioneers like Dennis, cultural

19 i
Ibid.
% see James B. TwitcheRomantic Horizons: Aspects of the Sublime in Ehddisetry and Painting,
1770-185(Q Columbia: University of Missouri Press, 1983), 19
%L Dennis,Miscellanies 132—40.
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aficionados, artists, and travelers sought their own personal interpretai@n o
Sublime in the landscape.

O’Connor and Danby’s appropriation of the theoretical and formal tenets of the
Sublime liberated them as artists, just as Dennis had been liberatedrdea Within
its parameters they expanded the range of their personal expression in a hanner t
was not possible within traditional topographical landscapes. They also b frefie
joining an international coterie of artists who inspired them. Though thegstre not
the same, they are nevertheless entwined, and the binding of these twasahests
faith in the Sublime. Before | consider this further in relation to O’Connor, rexiew

the existing scholarship on this somewhat elusive artist.

O’Connor Scholarship: Some Thoughts

Within the literature, the most significant primary source documentation on
O’Connor is the lengthy obituary of the artist written by George Mulvaawey $igned
“M") in the Dublin Monthly Magazinén 18422 Mulvaney positions O’Connor within
the context of the challenging environment for Irish artists in the nineteemtiryg, in
addition to providing numerous details about his goals, experiences, and actual travel
itineraries during his trips to the continent. He acknowledges the necessity f
O’Connor to leave Ireland to expose himself to the international influences of the

London art market. Of additional importance, he also notes the troubling tendency for

2 Mulvaney, “Memoirs of Native Artists: James O’Camji 255—266.
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English patrons to favor continental over local taféMulvaney’s narrative (and
perspective) is of critical importance and relevance to my discussion.

There are also two early-twentieth-century secondary sources thatithea
O’Connor: W. G. Strickland’# Dictionary of Irish Artist§1913) and Thomas
Bodkin's Four Irish Landscape Painted920)?* Another secondary source is art
historian John Hutchinson’s exhibition catalogaenes Arthur O’Connof1985),
which comprises the most detailed contemporary account. In addition, in 2001, art
historian William Laffan edited an exhibition/sale catalogue entiftleel Sublime and
the Beautiful: Irish Art, 1700-183Whose entries on O’Connor relate to paintings from
the 1820s (not the mature works to be considered frere).

Art historian Katherine Nahum’s essay “Observing Irish Romantic lcapes
Painting” (2003) covers O’'Connor’s early topographical house portraits, in addition to
the paintingA Thunderstorm: The Frighten&tlagoner(1832; fig. 4: 4¥° It merits a
brief summary here as an insightful recent interdisciplinary sissag. Nahum's thesis
is that some Irish Romantic paintings subtly reflect the political, Iisipand social
implications of the ongoing colonial relationship between England and Ireland. Though
Nahum’s overview of romantic Irish art also leaves aside O’Connor’s lateimuogs,
she sets the stage for them in observing that the intellectual shift fromhémesith-

century Enlightenment perspective to Romanticism contributed to the turmbisfor

% See chapter 2 for more discussion of this topic.

% Walter George Strickland Dictionary of Irish ArtistgDublin: Irish Academic Press, 1913; reprint,
Dublin: Irish Academic Press, 1989), 2:179-82; TherBodkinFour Irish Landscape Painte(®ublin:
Talbot Press, 1920), 17-28.

% William Laffan, ed. The Sublime and the Beautiful: Irish Art, 1700-1886ndon: Pyms Gallery,
2001), exh. cat.

% Katherine Nahum, “Observing Irish Romantic Langec®ainting,” irEire/Land,ed. Vera Kreilkamp
(Boston: Charles S. and Isabella V. McMullen Museafmrt, 2003), 65-70, exh. cat. O’Connor painted
A Thunderstorm: The Frightened Wagonest prior to his second trip abroad in 1833. Tgamting will

be discussed later in this chapter.
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artists: “As Ireland experienced the economic and social trauma of pawerfamine,

as well as the political disorder accompanying a long struggle for independenc
painters were moved to find an artistic language to address such upheaval. As a far-
reaching artistic movement comprised of contradictory definitions and themes
Romanticism offered a flexible visual language to express complex resportbe

social landscape?® As well, Nahum proposes that O’Connor, like other Irish artists,
sought to compensate for the precariousness of his pursuit by appropriating
Romanticism in his canvases. Later in this chapter | will consider howr@@'’s late
paintings reflect Nahum’s observations about the contribution of Romanticismhéand t
Sublime) to an artist’s reputation.

Art historian Brendan Rooney also discusses links between Romanticism and
nineteenth-century Irish art in an essay entitled “Seitenblick: The&emfluence on
Nineteenth-Century Irish Painting” (2008)With respect to O’Connor’a
Thunderstorm: The Frightened Wagori@832; fig. 4:4) and’he Eagle’s Rock,

Killarney (1831, fig. 4:5), Rooney observes that after the artist’'s second trip to the
continent, his “use of colour and light invites comparison with Caspar David
Friedrich.”® This is significant because Rooney, liklier scholars before him, at first
prevaricates on the influence of German Romanticism on O’Connor. | will deruanstr
however, just how relevant the German Romantic philosophers and artists were to
O’Connor’s thinking. For, like other artists who were influenced by the German

Romantic Gessellschaft, O’Connor’s mature works suggest that he had joined the

2" Nahum, “Observing Irish Romantic Landscape Paiti65.

% Brendan Rooney, “Seitenblick: The German InflueoseNineteenth-Century Irish Painting,”An
German Dream: Masterpieces of Romanticism fromNthgonalgalerie Berlined. Bernhard Maaz
(Dublin: National Gallery of Ireland, 2004), 32—3Xh. cat.

% Rooney, “Seitenblick,” 32—39.
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quest to locate secular divinity within the landsc&derom the thematic and visual
correspondences between Friedrich’s and O’Connor’s paintings, then, | will proceed t
a consideration of the synergy between the German Romantic cultural thatles
included Friedrich and Carl Gustave Carus (1789-1869) and the late Sublime work of
O’Connor.

Rosenblum’s discussion of the evolution of the secular Sublime in northern
Romantic painting, in relation to Romanticism in general, is another influencg on m
own work. He notes that during the eighteenth century, many people turned away from
the didactic message and hierarchical trappings of Christianity. Marheno#rtists in
particular sought to reframe alternative views of Christianity withioreain contrast
to the more overtly Catholic iconography common to southern Europe, many northern
Protestant (Romantic) artists imbued their views of nature with subtlecaluti
spirituality>* Through a variety of approaches, they tried to represent humanity’s
essentially intangible engagement with divinity in the landséape.

Despite the quality of the scholarship that has been done on O’Connor to this
point, few people have paused to appreciate the profound influence of his travel and
feelings of dislocation in his Romantic Sublime paintings. In London he masartis

whose travels included frequent sketching excursions abroad that expanded their

% See Immanuel Kan€ritique of Judgment1790), trans. Werner S. Pluhar (Indianapolis: ke#c
1987), 466; Joseph Leo KoernGaspar David Friedrich and the Subject of Landscéyew Haven:
Yale University Press, 1990). The term “Gessellfich@osely defined within the vernacular of Genma
culture as a group consciousness, society, orlmmidive effort, helpfully emphasizes the vitally
important synthesis between the visual and thealiyearts in German romanticism.

31 Keith Patrick, “Romanticism and the Modernist Mytim The New Romanticed. Andreas C.
Papadakis (London: Academy Group, 1988), 43—49tcheil, Romantic Horizons187-90; Rosenblum,
Modern Painting,14.

32 Hugh HonourRomanticism{New York: Harper and Row, 1979): RosenbliModern Painting 10—
40.
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stylistic approache¥ By focusing primarily on those late paintings that reflect his
embrace of the Romantic Sublime, | will position O’Connor within a wider global
framework in a way that is long overdue.

Scholars of Romanticism who have considered the shifts in Western culture
relating to an objective versus a subjective response to nature have tenodniist
Friedrich as their representative painter. In “Romanticism and the Modem”Nbor
example, Michael Greenhalgh concludes, “Friedrich’s painting suddemniysponds to
an experience familiar to the spectator in the modern world, an experienceimtiadi
individual is pitted against, or confronted by, the overwhelming, incomprehensible
immensity of the universe, as if the mysteries of religion had left thésribdighurch
and synagogue and had been relocated in the natural Wotlstiggest that the same
holds true for O’Connor. As he matured, his paintings become less predictable. He is no
longer interested in merely describing the Irish terrain and its mountains, ,vemalds
streams. Instead, his paintings encompass his own emotional and cerebrakraspons
the mystery of the natural world. While his isolated figures are typicalfyfed by the
size and scale of the landscape, from the late 1820s forward they are no lorger mer
staffage. In several of his later works, individuals stare at the vieweseeking
deliverance from a world that is unpredictable and precarious. Their peemaththeir

relationship to the landscape is perplexing, sometimes disturbing, and contributes to a

33 During Turner's numerous well-documented sketchigs, for example, he managed to accumulate a
sizeable portfolio of drawings. Interestingly, soafél urner’s sketching trips coincide with O’Contsor
continental journey of 1832-33.

% Michael Greenhalgh, “Romanticism: A Definitionif The New Romanticed. Andreas C. Papadakis
(London: Academy Group, 1988), 20-27; Keith Patrie(fomanticism and the Modern Myth,” ithe

New Romantics$}2—-49; RosenblunModern Painting 17.
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aura of unease. There is certainly nothing “pastoral” about thelséandscape
paintings for the people we encounter within them.

For artists in search of transcendence through the Sublime in nature, then, the
landscape became their vehitlénd for Irish artists in particular who wished to rise

above their provincial training, the Sublime offered a new artistic opportunityllas we

O’Connor’s Early Career in Ireland

James Arthur O’Connor was born in Dublin; his father, William O’Connor, was
an artist, engraver, and printseff8George Mulvaney suggests that James was
interested in landscape at an early age:

The son gave early proofs of his love for the arts. Landscape painting was
always the bent of his mind. His early attempts in oil were very small, but
remarkable for neatness of pencil . . . Close scenery was always his choice
which was partly referable to weak and near sight . . . The prevailing tones of
his early pictures were deep and cool green, and brown; with small portions of
light peeping in between the trunks, or beneath the branches of his trees. It
was quite evident that his soul lay in landscape painfings.

In this chapter | hope to explicate the conflict and complications that O’'Connor
encountered during his quest to reconcile this provincial “soul” with the soplesticat
fast-paced, and competitive atmosphere of the metropolis. After the shdrjelureey

to England in 1813 with his friends Francis Danby and George Petrie, O’Connor

% RosenblumModern Painting 17.

% Mulvaney, “Memoirs of Native Artists: James O’Camyi 260.There is no mention of O’Connor’s
mother within the sources.

¥ bid.



147

returned to Ireland for the next eleven years, reconnecting with Dublimcesand
focusing on landscapes often based on popular tourist$ites.

O’Connor received his first significant landscape commission, from the Marquis
of Sligo, in 1818° O’Connor was able to attract such patrons through showings of his
work at many of the Irish societies of art, including the Dublin Society, thetgat
the Artists of Ireland, the Hibernian Society, and the Exhibition of the Artidtelahd
at the Dublin Society’s House. From 1809 to 1821, prior to O’Connor’s final move to
England, he exhibited forty-three paintings at such verffies.

The marquis asked O’Connor to paint his house and surrounding family
demesne in Westport, County Mayo, in the northwest of Iréthnitke his eighteenth-
century Irish predecessors George Barret, Thomas Roberts (1748-1778), amd Willia
Ashford (1746-1824), O’Connor developed his skills in the rendering of such
conventional paintings to develop his skills.

Ballinrobe Hous€1818; fig. 4:6) typifies his sixteen views of which the
Westport series is comprised. The viewer’s perspective is high and takbsoad
swath of land, river, and architecture within the grounds, which was not unusual for
house portraits at this time. The paintahgpicts a vast expanse of cultivated land, and
its composition relies upon classical Claudean conventions—trees in the right

foreground serve agpoussoirelements that frame the viewer’s perspective upon the

% See BodkinFour Irish Landscape Painterd;7—19;Mulvaney, “Memoirs of Native Artists: James
O’Connor,” 260. Upon his return from England, O’@on first lived at Aston’s Quay, then on Dawson
Street in Dublin. Without much demand for viewdafblin, O’Connor set out to paint in Wicklow
County, southeast of Dublin. His membership with itfibernian Society of Artists was recorded
beginning in 1815.

39 Bodkin, Four Irish Landscape Painterd8.

“9Hutchinson, 98.

“ Strickland,A Dictionary of Irish Painter2:180.0’Connor produced sixteen paintings in the Westport
series from 1818 to 1819.
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vista, while the river acts ascaulisseor path to lead the eye into the center and
background of the painting, where the Palladian mansion rests on the elegant grounds.
O’Connor employs both linear and atmospheric perspective to enhance the depth of this
striking view, including especially the line of trees on the left side, the sfaghich
decrease as they recede into the property. Two stone walls and a substantialdredge
direct our view into the distance and further accentuate the impression of depth. E

the bridge’s arches over the river open up the background of the composition with their
glimpses of additional smaller trees and buildings, the details of which ablaess

due to the effects of the atmosphere. This too is a classical convention, inspired
especially by Claude; we can easily imagine that the land continues far into the
distance.

Two well-dressed male figures complement the finery of the landscapeyas th
gaze out at the viewer, their backs to the buildings and grounds behind them. We
imagine they are viewing the resplendent acreage and gardens whereieveesas are
in fact positioned. The figure on the left has his arms folded across his chestig/hile
companion stands in a more traditional, classically derived pose, with left faairdbr
and bent knee. He in particular evokes the image of a Greco-Roman sculpture in the
position of contrapasto. These figures, elevated on a sloping knoll, provide an element
of scale as opposed to the home and features of the grounds.

House portraits in this period embraced an idealized view of land ownership,
typically relied on classical stylistic standards, and emphasized st@gdaand idyllic
surroundings. Here, O’Connor joins many other eighteenth-century Irisis antist

accepting seventeenth-century classical conventions in particular. At thaeibggf
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his career, O’Connor’s painterly response to the land was driven by the demarsds of hi
patrons, and he veils his own interpretation of the setting, both visually and socially
Like many other painters during this time period, O’Connor skips over one essential
element of a well-run property—the peasants and workers whose phykidafaefd
rental payments) supported those vast holdings, often despite living conditions that
contrasted powerfully with those represented in such pairtfrigmllinrobe Househus
presents an idealized view of Ireland that responded to the hopes and plans of
O’Connor’s generally Anglo-Irish patrons. Scholars have often observed dngt m
artists suppressed social or political tensions within their landscape afi¢his time">

In a similar fashionRockingham House, Co. Roscomnib818; fig. 4.7),
presents a view of the lands and palatial home of Lord Lorton, of which the principle
architect was John Nash (1752-35Vhat is of primary interest about this painting
that typifies O’Connor’s house portraits from his early career is thétaica print was
made after this paintindqRockingham House, Co. Roscomnit825; fig. 4:8), engraved
by James Storer and Henry Sargent Storer. Small in size, this engrayingethhave
been intended for a travel guide that would typically include views of Ireland and a
selection of prominent homes and demesnes of the aristocracy. This indidatdsléha

O’Connor may not have benefited from having as many reproductive prints made from

2 See, for example, Henrietta Chattertoady Chatterton’s Rambles in Irelarfdondon: Saunders and
Ottley, 1832), 1.60: “The appearance of the dwg8ionf the peasantry [in Castletown] was more truly
wretched than any | have ever seen. The peoplégyarly the children, were worse clothed. Some of
the younger children, completely naked, were plgyhout before the miserable hovels. How strange
that such rude habitations should send forth alpenfsuch good and refined manners.”

“3See John BarrellTheDark Side of English Landscape: The Rural Pooriglish Painting, 1730—
1840(Cambridge: Cambridge University Press, 1980); Benrminghamlandscape and Ideology: The
English Rustic Tradition, 1740-18¢Berkeley: University of California Press, 198&hd David Spurr,
The Rhetoric of Empire: Colonial Discourse in Joaliam, Travel Writing, and Imperial Administration
(Durham: Duke University Press, 1993).

** Hutchinson,James Arthur O’Connorl14.
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his paintings as his colleagues Danby and Petrie, he was not unaware of thiagedva

to be had by so doing. The engraving was made three years after O’Connor moved to
London, so one may surmise that the innovative strategies of the metropolis were
indeed having an effect on the young artist.

However, of equal importance to this analysis of O’Connor’s development is the
fact that both Ballinrobe and the views of Roscommon represent portraits oétthe Ir
countryside that, in fact, idealize and elide the reality of life in Irelanthe majority
of its inhabitants. Contemporary commentators such as Sir John Barrow (1764—-1848)
are considerably more forthright about the often dire straits of peasamgsdn estates
such as these. & Tour Round Ireland, through the Sea Coast Counties, in the Autumn
of 1835 Barrow comments on the deplorable conditions that he encountered: “At
present . . . there appears to be misery enough in this line of country. The dottages
have passed were few and wretched, of a construction so humble, as to scarcely be
discernible at the shortest distance,—the people ragged in their dress, and tae childr
almost in a state of nudityYet for O’Connor to satisfy his patrons, he had to be
complicit in an act of artistic idealization of IrelaffdThere was no money in social

commentary at this time. Such house portraits attempt to smooth over the contentious

> John BarrowA Tour Round Ireland through the Sea Coast Couri¢ise Autumn of 183@.ondon:
John Murray, 1836), 245. Barrow’s comments onilifereland before the Great Famine likewise
indicate the desperate living conditions of marghlipeople, including even relatively busy farmers:
“The habitations scattered along the road. The dantkof house, perhaps more wretched still thaseh
in County Kilkenny. Houses of mud, roofs of thatofien falling down. No chimney or chimney so
imperfect that nearly all of the smoke comes oatdbor. No windows. A little dung hill near the dpa
pig in the house . . . | believe that these wradatheellings contain beggars, but my traveling conipias
assure me that they are the dwellings of small éasrwvho have twenty or thirty acres to cultivate.”

“6 Later paintings faced those conditions more diyesee Daniel MacDonald (1821-185Fhe
Discovery of the Potato Blight, 1847; Erskine Nicol (1825-190#8n Ejected Family1853; and
Elizabeth Thompson (1846—1948)iction,1890, among others.
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and longstanding relationship between England and Ireland that had mosyrecentl
erupted during the rebellion of 1798, just twenty years eéflier.

So O’Connor’s graceful views of Westport were well received, and
commissions such as these allowed the burgeoning artist to hone his stylistic aid form
approaches to the landscape. Nevertheless, compared to the paintings he produced late
in his career, thBallinrobeseries is constrained and cautious, more a point of departure
than a place of arrival. For the latter, he would have to leave his home (and its tensions

and conflicts) altogether.

An Exile of His Own Volition

After years of hard labour, disappointment, and neglect, he [O’Connor], in the
early part of 1822, quitted Ireland, and made London his residence! He soon
found sale for his works; but so clogged with the commission fees of salerooms,
or so screwed down by the usurious exactions of dealers, as to render continuous
labour very inadequately remunerative. To be distinguished in London, demands
something from the man as well as from the artist. Modest, unassuming talent, in
quiet, inexpensive lodgings, unpuffed and unpraised, may remain long
unknown. Modesty and delicacy of feeling may not obstruct the progress of him,
whose walk of art links him with the affections or the vanities of mankind.
Unobtrusive, gentlemanlike retirement of manner, is seen, felt, and admired in
the portrait painter, because we can't have his works without coming into
contact with himself. But the painter of the silent glen, the mountain torrent, the
gnarled oak, or the lonely lake, studies far away from the haunts of men—we
may know his works, we rarely ever know their author; nor is it the interest of
those who too often negotiate the sale of his works to let us kno#? him.

—George Mulvaney, “Memaoirs of Native Artists: James O’Connor”

" See John D. Beatty, e®Protestant Women's Narratives of the Irish Rebaliid 1798(Dublin: Four
Courts, 2001); James Gorddtistory of the Rebellion in Ireland, in the Yea987 &c. Containing an
Impartial Account of the Proceedings of the IrisiwBlutionists, from the Year 1782, till the Suppias
of the RebelliorfLondon: Printed by J. D. Dewick, 1803).

8 Mulvaney, “Memoirs of Native Artists: James O’Camji 260—61.
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Written in hindsight, Mulvaney’s text suggests that perhaps O’Connor was not
entirely cosmopolitan or shrewd enough in inserting himself into the comeetit
London art circles. He arrived in London with very few contacts and was thus lindere
by a lack of support, guidance, and patronage. Mulvaney further observes that
O’Connor’s apparent modesty and humility are not qualities that lend themselve
success in the metropolis.

Recalling William Carey’s comments (discussed in chapter 1), Mulvaney i
evidently dispirited by the fickle nature of art audiences who are unaljpteceate
hard-working and accomplished artists (such as O’Connor) who avoid theghimeli
Though he was talented, he would have been perceived as one among a large group of
artists who sought success within the Royal Academy and British Institulgm. A
O’Connor’s commitment to Romantic landscapes might have decreased the odds of
standing out among the crowd. Though it is admirable that he refused to be swayed by
cultural fashions that did not resonate with his own vision, his success might have been
slowed by his disinterest in the more spectacular trends in London at that time.

His friend Danby presents a telling contrast. Before returning to Lozorpy
first established himself in Bristol, cultivated sponsors who helped him rheke t
transition to London, and secured a patron relationship with the president of the Roya
Academy, Sir Thomas Lawrence. As a result, Danby and O’Connor’s exgesie
diverged in London. Although the friends shared their provincial upbringing and
training, Danby more readily adapted to the sophisticated and competitivgatiean

arena.



153

Upon his arrival in London in 1822 with his wife, Anastasia, O’Connor began to
work with promptness; however unheralded he was affissthough O’Connor had a
profound emotional connection to Ireland, he would paint more or less exclusively for
an English clientele throughout his career. Dublin’s artistic community sidighlrot
offer the same professional opportunities and like many other emigrants, he found
himself caught between remaining in a country he loved and moving abroad to achieve
greater success. Historian Roy Foster considers the widespread phenomerfon of sel
imposed exile by the Irish in light of the lack of work in Ireland for anybodyj(rsbt
artists):

The micks on the make were not the average Irish emigrant; but who was?

Emigration dominates nineteenth-century Irish history; it is bound up with the

history of the Union, beginning on a large scale well before the Famine exodus,

and reflecting the discouraging history of the Irish agrarian economy uraler t

Union. By 1861 the Irish-born population of England, Scotland and Wales had

reached 805,000, or 3.5 per cent of the population . . . All Irish emigrants tended

to be lumped together for generalization by the host country. But thereswas al

an overflow at other levels of Irish society, up to the artisanate and aspiring

middle class. Many of these would help create and re-create imageshioéss

in exile>

In O’Connor’s obituary, Mulvaney recognizes that Ireland had always needed
more advanced educational training opportunities for artists, and better gatrens
people inclined to appreciate the excellence that Irish artists offeredolldwing
guotation captures Mulvaney’s frustration with the inhibitions to the arts in Ireland,

even as late as 1842. In a familiar refrain, he pleads for more sensitivightart and

bemoans the bias for English or continental art. He further regrets the tendency for

9 Bodkin, Four Irish Landscape Painterd9—20; GravesThe Royal Academy of Ar&4; Hutchinson,
James Arthur O’Connor194-96. During this period, O’Connor sent painsing the Royal Hibernian
Academy only twice—a landscape in 1830, and thdeftianal paintings in 1840. On the other hand,
O’Connor exhibited twenty-one paintings at the R&d\@ademy between 1822 and 1840, thirty-eight at
the British Institution between 1823 and 1839, simteen at the Society of British Artists betwe&29
and 1838.

*0 FosterPaddy and Mr. Punct284-85
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artists to abandon their careers in Ireland in search of success oversehsh@nlhbels

self-expatriation):
Shall we be the devotee abroad, the sceptic at home? Shall we worship at the
tomb of foreign art, and coldly scoff at the cradle of our own? In one word, shall
we be generous to others, unjust to ourselves . . . Had such been the treatment of
Irish art, we should now have many high names among us; nonresidence would
not then be held as presumptive evidence of native talent; nor would self-
expatriation be the result of professional ambition. Genius might venture to live
at home . . . None of her sons ever loved Ireland more ardently than did our
gifted, our lamented friend, James O’Connor. His patriotism, like his taate, w
pure and undefiled; single-minded and sincere, he knew no guile. The valleys,
the glens, the mountains, the songs, the sufferings, and the sorrows of Ireland,
were dear to him. In deep feeling, and in quiet retirement, he loved her; and in
dismay and neglect, but not disgust, he sailed from her sHores.

According to Mulvaney, if the conditions in Ireland had been better for arigtsms

of patronage, respect, and financial opportunities, O’'Connor would not have been

compelled to leave. Yet leave he did, and despite some initial naiveté about what would

be necessary to succeed in London, he slowly acclimated to the metropolitamisde

began to study those Old Master artists whose influence would propel him (ingnicall

toward modernity.

The Influence of the Old Masters: Metropolitan Themes and Innovationn

O’Connor’s Mid-Career Paintings

In London, thanks to the continental political turmoil discussed in chapter 2,
O’Connor discovered a new source of inspiration: the paintings of Salvatore Rosa

(1615-1673) and Jacob van Ruisdael (1628-1682). Several scholars have remarked

*1 Mulvaney, “Memoirs of Native Artists: James O’Camji 260.
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upon the Dutch influence on Irish artists in particular, but it is true that the Dutch,
French, and Italian paintings that were imported into the British art markee late
eighteenth and early nineteenth centuries all made their¥harkhistorian Bruce
Arnold, in fact, notes that O’Connor’s nickname was “the Irish Hobbema,” which he
suggests might have arisen from O’Connor’s careful study of his father's savbnte
century engraved print collectiGf! will counter these rather broad assertions with a
brief summary of Rosa and Ruisdael’s styles as they are reflecteg nmdeareer
paintings by O’Connor.

Neapolitan-born painter Salvator Rosa’s advocacy of Sublime landscape
painting stood in contrast to Claude’s devotion to the Beautiful. Rosa’s storm-ghattere
tree trunks and precariously positioned boulders, dark, formidable forests, atat sinis
storm-filled skies set a very different mood from the Frenchman’s sunlit creii
biblical narratives from the southern ltalieampagna* Two relatively
contemporaneous sources, Lady Sydney Morgan and Horace Walpole, refer tadRosa a
the appeal of his formal and thematic exoticism for English travelersngatind art
lovers in particular. Lady Morgan (née Owenson; 1776-1859) recalls in her biography
of the artist that Rosa’s work was an important part of many English coleauring

the nineteenth century:

%2 See Bruce Arnoldrish Art (London: Thames and Hudson, 1977), 96—-97; Bodtauir Irish
Landscape Painterd 7-28; and Anne Crookshank and The Knight of Giesmond Fitzgerald@,he
Painters of Ireland, 1660-1920Qondon: Barrie and Jenkins, 1979), 211-12. Bodkiggests that
O’Connor sought to replicate seventeenth-centungaubjects in particular, especially those oftAar
van der Neer (1603-1677): “For O'Connor was they tenhdscape painter in these islands who painted
moonlight scenes with anything liklee truth and force of the Dutchman who was trst foy essay them
seriously.”

3 Arnold, Irish Art, 96-97; see also BodkiRpur Irish Landscape Painter4;7; Crookshank and
Fitzgerald Painters of Ireland211-12.

** See Ottilie G. BoetzkeSalvator Rosa: Seventeenth-Century Italian Pairfeet, and PatriofNew
York: Vantage Press, 1960), and Jonathan S8atvator Rosa: His Life and Tim@dew Haven: Yale
University Press, 1995).
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When Salvator Rosa came forth upon that arena [Romé]is magic pencil

threw all into life and motion and fearful activity .he painted her the

inevitable agent of human suffering, mingling all her great operationsiveth t
passions and interests of man, blasting him with her thunderbolt! Wrecking him
in her storms! burying him in her avalanches! and whelming him in tornadoes! .
.. The way-worn traveller, the benighted pilgrim, the shipwrecked mariner,
introduced as accessories into the main scene, become images that engage the
heart as well as the eye . . . Thany in gazing on the works of Salvatore, felt,
they knew not why—thé&w (and those few the great) became enamored of
pictures, which gave them a sensation, even though that sensation was one of
terror: and the public, always idolatrous of originality and prone to excitement,
were not to be satiated by representations powerfully calculated to awbken al
their sympathieg®

Lady Morgan acknowledges the appeal that such a painter would have had to the rather
well-traveled English public in particular at this time. Tourists had seehRdsa had
also seen, and they welcomed the opportunity to relive it on the canvas, as drematical
as possible.

English art historian Horace Walpole (1717-1797) goes so far as to equate the
Italian painter with the Sublime features he enjoyed: “Precipices, mogntairents,
wolves, rumblings, Salvator RosaHis exuberance reflects the excitement
engendered by Rosa’s subject matter. Looking ahead to the nineteenth centthysit is
easy to see why the ambitious O’Connor would seek to emulate the drama and intensity
of the Sublime as rendered by such a renowned painter. And, as an active artist in

London’s cultural circles, O’'Connor would have had access to exhibitions of Old

%5 Lady MorganThe Life and Times of Salvator Rqsandon: H. Colburn, 1824; reprint, London: David
Bryce, 1855), 119-20. According to Lady Morganyéheere 113 paintings by Rosa in English
collections in 1824, two years after O’Connor’auratto London.

*5 Horace Walpole to Richard West, September 28, lin3®alpole Letters of Horace Walpoled. W.

S. Lewis (London: Folio Society, 1951), 39.
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Master paintings at the British Institution, in addition to their display wgkiect
private collections in both citi€?.

In Landscape with Travellers Asking the Way1641; fig. 4:9), for example,

Rosa appropriates the subject of travelers while both utilizing cdssinventions and
conjuring a dramatic aura. Structurally, he carefully delineates foreground,
middleground, and background and incorporates the famejussoirandcoulisse
devices. The ruined trees on the left and the trees on the right point toward thefcenter
the road, giving the impression that the travelers are passing through afoartsat by

the overhanging rocks above and the flanking trees and shrubbery. The meandering
coulissebrings our attention to the foreground, where the figures (both on foot and on
horseback) take time to rest and converse after their travels. Once they contiheg on, t
will pass through the darkened middleground to the sunlit fields that Rosa creates with
contrasting blues and yellows—a respite from their present dark grotto.

Another Old Master painter influenced O’Connor as well. Jacob van Ruisdael
was the son of the artist, dealer, and framer Isaak van Ruysdael (1599-1677) and the
nephew of the celebrated painter Salomon van Ruysdael (1600/3>31880. in
Haarlem, he too was a busy continental traveler who found inspiration for his paintings
away from homé® From 1650 to 1655, the period of higanderjahre he was
stimulated by extended excursions to Germany and Holland in much the sametway tha

travel would challenge and inspire O’Connor and other romantic wanderers almost two

*" Stokes/ife and Labours7-8; G. N. WrightA Historical Guide to Ancient and Modern Dublin
(London: Baldwin, Cradock, and Joy, 1821), 421.dNtidentifies several private collections in lreda
most of which are full of Old Masters, althouglisiunlikely that as a young artist, O’Connor wohbd/e
had access to those works.

%8 See Seymour Slivdacob van Ruisda¢New York: Abbeville Press, 1981), exh. cat.; &lite, Jacob
van Ruisdael: Master of Landscafi@ndon: Royal Academy of Arts, 2005), exh. cat.

%9 See Jacob Rosenberg, Seymour Slive, and E. Kutks, Dutch Art and Architecture: 1600 to 1800
(Harmondsworth, Middlesex: Penguin Books, 1966rirepKingsport: Kingsport Press, 1979).
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centuries later. With time, Ruisdael’s landscape views came to reverbataenergy
and, sometimes, a particular melancholia that invites a state of contemflati
Ruisdael’s trees in particular became increasingly aggrandized in theasich
size, shapes, and general wildness, evoking Ruskin’s “pathetic fallacy,” bly whi
representations of flora and fauna acquired the ability to express human emadions a
feelings.(O’Connor would partake of this “fallacy” himself as time went 8} first
glance Trees in a Duné€l647; fig. 4:10) depicts a man and his dog out for a stroll in a
typical Dutch countryside, made to appear so by Ruisdael’'s emphasis on #ssftztn
the landscape, the dramatic sky above the low horizon line, and the green and brown
shrubbery and trees. However, the attentive viewer will soon note that Ruisdael has
arranged his composition to emphasize the anthropomorphic nature of the trees lining
this rural lané? Bent by the wind, the enormous tree on the left points significantly
toward the town ahead, where a church steeple pokes above the flatlands. Thus, what
first appears to be a typical genre painting subtly hints towards a more syarblic
subtle message about the presence of spirituality in nature. This cultivalayesf of
meaning within a single, otherwise unremarkable landscape will be appronyatiee
Romantics, including Friedrich’s circle and O’Connor himself, to greatteffec
Prior to his own continental travel, O’Connor produced numerous landscapes
with travelers in them. After his trips abroad, however, those same paintcayade

more enigmatic, both formally and thematic&flyAn early example of the influence of

9 See RosenbluniMiodern Painting36; Rosenberd)utch Art and Architecture265-67; SliveJacob
van Ruisdael5; John RuskinModern Painters5th ed.(London: Smith, Elder and Company, 1851),
3:157-72.

¢ John RuskinModern Painters157—72.

%2 Rosenberg et alQutch Art and Architecture265.

% See SliveJacob van Ruisdael: Master of LandscaPge84.
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the Rosa and Ruisdael upon O’Connor is evident in the laHeriseward Boundc.
1825-30; fig. 4:11). Here O’Connor no longer relies upon generalized or formulaic
representations of foliage and plant life. Instead, his trees have beconasimgise
animated and anthropomorphic. Bodkin comments on this approach to representing
nature: “The way in which O’Connor handles paint was very workmanlike, and
particularly adapted to his smaller scale pictures. He developed a deftoagh,
indicating foliage with peculiar crispness. Oak trees were his specgtityHe used
his colours rather dry and liked a good impasto in the more highly keyed paf8ages.”
In Homeward Boun®’Connor embraces a view of nature that moves beyond
the formal principles he relied upon in his earlier works. Boulders and shrubs funnel our
attention to the small figure of a man strolling down a meandering country lane (a
coulissg, accompanied by his dog. To the right, almost in the center of the composition,
an enormous tree dominates the painting, much as Ruisdael’s tre@ cegsnn a
Dune(fig; 4:10). O’Connor positions the tree and its foliage in a manner that is more
realistic than his earlier topographical treatments of nature, whichmaeeidealized
and conventional> Through this arrangement of tree and surrounding undergrowth, the
viewer is drawn from the truncated foreground to the middleground and then to the
pleasing vista of the horizon and delicate clouds beyond. Unlike in his earliengsint
the lone figure traversing the landscape has become the primary focus.
For young artists such as O’Connor, the importance of being exposed to the
revered Old Masters as part of their educational development cannot be tg heauvil

emphasized. It wasn’'t enough to just paint a pretty picture, for artists tocettpear

%4 Bodkin, Four Irish Landscape Painter@5—26.
% SeeBallinrobe Hous«fig. 4:6).
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capabilities it was necessary to look to the past to project themselvesdfovitrar

innovative but simultaneously well-grounded modes of expression. An anonymous
writer in 1825 summarized the necessity of this relationship, albeit in rather poet

terms: “Every man cannot see what nature displays before his eyes, fdrahseging

is a complicated and laborious one, and must be acquired by study and practice.” He
continues with reference to poets who refuse to study their literary prede;€3 he
business of the painter is the same. He, too, least to see, whatever original

assistance nature may have given him in a happy organization, that he may be ably like
the poet, to record his thoughts, in that which is his language—the language which most
clearly speaks to the mind through the e%fe.”

While some of O’Connor’s paintings that depict travelers within the landscape
are rather repetitious, even formulaic, as he matured, his rendering of thesvioeid
become more dynamic and less predictable. No longer are his travelersafieges
they begin to take on greater emotional expressiveness and can be discussdtewithi
wider discussion of the theme of the wanderer within international nineteenthycentur

art.

Certainly the theme of the traveler would have had great appeal to a p&ter li
O’Connor. Over the years, the constant pursuit of patronage must have been very
wearing for him and his family, while the problems associated with exilenc@atito

bedevil him as he tried to establish a home and pursue his ¥avekile his exhibition

 Anonymous, “The British Institutionf.ondon Magazind2 (May—Aug. 1825): 391.

7 Mulvaney, “Memoirs of Native Artists: James O’Camji 265—66.
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record at both the Royal Academy and the British Institution is impressivatisisc

growth and adoption of the tenets of Romanticism did not necessarily mean financial
success. Significantly, then, Homeward Boungdthe size of the figure is small in
comparison to the scale and scope of the landscape that surround him; it almost appears
as if the figure is merging with the landscape rather than set apart frasrin the

earlier Ballinrobe series. While this theme is one that many aatisisted, it would

have had particular resonance for O’Connor, given his self-chosen exdadoimh.

Irish Interludes: Early Romantic Paintings

During the early 1820s, O’Connor abandoned his earlier topographic approach
to landscape for the power of the Sublime, like Danby before him. However, for
O’Connor, the spectacular, cataclysmic nature of the apocalyptic Sublichedel
appeal. Shying away from the display-centric paintings that would odaaplyy,
O’Connor explored instead the internationally popular Romantic Sublime. Through it,
he could respond to landscape in a more personal and evocative manner. He began to
favor a closer cropping of his compositions, to draw attention to their simpler, more
profound arrangements of elements. In terms of content, his paintings come to
encourage reflection and contemplation rather than awe. Finally, O’Connor triktb ha
actively engage the viewer—to initiate a more intimate and emotive bond with his
painting.

Before looking more closely at O’Connor’s later career, | will byiefview the

characteristics of Romantic painting that are most salient here. Tia¢ulreeis
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expansive, but sometimes contradictory, with regard to the characterization of
Romanticisnf® Definitions of Romanticism typically begin with its emphasis on the
primacy of the individual’s experience. The Romantic artist embraces@anpkeeand
increasingly emotional response to his or her surroundings in a manner thatrgsmeti
conflates religion, art, and nature. For many, Romanticism endorsed the search f
transcendence within (as opposed to beyond) ndtucertain cases, this was
manifested through artists’ attempts to give visual expression to such ingangibl
concepts as the power of divinity within nature. Historian Isaiah Berltesvr
Romanticism is . . . the strange, the exotic, the grotesque, the mysterious, the
supernatural, ruins, moonlight, enchanted castles . . . Also it is the pursuit of
novelty, revolutionary change . . . a sense of timelessness . . . It is nostalgia, it is
reverie . . . it is sweet melancholy and bitter melancholy, solitude, the suffering
of exile, the sense of alienation, roaming in remote places . . . The Romantic
doctrine was that there is an infinite striving forward on the part of reafitiie
universe around us, that there is something which is infinite, something which is
inexhaustible, of which the finite attempts to be the symbol but of course
cannot®®

For those who sought a respite from the Christian pragmatism of the

Enlightenment, Romanticism offered a channel for meaningful expressiaithof fa

% See, for example, Isaiah Berlifhe Roots of Romanticisi, W. Mellow Lectures in the Fine Arts,
1965 (Princeton: Princeton University Press, 1999},17; Greenhalgh, “Romanticism: A Definition,”
20-27;Hugh HonourRomanticisn{New York: Harper and Row, 1979), esp. 11-20; NoyhFrye A
Study of English Romanticigi@hicago: University of Chicago Press, 1968), 277,Frye’s popular
definition of romanticism addresses the confluesicéhe arts contained within it; “Historically, igfers

to the literature, and in lesser degree the pantimusic, and some of the philosophy, producetién t
period c. 1780-1830, the period of the French Reiai, the Napoleonic wars, and the nationalistic
movements in Greece, Italy, and Germany that falbwt is not, however, purely a historical terkel
‘medieval,’ for within the Romantic period we fabht some artists are Romantics and that others are
not, or are much less so. The further we move fiteerarts, the less sure we are of the importanteeof
term” (27). Honour further remarks upon the cont&oins among such diverse artists as Keats, Shelly
Byron, Wordsworth, Constable, Turner, and Palmeigrag others. What they share, Honour decides, is a
more personal, individualized view of events, natand ideas that encourages their audiencesntfide
with them rather than seek some objective or atassiruth.”

% Berlin, Roots of Romanticism01.
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outside the conventions of Christian doctrif®&any Romantic artistic expressions,
both visual and literary, challenged prevailing philosophies that stressed theotheme
the “universal” and nature at the expense of the individual. The boundaries that had
long distinguished man from nature became more tenuous and fluid. In particular,
within the genre of landscape painting, topographic representations began to tose thei
appeal to artists, and seemingly patrons. Landscapes no longer merely recarded ma
architectural stamp upon nature or desire to control it. Compositions ¢hated trees,
land, and people now reflected a desire to express what lay beyond the tempemal. Oft
the presence of man in nature was reduced to a sole and diminutive figure sdalfpw
by vast expanses of anthropomorphic flora and fauna. Nature asserts itselenousim
powerful, and uncontrollable guises, while man’s presence often has been dithinishe
and psychologically humbled.

O’Connor’s early Romantic paintings appear more nuanced in light of the
contemporary sociological, cultural, and political dynamics. During tinittuous
period, the lasting impact of the French Revolution, an ongoing reassessment of
eighteenth-century Enlightenment belief systems, the shifts causedIbguls&ial
Revolution, and the trauma caused by the Napoleonic wars reverberated throughout
Europe’* They were also felt much closer to home and informed O’Connor’s work in
London as well as his trips back to Ireland, during which he drew inspiration foalkever

important exhibition paintings.

bid., 21; Rosenblumylodern Painting 10-14.

" See Barrellpark Side of English Landscapgassim; Michael Rosentha@itish Landscape Painting
(Oxford: Phaidon Press, 1982); Hans SedIimartrjn Crisis: The Lost Centratans. Brian Battershaw
(London: Hollis and Carter, 1957).
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During the 1820s and 1830s, O’Connor often went to Ireland for sketching
outings in County Wicklow and County Kerry. He and his fellow artists were joined by
countless other pleasure-seeking tourists who flocked to the Lakes of Kildraey
Meeting of the Waters, and the Devil's Glen in search of Sublime Visgash
destinations were recommended by the numerous guidebooks that provided visual and
textual direction to sightseers within IrelaffcHistorian Martin Ryle observes that the
most popular route chosen by Irish travel authors in the nineteenth century incorporated
Dublin and its environs, the south, southwest, and west coasts (encompassing Counties
Cork, Kerry, Limerick, Clare, Galway, Mayo, and Donegal), and the northern County
Antrim.”* Ryle maintains that the western route’s popularity in the nineteenth century
derived from an eighteenth-century taste for the Sublime, which would have been
satisfied by the Atlantic coast’s rugged, wild environs. For O’Connor, CountilaMic
and the Irish Sea would also provide material for his new approach to the Romantic

Sublime.

2 Mulvaney, “Memoirs of Native Artists: James O’Camji 260—61.

3 James Norris BreweThe Beauties of Ireland: Being Original Delineati%opographical, Historical,
and Biographical, of Each County. lllustrated wifhgravings by J. & H. S. Storer, after Original
Drawings, Chiefly by Mr. Petri@ondon: Sherwood Jones, 1825-26); Jonathan Fisheicturesque
Tour of Killarney, Describing in Twenty Views, tdest Pleasing Scenes of That Celebrated Lake,
Accompanied by Some General Observations and Nagdsstructions for the Use of Those Who May
Visit It; Together with a Map of the Lake and ltsvifons, Engraved in Aquatint by Jonathan Fisher
(London: G. G. J. and J. Robinson, 1789); Dennlbv@n, A Picturesque Tour through Ireland,
lllustrated with Numerous Coloured Views of the Mageresting Scenerft.ondon: Thomas McLean,
1824).

" Martin Ryle,Journeys in IrelandLiterary Travelers, Rural Landscapes, Cultural Rielas

(Brookfield: Ashgate, 1999), 7—13; see also Barl@izonnor and Michael Cronin, ed3.ourism in
Ireland: A Critical AnalysigCork: Cork University Press, 1993phn P. Harrington, edThe English
Traveller in Ireland: Accounts of Ireland and thiésh through Five Centurie@ublin: Wolfhound Press,
1991); Cornelius KellyThe Grand Tour of Galwa§Cork: Cailleach Books, 2002); John McVeafitsh
Travel Writing: A BibliographyDublin: Wolfhound Press, 1996); and William Makege Thackeray,
The Irish Sketchbook of 1842 by M. A. Titmgistndon: Chapman and Hall, 1843; reprint, Dublin:
Nonesuch2005).
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O’Connor was, after all, a very different kind of “exile” than his friend Danby.
As discussed previously, Danby was eager to put his provincial past in Ireland behi
him upon his arrival in England. Danby’s appropriation of the Sublime was centered on
the London exhibition rooms and that audience’s attraction to cataclysmimngsint
But O’Connor held back. He returned to Ireland throughout his career, and one may
imagine that he felt forced to live in England in an attempt to succeed. By appngpr
the Romantic Sublime, O’Connor could indulge in Irish sketching expeditions but
transcend his former provincial approaches to painting them. It was a teslabitngto
what Roy Foster describes as a dilemma for many Irish emigrants:
The conditions of life under the Union imposed a divided identity. We find it
easier to visualize this for denizens of Northern Ireland today, or disorientated
Anglo-Irishry after 1922, than to reconstruct the consciousness of nineteenth-
century Irish people who saw much of their focus and most of their career
opportunity as lying across St. George’s Channel. But for many of the Victorian
Irish middle class, life was spent travelling back and forth across sheSea,
observing and patrticipating in British forms of government, reading English
books, attending British educational institutions, looking for employment within
the structures of the British Empire, and speaking English. It was never an
identity comfortably accepted.
As opposed to the more readily enthusiastic Danby, O’Connor perhaps felt $sestre
and contradictions of their situation more acutely, and, his ambivalence may have
hindered him professionally. Foster continues: “The generalizations about Irish
emigration remain based on the notion that it was invariably both proletarian and
involuntary; and that it was inseparable from a sense of exile. This is takenrto mea

banishment from a territory—mental and spiritual as well as physical—wfilich s

imposes the psychological norms of reality, and exerts a compulsion to return which

> FosterPaddy and Mr. Punct282-83.
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will never be fulfilled.”®

Although he gained much from the metropolis, O’Connor’s
discomfort there is a touching reminder that all is not always what it seenssart for

his career).

Romantic Paintings and International Artistic Influences

Two enigmatic paintings from 1831 and 1832 may mirror some of the inner
turmoil that O’Connor was experiencing. The early Romantic Sublime exgeriitied
TheEagle’s Rock, Killarneyfig. 4:5) is something new for him. O’Connor’s
assimilation of Rosa and Ruisdael is fully evident: much of the painting is dark,
gloomy, and foreboding, far more mysterious than his earlier scenes ofydifentr
Ireland. The oppressive presence of the enormous trees, shrubs, boulders, amdy gatheri
storm clouds overwhelms the small human figure on the edge. While earliengsinti
such aHomeward Boundfig. 4:11) also focused on a lone individual in the landscape,
O’Connor is attempting a different kind of engagement here.

Idealistic vistas such as those found in the 1Balinrobe Housgfig. 4:6) have
disappeared in his paintings from the 1830s forward. Foreboding and enigmatic, the
painting is filled with a pervasive sense of the uncanny. What is going on heré%sWha
O’Connor trying to express through this vulnerable man, dwarfed by his dense
surroundings, cloaked in shadows and perched next to an abyss? He stands in stillness,
gazing out at the viewer with an intensity that seems to seek a connection with the

viewer beyond the confines of the painting. The golden glow that prevailed in

®bid., 288.
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Homeward Boundfig. 4:11) has vanished. Nor is this man an aristocrat but instead a
peasant. If he is a poacher, the veil of darkness is perhaps necessary faitthe ste
business at hand. Is O’Connor making a comment about the still unsolved problems of
land reform for the majority of the Irish peopléPerhaps the mystery in this work is in
fact a way for O’Connor to address covertly a contemporary problem plageigd
without being overtly critical of the colonial power’s presence there.

Likewise,A Thunderstorm: The Frightened Wagofigy. 4:4) also emphasizes
the potential psychological and physical intensity of the relationship betiveen t
individual and nature. In terms of its formal arrangement, O’Connor eschews a planar
procession that conveys a perspective of depth, focusing instead upon a darkened
middle ground where a wagoner struggles to control his horses during an afternoon
thunderstormi® One horse has fallen to the ground, while another violently rears at the
sound of thunder and the shock of the lightning bolt. O’Connor positions an enormous
tree in the left hand foreground that twists and bends in much the same manner as Rosa
and Ruisdael’s trees within an electric energy field. A gaping and ominous void
dominates the lower right-hand corner of the canvas adjacent to the anthropomorphic
tree that further accentuates the danger threatening the driver. blere,in a force to
be reckoned with, not something that an artist merely records with an air cirdets.

O’Connor’s unique portrayal of the relationship among the driver, the animals, and

D. B. CashmariThe Life of Michael Davitt, with a History of thésR and Development of the Irish
National Land LeaguéBoston: Murphy and McCarthy, 1881); T. W. Mootlyenianism, Home Rule
and the Land War: 1850-91,” ithe Course of Irish Histonyed. T. W. Moody and F. X. Martin
(Lanham: Roberts Rinehart, 2001), 228—44; LawrdvicBride, ed. Reading Irish Histories: Texts,
Contexts, and Memory in Modern Irelaf@ublin: Four Courts Press, 2003).

8 Danton,Nature Sense§8. This theme is one that was popular with otharantic artists. In particular,
Ludwig Tieck wrote on how the confluence of thunddorm, and torrential winds transformed the
pastoral view, as seen in the terror of the honskdxiver.
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nature may further be symbolically suggestive of the personal turbuleatade artist
was experiencing in his life. It is certainly a triumph of the romantic Bwabli

Although this dramatic image reflects O’Connor’s personal interpretation of a
landscape, it also resonates with a much earlier text that discusses the Subkature.
Writing in 1704, John Dennis summarizes how the relatively ordinary (or at least not
overtly menacing) can be transformed into the Sublime: “So Thunder mention’d in
common Conversation, gives an Idea of a black Cloud, and a great Noise, which makes
no great Impression upon us. But the Idea of it occurring in Meditation, sets before us
the most forcible, most resistless [sic], and consequently the most dreadful
Phaenomenorsid in Nature: So this Idea must move a great deal of The terror iff us.”
Regardless of whether O’Connor was familiar with Dennis’s writings onubénge,
he likewise takes an everyday occurrence and transforms it. Both ohtltksareer
paintings reflect O’Connor’s inward emotional journey and the spirited contergpora
discourse concerning the place of the individual within nature. This theme would
continue to occupy O’Connor for the remainder of his career. However, it was not until
he undertook his continental excursions in 1826 and 1832 that he fully engaged with it

through his artistic embrace of German Romanticism.

Continental Influences

9 John DennisThe Grounds of Criticism in Poetry, Contain’d inn®New Discoveries Never Made

Before, Requisite for the Writing and Judging oés Surely. Being a Preliminary to a Larger Work
Design’d to be Publish’d in Folio, and Entitled,Gkiticism upon Our Most Celebrated English Poets
Deceas’dLondon; George Strahan, 1704), 17-18.
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For young artists such as O’Connor, the presence of older artists who were
regular exhibitors within the English rooms of the Royal Academy and thshBr
Institution must have been compelling for many reasons. A provincial artist coming
from Dublin would learn much from the international flair of these painters’dbamd
theoretical accomplishments. He would also see the Old Masters in a nef@right
perhaps for the first time), on their own as well as juxtaposed with those English a
international artists who had already appropriated them. Therefore hebaitkewise
inspired to seek more modern formal and theoretical methodologies while
simultaneously grounding his work in the traditions of the seventeenth and eighteenth
centuries. Such was the case with O’Connor, who was exposed to his elders even as he
sought to retain his emotional and spiritual ties to his provincial home.

Beyond the professional influence of these seasoned artists, O’Connor also
became acquainted with the foreign destinations that were then populartisit) a
patrons, and tourists. Art historian Michael Greenhalgh suggests thatbeesasse of
artists’ affinity for international travel at this time that the langs&aposition in the
hierarchy of fine art rose significanf{ Travel was very fashionable when O’Connor
arrived in Londorf* This was very much in evidence in the numerous paintings
displayed in exhibition rooms that documented artists’ travels, and in the narket f

engraved prints of scenic views as well as travel guides and mémoirs.

8 Greenhalgh, “Romanticism: A Definition,” 22-23.

8 GravesRoyal Academy of Ar6:4. Although Turner was notorious for his reguketching tours
abroad, he was not the first British artist to éihpaintings in London from his travels down thiif.
During the last two decades of the eighteenth cgntar example, the Reverend John Gardnor (1729—
1808) exhibited fifteen paintings at the Royal Aeary that documented his visit to Germany in 1787.

82 Walter ThornburyThe Life of J. M. W. Turner, R.,Aounded on Letters and Papers Furnished by His
Friends and Fellow Academiciatfisondon: Hurst and Blackett, 1862), 163-76.
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One artist who may have influenced O’Connor in terms of his international
exposure was Turner, whose many trips abroad are well docunféhtike.Reynolds
before him, he sought to elevate his landscapes by including historical narrahics
were in turn informed by and derived from sketches both in England and abroad. The
relative frequency of domestic and foreign sketching expeditions ensuredithat T
was able to transcend the confines of English art circles. His novel techmgues a
interest in foreign locales encouraged his successors to see as muchcasltheyart
and the world and then try something different in their own work as well.

However, if Turner is today regarded as a modern artist who challenged many
formal conventions in painting, however, he was once seen as more conservative.
Cecelia Powell’s analysis of Turner provides an alternative perspectivarner’s
reputation as an innovator in terms of travel. She suggests that his travel to the Low
Countries and the Rhineland in 1817 is of interest more for the fact that he didn't visi
these locations earlier in his career, in the wake of other artists suchda®Gahose
visits to the Rhineland were well recorded. In fact, she proposes that he may be
considered somewhat provincial for this reticence, an identification that rsuttnece
prevailing view of him as a revolutionary artistic innovator within his tiftdowever,
in time, Turner would come to be in the vanguard of artists in England who sought
inspiration in the theoretical and formal developments from abroad. The same could

also be said of O’Connor, albeit in a less dramatic and publicized manner.

8 |bid., 447-56; see also Andrew Wiltah,M. W. Turner: France, ltaly, Germany, Switzedghew
York: George Braziller, 1982). Turner toured on tloatinent from 1802 to 1845 and visited the
Rhineland in 1817, 1824, 1834, and 1840.

8 Cecilia Powell,Turner's Rivers of Europe: The Rhine, the MeusethrdMose(London: Tate Gallery
Publications, 1991), 20.
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The travels of O’Connor and Turner even overlap around O’Connor’s second
continental journey of 1832-33 (his first expedition to the continent was in May 1826).
The countless vistas that inspired Turner while he was abroad went fromthrs ke
to his canvas, and from there some of them even made it onto the walls of the Royal
Academy?® In much the same way, O’Connor’s approach to painting would also
demonstrate key alterations after he was exposed to international travel.

After living in London for four years, O’Connor arranged to visit the continent,
traveling with an art dealer named Colf&0’Connor left for Brussels in May 1826
and, according to Thomas Bodkin, director of the National Gallery of Ireland, was ve
successful in selling his works (as yet unidentified) before returningriddroa year
later®” During this year of his initial journey abroad, he pairidRiver Scenél826;
fig. 4:12),a meandering, tranquil river view whose marked romantic emphasis is
balanced by the classical framirgpoussoirelements of the graceful, swaying trees on
the left. The translucent moon occupies center stage and fills the nighiia&vith
ambient light that accentuates the foliage and precipitous escarpments.

Although there is no contemporaneous testimony to this efaRiyer Scene
likely depicts a vista from O’Connor’s first trip abroad. Nothing about this nodturna
vision recalls earlier works that he produced while in England or Ireland. It evokes

instead northern Romantic visual and literary artists such as Friedrich and the

% GravesRoyal Academy of Arg:33-41. From the myriad sketches and watercat@isTurner
composed during his extensive Rhineland travelpaintings were exhibited between 1819 and 1843 at
the Royal Academy.

8 Bodkin, Four Irish Landscape Painter0; Mulvaney, “Memoirs of Native Artists: Jamesd®nnor,”
261.

87 Bodkin, Four Irish Landscape Painters; Mulvaney, “Memoirs of Native Artists: James Oi@wr,”

261. Extant documentation of this trip is quitersean comparison to the documentation of his sécon
trip in 1832.
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philosopher Carl Gustave Carus (1789-1840), whose contributions to German
Romanticism would be so significant.

Though we do not know whether O’Connor encountered paintings or prints by
Friedrich during his travels to the continent, we can see that his paintings took on the
stylistic, formal, and theoretical propensities of Friedrich’s ciftkedditionally, art
historian Hugh Honour and literary critic Ronald Taylor have remarked upon the
breadth, depth, and eclecticism of German Romanticism and the challengestiimhere
its definition®® To provide a context for O’Connor’s development, in the present
discussion | will focus upon Friedrich’s use of the principles of Romanticism i
landscape to locate divinity within natu¥elike Turner, Friedrich had also abandoned
his early topographical approach to art and embraced a symbolic, enigmaticadtyle th
reflects a pantheistic vision of nature.

German culture from this time period was changing rapidly. After the
Napoleonic invasions, the Wars of Liberation, and the dissolution of the Holy Roman
Empire, Germany’s efforts to regroup were manifested through a profoundatul

nationalism, and the many German small states and principalities soughiviatean

8 See Helmut Bérsch-SupaBaspar David FriedrichGemalde, Druckgraphik u. bildmassige Zeichn
(Munich: Prestel, 1973). There were very few primtsde after Friedrich, but the British Museum has
two aquatints in their collectioiKénigsstuhl by Karl Friedrich Thiele after Friedrich (182hgs
interesting compositional correlations with O’Coniearawings from the Rhine. See aldfnter
Landscape with Churglby Johann Jakob Wagner after Friedrich (1820)¢chvborrelates with
Friedrich’s painting in the National Gallery of Ladwon tittedWinter Landscap€1811). See also George
Granville Leveson-Gower, Duke of SutherlaBthgravings of the Most Noble the Marquis of Staffor
Collection of Pictures, in London, Arranged Accaiglito Schools, and in Chronological Order, with
Remarks on Each Pictuféondon: Longman, Hurst, Rees, Orme, and Browi8)8

8 Honour,Romanticism21-56; Richard TaylolThe Romantic Tradition in Germaiiiyondon: Methuen,
1970), xi: “In German culture one may . . . legiit@ly talk of a Romantic tradition which had a caht
position in the unfolding of the modern Germanisid, intellectual and political life and in the
constitution of the national German psyche . is # complex tradition, drawn from a complex prauttef
historical impulses, the reality of whose existeisceot disproven by difficulties of definition.”

% patrick, “Romanticism and the Modernist Myth,” 489senblumModern Painting 10—40.
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appreciation of local and regional IofePhilosophical and artistic dialogues took place
concerning the primacy of the individual over the universal, and the relationship of the
individual to naturé€? Philosophers such as Friedrich Wilhelm Joseph von Schelling
(1759-1854), Friedrich von Schiller (1759-1805), and Friedrich Schlegel (1772-1829),
along with the writers and poets Ludwig Tieck, and Wilhelm Heinrich Wackenroder
(1773-1798), were all part of the flourishing cultural circles in early-nindtesamttury
Germany?® These people set the stage for international artists like O’Connor, who
would appropriate many of the formal and theoretical tenets of German Rosranti
that they espoused.

Of these writers and philosophers, Schelling was particularly influenta up
the three literary figures who ultimately personified German Romantitor German
artists (and their international colleagues, including O’Connor): Heinlackenroder,
Ludwig Tieck, and Carl Gustave Carus. Schellifgfglosophy of Naturél797)

directly inspired Carus’s authoritatiiine Letters on Landscape Painti(t815-24)*

%1 See Keith Hartley, Henry Meyric Hughes, Peter-Kl&chuster, and William Vaughn, edghe
Romantic Spirit in German Art, 1790-19Q®ndon: Thames and Hudson, 1994), &4d). cat.

92 See Frederick Coplestof,History of PhilosophyWestminster: Newman Press, 1963), 7:216.

9 Other pivotal figures within this circle includédigust Wilhelm Schlegel (1767—1845), Johann
Wolfgang Goethe (1749-1832), Jean-Paul (1763-18&B)alis (Friedrich von Hardenberg) (1772—
1801), and Heinrich von Kleist (1777-1811). SchelliSchlegel, and Schiller taught at Jena Universit
in Thuringier and were known for their all-encomgiag philosophical vision of art, nature, and rielig
that focused on the individual’s relation to huntgni

% Carl Gustav Carus\ine Letters on Landscape Painting, Written in Ytears 1815-1824, with a Letter
from Goethe by Way of Introductiomans. David Britt (Leipzig: Gerhard Fleische831; reprint, Los
Angeles: Getty Research Institute, 2002); Friedwéihelm Joseph von Schellinfjeas for a
Philosophy of Nature, as an Introduction to thedgtaf This Scienc@797; 2nd ed., 1803, Stuttgart: J.
G. Cotta, 1856—61; reprint, Cambridge: Cambridgévéhsity Press, 1988). Another influential Schejlin
text, On the World Soul1797), described his belief that God was in tatted with nature, and that
through nature, divinity becomes visible.
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Also important to later visual artists were Wackenroder and Ti€aktpourings of an
Art-Loving Friar (1796).%

Carus met Friedrich in 1816, and they were friends and colleagues until
Friedrich’s death in 1840; they both held doctoral degrees in medicine and philosophy,
and Carus was even a practiced amateur painter who received the witélzgeend.

In his obituary for Friedrich, Carus wrote: “In landscape it was Fabadibove all

whose profound and vigorous mind, with total originality, laid hold of this tangle of
banality, staleness, and tedium and—cutting through it with a mordant melancholy—
raised from its midst a distinctively new and radiant poetic tendefi&atus believed
that Friedrich had invigorated landscape painting in Germany, and that th@y mig
(together) shock Dresden out of its “limpness” in"afthroughout théNine Letters on
Landscape PaintingCarus reiterates his deeply held belief that nature, divinity, and
transcendence were inextricably connected: “But any painter who attans tr
knowledge of the life of nature must find the purest and most sublime matter on every
side. With what eloquence and power the history of the mountains speaks to us; how
sublimely it makes of man a thing divine, in direct relation to God, by sweeping away

all the vanities of his transient earthly existence; and how clearly thatyhspeaks to

% Wilhelm Heinrich Wackenroder and Ludwig Tieutpourings of an Art-Loving Frianyith a

foreword by Edward Mornin (Hamburg: F. Perthes,q;#@print, New York: Frederick Ungar
Publishing, 1975). In this text, Wackenroder anéckiintroduce a narrator who is a monk, a theme tha
would become prevalent within romanticism and thblne (see James Forrester’s paintiagdscape
with Monks by Lake Nertsee fig. i:2), as well as several paintings bgéiich and O’Connor). For
many artists, the monk would symbolize man’s réthean society for a life of contemplation within
nature. In addition, the monk symbolized someone istoutside of the conventional world, who rejects
contemporary societal mores and chooses instelael &bone in an attempt to engage divinity within
nature.

% Carl Gustav Carus, “The Landscape Painter Friadtiwluding Fragments of His Unpublished
Papers,’Kunst-Blatt86 (October 27, 1840): 357-58.

7 Carus Nine Letters33: “Friedrich, with his somewhat stiff and difeubut highly poetic manner, was
the first artist—in painting as a whole, but mospecially in landscape painting—who ever assaitetl a
shook up the philistines of Dresden.”
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us in certain stratified formations and mountain outlines: so clearly as tcssegge to
the uninitiated that such a history exist&Mis insistence on the fusion of art, nature,
and the spirit mirrored Friedrich’s own ideology, as did Wackenroder and Tieck’s
Outpourings of an Art-Loving Friamwhich further evokes the Germanic fascination
with spirituality, nature, and creativity and earned renown far beyond @githa
Friedrich’s paintings and Carus’s texts examine man'’s relationship tenatar
fashion that is both angst-ridden and alluring. Through their work, they sought to
convey their philosophical beliefs regarding the splendor, spirituality, and grarideur o
nature’s magnitude. Carus writes, “What does landscape painting depict, if not the
earthly nature that surrounds us? And what is more sublime than to apprehend the
mysterious life of that nature?” Elsewhere, he remarks: “Surely, insofaruahave
evolved the requisite knowledge and imagination—The organs with which to interpret
the colored marks of the brush, though this has only a limited connection with ‘truth to
nature’—surely you find yourself, as you look, progressively transported into the
landscape in questior’® Carus’s mention of being “transported” evokes Longinus’s

recognition of the Sublime’s ability to transpoekétasipits audience’”

% bid., 115.

% See the foreword by Edward Mornin in Wackenrodet @ieck,Outpourings of an Art-Loving Friar,
vii; see also 62, 70-73. In an essay entitled “@bWonderful Languages and Their Mysterious
Power,” the monk praises art in particular, whickveals to us the treasures of the human breass, tu
our gaze inward, and shows the Invisible, | meathat is noble, sublime, and divine in human férim.
a second essay titled “How and In What Manner WghD®&roperly to Contemplate the Works of the
World’'s Great Artists and Employ Them for the Benef Our Souls,” the monk adds: “The appreciation
of sublime artworks is akin to prayer . . . Artwsrkre by their very nature as little part of thenowon
flow of life . . . They transcend what is ordinayd commonplace, and we must raise ourselves up to
their level in the fullness of our hearts for thembecome in our eyes, all too often dimmed byftigeof
our worldliness, what they truly and sublimely are.

190 carusNine Letters90-91.

1911 onginus,On the Sublimel5: “He therefore who has a competent Share efraband acquired
Taste, may easily discover the Value of any Perémre from a bare Recital of it. If he finds, that i
transports not his Soul, nor exalts his Thoughtshe may conclude, that whatever pierces no aeepe
than the Ears, can never be the true Sublime.”
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With this philosophical and theological context in place, we might now briefly
consider three paintings by Friedrich that embody the theoretical and formal
characteristics of German Romanticism that would in turn resonate withn@4C as
seen in his paintings from the late 1820’s onward. Already in 1810 the sweeping view
of Friedrich’sMonk by the Sefig: 3:3) is permeated with mysticism. With a sense of
theatricality Friedrich presents a vast horizontal expanse that enguisdiihlike and
diminutive solitary monk. This provocative isolation of the figure without anyicklss
framing conventions such as ttegoussoiror coulissels stunning, as is the extremely
low horizon line, which measures just one-fifth of the height of the canvas. The meager
dunes in the foreground are devoid of any vegetation or animal life, highlighting the
painting’s desolation. The formidable weight of the immense sky overshadows, both
physically and psychologically, the presence of the friar.

Friedrich’s preference for dwarfing his human figures while bathing them in an
atmospheric glow suggests a symbiotic relationship between divinity, man,tangl na
Two additional paintings by Friedrich that bring to mind later works by O’Connor are
Two Men by the Sea at Moonride317; fig. 4:13) andwo Men Contemplating the
Moon (1819; fig. 4:14). The latter work also exemplifies the artist’'s penchant for
animating natural forms within his landscapes. His silhouetted figuregdola the
left, are framed by the sinuous tendrils of the gnarled trees, rocks, and prestypit
tilted middle ground. With these virtuosic visual polemics, Friedrich delivered a
resounding blow to the prevailing landscape conventions and furthered his reputation as

an artist of the Sublim&?

1925ee Helmut Bérsh-SupaB@aspar David FriedricNew York: George Braziller, 1974).
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O’Connor would admire the conceit. In September 1832, he would be presented
with a second opportunity to travel to Germany, joining the many tourists floaking t
the Rhine in search of the spectacular panoramic vistas described in numeelus tra
guides and engraved in prints. Following in the path of Longinus (who refertieel to
Rhine in his own writings), Romanticism would allow artists like O’Connor to
experience the Sublime in a whole new way. In the words of scholar Jamelselliwitc
O’Connor would “span the abyss between inner and outer, and outer and ‘the
Beyond.™%

The formal innovations that we are ascribing to Friedrich, such as his
experiments with light, his focus on the natural world, and his propensity for subsuming
his figures within wide-angled yet enigmatic perspectives, aredglisgaparent in
O’Connor’'sRhine Landscapgl833; fig. 4:15). This painting depicts the medieval ruins
of Castle Arras, which was built by the Bishop of Trier in 938 on the Moselle, south of
Bullay.'®* O’Connor’s penchant for incorporating ruins within his landscapes dates back
to his early days as a painter, but after his Rhineland travel, they become athgider
more compelling and evocative

Within the composition, O’Connor nods toward classical conventions by
allowing the viewer’s eye to be pulled into the middleground through his subtle,

coulisselike path. A large hill dwarfs the slight form of a solitary man. Positionst |

within the boundary of the foreground, he seems compressed, isolated, and bewildered,

193 Twitchell, Romantic Horizons] 1.

1%4 See Eileen BlacKrish Oil Paintings, 1572—c. 183(Belfast: Ulster Museum, 1991), 53, exh. cat.

195 Early O’Connor paintings with ruins include, foraenple,View of Lough Derg with Portumna Castle
in the Backgroun@1818),A Landscape with a View of Drimnagh Cagll821), and_andscape with

Mill (1821). This painting is much like TurneB®lbadarn Castlec. 1798-1800, which indicates the
influence of English Romanticism in general andutiial importance of Turner’'s work as a precedent f
O’Connor’s development
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as if he were literally out of place within the composition, and perhaps the wodd. |
manner similar td’he Eagle’s Rock, Killarneffig. 4:5), an uncanny sense of unease
envelops all—the landscape is steeped in stiliness, but it is not tranquil. Although light
does emanate from the background here, it offers little relief from the, densging
clouds that frame the distant, elevated ruins of the castle.

Although we cannot know the extent of O’Connor’s exposure to eighteenth- and
nineteenth-century writings on the Sublime, this particular painting by O’C@eeons
to be a visual realization of Joseph Priestly’'s meditation of 1777: “Moreover, the pure
sublime, by strongly engaging, tends to fix the attention, and to keep the mind in a kind
of awful stillnesswhereas it is of the nature of every species of the pathetic to throw it
into anagitation Hence the sensations we feel frdarknessandprofound silence
resembling the stillness the mind is thrown into when the attention is strorggiytfjxa
sublime object, partake of the nature of the sublifi€Certainly O’Connor infuses this
work with a disturbing ambiance of stillness, stasis, and obscurity, qualitiesdhiat
be enumerated by Burke (and other writers), among his tenets of the Stiblime.

As historian Katharine Nahum observes, art like this arises from “attithdes
differed fundamentally from those of the eighteenth century in which reason and
certainty were thought to underpin all human exchange and artistic expressian. Thes
changed attitudes and art are characterized by newly valued extrbemstions, often
experienced by a hero facing an uncertain worltiihdeed this perplexing figure
amongst the landscape does face an uncertain world, and one wonders if O’Connor

identified with the emotive and uncertain portrayal of this forlorn individual. From a

196 3oseph PriestlyA Course of Lectures on Oratory and Critici$hondon: J. Johnson, 1777), 159.
197Burke, A Philosophical Enquiry into . . . the Sublini®2-13.
198 Nahum, “Observing Irish Romantic Landscape Paiptif5.
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literal and metaphorical perspective, O’Connor has traveled very far indigide
Landscapeevokes a disquieting and enigmatic ambiance that is very different from his

earlier picturesque views.

O’Connor’s Travels Abroad: The Sublimity of Rhineromantick

The castled crag of Drachenfels
Frowns o’er the wide and winding Rhine
Whose breast of waters broadly swells
Between the banks which bear the vine,
And hills all rich with blossom’d trees,
And fields which promise corn and wine,
And scattered cities crowning these,
Whose far white walls along them shine,
Have strew’d a scene, which | should see
With double joy werthouwith me.
—George Gordon ByrorGhild Harold’s Pilgrimage canto 4%

The roar of the Water, the fury of the foam . . . the mountains from which it
rises, the various countries thro’ which it flows, & the distant Seas in which its
waters are lost . . . these objects will be found to have exalted the mind to the
highest state of sublimity . . . the absolute crown of the impression is infinity,
which is a modification of unity.

William Wordsworth,On the Sublime and the Beautjfi?90™*°

For many travelers in the nineteenth century, a voyage on the Rhine and its
surrounding countryside was a necessary right of passage, and an invitation to publis
as well. Things had changed since the eighteenth century’s Grand Tour, which often

included extensive sojourns in Italy, where visitors would immerse themselves i

199 George Gordon ByrorGhild Harold's Pilgrimage: A Romaurft.ondon: John Murray, 1812; reprint,
London: John Murray, 1869%anto 4, 150.
H1Owilliam Wordsworth,On the Sublime and the Beautjf2l356-57.
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antique classical culture while enjoying the bucolic vistas of the Roarapagna™*

The Grand Tour also included stopovers in Rome and Florence, and perhaps, like the
experience of explorer John Dennis, even an attempt to cross the#bpst-

Waterloo, however, many British travelers wanted to explore the continentaiseg

that had been off limits to them during the long years of war between Frahce a
England. Tourists flocked to Germany in pursuit of the enduring history, romance, and
excitement that thRhineromantikpromised. Many adventurers wanted to explore new
places in pursuit of Sublime landscape views, and the popular travel literaturedens
that they would be primed for the spectdcfe.

Mary Wollstonecraft Shelley, for example, not only offers a vivid account of her
experiences in the Rhine region but also mentions her reliance on travellgasishe
prepared for her trip: “I have found it a pleasant thing while travelling to Imatbe i
carriage the works of those who have passed through the same country. Sorheiimes t
inform, sometimes they excite curiosity. If alone, they serve as gpiieftith others,

they suggest matter for conversatidfi:Traveler's itineraries would include romantic

11 35ee Jeremy BlacKhe British and the Grand ToKent: Croom Helm, 1985).

12 5ee Patrick Anderso@ver the Alps: Reflections on Travel and Traveltgiwith Special Reference
to the Grand Tours of Boswell, Beckford and Byfioondon: Hart-Davis, 1969); Dennisliscellanies
132-40; Lynne WitheyGrand Tours and Cook’s Tours: A History of Leistiravel, 1750-191%New
York: William Morrow and Co., 1997).

113 Captain Robert Battycenery of the Rhine, Belgium and Holland, fromvibngs by Captn. Batty
(London: Robert Jennings, 1826); William Edwardds@fter Waterloo: Reminiscences of European
Travel, 1815-1819with a preface by Salomon Reinach (London: Winelmann, 1908); Joel Tyler
Headley,The Alps and the Rhine: A Series of Sket¢Nesv York: Wiley and Putnam, 1846). See also
M. A. Titmarsh [William Makepeace Thackerayhe Kickleburys on the Rhirfdew York: Stringer and
Townsend, 1851), for a satirical account of thevglence of contemporary Rhineland travel among the
English.

14 Mrs. Shelley [Mary Wollstonecraft Shellefgambles in Germany and Italy in 1840, 1842, and3184
(London: Edward Moxon, 1844), 1.vii.
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towns and villages that retained the charm and fascination of their anciergyahedi
and more recent historié¥.

While some travelers sought simply diversion, others, including artists like
O’Connor, would find themselves immersed in the pervasive and mystical atmosphere
of the Sublime, and the German Romantic movement that embraced it. O’Connor
certainly jJumped at the chance to return to the continent and was this time aceampani
by his wife. They spent the first eight months in Paris, where O’Connor apgarentl
applied himself steadily to his craft and amassed a good collection of wellhaahce
and finely executed studies and finished oils. He shipped the completed canvases back
to London for sale and ultimately received “good prices” for work that George
Mulvaney describes as being of the highest quality. One such painting (present
whereabouts unknown), titlekhe Bois de Boulognes described as follows: “For truth
of colour, beauty of general form, or effect, it could not be surpassed; it has all the
freshness of nature, which more elaborate works seldom retain. In the sketches of a
clever man we are sure to have his feelings; in his finished works, his attainments
Hence the sketches of the genuine painter are ever vdftfed.”

On May 3, 1833, however, O’Connor embarked on a career-changing journey
from Paris to Rhenish Prussia. It is noteworthy that he and his wife had beed Fead

Italy when a chance encounter changed their minds. Certainly the influeBaévaftor

115 5ee for example, George Palmer Putriing, Tourist in Europe: or, A Concise Summary of the
Various Routes, Objects of Interest, &c., in GrBdtain, France, Switzerland, Italy, Germany, Beig,
and Holland; with Hints on Time, Expenses, Hot€lsnveyances, Passports, Coins, fdew York:

Wiley and Putnam, 1838), 51. Nineteenth-centurydiers in pursuit of the Rhine experience were
following in the footsteps of well-known predecessdulius Caesar (100 B.C.—44 B.C.), who first
invaded the Rhineland in 57 B.C., and the later Rogeneral Nero Claudius Drusus (37-11 B.C.), who
established a stronghold on the Rhine with hideadtEhrenbreitstein, which figures prominentlythie
literature.

18 Mulvaney, “Memoirs of Native Artists: James O’Camyi 261.
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Rosa and other Old Masters was already apparent in his work, and we might well
wonder what would have happened if he had gone to Italy. Fate intervened in favor of
the German Romantics, however.

During the eighteenth and nineteenth centuries it was common for letters of
introduction to ease one’s passage throughout the continent. (Already in 1823 the writer
Alois Schreiber, in hiJraveller's Guide down the Rhinadmonished his readers to
arrange for not only appropriate passports and necessary documentation bueadso lett
of introduction, for “obtaining a view of curious objects” and meeting the right sorts of
people during their travefs’ Despite his recent successes in Paris, however, O’Connor
had no letters to pave his way to Rome and might well have been wavering.

The night before they were scheduled to leave France for Italy, he and his wife
dined in a restaurant, at which time they were discussing their travel plans a
O’Connor’s intent to sketch landscapes in Rome. As they were about to leave, a
stranger from a nearby table approached them, introduced himself as one “Mr. Elliot,”
and entered into a conversation with them about their itinerary. Mr. Elliot evinced
interest in seeing O’Connor’s work and suggested that he might be able to help
O’Connor with some professional advice. He then arranged to meet the O’Connors the
next morning at breakfast to view O’Connor’s paintings. He did so, admiring the
paintings and suggesting further that O’Connor could well find support and success in
Rhenish Prussia through his letter of introduction to an influential friend, Monsieur

Boch Bushman. With that, O’Connor changed his plans, probably hoping that these

117 Alois SchreiberThe Traveller's Guide down the Rhine, Exhibiting @ourse of That River from
Schaffhausen to Holland, and Describing the Modetlsn Coblenz to Trevers; with an Account of the
Cities, Towns, Villages, Prospects, &c., in ThetiMty, and of the Places Where There Are Mineral
Springs, Together with Description of the VariomiRs, Modes of Conveyance, Inns, Coins, &c
(Heidelberg: J. Engelmann, 1816; reprint, Londcam8el Leigh, 1823), 1.
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personal and professional references would lead to sales, which were aktoo tiae
continent so fat*®

As it turned out, Mr. Elliot was operating under an alias; his true name was
“Chevalier M____.” Apparently he was a con man who was wanted for arrest by the
very gentleman, Bushman, to whom he had written the letters of introduction for the
O’Connors. While “Mr. Elliot” may indeed have admired O’Connor’s paintings, the
letter of introduction was intended as a practical joke on the burgomaster, wiootse eff
to arrest the swindler had been unsuccessful. Regardless, when the O’Connatsrrive
Bushman’s home, he offered the O’Connors his hospitality; they stayed with him for an
extended period of time, whereupon he furnished them with authentic letters of
introduction for the remainder of their triip’

Arriving in Rhenish Prussia, O’Connor spent a few days enjoying the sketching
opportunities of the glorious surrounding views (See fig; 4:16 and fig; #1The
kinds of drawings that O’Connor produced there include the following two examples
from the collection of the British MuseurRudesheim: View Looking Up the Rhine
from the Bank near Binggii833; fig. 4:18) andBingen: View on the Rhine Looking Up
the River to Binge(il833; fig. 4:19)Like Turner, O’Connor’s sketching style involved
capturing the essence of a landscape with relatively few extranetaiis,doroducing

drawings like those Turner made from comparable Rhineland'&ifEle first conveys

18 Mulvaney, “Memoirs of Native Artists: James O’Camyi 254—62.

" bid., 262-63.

120y/0n Céln bis Mainz[panorama of the Rhine with lllustrations at Sides], no imprint.

2L powell, Turner in GermanyLondon: Tate Gallery Publications, 1995), 187triw’s version of
virtually the same spot on the Rhine provides aenwolorful, fully detailed, and comprehensive image
watercolor, sketch, and gouache that better captheemagical quality that attracted both artiste
Klemenskapelle with Burg Rheinstein and Burg Reisteen(1841) was painted eight years after
O’Connor’s visit to the Rhine. After comparing O’'@wor’'s Rhineland drawings and paintings to earlier
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the magnetism and scale of the Rhine, while the second represents a maé detail
image: O’Connor delineates the town of Bingen in the background and the testella
ruins of Klopp and Mansthurm, along with a surprising amount of detail in the foliage
and shrubbery. It is unfortunate that there are not more paintings from this petiod tha
relate to his sketches. Though we do not have notes from O’Connor on his travels
abroad, his contemporaries could be quite verbose about their experiences. Just a few
years after O’Connor’s visit, Mary Wollstonecraft Shelley reminis¢ceaiaher Rhine
adventures and the same Romantic views that the O’Connors would likely have
encountered:
Two years ago | renewed my acquaintance with the Rhine, and emerging on it
from the Moselle, it gained in dignity . . . then the diorama, as it were, of tower-
crowned crag and vine-clad hills—of ruined castle, fallen abbey, and time-
honoured battlements, sufficed to enchaig] fthe attention and satisfy the
imagination; and now—was | realbfasée and did my fancy no longer warm as
| looked around? No; but | wanted more: | had enough of the Rhingictsieg,
all that the steam-voyager sees;—I desired to penetrate the ravinets thesca
heights, to linger among the ruins, to hear still more of its legends and visit
every romantic spot?
Shelley’s ruminations suggest the allure of experiencing the Rhinelatithfid, with
all of the senses.
Other travelers expressed a similar regard for the river and echo MilteyShe
impression of the grandeur, excitement, and thrill of travel upon it. Much like the
panoramas and dioramas that were so popular in the late eighteenth and eadyithinet

centuries, tourists on the Rhine would come across an endless procession of Sublime

vistas. With every turn of the river, their views could include mountains capped with

drawings and paintings by Turner, the significaot&urner’s influence on the younger artist becomes
apparent.
122 ghelley,Rambles in Germanyt; 167.
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historic medieval ruins or the enduring beauty of ancient towns. Rhineland tsavele
relished the corporeal, psychological, and emotional experience of the Sublirtine

encounter to be successful mere viewing was not suffitigéfihey sought to enter the
Sublime experience and to be changed by the journey, and upon their return, they

appreciated all the more paintings of the scenes they had encountered.

London and Ireland: Post-1833

After his return to London from Germany on November 1, 1833, O’Connor
resumed his exhibition schedule at the Royal Academy and the British lastiiat
1834, O’'Connor exhibited View in the Valley of Tieferbach on the Mosali¢he
British Institution and three paintings at the Society of British Atisicluding
Landscape-Moonligh{l834),Saarbourg on the Saar, Rhenish Prug4i@34), andrhe
Mountain Pasg$1834), in addition té&\ Scene on the Rhiri&834) and two river views
from either the Saar or the Moselfé.

Having been exposed to the magnificent Sublimity of the Rhineland, O’Connor
began to infuse his Irish vistas with a more inward, emotional sensibility. The
melancholy, darkness, and sense of the uncanny that had begun to appear in his
paintings just prior to his second continental tour become more prominent, and the goal
of transcendence becomes more important.

In 1835, for example, O’Connor finished the spectacular painting enfitied

Poacherq1835,; fig; 4:20), which was ultimately purchased from the collection of Lord

128\Wordsworth,The Sublime and the Beautif@57.

124 HutchinsonJames Arthur O'Connorl93.
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Powerscourt in 1879 for the National Gallery of Ireland. Abandoning topographical
mimesis altogether, O’Connor positions three figures in the center foregrowunidcesv

the landscape beyond them, while one confronts the viewer directly. In a nod to
classical conventions, the brushy undergrowth of the foreground revaaltisselike

path that leads the eye into the distance, flanked by the bal@pmdsoirelements of

the grove of trees on the left and the shadowy cover of the rambling bushes on the right.

The middle section of the painting is rendered with a loose, broad brush, which
increases the sense of depth. Mirroring the approach that Friedrich utileegeral of
his paintings, O’Connor devotes much of the canvas to the sky, stars, and clouds above
the men, and, from a compositional perspective this painting shares much with
Friedrich’'sTwo Men by the Sea at Moonri§ig. 4:13)1%° His handling of color and
tone is delicate and subtle, particularly in the luminescent lighting—he enthants
viewer by conjuring a moonlit view through a medley of greens, blues, and silvery
grays. This dreamy quality is enhanced by the subtle shadows that embrace the
silhouettes of the men within this magical Irish glen.

At once tranquil and luminescent, this seminal work finally claims the Sublime
for O’Connor—it is not Danby’s Sublime, with its terror, cataclysm, and doom, but
rather a meditative, moody, and evocative romantic version. In compariBbimi®
Landscapdfig. 4:15), O’Connor presents a view that is, on the surface, at least, serene.
The enigmatic, even disturbing characteristics of the earlier paintingghsareway to
what at first seems to be a sense of peace. Certainly moonlit scenes haeklong
popular within Romanticism. In 1724, essayist Henry Needler pointed to the romance of

moonlight in vistas of this sort: “The ample arch of heaven, which hangs over our

125 5ee, for example, Friedrichiden Contemplating the Modn. 1807; fig. 4:12).
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Heads, is tinctur'd with a sprightly Azure. In a clear Night it appears likesaRoof of
Sapphire, studded with innumerable glowing Spangles, or illumin’d, with ten thousand
shining Lamps . . . How beauteous as well as useful is that nightly Substitute urf the s
the Moon, who chears us in his Absence with her borrow'd beaffis?”

The bewitching beauty of the landscape, however, both reveals and conceals the
hunters’ clandestine endeavors. The tension behind the ostensibly tranquil narative i
sharpened by O’Connor’s straightforward title and the figures’ boots, |loatheng,
poachers’ hats, sacks, and weapons. This is no nocturnal stroll. Scholar Vera Kreilkamp
in fact points to this painting as one of the rare occasions in nineteenth-cestugytl
when the subtext of nationalism becomes more overt (normally the prerogative of
writers, not artists): “A provocatively subversive midnight landscape . . . [ichwhi
O’Connor] explicitly engage[s] with political matter?” She finds the subject unusual
for O’Connor (and other Irish artists in general), given the challengeschsinstaining
patronage in England or Ireland: “Painting for elite audiences in a developirkgt
economy, early nineteenth-century Irish artists generally avoided thdeijagized
exposures of Empire’s depredations that figure so prominently in the natioridf{ale

The Wanderer

For later artists of the Romantic period, another motif emerged, which had a
more particularized, evocative, and emotive representation that signifies andeges

a deeper theoretical interpretation; the wanderer. In the late-eighteentardy-

126 Henry Needler, “The Beauty of the Universe,Tine Works of Mr. Henry Needler: Consisting of
Original Poems, Translations, Essays, and Lefterd ed. (London: J. Watts, 1735), 65-66.
127v/era Kreilkamp, “Fiction and Empire: The Irish Ndyeén Ireland and the British Empireed. Kevin
Kenney (Oxford: Oxford University Press, 2004), 184.

?% |bid., 167-68.
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nineteenth centuries, visual and literary German Romantic artists sugbdreck and
Goethe, as well as English poet Byron explored this theme within their wdrks. T
appropriation (which was rife with contemporaneous connotations regarding identity
politics, and cultural shifts), has been considered as a distinct thematic developme
separate from the more prosaic representation of the traveler. Considefdktie
difference between these representations will be discussed further ahaipiter, with
regard to O’Connor’s work and German Romanticism.

Previously | have considered how O’Connor’s straddling of national identities
may have contributed to his identification with the theme of the wanderer, asfdrha
many of his Romantic colleagues. Perhaps in his maturity, however, heofelt
confident about presenting a painting that had a subtext beyond its visual, Romantic
allure. As to his specific political leanings, we might presume that due tegaated
trips home, his sympathies would have remained with the very peasants depicted here.
It is not known if the title of the painting came about after his death, however. The
exhibition records of the Royal Academy and the British Institution do not cohtsin t
particular title; although there are several paintings tltkadscape—MoonlighThe
Poachergepresents a major step toward a more developed and sophisticated
exploration of the Romantic Sublime in the Irish landscape. Much like the ifderuta
portrayal by Friedrich itMonk by the Seéig. 3:3),0’Connor resists an explicit

narrative here, instead infusing the painting with mystery and obsttirity.

129 Burke,A Philosophical Enquiry into . . . the Sublimi®@3-7.
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Lastly we return to the Romantic motif of the solitary monk in the landscape as
a symbol of the quest for transcendence and communion with divinity in féture.
Regarding artists who appropriated the theme of the monk in nature, one careimagin
that the prevailing international zeitgeist was a catalyst forlkine af this topic.
Countries were still reeling from the devastation and disruption of the Napoleasic wa
the tenets of the Enlightenment gave way to the growth of the Romantic movement, and
the emphasis on individuals and their relationship to nature was a compelling
background against which we can consider individual artists’ development. Within the
parameters of this context, it is of interest that many metropolitarsatisght
painterly expression as a result of their regular excursions into rural, uopledel
nature. There, visual and literary artists could experience the advantagesuge
from the urban cultural circles. Separate from the discord of the city, withirerate
had the opportunity to go inward. As a result, they could explore and artistically
respond to the landscape in an emotional, individual, and visceral manner.

O’Connor appropriated this motif in a painting entitddnk in a Landscapéc.
1834; fig. 4:21), which depicts a lone friar in a dark, isolated, and forested landscape.
The theme of the monk in the landscape was prevalent within Romanticism, although
there are earlier examples such as Salvator Rhaadscape with Herm{{L662; fig.
4:22), which arose from a journey that artist had taken to the rural countryside of
Loretto. Rosa had admired the untamed scenery of the Apennines, the “stupendous

elevations of the Col-fiorito,” and the evocative, secluded hermitages that he had

130 The three important eighteenth- and nineteenthucgmvorks | have already discussed that are
engaged with this theme are FriedricMenk by the Sed,udwig Tieck and Wilhelm Heinrich
Wackenroder's tex@utpourings of an Art-Loving FriaandRichard Wilson’s painting entitle8olitude
(1762), although there are numerous other examples.
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encountered there: “God! How often have | sighed to possess—how often since called
to mind, those solitary hermitages which | passed on the road—how often wished that
fortune had reserved for me such a destifiyRosa’s simple monk is utterly eclipsed

by the mystical, oppressive, vertiginous rocks and intense, verdant greeneryghhe m
almost be another gnarled tree. One with the natural world, then, this man has
ostensibly found peace.

Many writers on the Sublime were intrigued by the compulsion of individuals to
seek refuge, meditation, and solace in the landscape, particularly in the search f
divinity. With his ownMonk in a Landscap&)’'Connor delineates just a hint of the
foreground in the lower right corner. Our eyes move forward from here to the chasm,
alongside which the figure of the bearded, robed monk stands isolated, staff in hand,
within one of the few light-filled patches of ground. Could the light shining amidst the
forest symbolically represent the literal enlightenment of the sphtank within
nature?

For many Romantic artists, light was symbolic of a deeper meaningt¢lye
obvious connection to physical illumination. Instead, the literal power of light wars oft
connected to spiritual enlightenment; light as a means of revealing thaqe ede
divinity.**? Ludwig Tieck’s philosophical writings on the symbiotic relationship
between nature and God evolved through several stages. At first he rejgegsig
homage to the emblematic meaning of light and its connection to the identification of
God in nature. Over time he becomes convinced that man can access nature through the

spiritual, but eventually he asserts that it is through an immersion int@retigat man

131 etter quoted in Lady MorganSalvatore Rosa2:148.
132 Danton,The Nature Sensd0-42.



191

can fully understand the meaning of divinity in its personification of naturdgufila
may be conceived of as more than merely suggesting God. It may in a thousand forms
reveal the Deity to man and yet not be identical with that D&ffMuch in the same
manner that Friedrich sought to communicate and illustrate the human quesinioy di
in nature without reliance on typical Christian iconography, here we gradgsTiec
philosophy, and ultimately O’Connor’s intention to imbue his painting with the
enigmatic suggestion of a divine presence within the solitude found in nature.

In O’Connor'sMonk in a Landscapig. 4:21), the friar is surrounded by
woods that bear no sign of man’s imprint, he is utterly alone. O’Connor permeates this
inscrutable landscape with an almost claustrophobic aura of silence, vaatoess,
privation, yet the diminutive hermit emanates peace, quiet dignity, inner strangt
meditative repose. Here is human triumph, however hardwon. With the inclusion of the
monastic garb, the lengthy beard, and primitive yet supportive staff, O’Connor
reinforces the sense that the monk has turned away from society to seek physical,
mental, and spiritual sustenance from nature. While this view is suffused with shadows
and silencethis portrayal of a lone figure in nature does not evoke despair, as does
Danby’sThe Upas, or Poison Tree in the Island of J&g 3:7), where the abandoned
prisoner was bereft, disconsolate, and doomed.

O’Connor’s exploration of solitude in nature is very different—a vision of the
Sublime that, like Friedrich’s, represents a glimpse into the internal peythe artist,
in a provocative manner enhanced by the ambiance of quietude. This monk faces the

viewer, and his availability to us forestalls any dread or discomfort atdlissm.

1331bid., 36-38.
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Like the Irish artists who are the subjects of this study, this monk pertmpserts an
individual who has chosen to leave a life of the familiar for one much less so. And,
possibly, this painting indicates O’Connor’s recognition that for him, solace and pea
were to be found within, not determined or influenced by the vagaries of financial and
critical success that he was compelled to seek in the metropolis for the purposes of
economic survival.

It is of interest to consider the notion that what O’Connor found in his search for
painterly enlightenment would, to a certain degree, set him at odds with thehmublic
had gone to England to court. Painting landscape views that were imbued with solitude
silence, and intimacy, O’Connor’s perspective appears to disavow the spextale t
found within London’s exhibition rooms. It is evident that he did not share Danby’s
attraction to the apocalyptic Sublime, which was the rage in the Royal Agahehthe
British Institution. As previously discussed, for viewers who craved spectaeigs i
not necessary to literally enter the actual physical landscape toenqgeethe Sublime.
They chose instead the more obvious and vicarious thrills of the increasiggly lar
dramatic, and often idealized panoramic visions of Martin and Danby.

O’Connor’s oeuvre does not reflect a desire to be fashionable, to be perceived as
a dashing exemplar of the new. That being said however, one imagines he would have
been grateful to see his works positioned “on the line,” and to be the recipient of such
public and commercial success. Perhaps he suffered from eschewingaebeftast
contemporary art lovers’ and their demands to be bedazzled by the new: “Hsatimic
craving after fresh excitement which is so manifestly one of the symptatine piiblic

mind, and the feverish restlessness it betrays, are by no means propitiousettiuatel
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excellence, and, should they continue to prevail, can be less than fatal in their
consequences* He followed his own course, and persevered in his portrayals of the
Romantic sublime that he found inspiration for in his travels abroad, as well as in hi
homeland.

Ultimately, the theme of exile—whatever its guise, resonated with many
nineteenth-century artistBeing away from their homeland was the cause of and the
answer to many of their struggles for success. Through their experience/etieey
individually able to project their own challenges, whether for artisticesgon,
creativity, and self-definition, or simply for patronage. Yet for an adidve home
was no guarantee of commercial triumph: the success O’Connor found in his career
would ultimately be fleeting.

Sadly, O’Connor’s health began to decline dramatically in 1833, while his
financial problems began to escal&f&Nevertheless, through his conscious immersion
in the Romantic Sublime, he had managed to produce a corpus of provocative paintings
that echoed the volatility of the time in which he lived. His choice to emigrate from
Ireland, his two continental trips, and his consistent travel back and forth between
England and Ireland ensured that, for this Irish artist in “exile,” at, |¢ese was no
repose.

As a result of his immersion in the metropolis of London’s innovative art circles,
O’Connor’s work underwent a dramatic developmental trajectory. His appropriat
and study of the Old Masters, his growing awareness of the benefitsadfitréve

search for modern artistic inspiration, his experience as an émigré intayabat had

134 Anonymous, “Our Royal Academical Loungé&faser's MagazindFeb.—July 1832): 711.
135 Mulvaney, “Memoirs of Native Artists: James O’Camyi 259.
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an enduring and contentious relationship with Ireland: all these factors would exe
formidable influence on O’Connor as a man and an artist. Turning away from kis earl
penchant for topographical and picturesque house portraits, over time, as a result of his
move to London, he adopted exciting new theoretical and formal approaches to his
painting. We can speculate that after his continental trips the resounduencdlof
German Romanticism resonated with him to the degree that he too began to explore the
connection between nature, divinity, and the Sublimity of landscape. His reputation
remains somewhat obscure, yet it is evident that this initially provilghlartist is
deserving of being considered within a wider and deeper modern internationat.conte
Mulvaney concludes: “His patriotism, like his taste, was pure and undefiled;
single-minded and sincere, he knew no guile. The valleys, the glens, the mqouhé&ins
songs, the sufferings, and the sorrows of Ireland, were dear to him. In desy fesd
in quiet retirement, he loved her; and in dismay and neglect, but not disgust, he sailed

from her shores’®®

136 hid., 260.
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Chapter 5
George Petrie’s Sublime Reinscription of the Irish Landscape: dting History on

the Canvas

Ireland is to a traveler, according to his mental peculiarities, either ohe ofdst
or least interesting countries in the world. The mere pleasure tourist, who,
uninformed of its history and unenlightened by philosophy, seeks a passing
enjoyment from the varied beauties which nature has scattered over it with a
bounteous hand, will meet with less to please and entertain than to disgust and
disappoint. He will find the country almost denuded of wood, disfigured with
black and endless bogs, and dreary and extensive moors; he will behold the
habitations of the people miserable and comfortless, and the people themselves
the most wretched in the world . . . not so the traveler who has read its unhappy
history, and who takes an equal interest in whatever relates to nature and to man
... he will find nature magnificent and often beautiful in her solitudes, and where
man has least penetrated, sublime in the very dreariness which surrounds her.
Innumerable remains of man in past times, in which she is for the greater part
clothed, will everywhere present themselves . . . illustrating in their sityphnd
variety the customs of different and remote periods of society. Everything, i
short, that he meets will tell him eloquently of the changes that have passed over
them, and he will be led irresistibly to contrast the good, God has dispensed, with
the bad done by man.

—From the journals of George Petrie

My Dear Sir,—I beg to acquaint you that | am now ready to place in the hands of
the Committee of the Royal Irish Art Union my picture of Clonmacnoise . . . |
trust also that it will be apparent that my aim was something beyond that of the
ordinary class of portrait landscape, and, therefore, more difficult of ratain It

was my wish to produce an Irish picture somewhat historical in its object, and
poetical in its sentiment—a landscape composed of several of the monuments
characteristic of the past history of our country, and which will soon cease to
exist, and to connect with them the expression of human feelings equally
belonging to our history, and which are destined to a similar extinction.

In short, | desired to produce a picture which might have an interest and value, not
merely pictorial, beyond the present time, and thus connect my name with that of
the Art Union Association, and with the history of art in Ireland. And, with this

! George Petrie, quoted in William Stok@se Life and Labours in Art and Archaeology of GgoPetrie,
LL.D., M.R.I.A(London; Longmans, Green, and Company, 1868), 5-6.
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feeling, | did my best to adhere to local as well as general truth at whatest to
the pictorial attraction of the work, and to adopt such a treatment of effect as
might conduce to the sentiment of the picture without unfitting it for the purpose
of a popular print, if it should ever be deemed worthy to be engraved.

—From the journals of George Pefrie

As has been seen, George Petrie traveled to London from Ireland with Danby and
O’Connor in 1813. After a few weeks, however, Petrie returned to Ireland, where he
remained for the rest of his life. That decision had profound implications for hisasork
an artist. While Danby and O’Connor struggled for (and to varying degrees, found)
acceptance in England via their embrace of variations upon the Sublime, Petri@ applie
that same stylistic traits to the particular vistas of his home counthys paintings he
presented romantic Irish landscapes that resonate with, but ultimatslyenal, the
topographical style in which they are rooted. Over time, Petrie comefsise ihis work
with both historical and cultural content, and his Sublime paintings pay homage to, and in
some important ways represent and reinforce, the symbiosis of the Irish webpleeir
land.

My previous discussion of how London’s and Dublin’s art markets, institutions,
and educational opportunities—in addition to their critics, patrons, and artists—eyecam
over time, more sophisticated, modern, and international provides a context for how
Petrie’s experience would differ from his friends’ experienEash man formed an
individual stylistic and theoretical relationship to the Sublime, as theitipgs reveal,

and shifts in landscape aesthetics occurred that drew the public to the Sashlirakk

2 George Petrie, quoted in Stoke#e and Labours15.
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People wanted to see it, in real life and in paintings, and to read about it as wefl. And i
Ireland, at least, George Petrie came to embody it, especially istisi¢al incarnation.
Though Petrie did not rely directly on international travel for inspiration, he
joined Danby and O’Connor in benefiting from the metropolitan, international
developments in art that | discussed in chapter 2. Sir Joshua Reynolds had been
particularly concerned with establishing a true English school of painting, &nd hi
advocacy of historical subjects that included landscapes influenced many wistise a
who followed in his wake. Petrie too grounded his landscapes within a historical context.
He shared Reynolds’s (and Alderman Boydell's) goal of raising pubbceavess about
the importance of local history and culture. For them, English historpests
represented by the works of Shakespeare, whereas Petrie’s desirecarag@morate
significant physical places in Ireland. This was a vital and noble gffiwgn the ongoing
competition of English versions of Ireland’s past that mitigated, ignoredgar e
denounced this heritagéPetrie’s enduring artistic legacy continues to inform our
appreciation of long centuries of Irish history, dating from prehistoric tihvesigh the

nineteenth century. Of particular importance is his emphasis on representing agd savi

3 See, especially, Patrick J. Duffy, “The Changingd® Landscape, 1750-1850: Pictorial Evidence,” in
Ireland: Art into History,ed. Brian P. Kennedy and Raymond Gillespie (Dulilown House, 1994), 26—
42, and Duffy, “Writing Ireland: Literature and Airt the Representation of Irish Place,TmSearch of
Ireland: A Cultural Geographyed. Brian Graham (London: Routledge, 19%8-67. Chapters 1 and 2
cover the provincial status of the Irish art mart@tpared to the English art market in Danby, O'@on
and Petrie’s time. Even in Ireland, the Englisheviavored. Duffy states, “Nineteenth-century aidist
representations of Ireland and its landscapesctefiethe country’s subservient economic and palitic
relationship with Britain, patronage of the artingdargely dictated by the preferences and prasgiof
Victorian England. Often shaped by the tenets efRbmantic Movement, which was strongly English in
origin and development, nineteenth-century imadesetand are important in discussing the emergerice
Irish identity because of their influence on theriegraphy of twentieth-century nationalism. The l@ae
Revival, the ‘West of Ireland’ imagery of Synge arehats, and even the Catholic Motherland visualized
by Eamon de Valera owe much to the ethos of Romamyticism and exoticism engendered by some
nineteenth-century artists and writers. Their repngations of Ireland as exotic, sublime and pésque
reflect the way in which artistic imagery elidee@ tthesperate prevailing poverty that would be apypare
throughout the landscape.”
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what was uniquely Irish before the invasions beginning in the seventh centurynEsgla
colonization of Ireland in the sixteenth century, and the ongoing ramificaifdhe Act
of Union in 1801*

Another key metropolitan influence on Petrie’s career was his involvement with
print publishers in the wake of Boydell's revolutionary changes to the intemaéti
market for prints. As part of Boydell's strategy, published prints depictegescfrom
the works of Shakespeare (often tied to English history) were dissemindedyg w
throughout England and on the continent. In addition, Boydell also published numerous
editions of prints depicting English and continental sites that were popular tourist
destinations. London publishers in particular had begun to move away from their
previous focus on traditional English history narratives in order to capitalize on the
surging tourism market. As a result, Petrie’s myriad contributions to tquiides were
seen by a more diverse and international audience.

Like Danby and O’Connor, Petrie benefited from seeing late-eighteerth- a
early-nineteenth-century private collections of paintings that arrvedndon and
Dublin as a result of political and economic conditions in Italy and France. Thwashe
exposed to Old Master paintings (and prints based on these paintings) that would have
informed his efforts, particularly from 1816 onward, to transcend the provincial
approaches to painting found in Dublin.

In addition, the theme of exile continues to resonate with this discussion. Petrie’s

attempt to settle in London in 1813 was curtailed by the wishes of his father. wiltbng

* See Déire Keough and Kevin Whelan, edsts of Union: The Causes, Contexts and Conseqearidhe
Act of Union(Dublin: Four Courts Press, 2001), especiallyasgays by Thomas Bartlett, “Britishness,
Irishness and the Act of Union,” 345-58, and Kewhelan, “The Other within Ireland: Britain and the
Act of Union,” 13-33.
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Danby and O’Connor, he too perceived the value of inspiration and education in London,
to say nothing of commissions from sophisticated English patrons. Yet he returned hom
despite all of this. Due to the discretion of his correspondence and journal erdries, w
cannot tell how Petrie truly felt about his father’s forceful admonitions fortbireturn

to Ireland after a mere few weeks in LonddBut it seems safe to say that he derived

some motivation from his trip, brief as it was, as he began to seek out obscungtisites

the Irish landscape that had never been depicted or even brought to the genetal publi
attention before. His ultimate ability to transcend provincial precedents reaining

within Ireland makes Petrie different from his Irish peers and his intenaé colleagues,

and it is this paradox that will occupy me here.

After his brief visit to England in 1813, Petrie spent the next few yearsitrgvel
through Ireland and Wales on ambitious and rigorous sketching tours. His love for the
landscape is documented by the numerous drawings and letters that survive from his
early excursions in both plackfn comparison to Danby and O’Connor, Petrie’s early
work was quite sophisticated. In the watercolor painBtehmalure in the County
Wicklow, (1815; fig. 5:1), exhibited at the Royal Academy in 1816, Petrie demonstrates
an urbane flair for imbuing the Irish landscape with a heightened, almost attogic
sense of dramaWhile still grounded in an authentic rendering of the resplendent County
Wicklow environs, the artistic vision presented in these works rises above anyuatinar

strictly topographical approach in significant ways. There is nothing digtached

® See Stoked,ife and LaboursWithin Stokes’s voluminous transcriptions andorels of Petrie’s journals,
there are no personal notes indicating Petrie’sghts about returning to Ireland.

® Ibid., 6. Stokes writes that Petrie first visitticklow in 1808 and returned regularly throughde hext
few years: “So ardent was his enthusiasm that hedaaften start out on foot, at nightfall, when thbour
of the day was done, so that by walking all nighintight reach before sunrise some chosen spotudy s
among the Wicklow Mountains.”

" Ibid., 10.Glenmalure, County Wicklowas purchased by Lord Whitworth, which is an iagiien of
Petrie’s early success despite having returnecktarld rather than remaining in England.
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about this rendition of Wicklow. Through Petrie’s facility with subtle tones araf,do¢
captures the vista at its most glorious time of day. In addition, his perspeatige br
attention to the dramatic juxtaposition of the heights of the crags and the golésn vall
below. The arresting composition directs our gaze into the center via the riggntsiond
placement of a massive cromlech that has fallen and is laying on its sidgabtimc
tomb consisting of a large flat stone positioned upon (typically) upright standing $tone
This he inscribes with his signature, linking himself and his work with the laslititn
of inscribing stones (and with the site itsélfurther, he draws attention to the cromlech
as an early Irish monument and encourages the viewer to consider the presente of suc
markers of human presence within the landscape, or what sociologist Balaantcalls
the representation of an “emblematic landscape . . . [which included] iconiofsites
continuity.™°

Stones such as these are scattered throughout the Irish landscape and continue to
mark centuries of the presence of Irish people and their affection fotaheirFrom the
perspective of outsiders, perhaps English travelers, stones such as théssdimstir
Ogham markings would be puzzling and, one imagines, misunderstood within the
longstanding contextual history of Ireland’s cultural development. As an amdigqua
Petrie was a specialist in documenting the Irish stones that were idsertheéhe

Ogham script, the first form of writing in the Irish language, whiclesi&iom the fourth

8 See Peter HarbisoAncient Irish Monument®ublin: Gill and Macmillan, 1997), 14-15, and Hison,
Pre-Christian Ireland: From the First Settlers toet Early CeltgLondon: Thames and Hudson, 1988), 52—
53. Harbison suggests that the three-dimensiorél farmations of cromlechs and dolmens were the
visible markers of earlier cremation burial sites.

® James MacKillopDictionary of Celtic MythologyNew York: Oxford University Press, 1988), 308-9.

19 Brian Graham, “The Imagining of Place: Represémtaand Identity in Contemporary Ireland,”lim
Search of Ireland: A Cultural Geographsd. Brian GraharfLondon: Routledge, 1997), 195.
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to the eight centuries.Ruminating on such a site within the landscape, Lady Georgiana
Chatterton exclaims: “Then there are the strange superstitions of thé@anks which
have probably survived longer than in other European lands. Every ruined tower, and the
mighty and mysterious works which are attributed to the Druids, have each italeild t
of wonder and interest. Then there are those puzzling Ogham inscriptions, thegnaéanin
which has hitherto baffled enquiry®”

While his efforts may have gone unnoticed among overseas travelers, from both a
metaphorical and a formal perspective, Petrie nonetheless alignsfhumtis@ther artists
who focused on identity and nationalism. Like Caspar David Friedrich, forpde&am
Petrie seeks to bring attention to the richness of his own historical heritdgeoa the
beginning of his career, his paintings reiterate the longstanding tradititimes loish in
relation to the landscape.

In this work, the megalithic cromlech acts as a modified claggpalissoir
framing and balancing the image in an innovative manner. This nod toward Irish
antiquity distinguishes him from his Irish colleagues abroad. For example, whi
O’Connor frequently used massive boulders to frame the lower corners of hingsaasi
well, Petrie’s stones bear an additional weight, evoking the longtime presehedigh
in Ireland?® This would have been a poignant gesture of homage to much earlier Irish

“artists” at a particularly fraught moment in the process of Irefaretlamation of itself.

1 MacKillop, Dictionary of Celtic Mythology308—309.

12| ady Georgiana ChattertoRambles in the South of Ireland during the Year8i@®ndon: Saunders
and Ottley, 1839), 1:8.

13 See Peter Harbison, Homan Potterman, and Jearmedpshish Art and Architecture from Prehistory to
the Presenf{London: Thames and Hudson, 1993); Harbigilyrimage in Ireland: The Monuments and
the PeoplglLondon: Barrie and Jenkins, 1991); Francoise Kdrish Art in the Early Christian Period
(London; Methuen, 1940); and Jacqueline O’Brian Bater HarbisorAncient Ireland: From Prehistory
to the Middle AgefLondon: Weidenfeld and Nicolson, 1996).
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The manner in which Petrie crops the composition presents an especially
innovative and sweeping view of County Wicklawke O’Connor, Petrie forgoes the
classical convention of a substantial foreground to draw the viewer into thedpadsc
Instead, he positions us atop a hill next to the cromlech, above the valley below. Our
privileged, elevated perspective allows us to look down at the encircling, precipitous
crags. In a similar manner to O’Connor and his compositional arrangem®eMiedv of
the Dargle, Lover’s Leaffig. 4:1), Petrie provides relief from the enormous mountains
through glimpses of a soft, glowing sky. Unlike the endless expanses of slonand |
horizon lines favored bigriedrich, then, Petrie immerses us in the landscape, evoking the
physical sensation of being surrounded within the landscape, rather than flasiog fr
it. Petrie’s figures here are barely perceptible, but they play theinpagttheless: the
individual is overwhelmed, even subsumed, by nature. The Sublime is no longer simply
the rhetorical and aesthetic concept promulgated by Longinus—thinkersigisehe
insisted that for something to be Sublime, a subject had to experience it, and be seen to
do so. Thus the mountains of Wicklow are not in themselves Sublime, but rather vehicles
for one’s experience of it.

In comparison to Danby and O’Connor, Petrie certainly proves to be the more
catholic artist, devoted as he was to a patriotic sense of place while passth
experimenting with the most forward-looking tendencies of his day withdegahe
Sublime. To achieve his goal of preserving Ireland’s history, Petrieidmect in turn as
an artist, historian, antiquarian, musicologist, cartographer, writer, atod.¥d\s his
painting career progressed, he came to firmly favor landscape subjecestmated

with cultural, historical, and spiritual associations, which may or may not have had

14W. G. StricklandA Dictionary of Artist§Dublin: Irish Academic Press, 1913), 1:238.



203

meaning for viewers, especially British visitdPdt was never just about the Sublime for
him, but about the ways in which the Sublime might be harnessed to larger ends in art—
through Petrie’s landscapes, then, we see the history of Ireland fromshapdrspective.

Writing in 2001, historian Patrick Duffy examines the valences of texts that
describe or illustrate places of meaning within the Irish landscape:wa@né which
geographers have sought to elucidate and illuminate place identity and plateneepe
has been through creative art—both literature and painting. Writers andaisisth
witnesses to our world but also products of it, possessing qualities of insight which can be
mustered in helping to understand the diversity of place and the contested mdwsatings t
can be attributed to it:® While we can glean insight into how travelers and the Irish
people sought to experience the Sublime for themselves, the paintings also function as
historic narrative “texts” that can be interpreted on myriad levels, etneémain
timeless.

Evoking strong Irish tropes in new ways, historian Brian Graham observes,
“Significant elements of any cultural landscape will be rendereddsadiecause of the
importance—in perceptions of contemporary communality—of deep-rooted continuities
with the past which bring about the seeming collapse or foreshortening of-fifftee”
vastness of this contested cultural weight over time placed a heavy burdeneia Petr
artistic aspirations, but his paintings bore up to the challenge, even in the tumultuous e

in which they were created.

!> Graham, “Ireland and Irishness: Place, Cultureldedtity,” inIn Search of Ireland: A Cultural
Geographyed. Brian Graham (London: Routledge, 1997), 1s&8;also Frank Mitchell and Michael
Ryan,Reading the Irish Landscapesv. ed. (Dublin: Town House and Country Hous€)120

8 Duffy, “Writing Ireland,” 64.

" Graham, “Ireland and Irishness,” 5; William Smyth,Plurality of Irelands: Regions, Societies, and
Mentalities,” inIn Search of Ireland: A Cultural Geographsgl. Brian GraharLondon: Routledge, 1997),
19-20.
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Thus Petrie’s Sublime visions differ from those of his colleagues Danby and
O’Connor. Petrie is given to the real deployment of the Sublime, activating it we
beyond the bounds of the picture frame. Danby’s appropriation of the Sublime was more
an artistic tool for achieving success in the metropolitan market. O’Connorkswas
steeped in the theoretical tenets of German Romanticism, so his eegageth the
Sublime was more personal than Danby’s. By no means was O’Connor merelngaopti
popular approach to success.

Petrie’s adoption of the Sublime, as revealed in this painting, had a historical bent
but was no less artistic in its aims—in his words, he sought “to adopt such aetreatm
effect as might conduce to the sentiment of the picture without unfitting it for thegeur
of a popular print, if it should ever be deemed worthy to be engra¥ &y’ Petrie the
Sublime resonated peculiarly well with the situation in Ireland, a themwihabntinue
to inform this discussion. Petrie was further drawn to Wordsworth early oa cafeer
and emulated his own stylistic appropriation of nattile.an important text, “The
Sublime and the Beautiful,” 1811-12, Wordsworth admonished English tourists who
were well accustomed to continental travel to seek the Sublime insteadamdig

In this chapter | will focus upon several Sublime paintings that captuie’'®etr
vision of Ireland and reflect metropolitan influences from abroad. In addition, the
hearken back to a time when Ireland was being “repackaged” and repositiaedlids

site for English tourists through an expanding and thriving tourism industny byda

18 George Petrie quoted in Stoke#e and Labours]5.

19 StokeslLife and Labours21-22.

2 william Wordsworth, “The Sublime and the Beautif(1811—12), inThe Prose Works of William
Wordsworthed. W. J. B. Owen and Jane Worthington Smyser (@xf©larendon Press, 1974), 349-60.
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voluminous body of travel literatufé Petrie’s work would play a part in a burgeoning
market for all places Irish. | will present paintings that incorpoiggs ef both

prehistoric (Bronze Age, 2300—600 B.C.) and medieval Christian significance yet
continue to function as locations that drew contemporary visitors, both historians and
tourists, who wished to immerse themselves in the newfound Sublimity isthe

landscape.

Previous Scholarship and Early Career

Existing scholarship on Petrie relies primarily on the 1868 monograph written by
William Stokes entitled he Life and Labours in Art and Archaeology of George Petrie
which took advantage of (and reprints) Petrie’s own journals, papers, and family
manuscript$? In addition, Peter Murray’s 2004 catalogue ®eorge Petrie (1790—

1866): The Rediscovery of Ireland’s Paat exhibition shown at the Crawford
Municipal Art Gallery and the National Gallery of Ireland, provides admeerview of
every aspect of Petrie’s career but specifically lingers over his invelviawith print
publishers, his engagement with the Royal Irish Academy and the Royahidibe
Academy, and his contributions to the Ordnance Survey of Ireland that took place

between 1833 and 1842Stokes’s book provides the major primary sources on Petrie’s

L See Barbara O’Connor and Michael Cronin, €Bisurism in Ireland: A Critical Analysi@Cork: Cork
University Press, 1993).

22 Stokes|ife and Labours

% peter Murray, edGeorge Petrie (1790-1866): The Rediscovery of s Past,(Cork: Gandon
Editions, 2004), exh. cat. Murray explicates theselrelationship between George Petrie and William
Stokes. As friends and colleagues, Stokes had sitwdetrie’s papers, journals, and manuscriptsigur
his friend’s life, and upon his death, Stokes veesrecipient of Petrie’s papers, many of them hithe
unpublished. Stokes quotes directly from Petrieigals throughout his book. Murray’s exhibition
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career, while Murray’s catalogue discusses Petrie’s life and acheete from a
contemporary perspective. Stokes’ primary sources provide a critical camt@stfie’s
background in general, which allows for my particular consideration of the impag of
historical Sublime landscapes.

| will also discuss his work within the metropolitan versus provincial theme as it
touches upon the importance of history painting, his appreciation for the Old Mh&ers
exposure to private collections, his longstanding engagement with print publishers, and
his decision to remain in Ireland, rejecting the allure (and challengef® a$lan exile.
Petrie was able to surpass the limitations of his provincial roots, but, while doing so, he
retained a deep and meaningful connection to Ireland itself.

Petrie was born in Dublin in 17%0d was educated at the Dublin Society
Schools. His father, James Petrie (d. 1819), was also an artist and known as both a
loyalist and a republicaff.While these terms are not always exclusive, we do get a sense
that the senior Petrie’s open-minded political tendencies may have infilleiscgon’s
penchant for imbuing his art with a nuanced and non-didactic approach to nationalist
ideologies” In Ireland at this time, generally speaking, the term loyalist imphigisthe
individual would be sympathetic to England’s colonial stance toward independence and

would support the Union in 1801. An Irish republican would support an independent

catalogue also includes a comprehensive list obtiggaved prints that were made from Petrie’s digsi
for various print publishers.

4 Strickland A Dictionary of Irish Artists2:236, 243.

% gee S. J. Connolly, “Culture, Identity, and Triamlit Changing Definitions of Irishness,” in Search of
Ireland: A Cultural Geographyed. Brian GrahartLondon: Routledge, 1997), 43—63. Connolly claiest t
after the debacle of the 1798 rebellion, “Protagpartriots had to decide whether their commitmerd t
sense of Irish liberties was strong enough for theforsake the protection of Great Britain foliaailce
with a Catholic majority whose ultimate intentioesnained to be discovered . . . Catholics [sudhedge]
had to decide whether their interests were beseddry joining with Protestant radicals in an ditan the
whole political and social order, or by seekingtdbid their opponents in terms of loyalty to thewen
and the London government” (53).
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Ireland. Given the complexity of the issue circa 1800, one might well be idedlpgica

torn by sympathy to both points of view.

Petrie's Encounter with London

Upon his arrival in London with Danby and O’Connor in 1813, Petrie wrote a
letter to Miss Eliza Mills, the woman in Ireland who would soon become his wite, tha

foreshadows his lifelong admiration for the artistic advances of the mesopoli

Eight days have passed since | arrived in this magnificent seat of arts and
learning, the entire of which has been busily employed in seeking and admiring
the various interesting objects which this vast and truly wonderful cityrisete

the astonished mind of a stranger. | would fain give you an account of the points
in which London and Dublin most differ, and of the superiority of the former, but
such would be impossible in the form of an epistle. That which amazed me most
of all things here is the knowledge in the arts which the people possess. There is
not an artist of any rank whose merits they are not acquainted with, even in the
middle ranks. | never go to an obscure land or street in which | do not meet shops
where coins, antiquities, books, prints, pictures &c., are the only things they sell
and | always found that they knew the rarity and value of every articléntuky.

. In the same lane, in a hole which | could scarce turn in, | found a poor sick-
looking woman, who to my astonishment had all the information of a complete
print connoisseur; the works of the different ages and classes of engravers were
arranged in the most systematic manner, and the prices marked on each with the
most perfect knowledge of their value. She could hand me the work of any
particular master, and speak at length of its métits.

Petrie’s response to the urbanity of the London art world demonstrates that he i
no hick from the provinces, and his approval is not in keeping with his willingness to

abandon his pursuit of a career there. However taken he might have been, his stay would

% George Petrie to Miss Mills, June 10, 1813, quateStokesife and Laboursg—9. It is unfortunate
that Stokes largely neglects Petrie’s personal éigedo the letters and documents that comprisesteéeant
archival manuscripts.
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be brief. Aside from the influence of Petrie’s father, who pressed him to rétern,
surviving literature indicates only one other contributing factor: all thitestsasoon
depleted the funds they had allocated for their journey and stay in London. One of
Petrie’s later colleagues, William Fredrick Wakeman, details terigg of their

economic circumstances:

Petrie has often related, in the presence of the writer of this paper, an account of

the adventure of the youthful trio in the English capital. How, as their bullion
evaporated—as bullion will in London,—they gradually descended from their

high estate in a hotel, and sought furnished lodgings and restaurants—for even
poetical young artists cannot choose but eat. Their last dinner in London was in
one of those mysterious dens where gentlemen pay in advance, are furntehed wi
knives and forks chained to the table, and are not supposed to object to having

their viands peppered with flies, or other little animals, which we refrain from
naming?’

Ultimately, though, it was Petrie’s father, anxious for his son’s return, whed

the tide. Just a few weeks after the three young men had arrived in London, he implored

his son to come back to Ireland. Enclosed with the letter was an unnamed painting with

which to obtain money for the return trip:

| could wish it [the painting] was disposed of, that you might return home; your
presence would cheer me. However, it can’t be long till I have that happiness. Of
your friendship and affection, my dear George, | have had many instances. You
have ever been the idol of my heart, under all the pressure of my life, you it was
who buoyed me up, therefore it is not a weakness to express to you how much |
long for your presence . . . How are Danby and O’Connor? What are they doing?
Have they stolen any of the great men’s works? | mean, have they lodged in their

brains all their excellence€?
Petrie’s father's commentary is significant in that he refers to thehaat for younger

artists in London to study and absorb the works of the Old Masters, a theme that

2TW. F. Wakeman, “Petrie as Painteb{iblin Saturday MagazinéMarch 1866): 364.
% James Petrie to George Petrie, June 1813, quo®tbkes| ife and Labours9.
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resonates throughout this discussion. The painting was indeed sold, and, parting from his

friends, the dutiful son returned to Ireland.

Experience with Print Publishers as a Prelude to the Sublimedmtings

As Petrie set about to make his career in Ireland, the wonder and possibility of
London would have remained with him, and it was perhaps this that eventually led him to
print publishers as a means of furthering his c&&enroughout the 1820s and 1830s,
Petrie was employed by a succession of publishers to produce drawings intended for
engraving for a variety of books, particularly with touristic or otherwisensemorative
aims. These titles includeéhe Beauties of Ireland, Excursions through Irelaat]

Historical Guide to Ancient and Modern Dublimong otherd’ William Stokes

commented on the increasing fashion for illustrated travel guides, pointing out'Surne
involvement with them as a sure sign of their high quality and artistic préhiiséhe

1820s books such as these, including special editions called annuals, were at the height of
their popularity. Given his allegiance to his home country, Petrie liketychisse the

print medium as a means of reaching a broader audience for his Sublime lanviseape

% petrie’s longstanding professional relationshijth wrint publishers are documented at length in
Murray, George Petrie

30 james Norris BreweT,he Beauties of IrelanflLondon: Sherwood, Jones and Co., 1825-26); Thomas
Kitson Cromwell,Excursions through IrelanLondon: Longman, 1820); George Petfien Views of the
North and North-WedqDublin: William Curry and Co., 1830); George Nawkam Wright Historical

Guide to Ancient and Modern Dubl{bondon: Baldwin, Caradock and Joy, 1821); Wrighdurs in

Ireland, or Guides to the Lakes of Killarney, theusity of Wicklow and the Giant’'s Causewagndon:
Baldwin, Cradock and Joy, 1823); Wrightland lllustrated from Original DrawingéLondon: Fisher,
Son and Jackson, 1832). For comparative purposedy® earlier editions of landscape views: Jomatha
Fisher,A Picturesque Tour of Killarney, Describing in TweNiews, the Most Pleasing Scenes of That
Celebrated Lake, Accompanied by Some General Cdtgmng . . with a Map of the Lake and Its
Environs, Engraved in Aquatinta by J. F. Fislfeondon: J. F. Fisher, 1789), and Dennis Sullivan,
Picturesque Tour through Ireland, by Dennis Suliygsq. Illustrated with Numerous Coloured Views of
the Most Interesting Sceneflyondon: Thomas McLean, 1824).

%! StokesLife and Labours]1.
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than the professional, private, and elite audiences that he mixed with in thdrigbyal
Academy and the Antiquarian Society. Stokes further observes that duringrithds pe
watercolor paintings became quite popular within the British Isles, angeiTwas the
exemplar of the finest watercolor painter in England, followed by Petrielam*?

Within this genre of engraved landscape views, published print editions
sometimes included illustrations that portrayed the “seats” of the landéy.deetrie’s
drawingView of Carton(1824-25; fig. 5:2) was engraved by J. H. Storer and published
in James Norris Brewershe Beauties of Irelanith 1825-26. Fairly conventionaljew
of Cartondemonstrates the artist’s ability to render the architectural detaits of
aristocratic demesne with accuracy (whereas, we might rec@lgrdor’s house
portraits favored the landscape, despite their putative subjects), althoughtistgh ar
skirted the reality of the peasantry that would have lived and worked the land surgoundi
the “Big House.®® The graceful curves of Carton’s beeches, which function as a
repoussoiron the left, lure the eye forward to the drawing’s middleground, where two
aristocratic figures gesture expansively toward the Palladiatee3he image’s want of
the Sublime qualities that were already beginning to inform Petrie’anmgsns probably
due to the influence of publisher George Brewer; Petrie himself notes therdagpe
effect of profit-minded publishers upon his grander artistic aspirationddltican, extant
correspondence between Petrie and Brewer concerning productions SihehBesauties
of Irelanddocuments their differences over what might constitute an appropriate mix of
Sublime landscape views and topographical renditions of the landed gentry’s &states

an early letter, the publisher politely suggested, “With any views you may beipgepa

2 bid., 11.
33 Duffy, “Writing Ireland,” 71-72.
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Dublin, be so good as otherwise to make drawings of one or two seats of nobility or
gentry. | should think the county in which they are situated would be no object. There
must be a proportionate quantity of sedf<Over the years, Brewer became a bolder
advocate for the commercially viable: “Carton is ugly enough, but the Duke's isaa
‘tower of strength.®*

As a businessman, Brewer was likely to be more sensitive to the public’stinteres
in seeing how these Irish aristocrats lived, whatever the burden on the Raihantic
inclined artist. The disagreement between Petrie and Brewer ilasstheg varying
motivations of the artist and the publisher. From Petrie’s perspective, publisheessuc
Brewer were censorious and motivated by commerce. Brewer insisted aoltisson of
the drawing of the Carton estate to satisfy the public’s taste for viewslieknown
aristocrats’ demesnes. And, as Brewer was motivated to sell as maoyseas possible,
drawings such as these were considered indispensable.

In an early letter to his wife, Petrie laments the amount of time negassar
accurately record architectural details in a drawing such as that oatten@state: “To-
day have been till now (four o’clock), sketching a nobleman’s seat here (Lored'$joss
which, though very fine, cost me a great deal too much time; but, in fact, it has been the
same with all the subjects of that character which | have hitherto dondidadetir or
five hours will not suffice for one sketcfi®For him, the Sublime landscapes constituted

more meaningful work. His commitment to excellence and innovation made him

34 Brewer to Petrie, May 8, 1820, National Libraryleland, MS 789, no. 44.
% Brewer to Petrie, August 26, 1826, National Ligraf Ireland, MS 789, no. 46.
% George Petrie to Eliza Petrie, August 1, 1820tepliin Stokesl.ife and Labours27.
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uncomfortable with the time commitment involved in satisfying the publisher’'s
increasingly commercial demands.

While Petrie had to toe the line in his early career with print publishers, as he
matured and developed other means of income, he became less dependent upon them and
able to spend more time and energy on his exhibition paintings. In this regard, his
preference for more innovative, personal, and Sublime paintings (more like O’Connor
than Danby, for example) signifies his unwillingness to surrender any miiste a
control to his metropolitan publishers.

It is ironic that Petrie’s interest in the specifically Irish laragsccoincided with a
profound desire to promote more innovative and modern formal advances. His passion
was for Ireland and he longed for free reign in how and what he chose to #uastdat
paint. His embrace of metropolitan influences was thus predicated upon his own artisti
desires and goals. Over time he became immune to the publishers’ commeecial@s
for portraying and pandering to the Anglo-Irish establishment. His intenrest |
illustrating Irish landscapes that were far removed from commissiotigdaypatrons for
paintings of their demesnes. Instead of aristocratic homes, he portcayed sf the
untamed Irish landscape, far indeed from Palladian demesnes and theatiassowith
Anglo-Irish landlords.

All of the paintings that | will discuss are steeped in the Irish historidalirSe.
Several of them illustrate places of meaning within the Irish landsbapeére far older
than such “recent” influences as the Norman invaders of the twelfth century, whb woul

have been the ancestral connection to such individuals as the Duke of Carton.



213

The Aran Islands: Finding the Irish Sublime

Petrie traveled extensively throughout Ireland over his career. Dhesg t
sketching expeditions, he accumulated drawings that were suitable for theflBeewer
and other publishers. But he also found time for other drawings, later to be turned into
grand paintings, and it is in those projects that we might take the most accessigre
of his attraction to the Sublime.

The Aran Islands were particularly important. Petrie visited the islands,tin
1821 and again, much later, in 1857; the drawings from his first trip are theteadaad
representations of this locale from any artist of i6fhe three islands called the Oiléain
Arann are located twenty-eight miles off the southwest coast of Galwayemtised of
Inis Oirr (Inisheer, Eastern Island), Inis Meain (Inishmaan, Middéad| and Arainn
(Inishmore, Great Island). The physical isolation of these corporeal fdaasnd on the
periphery of western Ireland, belies (or, in another way, explains) theirtinnpaic the
spiritual, psychological, and cultural consciousness of the Irish p&ophey continue to
exert their formidable allure upon an assortment of modern literary and visstal, art
filmmakers, and historians today, and their many prehistoric (1300-800 B.C.) remains
have given rise to centuries of Irish legend, pagan and ecclesiastica}, ismart®

The islands remain relatively remote and difficult to reach, even today.

3" Brewer to Petrie, August 29, 1821, National Liraf Ireland, cat. no. 2375, as well as a sketcktaio
the Royal Irish Academy, MS 12, n. 22, which comsagight drawings from these trips.

3 For an evocative expression of this impact, see RobinsonSetting Foot on the Shores of Connemara
and Other WritinggDublin: Lilliput Press, 1996), 2.

%9 John T. O’FlahertyA Sketch of the History and Antiquities of the Beut Islands of Aran, Lying off the
West Coast of Ireland; with Observations on thédgRat of the Celtic Nations, Pagan Monuments of the
Early Irish, Druidic Rites, &cread in Dublin at the Transactions of the Roya&hrAcademyDublin: R.
Graisberry, 1825).
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The location of the Aran Islands in the “West of Ireland” further informs thei
place and meaning within Irish culture. While much of the literature pointing to &s¢ W
as a center of cultural nationalism considers developments in the late ninetekaéna
twentieth centuries, the region’s difference or uniqueness was alreage at sorts a
century before. From a geographic perspective, this area is the farthe&rgtend, and
its people were steadfast in maintaining the longstanding traditions of tleeaBdehe
Celts, including the Irish (Gaelic) language, in the years leading up to éwlifg the
invasions. Historian Catherine Nash recognizes the practical ratorfisaf the West's
acclaimed distinction:
For an area to be valued as a potential tourist destination a sense of diffe®nce
to be established. This difference provides a reason for and gives value to the
tourist visit. For the West of Ireland this difference was articulatehstghe
Englishness of the colonial power. Yet it was also constructed as diffetamt wi
Ireland. The West came to stand for Ireland in general, to be represeotatie
Irishness. It could be seen as a way of access into the Irish past through its
language, folklore, antiquities, and way of life, yet also be conceived of adeoutsi
time, separated from normal temporal development . . . In the context of Ireland’s
colonial history, the West functioned as a primitive “other” against which the
superiority of the colonial power could be measufed.
For many Irish people, then, Qileain Arann has long evoked their country and heritage
like nowhere elsé
Petrie was thus enraptured, as much by the cultural valence of the plaaésas by

Sublime vistas. After his 1821 trip, he wrote to George Brewer to express hesveait

about using views of the Irish West in future publicatitfimss we might expect, Brewer

%0 Catherine Nash, “Embodying the Nation'—The Wekltreland Landscape and Identity,” Trourism in
Ireland: A Critical Analysised. Barbara O’Connor and Michael Cronin (Cork: Cdrkversity Press,
1993), 87-109; see also Rylmurneys in Ireland64-91.

*1 See O’FlahertyA Sketch of the History and Antiquiti&®-139, and Smyth, “Explorations of Place,” 6.
“2 petrie to Brewer, August 29, 1821, National Ligref Ireland, cat. NO 2375: Royal Irish Academy, MS
12, n. 22.
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was torn; through he feared that the remoteness of Aran might discourage potentia
buyers, he recognized its allure: “On the other hand the very circumstance witglasc
related to insulated tracts so near home—the entire ignorance of the polishediantd rea
part of the world concerning the natural features and (as | was taught @ lveien at
Galway) the very curious traces of ancient manners—unite in renderiaghjeet

worthy of attention. The hand of taste may elicit charms from any“3oil.”

Although the drawing in question never did appear in Brewer's publication, Petrie
developed a painting of the vista. In 1827, at the second exhibition of the Royal
Hibernian Academy, he exhibit&ln Aengus Fort, Inismore, Aran Islands. 1827;
fig. 5:3). In comparison t¥iew ofCarton (fig. 5:2) and the many other house-portrait
drawings that Petrie had produced for his “celebrity-centric” publishesspémting
depicts the Romantic ruins of Irish antiquity in the midst of an iconic Sublingdsdape
of colossal precipices thrusting into the churning waters of the AtlantiarGtn the
central foreground we see an animated couple perched on the edge of a clifihgesturi
out at the rollicking waves. Our eyes follow an ascending path to the cliff topg @wher
second couple, shrouded by mist, is dwarfed by a massive prehistoric fort. The boulder
the lower right corner acts as a touchstone against the sheer scale offieetpvasich
is further enhanced by the serpentine curves of layered limestone thaherayes
ahead to the ruins. We hover above a dizzying and spectacular view that is\frélght
tension and motion.

The first major “modern” source on the Aran Islands was John T. O’Flaherty,

who delivered a lengthy paper to the Royal Irish Academy in 1825 that metigulous

3 Brewer to Petrie, December 1821, National Libmiryreland, MS 789, n. 57.
** The National Gallery of Ireland possesses a penailing of this view; cat. N. 6695.
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outlined the extraordinary breadth of history, myth, and antiquarian culturattstifa
associated with theff.He also detailed his trip there:

The approach to the Isles of Aran presents a view awfully sublime. Elevgted hi
above a wide tract of deep and boisterous ocean, and opposing to the beating
billows an impregnable and perpendicular barrier of mossy and lava-coloured
rock, several hundred feet high, one may easily associate with the sublinhigy of t
scene, and its Alpine grandeur, something of the terrors of a Vesuvian eruption, or
of that violent shock, which is supposed to have torn these isles from the
neighboring continent . . . As you advance close to the islands, you observe
craggy and stupendous rocks, sharply shelved towards the base, and presenting
winding cavities, formed by the raging and constant dashing of the waves. The
scenery on these islands is bold, romantic, and pleasing, surrounded with a tract of
ocean, almost entirely boundless to the Bye.

Thus early on in the literature that focused on the Aran Islands, authors such as
Flaherty (and Petrie as well) were cognizant of the necessity torgamreself into the
landscape in order to appreciate such views within the context of the Sublime. The
Sublime was meant to be experienced, and Petrie’s rendering of thensrisfgdact.

His innovative handling of this iconic site on Inishmore is animated, grand, and epic—in
short, the embodiment of the Irish Sublime. The words of one prolific writer on the
Sublime, Joseph Addison, explain in literary terms the effect of the heawag sach as
Petrie later painted:

Of all objects that | have ever seen, there is none which affects my ithagisa

much as the sea, or ocean. | cannot see the heavings of this prodigious bulk of

waters, even in a calm, without a very pleasing astonishment; but when it is
worked up in a tempest, so that the horizon on every side is nothing but foaming
billows and floating mountains, it is impossible to describe the agreeabte horr
that rises from such a prospect. A troubled ocean, to a man who sails upon it, is, |

think, the biggest object that he can see in motion, and consequently gives his
imagination of the highest kinds of pleasure that can arise from gre&tness.

5 O’Flaherty,A Sketch of the History and Antiquiti§9—139.

“% |bid., 131-32; Smyth, “Explorations of Place,” 6.

47 Addison, The Spectatomo. 459 (1712—-1714, reprint, Cincinnati: A. HuRsfored and Company,
1876), 582.
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Petrie’s own frothing waves and erratic, menacing cloud formations aeasofonly by
the comparative remove of our topographical vantage point.

Somewhat after Addison, in 1795, William Marshall, whose works may or may
not have been familiar to Petrie, also remarked upon the impact of the ocean and its
contribution to an experience of the Sublime: “But, of all natural scenery, tha,oce
agitated by a violent storm, attended with thunder and lightning, is perhaps the most
capable of filling the mind with sublime emotions; and most especially the ofia
spectator who is himself exposed on its frail surface, and who is not incapable, eithe
from constant habit, or from an excess of apprehension, of contemplating the scenery
which surrounds him® Petrie was not alone in recognizing the inherent power of an
encounter with the ocean for the informed observer who was sensitive to the telnets of t
Sublime.

It is no wonder, then, that the figuresDan Aengus Fort, Inismore, Aran Islands
are so small, utterly overshadowed as they are by the aquatic forasii@, the
colossal cliffs, and the ruins of the fort. Petrie does, however, render a fewtkéy d
that save them from complete obscurity, perhaps in a nod to his earlier repi@seiofa
the aristocracy. The vivid red of the woman’s cape draws attention to her ahimate
gesturing, and her male partner is likewise portrayed in clothes thabareltacut and
elegant for the then-common garb of the Aran Islands. These two may theepi@sent
members of the O’Malley or the O’Flaherty families, or wealthy sisritheir large

picnic basket reinforces the likelihood that they are visiting. This paintingragrt

8 william Marshall,A Review of the Landscape, a Didactic Poem: AlssndEssay on the Picturesque,
Together with Practical Remarks on Rural Ornam@mindon: G. Nicol, G. G. and J. Robinson, and J.
Debrett, 1795), 274.
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recognizes and makes apparent the lengths to which travelers (presungiisly)E
would go in order to experience the Sublime. It also demonstrates Peatrpshg with
them, which presumably contributed to his popularity.

Petrie’s love of the Aran Islands rang true to his countrymen in part leesaus
many Irish people shared it (and always had), as the significance ofrthefidun
Aengus attest’ The existing literature on the islands is extensive, and throughout these
accounts, the islands’ otherworldliness is consistently remarked upon, as if they
constituted a site made for a reckoning with a magical or divine presence’sPetri
conviction about this possibility—that a place in the landscape could transport one—
would inform his work and the manner in which he represented such sites and the cultural
rituals associated with thefiAs Irish history scholar William H. A. Williams succinctly
observes, “Tourists in search of the sublime and the picturesque did not just view ruins,
theyexperiencedhem.”® Petrie sought to paint that experience, as well as the place
responsible for it.

Dun Aengus Fort, Inismore, Aran Islanlilsewise comments upon how sites of
historic importance become so. The Aran Islands boast cultural remnantgrfaogin
huge, still-unexplored pagan burial chambers and stone circles to clusténsstib@
hermitage enclaves and other sorts of ecclesiastical architecturgumsvstages of
decay. Petrie reveled in the islands’ still very evident intersectiorisiaf, religion,

culture, history, folklore, and myth, resisting the temptation to fill his lampescevith

*9 For further history on the prehistoric and eartyi€tian significance of this site, see Harbison,
Pilgrimage in Ireland90-91; O’FlahertyA Sketch of the History and Antiquitié®27; Mitchell and Ryan,
Reading the Irish Landscap229, 239. Mitchell and Ryan propose that the estrinhabitants of Dun
Aengus on the Aran Islands date from 1300 to 1000 B

0 Mitchell and RyanReading the Irish Landscap241-42.

*1 williams, Tourism, Landscape and the Irish Charac®&8,
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specific narratives and instead allowing the place to speak for itselh Batee’s
antiquarian, archeological, and cartographic background, his visual “texts” are
remarkably eloquent ripostes to the otherwise all too common pejorative coanynef
both earlier and contemporary English visitors and writers. Petrie remimeldéiish
people of where they had come from, literally and figuratively, through hiskrand

his related professional pursuits.

[llustration and lllumination: Petrie and Place within the Iris h Landscape

In his Discourse on Ancient and Modern Learniig34), the writer Joseph
Addison considers the Sublime in relation to humanity’s search for divinity in the
landscape. Like Petrie almost a century later, Addison sees a coyatsy’as informing
and enriching its present—as something to be celebrated, venerated, and nettenforg

Another great pleasure the ancients had beyond us, if we considsicless fhe
Poet’s Countrymen, was, that they liv'd as it were upon the Spot, and within the
Verge of the Poem; their Habitations lay among the Scenes Aktied they

cou’d find out their own Country in Homer, and had every Day perhaps in their
Sight the Mountain or Field where such an Adventure happen’d, or such a Battle
was fought. Many of 'em [sic] had often walk’d on the Bankidalfcon or the

Sides ofParnassusand knew all the private Haunts and Retirements of the
Muses: So that they liv'd as it were Bairy Ground and convers’d in an

enchanted Region, where every Thing they look’d upon appear’d Romantic, and
gave a thousand pleasing Hints to their Imaginatidns.

Petrie sees the same potential in the Irish landscape for Irish people. As a
historian and an antiquarian, he was devoted to the visual and literary texts that
demonstrated Ireland’s ancient and medieval historical, cultural, andiabiréditions.

In response to the more derogatory perspectives of historians, politiciamseexphnd

%2 Joseph Addisor Discourse on Ancient and Modern Learniigndon: T. Osborne,739), 13.
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tourists, Petrie lauded his country’s cultural achievements. Much as thshesgblled

the importance of the Island of lona to their own unique heritage, Petrie retpries
pilgrimage sites as the same sorts of cultural beacons, even at a timeistbeans such
as the Scotsman John Pinkerton (1758-1826) disparaged the Irish and could actually
claim, “The old inhabitants of your country, the wild Irish, the true Milesiseed,
untainted with Gothic blood, we know to be utter savages at this’tlay4d later

rebuttal, Petrie composed the seven-part series titled “Fine AdisiridiSketch of the

Past and Present State of the Fine Arts in Ireland,” beginning in July1B8i2 he

points out that Ireland’s ancient history yields many fine achievendnmlis observing

that the status of the arts in the present day was rather troubled:

We respond, they are exhibited abundantly in the numerous antiquities of gold,
silver, and bronze, dug up every day in all parts of Ireland, and similar to the most
ancient remains of the Greeks, Egyptians, Phoenicians. Our gold crowns, collars,
bracelets, anklets, our brazen swords, spears, and domestic vessels—our cinerary
urns, our cairns with sepulchral chambers, which are not to be paralleled in the
British isles . . . These are the evidences of the early colonization of [rblaad
civilized people, which her antiquaries should rely on . . . But while we thus
support the theories of Milesian writers, we are far from assertingribatiedge

of the Fine Arts was introduced into the country in those remote times. It would
be folly to ground such a supposition upon idle conjecture; and there is little else
on which to found it. Infant colonies do not often carry knowledge of the Fine

Arts along with them, they are only to be found where wealth, luxury, and peace
have fixed their abode. The domestic arts, the traditions, the religion, the poetry,
and the music of a people, will accompany them everywhere, because these are
fixed in their minds, and transferred from generation to generation . . . The only
indications of taste in the arts of design, previous to the introduction of
Christianity, discoverable in Ireland, are those which our antiquities eXhibit

In Pagan Sepulchral Monument on the Caugh Hill, a Mountain in the Parish of

Bannagher, County of Londonderry-Twiliglthich was alternatively title@ihe Stone

>3 John PinkertonAn Enquiry into thédistory of Scotland, Preceding the Reign of Malctllyor the Year
1056: Including the Authentic History of that Petii.ondon: John Nichols, 1794), 2:18.
¥ Dublin Penny Journal, no. 5 (July 28, 1832): 83-84.
55 i
Ibid.
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Circle on Caan Hill, Derry(c. 1839-40; fig. 5:4), Petrie’s interest in the symbolic and
architectonic vestiges of pagan rituals is apparent in a profound nTais.finely
wrought composition presents this site in the early evening light, enhantieel lbgrely
perceptible twilight star, high above the horizon. The manner in which Petrieygortra
this place reflects his efforts to transcend topographical mimesis aeddnsspire
reflection and contemplation. He has traveled far indeed from the formulastistyl
reportage seen iiew of Carton(fig. 5:2).

Unlike the forces of nature that surrounded the dramatic view s&mikengus
Fort, Inismore, Aran Islandffig. 5:3), here an ancient stone circle dominates the
expansive landscape beneath the golden sky, with its delicate cloud pattesubte
glimpse of the rising moon. In many ways this Romantic painting evokesiEhnisdr
penchant for vast skies, low horizons, and dramatic, simplified, enigmatic figuses
comparable as well to Danby&inset at Sea, after a Stofig. 3:1) or O’Connor’sThe
Poacherdfig. 4:18).Also like his countrymen in particular, here Petrie has eliminated
most of the foreground, positioning the viewer within the pasture rather than above or
beyond it. Most of the stones in the circle are relatively small, excegtefg@arominently
placed, vertical stone that was a common feature of circles from this period.

Steeped in the Sublime, Petrie’s twilight appears almost mysticahé¢fision of
cattle fills some of the functions of staffage in the composition and, inteylystiloes

away with the need for a particular style of costume or dress that mighwisthéorce

* The extensive scholarship on early Irish art idekiLisa M. Bitel]sle of the Saints: Monastic
Settlement and Christian Community in Early Irelgttdaca: Cornell University Press, 1990); Peter
Harbison,The Golden Age of Irish Art: The Medieval Achievetn@00—120GNew York: Thames and
Hudson, 1999); Harbisolrjsh Art and Architecture from Prehistory to theeBent(London: Thames and
Hudson, 1978); HarbisoRre-Christian Ireland and Francoise Henrirish Art (Ithaca: Cornell University
Press, 1965).



222

him to commit to a recognizable era. The simplicity of the compositionaigemaent
further belies the complexity of the historical and cultural connotatiosso$ite for the
Irish people. Given the painting’s aura of tranquility, it is particuladgic that this was
a site of death and destruction, in addition to a burial ground for slain chieftains. The
local people of Bannagher, near Dungiven, had indicated to Petrie that the andeent ¢
contained the tombs of chiefs killed in a battle that had occurred there, from which it
derived the nam€aah or battle-hill>’

In 1825, scholadohn T. O’Flaherty identified stone circles such as the one here
as the remnants of pagan temples where druidic believers sought to conmélaée wit
divine through outdoor worship and ritudfsHe asserts that pagan worshippers would
have viewed these sites as “sacred and inviolable; being, they imagine, theciddsignt
haunts and property of their aeries beings, whose power of doing mischiefebagdy gr
dread and studiously propitiate’’O’Flaherty further observes that the people of
Bannagher would reenact rituals tied to spirituality within the landscajpeatany the
stone circles as literal markers of the past and metaphorical symboBsnwongoing
claim on the Irish soul. Modern historian Daniel Corkery points out that for the
uninitiated (English invaders, plantation owners, and contemporary colonizers), the
importance of these markings within the landscape would be negligible:

To recollect the place-names in certain regions was to remember the &mossn

and their memorable deeds. How different it was with the planters [English

settlers who were awarded large tracts of land after the Irish had bieated”]

round about them. For them, all that Gaelic background of myth, literature and
history had no existence. They differed from the people in race, language, religion

*’ StokesLife and Labours19-20.
58 O’Flaherty,A Sketch of the History and Antiquiti€@8—105; Stoked,ife and LaboursPetrie knew

O’Flaherty and would have been familiar with hisrlyavhich was presented to Royal Irish Academy in
1825.

%9 O’Flaherty,A Sketch of the History and Antiquiti€s.
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and culture; while the landscape they looked upon was indeed but rocks and
stones and tre&8.

Contemporary art historian Peter Harbison concurs that these circles, mgnberi
some two hundred throughout the Irish countryside, arose through pagan spiritual
ceremonies tied to honoring the sepulchral remains of high-ranking individuals within
historic Irish communitie&® Certainly these stones represent more than their material
appearance, and this urge to establish a link between the temporal and the divine is
commented on by numerous writers.

In the early nineteenth century, other people, many of them English, began to visit
Ireland and encounter these sites. For them, perhaps, the historical meangiy of s
locations was less relevant as well, but the aura was even more so. UnilkeEaatish
visitors to Ireland whose purpose was to invade, exploit resources, or possasd the |

through plantation, these visitors were tourists who sought the Sublime.

Representing Ireland: English Tourists in Search of the Sublime

During this period, several developments within Irish culture affected how the
country came across to the rest of the world. Early in Petrie’s caagtrns of tourism
among English travelers shifted in favor of Ireland as a destination. Beerituries

before as well, many writers obliged their Anglo readers (and potenti@lrgjsivith

¢ Daniel CorkeryThe Hidden IrelandDublin: Gill and Macmillan, 1967), 64—65.

®1 Harbison Ancient Irish Monument4,6—19; O’Brien and HarbisoAncient Ireland26. Stone circles
such as these in Ireland are thought to repregiestd rituals tied to specific times of the yesuch as
celebrations of the solstice, as well as sitesuoith



224

information on virtually every aspect of Irelaffdn Journeys in Ireland: Literary
Travellers, Rural Landscapes, Cultural Relatigh999), Martin Ryle observes: “Scenic
tourism in Ireland did not begin until the later eighteenth century, long afteotiméry’s
invasion and subjugation by Anglo-Norman and English arms. In the writing which ha
accompanied and rationalized sixteenth- and seventeenth-century conquest and
plantation, there had been an evident relationship between the forcible seizureodthe |
and its representation as a space to be posséSd@ylPetrie’s time, however, memoirs,
prints, and penny journals had become “tourist literatdree’ evolution of these
innovative media as channels to the publas a boon for artists such as Petrie, as his
work would be distributed to a far wider circle of viewers, as Alderman&bkiad
envisioned in the English print market.

Another paintingThe Eagle’s Nest at Killarnefg. 1831; fig. 5:5), documents
Petrie’s desire to render Sublime Irish views that illustrate retdgaations along
popular tourism routes. Thus, he demonstrates his awareness of the growing tourist
market and the myriad visitors who sought to find the Sublime within the beauty of
previously unheralded landscapes in the southwest of the country. In this senss, Petrie
motivation here differs somewhat from his earlier works; wihilke Aengus Fort,

Inismore, Aran Island€fig. 5:3), for example, also referred to the burgeoning tourist

%2 For a comprehensive analysis of the genre of Ehgtavel writing that covers Ireland, see John P.
Harrington, ed.The English Traveller in Ireland: Accounts of Irethand the Irish through Five Centuries
(Dublin: Wolfhound Press, 1991); Martin Ryllgurneys in Ireland: Literary Travellers, Rural
Landscapes, Cultural RelatiofBrookfield: Ashgate Publishing Company, 1999)] &atherine Turner,
British Travel Writing in Europe, 1750-1800: Autkhip, Gender, and National Identiiyondon:

Ashgate, 2002).

% Gerard Boatelrelands Naturall History. Being a True and Ampled@ription of its Situation . . . Hills .
.. Harbours . . . Metalls, Mineralls . . . Tempena . . .WhatDiseases It Is Free From, or Subject Unto
(London: John Wright, 1652); Giraldus Cambrensisd@-1223);The History and Topography of Ireland,
trans. John J. O’'Méara (Harmondsworth: Penguin2}®yle,Journeys in Irelandl3.
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market, it did so in the context of the history of the place. Petrie had in fact edoduc
several drawings ofhe Eagle’s Nest at Killarnegiready, one early on, in 1807, and
another that was engraved and includeRawerend G. N. Wright's Guides to Ireland
(1821-25; fig. 5:% which is rather more dry and topographic. With his painting,
however, he was released from the censorious and commercially motiwatesl of his
print publishers and enjoyed free reign over the choice of what and how to pastray hi
beloved Irish landscape. With delicacy, he renders an elegant and magsgtibat
depicts a contemporary tour boat carrying visitors to Killarney in search Suthlene.
This rendering of pencil and watercolor on paper captures the disparitieglushtie
breadth and depth of the view, the immensity of scale, and the seemingly endess vis
that provides the background for the glass-like surface of the Killarnegsfak

Unlike Pagan Sepulchral Monument on the Caugh Hid). 5:4), here, Petrie
pulls back from this vista and crops the composition in a more conventional manner,
lending an expansive perspective to the Killarney prospect. While faithéayding the
details that define this revered terrain (see, for example, the silhoudteernbuntain on
the left side; note also the delicacy with which he handles the trees, clouds, and
shimmering surface of the water), he simultaneously portrays the sdére sense of
enchantment that preserves the grandeur that is so integral to the impact ofithe.Subl

Beneath the mountains, a lake acts as a sotlksseto lead the eye to the
middleground and its signs of human life: the boat, some bystanders, and an additional
lone figure perched at the edge of the water. The scale of figures to sungsuretialls

Danby’s penchant for drawing viewers into his cataclysmic paintings, domgpbem,

% See BurkeA Philosophical Enquiry]117—20, on the visual and emotional effects okolisg magnitude
and magnificence.
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in a metaphorical and a psychological sense, to cross the threshold of the careas. H
Petrie has returned to the vastness of scope and scale 8eenAengus Fort, Inismore,
Aran Islandg(fig. 5:3). The viewer feels immersed in and surrounded by the theatrical
magnificence of the Killarney mountain range—we might imagine that it costioue
either side, much as it would in the all-encompassing panoramas and dioramas. For
Petrie, the Romantic motif of the individual versus the universal resdrexeswe are
made to feel small from within the painting, though we retain a virtually calest
perspective as we view it.

Killarney was, and continues to be today, a much-loved attraction for tourists.
Many nineteenth-century travelers to the Ring of Kerry supplementedripeiith a
boat ride on the lakes, where they encountered the panoramic views of precidif®us cli
commanding mountains and serene ldRa¥ith regard to the all encompassing view of
the mountain-ringed lakes, George Newenham Wright describes the sight with
enthusiasm: “The channels between them [the lakes] open to new and varied scenes,
which, combined with panoramic views of rocks, wood, and mountain, produce one of
the most awfully sublime pictures in natuf8.”

One popular feature of the Killarney Lake tour that contributed to the Sublimity
of the tourist experience was its booming aural accompanfthenan effort to increase
excitement for the tourists onboard, tour operators would arrange for resounding blasts

from a bugle or cannon that would reverberate repeatedly among the crags:

% SeeA Guide to Killarney and Glengaritbublin: William Curry, 1804) for many descriptisiof the
Sublimity of the tourist’'s experience in the Irishuntryside.

% George Newenham Wrighguide to the Lakes of Killarney: lllustrated by Eagings, after the Designs
of George Petrie, Es@London: Baldwin, Cradock, and Joy, 1822), 53.

%7 Burke,A Philosophical Enquiry123. Burke suggests that loudness and sound ealSblime
encounters.
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The Eagle’s Nest is the next important object in the passage. It idl jiha@e

hanging crag, near the summit of an almost perpendicular rock of a pyramidal
form, and twelve or thirteen hundred feet in height . . . it is from this sublime and
stupendous rock the sound is returned in so miraculous a manner, that it is
considered one of the most singular phenomena in existence. A small hillock on
the opposite side of the river, usually called the “Station for Audience,” is used as
the resting place of a paterara, which is carried in the boat from Kiltathney

gunner is placed on one side of the hillock, and the auditor on the other, and upon
the discharge of the piece, a roaring is heard in the bosom of the opposite
mountain, like a peal of thunder, or the discharge of a rain of artillery, and this
echo is multiplied a number of times, after which it gradually fades aikaythle

rolling of distant thunder . . . The sound of a musical instrument produces
reverberations of a quite different character from that of the musket tr sma
cannon. The only instrument that can be procured at Killarney is a bugle, which is
peculiarly appropriate for the production of echoes, and in 1821, one of the best
performers in Great Britain, Spalane, afforded the visigcstp Lough Lein an
opportunity of gratifying their curiosity by listening, amid the rude sses of the
mountains, to the most ecstatic tones, and the most dulcet harmony, apparently
produced by preternatural influente.

The popularity of the Killarney cacophony of echoes mirrored a trend that was
evident in other international tourist spots, such as the pursuit of excitement iraRtlinel
travel, as discussed in reference to O’Connor in chapter 4. O’Connor also adapted his
approach to landscapes in order to lure his viewers into his emotive, intimate, and
enigmatic Sublime paintings. And tourists evidently wanted to enter the expernot
just observe it from a far-removed spot. Henry Inglis, for example, described the
spectacle he encountered in Killarney:

| had the advantage of having, in my boat,Rhace of Killarney,buglemen, and

| had also a cannon of a larger caliber than the public boats carry; and, in the
course of our voyage, we often woke the echoes of the hills, and | never heard
echoes of greater perfection. There is, certainly, something bordering on the
sublime, in the oft-repeated echoes of the mountains, even when these are awoke,
not by the deep-mouthed thunder, but by the sonorous bugle. The hills seem,
alike, to call to each other; and, although it would have puzzled Burke to trace the
emotion of sublimity to terror, it may be traced to its truer origin—power; for—
when we hear the call repeated and answered, from mountain to mountain—
sometimes loud, and without interval, and then fainter and fainter—and, after a
solemn pause, again rising, as if from some far distant glen—our imagination

% Wright, A Guide to the Lakes of Killarngg4—46.



228

endues$ic] the mountains with life; and to their attributes of magnitude, and
silence, and solitude, we, for a moment, add the power of listening, and §%voice.

Writers on the Sublime advocated the multi-sensory experience as thenayres
to maximize the intensity of the encounter, and Inglis associates thieemiosublimity
with power (this was explored at length by Edmund Burke as {#éihe resounding
“voice” that appears to emanate from the mountains has in a way anthropomorphized
them but also hints at the divine; in the words of Longinus, the etfamsportus. This
sense of transport resonates with the idea of touristic travel, but it also dwekes t

spiritual search, or pilgrimage. Petrie’s paintings depict those sitesllas

Paintings of Pagan and “Holy” Wells: The Sublimity of Pilgrimage in the

Landscape

Petrie’s interest in documenting people in search of the Irish Sublime was not
limited to pleasure-seeking travelers. He also was drawn to the histmttaultural
rituals and places of pilgrimage. Pilgrimage in Ireland dates back tdtthedntury A.D.
Throughout Ireland, distinctive locations, often situated in groves of trees or nagssp
of water, lent themselves to such ritual or religious causes.

In Isle of the Saints: Monastic Settlement and Christian Community in Early
Ireland (1990), art historian Lisa Bitel analyzes monastic settlement patteougyhout
Ireland during the period 800-1200 A.D. and suggests that religious communities

appropriated pagan sites of worship both for their sacredness and for theirify;oxi

% Henry D. Inglis,Ireland in 1834: A Journey through Ireland durirfgetSpring, Summer, and Autumn of
1834 (London: Whittaker and Co., 1834), 228.
0 Burke, A Philosophical Enquiry107-8.
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often, to fresh water (which explains why so many pagan wells and Christmnfsite
worship were adjacent to bodies of water). Particular types of trees wameas$ociated
with these sites. In Gaelic, tiBali—often oak or hazel trees—were considered to be
particularly otherworldly and often marked sites where early spigtusécular
authorities would be crowneBili na cille, the “sacred tree of the church,” also marked
locations where it was possible to move from this world to anétfgre tradition of
visiting wells, or “well worship,” is very important to the Irish and is linkecdht® t
practice of pilgrimage. Petrie was interested in this theme and incorpadratedseveral
of his Sublime paintings, as if to draw attention to the continuity behind centuries of
pagan and Christian sites of worship.

Among contemporary historians, much has been made of the fact that the Irish
people converted to Christianity in the fifth century without any bloodshed. This was
presumably at least partly due to the adoption of preexisting pagan “dpsites such
as wells within the countrysidén fact, Christian missionaries made a practice of
appropriating pagan places of veneration linked to ceremonial holidays that celebrate
seasonal farming schedules. Thus a site within the landscape that drew pagasdevote
was frequently renamed after a Christian saint in the hopes of the continudidt-tresef
participation of the locals. The ritual patterns tied to what became Chridtigigse
within the landscape replicate the earlier pagan rituals.

In the painting entitle&t. Brigid’s Well(c. 1829; fig. 5:¥, Petrie abandons his
predilection for sweeping, wide-angled views in favor of a clear, foregroundedfiew

Christian pilgrims congregating at this remote and sacred grove. Ctuatexend a

n Bitel, Isle of the Saint44—45.
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standing stone pillar from centuries past, these pilgrims are depicted &@esthat

almost imitate the human figures beneath them. Like O’Connor, Friedrich, Ruestée
Rosa, Petrie balances his composition with anthropomorphized trees. One source of the
mystical appeal of the site is its curvilinear flowing spring. Inltlweer right corner,

Petrie places large earthenware jugs to indicate that the pilgriemslito take holy water
home from the well. Although the scene is tranquil, Petrie conveys a feeling of
continuous movement, of arrivals and departures across the woodland stream.

A painting such as this in fact represents a complicated gesture avptese At
a time when many people continued to encounter (and pass along) history orally, an
image had certain advantages over a text in its potential accommodatiortipfemul
narratives. Petrie seems well aware of these possibilities and providesraggaat
invites our engagement, even participation, regardless of our particulasusl{gr
patriotic) inclinations.

He was concerned that, over time, there had been an elision of meaning with
regard to these customs, as a result of the colonial inclination to disregandstory or
interpret it incorrectly. Within an Irish setting, then, Petrie evokes atsal’human
drive to the sacred using an international, innovative style: the Sublime. He sdbster
smallness of the otherwise all-too-common colonial narrative with the grss)drath
literal and figurative, of the landscape he depicts. His insistence ondharre¢ and
vitality of Irish culture contradicts the prevailing colonial perspeectwhich positioned
the Irish people as the “other”: “English perceptions of the Irish wegeliabased on
purely Romantic constructions of Otherness. Celtic cultural distinctisenas reflected

in the wildness and strangeness of an exotic, imaginative race, inhabitinggdntam
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landscapes of ‘horrible beauty,” a people very different from the praatchpragmatic
English.”? In a moving way this painting presents the authentic and potent history of
such sites and advocates for their preservation.

Writing in 1836, Philip Dixon Hardy discusses wells such as this within a grand
and international context:

It is impossible, indeed, for any traveler, to pass over any considerable portion of
the country, more especially in the south and west, without meeting with
numerous Holy Wells and other places of superstitious resort, celebratedaither
the cure of cattle, or the restoration to health of beings of the human race; and
having around them various emblems of superstitious reverence, such as rags and
ribbons hung on holy places, as memorials of the sacredness of the waters—as
offerings to the tutelary saint, who is supposed to preside over and impart to them
their healing virtue,—or as remembrancers to the Almighty in the day of
judgment . . . In reference to the idea thrown out in the preface, that the various
Stations and Holy Wells throughout Ireland are remnants of Heathen
superstitions, it is considered only necessary to allude to the fact, well known to
every classic reader, that the entire countries of ancient Greedalgnd |

abounded with trees and springs, consecrated to their imaginary deities, v&ho wer
supposed particularly to delight in groves and fountains of water; and who,
resorting thither to disport or enjoy themselves, rendered the locality sacred by
their presence; and that in these places such of the people wished to ensure their
favour or protection, used to hang garlands upon the trees, and leave offerings of
wine, milk and honey . . . [they] hoped to appease their Wfath.

Although Hardy stresses the “Heathen superstitions” of this practice, bikagisously
acknowledges its noble historical precedents in Greek and Italian culture antkthe
played by specific features of the landscape, those that, not coincidentally, mavide
Irish artists with so much of their material for the Sublithe.

In 1769, Irishman James Usher also discussed the correlation between pagan

beliefs in polytheism based in nature and the Sublime:

2 Duffy, “Writing Ireland,” 67.

3 Philip Dixon Hardy,The Holy Wells of Ireland, Containing an Authemizcount of Those Various
Places of Pilgrimage and Penance Which Are Stilhually Visited by Thousands of the Roman Catholic
Peasantry, with a Minute Description of the Patteamd Stations Periodically Held in Various Distsof
Ireland, 2nd ed. (Dublin: published by the author, 183@), 5

™ Joseph Addison also recognized the power of plabes comments on religious sites and the Sublime.
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When we have carried our views this far, it is easy to discover the springs of
polytheism. The imagination found the divine idea rising before it in a variety of
circumstances, and worshipped it under the several distinctions in which it
appeared. The Greeks, the fathers of thought and sublime knowledge, always
nicely observed the difference between the native powers of the mind over its
stock of sensible ideas, and the sublime influence to which it was passive. They
traced the latter through its various appearances, and never failed to atttibute it
divine power; sometimes to the Muses, sometimes to Apollo, to the Furies, to
Pan, to the Sylvan deities, and to the genius of the place; they never mistook the
supernatural presence, but only divided it out, according as the imagination
happened to be struck, and to the concomitant external ideas. It was not fear made
the gods, but God made his presence known by an awe that does not attend on
sensible objects. If man falls down to worship in the groves, it is because the
sacred impression he feels in solitude and obscurity makes him sensible of the
presence of invisible powér.

Traditionally, the pagan Irish would flock to such springs to pay homage to the
spirits in the hope of receiving good fortune or grace with regard to their livelimobd a
health. Writing in 1724, Henry Needler discusses rituals such as these witbontbet
of the Romans, who also believed that particular sites within the landscape vere bot
magical and were considered as ports to connecting with the Gods:
The superstitious among tR®mansmagin’d, that the Places in the Country,
which were more than commonly pleasant, such as the Openings of Woods and
the Flowery Margins of Fountains, were haunted by certain Rural ®é€ltnes
Fancy of theirs has often given me Occasion to reflect, at the Sightoplswes,
that tho’ there are indeed no Marks to be seen in them of the Presence of their
chimerical Divinities, yet that an attentive and considering mind may fimd the
many tokens and Signatures of the real Presence and operation of the tfie God.
Of particular interest in Needler's commentary is his identificationttiea
opportunity for engaging with “chimerical Divinities’ was not predicated qliex

markings of the locations as a site for reverence, although people would often leave

behind something that signified their own experience in this process. This peactice

S James Ushectlio: or, a Discourse on Taste Addressed to a Ydiardy,3rd ed. (London: T. Davies,
1769), 112.

" Henry Needler, “The Beauty of the Universe,Tine Works of Mr. Henry Needler: Consisting of
Original Poems, Translations, Essays, and Lettérd,ed. (London: J. Watts, 1735), 64.



233

belief system is reminiscent of Friedrich and his many German Romahé&agues and
followers who also sought spiritual inspiration within the landscape beyond the pre-
established confines of Christian iconography.

For the Irish, places of meaning such as that represen&dBmnigid’s Wellwere
considered to be magical. Over time, Christianity made inroads and usurped tBe name
associated with the more overt pagan rituals. However, customs from the pamstembnti
to resonate for the Irish, even if the names of the sites were changedrotadhe
Christian beliefs and ideology.

For centuries people believed that by visiting such places in nature, they could
connect with the world beyond, as if the sites themselves provided a channel wherein
they could beckon the spirit world, and experience spiritual transformation. Sudh belie
systems may be considered within the context of the Sublime with regard to several
perspectives. For, as discussed, it was necessary to enter the landscapeappreclate
the mystical Sublimity of an experience. The lure of the transformativerpahese
places implied the possibility of corporeal, spiritual, and metaphorical joufoeys
travelers. Ultimately, landscapes were considered as locations for Hileilpggsof
transcendence. And, as these practices became increasingly regegthaea wider
community, places of meaning such as these then became prominent destinations for
pilgrims throughout the Irish countryside.

For Petrie, these rituals within the Irish landscape were compelling im;p ma
levels. It was critical for him to illustrate, record, and reinsctilgelandscape with the

meaning of such practices that had been established over cefft\vigsout Petrie’s

" Many of the sites that Petrie painted are histdifidinked to documented Irish pilgrimage patterns
including Glendalough(1815),Glenmalure(1815),Dun Aengus Fort, Inishmore, Aran Islan@s 1827),
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efforts to visually represent such longstanding Irish rites, this symoletionship
between the Irish people, the land, and the quest for spiritual connection may have been

lost.

Reinscribing the Landscape with the Historic Sublime

Within this discussion, much attention has been paid to the connection between
the experience of the Sublime and the need for the observer to psychologidally a
physically engage with the landscape. As such | have discussed the impfotance
viewers to immerse themselves into the Sublimity of the experiencelittinez artists
to varying degrees. With Petrie, | have focused on the implied presence of theeobse
and participant in various compositions as a means of fully experiencing the Sublime
This was discussed with regardGtenmalure, County Wicklogig. 5:1), the difficulty
and challenge of the approach to experience the majeBiyroAengus Fort, Inismore,
Aran Islandg(fig. 5:3), and the surrender of the tourists to the cacophony of echoes in
The Eagle’s Nest at Killarnef§ig. 5:5). With regard to the final painting to be
consideredThe Last Circuit of the Pilgrims at Clonmacno(4842; fig. 5:8), we can
turn to Petrie’s own words to obtain insight into his feelings of reverence about
immersing himself within this historical and ecclesiastical sitenplortance within the

Irish landscape:

The Last Circuit of the Pilgrims at Clonmacno{se 1828) St. Brigid’'s Well(c. 1829),Gougane Barrgc.
1831),Pagan Sepulchral Monument on the Caugh Hill, a Maimin the Parish of Bannagher, County of
Londonderry—Twilightor The Stone Circle on Caan Hill, Derfg. 1839-40)The Last Circuit of the
Pilgrims of Clonmacnoise, Co. Offalg. 1842), and’he Skelliggc. 1834).
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It was not without a considerable feeling of romance that we approached this, the
most interesting spot that our island affords; nor without some emotion of awe
that we entered its lonely and sacred precincts. Once the chief seat ohdiety a
learning of thdnsula Sanctorunnow a place hardly known to the inhabitants of
Ireland, yet for ages held the most sacred and venerated; the lona of Ireland,
which her princes embellished, and containing the tombs of her noblest blood.
Journeying thither, we indulged our fancy in such pleasing anticipatiohatas t
we should find, among the ruins of those ancient temples, sufficient evidence that
Ireland was not ignorant of architectural art, as practised in Europe during the
early ages of Christianity; and that among the tombs we should discover
inscriptions which would show her ancient history was not, as is generally
believed, a fable. Those pleasing hopes were more than relized.
Like St. Brigid’s Well(fig. 5:7), this painting departs from Petrie’s more typical approach
to the Sublime landscape and illustrates a scene populated by numerouslyrédagjee
figures whose physical positions vary. Some kneel at the gravestones and tggh cros
while others proceed to the river with folded hands and bowed heads. With this view
Petrie manages to represent the concrete history of a place whileasieously
conveying the timelessness of the rituals that were once, and continue to beggracti
there.
Petrie’s eloquent description of Clonmacnoise reveals his deep feelingshabout t
spiritual, cultural, and historical significance of the tradition of pilgrienegirish
culture. He humbly disavows his own contribution to the preservation of these traditions
and seems content to have the paintings themselves represent his convictions. Cluai
Moccu Nos is located in the southwest of Ireland, on the banks of the River Shannon,
County Clare. The beauty of the site is ironic given the centuries of violegoeiaed

with it (such was also the case for the sit€afan Sepulchral Monument on the Caugh

Hill). Petrie’s depiction of it has a distinctly intimate feel, as he positihe viewer

8 Journal of George Petrie, quoted in Stokefe, and Labours27.
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within the physical and psychological space of the numerous pilgrims that veandeg
the monastic ruins.

The painting is dominated by the dilapidated remains of an ivy-covered, round
tower, a Celtic high cross, and the facade of a Romanesque church, all of whichanight
landmarks to the sailing vessels glimpsed in the distance. Petrie wratddrisbout
Clonmacnoise to the Royal Irish Art Union in 1842 (which is included at the beginning of
this chapter), just three years before the beginning of the Great Famine (1)346+bi3
time in Irish culture, sites of historic significance would not have been o&pyim
importance to the peasantry, who were struggling simply to survive. Y et Batnects
them directly to the spiritual and psychological health of Ireland itself:

There is not, perhaps, in Europe a spot where the feeling heart would find more

matter for melancholy reflection than among the ancient churches of

Clonmacnoise. Its ruined buildings call forth national associations and idegs. The

remind us of the arts and literature, the piety and humanity, which distinguished

their time, and are the work of a people, who, in a dark age, marched among the
foremost on the road to life and civilization, but who were unfortunately checked
and barbarized by those who were journeying in the same course and ought to
have cheered them dh.
Of particular note within this quotation is Petrie’'s acknowledgment of the tamu® of
national associations and ideas. Within this text and the corresponding paintiieg, Pet
succinctly clarifies his compelling mission. He aims to honor, cherish, and dottimae
significance of such ritualistic pilgrimages centered within thé laadscape. He
doesn’t resort to harsh, incendiary, or pejorative commentary with regard ¢onhos
have not yet respected Ireland’s past. Instead he employs his brush and pem,to entic

enthrall, and excite the reader and viewer about the myriad levels of meanicigtagso

with Clonmacnoise.

¥ Journal of George Petrie quoted in Stokéfg and Labours31-34.
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Calling forth nationalist associations and ideas, he does so with subtletyn't was
until later in the nineteenth- and early twentieth-centuries that moreraterhalistic
themes were typically illustrated in Irish painting. Petrie’s marsrot one of
confrontation, rather, he aims to attract by persuasion. Giving visual expréssears
of Irish history, one can only imagine the intensity of his hopes to bring theajlory
Ireland’s history to a wider public, and finally, to provide evidence of it beforesit wa
forgotten.

There is much in Petrie’s vivid response to his experience at Clonmacnoise that
indicates his attraction to the inherent, primal Sublimity of the setting.rlicydar, with
passion he recalls and explicates the meaning aflligaun, or death-cry, of the
pilgrims as part of their mourning ritual. While it would be difficult to ilhas¢ the
enactment of the death-cry, through his journals we can glean his own recognikien of
powerful impression this ritualistic practice had on him. Surrounded by the bedhbéy of
Irish landscape, we can only imagine the disturbing effect that the desaedapiercing
ulligaun cry would have on the sanctified site and its mourners.

It will be seen from the above outline that the scenery of Clonmacnoise is of a

character altogether lonely, sublime, and poetic. These qualities are rather

enhanced than abated by the appearance of the figures usually found here, and
which are so identified in character with the ruins, that they may be trdlyosai
belong to each other. These figures are of pilgrims who come hither from various
and frequently the most remote parts of Ireland, to court the favour or avert the
displeasure of God by a long and painful penance . . . Their attitudes too, and the
situations in which they are grouped, are often in the highest degree picturesque
and striking. Sometimes kneeling or prostrated round a grassy hollow—the ruins
of some holy shrine; at other times creeping on their bare knees to some place of
still higher sanctity; now arranged in silent prayer round the rude but gorgeously
sculptured stone cross, which they afterwards kiss with the utmost fervency of
devotion; and now, hurrying rapidly along to some more distant object of

worship. In all their movements there is an abstracted intensity aidebkt
carries the mind back to remote times, and a rapturous expression of devotion and
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holy love may occasionally be observed, which a philosophic observer might,
perhaps, envy or wish to participate in.

Few days however pass over, in which it does not, for a while, present a scene of
wild commotion, when the silent solitude is disturbed byuithgaun or death-

cry, raised as some peasant of the country is borne to the grave of his ancestors.
On those occasions the sorrowing kindred of those interred here, give full vent to
their excited feelings of grief and affection at sight of their graeswing
themselves on the grassy hillocks, which they kiss and press with melancholy
ardour, now praying fervently, and now making the most distressing lamentations
These noisy, temporary visitors are not less in character with the placb¢han t
silent pilgrims who usually haunt this desolate ruin. Both alike come for those
purposes that brought others here for more than a thousand years, with the same
customs and ceremonies, the same lamentations and death-cry, and the same
peculiar and intense feelings. Thereed, when thelligaun was raised, it was

for some person of the highest rank or glory, and among the pilgrims might be
seen the richly adorned figures of princes leaving their caps and sandals at the
church door, and, with staff in hand, performing the routine of penances now only
the duty of the peasafft.

Within this passage, in his own words, Petrie establishes once again hystabilit

capture the timeless nature of such practices within magical locatidmes loish
landscape. Portraying contemporary pilgrims, he uses the text to enhance our
appreciation for the myriad levels of meaning to this custom. With flair he mattaelges
poetic (by harkening back to the “princes leaving their caps and sandals latritie ¢
door,” at the same time as he reinforces the utter Sublimity of the forlorn andtiira
reenactment. This is Petrie at his best. He presents a Sublime landscape and

simultaneously imbues it with beauty, drama, majesty, and history.

8 Journal of George Petrie, quoted in Stokfe, and Labours31-32.
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Conclusion
Petrie reveals his interpretation of the value of the Sublime in his own histotings,
and it is essentially different from his countrymen. Danby’s catactysisias were
idealized and based on mythical and biblical texts, including formidable vietvs of
apocalypse. In addition, from the outset of his career, Danby was aware of the
metropolitan ambiance within the exhibition arena itself and worked hard to impsess hi
savvy London viewers.

O’Connor’'s Romantic Sublime was somewhat more complicated. His paintings
invite viewers to enter into and share the experience of his mystical and gnigmas
of Sublime vistas in Ireland and on the continent. The locations he chose to paint would
have become more fashionable by the early to mid-nineteenth century, and we can
assume that some travelers and viewers would have been familiar with theevddatv
does not appear that his methodology included a strategy to further promote tourism, or
to preserve the cultural meanings of his landscapes as subjects. Rathen, feisliongs
seem to motivate his landscapes. Certainly he needed to sell paintings and sought to
capture his viewers’ attention by appropriating various metropolitan infla¢odbat
end. But the impression he sought to share was his own—that of the Romantic exile, if
you will, but not the doomsayer or the historian.

For both Danby and O’Connor numerous metropolitan influences allowed them to
transcend the limitations of their early experience in Ireland. To vadgggees both of
them aspired to assimilate within the more commercial parameters ab’srailtural
circles. They sought to do so while (to varying degrees) retaining thisorz

connections to the complicated heritage of their provincial homeland.
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Danby’s struggle to do so was less obvious; for O’Connor, the challenge was
overt. However, the means with which they transformed their practical and tbedoret
approach to painting were specifically tied to the following factors. Byrgdweland
they gained exposure to advanced training and exhibition opportunities, which availed
them the benefit of exposure to Old Master paintings. In addition, they probradiie
increasing preponderance of reproductive prints that hastened and promulgated their
careers through new access to middle class art lovers. For O’Connor in garticul
London was the catalyst for his two continental trips. Upon his return his art was
transformed and imbued with the drama, emotion, and depth associated with German
Romanticism. Thus for both Danby and O’Connor, the metropolis was a critical venue
that propelled their artistic development forward.

Petrie also benefited from the aforementioned metropolitan influences; the
brilliance of his career is that he was able to do so while remainingamdkeln
comparison to his numerous Irish artistic colleagues, his ability to go beyond the
provincial typical genre and topographical landscapes is astounding. In additiceis Petr
motivations were far more ambitious and complex. By contrast, Petrie wantgqudb de
the continuity of Ireland’s cultural history, yet make it relevant to conteamgous
viewers as well. He sought to share his compelling vision of the unique importance o
place to Irish culture. Like Salvatore Rosa, whose own travels inspirpdusar
Sublime paintings, Petrie would illustrate places in Ireland that moved him drigétha

felt he must reclaim. In many ways, his travels to paint sites of histodispiritual
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meaning throughout the landscape mirror those Irish pilgrimages that dated Haek t
seventh century.

Thus Petrie’s motivations were multifaceted. There is a particular wencg
between his paintings of pilgrimage (both in the past and during his life) and how
pilgrimage was perceived in centuries gone by. Historians such as PdisoHdave
connected the concept of theregrinatiq those participants on a pilgrimage, or travelers
in search of spiritual sustenance and inspiration, with the practice of volunter$ leai
Petrie, sites in the landscape that were linked to prehistoric, pagan, and &htistia
exerted a magnetic pull upon him. His interest lay in mining the centurliasltohistory
beyond the historical and cultural timeline established by the Englisbhl&nethe
country’s artistic heritage and preserve it before it was liteaaity/figuratively lost.

Within the letter addressed to the Royal Irish Art Union that is quoted at the
beginning of the last chapter, Petrie identifies several key elethattsummarize his
efforts, motivations, inspirations, and success as a painter of the historigadeSimbl
Ireland. He emphasizes his desire to produce a history painting that tdssuene
topography; one that would have deeper and more significant resonance and ifioeaning
the Irish people, at that time, and, he hoped, in the future. He acknowledges his desire to
illustrate and record the relationship between the Irish people, their land, amdeseoit
their troubled history. Yes it was contested, but the history he chose to paint mgs the
With a nod towards modernity, he even expresses his desire that the paintingalsedengr

for a reproductive print, so that it could be seen and resonate with, a wider addience.

! Kathleen Hughes, “The Changing Theory and Practidgsh Pilgrimage,Journal of Ecclesiastical
History 2 (1960): 143-51; Daphne D. C. Pochin Mouiish Pilgrimage(New York: Devin-Adare, 1955).
2 Harbison Pilgrimage in Ireland passim.

® There is no record of an engraving having beenenadidhispainting.
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Perhaps then, later journeyers and wanderers such as Danby, O’Connor, and
Petriecan be consideredithin the century’s old tradition of searching for inspiration
within the landscape. Their Sublime paintings reflect their quest to expore t
relationship between divinity and the landscape that they encountered or enagine
their travels. For Petrie especially, | would further argue that sama sense, on his
own pilgrimage. His quest was to document, illustrate, and reinscribenteosi
historical relationship between mans’ search for transcendence and engagéme
divinity within the Irish landscape, lest it be lost.

Throughout this discussion | have considered the work of Francis Danby, James
Arthur O’Connor, and George Petrie within a metropolitan versus provincial context,
incorporating as well the international influences upon their paintings. This approa
differs from much of the prevailing scholarship on Irish artists, which tends to be
monographic and often considers Irish artists only in the shadow of their English
colleagues.

Numerous contributing factors created a cultural climate in Irelandatited to
offer the necessary support, education, and patronage for strugglingtsitigf$o make
a name for themselves. In addition, the political, social, and economic environment there
ensured both tension and competitiveness between the Irish people and their English
neighbors. As a result of the Act of Union, the structure of support for the artsathat w
place in the eighteenth century fell apart as aristocratic patrons tiedpartiaenent
immediately moved to London. With far fewer patrons, no state or governmental support,
and poor educational and exhibition opportunities, exile for Irish artists must have

seemed very attractive, whatever the cost.
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For those artists who did leave, the grass was not always greenerh Eniggis
and cultural figures were working equally hard to raise the reputation of thistEng|
school to the level of other European artistic milieus. Thus, throughout my discussion
here, | have been careful to point out the fluidity of the terms metropolitan and
provincial: while England offered Irish artists more support than they had at home
breaking into those competitive London art circles required fresh stratiégits based
upon the realization that a new inferiority complex awaited there as we#slin fact
important for Irish artists to distinguish themselves among their Englisk agevell as
their myriad international colleagues by appropriating formal and thedretica
methodologies that would propel them, and their reputations, forward into the sought-
after exhibition rooms of the Royal Academy and the British Institution.

While numerous Irish artists had long enjoyed success in London, and in fact
were regular contributors to the Royal Academy, there were residuesissen in
Danby’s, Petrie’s, and O’Connor’s time that prevented them from fully dasimgiinto
London’s cultural scene. Many of their peers had difficulty reconciheg topes for
financial and professional success with their ambivalence about leaving hdme a
choosing to seek success within England’s cultural environs. Due to the limited amount
of documentation that deals with this period, and the fact that many writerssedcus
Irish artists in London as “English” artists, it is an engaging challemgesce together
the situation that confronted Irish artists who tried to assimilate intiooih@on art
world.

Though England faced its own share of obstacles to acknowledged artistic

legitimacy, the concerted intervention of key individuals such as Sir Joshnal&gy
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Alderman John Boydell, and John Julius Angerstein resulted in the improvement of
English school. Gradually the infrastructures developed that were ngcessasing the
level of the cultural support in London, including the establishment of the Royal
Academy of Art, the seismic changes in the international reproductivienparket, and
the nascent availability of Old Master paintings from the continent for &n@ind Irish)
artists to study. Ultimately, as well, artists and their influestigdporters would
recognize, to the great benefit of the English school overall, that they muleigeri
history painting as a way of competing with their continental peers.

Many Irish artists already sought to transcend their topographical nofatsar of
more modern means of transcribing landscape views. As a result, they rose to the
occasion of these uniquely metropolitan influences by exploring a new type ainfom
painting, which in turn lent itself to the fashion for ever larger, more spectaadlar a
emotive paintings that resonated with the international attraction to the Sublime.
addition, there were new possibilities associated with the burgeoning market for
reproductive prints within international art markets, thanks in part to Béy@ekn
understanding of the relevance of history painting to the new demographics of the
middle-class art lovers and buyers, to say nothing of the broader internationatasadie

Finally, Old Master paintings became available through the dispersal of Earopea
collections to private collectors such as John Julius Angerstein. Having axcesh
paintings for study was essential for young artists who wanted to advanceatieeir by
expanding their formal and theoretical strategies within the metropolistsfstich as
Danby, O’Connor, and Petrie had the opportunity to ground their work within these

powerful traditions while forging ahead with new advances, many of them inoeradsy
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inspired. For them, the most viable means of transcending their provincial roots was the
individualized adaptation of the Sublime, an approach to formal and theoretical
expression that was fashionable within the parameters of international RosmantAt

all times, however, their provincial roots continued to inform their work, their lives, a
their world view as they matured and set about establishing their individual repsitat

both successfully and less so.

Throughout their lives, the friendships among Danby, Petrie, and O’Connor
sustained them as they traveled (or did not, in Petrie’s case) back and forth fiamdEng
to Ireland, and abroad, in an effort to make their way in the worlthénWanderer in
Nineteenth-Century German Literatu#endrew Cusackuggests that friendships,
communal leave-takings, and an ongoing sense of separation from friends anctdemela
profoundly shaped those journeyers who felt compelled to search for new opportunities
elsewhere, and were willing to pay the cost of doin so.

These Irish artists’ distinguished appropriation of three unique versions of the
Sublime allowed them to transcend their earlier training and expand theit forcha
theoretical practice. Without the modern and innovative influences that they found on
their travels, it is likely that they too would have remained artists whosedale
capabilities, and creativity would remain underappreciated. Insteadntsy art that
would prove to be crucial to the incarnation of the Irish Sublime, a personal artistic

response to, and engagement with, divinity within the natural world.

* Andrew CusackThe Wanderer in Nineteenth-Century German Litegatimtellectual History and
Cultural Criticism (Rochester: Camden House, 2008), passim.
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