Introduction

Marianne North was one of the most prominent botanical painters and plant hunters of
the nineteenth century as well as a pioneering global traveler. However, despite
1RUWK¶V recognised importance as a botanical painter, plant hunter and traveler,
relatively little of any critical/analytical substance has been written about her life and
work from an art-historical or, indeed, scientific perspective. 1RUWK¶VSDLQWLQJVZHUH
greatly admired during her own lifetime by eminent scientists such as Charles Darwin
and Sir Joseph Hooker. Hooker, who was director of Kew Gardens at the opening of
the gDOOHU\ EXLOW WR KRXVH D FRPSUHKHQVLYH FROOHFWLRQ RI 1RUWK¶V ZRUN WKHUH LQ the
early 1880s, considered 1RUWK¶VSDintings to be extremely important to the botanical
FRPPXQLW\ +H ZURWH LQ WKH SUHIDFH WR WKH 1RUWK *DOOHU\¶V FDWDORJXH WKDW LW LV µQRW
possible to overrDWH >WKH 1RUWK *DOOHU\¶V@ LQWHUHVW DQG LQVWUXFWLYHQHVV LQ FRQQHFWLRQ
with the contents of the gardens, plant-KRXVHVDQGPXVHXPVDW.HZ¶>+Hmsley North
Gallery Catalogue 1886: Preface].1 1RUWK¶V ZRUN DV D ERWDQLFDO SDLQWHU ZDV also
championed during her lifetime by a number of fellow artists. One of these was the
Australian botanical painter Ellis Rowan, whose work was LQ WKH YLHZ RI 5RZDQ¶V
ELRJUDSKHU3DWULFLD )XOOHUWRQLQIOXHQFHGVWURQJO\E\1RUWK¶VRZQZRUNLQJ PHWKRGV
Furthermore, North was given personal encouragement by the painter Frederic Edwin
Church of the Hudson River School, who QRW RQO\ WRRN DQ DYLG LQWHUHVW LQ 1RUWK¶V
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Hooker could easily have taken a different position in relation to the North Gallery. At the time of the
1RUWK *DOOHU\¶V RSHQLQJ LQ  +RRNHU KDG GHFLGHG WR SURGXFH KLV VHFRQG DGGLWLRQ RI 6WHXGHO¶V
Nomenclator Botanicus (1840), which, he believed, required drastic revision [Desmond 1998: p.262].
These revisions would have been highly time-consuming. Hooker also had other responsibilities as
.HZ¶VDUFKLYHZDVcontinuing to grow. Among other things, Hooker faced the task of having to detail
WKHFRQWHQWVRIWKH,QGLDPXVHXP¶VHWKQRERWDQLFDOPDWHULDODQGRYHUIORZHUGUDZLQJVE\,ndian
artists [Desmond 1998: p.260]. The North Gallery with its multiple references to flora and wood and
numerous unnamed species to be catalogued, presented a great deal of additional work for Hooker and
his team of botanists.
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paintings, but also shared with her his extensive knowledge of the North American
landscape.
In contrast, towards the end of the nineteenth century and throughout much of
the twentieth century 1RUWK¶V ZRUN ZDV often described in distinctly mixed if not
negative terms. :% +HPVOH\ D IULHQG DQG FROOHDJXH RI 1RUWK¶V DW .HZ *DUGHQV
wrote in vol. 28 of The Journal of Botany LQ WKDW µher painting was a natural
gift¶. At the same time, Hemsley made it clear that he did not think of North as a
ERWDQLVW DV µVKH QHYHU DWWHPSWHG WR PDVWHU WKH WHFKQLFDOLWLHV RI V\VWHPDWLF ERWDQ\¶
[Sheffield 2001: p.85]. According to Wilfred Blunt and William T. Stearn writing in
1950 in The Art of Botanical Illustration, 1RUWK¶VFRQWULEXWLRQZDVQRWDEOHbecause of
her discoveries and portrayal of species new to science. However, in Blunt and
Stearn¶VYLHZ, the TXDOLW\RI1RUWK¶VSDLQWLQJVDVZHOODVWKHPDQQHURIWKHLU display
within the North Gallery was, from an artistic point of view, µdispleasing¶ [Blunt and
Stearn 2000: p.277]. These sentiments were repeated by Blunt in his book In for a

Penny, ZKHUH1RUWK¶s work is described DVµXQDWWUDFWLYH¶>%OXQW 1978: p.185]. Writing
in 1980 in his book A Vision of Eden, Anthony Huxley echoed %OXQW¶V lukewarm
opinion by asserting that many of the SODQWV GHSLFWHG E\ 1RUWK ZHUH µEDUHO\ NQRZQ
ERWDQLFDOO\ RU KRUWLFXOWXUDOO\ ZKHQ 1RUWK SDLQWHG WKHP¶ EXW WKDW WKH TXDOLW\ RI
1RUWK¶VSDLQWLQJZDVRSHQWRTXHVWLRQDV LW KDG VKRZQ µOLWWOHFKDQJHWKURXJKRXWKHU
SHULRGRIWUDYHO¶
Writers did not begin to show any significant art-historical interest in North¶V
work until the late 1980s. In 1989, Dea Birkett gave an account of 1RUWK¶V work in
her book Spinsters Abroad, which describes the activities of a number of nineteenthcentury itinerant women artists. Birkett also wrote positively about North¶V ZRUN in
relation to that of twentieth-century female artists in an article for The New York
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Times in 1992. 1RUWK¶V SDLQWLQJV ZHUH DFNQRZOHGJHG subsequently in chapter
IRXUWHHQ RI /LRQHO /DPERXUQH¶V Victorian Painters in 1999, but only in passing as
part of a consideration of the wider contribution of women to the development of
Victorian painting. In 2005, Lambourne also made a brief reference to North in his
book Japonisme. +RZHYHU /DPERXUQH¶V reference to North, which concentrates on
her travels in Japan, lacks any detailed consideration of 1RUWK¶V paintings in relation
to the wider context of their making and showing during the nineteenth century.
Within all of these texts there is little or no analysis of 1RUWK¶VZRUNIURPWKHSRLQWRI
view of visual art practice.
Writers coming at North from a botanical rather than an art-historical
perspective since the late 1980s LQFOXGH /DXUD 3RQVRQE\ SUHYLRXVO\ RI .HZ¶s
Education Centre), whose book Marianne North at Kew Gardens was published in
1990 WR FRLQFLGH ZLWK WKH FHQWHQDU\ RI 1RUWK¶V GHDWK. This book, which was
republished by Kew Gardens in 2000, presents a conscientious biographical account
RI 1RUWK¶V OLIH DQG ZRUN based largely RQ UHDGLQJV RI 1RUWK¶V GLDULHV. 3RQVRQE\¶V
book is one of three that draw heavily on 1RUWK¶VGLDULHV. The others are A Vision of

Eden by Huxley DQG 6XVDQ 0RUJDQ¶V Recollections of a Happy Life Being the
Autobiography of Marianne North, a reflective feminist reading of 1RUWK¶V diaries
published in 1993.
Judith McKay in Ellis Rowan: a Flower Hunter in Queensland (1990) and
Patricia Fullerton in The Flower Hunter Ellis Rowan (2002) also DVVHVV1RUWK¶VZRUN
from a botanical point of view, but only as part of writings about the botanical
paintings of Rowan, the Australian flower hunter and friend of North. Ray Desmond,
the one-time Senior Librarian at Kew Gardens, makes passing reference to North
within his revised history of Kew Gardens first published in 1995. Desmond considers
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that there are direct similarities between North¶V ZRUN and that of the twentiethcentury botanical illustrator Margaret Mee (1909-1988) [Desmond 1998: Plate 24, no
page number given]. In 2007, Mee and North were exhibited in separate rooms at the
Mona Bismarck Foundation in Paris. In the exhibition catalogue, Exploratrices

Intrépides, their ZRUN LV GHVFULEHG DV µGLVSDUDWH¶. However, there is also an
acknowledgement of connecting themes including µFRQVHUYDWLRQ GLVFRYHU\ DQG D
driving need tRUHFRUGREVHUYDWLRQV¶>6WLII2007: p.1].
The lack of art-historical attention to North during much of the twentieth
century is almost certainly due to the ascendancy of Modernist art and its related
theories at the end of the nineteenth century. Formalist aesthetics associated with
European and North American modernism involved an explicit rejection of Victorian
stylistic eclecticism. During the 1980s, postmodernism ushered in a shift in aesthetic
sensibilities that sparked renewed interest in the significDQFH RI 1RUWK¶V ZRUN IURP
distinctly non-formalist post-colonialist and feminist perspectives. The contemporary
vision of a postmodernist history is associated strongly with the figure of the
subaltern, and therefore with the domination and displacement of the other as a
female and/or post-colonial subject. Society and culture under colonialism are salient
features RI 1RUWK¶V ZULWLQJV DQG SDLQWLQJV %HFDXVH RI KHU SULYLOHGJHG VRFLDO VWDWXV
North received numerous letters of introduction that not only gave her safe passage
around the world but also hospitality in far-flung outposts of empire. North was, for
example, a guest in the house of arch-colonialists Charles and Margaret Brookes, who
were the Raj and Rani of Sarawak (now Malaysia/Singapore). North stated in her
diaries that she much preferred to be involved with local life than that of colonialist
society. 1RUWK¶VGLDULHVLQFOXGH numerous recollections of indigenous peoples she met
on her travels, some of which are nakedly prejudicial and some of which are
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sympathetic. In some of her paintings North depicted the effects of industrialisation
on colonised spaces and in her diaries she registered the impact on local plant life of
importations of non-indigenous plants by European scientists such as Dr. Lund in
Brazil,WLVWKHUHIRUHSRVVLEOHWRSODFH1RUWK¶VZULWLQJVDQGSDLQWLQJVconvincingly in
relation to a wider history of nineteenth-century colonialist/imperialist domination.
%DUEDUD7*DWHV¶ERRN Kindred Nature (1989), Marion Tingling¶V Women into

the Unknown (1989) and Susan Morgan¶V Place Matters (1993) all include chapters
on North from a post-colonialist view point IRFXVLQJ ODUJHO\ RQ 1RUWK¶V SXEOLVKHG
travel writings rather than on her paintings. Other writers have taken a more genderbDVHGIHPLQLVWDSSURDFKWRZDUGVWKHDQDO\VLVRI 1RUWK¶VZRUk; for example, Monica
$QGHUVRQ¶V/LPLQD$0RQXPHQWDO$XWRELRJUDSK\0DULDQQH1RUWK¶V*DOOHU\DW.HZ

Gardens, 2003, which focuses on the construction of the North gallery at Kew but
which does not do so in any great analytical depth. Pat Hirsch also mentions North
briefly in a chapter of a biography on Barbara Bodichon, the radical early feminist,
professional artist, traveler, and friend of North, which was published in 1998. Other
instances of gender-based/feminist writing on North can be found on web sites.
&RQVLGHU IRU H[DPSOH +HOHQD :RMWF]DN¶V FRQWULEXWLRQ WR The Victorian Web, 2005
which indicates that North did not write at length about the indigenous people she
came across during her travels.
$QRWKHUZULWHUZKRDGRSWVD IHPLQLVWSHUVSHFWLYHRQ1RUWK¶VZRUN LV6X]DQQH
Le-0D\ 6KHIILHOG 6KHIILHOG¶V ERRN Revealing Worlds: Three Victorian Women

Naturalists of 2001 is the only published work so far that not only presents a
substantial critical analysis of NRUWK¶V SRVLWLRQ DV D QLQHWHHQWK-century woman
traveler and painterEXWWKDWDOVRDOOXGHVGLUHFWO\WR1RUWK¶VPDUU\LQJRIVFLHQFHDQG
art through her paintings. Indeed, Sheffield identifies the key conceptual starting point
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IRUWKLVSUHVHQWWKHVLVZKLFKLVWKDW1RUWK¶VSDLQWLQJVFDQEHXQGHUVWRRGWRoccupy an
uncertain position as contributions to both art and science.
1RUWK¶V SODFH as a contributor to nineteenth-century science is widely
recognised. Her artwork nevertheless remains problematic to both botanists and art
KLVWRULDQV1RUWK¶VZRUNKDVEHHQFRQVLJQHGWRDYLVXDOOLPERZLWKQRFOHDUVHQVHRI
containment within any particular genre or canon. Botanical writers, such as Huxley,
writing in A Vision of Eden, and Blunt, writing in In for a Penny, have condemned
1RUWK¶VSDLQWLQJVDV unsufficiently scientific records while upholding her importance
as a plant hunter. Furthermore, North has not achieved widespread acceptance as an
artist either institutionally or as part of art-historical narratives. Sheffield, hints at this
uncertainty by stating that North has been referred to as a flower painter, a botanical
illustrator and a botanist while concluding that she can best be described as a
botanical artist [Sheffield 2001: p.7].
Despite Sheffield¶V description of 1RUWK¶VZRUNDVDPDUULDJHRIDUWDQGVFLHQFH
KHUZULWLQJGRHVQRWRIIHUDQ\FORVHFULWLFDODQDO\VLVRI1RUWK¶VZRUNLQJSUDFWLFHVDVD
painter, nor of her paintings from a specifically visual analytical standpoint. Instead,
6KHIILHOG¶Vwriting is largely informed by historiographic trends relating to the history
of science and gender [Sheffield 2001: p.5] that take her rather more towards the
reading of literary texts than a close consideration of visual working practices and
techniques of visual display. Consequently, while Sheffield makes reference to
differences between scientific and botanical drawing practices, she does not
substantiate her position through careful readings of actual paintings by North. What
is more, Sheffield says very little of any substance about the North gallery as an
actual site of public display, preferring to discuss the gallery only in broad conceptual
terms. Sheffield does make reference to the relationship between NortK¶V ZRUN DQG
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photography. However, Sheffield again falls short of any close reading of actual
visual texts, asserting without any substantial justification that photography played
OLWWOH RU QR SDUW LQ WKH PDNLQJ RI 1RUWK¶V SDLQWLQJV 6KHIILHOG¶V YLHZ RI 1Rrth as a
contributor to both art and science can therefore be seen as somewhat underwrought
from the point of view of visual art practice. This thesis will attempt to show through
DFORVHDQDO\VLVRI1RUWK¶VSDLQWLQJV from the point of view of visual art practice and
of the North gallery as a site of public visual GLVSOD\ WKDW ZKLOH 1RUWK¶V ZRUN GRHV
straddle the fields of art and science it is in practice an assured contributor to neither
and, as such, a deconstructive supplement to both.
This reassessment RI1RUWK¶VSDLQWLQJVFRPHVIURPWKHSRVLWLRQRI a researcher
who is also a practicing artist and a trained botanical illustrator. From this position it
is possible to highlight with practical insight 1RUWK¶VFRPELQHGDSSOLFDWLRQRIhigh art
practice, botanical illustration techniques and, as it will be argued, composite
approaches to image making based on the use of photographic materials. This
combination of approaches marks North out as a problematic figure whose work sits
uneasily in relation to the established scientific and artistic conventions of the
nineteenth century.
1RUWK¶V ZRUN is problematic because it did and still does not conform to the
established conventions of botanical painting. Ultimately, North did not, or could not
produce botanical paintings with the empirical exactness required by the nineteenthcentury scientific community. Instead, she produced works with the semblance of
botanical exactitude that also drew upon the conventions of nineteenth-century high
art practice. What is more, it will be argued here that she also drew upon a prevailing
nineteenth-century tendency towards combinatory uses of visual materials, including
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photographic sources that presages the use of collage-montage as part of fine art
practice during the twentieth century.
Drawing is not a singular practice. It is a means that has been developed and
redeveloped for numerous purposes including high art and empirical modes of
representation. Drawing is not simply the application of a pencil to paper. It is also
implicated in the acts of painting, sculpture and design. Differences in drawing style
relate to differing lineages of thought and practice. An understanding of these lineages
is crucial to the reading of applied drawing languages.
1RUWK¶VSDLQWLQJVSUHVHQWYLHZHUVZLWKcontrasting approaches to drawing. The
separation of these approaches is necessary if we are to read her paintings with any
degree of insight. Artists read pictures differently. The artist, instead of reading words
on a page, reads marks as well as compositional techniques and representational
systems concerned with space, colour, textural juxtaposition and tonal contrast. The
combination of these elements can be understood to make up a particular visual
language. Botanical illustration and painting involve a topological approach towards
representation, whereby depicted form and space are flattened out so that botanists
can read visual information quickly and clearly. 1RUWK¶V ZRUN ZKLFK GHSOR\V
elements of visual representation common to high art practice of the nineteenth
century, does not confirm exactly to this expectation.
This dissertation will draw attention WR 1RUWK¶V FRPELQHG use of differing
scientific and artistic systems of representation through an assessment of the
influences on her work as well as close formal analysis of the paintings themselves.
1RUWK¶V OLIH DQG work will also be analysed in relation to twentieth and twenty-first
century attitudes to visual representation including the use of collage-montage as a
key technique of modernist and postmodernist high art. This comparative analysis is
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intended as a PHDQV RI WKURZLQJ QHZ OLJKW RQ WKH VLJQLILFDQFH RI 1RUWK¶V ZRUN
drawing out aspects of her practice overlooked or unacknowledged at the time of its
making and since. This analytical approach draws on the work of the French
philosopher, Jacques Derrida (1930-2004), whose writing characteristically seeks to
recontextualise and remotivate established textual significance through a registering
of the continuing interactive relationship between the traces of past, present and future
meaning [Derrida 1982: pp.9-13].2 In art-historical terms artworks are often analysed
solely in relation to the immediate contexts of their making and initial display.
However, this does not take into account the possibility, as Derrida makes clear, of
latent supplementary meanings brought to the fore by subsequent events. With this in
PLQG1RUWK¶VZRUNZLOOEHLQWHUSUHWHGQRWRQO\LQUHODWLRQWRWKHLPPHGLDWHFRQGLWLons
of its making and display, but also subsequent artworks and the particular conditions
of their making and display as part of an extended historical trace-structure.
North not only utilised differing approaches to representation conventionally
associated with botanical painting and high art practice, there is evidence that she also
made use of composite compositions influenced by illustration and possibly
photography. North, was at one time a guest of Julia Margaret Cameron, at her home
in Ceylon [Sri Lanka] and may have used photographic mDWHULDOIRXQGDW&DPHURQ¶V
home WRSURGXFHSDLQWLQJV1RUWK¶VODQGVFDSHSDLQWLQJVGRQRW correspond exactly to
actual landscapes surrounding the Cameron house. This dissertation will examine the
possibility that North used photographic material as a starting point for her paintings,
2

According to Derrida, linguistic signification is made possible by a persistent movement of differing
between signs, which he refers to as Différance . Derrida also argues that in relation to the workings of
Différance linguistic meaning is constantly open to recontextualisation and remotivation in the face of
changing circumstances of time and place. If we accept this view it therefore follows that texts are
subject to shifting historical perspectives that render their significance open to the possibility of
persistent change. [Derrida 1982: pp. 1-27].
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especially in light of the North letters, which indicate that she did indeed employ
other forms of visual material to finish her paintings.
1RUWK¶V topographical works most definitely combine stylistic and technical
influences taken from the work of other nineteenth-century artists and illustrators,
including Edward Lear and Thomas Baines. These influences in turn reveal
connections to earlier historical topographical and botanical works, such as those used
to illustrate the work of the botanists Carl Friedrich Philipp von Martius and Dr.
Robert Thornton. Many of the topographical works that influenced North¶Vpaintings
employed high art stylisations that can be linked to the work of painters such as
Frederic Edwin Church of The Hudson River School and William Holman Hunt of
the Pre-Raphaelite Brotherhood. North was closely acquainted with many of the
artists who influenced her. She was friends with both Lear and Church and wrote of
her admiration for paintings made by William Henry Hunt and William Holman Hunt.
1RUWK¶VSDLQWLQJVcan also be interpreted in relation to numerous historical influences
that include Dutch cornucopia and still life paintings of the seventeenth century.
Influences on 1RUWK¶V ZRUN during her own life time would almost certainly
have come not only from botanical illustration and high art but also popular forms of
visual presentation, such as the cutting and pasting of images in scrapbooks and the
overlaying of visual advertising in urban settings. Consider here, for example, John
3DUU\¶V SDLQWLQJ London Street Scene (c.1837) [F igure 1], which depicts an urban
setting with a wall covered in typographic billboards and advertising illustrations.
Some of the posters have been torn, revealing a chaotic jumble of visual information
strongly reminiscent of the use of collage-montage as part of postmodernist artistic
practice during the twentieth and twenty-first centuries.
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Fredric Jameson has argued that postmodernism of the late twentieth century
involves an active deconstruction of all spatial and temporal certainties; not only in
terms of the authority of signified meanings, but also any attempt to define history as
a sequence of distinct periods [Jameson 1991]. Charles Jenks, an authority on
postmodern architecture and art, has traced the beginnings of postmodernism to the
nineteenth century. ,Q -HQFNV YLHZ µRQH RI WKH JUHDW VWUHQJWKV RI WKH ZRUG
[postmodernism] and the concept, and why it will be around for another hundred
years, is that it is carefully suggestive about our having gone beyond the world-view
of modernism [Appignanesi and Garrett 1998: p.3]. In their book Introducing

Postmodernism, Richard Appignanesi and Chris Garratt cite Jenks as having pointed
out that the earliest recorded use of the term µpostmodernism¶ was by the British artist
John Watkins Chapman in 1870 and that the term was subsequently used in 1917 by
the German author] Rudolph Pannwitz (1881-1969) [Appignanesi and Garrett 1998:
p.3].
The mélange of styles that were brought together as part of the construction of
the North gallery is in many ways similar to the historical cosmopolitan and stylistic
eclecticism we now associate with twentieth-century postmodernism. The Marianne
North GDOOHU\DQG0DULDQQH1RUWK¶VSDLQWLQJVFDQWKHUHIRUHEHGLVFXVVHGLQWKHOLJKW
of Jencks¶ observations as part of an emerging if not wholly manifest tendency away
from the progressive rationalism conventionally associated with twentieth-century
modernism; even if that tendency might be best described in relation to its immediate
historical context as a manifestation of µpostmodernism¶ avant la lettre. While the
Victorians were by no means self-conscious deconstructors, much of what they did
could nevertheless be allied to postmodernist practice. Our own historical view of
Victorian modernity is informed strongly by the intervention of high modernism
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during the twentieth century, which explicitly rejected the stylistic pluralism of the
nineteenth century in favour of a supposedly international formalist abstraction. At
the same time, modernism acknowledged the pioneering technical developments of
the Victorian era that strongly informed much of the progressive art and architecture
of the twentieth century.
7KH &U\VWDO 3DODFH RI  DW WKH /RQGRQ :RUOG¶V )DLU ZDV D PRGHUQ
prefabricated construction. 3 Its designer, Joseph Paxton (1803-1865)4 used a largescale metal frame construction as part of the building of the Crystal Palace. In March
1852, after taking photographs of the Crystal Palace [See figu re 2] , Benjamin
Bracknell Turner (1815- GHVFULEHGWKHEXLOGLQJDVWKHµPRVWPRGHUQDQGWRSLFDO
VXEMHFW¶ RI LWV GD\ >%DUQHV  S@ 7XUQHU¶V SKRWRJUDSKV RI WKH &U\stal Palace
ZHUH WDNHQ µZKHQ WKH ODVWRI WKH VL[ PLOOLRQ YLVLWRUV KDG GHSDUWHG DQG QHDUO\ DOO WKH
WKRXVDQGVRIH[KLELWVKDGEHHQUHPRYHG¶DQGEHIRUHWKHEXLOGLQJKDGEHHQGLVPDQWOHG
WR EH UHEXLOW DW 6\GHQKDP 7XUQHU¶V SKRWRJUDSKV UHFRUGHG 3D[WRQ¶V UHYROXWLonary
design in iron and glass without any intervening contents, thereby revealing its
µEULOOLDQW WHQVLOH JHRPHWU\¶ >%DUQHV  S@ $ QHZ DQG WR VRPH H[WHQW
misleading, vision of a modern open space flooded with light had been coined for
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The idea for the Great Exhibition of 1851 emerged from discussions between Henry Cole of The
Royal Society of Arts and the Prince Consort, Prince Albert [Picard 2005: p.270]. A royal commission
was appointed in January 1850 under the presidency of Albert ZLWK RWKHU PHPEHUV µFDUHIXOO\ GUDZQ
IURPHYHU\DVSHFWRI%ULWLVKOLIHH[FHSW>«@WKHZRUNLQJFODVV¶>3LFDUGS@7KHHxhibition
was designed to show exhibitVIURPDOORYHUWKHZRUOGDQGWRVKRZµDOOWKDWZDVEHVWLQUDZPDWHULDOV
industriDOGHVLJQDQGQHZLQYHQWLRQV¶DOORIZKLFKLWZDVKRSHGZRXOGOHDGWRQHZµLPSURYHPHQWVLQ
SXEOLFWDVWHDQGLQWHFKQLFDOHGXFDWLRQ¶>3LFDUGS@
4
Joseph Paxton, the designer of The Crystal Palace of 1851, had previously been head gardener at
&KDWVZRUWK+RXVHDQGKDGEXLOWWKH'XNHRI'HYRQVKLUH¶VJODVVKRXVHEHWZHHQDQG3D[WRQ
was also commissioned to build a new hot house in Hackney, London to house a private collection of
orchid plants and palms. Paxton used laminated wood and curved glass in his designs, just as Decimus
%XUWRQKDGIRUKLVYDVWSDOPKRXVHDW.HZ*DUGHQ¶VLQDuring the early nineteenth century glass
had been costly due to tax, impHOOLQJµsome house owners to blank out windows of the house façade to
VDYH GXW\¶ ,Q  µWKH GXW\ ZDV DEROLVKHG FUHDWLQJ D VXUJH LQ GHPDQG which in turn inspired new
SURGXFWLRQWHFKQRORJ\¶, PHDQLQJWKDWE\µ%ULWDLQ¶VSULQFLSOHJODVVPDQXIDFWXUHU&KDQFH%URWKHUV
RI%LUPLQJKDPFRXOGDFFHSW3D[WRQ¶VGHPDQGIRUVTXDUHIHHWIRUKLVEXLOGLQJLQSDQHVRI
LQFKHVE\LQFKHVR]SHUVTXDUHIRRW¶>3LFDUGS@
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posterity.5 This envisioning of an uncluttered, light filled geometric interior would go
on to inform much of the modernist architecture of the twentieth century. This new
kind of composition was, ironically, also home to a very different form of visual
presentation. 7KH &U\VWDO 3DODFH¶V PDLQ IXQFWLRQ was to house an industrial fair
containing numerous objects, machines and cultural artifacts. These items were often
placed in unusual combinations, with industrial machinery set alongside
µDQWKURSRPRUphic stuffed frogs being shaved and kittens seated round a table having
WHD¶>3LFDUGS@$QDOWHUQDWLYH combinatory aesthetic was thereby enshrined
that would eventually, principally through the work of Marcel Duchamp, come to
challenge conventional nineteenth and early twentieth century notions of art and of
artistic display ushering in what has now come to be thought of as postmodernism.
Subsequent fairs based upon the London 1851 exhibition also displayed objects in a
manner similar to that later associated with the Duchampian ready-made.6 The
Duchampian ready-made can be interpreted as a supplement to the artistic technique
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This vision of architectural purity was not without precedent. The geometric white interior can be
traced back at least as far as the Church of St Mary Magdalene, Withersdale at Wenhaston, which had
EHHQ µSXUJHG >«@ SXULILHG¶ DQG µGHQXGHG¶ RI LPDJHV DQG UHOLFV Ey the Puritans of the sixteenth and
seventeenth FHQWXULHVXQWLOµHYHU\ODVWYHVWLJHRIVXSHUVWLWLRQ¶KDGEHHQUHPRYHG>*UDKDPDixon 1999:
p.32]; making it, as Andrew Graham Dixon has argued, in A History of British art, the most
adventurous space ever made LQ%ULWDLQ¶>*UDKDPDixon 1999: p 29].
6
During 1912, the French artist Marcel Duchamp (1887-1968) visited Munich. His visit, between May
and October, coincided with the Munich world fair of 1912; an µLQGXVWULDOH[SRVLWLRQ>«@RIµLQGXVWULDO
DUW¶, µDUWLVDQDSURGXFWLRQ¶ and µPDQXIDFWXULQJ¶>'H'XYHS@7KHIDLUZDVRQHRIDVHULHVRI
international exhibitions that had taken place following the example set by the Crystal Palace
exhibition of 1851. Like the Crystal Palace, the Munich Fair contained µODUJHKDOOVGLYLGHGLQWRVWDQGV
DQGURZV¶>'H'XYHS@*HUPDQ\OLNHWKH8.KDGDQµDFFHSWDQFHRIWKHIXQFWLRQDO¶>'H'XYH
1989: p.43] and had started to engage in the systematic training of industrial designers [De Duve 1989:
p.52] as well as the public display of their products. A few months after his visit to Munich, Duchamp
devised his signature contribution to twentieth century art, the ready-made : an extension of collagemontage that seeks to present otherwise everyday objects as works of art. According to Thierry de
Duve, writing in Duchamp   Artist   of   the   Century, Duchamp may well have been inspired in his
conceiving of the ready-made by visits to the Munich world fair [De Duve 1989: p.43]. There is no
direct evidence to confirm the truth of this speculative assertion. Nevertheless, as De Duve suggests,
µUHYHUEHUDWLRQV¶ ZRXOG PRVW OLNHO\ KDYH EHHQ SUHVHQW LQ 0XQLFK GXULQJ WKH IDLU LQ 912, to such a
GHJUHHWKDW'XFKDPSµFRXOGQRWKHOSQRWLFLQJ¶LWVYLVXDOLPSDFWduring his stay [De Duve 1989: pp.6061]. Certainly, in conceiving of the ready-made, 'XFKDPSµFKRRVHVDQLQGXVWULDOSURGXFWGLVSODFHVLW¶
DQGµSXWVLWWRDQRWKHUSXUSRVH¶>'H Duve 1989: p.58] in a manner not dissimilar to the way industrial
and other objects would have been presented at the Munich world fair.
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of papier collé first used by Pablo Picasso (1881-1973) and Georges Braque (18821963), as part of the development of Cubism before World War I [Taylor 2004: pp.78]. By definition, papier collé involves the pasting together of various materials onto
a flat surface, while the found object (object trouvé) or ready-made LV µXVXDOO\ D
common mass-produced item selected by the artist [that] might be altered or
FRPELQHG ZLWK RWKHU REMHFWV¶ >:DOGHPDQ  S@ 3LFDVVR¶V Guitar, Sheet Music

and Glass of 1912 [See figure 3], depicts found paper articles, such as newspapers,
discarded sheet music, wallpaper and wood to simulate not only the shape of the
guitar, but its relationship to everyday French café society. The layering process used
by Picasso echoes that of the layered posters upon a streHWZDOODVGHSLFWHGLQ3DUU\¶V
previously mentioned painting of a London street scene.
The ready-made and papier collé both involve the remounting of objects within
new settings wherein they take on supplementary meanings that render their
VLJQLILFDQFH DQGRU IXQFWLRQ XQGHFLGHDEOHʊD FULWLFDO µGHFRQWUXFWLYLVW¶ WHFKQLTXH
otherwise referred to generally as collage-montage. As a result of which the perceived
distinction between art and life is revealed to be an arbitrary and highly uncertain one.
,QLWLDOO\3LFDVVRDQG%UDTXHZHUHDFFXVHGRIHPEHOOLVKLQJWKHµORZ¶FXOWXUDOSUDFWLFH
of collage-montage b\ LQWHJUDWLQJ LW ZLWKLQ WKH µKLJK¶ FXOWXUDO SUDFWLFHV RI
professional art. As such, their use of collage-PRQWDJHZDVFRQVLGHUHGµLQDSSURSULDWH
MDUULQJRUZURQJ¶>7D\ORUS@7
The use of collage-montage became central to the professionalised production,
first of aspects of modernist and then of the entirety of postmodernist art [Waldeman
1992: p.8]. However, this use was not without precedent. Diane Waldeman indicates
7

Other artists, such as those associated with Surrealism and Dada, would go on to formulate artworks
that orientated WKHPVHOYHVµWRZDUGVDQDHVWKHWLFVRI objects-trouvés, assemblage and the eradication of
the art-OLIHGLYLGH¶>%UDQGRQS@

14

in her book The Found Object, that the use of collage-montage by modernist and postPRGHUQLVW DUWLVWV KDV µPDQ\ DQFHVWRUV¶ Included among them are twelfth-century
Japanese text-collages embellished with foil papers, African tribal emblems,
eighteenth-and nineteenth-century butterfly wing collages, lace valentines [Waldeman
1992: p.8] and decoupage screens, which entailed the cutting out and remounting of
family photographs, and magazine illustrations. [See figu re 4] Also relevant here are
methods of display associated with cabinets of curiosity, which themselves involve
the remounting of objects within unusual settings.
Later applications of collage-PRQWDJH E\ WKH 6XUUHDOLVWV ZHUH µPRUH FRPSOH[
than that of the Cubist papiers collés, ¶ >:DOGeman 1992: p.127] insofar as they
combined cROODJHGREMHFWVLPDJHVDQGWH[WVZLWKµWKHWDQJLEOHTXDOLWLHVRISDLQWDQG
FDQYDV DQG PRUH WUDGLWLRQDO IRUPV RI VFXOSWXUH¶ LQ RUGHU WR µFRQYH\ WKH HTXDOO\
LQWDQJLEOH UHDOP RI GUHDPV¶ >:DOGHPDQ  S@ ,Q GRLQJ VR WKH 6XUUHDOLVWV
could be construed as having placed a continuing emphasis upon tradition, thereby
raising questions about their place within progressive modernist art. Consider here,
for example, the painting/collage, Demonstration Hydro-Mertique à tuer par la

Tempréture, of 1920, by Surrealist artist Max Ernst [See F igure 5].
During the second half of the twentieth century, as part of the development of
Pop and conceptual art, it is not only possible to see a reassertion of the importance of
collage-montage as a deconstructive artistic technique, but also a renewed interest in
the historical use of collage-montage prior to the twentieth century.8 The neo8

During the twentieth century the modernist avant-garde promoted artistic practices that placed
emphasis upon form, conceptual rigour and purity [Spalding 2009: p.70]. Consequently, the
development of modern art was understood to involve at its core a succession of movements, including
Impressionism, Post-Impressionism, Fauvism, Cubism, Futurism and Constructivism, each of which
saw the production of artworks that became progressively more abstract. This emphasis on formalist
abstraction effectively divided modernism into two camps (although in practice artists often shifted
between the two): on the one hand, artists and art groups dedicated to the production of an abstractformalist art; and on the other movements such as Dada, Surrealism and Pop Art (neo-Dada), all of
which produced artworks making explicit use of various forms of collage-montage.
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Victoriana of British and indeed some American Pop art in the 1960s looked back
WRZDUGV %ULWDLQ¶V ,PSHULDO SDVW IRU YLVXDO LQVSLUDWLRQ DQG as a consequence,
developed a historical revivalism that held Victoriana at the centre of its creativity
[Sandbrook 2006: p.447].
1RUWK¶VZRUNZDV not modern in a modernist context, nor can it convincingly be
described as postmodernist. Nevertheless it was modern within a Victorian context
that held an open preference for stylistic and technical eclecticism and popular forms
of combinatory visual presentation not unlike that of the later twentieth and twentyfirst centuries. The North Gallery at Kew9 WHVWLILHVWR1RUWK¶VKLVWRULFDOSRVLWLRQLQJ by
displaying an eclectic arrangement of architectural styles combining classical Greek,
Egyptian, Indian and possibly even Chinese influences. The North Gallery is a unique
space, with paintings serifited from the top of its walls to a running dado of exotic
ZRRGV 0RQLFD $QGHUVRQ ZULWHV RI 1RUWK¶V µGRXEOH-voiced-QHVV¶ LQ UHODWLRQ WR KHU
gallery, stating in Lumina that the gallery is not just a focus for scientific display but a
IRUPRI µDXWRELRJUDSK\¶>$QGHUVRQ 2003: p.63]. The gallery project was paid for by
North and designed by the renowned amateur Victorian architect and architectural
9

$FFRUGLQJWR1RUWK¶VOHWWHUVKHOGDW7KH5R\DO%RWDQLFDO*DUGHQ¶V/Lbrary and Archive, It was while
sitting at Shrewsbury Train Station after missing her train on the August 11, 1879 that North found
time to write to her friend and then Director of the GaUGHQ¶V-RVHSK+RRNHUDERXWWKHSRVVLELOLW\RI
building a gallery in which she [North] could house and exhibit her paintings within Kew Gardens
[North 1882-1938: MN/23 North Gallery Letters]. North apparently came up with the idea after
reading the Pall MDOO 1HZVSDSHU¶V UHYLHZ RI KHU IORZHU SDLQWLQJV VKRZ WKHQ EHLQJ H[KLELWHG DW 
&RQGXLW6WUHHW1RUWKVWDWHGLQKHUOHWWHUVWKDWVKHKDGµRIWHQ>«@ZRQGHUHGRYHUWR.HZ>«@EH\RQG
DOOLWVKRXVHVZLWKWKHEHDXWLIXO3DUN¶ZLWKWKHµORQJLQJRIDUHVWFRXUVHIRUP\IHHW SRRUROGERQHV¶
1RUWK DOVR ZURWH WKDW VKH µVKRXOG OLNH YHU\ PXFK WR SODFH WKHP >her paintings] near their live
neighbours & if a piece of spare ground could be found in or close to the pleasure grounds at Kew I
would build a suitable gallery for them which might be a rest house for the tired visitors at the same
WLPH ZLWK D FRWWDJH DWWDFKHG¶ 1RUWK ZDQWHG D µPDUULHG JDUGHQHU RU RWKHU JXDUGLDQ¶ WR OLYH in the
gallery; one µZKRVH ZLIH ZRXOG EH FDSDEOH RI ERLOLQJ D NHWWOH  JLYLQJ WHD RU FRIIHH  ELVFXLWV¶
(nothing else) in the gallery at a fair price±if you [Hooker] think this a practicable scheme"¶ North
RIIHUHGWRµZLOOLQJO\VSHQGDWKRXVDQGRUHYHQWZRWKRXVDQGSRXQGVRQWKHEXLOGLQJ¶DVVKHWKRXJKWµLW
ought to be worthy of the grand old gardens¶ 1RUWKFRQFOXGHGWKDWVKHZRXOGµPDNHWKHZKROH [sum of
money available] HYHQDWP\GHDWK¶>1RUWK-1938: MN/2/3 North Gallery Letters]. In response to
this, Joseph Hooker draughted a letter on the August 13, 1879 WKDW DFNQRZOHGJHG 1RUWK¶V UHTXHVW.
Hooker also stated WKDWKHZDVLQGHHGµFRQWHPSODWLQJ¶KHURIIHURIµWURSLFDOYLHZVIORZHUVIUXLWV WR
.HZDEXLOGLQJIRUWKHGHSLFWLRQDWKHURZQFRVW¶>1RUWK-1938: MN/2/3 North Gallery Letters].
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historian James Fergusson (1808-1886). Despite this, the North gallery became
something of a contested space because of concerns among members of the Kew
Board that it would become a focus for public entertainment rather than scientific
enquiry. North, nevertheless, created a highly personalised site for the display of her
paintings that continues to function as such over one hundred years later.
Her paintings are equally eclectic, displayLQJ 1RUWK¶V knowledge of the
established conventions of botanical painting, represented by the botanical works of
Ehret and Dr. Robert Thornton, as well as the topographical stylisations of Thomas
Baines and Edward Lear alongside the prominent high art styles of her day. North¶V
work also displays a knowledge of past styles related to the picturesque and
techniques of Dutch seventeenth-century cornucopia painting.
The eclectic QDWXUH RI 1RUWK¶V SDLQWLQJV DQG WKH 1RUWK JDOOHU\ FDQ EH VHHQ WR
FRLQFLGH ZLWK RWKHU DUHDV RI DPELJXLW\ SHUWDLQLQJ WR KHU OLIH DQG ZRUN 1RUWK¶V
personal relationship with Charles Darwin enabled her to puzzle over environmental
hybridity caused by colonialist seed dispersal and the deliberate moving of plants
from one site to another as part of a colonialist expansion.
1RUWK¶VVXEVHTXHQWLPSDFWRQYLVXDOFXOWXUHKDVDOVREHHQYDULHG$FFRrding to
Jonathan Farley, Senior Conservator at the Royal Botanical Gardens, Kew, the
RULJLQDOVWDJLQJRI*LOEHUW 6XOOLYDQ¶VWKH Mikado not only used the Kew Pagoda as
LQVSLUDWLRQ IRU WKH GHVLJQ RI LWV VWDJH IODWV EXW PD\ DOVR KDYH UHIHUHQFHG 1RUWK¶V
paLQWLQJVRI-DSDQ>)DUOH\@5HSURGXFWLRQVRI1RUWK¶VZRUNZHUHFHUWDLQO\XVHG
to decorate ceramic cups during the Victorian period. Farley cites one such example
held within the Stoke-on-Trent Potteries Museum. Farley has also found ceramic tiles
decorDWHG ZLWK UHSURGXFWLRQV RI 1RUWK¶V SDLQWLQJV WKDW FDQ EH SXUFKDVHG FXUUHQWly
from manufacturers in the USA [Farley 2011].
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This combining of diverse visual languages leads to the question: is 1RUWK¶V
work an example of culturally resistant hybridity; one that through its very plurality
challenges the authority of established cultural identity? North was certainly aware of
notions of biological hybridity put forward by Darwin as part of his theory of
evolution. However, the term hybridity as it is now used in relation to post-colonial
writings by Edward Said and Homi K. Bhabha has significantly differing
connotations relating to a deconstructivist resistance to authoritative/essentialist
readings of identity. As previously indicated, North¶V OLIe and work is open to
reassessment in light of contemporary post-colonialism. However, application of postcolonial critical analysis WR1RUWK¶VZRUNKDVWREHWHPSHUHGE\WKHIDFWWKDWVKHZDV
despite her idiosyncracies, in many ways very much part of mainstream Victorian
society.
North was a woman amateur painter of a kind not entirely unusual during the
nineteenth century. She gained an inheritance from her father that allowed her, along
with family connections, to travel widely, paint, write and then build a gallery for her
work in the course of just thirteen years. North did go against the conventions of her
day deciding to travel and paint alone. Moreover, she did so without any significant
concerns about her own safety or the way she looked and behaved. Friends, family
DQG UHYLHZHUV RI KHU ZRUN µDWWHPSWHG WR FRQWDLQ >1RUWK¶V@ DFWLYLWLHV ZLWKLQ WKH
tradition of lady-liNH HQGHDYRXUV¶ >6KHIILHOG  p.90] but North was able to
continually override these attempts at containment because of her independent
financial status. Towards the end of her life, Joseph Hooker recommended North for
the Order of the Cross of Malta in light of her contributions to botanical science, but
ZDVµWROGWKDWWKHRQO\ZRPHQZKRZHUHHOLJLEOHIRUWKLVDZDUGZHUHUR\DOW\DQGWKH
wives of high-UDQNLQJ FRORQLDO RIILFLDOV¶ >*DWHV S@ 1RUWK¶V GLDULHV ZKLFK
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were started in 1880, were not published in her life-time; publishers having read and
initially rejected the first two volumes [Sheffield 2001: p.91], leaving them to be
SXEOLVKHG µSRVWKXPRXVO\¶ E\ KHU VLVWHU &DWKHULQH DV HGLWRU >*DWHV  S@7KLV
posthumous publication was through Macmillan & Co. of London in 1892, with a
third volume of writings being published in 1883. Despite these high-level rejections,
North nHYHUWKHOHVV IHOW LPSRUWDQW HQRXJKWR HQJDJH DQ µDJHQW¶ IRU KHU ZRUNV >1RUWK
1893: p.67]. Gates concludes that women like North did not, despite such social
OLPLWDWLRQVµDOORZWKHLUOLYHVWREHQHJDWLYHO\RYHUGHWHUPLQHGE\WKHLUFXOWXUHVLPSO\
because they did not have access to museum jobs, scientific journals, or other organs
RIVFLHQWLILFGLVVHPLQDWLRQ¶,QVWHDGWKH\EHFDPHSXEOLFILJXUHVLQGLYLGXDOO\DIIHFWLQJ
µWKHFXOWXUHRIWKHLUWLPH¶>*DWHVS@
North was an unconventional woman and a non-comformist who was often
dismayed at the ignorance of her class and its ideals and avoided mainstream society
whenever possible. -RKQ $GGLQJWRQ 6\PRQGV GHVFULEHG 1RUWK DV µJRRG KXPRXUHG¶
EXWµDOLWWOHVDWLULFDO¶DZRPDQZKRZDVµERUHGDQGLUULWDWHGE\FRQYHQWLRQDOµVRFLHW\¶
SHRSOH¶ EHFDXVH VKH µORQJHG IRU VWLPXODWLQJ FRQYHUVDWLRQ ZLWK LQWHOOLJHQW DQG
LQWHUHVWLQJ VFKRODUV RU %RKHPLDQV¶ >3RQVRQE\  S@ Nevertheless, her
independence was very much dependent upon her high social standing and continuing
involvement in capitalist/colonialist society.
North knew many important and interesting people of her day, including
Charles Darwin (1809-1882), and his cousin Francis Galton (1822-1911) [North
1892a: p.33] (famous for his work on eugenics) [Gates 1998: p.21] and the geologist
Charles Lyell (1797- 1RUWK¶VIDWKHUNQHZ6LU:LOOLDP+RRNHUWKHWKHQGLUHFWRU
RI.HZ*DUGHQV1RUWKODWHUJRWWRNQRZ6LU:LOOLDP¶VVRQ-RVHSK -1879), who
succeeded his father as the director of Kew. North also knew naturalists in the USA,
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including Louis Agazzsi (1807-1873), a glacier specialist, and Mr. and Mrs. Asa
*UD\ ZKR FROODWHG PDWHULDO IRU 'DUZLQ 1RUWK¶V FRQQHFWLRQV WR WKH DUWV LQFOXGHG
writers such as Elizabeth Gaskill (1810-1865) [North 1892a, p.34] and her brother-in±
law John Addington-Symonds. Amelia Edwards and the painter Edward Lear were
also firm family friends. In addition, North found time for philanthropic work,
including the painting of the proscenium arch, flats and the surrounding features of
the Normansfield Theatre.
Despite her unconventional attitudes towards gender and society, North was not
at the forefront of the gender politics of the 1800s. Instead North challenged
convention through her travels, which were reported by the media at the time as
important events [Farley 2010@1RUWKZDVDOVRµLQVWUXPHQWDOLQSURPRWLQJWKHDUWRI
ZRPHQ SDLQWHUV¶ DQG XWLOLVHG KHU µZHDOWK DQG KHU .HZ FRQQHFWLRQV WR GR VR¶ RQ
several occasions [Sheffield 2001: p.88]. This included the introduction of Ellis
Rowan [North 1876-011RUWK*DOOHU\/HWWHUV@1RUWKDUJXHGWKDW5RZDQ¶V
µSDLQWLQJ DQG SDWURQDJH ZDV RI JUHDW HGXFDWLRQDO YDOXH WR ERWDQLVWV DUWLVWV DQG WKH
general SXEOLF¶>6KHIILHOGS@
It would therefore be a mistake to define North wholly in contemporary critical
terms. While her life and work do not conform directly to the expectations of
nineteenth-century society, there is no compelling evidence that allows us to frame
North either as a self-conscious feminist or as a prototypical deconstructive
SRVWPRGHUQLVW ,I 1RUWK¶V OLIH DQG ZRUN GR ILQG UHVRQDQFH ZLWK IHPLQLVP DQG
postmodernism it is only in actuality by historical default.
This dissertation begins with a concise account of the early life of Marianne
North from her birth to the death of her father and the beginning of her career as a
dedicated botanical painter. Chapter one then goes on to focus on the Marianne North
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Gallery at the Royal Botanical Gardens, Kew. The gallery is analysed closely in the
wider context of Kew both in terms of its function and its stylistic influences. At the
WLPH RI LWV FRQVWUXFWLRQ WKH JDOOHU\¶V LQWHQGHG XVH DV D VLWH RI SXEOLF GLVSOD\ ZDV
understood to challenge the role of Kew as a specialised site of scientific enquiry.
This contested status will be discussed with close reference to contemporaneous
GRFXPHQWV LQFOXGLQJ FRUUHVSRQGHQFH EHWZHHQ 1RUWK DQG .HZ¶V GLUHFWRU -RVHSK
Hooker. The Gallery, which was designed by James Fergusson with significant input
from North, displays various stylistic influences reflecting the extraordinary
complexity of visual culture in Britain during the late nineteenth century. The
JDOOHU\¶V VW\OLVWLFdiversity can be connected to a range of other architectural forms,
including grottos, follies, lodge houses and kiosks, which were already an established
SDUW RI WKH OD\RXW DW .HZ DW WKH WLPH RI LWV FRQVWUXFWLRQ 7KH JDOOHU\¶V VW\OLVWLF
diversity will be discussed in relation to readings by Carol Duncan that view
nineteenth-century exhibition spaces not only as sites of secular display but also of
socially inclusive liminality. This interpretative framework will be used to illuminate
WKH 1RUWK JDOOHU\¶V UHODWLRQVKLS WR D YDULHW\ RI RWKHU DUFKLWHFWXUDO FRQVWUXFWLRQV DQG
sites of displays, including Asian temple architecture. The contested status and
stylistic hybridity of the North gallery will be discussed here as a starting point for
VXEVHTXHQW GLVFXVVLRQV RI 1RUWK¶V XQFHUWDLQ VWDWXV DV ERWK DUWLVW DQG ERWDQLFDO
illustrator.
Chapter two will explore similarities between the North Gallery and the Cabinet
of Curiosities as a pre-scientific focus for visual display. While the paintings
displayed in the North gallery are hung according to a rational, geographically defined
taxonomic order they can also be understood to mimic the format of a cabinet of
curiosities. Cabinets of curiosities, which were a precursor to secular-scientific
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museological forms of display, presented images and objects not simply as a focus for
objective study but also as a source of strangeness and wonder. 1RUWK¶V JDOOHU\ LV
therefore open to interpretation as part of genealogy of visual display that places it
somewhat uncertainly between modern scientific and pre-scientific scopic regimes.
As such, the North gallery will also be analysed as a site of nineteenth-century
stylistic and technical eclecticism that sets the scene for later artistic preoccupations
with collage-montage and the found object.
&KDSWHUWKUHH ZLOO H[SORUH WKH UHODWLRQVKLS EHWZHHQ 1RUWK¶V SDLQWLQJV DQG WKRVH
of the Pre-Raphaelite %URWKHUKRRG 1RUWK¶V UHODWLRQVKLS WR WKH 3UH-Raphaelite
Brotherhood was recorded in her diaries. The Pre-Raphaelites had a major impact on
Western visual culture throughout the latter half of the nineteenth century, influencing
various artists, art groups and aesthetes. During the mid nineteenth century, members
of the Pre-Raphaelite Brotherhood had, along with the critic John Ruskin (18191900), raised concerns with regard to established ways of depicting the natural world
as well as the relationship of arW WR QDWXUDO KLVWRU\ DQG SKLORVRSK\ 1RUWK¶V
assimilation of technical and aesthetic attitudes associated with the Pre-Raphaelite
%URWKHUKRRGZLOOEHGLVFXVVHGJLYLQJDFRQWH[WIRUWKHXQFHUWDLQVWDQGLQJRI1RUWK¶V
own painting as a contribution to both art and science.
Chapter four will reflect not only on WKH UHODWLRQVKLS EHWZHHQ 1RUWK¶V RZQ
painting and the wider history of botanical illustration, but also on how the techniques
of botanical illustration differ from those of fine art. Botanical illustration¶s
application of a topological system, which deliberately flattens represented forms and
spaces, allows botanists to read off information with speed and accuracy. Botanical
illustration is therefore shaped primarily by a scientific demand for visual clarity
rather than aesthetic feeling or idealism, as was the case with regard to fine art
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practice during the nineteenth century. &RQVHTXHQWO\ 1RUWK¶V SDLQWLQJV ZKLFK
combine techniques taken from high art practice and botanical illustration, can be
seen as highly problematic from both scientific and artistic perspectives.
In FKDSWHU ILYH 1RUWK¶V ZRUN ZLOO EH DQDO\VHG DV D meeting place for multiple
stylistic and technical influences. 1RUWK¶Vcontemporaneous influences came from the
work of Edward Lear, the Pre Raphaelites, the Hudson River School and Japonisme.
However, it is also possible to discern less obvious influences coming from the work
of Juan Sánchez Cotán and Casper David Friedrich. AWWKHVDPHWLPH1RUWK¶VZRUN
can be linked stylistically to the work of later painters such as Frida Kahlo and
*HRUJLD2¶.HHIIH1RUWKKDVDOVRKDGDGLVFHUQLEOHLQIOXHQFHRQWKHZRUNRISUHVHQW
day botanical illustrators, including Margaret Mee and Pandora Sellers. Through this
anal\VLV1RUWK¶VZRUNZLOOEHSUHVHQWHGQRWRQO\DV a typical example of nineteenthcentury visual eclecticism, but also as a precursor to the combinatory techniques of
artistic modernism and postmodernism.
Chapter six will explore the relationshLS EHWZHHQ 1RUWK¶V SDLQWLQJV
photography and the composite image. The latter half of the nineteenth century was
awash with photographic materials. However, during the nineteenth-century
photography was not widely considered to be a fully functional art form. Indeed,
SKRWRJUDSK\¶V FRQQHFWLRQV WR DUW ZHUH YLHZHG ZLWK VXVSLFLRQ QRW OHDVW EHFDXVH WKH
use of lenses to make paintings and drawings was assumed to undercut the necessary
skill of the artist in projecting ideas of truth in nature. Despite this suspicion, during
the nineteenth-century photography and photographic processes played a large part in
the reproduction of artworks and in the production of scientific images. Moreover,
photographs were increasingly accessible to the many and not just the few. North
therefore lived in a world where photographically supplemented images and
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composite works were considered normal. In this chapter it will be argued that
1RUWK¶VSDLQWLQJVOLNHWKRVHRIRWKHUVDWWKHWLPHPD\ZHOOKDYHLQYROYHGWKHXVHRI
photographs and composite forms of representation based on photographic materials.
Chapter seven will focus upon 1RUWK¶V UHODWLRQVKLS WR 'DUZLQLDQ VFLHQFH DQG
environmental change. North developed a friendship with the naturalist Charles
Darwin and this friendship resulted in North visiting Australia DW 'DUZLQ¶V
recommendation. North was exposed to environmental changes as a result of
modernisation not only in the English countryside as a girl, but also as a traveler
through colonial landscapes. North wrote of these changes and the damage caused by
tree felling. North also questioned why she found European plants in many of the
places she visited outside Europe. In Australia, while visiting fellow flower hunter,
Ellis Rowan (1847-1922), North painted and wrote of the Australian landscape being
powerfully affected by seed and plants brought in from Europe and elsewhere. This
FKDSWHU ZLOO H[SORUH WKH UHODWLRQVKLS EHWZHHQ 1RUWK¶V SDLQWLQJ DQG ZULWLQJ DQG WKH
dispersal and hybridization of European plant life as part of Western colonialism and
environmental man-made damage.
&KDSWHUHLJKWZLOOIRFXVRQ1RUWK¶VUelationship to nineteenth-century Western
FRORQLDOLVP 1RUWK¶V WRSRJUDSKLFDO DQG XUEDQ SDLQWLQJV DUH YHU\ PXFK FRQQHFWHG WR
the use of visual practices as part of nineteenth-FHQWXU\ FRORQLDOLVP 1RUWK¶V WUDYHOV
were also marked by conversations with people from all walks of colonial life. North
wrote of these experiences and of the mixed enjoyment and displeasure she felt or
observed in LQGLJHQRXVSHRSOHV1RUWK¶VSDLQWLQJVRI topographical scenes were part
of a lineage within art and illustration that went back to the eighteenth century and the
Middle East. Her friendship with landscape and topographic painter Edward Lear,
was one that had engaged North with his methodologies even as a child, since Lear

24

had lived and ZRUNHG DW WKH 1RUWK¶V +DVWLQJV residence. Here, 1RUWK¶V ZRUN will
again be shown as ambiguous, adapting numerous stylizations and techniques that
contradict one another.
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A Concise Biography of the E arly L ife of M arianne North

Marianne North is a major figure within the history of nineteenth-century botanical
painting, having produced a substantial body of paintings as the result of extensive
travels to many different parts of the world. She was also responsible for the founding
of a major purpose built gallery containing a representative collection of her work,
which still stands in the Royal Botanical Gardens at Kew. 1RUWK¶VHDUO\OLIHLVODUJHO\
described by writings found in the three North diaries of 1892 and 1893, which were
edited by her sister Catherine. Some additional information can be found in Laura
3RQVRQE\¶VERRN Marianne North at Kew Gardens, DQG$QWKRQ\+X[OH\¶V A Vision

of Eden. All information cited within this biography is sourced from these earlier
texts. No North family tree is presently available. Diary information about certain
North family members has been cross-referenced with -RQDWKDQ)DUOH\¶VFXUUHQWZRUN
on a concise North family tree, which is at present incomplete [Farley 2012].
Marianne North was born on October 24, 1830 [Ponsonby 2002: p.11]. She was
named after her aunt Marianne who had taught NoUWK¶V PRWKHU 1RUWK received a
legacy from her DXQW0DULDQQH¶Volder EURWKHUµZKRRQKLVUHWXUQIURP,QGLDIRXQGQR
other memento of his favorite sister [but a] VPDOO EDE\¶ bearing her name [North
DS@1RUWK¶VELUWKSODFHZDV+DVWLQJV/RGJHDWWKHFRUQHURI$VKEXUQKDPURDG
and old London Road in Hastings, England [2005: www.English Social History]; this
GHVSLWHKHUIDWKHU¶VDQFHVWUDOIDPLO\KRPHKDYLQJEHHQDW5RXJKDPLQ1RUIRON
NortK¶V great- great- great-grandfather, Roger North was the youngest son of
Dudley North, fourth Lord North of Kirtling, DQG 1RUWK¶V JUHDW-great-great-greatgrandfather, who had married Anne, daughter of Sir Charles Montagu, Attorney*HQHUDO XQGHU -DPHV ,,¶ 5RJHU ZURWH DERXW KLV EURWKHUV¶ lives: the Lord Keeper
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Guilford Sir Charles Dudley, Commissioner of the Treasury to King Charles the
VHFRQGDQG'RFWRU-RKQ1RUWK0DVWHURI7ULQLW\&ROOHJH&DPEULGJH¶>1RUWKD
p.1]. 1RUWK¶V JUHDW-great-great-uncle, Sir Charles Dudley, wrote a book entitled

Discourses upon Trade in 1691, and was connected to early colonialist trade and
commerce [Porter 2000: S@ 5RJHU HDUQHG 1RUWK¶V µHVSHFLDO UHVSHFW¶ >1RUWK
1892a: p.1] because of his cultural pursuits in which he had found time for a love of
music and painting [North DS@5RJHUDOVRZURWHµKLVWRULHVRIPXVLFEXLOGLQJ
and architecture, and covered his walls, with pictures including duplicates of many of
the lovely but souless beauties of his friend, Sir PetHU /HO\¶ (1618-1680) [North
1892a: p.2]. Furthermore, Roger held an interest in curiosities, building a library at
5RXJKDPWKDWGHVSLWHEHLQJFRQQHFWHGWRWKH&KXUFKFRQWDLQHG µPDQ\ FXULRXVDQG
valuable books, including the Oriental manuscripts collected by his niece Dudleya
1RUWK¶>1RUWK 1892a: p.2].
The family connection to Rougham was EURNHQ E\ 5RJHU¶V VRQ DQG 1RUWK¶V
great-great-grandfather (also named Roger), ZKR DFFRUGLQJ WR 1RUWK KDG D µYLOH
WHPSHU¶DQGµIORJJHGKLVVRQ)RXQWDLQWRVXFK DGHJUHHWKDWWKHER\UDQDZD\WRVHD¶
deciGLQJ QRW WR UHWXUQ XQWLO DIWHU KLV IDWKHU¶V GHDWK 'HVSLWH EHLQJ OHIW 6TXLUH RI
Rougham, Fountain 1RUWK¶V JUHDW-grandfather, GHFLGHG WR RUGHU WKH µKRXVH WR EH
EORZQ XS ZLWK JXQSRZGHU¶ DQG WKH µFRQWHQWV WR EH GLVSHUVHG DQG VROG E\ SXEOLF
DXFWLRQ¶ It seemed WKDWWKHµVDLORU-VTXLUH¶RQO\FDUHG IRUWKHVHDDQG LQ KLVROGDJH
settled in the first ever let lodge house at Hastings [North 1892a: p.2]. 1RUWK¶V
grandfather Francis Frederick also lived at Hastings, and according to North, he never
went to Rougham either [North 1892: p@7KH1RUWK¶VDOVRKDGDQHPLQHQWUHODWLYH
living close by in Hastings, the Countess Waldgrave, who was considered the most
prestigious person in the town [2005: www.English Social History].
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,WZDVWREH1RUWK¶VIDWKHU)UHGULFN -1869) [Ponsonby 2002: p.11], who
re-connected the family to Rougham, by choosing to spend his Harrow school
holidays, DQGFROOHJHYDFDWLRQVIURP6W-RKQ¶V&ROOHJH&DPEULGJHWKHUH2QOHDYLQJ
university, Fredrick moved to Mont Blanc, where he engaged in the early scientific
study of rock crystals. He formed a large collection of crystals, before returning to the
UK permanently to study Law [North 1892a: p.1].
According to North, Fredrick decided to fall in love with her mother instead of
VWXG\LQJ WKH ODZ $W WKH WLPH 1RUWK¶V PRWKHU ZDV LQ µGHHS ZLGRZ¶V ZHHGV¶ ZLWK D
young child, Janet, since her first husband had died from upsetting a coach and four
[North 1892a: pp.4-@ 1RUWK¶V PRWKHU ZDV WKH HOGHVW GDXJKWHU RI 6LU -RKQ
0DUMRULEDQNV ZKR KDG EHHQ DQ 03 IRU %HUZLFNVKLUH 1RUWK¶V JUDQGPRWKHU ZDV D
5DPVD\RI%DUWRQJLYLQJ1RUWK¶VIDPLO\DURPDQWLFOLQNWRWKH5LYHU Tweed, where
her mother threw pebbles into its clear water and enjoyed the romances of Sir Walter
Scott as a child [North 1892a: p.4].
7KH 1RUWK IDPLO\¶V KRPH OLIH UHYROYHG EHWZHHQ +DVWLQJV LQ WKH winter, and
London in the spring. The summer tLPH ZDV GLYLGHG EHWZHHQ 1RUWK¶V KDOI-VLVWHU¶V
ancestral home of Gawthorpe Hall in Lancashire and a farmhouse in Rougham.
Gawthorpe was intriguing to North since it contained secret closets and a sliding
SDQHOLQWKH/DG\¶VERXGRLUDQGDQRWKHUµVHFUHWFKDPEer with some chests of old plate
[that] had been found up a chiPQH\¶ >1RUWK 1892a: S@ 1RUWK¶V ZULWLQJV RQ
Gawthorpe during the Industrial Revolution reveal that the near-by River Calder was
µVSRLOWE\QXPEHUVRIIDFWRULHVZKLFKWKUHZLQWKHLUVXUSOXVG\HV¶1RUWKDOVRZULWHV
of the working-FODVVHV VWDWLQJ µ>W@he noise, smoke, and general grimness of
everybody and thing in that county were most unattractive to me, and I was always
glad to move from it to clean dull Norfolk with its endless turnip-fields and fir
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SODQWDWLRQVSLJVDQGSDUWULGJHV¶>1RUWK 1892a: p.8]. While in Norfolk, North followed
KHUµIDWKHUDERXWIURPILHOGWRILHOGZKLOHKHZDV EXV\ZLWKKLVD[H¶GHYRXULQJQRYHOV
under the trees her father had already planted, until she fancied herself LQWKHµYLUJLQ
IRUHVWVRI$PHULFD¶ WKHILUVWSODFH1RUWKYLVLWHGDQGSDLQWHGVHULRXVO\LQ >1RUWK
1892a: p.8].
North also wrote of travelling south, on the railway that was somewhere
µEH\RQG<RUN¶VLQFHµ>W@here were only bits of railways in those dD\V¶ [see figu re 6];
as depicted in J.M.W. Turner¶s painting of early industrial train travel, Rain, Steam

and Speed, of 1844. 1RUWKVWDWHVµZHJHQHUDOO\GURYHDORQJZD\WRUHDFKWKHP¶ and
µXVHGWRVLW LQRXURZQFDUULDJHZKLFKZDVWLHG RQDWUXFNVXUURXQGHGE\ OXJJDJH¶
[North DS@1RUWKJRHVRQWRZULWHWKDWµ,NQHZHYHU\ELJWUHHSUHWW\JDUGHQ
or old farm-house, with the wooden patterns let into the walls, and yews and box trees
cut into cocks and hens, and I sadly missed them when thHGD\VRI³LPSURYHPHQWDQG
UHVWRUDWLRQ´FDPH¶>1RUWKDS@+HUH1RUWKUHFDOOVWKHHQVXLQJGHFOLQHRIWKH
countryside painted by Constable and other picturesque landscape painters of the
early nineteenth century. 1RUWK¶VHDUO\HGXFDWLRQZDVWREHIilled with the wonders of
natural history. She took two volumes on British fungi by Mrs. Hussey, from her local
library, which started her interest in collecting and painting all varieties of fungi,
found at Rougham [North 1892a: p.12]. North stated that her governesses hardly
interfered with her self-education. This included her readings of Walter Scott and
Shakespeare, ZKLFKVKHGHFODUHGJDYHKHUµWKHLUYHUVLRQVRIKLVWRU\¶DQGRobinson
Crusoe ZKLFK JDYH KHU µLGHDV RI JHRJUDSK\¶ [North 1892a: p.8]. Regarding her
UHOLJLRXV LQVWUXFWLRQ 1RUWK ZURWH RI µ>H@YHU\WKLQJ¶ EHLQJ µPRVW XQFRQYHQWLRQDO¶ LQ
Norfolk, as the Methodists and Wesleyans in the area had their own way of doing
WKLQJV VLQFH WKHUH KDG EHHQ µQR UHVLGHQW FOHUJ\PDQ ZLWKLQ WKH PHPRU\ RI PDQ¶ DQG
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that consequently all the parishers were differing kinds of dissenters but chiefly
µ³UDQWHUV´RU3ULPLWLYH0HWKRGLVWV¶1RUWKUHSRUWVWKDWthe locals even used women for
preachers, something againsW ZKLFK 1RUWK¶V PRWKHU UHEHOOHG E\ VWDUWLQJ a Sunday
school in order to bring more people to Church (an activity of which North stated she
µFRXOGQHYHUTXLWHVHHWKHEHQHILW¶ >1RUWKDS@
North was to later complain to her mother WKDW VKH >1RUWK@ µZDV YHU\ XQHGXFDWHG¶ after this North was promptly sent to school at Norwich with a Madame de
Wahl +HU IDWKHU )UHGULFN 1RUWK µWKRXJKW VKH >1RUWK@ ZDV EHFRPLQJ OD]\ DQG
UHVWOHVVDQGVKRZLQJDFUDYLQJIRUH[FLWHPHQW¶+HWKHUHIRUH agreed to her being sent
WRVFKRROEHFDXVHKHµUHIXVHGWRVSRLOKHU¶>6KHIILHOGS@1RUWKGHVFULEHGher
school life DVµKDWHIXO¶ because the teaching ZDVµSXUHO\PHFKDQLFDOURXWLQH and the
girls, ZLWKRQHH[FHSWLRQ>«@XQLQWHUHVWLQJ¶>1RUWKDS@
1RUWK¶V IDWKHU ZDV HOHFWHG 0HPEHU RI 3DUOLDPHQW IRU WKH town of Hastings in
1830. The town, which was the first of the Cinque PortsKDGDWWKDWWLPHµQRWKDOI±
a±dozen regular lodging hRXVHV¶0U1RUWKKDGEHFRPHDIUHHPDQ of the town after
being voted in by ten freemen, one of whom was himself [North 1892a: p.5]. Mr.
North was a Liberal politician [Ponsonby 2002: p.11] who was one of a small party
formed in 1859 that called itself µ7KH6W6WHSKHQ¶V&OXE¶>1RUWK 1892a: p.32]. North
remembered seeing the great dinner given after the passing of the Reform Bill in
1832, for which her father had voted; a controversial bill that would have
repercussions upon the whole of nineteenth-century British society, rich and poor.
)UHGULFN 1RUWK¶V µKHDOWK EURNH GRZQ DQG KH KDG WR JLYH XS 3DUOLDPHQW IRU D ZKLOH¶
[North 189DS@EXWEHFDPHDQ03DJDLQIURPµ-¶DQGDJDLQLQµ¶
Throughout this time, the North family would choose to go abroad whenever
Mr. North had not been elected to office. When he failed to maintain his
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parliamentary seat in 1847 LWZDVGHFLGHGWKDW LQ$XJXVWWKH\ZHUHWRµOHW+DVWLQJV
Lodge to go abroad for three \HDUV¶7KH1RUWKs settled in Heidelberg with an English
governess whom North hated. During her time In Heidelberg, PXVLF ZDV 1RUWK¶V
principal µPDQLD¶>1RUWK 1892a: pp.13-14]. North was to maintain this mania through
µDJUHDWGHal of time spent having music lessons¶. North was engaged in a continual
URXQG RI FRQFHUWV DQG µVSHQW HLJKW KRXUV D GD\ VLQJLQJ DQG SOD\LQJ WKH SLDQR¶
[Ponsonby 2002: pp.11-12]. According to Ponsonby writing in Marianne North at

Kew Gardens, North had a beautiful singing voice, staing that, LQ 'UHVGHQ µLW ZDV
GLVFRYHUHG WKDW KHU YRLFH ZDV FRQWUDOWR QRW VRSUDQR¶ >3RQVRQE\  SS-12]. It
was noted by North that in Brussels her practicing EHFDPHµPRUHLQFHVVDQWWKDQHYHU
DQGSUREDEO\DSHUIHFWQXLVDQFHWRWKHQHLJKERXUV¶VRPXFKVR, WKDWVKHKDGµZLVKHG
LW FRXOG EH GRQH VLOHQWO\¶ >3RQVRQE\  S@ /DWHU VKH ZRXOG ZULWH WKDW PXVLF
was a comfort to her while travelling and that melodies she had learned in Germany
µILOOHG PDQ\ D ZDNHIXO QLJKW DQG KHDY\ GD\ RI D YR\DJH ZLWK SOHDVDQW PHPRU\¶
[North 1892a: p.25].10
North wrote, that while in Prussia she extended her artistic repertoire by
OHDUQLQJ µWRNQRZWKH IDPRXVSLFWXUHV E\ KHDUW¶ DQG ZDV µFRQYHUVLQJZLWKSDLQWLQJV
WKDW ZHUHWRR ZHOO NQRZQ WR QHHG GHVFULSWLRQ¶ >1RUWK 1892a: p.22]. These paintings
could have included the works of Casper David Friedrich and others, whose influence
was widespread at the time and whose landscape compositions were replicated by
painters and technical illustrators alike. North certainly refers to the painters
Vogelstein and Dahl who wrote extensively about Casper David Friedrich. Dahl
chose to give NortK¶V PRWKHU D VWXG\ Rf a female martyr related to one of his large
paintings because of its similarity to her. [North 1892a: p.22]. North wrote of meeting
10

1RUWK ZURWH RI RQH RFFDVLRQ LQ -DPDLFD ZKHQ D µJUHDW EOXH±ERWWOH IO\ >«@ EX]]HG¶ DQG µD ELUG
whistled two notes, scientifically describable as the diminished seventh of the key of F, and E natural
and B flat alternatively, always the same and in perfect tXQH¶>1RUWKES@
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µ2OG0RULW]5HWVFK¶DQGKLVZLIHZKROLYHGILYHPLOHVIURP'UHVGHQ in the Saxony
FRXQWU\VLGH LQ D µsmall cottage among thH YLQHV¶ 5HWVFK KDG DSSDUHQWO\ ZRQ PDQ\
honours by his genius for illustration1RUWKVWDWHVWKDWµ>K@LVRULJLQDOGUDZLQJVZHUH
done with a pencil shaded with the greatest fineness, and were very unlike the bold
RXWOLQHVZKLFK KDYH EHHQHQJUDYHG¶>1RUWK 1DS@1RUWK¶VGHVFULSWLRQ LVRID
person taking pains with the making of his work. Retsch is also described as treating
his illustrations as if they were his children and as WHOOLQJ µPDUYHOous stories about
WKHP¶>1RUWKDS@
North¶VGLDULHVGHVFULEHWKH5HYROXWLRQµKDWFKLQJDOORYHU(XURSH¶GXULQJ
including the riots that began after Louis Philippe fled from France; commenting that
µ5HYROXWLRQDU\LGHDVDUHLQIHFWLRXVDQGVRRQFURVVHGWKH5KLQH¶WR>+HLGHOEHUJ@DQG
that students there µVWUXWWHGDERXWOLNHFRFNV¶1RUWKnoted VHHLQJµUDZUHFUXLWV¶EHLQJ
µVHQWRIIWRZDUV>«@LQ+XQJDU\DQG,WDO\¶>1RUWKDSS-20]; many of whom
ZHUH µSRRU FUHDWXUHV¶ ZKR KDG EHHQ WDNHQ IURP µWKHLU KRPHV LQ SLFWXUHVTXH
sheepskins coats, with the wool inside and embroidery outside, their well shaped
VDQGDOHGIHHW>«@IRUFHGLQWRUHJXODWLRQERRWVZKLOHWKHLUERGLHVZHre squeezed into
tight uniforms [looking] PLVHUDEOH¶>1RUWKDSS-20].
In March 1848 the North family took a trip to the Elber (Elbe) with its
µSLFWXUHVTXHURFNVDQGIRUHVWVLQ6D[RQ6ZLW]HUODQG¶UHDFKLQJ'UHVGHQµWKHGD\DIWHU
the revolution beJDQ¶>1RUWKDS@2Q March 26, the North family decided to
leave the area VWHDPLQJ µXS WKH 1HFNHU WR +HLOEURQQ¶ DQG µ>W@hrough Ulm to
AXJVEHUJ DQG 0XQLFK¶ ZKHUH WKH\ WRRN D IODWWKDW EHORQJHG WR D %DYDULDQ JUDQGHH.
North then promptly fell ill with typhoid fever and was moved to recover at the Lake
of Starnberg ZLWK WKH µORYHO\ $OSV LQ WKH IDU GLVWDQFH¶ >1RUWK 1892a: p.15]. At
Starnberg, North was exposed to the German Romantic vision of the sublime. North
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XQGHUWRRNµZDONVRYHUWKHEHDXWLIXO%HUJVWUDVVHFRYHUHGZLWKFULVSIURVWRUVQRZ¶DQG
wrote of her father taking her on expeditions that started by rail and then plunged into
forests, over hills and valleys ZKHUHWKH\µPHWSUHWW\URHGHHUKDUHVRUIR[HV>«@DQG
JDWKHUHGJUHDWEXQFKHVRIOLOLHVRIWKHYDOOH\¶>1RUWK 1892a: p.14]. North describes a
time while in Ober Tarvis during a tour of the Dolomite Alps and Austria when she
µRIIHUHG D JXOGHQ IRU D IORZHU WR SDLQW¶ 7KH VHOOHU asked 1RUWK IRU µ50 Krentzers
PRUH¶ WR ZKLFK 1RUWK FRQVHQWHG 1RUWK¶V IDWKHU KRZHYHU ZDV GLVJXVWHG and was
VDLG WR KDYH VWDWHG WKDW µVXFK H[WUDYDJDQFH ZRXOG UDLVH WKH KRWHO ELOO¶ 1RUWK
counterHGE\SURWHVWLQJWKDWVKHµUHDOO\ZDQWHGWKLVIORZHU¶EHcause it was said that it
grew nowhere else [North 1893: p.218], thus revealing a strong calling toward the
UDUH DQG WKH EHDXWLIXO DV ZHOO DV D GHVLUH WR FDSWXUH VXFK WKLQJV SLFWRULDOO\ 1RUWK¶V
family eventually escaped the revolution via Vienna ZLWKWKHLUµOXJJDJHLQWZRZKHHO
EDUURZV¶>3RQVRQE\S@
2Q1RUWK¶V UHWXUQWR(QJODQGWKHUHZHUHµPDQ\ PXVLFDOHYHQLQJVZKHUHERWK
DPDWHXU DQG SURIHVVLRQDO PXVLFLDQV SHUIRUPHG¶ >3RQVRQE\  S@ 1RUWK¶V
passion for music continued with lessons from a µ0DGDPH'ROE\¶ZKR was µDGPLUHG
HQRUPRXVO\¶ by North [Ponsonby 2002: p.12]. North wrote of her new mistress as
KDYLQJ µEHHQ IDPRXV LQ KHU \RXWK¶ DQG as having gRQH WKURXJK DOO 0R]DUW¶V RSHUDV
and masses with her, RIWHQ SDVVLQJ µHLJKW KRXUV D GD\ DW WKH SLDQR¶ singing and
transposing all the solos and duets. [North 1892a: p.19]. Dolby made North perform
µVRORSDUWVLQVRPHRIKHUFRQFHUWV¶ but, according to Ponsonby writing in Marianne

North at Kew Gardens, North suffered fURP DQ µXQFRQWUROODEOH QHUYRXVQHVV¶ WKDW
marred the occasion >3RQVRQE\  S@ 1RUWK¶V VLVWHU &DWKHULQH EHOLHYHG WKDW
µVLQJLQJZDVZKHUH KHU>1RUWK¶V@UHDOJHQLXV OD\¶ EXWVDGO\ 1RUWK¶V YRLFH µGHVHUWHG
her just when its cultivDWLRQUHDFKHGLWVKLJKHVWSRLQW¶>3RQVRQE\S@1RUWK¶V
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enjoyment of music was also accompanied by a love of riding and of painting
[Ponsonby 2002: p.12]. At this time, North stated that she had an innate desire to
µNHHS DZD\ IURP VRFLDOHYHQWV¶ EDOOV LQ SDUWLFXODUEHLQJVHHQDV µDSHQDQFH¶1RUWK
µKDWHGGUHVVLQJXSDQGORDWKHGWKHSHUSHWXDOGUHDU\WDON>«@DQGWKHJHQHUDOIRUPDOLW\
RIWKHRFFDVLRQV¶>3RQVRQE\ S@,QKHU MRXUQDOV1RUWKVWDWHVWKDWVKH QHYHU
µWKRXJKWPXFKRIWKHWUHDGPLOOURXWLQHFDOOHG³VRFLHW\´¶ [North 1892a: p.31]. Despite
this, North found London WREHµIXOORIGHOLJKWV¶
It was during her time as a young woman in Hastings that North met Lucie
Austin, later Lady Lucie Duff Gordon, a Victorian writer, traveler and highly
unconventional intellectual, whose celebrated salons were attended by Tennyson,
Thackeray and George Meredith [Clarke 2009: p.12]. Lucie made a strong impression
upon North [North 1892a: p.5], who described KHU DV µRQH UDLVHG DERYH RUGLQDU\
PRUWDOV¶ ZLWK D µIHDUOHVVQHVV DQG FRQWHPSW RI ZKDW SHRSOH WKRXJKW RI KHU¶ >1RUWK
1892a: p.6]. She also made a long-term friend in Barbara Leigh Smith Bodichon
[Hirsch 2006: p.21], the artist, law reformer, pamphleteer, journalist, co-founder of
Girton College, intrepid traveler, first cousin of Florence Nightingale and George
EOLRW¶V FORVHVW IULHQG %RGLFKon was associated with the Pre-Raphaelite circle,
including Anna Mary Howitt, who painted Bodichon as Boadicea [Hirsch 2006:
SYLL@ %RGLFKRQ¶V SROLWLFDO YLHZV VWUHWFKHd to the application of the crafts and like
William Morris she agonised about the way cheap factories and European imports
µGHVWUR\HG ORFDO FUDIWV DQG VNLOOV¶ [Hirsch 2006: p.139], thus indicating a political
orientation toward the aesthetics of making and toward making itself.
Formal art education for women had been available in Britain since the 1850s,
with a government school of design being founded in 1865. John Ruskin declared an
LQWHUHVWLQZRPHQ¶VDUW DQGDUWHGXFDWLRQDQGZDVLPSUHVVHGE\µDQXPEHU of women
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DUWLVWV¶ >/DPERXUQH E S@ +RZHYHU as part of D FULWLTXH RI %RGLFKRQ¶V
painting Louisiana Swamp¶ 5XVNLQ ZDV RSHQO\ KRVWLOH and complained about the
placing of the work inside the headquarters of the (QJOLVK :RPDQ¶V -RXUQDO
prompting Hirsch, in Barbara Leigh Smith Bodichon, Feminist, Artist and Rebel, to
DUJXHWKDWµ5XVNLQZDVPRUHLQWHUHVWHGLQNHHSLQJIHPDOHDPELWLRQXQGHUFRQWUROWKDQ
LQRIIHULQJDHVWKHWLFFULWLFLVP¶>+LUVFKS@
5XVNLQ¶V KRVWLOLW\ H[WHQGHG WRZDUGV WKH VKRZLQJ RI $QQD 0DU\ +RZLWW¶V
painting of Bodichon as Boadicea at the Sydenham Crystal Palace exhibition in 1856.
Ruskin attacked history painting at the event, holding in high esteem, despite many
mixed reviews, a SDLQWLQJ RI D SKHDVDQW¶V ZLQJ, stating that it was Botany not Art
[Hirsch 2006: p.164]. This move by Ruskin, places him at the forefront of a changing
world that would begin to challenge the primacy of history painting within the
European art world5XVNLQ¶V5RPDQWLFLVPGHDOWZLWKSDUWLFXODUVµDELUGVZLQJ>«@D
waterfall oUKLOO¶>6SDOGLQJS@DVZLWQHVVHGLQKLVJRXDFKHSDLQWLQJ Spray

of Withered Oak, in 1879 [See figu re 7]. 1RUWK¶V RZQ ERWDQLFDO SDLQWLQJV ZHUH in
many ways YHU\PXFKLQNHHSLQJZLWK5XVNLQ¶VYLHZVRQDUW
North continued to be trained in feminine accomplishments that included
drawing and painting. She was tutored as an amateur by a number of artists, including
the Royal Academician John Ballantyne (1815-1897), Madeline Von Fowinkel (no
dates found), from whom North states she µJRWWKHIHZLGHDV,SRVVHVVRIDUUDQJHment
RI FRORXU DQG RI JURXSLQJ¶ and the Australian Robert Dowling (1827-1886), who
taught North oil painting while spending Christmas with the North family in Hastings
[Ponsonby 2002: p.15]. North complained about lessons in watercolour from
Valentine Bartholomew (1799-  ZKR GHVSLWH KDYLQJ EHHQ µIORZHU SDLQWHU LQ
RUGLQDU\ WR 4XHHQ 9LFWRULD¶ >3RQVRQE\  S@ 1RUWK GLG QRW KROG LQ KLJK
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esteem. North was not a professionalised painter since she did not attend formal
classes at art school. Nor did she display her work commercially, despite the fact that
DWWKHWLPHRI1RUWK¶V early artistic education many women painters were becoming
highly regarded professionals. Generally, during the nineteenth-century women
painters were regarded as either µDPDWHXUVRUFRPSHWHQWDPDWHXUV¶ DVWKH9LFWRULDQ¶V
expected the fairer sex to acquire accomplishments but never a profession
[Lambourne 2005b: p.307]. Despite this, many female painters, amateur and
professional, often had a dedicated space in which to work, as pictured in Mary Ellen
%HVW¶V SDLQWLQJ RI The Artist in her painting Room, of 1837-9 [See figu re 8].
Moreover, tKHUHKDGEHHQµWZRZRPHQDUWLVWVDPRQJWKH)RXQGDWLRQ0HPEHUVRI
the Royal AcaGHP\¶$QJHOLFD.DXIIPDQQ -1807) and the flower painter Mary
Moser (1744-1819) [Lambourne 2005b: p.307]. Accomplished Victorian women
painters included Louise Jopling (1843-1933), a close friend of Whistler and Millias.
Jopling painted Blue and White [See figu re 9] in 1896, which was bought by Lord
Leverhulme for his gallery at Port Sunlight as a document of the then current taste for
blue and white Chinese ceramics [Lambourne 2005b: p.311]. North herself took an
interest in Chinoiserie and Asian porcelain.
Despite this mix of amateurism and professionalism among nineteenth-century
women painters, as Griselda Pollock FLWHG LQ 6KHIILHOG¶V Revealing   Worlds:   Three  
Victorian   Women   Naturalists,   and other feminist art writers have acknowledged,
women artists were still at a disadvantage compared with male artists because many
ZRPHQ¶V IDPLOLHV REMHFWHG WR VXFK SXUVXLWV DQG µGHQLHG WKHP SHUPLVVLRQ >«@ RIWHQ
withdrawing PRQH\ IRUHGXFDWLRQ¶>6KHIILHOGS@1RUWK defended her own
educational shortcomings by stating that a UHDOO\ GLVWLQJXLVKHG ZRPDQ µQHHGV QR
FROOHJHVRUKLJKHUHGXFDWLRQOHFWXUHV¶>7LQOLQJS@
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1RUWK¶VSDLQWHUO\DPELWLRQVZHUHIURPDQHDUO\VWDJHDVVRFLDWHGZLWKERWDQLFDO
painting. From the eighteenth century onwards, this genre had suffered from the
PDLQVWUHDP DUWLVWLF YLHZ WKDW WKHUH ZDV µD SURIRXQG GLIIHUHQFH >«@ EHWZHHQ D
EHDXWLIXO GHVLJQ DQG >«@ ERWDQLFDO DUW DVVRFLDWHG ZLWK IHPDOH SROLWH FXOWXUH DQG D
professional work created to aid scientiILF XQGHUVWDQGLQJ¶ >%DUEHU 2011: p.57].
However, further to the professionalisation of female painters during the nineteenth
century many botanical works were actually made by professional women artists and
WKH\ ZHUH SHUFHLYHG WR RIIHU µWHFKQLFDO SUHFLVLRQ DQG VFLHQWLILF DFFXUDF\¶ [Barber
2011S@1RUWK¶VRZQERWDQLFDOpaintings did not make extensive use of empirical
techniques but, instead, incorporated stylistic influences from high art. North
combined myriad stylisations while choosing not to confine her self to any one
particular genre. Despite this, North did garner plaudits for her work from journals
such as Nature, the Dial and Athenaeum [Gates 2001: p.101].
There were other untrained women painters to which North could have looked.
Within the Pre-Raphaelite circle the life model Elizabeth Siddal produced paintings in
a recognisably Pre-Raphaelite style. SiddaO¶V ZRUN ZKLFK ZDV LQVSLUHG E\ SRHWU\
displays a naivety WKDW FDQ DOVR EH ZLWQHVVHG LQ 1RUWK¶V RZQ ERWDQLFDO ZRUNV
Rossetti, SiddaO¶V lover, found her work to be µTXLWH ZRQGHUIXO¶ EHFDXVH of its
µIHFXQGLW\RILQYHQWLRQDQGIDFLOLW\¶ which he considered to be µPXFKJUHDWHUWKDQKLV
RZQ¶ >&UXLVH  S@ 5RVVHWWL¶V EUother William Michael Rossetti, however,
had a lower estimation of SiddaO¶VZRUN, but in taking this position GLGQRWµWDNHLQWR
consideration her almost complete lack of training, let alone her poverty and inability
WREX\GUDZLQJPDWHULDOV¶RULQGHHGKHUODFNRf µZRUNLQJVSDFH¶>&UXLVH p.138].
Siddal moved to Sheffield in 1857 to take a ladies class at the art school and her
ZDWHUFRORXUVDUHQRZUHJDUGHGDVµKDXQWLQJO\¶LQGLYLGXDO>/DPERXUQHES@
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Other Victorian female painters who challenged the primacy of their male
counterparts include Rosa Bonheur (1822-99). Bonheur, who was born in Bordeaux,
exhibited regularly at the Salon in Paris from 1841 and was the first woman artist to
EH DZDUGHG WKH /pJLRQ G¶ +RQQHXU LQ  %RQKHXU¶V SDLQWLQJV LQIOXHQFHG /DG\
Butler [Elizabeth Thompson] (1846-1933). Indeed, Bonheur and Butler were thought
by some to have µVXUSDVVHGDQ\PDOHFRPSHWLWLRQLQWKHLUFKRVHQJHQUHV¶>/DPERUQH
2005b: p.322]. Butler was to astound the public through her incredibly masculine war
paintings. Consider here, for example, The Roll Call (Calling the Roll after an

Engagement, Crimea) of 1874, which was purchased by Queen Victoria after being
praised highly by the Prince of Wales in his opening speech at a Royal Academy
GLQQHU &RQVLGHU DOVR %XWOHU¶V Scotland Forever of 1881 [See figure 10], which
depicts the onrushing cavalry of the Scots Greys at Waterloo [Lambourne 2005b:
S@%XWOHUGHFODUHGWKDWVKHµQHYHUSDLQWHGIRUWKHJORU\RIZDUEXWWRSRUWUD\LWV
SDWKRVDQGKHURLVP¶>/DPERXUQHS@
North was therefore painting within a historical context that included other
more professionalised women painters. This may have led her to seek better teaching
outside of the expected remit of genteel tutors. William Henry Hunt (1790-1864),
ZKRP 5XVNLQ GHVFULEHG DV KDYLQJ JLYHQ µEHQFK-marks at which WR DLP DV DQ DUWLVW¶
[Lambourne 2005b: p.115] and from whom Ruskin had taken lessons, had lodgings
QHDUE\WR1RUWK¶VKRPHLQ+DVWLQJV but UHMHFWHG1RUWK¶VSURSRVDOWKDWKHPLJKWWHDFK
KHU1RUWKZDVGHYDVWDWHGDQGGHFODUHGµWKHRQO\PDVWHU,ORQJHGIRUZRXOGQRWWHDFK¶
[North 1892a: p.27]. Bodichon did, however, receive advice on her paintings from
Hunt [Hirsch 1998: p.19].
Despite his refusal to teach her, Hunt is nevertheless a strong candidate as an
LQIOXHQFH RQ VRPH RI 1RUWK¶V FRPSRVLWLRQDO DV ZHOO DV paint application choices.
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+XQW¶V WHFKQLTXH LQLWLDOO\ DGKered to the classic Girtinesque style (after the
eighteenth-century watercolourist Thomas Girtin (1775-1802)) whereby coloured
washes are applied to a painting layer upon layer. However, in 1825 Hunt replaced
this technique in favour of a mixture of transparent and body colour to be placed over
a ground of Chinese white as a way of giving µOXPLQRVLW\¶>+LUVFK8: p.19] [See
figu res 11, 12 and 13] This latter technique, which is transferable to oil painting, was
also used by North. North EHOLHYHG +XQW¶V ZRUN WR EH µDEVROXWHO\ WUXH WR QDWXUH¶
[North 1892a: p.27]. Hunt worked on a small scale, as did North, and his work
anticipates Pre-Raphaelite naturalism despite being rooted in the nature based
teaching of John Varley (1775-1802), the watercolourist, astrologer and friend of
William Blake (1757-1827) [Blayney Brown 2001: p.@ +XQW¶V SDLQWLQJV DUH
sometimes so realistic that they approach the photographic. His work often depicts
ELUG¶s nests with accompanying flora built up in painted layers that give a dense
colouration and luminosity.
+XQW¶V studio belonged to John Hornby Maw, a retired Pharmaceutical
businessman who owned a fine collection of J.M.W. Turner (1775-1851)
ZDWHUFRORXUV 1RUWK D IULHQG RI 0DZ¶V GDXJKWHU remarked on the paintings in her
diaries describing them as an µH[TXLVLWH FROOHFWLRQ¶ GLVSOD\HG LQ D µWKLUW\-foot-long
GUDZLQJURRP¶[North 1892a: p.28]. Other artists chose to paint in Hastings, including
Prout, who, according to North, µGUHZHYHQLQKLVEHG¶EHFDXVHRIKLVGHOLFDWHhealth
[North 1982a: p.28]. Cox and Linnell also worked in the town, as did Edward Lear
(1812-88); the latter making regular appearances there throughout 1RUWK¶V life. Lear
KDGEHHQDORGJHULQWKHFRWWDJHRIWKH1RUWK¶VJDUGHQHU [North 1982a: p.29] and he
wrote of North as DµFOHYHU GHOLJKWIXO¶SHUVRQ [North 1878: (MN/1/1) Letters to Dr.
Burnell].
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Lear wrote to entomologist Eleanor Anne Ormerod (1828-1901) that North was
µDJUHDWGUDXJKWVZRPDQDQGERWDQLVW¶>6heffield 2001: p.106]. Lear, an ornithological
draughtsman, landscape painter, musician, creator of nonsense rhymes and a travel
writer, wrote The Owl and the Pussy Cat, IRU1RUWK¶VQLHFH-DQHW6\PRQGV>3RQVRQE\
2002: p.15] and entertained North at the piano singing Tennyson for hours to NortK¶V
µJUHDWDPXVHPHQW¶>3RQVRQE\ S@/HDUDOVRSDLQWHGLQ1RUWK¶VSUHVHQFHDQG
VKHZURWHRI KLP EHLQJ µPRVWJRod-QDWXUHG LQ OHWWLQJXVZDWFK KLPDWZRUN¶>1RUWK
1892a: p.29].
1RUWKH[SORUHGWKHZRUOGDVDVLQJOHZRPDQFKRRVLQJQHYHUWRPDUU\1RUWK¶V
QLHFH0DUJDUHW6\PRQGVµWKRXJKWWKDWPDQ\SHRSOHPXVWKDYHZLVKHGWRPDUU\KHU¶
stating that North asked µRQHVXLWRUWROHDYHWKHURRPDQGWKHQVKXWWKHGRRUEHKLQG
KLP¶>3RQVRQE\S@7KHUHZHUHSROLWLFDOUDPLILFDWLRQVDWWDFKHGWRPDUULDge
GHVSLWH µ9LFWRULDQ ZRPHQ >«@ making unparalleled advances, socially and
SROLWLFDOO\¶>6ZHHWS@6XVDQ Morgan, writing in Recollections of a Happy

life Being the Autobiography of Marianne North VXJJHVWV WKDW µXQOLNH PDQ\
9LFWRULDQ ZRPHQ LQFOXGLQJ ULFK RQHV¶ 1RUWK µKDG QR SUDFWLFDO LQFHQWLYHV WR PDUU\¶
EHFDXVH µ>Q@RW RQO\ GLG VKH LQKHULW SOHQW\ RI PRQH\¶ VKH ZDV DOVR µIUHH IURP
entangling family obligations, free to follow her own inclination, which was to go to
interesting places and meet interesting peopOH DQG SDLQW¶ >0RUJDQ  S[Y].
Furthermore, as the daughter of a widowed father, µshe spent approximately fifteen
years enjoying the position of being the female heDG RI DQ LPSUHVVLYH KRXVHKROG¶
[Morgan 1993: p.xv]. What is more, North grew up well before 1882 when The
MaUULHG :RPHQ¶V 3URSHUW\ $FW RI  was put in place [Morgan 1993: p.xv].
Victorian Britain is generally rememberHG DV D WLPH ZKHQ ZRPHQ¶V OLYHV were
µVHYHUHO\ SROLFHG DQG FLUFXPVFULEHG¶ DQG µ>S@RVW-Victorian culture has been
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inexpressibly keen to dwell upon images of women housebound by stern husbands
restricted by forbidding social codes¶ >6ZHHW  S@ 7he nineteenth century
was a time during which women of social standing found their political voices and
won property rights [Sweet 2001: p.177]. However, these rights were not given over
uncontested, but were won through many years of extensive campaigning by women.
One by one, North saw her sisters marry. Her half sister Janet married Dr. Kay
µWKH JUHDW HGXFDWLRQDOLVW¶ >1RUWK D S@ Zhile Catherine married John
Addington Symonds (1840-1893) [North 1892a: p.34]. This latter marriage may not
have been a steady or traditional one, however, since Addington SyPRQGV ZDV µDQ
DOOHJHG ELVH[XDO¶ This rumour may have started after Addington Symonds wrote A

Problem in Greek Ethics in 1883, devoting much energy in his writings toward µVLJQV
RI 8UDQLVP¶ >6ZHHW  S@ D FRGHG WHUP IRU KRPRVH[XDOLW\ 1RUWK PD\ QRW
have known about these allegations, since she found works by Addington Symonds to
EHµWRXJKERRNV¶WKDWµVRPH\RXQJHUPHQWKLQNKDUGUHDGLQJ¶>1RUWKES@
However, North could quite easily have chosen to be ignorant for the sake of family
SULGHDQGKHUVLVWHU¶VPDUULDJH
Female sexuality escaped regulation due to changes to an amendment to the
criminal law on homosexual behaviour in England by Queen Victoria (1819-1901).
7KH 4XHHQ UHIXVHG WR VLJQ WKH DPHQGPHQW XQWLO µDOO UHIHUHQFHV WR ZRPHQ ZHUH
UHPRYHG¶WKHUHE\FUHDWLQJDSHUIHFWVPRNHVFUHHQIRUOHVELDQUHODWLRQVKLSVEHFDXVHRI
DµFRQVWLWXWLRQDOLPSRVVLELOLW\¶>6ZHHWS@ North never chose to broach the
subject of her own sexual inclinations in public.
North did however display signs of real affection toward a male associate, Dr.
%XUQHOO D 6DQVNULW VFKRODU IRU ZKRP 1RUWK SURGXFHG SDLQWLQJV RI +LQGX µVDFUHG
SODQWV¶that are set within the alcove of the second room within the North gallery. The
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project was to be a book. North wrote to Burnell on February 5, 1878, aboXWµWKHEHVW
way of printing [it] LQ FRORXU¶ >1RUWK 1878: (MN/1/1 Letters to Dr. Burnell]. North
admitted to trying copper etching, taking lessons from a Mr. Edwin Edwards (18231879) who had illustrated the old inns of England [North 1892b: p.191]. However, no
other records of this activity exist. This is almost certainly because the planned book
never materialised. North did ask about the progression of the project, but feared
being snubbed by Burnell deciding to write casually µGRQ¶W KXUU\ \RXUVHOI >«@ WKH\
PD\EHGRQHLQWLPH¶>6KHIILHOGS@+RZHYHUWKUHH\ears later Burnell was
dead at forty-two from an inflammation of the lungs bought on by a µchill in
+DPSVKLUH¶ >6KHIILHOG  S@ 1RUWK¶V OHWWHUV WR %XUQHOO DUH RIWHQ WHQGHU LQ
their wording. In a letter dated February 26, VKHZULWHVµ,KDYHIRXQGQRRQH\HW
in India who talks as you do & very seldom meet anyone who takes interest in
DQ\WKLQJKHUH¶DQG µI am always getting some of your plants done & I shall get them
all in time I long to read your book about themʊZKHQ\RXDUHRQWKHPRYHFDQ¶W\RX
get a new photograph done of yourself I want one very much as you really are, with
long hair below your ears & deep sunken eyes no beauty, but something different
IURP RWKHUV¶ >1RUWK : (MN/1/1) Letters to Dr. Burnell]. North also writes to
Burnell of her feelings towards marriage, in a letter dated January 20, 1878, she warns
him:
[n]ever fear, you will fall a victim to some clever mother-in±law in time!
And be tied to a croquet ± badminton young person in high heeled boots
and no end of nervous gentility ± it is a terrible experiment matrimony
for a man especially, as a woman is something like your cat and gets to
like the person who feeds her and the house she lives in- but men if they
have brains have a romantic idea of companionship in their wife and then
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discover they have no two ideas in common, - after the first prettiness
have lost their charm ± I pity you in advance when that stage comes! And
I pity the poor wife too when she finds herself snubbed, and only a sort
of upper servant to be scolded if the pickles are not right ± and then she
will have to amuse herself by flirting with the most brainless of the male
croquet badmingtons ± and then you will lock yourself up and sulk and
WKLQN LW LVQ¶W \RXU IDXOt, and wish yourself free again [North 1878:
(MN/1/1) Letters to Dr. Burnell].
1RUWK¶VVtatements reveal real concerns regarding loss and the fear of marital rejection
as well as the isolation that follows, with its accompanying sense of entrapment,
hopelessness and claustrophobia. North also showed concern over the extreme lengths
Americans went to concerning marriage and divorce. During her visit to the USA in
the 1870s, she states WKDWµGLYRUFHVZHUHVRFRPPRQWKDWDODZ\HUZRXOGGRWKHWKLQJ
cKHDSO\ E\ WKH GR]HQ¶ DQG GHVFULEHG RQH ZRPDQ pointed out to her as having been
µGLYRUFHGHLJKWWLPHV¶>1RUWK 1892a: pp.76-77].
North, like many single women in the nineteenth century, need not have been
celibate however. Despite prostitution being rife, leading to the Contagious Diseases
Acts of 1864-1886, casual sex for both men and women of all classes and distinctions
was, according to Matthew Sweet in Reinventing the Victorians, very much available.
There were many places one could go to find casual partners. The Cremorne, a
pleasure garden on the Chelsea embankment, was between the years 1846-1877 µone
RIWKHEXVLHVWFUXLVLQJJURXQGV¶LQ/RQGRQ>6ZHHWS@In spite of this many
spinsters were not free agents. Women with no family responsibilities were thought of
as ideal candidates to nurture the larger society. It was thought that charity work,
philanthropic concerns, education or nursing were admirable occupations for these
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women, because they were being useful. Indeed, North toyed with the idea of joining
her old-friend Marie Hillebrand as a nurse [Sheffield 2001: p.84].
1RUWK¶V GLDULHV SUHVHQW D GDXJKWHU ZKRVH IDWKHU ZDV WKH UHDO ORYH RI KHU OLIH
NoUWKZULWHVµIURPILUVWWRODVW [he was] the one idol and friend of my life, and apart
IURPKLP,KDGOLWWOHSOHDVXUHVDQGQRVHFUHWV¶>1RUWK 1892a: p.5]. In May 1854, her
father again became M.P. for Hastings after the death of a Mr. Brisco [North 1892a:
S@7KHIROORZLQJ\HDURQWKH-DQXDU\1RUWK¶VPRWKHUGLHG1RUWKZULWHV
of her mRWKHU¶V JUDGXDO GHPLVH DV RQH GXULQJ which she did not suffer, but also
declared that she KDGµHQMR\HGQRWKLQJDQGKHUOLIHZDVDGUHDU\RQH¶6KHIILHOGVWDWHV
WKDW 1RUWK IRXQG KHU PRWKHU µLQVXIIHUDEOH¶ 1RUWK DSSDUHQWO\ µKDG OLWWOH UHVSHFW IRU
ZKDWVKHSHUFHLYHGWREHKHUPRWKHU¶VGRPHVWLFLW\¶ILQGLQJKHUOLIHWREHµGXWLIXODQG
non-GHVFULSW¶ [Sheffield 2001: p.78]. North wrote to her friend Amelia Edwards 11
(1831-1892  VWDWLQJ WKDW KHU PRWKHU ZDV µYHU\ EHDXWLIXO EXW OLWWOH HGXFDWHG >«@ ,
NQHZ OLWWOH RI KHU¶ 6KH DOVR ZULWHV WKDW KHU µIDWKHU ZDV DOO LQ DOO WR PH  VKH >KHU
mother] more or less jealous, was devoted to my brother [Charley] >«@ DGGLQJ µDW
ODVWP\PRWKHUGLHG¶DQGµ,KDGVWLOOPRUHWRGRIRUKLP¶>6KHIILHOGS@8SRQ
her PRWKHU¶VGHDWK North made a promise, agreeing to never leave her father [North
1892a: pp.29-30].
It was at this time that Mr. North and his daughter took a flat in Victoria Street
London in order to make a new home [North 1892a: p.30]. North recalled riding to
Chiswick Gardens with her father to collect specimens of flowers to paint as well as
visits to Kew Gardens. It was during one of her visits to Kew that she first met Sir
William Hooker who gave her a hanging bunch of the A mherstia nobilis, which he
FODLPHGWREHµRQHRIWKHJUDQGHVWIORZHUV LQH[LVWHQFH¶2QVHHLQJVXFKDQXQXVual
11

Amelia Edwards was a traveler, Egyptologist and novelist [Sheffield 2001: p.83]. Her travel writings
include A Thousand miles up the Nile of 1876.
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EORRP1RUWKZURWHWKDWLWPDGHKHUµORQJPRUHDQGPRUHWRVHHWKHWURSLFV¶>1RUWK
1893a: p.31]. North¶VUHODWLRQVKLSZLWKKHUIDWKHU can be seen as highly significant. As
Sheffield argues with reference to Linda Boose, D GDXJKWHU¶V µUHODWLRQVKLS WR WKH
world bH\RQG KHU IDWKHU¶V KRXVH¶ FRXOG VXSSRUW µD 9LFWRULDQ ZRPDQ¶V LQWHOOHFWXDO
deveORSPHQW¶ DQG Poreover, that D µGDXJKWHU ZKR LV FORVH WR KHU IDWKHU >«@ PD\
EHQHILW¶ IURP µVXFK D UHODWLRQVKLS¶ DQG QRW KDYH WR µVDFULILce the roles of wife and
PRWKHU FRPSOHWHO\¶ [Sheffield 2001: p.76] 1RUWK¶V FKRLFH QRW WR PDUU\ RU EHDU
FKLOGUHQ PHDQWWKDWVKHµILUPO\DFNQRZOHGJHGWKHZRUWKRIKHUUHODWLRQVKLSZLWK KHU
IDWKHU ERWK RQ DQ HPRWLRQDO DQG DQ LQWHOOHFWXDO OHYHO¶ >6KHIILHOG 01: p.79].
Furthermore, any conflict created by the µGHVLUH RI WKH IDWKHU WR ERWK UHWDLQ DQG
separate from his daughter and between the relatively powerless daughter who is torn
EHWZHHQOR\DOW\>«@DQGORYH¶FRXOGEHUHFRQFLOHGE\ the daughter remaining at home
DQGDVµDFKLOGLQKer relationship with her father¶. Under such circumstances all that
the daughter could do was to µZDLW XQWLO KHU IDWKHU GLHV WR EHFRPH D VH[XDO
SURFUHDWLYHDGXOWZRPDQ¶>6KHIILHOGS@
On losing his seat in 1865, North¶V father decided to travel east with North, first
to Trieste and then onto the Adriatic YLD µSpalatro¶ (Spilt), Ragusa and µ&DWWDUR¶
(Kotor), passing eleven days in quarantine in the harbour at Corfu. After this, they
ventured to Damascus, spending Christmas on a Nile boat, before moving on to Syria
in the Spring of the following year. North and her father returned to London in the
summer of 1866, after which they travelled back to Hastings to devote time to their
JDUGHQ EXLOGLQJ µWKUHH JODVV-houses: one for orchids, another for temperate plants,
DQG DQRWKHU TXLWH FRRO IRU YLQHV DQG FXWWLQJV¶ >1RUWK 1892a: p.35]. This was a task
North clearly enjoyed, constantly moving µIURP GDPS WURSLFDO KHDW WR FROG (QJOLVK
HDVW ZLQGV¶ >1RUWK D S@ ,W Zas aOPRVW FHUWDLQO\ 1RUWK¶V IDWKHU ZKR
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introduced her to the practical study of plants DVWRJHWKHUµWKH\OHDUQHGDERXWSODQWV
hunted for rare varieties of them, painted them anGJUHZWKHP¶>1RUWKS[YLL].
According to Ponsonby, North had no formal education in botany, but learned about
plants from the µFORVH DVVRFLDWLRQ¶ with her father DV ZHOO DV UHDGLQJ µD JUHDW GHDO
DERXWWKHVXEMHFW¶>3RQVRQE\S@
,Q  1RUWK¶V IDWKHU ORVW KLV ODUJH PDMRULW\ after his being petitioned by the
RSSRVLWLRQSDUW\RYHUDEULEHU\VFDQGDO1RUWKZURWHµ>L@WZDVPRVWJDOOLQJ>«] poor
ROG IDWKHU >«@ KDG EHHQ DOO KLV OLIH ILJKWLQJ DJDLQVW EULEHU\¶ >1RUWK D S@
North also wrote oIKHUIDWKHU¶VJURZLQJand of her own impending deafness, through
which LQODWHUOLIHµVRPHKDUVKYRLFHV¶JDYHKHUµSRVLWLYHSDLQ¶>1RUWK 1892a: pp.3132]. On August 4, 1869, North and her father decided to embark on yet another trip
abroad, this time to Salzburg [Ponsonby 2002: p.15], from where after a few days rest
they moved on to Gastien, JHWWLQJIDPLOLDUURRPVDWWKH+LUVFK¶VKRWHO1RUWK¶VIDWKHU
then VHWDERXWSODQQLQJDZDONµRYHUWKHKLOOVWR+HLOJHQEOXW [in] eiJKWHHQKRXUV¶
Father and daughter first µZHQW XS an Alp 3000 feet above Gastien [to] try
[their] SRZHUV¶ [North 1892a: pp.37-38]1RUWKUHFRXQWVWKDWKHUIDWKHUµFDPHEDFNVR
well that he went up another hilO WKH QH[W GD\¶ OHDYLQJ 1RUWK WR UHVW this time,
however, the walk was too much for him. 1RUWK UHIHUV WR µKLV old diVHDVH¶ >1RUWK
1892a: pp.37-@µFRQJHVWLRQ LQRQHRI KLV OXQJV¶>6KHIILHOGS@DVZHOODV
of having to go down to Salzburg to find a doctor who advised them to return home to
England. North writes that on their return journey via Munich her fatheU µDUULYHG LQ
the greatest state of sufferLQJ¶ >1RUWK D SS-38]. After returning home to
EngODQG1RUWK¶V IDWKHUGLHGRQ October 29 [Ponsonby 2002: p.15]. North writes of
KHU IDWKHU¶VµSDUWLQJZRUGV¶XVLQJKHU IDPLO\SHWQDPHRIµ3RS¶+HDVNHGKHU for a
kiss and told hHUKHZDVµRQO\JRLQJWRVOHHS¶ but he never woke up. North writes, he
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µOHIW PH LQGHHG DORQH¶ DQG µ, ZLVKHG WR EH VR,FRXOG QRW EHDU WRWDON RI KLP RU RI
DQ\WKLQJHOVH¶>1RUWKD: p.38].
North left Hastings forever, and placed her affairs into the hands of a Mr. Hunt
of Lewes. North, embarked upon a trip to the Riviera and Sicily in the summer of
1870. Her family servant, Elizabeth accompanied her [North 1892a: p.38], but it was
not a success1RUWKµZDQWHGWREHDORQHDQGZDVincreasingO\LUULWDWHGE\(OL]DEHWK¶
and Elizabeth for her part µMXVW ZDQWHG WR JHW KRPH¶ >3RQVRQE\  S@
Thereafter, North returned to take up life alone in Victoria Street [North 1892a: p.38].
In 1871, North visited the United States of America, embarking upon her first visit to
the country of which she had dreamed when accompanying her father at Rougham.
North then moved onwards, travelling to and painting in the Tropics, beginning a life
style she would make her own. North had been watching and learning from her father
ZKR KDG µSURYLGHG KHU ZLWK WKH RSSRUWXQLW\ WR OHDUQ KRZ Wo travel in non-European
ODQGV¶ [Sheffield 2001: p.83].
1RUWK¶VWUDYHOVWKURXJKRXWWKH%ULWLVK(PSLUHµQHHGHG QRSDVVSRUWDQGWKH
only bureaucracies she encoXQWHUHGZHUHSRVWDOFOHUNVDQGEDQNHUV¶6KHµFDUULHGZLWK
her µOHWWHUVRILQWURGXFWLRQ¶WRJRYHUQPHQWRIILFLDOV DQGIULHQGVRIKHUFLUFOH¶>7LQOLQJ
1989: p.204]. After her visit to the United States, North was able to visit the West
Indies in 1871-72 and Brazil in 1872-73 through letters of introduction that she had
received from Charles Kingsley (1819-75).12 1RUWK VWDWHV WKDW .LQJVOH\¶V ERRN At

Last, ZDVUHVSRQVLEOHIRUµDGGLQJIXHOWRWKHEXUQLQJRIP\UDJHIRUVHHLQJWKHWURSLFV¶
[North 1892a: p.39]. Kingsley presented natural history as a µSXULILFDWLRQRIWKHH\H¶
DQG KH ZDV KHDYLO\ LQIOXHQFHG E\ WKH LGHDV RI 5XVNLQ WKDW LQYROYHG µHOHPHQWV RI

12

Kingsley, an Anglican canon of Chester Cathedral, was part of the Victorian movement that focused
RQ µVHOI-LPSURYHPHQW¶ DVVRFLDWHG ZLWK µOHLVXUH WLPH¶ DQG µWKH ODQJXDJH RI VHOI LPSURYHPHQW¶ 7KLV
movement had its roots in the idea of leisure as a source of redemption as opposed to its perception as a
µOLWWOHZRUOGRIYDQLW\DQGVHOI-LQWHUHVW¶>2¶*RUPDQS@
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poetry, prophecy, and religion-DOO LQ RQH¶ >2¶*RUPDQ  SS-9]. These ideas
would go on to influence views on nature painting in the UK, and the US. North
would also gain introductions from William and Joseph Hooker, including letters to
the then Rajah and Rani of Sarawak, [Charles and Margaret Brookes] (Malaysia).
+RZHYHUGHVSLWHEHLQJµHQWHUWDLQHGLQ*RYHUQPHQWUHVLGHQFHVRUSDODFHV¶, Ponsonby
VWDWHV WKDW 1RUWK WKRXJKW µQRWKLQJ RI ILQding her own way to totally out-of-the-way
places, staying in the most primitive accommodation or experiencing the most diverse
and often uncomfortable and dangerous forms of traQVSRUW¶ >3RQVRQE\  S@
While in Tenerife in 1875-77, North wrote of sleeping in an old house LQ D µJUHDW
barn-OLNHURRP¶WKDWKDGµKHDSVRISRWDWRHVDQGFRUQVZHSWXSLQWRWKHFRUQHUVRILW¶
North was to sleep upon a stretcher-bed ZLWK µFRFNVDQG hens roosted on the beams
RYHUKHDG¶from where she could hear a µGRQNH\DQGRWKHUEHDVWVPXQFKLQJWKHLUIRRG
DQG VQRULQJ EHORZ¶ GHVSLWH WKLV 1RUWK KDG E\ KHU RZQ DGPLVVLRQ µD YHU\ ODUJH
DOORZDQFHRIJRRGVOHHS¶>1RUWKES@
1RUWK¶V ZRUNLQJ WULSV abroad involved the exotic and the tragic. In the
Seychelles in 1883, VKHZULWHVRIµH[TXLVLWHWXUTXRLVHFUDEVZLWKUHGOHJV¶WKDWH[FLWHG
her so much that on seeing them she dropped her bag and µVFUHDPHGZLWKZRQGHU¶,Q
contrast, North writes of the leper camp ZKHUHLQPDWHVZHUHµQRORQJHUFRPSHOOHGWR
JR¶ EXW VWLOO UHPDLQHG DQG ZURWH FRPSDVVLRQDWHO\ RI D WLPH ZKHQ WKH FDPS ZDV VR
crowded that the leapers were buried without coffins. According to North, the lepers
had such a horror of this WKDWWKH\FDPHWRWKH LVODQGGHOLEHUDWHO\ LQRUGHUWRµPDNe
HQRXJK PRQH\ WR EX\¶ D FRIILQ and that WKH\ µZRUNHG DQG EHJJHG WLOO WKH\ KDG
VXFFHHGHG¶>1RUWKESS-@1RUWK¶VZULWLQJZDVWREHSHSSHUHGE\UHSRUWV
of the peoples and of the surrounding flora and fauna on her trips abroad, sometimes
disparaging and sometimes compassionately. 1RUWK¶V GLVWDVWH IRU WKH XSSHU classes
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that had developed since she was a child, extended into her adult life. North was often
upset by bureaucrats and powerful people alike, and in a letter to Dr. Burnett dated
February 26, 1878 VKHZURWHRIµJRYW+RXVHVWRULHV¶DQGRI rejoicing in not belonging
WR µELJ SHRSOH¶ >1RUWK  01  /HWWHUV WR 'U %XUQHOO@ 1RUWK¶V own
confidence grew. Coupled with the prestige of a good family name, it enabled her to
name four species of plants giving her own name meaning and gravitas [Rose 2001:
pp.70].
North had become a plant hunter; a risky pursuit ZLWK µPDQ\ FROOHFWRUs
[expiring] LQ WKH ILHOG¶ >6\QJH 1990: p.57]. In 1884, North wrote of searching for a
µEOXH3X\D¶ LQ&KLOH where she organisHG DµJXLGHDQGD KRUVHDQGVWDUWHGXSWRWKH
PRXQWDLQV¶2Qfinding their way blocked, they tied up the horses DQGµSURFHHGHGRQ
IRRWLQWRWKHFORXGV¶1RUWKGHVFULEHVWhe clouds as so thick that at one time VKHµFRXOG
QRWVHHD\DUG¶EHIRUHKHU1RUWKZDVWREHUHZDUGHGZKHQWKHPLVWVFOHDUHGDQGWKH
flowers, µVWDQGLQJ RXW OLNH JKRVWV DW ILUVW¶, UHYHDOHG WKHLU µIXOO EHDXW\ RI FRORXU DQG
IRUP LQ HYHU\ VWDJH RI JURZWK¶ 1RUWK SURFODLPHG WKDW µ, UHDFKHG D QHZ ZRUOG RI
ZRQGHUV¶ >1RUWK E S@ ZRQGHUV WKDW 1RUWK ZRXOG WKHQ go on to present to
the British public through her paintings, initially at the Pall Mall Institute, where
North first exhibited, and then, following the favourable reception of her work, at a
self-built gallery set within Kew Gardens [North 1879-1896: M/N /1/4: Kew North
Gallery].13

13

At the time, Kew Gardens was part of the Pall Mall institute [Farley 2009].
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C hapter O ne

T he M arianne North G allery

Every person interested in horticulture, botany, and art will join with Sir Joseph
Hooker in IHHOLQJ³JUDWHIXO´WR0LVV1RUWKIRUKHUIRUWLWXGHDVDWUDYHOHUKHUWDOHQW
and industry as an artist, and her liberality and public spirit. ± [1882: pp. 763-765]

The Marianne North Gallery was opened to the public at the Royal Botanical Gardens
in Kew on 7 June 1882.14 On Saturday 10 June the *DUGHQHUV¶&KURQLFOH included an
DUWLFOHRQWKHRSHQLQJRIWKHJDOOHU\VWDWLQJWKDWµWKHUHDUHLQWKLVXQLTXHFROOHFWLRQQR
less than 627 oil paintings of plants, and landscapes in which plants form a prominent
part¶ >The Chronicle 1882: pp.763-765]. The Chronicle also reported that in the
JDOOHU\¶VDFFRPSDQ\LQJFDWDORJXHXQGHUWKHOHWWHUµ$¶WKHUHZHUHµQRIHZHUWKDQ
HQWULHVRISODQWQDPHV¶DQGµLWLVQRH[DJJHUDWLRQWRVD\WKDWDYLVLWWRWKLVFROOHFWLRQRI
picWXUHV>«@JLYHVWKHYLVLWRUDQRSSRUWXQLW\RIDFTXLULQJDJRRGLGHDRIWKH QDWXUDO
vegetation of the gUHDWHU SDUW RI WKH ZRUOG¶ >The Chronicle 1882: pp.763-765].
1RUWK¶V LPSRUWDQFHDVD ERWDQLVWZDVDOVRDFNQRZOHGJHGZLWKWKHUDQJHRI IORUDVKH
had discovered being OLVWHGDORQJVLGHWKHVWDWHPHQWµWKHUHDUHVHYHUDOKDQGVRPHDQG
remarkable plants here represented that are at present unknown both in gardens and

14

The North gallery was extended, with building work planned between 1884 and 1886. The extension
was completed in 1885 and the Gallery re-opened to the public in 1886 [Farley 2011]. 1RUWK¶VOHWWHUVto
W.B. Hemsley of June 27, 1882, reveal that she was already contemplating an extension to the gallery
and that it would most likely be built LQWKHFRXUWDWWKHEDFNRIWKHJDOOHU\ZKHUHµWKe sacred plants
DUH¶. North was to consult with Fergusson about the project that very morning. She also refers to
visiting the gallery and that it looked µVRQLFH IXOORISHRSOH¶>1RUWK-1883: Hemsley Letters Vol
2].
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KHUEDULD¶>The Chronicle 1882: pp.763-76@,QGHHGDWWKHWLPHRIWKH1RUWKJDOOHU\¶V
opening, some of the species painted by North had not yet been named by science.
1RUWK¶VSDLQWLQJVZHUHGHVFULEHGE\WKH Chronicle DVµDQDGMXQFWWRDERWDQLFDO
JDUGHQ¶ DQG ZHUH FRPSDUHG IDYRXUDEO\ WR RWKHU IRUPV RI ERWDQLFDO LOOXVWUDWLRQ
ZKLFK LW ZDV DUJXHG µVHOGom or never give life-like representations of plant life,
KDELW DQG QDWXUDO VXUURXQGLQJV¶ 7KH GLVSOD\ RI SDLQWLQJV DW WKH 1RUWK JDOOHU\ ZDV
GHVFULEHGDVDµQREOHFROOHFWLRQRIRLO-FRORXUVNHWFKHV¶ZKLFK KDG EHHQ µGDVKHGRII
with such bold and truthful drawing and colouring that the fruits themselves seem to
be before thH YLVLWRULQD OLYLQJVWDWH¶>The Chronicle 1882: pp.763-765]. Moreover,
the Chronicle FRQVLGHUHG WKDW WKH YHULVLPLOLWXGH RI 1RUWK¶V ZRUN ZDV VXFK WKDW QRW
only would botanists be able to name nearly all the plants represented, but zoologists
and entomologists would be able to identify the numerous birds, animals and insects
that were featured alongside them.
$WWKHWLPHRIWKH1RUWKJDOOHU\¶VRSHQLQJLW¶VGLVSOD\RISDLQWLQJVZDVGLYLGHG
up into the following geographical groupings: Tenerife, Brazil, Jamaica, the United
States, California, Ceylon, India (with a series of sacred plants of the Hindus),
Singapore, Borneo, Java, Japan, New Zealand, and Australia²the Australian and
New Zealand sketches being the most recent additions. As the Chronicle makes clear,
ZLWKLQWKH1RUWKJDOOHU\µDJUHDWQXPEHURIWLPEHUWUHHVDUHSRUWUD\HGDQGWKHZKROH
dado of the room is made up of polished specimens of the woods derived from the
trees sketched abRYH¶ZLWKµHDFKH[DPSOHRIZRRG>«@QDPHG¶>The Chronicle 1882:
pp.763-765].
7KHFDWDORJXHWRWKHJDOOHU\KDGEHHQGHOLEHUDWHO\µFXWXSIUDPHGDQGJOD]HGLQ
pages, and hung under the pictures, so that every person who desires to see and learn
may do so >«@ ZLWKRXW WKH H[SHQGLWXUH RI D SHQQ\¶ >The Chronicle 1882: pp.763-
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765].15 The writer of the article for the Chronicle also stated that in the centre of the
JDOOHU\¶V PDLQ URRP PRXQWHG RQ D PHWDOOLF WDEOH ZDV D ODUJH PDS RI WKH ZRUOG
illustrating the distrLEXWLRQ RI YHJHWDWLRQ µD PRVW HODERUDWH DQG KLJKO\ ILQLVKHG
ZDWHUFRORXU GUDZLQJ E\ 0U 7UHODZQH\ 6DXQGHUV¶ 1RUWK¶V LQWHQWLRQ RI SODFLQJ µD
VLPLODUEXWODUJHUPDSSDLQWHGXSRQWKHFHLOLQJ¶ZDVSHUFHLYHGWR be an excellent idea
to be carried out at some point in the future [The Chronicle 1882: pp.763-765].
Visitors to the North gallery were therefore left under no illusions as to its intended
purpose as a taxonomically ordered focus for secular-scientific display.
The gallery building itself, which had been designed by James Fergusson F.R.S.
(1801-1886), was, however, reported by the Chronicle somewhat disparagingly as
EHLQJµUHDOO\ PXFKWRRVPDOO IRUWKHSLFWXUHVWREHSURSHUO\VHHQ LQʊDURRPWZRRU
WKUHHWLPHVWKHVL]HRIWKHSUHVHQWRQHLVUHTXLUHG¶>The Chronicle 1882: pp.763-765].
7KHVDPHUHSRUWZDVHTXDOO\FULWLFDORIWKH1RUWKJDOOHU\¶VLQWHULRUGpFRUVWDWLQJWKDW
µ>Z@H ZHUH QRW TXLWH SOHDVHG ZLWK WKH ELJ DQG KHDY\ FODVVLF RUQDPHQW XQGHU WKH
cornice, and we think the shiny black frames DUHWRRVWURQJLQFRORXU¶>The Chronicle
1882: pp.763-765] [See figure 14].
1RUWK¶V GHFLVLRQ WR RIIHU KHU SDLQWLQJV IRU SHUPDQHQW H[KLELWLRQ DW .HZ ZDV
almost certainly influenced by visits there as a younger woman with her father, who
was a friend of Sir William Hooker (1785-  WKH JDUGHQV¶ WKHQ GLUHFWRU >1RUWK
1892a: p.31]. William Hooker had overseen the construction of the Museum of
Economic Botany at Kew, during the late eighteen-forties. This museum, which
accommodated a collection of textiles, drugs, gums, dyes and timbers accumulated by
15

According to the *DUGHQHU¶V&K ronicleWKH1RUWK*DOOHU\¶VFatalogue was compiled by Mr. William
Botting Hemsley along with a little hand book that sold for sixpenFHFRQWDLQLQJµall that Miss North
.QRZVDERXWWKHVXEMHFWVDQGSODFHVSDLQWHG¶. Sir Joseph Hooker provided a preface for the catalogue.
Other contributors included a Professor Oliver, Mr J.G. Baker, Mr. J.R. Jackson, Mr. F. Du Cane
Godman and the Rev. Cambridge (who DVVLVWHGLQWKHQDPLQJRIWKHQXPHURXVELUGVSUHVHQWLQ1RUWK¶V
paintings) [The Chronicle 1882: pp.763-765].
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Hooker over a quarter of a century or more, was originally housed in an pre-existing
brick building situated in the Royal Kitchen Garden at Kew, the central room of
which had been modified by the architect Decimus Burton (1800-1881), who also
designed the vast Palm House at Kew in 1844. Burton included a skylight and a
JDOOHU\DVZHOODVIXUQLVKLQJVZLWKJOD]HGZDOODQGWDEOHFDVHVIRU+RRNHU¶VPXVHXP
7KH PXVHXP ZDV SHUFHLYHG E\ +RRNHU KLPVHOI µDV FRPSOHPHQWLQJ the living
collections in the Gardens by exhibiting examples of productV GHULYHG IURP WKHP¶
[Desmond 1998: p.191]. In 1857 the museum was moved to a new location at the
HDVWHUQHQGRIWKHSRQGDW.HZDWZKLFKWLPHµWKHRULJLQDODUUDQJHPHQWRIH[KLELWVEy
FRPPRGLWLHV¶ ZDV UHSODFHG E\ D WD[RQRPLF JURXSLQJ with objects displayed in
µJOD]HG PDKRJDQ\ FDELQHWV RQ WKH WKUHH IORRUV RI ZKDW ZDV QRZ UHIHUUHG WR DV
PXVHXP¶16 $ORQJVLGHDOORIZKLFKµIORZHUSDLQWLQJVHQJUDYLQJVDQGSRUWUDLWV¶ZHUH
also hung. Further donations were made to the museum from time to time, including
items from international exhibitions, such as one held at Kensington in 1862 that
µDGGHGDQRXWVWDQGLQJFROOHFWLRQRIFRORQLDOWLPEHUV¶WRWKHGLVSOD\>'HVPRQG:
p.193] [See figure 15].17
16

The Museum of Economic Botany was originally a brick building in the Royal Kitchen Garden at
Kew, which had previously served as a fruit store. The building was to be temporary home for
+RRNHU¶VFollection until another purpose-built structure could be erected. A replacement was built and
opened in May 1857 [Desmond 1998: p.191]. The second site for +RRNHU¶V museum was chosen by Sir
William Molesworth (later to become The First Commissioner in April 1885) and Sir Benjamin Hall,
who insisted that the museum should be placed at the eastern end of the pond at Kew Gardens; a
location that Hooker disliked but had to accept [Desmond 1998: p.191]. The building¶VH[WHULRUFDPH
under criticism. Sir Joseph Paxton, designer of the Crystal Palace, thought that the builGLQJµUHVHPEOHG
a third±UDWH ORGJLQJ KRXVH¶ LQVWHDG RI DQ µelegant riposte to the dominating presence of the Palm
+RXVH¶>'HVPRQG: p.193].
17
:LOOLDP +RRNHU¶V 0XVHXP RI (FRQRPLF %RWDQ\ ZDV D SULQFLSDO EHQHILFLDU\ RI WKH GLVSRVDO RI
material from the Great Exhibition of 1851. It was also suggested that the entire structure of the Crystal
Palace be relocated to Kew before its eventual removal to Sydenham [Desmond 1998: p.193]. At the
end of the original exhibition of the Crystal Palace in October it had been Prince $OEHUW¶VLQWHQWLRQWR
use the proceeds of the exhibition, which totaled 186,000 pounds, to be given over to the Albertropolis
scheme; a complex of museums to be built in South Kensington [Picard 2005: p. 275]. However, The
House of Commons ordered that the funds should be dispersed by May 17, 1852. Consequently, the
Crystal Palace Company was formed and declared the major share holder of the complex. Joseph
Paxton was a share holder and the complex was promptly bought for cash, 70,000 pounds in total, and
re-erected at Sydenham Hill, Norwood, six miles south of London [Picard 2005: pp. 277-278] to be
used as a museum.
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TKHLQWHULRUDUUDQJHPHQWRIWKHJDOOHU\EXLOWWRKRXVH1RUWK¶VSDLQWLQJVDW.HZ
some twenty-five years later, with its atrium and first floor gallery, is similar in many
UHVSHFWV WR WKDW RI +RRNHU¶V PXVHXP 18 ,QGHHG FRORXU SKRWRJUDSKV RI +RRNHU¶V
museum from the nineteen-sixties, when it was still in existence (it has since been
dismantled), reveal a space very close in size and design to the North gallery, with
trestle tables in the centre of the room comparable in layout to the seating
arrangements and framed paintings set out in the middle of the North gallery. In
addition, the same photographs show the use by Hooker of black Japanned frames
similar in design to those used by North. The collection of woods contained by the
North gallery would also appear to echo the collection of woods by Hooker [See
figu re 16]. 1RUWK¶VSUHVHQWDWLRQRIthe woods was, however, as previously indicated,
LQFRUSRUDWHG LQWR KHU JDOOHU\¶V GHVLJQ QRW DV D JURXSLQJ RI VSHFLPHQV EXW LQ WKH
architectural form of a dado.
While the North gallery was at the time of its opening undoubtedly intended to
act as a focus for scientific display, correspondence related to its construction shows
that this intended function was, in the planning stage at least, far from being securely
defined. AVGRFXPHQWDWLRQRIHYHQWV OHDGLQJXSWRWKHJDOOHU\¶VFRQVWUXFWLRQUHYHDO
WKHUHZHUHFRQWLQXLQJFRQFHUQVRYHU1RUWK¶VZLVKWKDWLWVKRXOGDIIRUGYLVLWRUVDFFHVV
to refreshments. The parliamentary lords responsible for the conduct of public spaces
18

1RUWK¶V SUHIHUUHG placing for the North Gallery was next to a deserted railway lodge opposite the
7HPSHUDQFHKRXVH1RUWK¶Vpreference ZDVEDVHGXSRQKHURSLQLRQWKDWµDVKHOWHUDQGUHVWLQJSODFHZDV
needed in that part of the gardens for those who had toured the glasshouseV¶DQGWKDWWKHUHZRXOGEH
µDQHQWUDQFHJDWHQHDUWKHJDOOHU\VLWH¶>%UHQDQS@,QKHUOHWWHUV1RUWKLQGLFDWHGWKDWVKHIHOW
that the gallery could be a dry and warm venue in winter, and that the gallery might even have a
µDUFDGH URXQG LW ZKLFK would be good shelter from rain IRU WKH ZHDU\ YLVLWRUV¶ >1RUWK -1938:
MN/2/3 North Gallery Letters]. At the site of the future North Gallery there was a lodge house that had
been designed by William Eden Nesfield. The original function of this building was to be part of a
railway station serving the µH[WHQVLRQRIWKH/RQGRQDQG6RXWKZHVWHUQUDLOZD\DW.HZ¶. It was built
with the µFHUWDLQW\RI\HWPRUHYLVLWRUVWRWKHJDUGHQV¶ The station was to have had a grand entrance,
suitable for receiving Royalty. However, the railway never opened and the gravel path leading to the
proposed station that had been laid from the gate to the Temperate house was grassed over and planted
as an avenue of alternating deodars and Douglas furs [Desmond 1998: p. 234].
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in London were inclined, in the wake of the public success of the Great Exhibition of
1851, to think in terms of the broader welfare of society and to accommodate such
requests. Joseph Hooker (1814-1881), and the board of governors at Kew did not,
however, share iQ WKLV YLHZ DQG DOPRVW FHUWDLQO\ LQIOXHQFHG WKH ORUGV¶ GHFLVLRQ WR
RSSRVH1RUWK¶VUHTXHVWEHFDXVHRI a GHVLUHWRSURWHFW.HZ¶V VWDQGLQJDVDFHQWUHRI
serious scientific study [North 1882-1938: MN/2/3 North Gallery Letters];19 a move
that can be understood to have made the gallery into what might now be referred to as
a contested space.
The proposed use of the North gallery in part as a public tea room was almost
certainly perceived to be problematic because it echoed what many on the board at
Kew saw as a previous violation of the sanctity of science by the Great Exhibition of
1851. The Kew ERDUG¶VREMHFWLRQWRWKHVHUYLQJRIUHIUHVKPHQWVDWWKH1RUWKJDOOHU\
was not simply about the refreshments themselves, but the way in which their
availability threatened to alter the definition of the space from one of scientific
HQOLJKWHQPHQWWRVRPHWKLQJDNLQWRWKDWFRQIHUUHGRQWKH*UHDW([KLELWLRQ¶V&U\VWDO
Palace [See figu re 17], where a high-minded display of industrial arts had been made
to take on an additional role as open public spectacle. Henry Cole (1808-1882),
director of the Great Exhibition and overseer of the later development of the South
Kensington Museum, had been determined that refreshment rooms would be made
19

The legitimate function of Kew arose during the 1850s when successive Commissioners of works
ruled that WKH*DUGHQ¶VKDGWRFDWHUIRUSOHDVXUHVHHNHUV. At the time of Joseph Hooker¶s appointment
as Director of Kew Gardens, on November 1, 1865 a responsibility [of some twenty years standing]
had been placed upon public institutions to contribute towards London Parks for the poorer inhabitants
of London. Kew contributed in the form of seasonal flower beds. Hooker did not regard Kew as a park
but as a scientific site that was non-recreational. Despite this belief, Kew had to spend money on public
gates and conveniences and additional salaries for gatekeepers, police patrols and garden ornaments
[Desmond 1998: pp. 228-@$VDFRQVHTXHQFHRI+RRNHU¶Vview that Kew Gardens was principally
a site of scientific research, he was criticisHGIRUµSODQWLQJWUHHVHYHU\ZKHUHVDFULILFLQJVSDFLRXVODZQ¶
[Desmond 1998: pp. 228-230]. Hooker wrote about this issue to Charles Darwin, stating that he was
not going to give in and WKDW KH µZDV prepared to improve the GardenV HQRUPRXVO\¶ EXW WKDW µLI WKH
FKDUDFWHURIWKHHVWDEOLVKPHQW¶ZDVWRµJRGRZQRQHLRWD,VKDOOLQWLPDWHWKDW,RQO\KROGWKHSRVWZLWK
a vLHZWRUHWLUHPHQW¶>'HVPRQG: pp. 225].
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available at both the Great Exhibition and at the South Kensington Museum; a request
that Prince Albert (1819-1861)FKDLUPDQRIWKHWZRFRPPLWWHHVµSURPSWO\DSSURYHG¶
[Bonython and Burton 2003: p.179].20 The availability of refreshments at the Great
([KLELWLRQ ZDV LQWHQGHG WR VXSSRUW &ROH¶V YLHZ that the exhibition should present
LWVHOI DV D ERRN µZLWK LWV SDJHV DOZD\V RSHQ DQG QRW VKXW¶ >%RQ\WKRQ and Burton
2003: p.183].21
A letter from Hooker, dated November 7, 1879 indicates, that at some stage he
may well have had candid words with North on the subject of the availability of
UHIUHVKPHQWVDWWKH1RUWKJDOOHU\+HUH+RRNHUZULWHVWKDWµ0LVV1RUWKKDV IUDQNO\
and unconditionally withdrawn her proposition as to the sale of refreshments in her
SURSRVHGJDOOHU\¶SRLQWLQJRXWWKDWVKHKDGQRWWDNHQ into consideration, the scale of
SHUVRQV WDNLQJ DGYDQWDJH RI WKH UHIUHVKPHQW URRPV DQG GHFODULQJ µ>K@HU YLHZ ZDV
simple that she w.d [sic] like to be able to obtain tea for herself and such as her
friends as being particularly interested in her work w.d [sic] occasionally make a
prolonged visit tR KHU JDOOHU\¶>1RUWK -1896: M/N/1/4: Kew. North Gallery
Letters MF].
+RRNHU¶V RZQ REMHFWLRQV WR WKH VHUYLQJ RI UHIUHVKPHQWV DW WKH 1RUWK *DOOHU\
can be viewed in relation to earlier problems he had faced during his time as director

20

There were numerous refreshments on offer at the Crystal Palace including buffets with all kinds of
pastries and several fountains of filtered water supplied with small drinking cups. There were also
retiring rooms and washrooms available for a penny as well as free urinals. However, most visitors
brought their own food as well as alcoholic drink. Some tickets did not allow re-entry. Consequently,
many ate at the foot of the exhibits rather than settling to eat on the grass outside the Palace [Picard
2005: pp.277-@+RRNHU¶VFRQcerns for Kew were probably exacerbated by the expansion of the rail
network throughout London and outlying districts, which made Kew accessible to what has been
GHVFULEHGDVµDPRUHYDULHGDQGGLVSDUDWHFOLHQWHOH¶. As a consequence of this enhanced accessibility,
the gardenV ZHUH µUDWHG DV RQH RI /RQGRQ¶V PRVW SRSXODU DWWUDFWLRQV IRU WKH SRRU RI WKH (DVW (QG¶
Hooker was said to have been concerned with public interference in the maintaince of the grounds for
botanical study [Desmond 1998: pp.234-235].
21
After his death in 1885, Cole was widely celebrated for his achievements as a reformer of tastes and
in particular with regard to his work in the construction of public spaces and the staging of public
GLVSOD\V >%RQ\WKRQ DQG %XUWRQ S@ &ROH¶V H[DPSOH PD\ KDYH LQIOXHQFHG 1RUWK¶V GHVLUH WR
establish a gallery for her work at Kew. North had certainly been a visitor to the Crystal Palace in 1851
and was a contemporary of other public developments instigated by Cole [North 1892a: p.26].
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at Kew. Matters concerning the relationship between Kew and the public often
included dialogue with Parliament. On one occasion, at least, Hooker was accused of
µGHVSRWLFEHKDYLRXU¶LQWKLVUHJDUG6LU7UHYRU/DZUHQFHD0Hmber of Parliament for
Burford Lodge, Dorking, and a µplantsman¶ was concerned about the habitual
SUREOHPRI.HZ¶VRSHQLQJWLPHVWRWKHSXEOLFDSUREOHPWKDWZRXOGSODJXH+RRNHU
WKURXJKRXW KLV GLUHFWRUVKLS /DZUHQFH DQQRXQFHG WKDW +RRNHU ZDV µIXOO RI ZKDW I
cannot but call inveterate prejudice on this TXHVWLRQ¶/DZUHQFHDSSDUHQWO\GHSORUHG a
UHIHUHQFH E\ +RRNHU WR µD VZDUP RI ILOWK\ FKLOGUHQ DQG ZRPHQ RI WKH ORZHVW FODVV
>ZKR@LQYDGHGWKH*DUGHQV¶DVZHOODVWKHµVHULRXVFKDUJHDJDLQVWWKHSHRSOHWKDWWKHy
UHVRUWHG WR WKH ZRRGV IRU LPPRUDO SXUSRVHV LQ JUHDW QXPEHUV¶ >1RUWK -1896:
MN/1/4: Kew. North Gallery MF].
In addition to being a contested space with regard to institutional concerns over
the distinction between specialized secular-scientific display and open public
spectacle, the North gallery can be understood to have played uncertainly across the
boundary between secular-scientific concerns and the giving of artistic-aesthetic
pleasure. In many respects, North presented herself as a woman whose outlook was
aligned securely with scientific modernity. What is more, at the time of its opening
the North gallery was clearly intended to act as a focus for display related to
progressive scientific thought.22

22

On the August 14,  1RUWK DFNQRZOHGJHG +RRNHU¶V DFFHSWDQFH RI her proposal for a gallery
ZLWKLQWKHJURXQGVRI.HZVWDWLQJWKDWVKHZDVµVRJODG\RXWKLQNP\SODQIHDVLEOHDOOEXWWKHNHWWOH
boiling, which I must of course give up-WKRXJKUHOXFWDQWO\¶ [North 1879-1896: MN/1/4: Kew. North
Gallery MF]. Hooker approached the Lords concHUQLQJ1RUWK¶VSURSRVHGJDOOHU\WKURXJKDGRFXPHQW
hHDGHGµ7KHVXEMHFW0LVV1RUWK¶VRIIHU¶ and sub-WLWOHGµ6HUYLFH.HZ*DUGHQV¶ dated
August 21, 1879. The office concerneGZLWKWKHRIIHUZDVµ+0RIILFH RI ZRUNV2 Whitehall Place,
/RQGRQ 6:¶ +RRNHU LV UHSRUWHG >ZLWKLQ WKH GRFXPHQW@ WR KDYH VXJJHVWHG WKDW µWKHVH SDLQWLQJV ZG
[sic] prove a most instructive & attractive addition to the collection now exhibited at Kew Gardens, and
LV VWURQJO\ RI RSLQLRQ WKDW WKH\ VKRXOG EH DFTXLUHG DV QDWLRQDO SURSHUW\¶ 7KH OHWWHU FRQFOXGHV WKDW
1RUWK¶VRIIHUµVKRXOGEHDFFHSWHGH[FHSWVRIDUDVLWUHODWHVWRWKHVFDOHRIUHIUHVKPHQWVLWKDYLQJDIWHU
frequent consideration been found impracticable on various accounts to permit the sale of refreshments
LQ WKH 5R\DO *DUGHQV¶ $t the bottom of the page it states that the letter is for the information of Sir
Joseph Hooker and dated August 22, 1879, and that the secretary seen was J. Thiselton Dyer [North
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The actual design of the North gallery [See figure 18] is, however, highly
aestheticised, bringing together aspects of ancient Greek, Egyptian, Indian, Chinese
and Japanese temple architecture as part of an ornate and eclectic layering of stylistic
influences. The North gallery can therefore be understood to provide an uncertain
DUFKLWHFWXUDO IUDPHZRUN ZLWKLQ ZKLFK WR YLHZ 1RUWK¶V ZRUN that is neither wholly

1879-1896: MN/1/4: Kew. North Gallery MF]. On the October 30, 1879 Hooker wrote a letter to A.B.
0LWIRUG FRQFHUQLQJ KLV REMHFWLRQV WR D UHIUHVKPHQW URRP ZLWKLQ 1RUWK¶V *DOOHU\ +RRNHU LQ WKLV
H[FKDQJHRIOHWWHUVVWDWHVWKDWKHµKDGQRWWKHVPDOOHVWLQWLPDWLRQRIKHU>1RUWK¶V@SODQVSUHYLRXVWRWKH
UHFHLSWRIKHUOHWWHU¶$OLVWRILVVXHV ZDVFRPSOLHGIRUDOHWWHUGDWHG6HSWHPEHUE\0LWIRUG
DERXWWKHPDWWHU7KHOLVWWRWKHRIILFHRIZRUNVDW:KLWHKDOOVWDWHVWKDWDWµ.HZDIWHUDIXOODfternoon
the whole of the outdoor staff is occupied till noon of the following day in cleaning up litter of orange
peel, paper bags, matchboxes, rags, and cigar ends and would therefore not wish the sale of
refreshments at Kew to take place because:
µ7KHUHKDYHEHHQIRUVRPH\HDUVQRFRPSODLQWVRIWKHZDQWRI5HIUHVKPHQWVWDOOVLQWKHJDUGHQV
2, The Refreshment rooms on Kew green appear to satisfy the wants of the public.
 $W 3UHVHQW PRPHQW SLFQLFNLQJ LV QRW DOORZHG LQ WKH JDUGHQV¶ QRU DUH SHUsons allowed to carry
provisions. If a refreshment stall or stalls were to be erected it w.d [sic] be impossible to prevent the
public from carrying in parcels of provisions & to raise the complaint that they were forced to deal with
the amount of litter & untidiness which may be appreciated by inspecting one of the London parks after
a Bank Holiday or on a Monday morning.
4, Picnicking w.d [sic] altogether destroy the character of the Gardens as a peace-ful & scientific resort
& introduce a new element of conviviality & noise. For these reasons it has been the policy of the
%RDUGXQGHUVXFFHVVLYH )&¶VQRWWRHQWHUWDLQWKHLGHDRISHUPLWWLQJWKHVDOHRIUHIUHVKPHQWVLQWRWKH
gardens [North 1882-011RUWK*DOOHU\/HWWHUV@¶
On the September 29, 1:LOOLDP/DZRIWKH2IILFHRI:RUNV:KLWHKDOOZURWHµ,DPGLUHFWHGE\
WKH/RUGVFRPPLVVLRQHUVRIKHU0DMHVW\¶VWUHDVXU\WRDFNQRZOHGJHWKHUHFHLSWRI\RXUOHWWHU%RI
the 19th giving, in reply to the letter form his Board 14564 of the 6 th instant, a statement of your reasons
for thinking that it would not be expedient to permit the sale of refreshments in the house which Miss.
1RUWKLVDERXWWRHUHFWLQ.HZ*DUGHQV¶7KHOHWWHUFRQFOXGHVWKDWWKH/RUGVµFDQQRWDOWRJHWKHUDJUHH
with your conclusions and they think that with proper regulations drawn up, and strictly enforced, for
WKHSUHYHQWLRQRISURYLVLRQVEHLQJFDUULHGLQWRWKHJDUGHQ¶VWKHUHLVQRUHDOJURXQGIRUDSSUHKHQGLQJ
any evil result from the adoption on trial, at least, of Miss. 1RUWK¶VSURSRVDORIWHDDQGFRIIHHVKRXOGEH
VROGLQWKHQHZEXLOGLQJ¶7KHOHWWHUDOVRVWDWHVWKDWµLWVKRXOGRIFRXUVHEHFDUHIXOO\H[SODLQHGWR0LVV
North that the sale of provisions in this way is only an experiment, and that it will be immediately
dLVFRQWLQXHGLILWLVIRXQGWRHQWDLODQ\GDPDJHWRWKHJDUGHQVRIWKHNLQG\RXVXJJHVW¶>1RUWK1938: M/N/2/3 North Gallery Letters]. The idea was finally thwarted it seems on the grounds of the
initial and long term costs to Kew, since additional accommodation would have to be built for such
SURYLVLRQV 0LWIRUG¶V OHWWHU LQ UHVSRQVH WR WKH /RUGV LQGLFDWHV WKDW FRQFHUQV RYHU GLUW DQG GXVW ZHUH
preoccupying the Kew Board, since they would be brought into the gallery space by persons simply
wishing to finGUHIUHVKPHQWVµFUHDWLQJDQDGYHUVHHIIHFWRQWKHSLFWXUHV¶,WKDGEHHQHVWLPDWHGWKDWD
possible 10,000-20,000 people may be attracted to the North gallery simply for refreshments, many of
whom, it was suggested, would be persons of the lowest class who ZRXOGµYHU\VRRQUXLQWKHSLFWXUHV¶
7KHUH ZHUH FRQFHUQV WKDW WKH JDOOHU\ ZRXOG EHFRPH D µURZG\ WHD VWRS¶ ,Q WKH HQG WKH .HZ %RDUG
simply stonewalled the North refreshment room [North 1882-1938: M/N/2/3 North Gallery Letters].
North rebelled against the BRDUG¶VGHFLVLRQE\SDLQWLQJIORZHUVRIWKHFRIIHHDQGWHDSODQWVDORQJVLGH
hops and grapes on the doors where the refreshments would have been served [Farley 2005]. North
referred to the affair for a final time on November 12, 1879, stating that the Board KDG VHQWKHU µQR
ZRUG DERXW WKH UHIUHVKPHQWV¶ DQG FRQFOXGHG WKDW VKH KRSHG µWKHUH ZRXOG EH QR IXUWKHU RIILFLDO
GLIILFXOW\¶>1RUWK-1938: M/N/2/3 North Gallery Letters].
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secular-scientific, nor wholly aestheticized, but one that is both secular-scientific and
aestheticized at one and the same time. It is an uncertain framework that engenders a
tension not only within the space of display itself, but also with regard to the
individual paintings it contains, which can themselves be viewed by turns as scientific
documents and as works of art.23
This uncertainty should, perhaps, come as no surprise since, as Carol Duncan
indicates in Civilizing Rituals, from the eighteenth century through to the mid±
twentieth-century museum spaces were often designed deliberately to resemble Greek
and neo-classical Renaissance architecture. As a consequence of which, argues
'XQFDQPXVHXPVFDQEHXQGHUVWRRGWRKDYHIXQFWLRQHGQRWVLPSO\ZLWKLQWKHµUHDOP
RI VHFXODU NQRZOHGJH¶ DV WKH IRFXV IRU µWKH VFLHQWLILF DQG KXPDQLVWLF GLVFLSOLQHV
SUDFWLFHG LQWKHPʊFRQVHUYDWLRQ, art history, arFKDHRORJ\¶DQGDV µSUHVHUYHUVRIWKH
FRPPXQLW\¶V RIILFLDO FXOWXUDO PHPRU\¶ EXW LQ DGGLWLRQ DV SODFHV RI HQHUYDWLQJ
(liminal) aesthetic experience [Duncan 2006: p.8]. Duncan bolsters her argument with
reference to the work of ethnographer, Victor Turner, (1920-83), and in particular his
use of the terms liminal and communitas [Turner 2003: p.358]. 7XUQHU¶VZRUNIRFXVHV
on quasi-religious experience through anthropological data gathered from nonWestern cultures [Turner 2003: p.358]. Turner recognised strong affinities between
quasi-religious experience and western notions of aesthetic experience [Duncan 2006:
p.11].
,Q 7XUQHU¶V writings on communitas he states µ>Z@KDW LV LQWHUHVWLQJ DERXW
liminal phenomena for our present purposes is the blend they offer of lowliness and
sacredness, of homogeneity and comradeship¶ 7XUQHU DUJXHV µ>Z@H DUH SUHVHQWHG LQ

23

In A Vision of Eden, Anthony Huxley refers to the actual design of the North galOHU\DVUHVHPEOLQJµD
*UHHNWHPSOHZLWKRULHQWDOYHUDQGDKV¶>+X[OH\S@
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such rites with a moment in and out of time, and in and out of secular social structure
which reveals, however fleetingly, some relegation (in symbol, if not always in
language) of a generalized social bond that has ceased to be and has simultaneously
\HW WR EH IUDJPHQWHG LQWR D PXOWLSOLFLW\ RI VWUXFWXUDO WLHV¶ [Turner 2003; p.360].
Turner also states WKDW FRPPXQLWDV RU µcomitatus community, or even communion,¶
emerges from the liminal [Turner 2003: p.360].24 Therefore, argues Turner, µ>W@KH
distinction between structure and communitas is not simply a familiar one between
³VHFXODU´DQG³VDFUHG´¶VLQFHµHYHU\VRFLDOSRVLWLRQKDV some sacred characteristics¶.
Rather, this µsacred componenW LV DFTXLUHG E\ WKH LQFXPEHQWV¶ WKURXJK µ³ rites de

passage´¶ whereb\WKH\FKDQJHSRVLWLRQEHFDXVHµsomething of the sacredness of that
transient humility tempers the pridHRIWKHLQFXPEHQW¶>7XUQHU p.360].
According to Duncan, the ritual that is associated with religious practices and
WKDW FDQ EH OLNHQHG WR µPDJLF UHDO RU V\PEROLF VDFULILFHV >«@ PLUDFXORXV
transformations or overpowering changes of consciousness¶PD\DSSHDUWRµEHDUOLWWOH
UHVHPEODQFH WR WKH FRQWHPSODWLRQ DQG OHDUQLQJ WKDW >«@ PXVHXPV DUH VXSSRVHG WR
IRVWHU¶,WGRHVKRZHYHUVKHVXJJHVWVKDYHDFRQWLQXLQJUHODWLRQVKLSZLWKLQDVHFXODU
society with aesthetic experience and its persistent associations with notions of
individual transcendence and subjective transformation [Duncan 2006: p.8].
7XUQHUDOVRZURWHRIµWKUHVKROGSHRSOH¶ who are ambiguous since they arguably
µelude or slip through the network of classifications that normally locate states and
SRVLWLRQV LQ FXOWXUDO VSDFH¶ [Turner 2003: p.356]. $FFRUGLQJ WR 7XUQHU µOiminal
entities are neither here nor there: they are betwixt and between the positions assigned
DQG DUUDQJHG E\ ODZ¶ [Turner 2003: p.356]. Arguably such apposition could be
24

The term µOiminal¶ is properly understood to refer to a transitional or initial stage at a boundary or
WKUHVKROG>6DRQH¶VDQG6WHYHQVRQ 2008: p.826]. The use of the term liminal by Duncan derives from
the Belgian folklorist Arnold van Gennep who associated the term with ritual [Duncan 1995: p.11].
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assigned not only to the North Gallery but also to North herself. 1RUWK¶VJDOOHU\ and
paintings are indeterminate in their styles and applications.
1RUWK¶V SDLQWLQJV DOORZ IRU LQGLYLGXDOV WR VWHS EDFN µIURP SUDFWLFDO FRQFHUQV
and social relations of everyday life and look at themselves and their worldʊor at
least some aspect of itʊwith different thoughtV DQG IHHOLQJV¶ >'XQFDQ  S11].
The North Gallery with its conspicuous embodiment of the accepted nineteenth-century conception of the museum as a surrogate temple, arguably presents itself,
alongside other similar gallery and museum spaces of the time, as a hybrid space; one
that announces itself simultaneously and uncertainly both as a site of aesthetic
contemplation and objective scientific revelaWLRQ0RUHRYHU1RUWK¶VSDLQWLQJV FRXOG
EH LQWHUSUHWHG LQ 'XQFDQ¶V WHUPV DV H[SORLWLQJ WKHLU ODWHQW OLPLQDOLW\ DV µDUW¶ DV D
PHDQV ZKHUHE\ µLQGLYLGXDOV FRXOG VWHS EDFN IURP WKH SUDFWLFDO FRQFHUQV DQG VRFLDO
relations of everyday life and look at themselves and their world ± or at least some
aspect of it ± ZLWKGLIIHUHQWWKRXJKWVDQGIHHOLQJV¶>'XQFDQSS-13].
Traces of ancient temple architecture are most obvious with regard to the North
JDOOHU\¶V IURQWDJH [See figure 19], where the Delft green door to the hallway,
originally framed by teal blue windowpanes, is set back from iron verandah poles that
reflected, the then fashionable use of Egyptian scarabesque architectural VW\OLQJ¶V. In
addition to which, the architrave and lintel surrounding the door is a direct replica of
those to be found at the entrance to the temple of Thebes in Egypt. Furthermore, there
is a floral frieze circling the walls inside the gallery that is very much Greek in
influence [Huxley 2002 S@ 1RUWK¶V SDLQWHG GRRUV DQG WKHLU frames with flower
paintings are also similar in style to traditional forms of Asian temple architecture.
1RUWK¶V SODFLQJ, of painted water Lilies, near the doorway echoing a popular image
utilized by Chinese and Japanese temple painters. North confessed that her style of
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painting, had been heavily influenced by Chinoisere [Farley 2011]. In her journals
North also describes the temples and tombs she encountered in Japan as picturesque
and highly coloured >1RUWK D S@ DQG DV EHLQJ µOLNH D &KLQHVH SDJRGD¶
>1RUWKDS@6KHDOVRUHFRUGVWKDWWKHLQWHULRUVRIWKHWHPSOHVZHUHµIXOORI
H[TXLVLWH EURQ]HV FKLQD DQG IUHVK IORZHUV¶ >1RUWK 1892a: p.218], adding that the
paintings of birds, insects, and flowers she found in Japan were exquisite too [North
DS@7KHLQWHULRURI1RUWK¶VJDOOHU\FDQWKHUHIRUHEHVHHQWRSURMHFWWKHDXUD
of oriental temple architecture as well as that of ancient Egypt and Greece.
The façade of the North gallery echoes European classical forms of a sort used
by William Chambers (1723-1796), in the construction of his Theatre of Augusta at
Kew during the 1820s [Desmond 1998: p.50]. At the same time, it is also possible to
discern stylistic similarities between the exterior of the North gallery and that of
traditional Chinese temple buildings, such as the Abstinence Palace within The
Temple of Heaven complex in Beijing. The Abstinence Palace [See figu re 20] was
originally constructed in the fourteen hundreds [Yuan Long 1999: p.40] and was
utilised by both Ming and Qing Emperors as part of annual ritual sacrifices to heaven.
The palace is a beam-less squat brick structure with slab and triangular steps leading
up to a broad stone platform supporting a bronze tower that from a distance creates a
false entrance to the palace. This general design is mirrored visually by the North
JDOOHU\¶V IURQW HOHYDWLRQ ZLWK LWV HQWUDQFH VWHSV OHDGLQJ XS WR WKH JDOOHU\ GRRU DQG
YHUDQGDKWKHODWWHUKDYLQJEHHQDGGHGWRWKHJDOOHU\µWRDIIRUGVKHOWHUWRDFXVWRGLDQ
in charge of wHWXPEUHOODVDQGODGLHVFORJV¶>%OXQWS@
This hybrid use of occidental and oriental stylings in relation to the design of
the North gallery was far from being a new addition to the general environment at
Kew. As part of the refashioning of the JDUGHQVXQGHU3ULQFH)UHGULFN¶VGLUHFWLRQLQ
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1749, Chambers had not only designed and built the famous pagoda at Kew [See
figu re 21], but also a now demolished House of Confucius ZKLFK KH GHGLFDWHG µWR
WKHWHDFKLQJRIWKH&KLQHVH>«@PRUDOLVWWKHn much adPLUHG LQWKH :HVW¶$EULGJH
was also designed to join the Chinese house and a Chinese arch [Desmond 1998:
p.28]. Chambers was largely responsible for the popularization of the Chinese garden
in England [Shou Yi 1998: p.339], publishing a book on the subject in 1757, entitled

Designs of Chinese Buildings. The Pagoda at Kew, which supposedly followed the
Canton VW\OH RI DUFKLWHFWXUH LV µRQH RI WKH IHZ VXUYLYRUV RI &KDPEHUV¶ &KLQHVH
SKDVH¶$VVXFKthe building reflects the then fashionable rococo vogue for European
Chinoiserie, a style that brings together aspects of orthodox classicism with highly
imaginative translations of ChineVHGHVLJQ&KDPEHUV¶GHVLJQRI&KLQHVH buildings at
Kew can therefore be understood to have related just as much to existing western
architectural preoccupations as it did to authentic Chinese building [Desmond 1998:
p.48]. It is therefore possible that the exterior of the North gallery also echoes
buildings designed for Kew by Chambers in a Chinese style.
According to Shou Yi, writing in The Vision of China in the English Literature

of the Seventeenth and Eighteenth Centuries, the Chinese-style gardens that were to
eventually permeate Europe during the mid eighteenth century were initially called
the Anglo-Chinese fashion WR WKH DSSDUHQW µUHVHQWPHQW RI WKH (QJOLVK¶ VLQFH µ>D@Q
awareness of China did not intrude on the English landscape XQWLO WKH ODWH V¶
[Shou Yi 1998: p.340] It appears thaW )UDQFH DQG *HUPDQ\ µKDG OHDUQHG WKH ILUVW
GHWDLOV FRQFHUQLQJ &KLQHVH JDUGHQV >«@ EXW WKH WKHRULHV ZHUH QRW SXW LQWR SUDFWLFH
until they had been systematized anG GHPRQVWUDWHG LQ (QJODQG¶ >6KRX <L 1998:
p.352]. Kew appears to have replicated the judgement of the Chinese-style while
enriching and beautifying particular prospects RI WKHJDUGHQV µZLWKRXWDQ\GHWULPHQW
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to the general aspect of the whole composition, in which Nature almost always
appearVSUHGRPLQDQW¶>6KRX<L 1998: p.349]. Similarities between the layout of Kew
and that of classical Chinese gardens include the large boulevard-esque walkways
lined with trees, the use of follies mirroring the functional buildings of Chinese
Temple gardens and the naturalistic use of rock formations (whose representation of
nature was adapted for use at Kew alongside Western designs).
)ROORZLQJRQIURP3ULQFH)UHGHULFN¶V -1822) refashioning of Kew, further
work was undertaken at the gardens by Charles Bridgeman (1690-1738), under the
instruction of Queen Caroline (1683-1737) with the help of Augusta Princess of
Wales (1719-  ZLIH RI )UHGHULFN  7KLV LQFOXGHG FRQWULEXWLRQV E\ µ&DSDELOLW\
Brown (1716-  ZKR LQGXOJHG KLV VNLOOV LQ QDWXUDOLVP¶ ZLWKLQ WKH JDUGHQV
BrRZQ¶V ZRUN PDUNV DQ HQG WR WKH SROLWLFDO Oandscape [Richardson 2008: p.6] first
inspired by staunch whigs who began µto experiment with landscaping ideas in a
concerted and semi-SXEOLFZD\DVSDUWRIDSROLWLFDODJHQGD¶>5LFKDUGVRQS@
%URZQ¶VZRUNZDVDOVRLQFRQWUDVWWRWKHlater work of W.A. Nesfield (1793-1881) at
Kew, who µSXUVXHG >«@ D JHRPHWULF GLVSOD\¶ LQ JDUGHQ GHVLJQ WKDW FRXOG EH
FRQVWUXHG DV PRUH WUDGLWLRQDO LQ DSSURDFK >5LFKDUGVRQ  S@ 'XULQJ 1RUWK¶V
WLPH WKH JDUGHQV DW .HZ ZHUH WKHUHIRUH DOUHDG\ µD SDOLPSVHVW of gardeQ VW\OHV¶
[Desmond 1998: p.xii].
1RUWK¶V OHWWHUV UHYHDO LQLWLDO FRQFHUQV DERXW KRZ KHU JDOOHU\ ZRXOG ILW LQWR
.HZ¶V UDWKHU HFOHFWLF VFKHPH 7KH\ also demonstrate that she was satisfied with
)HUJXVVRQ¶VµQXPHURXVLGHDVRIKRZWKHJDOOHU\VKRXOGEHIUDPHGZLthin the context
RI.HZ¶>1RUWK 1882-1938: MN/ 2/3 North gallery letters], perhaps in part due to the
µaUFKLWHFW¶V H[WHQsive knowledge¶ [Huxley 2002: p.7] not only of Greek but also of
Asian architecture. )HUJXVVRQ ZKR ZDV PDGH µD PHPEHU RI WKH 5R\DO $VLDWLF
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6RFLHW\¶ LQ WKH V DQG EHFDPH DQ DGYLVRU µRQ WKH GLVSOD\ RI ,QGLDQ DUW LQ WKH
&U\VWDO 3DODFH DW 6\GHQKDP LQ WKH PLG V¶ >&XQQLQJKDP  S@ KDG VHHQ
Asian architecture at first hand during extensive travels in Asia and this may have
inspired him to compliment the Chinoiserie already present within the gardens at
Kew.
Following his travels, Fergusson wrote History of Indian and Eastern

Architecture, a major historical account of Asian architecture, published in 1876, and
LV FUHGLWHG ZLWK EHLQJ µWKH ILUVW KLVWRULDQ WR PDNH H[WHQVLYH XVH RI SKRWRJUDSK\ LQ
UHFRUGLQJ DQG FRPSDULQJ EXLOGLQJV¶ >&XQQLQJKDP  S@ )HUJXVVRQ¶V KLVWRU\
includes the vernacular architecture of India, Burma, Cambodia, Thailand and Java as
well as that of China and Japan, although it is important to note that at the time of
)HUJXVVRQ¶VWUDYHOVWKH,QGLDQVXEFRQWLQHQWZDVQRWSHUFHLYHGWo be a unitary country
[Cunningham 1999: p.45]. Fergusson also described the architecture of the three
major religions in Asia: Hinduism, Buddhism and Islam.
Despite his evident openness to cultural otherness, Fergusson can nevertheless
be understood to have viewed Asian architecture very much though western eyes,
comparing one Mughal EXLOGLQJʊD0RVTXHLQ%LMDSXUʊIRUH[DPSOHWRDPHGLHYDO
cathedral; a comparison that resonates strongly with a prevailing nineteenth-century
%ULWLVK LQWHUHVW LQ WKH *RWKLF )HUJXVVRQ¶V HQWKXVLDVP IRU $VLDQ DUFKLWHFWXUH DQG
VFXOSWXUH¶ZDVDOVRFRQWLQXDOO\overshadowed by his preference for, and belief in, the
superiority of ancient Greek and Roman architecture [Cunningham 1999: p.65].
While Fergusson acknowledged that the first stone architecture to be built was in fact
Buddhist architecture [Cunningham 1999: p.65], he also believed that the Greeks had
influenced early Buddhist forms through the work of traveling Greek artisans
[Cunningham 1999: p.59]. What is more, Fergusson did not like the abundance of
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ornamentation that is common to the construction of historical Indian buildings. The
prevailing high-cultural taste in Britain during the 1870s was for simple shapes, there
having been a widespread acceptance, partly fostered E\ 5XVNLQ WKDW µWKH PLG9LFWRULDQORYHRIRUQDPHQWZDVYXOJDUDQGXQDFFHSWDEOH¶>&unningham 1999: p.53].
Fergusson himself was a Ruskinite, which goes some way to explaining why the
outside of the North gallery is largely without ornament. This prevailing high cultural
taste for simplicity allied with a preference for Greece and Rome may well have
LQIOXHQFHG )HUJXVVRQ¶V GHVLJQ RI WKH 1RUWK *DOOHU\ JXLGLQJ KLP WRZDUGV D
combination of Western classical and simpler non-classical architectural styles.25
)HUJXVVRQDQG1RUWK¶VFKRLFHVLQWKHGHVLJQRIWKHRXWVLGHRIWKHJDOOHU\FRXOG
therefRUH EH SHUFHLYHG LQ SDUW DV D UHPLQGHU RI ZKDW 'XQFDQ KDV FDOOHG µD SUH±
&KULVWLDQ FLYLF 5HDOP¶ [See figure 22]; as featured in the 1851 construction of The
Temple of Empedocles at Selinute by Jakob Ignaz Hittorff. 26 OQH ZKRVH µFODVVLFDO
porticos, rotundas, and other features of Greco-Roman architecture could [be used to]

25

A request for James Fergusson to build a gallery for North at Kew Gardens came to him by letter, on
the August 22 and on August 23 [no year given]. 1RUWKZURWHWR+RRNHURI)HUJXVVRQ¶VDgreement to
build her a folly at Kew [North 1879-1896:MN/1/4:Kew. North Gallery Letters]. Fergusson declared
WKDWKHFRXOGNHHSZLWKLQ1RUWK¶Vplan of a 50=20 gallery, studio and cottage but may have suggested
changes to the design so that it might be both fit for purpose and within budget since North wrote of the
plans being simpler than she first fancied. North DOVRWKRXJKWRIDGGLQJFUHHSHUVWRFRYHUWKHIDoDGH¶V
EULFNZRUN 1RUWK¶V agreement to )HUJXVVRQ¶V GHVLJQ LV DFNQRZOHGJHG in a letter to Hooker praising
Fergusson for saving her life and freeing her of constant worry. In her letters on the subject to Hooker,
North seems pragmatic in her attitude towards the building of the gallery and as having asked for
something Indian in tone. North left monies with Hooker and Fergusson to enable the building of the
gallery to begin while she left the UK to work abroad once more. In her absence, North placed her
friend Miss Ewart in charge as a supervisor for the build [North 1879-1896: MN/1/4:Kew. North
Gallery Letters]. The building¶V aesthetics caused Fergusson difficulty. He wrote to Hooker on the
subject, referring to the building DVDµVLQJOHXJO\ VKHGDWWKHPRPHQW¶DQGGHFODULQJWRKLPµDV \RX
know ,DPQRWDSUDFWLFLQJDUFKLWHFW KDYHQRVWDII¶>1RUWK-1896:MN/1/4:Kew North Gallery
Letters].
26
The floral frieze, surrounding the interior of the gallery could be described as Greek in influence.
7KH *UHHNV DUH WKRXJKW WR KDYH SUHIHUUHG µ>J@HRPHWULF IULH]HV RU SDQHOV¶ ZKLOe eastern fashions
SUHIHUUHG µFXUYLOLQHDU RU IORUD SDWWHUQV¶ +RZHYHU, the Greeks were influenced by Eastern design,
GHVSLWHWKHIDFWWKDWWKH\QHYHUµTXLWHRXVWHGWKHJHRPHWULF¶IXOO\)ORUDOLQIOXHQFHVZHUHVXEMHFWHGWR
Greek discipline when used as part of design outcomes. The inclusion of the floral in Greek design
µEHFDPH DQ LQWHJUDO SDUW RI *UHHk Classical design at any scale from jewelry to temple architecture¶
>%RDUGPDQS@1RUWK¶VIULH]HFRQWDLQVDQHPEOHPRIKHU initials, influenced perhaps by the
,RQLFRUGHUEDVHGµRQRULHQWDOL]LQJSDWWHUQVRIIORZHUDQGVFUROO¶>%RDUGPDQS@
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VLJQDO D ILUP DGKHUHQFH WR (QOLJKWHQPHQW YDOXHV¶ >'XQFDQ  S@ ,Q VKRUW
between the inside and the outside of the gallery it is possible to perceive a shift in the
significance of NoUWKDQG)HUJXVRQ¶VDSSURSULDWLRQRIWKHDQWLTXHIURPWKHUDWLRQDOWR
the liminal and back again. In the North gallery we therefore witness a tension
EHWZHHQ WKH OLPLQDO DQG WKH VFLHQWLILF DPSOLILHG E\ WKH JDOOHU\¶V FRQWHVWHG
relationship to the external space of the gardens at Kew, something which would
DSSHDUWRKDYHIRUFHG1RUWK¶VIULHQG-RVHSK+RRNHUWRSROLFHWKHERXQGDULes of his
own personal rational secular view of the space.
According to Duncan, the enactment of ritual LVµWKRXJKWWRhave a purpose, and
HQG>«@>L@WLVVHHQDVWUDQVIRUPDWLYH¶FRQIHUULQJRUUHQHZLQJµLGHQWLW\RUSXULI\LQJ
or restoring order in the self or to the world through sacrifice, ordeal, or
HQOLJKWHQPHQW¶[Duncan 2006: pp.12-13]. By extension, Duncan argues, the beneficial
oXWFRPHVRIYLVLWLQJDJDOOHU\VSDFHDUHWKDWXSRQOHDYLQJµYLVLWRUVFRPHDZD\ZLWKD
feeling of having been spiritually nourished or resWRUHG¶>'XQFDQSS-13].
To this extent, the staging of the North gallery may be seen to act not just as an
opportunity for viewers to survey the botanical world in microcosm, but also to enter
LQWRDWUDQVIRUPDWLYHHQJDJHPHQWZLWK1RUWK¶VUHSUHVHQWDWLRQRILWERWKWKURXJKKHU
paintings and the accompanying map and guide. With its allusions to sacred Greek,
Egyptian and Asian architecture, the gallery therefore provides a site for the historical
journeying of pilgrims, following a structured narrative route from the exterior
verandah to the interior gallery. What is more, it offers points of contemplation
prompting its pilgrims to imaginatively re-live the sacred story RI 1RUWK¶V MRXUQH\V
[Duncan 2006: pp.12-14].
It is therefore unsurprising, that since its opening the North gallery has become
VRPHWKLQJRIDVKULQHWRWKRVHZKRILQGSOHDVXUHDQGLQVSLUDWLRQLQ1RUWK¶V paintings.
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0DQ\YLVLWRUVRYHUWKH\HDUVKDYHEHVWRZHGSHUVRQDOPDUNLQJVʊILQJHUSULQWVDQGWKH
OLNHʊZLWKLQ WKH JDOOHU\ VSDFH $FFRUGLQJ WR -RQDWKDQ )DUOH\ FXUUHQWO\ 6HQLRU
Conservator in the Library and Archives at Kew, the Perspex, which covers the
galler\¶V SDLQWHG GRRU VXUURXQGV LV WKHUH VSHFLILFDOO\ WR SURWHFW WKHP IURP KXPDQ
finger grease. In the past, continual touching of the surround on either side of the
doors darkened the paintings so much that it was thought by many to have worn the
images away completely. However, when the area was cleaned during restoration in
1981, it was found only to have been discoloured. According to Farley, the bust of
North [See figure 23], and set inside the gallery was also covered in a greasy, sootlike substance, which was found, yet again, to have been human finger grease, left
behind by what might be seen as the ritualistic touching of a sacred effigy (the bust
within the North gallery space is, in fact, a likeness of her niece Katherine Furse who
modeled for the bust because she was the one female relative that resembled North as
a younger, more ideal, subject) [Farley 2007].
Added to all of which, it is also possible to view the construction of the North
gallery as contributing to the uncertainty of limits through its self-conscious doubling
of the external world of the garden. To visit the North gallery, visitors are first obliged
to make their way through the surrounding gardens, visiting, perhaps, the extensive
collection of exotic plants in the Palm and Temperate houses and lingering on the
ZURXJKWLURQEHQFKHVRQWKHJDOOHU\¶VYHUDQGDh RQWKHZD\ VXEVHTXHQWO\µSLQFKHGE\
:LOOLDP 'DOOLPRUH IRU XVH LQ KLV 7HPSHUDWH +RXVH¶  >%OXQW  S@ %HIRUH
entering the gallery through a small entrance hall after which they are confronted,
beyond a set of double-doors, with the inner sanctum of the gallery space itself. In this
ZD\WKHJDOOHU\¶VLQWerior presents us both with an interior UHFRUGRI1RUWK¶VWUDYHOV
and a seamless adjunct to the exterior world of the gardens beyond.
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In addition, the design of the internal space with its tiled Minton style floors and
garden benches, accompanied by black wooden framing stands containing further
paintings by North [See figure 24], would appear to have been designed to further
blur the boundary between interior and exterior by imitating the layout of the
verandah surrounding the gallery façade. Farley has even suggested that there was no
practical or aesthetic necessity to have the iron benches in the gallery, but that North
made direct use of them to duplicate the experience of contemplating the outer world
of the garden within the gallery itself. Consequently, North can be understood to have
attempted to present visitors with an experience analogous to the gardens surrounding
the gallery, but one which ultimately draws on their proximity to underwrite the
capacity of her work to offer an expansive and transporting vision of a wider world
beyond [Farley 2007]. The FRQFHSWDSSHDUVµPLQGIXORIWKHFRPPXQLRQEHWZHen man
DQGQDWXUH¶ and emphasises a world garden in imitation of nature, all of which reflect
the relationship between the gallery interior and wider nature itself. This proposed
(Landscape-(Living)-Room) with elements of a three-dimensional world, reflected
through two-dimensional paintings [Tsong-Zung 2008: no page numbers given].
North can be understood to have grafted further stylistic layers onto her gallery
in the form of two aspects of late nineteenth-century European domestic interior
design: a muted colour palette that had emerged in Britain as a reaction to established
mid-Victorian styles associated with the term chintz, and a sense of visual clutter
characteristic of French interior décor. According to Sweet writing in Reinventing the

Victoriansµ>F@KLQW]¶ LVDµ+LQGLZRUGXVHGWRGHVFULEHEULJKWO\FRORXUHGIDEULFV¶ (as
REVHUYHGLQ:LOOLDP.LOEXUQ¶VKLJKO\IORUDO Chintz Design, of the 1800s [See figure
25]). In our own time it has come to signify a rather staid sense of Englishness. The
Victorians, however, saw chLQW]DVµH[FLWLQJH[RWLFDQGFRVPRSROLWDQ¶>6ZHHW
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p.124]. In her writings, North refers to exotic fabrics worn by young women in
Smyrna, stating that their chintzy dress was made of the kind of fabric that one would
use to make curtains [North 1893: p.95]. The gaudy application of chintzy colour in
English homes during the mid-Victorian period was, among other things, a deliberate
attempt to combat the soot, dust and grime of the Industrial Revolution, which tended
to µUHGXFH colours to a dull monotonRXV JUH\¶ >6ZHHW  S@ 1RUWK¶V VLVWHU
FRPSODLQHGRIVXFKFDODPLWLHVVWDWLQJWKDWFROOHFWLRQVRIµVWXIIHGELUGV>DQG@WURSLFDO
butterflies were both sadly liable to ruin from the London climate and >«@ GLUW¶
[North 1893: p.315].
InterLRU OLJKWLQJSOD\HGD KXJHSDUW LQ9LFWRULDQ GHFRUDWLRQZLWK PRUH µPXWHG
colours [becoming] fashionable in the last quarter of the nineteenth FHQWXU\¶ DV D
consequence of improvements associated with the introduction first of gas and then of
electric lighWLQJ LPSURYHPHQWV ZKLFK LOOXPLQDWHG URRPV µPRUH EULJKWO\ WKDQ HYHU
EHIRUH¶>6ZHHWSS-126]. At this time, the old chintzy colour palette began
to appear violent to the eye, having only been seen previously under the poorer
lighting conditions that had necessitated it in the first place. The new interior colour
schemes ushered in by improved lighting conditions included russets, apricots, slate
blues, teals and dark browns as well as olive green [Sweet 2001: pp.125-126], which
DFFRUGV ZLWK 1RUWK¶V use of teal, Delft green, dusky pink and plum as part of the
interior and exterior design of the North gallery as well as the use of a more demure
sage green with accompanying brown in her adjoining studio room, and which are
PLUURUHGLQ:LOOLDP0RUULV¶V864 design Trelis [See figure 26].
At the same time, the dense hanging scheme of the North gallery exhibited a
tendency toward visual clutter also characteristic of many nineteenth-century British
GRPHVWLF LQWHULRUV ,QGHHG µ>D@IIOXHQW 9LFWRULDQV NQHZ WKH\ ZHUH DIIOXHQW >«@ E\
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FDVWLQJDQH\HRYHUWKHYROXPHRIPDWHULDOREMHFWV¶ZLWKLQWKHLUKRPHV>6ZHHW
p.126].27 This tendency was not approved of by leading design writers, of the day, nor
perceived as a British design custom but as having been imported from France [Sweet
2001: p.126]. In 1853, writing in The Stones of Venice, Ruskin declared under rule
number two, that one should µ[n]ever demand an exact finish for its own sake, but
only IRUVRPHSUDFWLFDORUQREOHHQG¶; a declaration that Sweet interprets as meaning
µGRQ¶W >«@ JR PDG ZLWK VWHQFLOV DQG YDUQLVK DQG VWLSSOLQJ ZKHQ VRPHWKLQJ VLPSOH
ZLOO GR¶ >6ZHHW  S@ 1HYHUWKHOHVV E\ WKH V JDXG\ )UHQFK GpFRU KDG
established itself in Britain and had interacted with other developments such as the
mass production of wallpaper [Sweet 2001: pp.126-127].
By insisting on a dense hanging scheme for her paintings alongside the use of
stenciling on the walls of the North gallery, North would therefore appear to have
continued to embrace a popular British interest in continental taste. The dado, which
North had included as a way of displaying exotic woods was also a fashionable aspect
of late nineteenth-century Victorian homes.
This domestication of the interior of the North gallery may go some way to
explaining why North wanted to serve refreshments there. The gallery was in effect
an extension of the home, with paintings replacing abundant knick-knacks. It may
also explain why the unadorned exterior of North gallery looks in many ways similar
to colonial domestic architecture (according to Farley, Fergusson also built a house in
Tasmania, using the same format as the North gallery exterior [Farley 2006].

27

North wrote to Hemsley, who was Assistant for India in the Herbarium at Kew and who compiled
the descriptive catalogue for the North Gallery, about the interior layout of her gallery. This concerned
not only the plant classifications involved in the interior layout and their geographical location but also
possible interior design ideas for the gallery. She writes to him of adding extra doors and of the ideas
she had of painting them, including spring flowers and old and new world plants [North 1882-1896:
Hemsley Letters].
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On entering the main exhibition space of the North gallery, the visitor is
confronted by an overwhelming array of botanical and topographical paintings
completely covering the walls of the lower gallery as an interlocking structure without
intervening gaps from the height of the dado to the under part of the running gallery,
with each painting framed individually by a black Japanned surround and placed
VHFXUHO\ EHKLQG OHDGHG JODVV OLNH D EXWWHUIO\ LQ D FDVH $W WKH WLPH RI WKH JDOOHU\¶V
opening in 1882, North herself considered its display of paintings to be more or less
complete both in scope and overall design. Moreover, the way in which the paintings
were hung side by side as an interlocking structure [Farley 2006] has served to protect
WKHPIURPFDVXDOLQWHUIHUHQFHDQGUHDUUDQJHPHQWE\.HZ¶V%RWDQLVWVZKRXQWLOYHU\
recently were allowed to alter and over-score botanical illustrations and paintings in
the collection of the gardens in the service of scientific exactness [Ward 2007].28
However, despite this apparent state of architectural fixity, the actual experience
of viewing the paintings contained within the North gallery is a far less than certain
one. The sheer scale of the imagery held up to view is such that the gaze of the viewer
is constantly deflected from one image to the next. What purports, on the face of it, to
be a stable, well ordered representation of the natural world consequently becomes,
through the act of viewing, a sublime engagement with baffling illimitability.
Although housed within a relatively small space that allows for a sense of
HQFDSVXODWLRQ RU FRQWDLQPHQW 1RUWK¶V paintings represent something vast and
unimaginable: an unattainable Eden forever projecting itself beyond the limits of the

28

A note with an illegible signature dated February 21, VXJJHVWVWKDW1RUWK¶VSDLQWLQJVVKRXOGEH
placed under glass. )HUJXVVRQ¶VWHUVHUHSO\WR+RRNHUVXJJHVWVWKDWWKHQRWHFDPHIURP1RUWKKHUVHOI
DQGKHVWDWHVWKDWµQRWKLQJZKDWVRHYHUKDVEHHQDUUDQJHGZLWKUHJDUGWRHLWKHUWKHIUDming glazing or
hanging of Miss 1RUWK¶V SLFWXUHV¶ DQG WKDW µLW ZLOO add materially to the expense & difficulty of
KDQJLQJ¶)HUJXVVRQFRQFOXGHV>K@RZHYHULWFDQEHGRQHLIQHFHVVDU\ PXVWEHGRQH VKDOOLIIRXQG
to be the case sir all this must be left to Miss. North >«@ ZKHQVKHUHWXUQV¶>1RUWK-1938: MN/2/3
North Gallery Letters].
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gallery. What is more, the interior of the gallery gives the impression of something
akin to a huge cabinet of curiosities [See figu re 27]. Still life and cabinet paintings of
the sixteenth century onwards known as cabinets of curiosities, which were also
referred to as curiositas or wonder chambers, were used to display strange objects
µXQYHLOHG RU GLVFRYHUHG WKURXJK PDQ¶V FXULRVLW\ DQG LQTXLVLWLYHQHVV¶ DQG DV VXFK
ZHUH WKRXJKW RI DV EHLQJ µILOOHG ZLWK SOHDVXUDEOH WHUURU¶ [Schneider 2009: pp.158159].
North did not complete all of the paintings for the North gallery during her
travels. She painted some away from the original motif WR ILW LQ ZLWK )HUJXVRQ¶V
design [North 1882-1883: Hemsley Letters, Vol 2.c.]. In addition, North would
appear to have adopted a high degree of flexibility with regard to the hanging of
individual works. Evidence of this has been found during the recent restoration of the
gallery where paintings were found to have alternative images on the back of the
framed works with one format in landscape and the reverse in portrait [Farley 2009].29
North would therefore appear to have juggled the order and format of her pictures
deciding the spaces where they were to be placed and repainting some according to
ZKDWFRXOGEHDFFRPPRGDWHGE\WKHOLPLWVRI)HUJXVRQ¶VRYHUDOOGHVLJQ
Such an approach also bears comparison to the showing of images as part of
FDELQHWV RI FXULRVLW\ DQG LQ SDUWLFXODU WKH µSURSSHG RU KXQJ XS¶ LPDJHV VWUDWHJLFDOO\
29

1RUWK¶V SDLQWLQJV ZHUH IUDPHG IURP RII FXWV RI D VWDQGDUG VL]HDV ZDV WKH EHDGLQJ PDWHULDO WR EH
used for the Japanned framework. The system used to hang the works in her gallery was one that
planned to marry up the paintings once they had been placed upon the gallery walls. This meant that
some pictures had corners that had to be planed due to being too big and in other instances, the
opposite was true and areas had to be patched. [Farley 2006]. The glass used by North was cheap, it
was greenhouse glass and according to Jonathan Farley, it probably saved the paintings from
discolouration due to it high lead content [Farley 2006]. Frames containing glass had become much
PRUH DYDLODEOH DIWHU WKH VXFFHVV RI 3D[WRQ¶V &U\VWDO 3DODFH DQG FRld frames also became highly
fashionable [Picard 2005: p.175]. It was therefore feasible for North to obtain such large amounts of
glass. In an undated letter to Hemsley North reveals that she was involved with the decision to glaze
her paintings and find 1RUWKDVNLQJ+HPVOH\µ,WKLQN\RXWRRNDSDJHRIPLQH¶ZKLFKµ,ZDQWHGWRVHQG
to Kew to show the size of the 130 glass covers-would you let me have it back or a bit of paper cut the
H[DFWVL]HRIWKHSDJH¶>1RUWK-1883: Hemsley Letters Vol 2].
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SODFHGZLWKLQFDELQHWVLQRUGHUWRDUULYHDWWKHµILFWLRQRIUHSODFLQJWKHUHDOLW\GHSLFWHG
in WKHP¶7KLVZDVµHVSHFLDOO\WUXHRIIORZHUVWLOOOLIHVZKLFKZHUHWRPDNHDFHUWDLQ
species permanently available to the viewer, even though they were in bloom at
GLIIHUHQWWLPHV¶DQGZHUHDFFRUGLQJWR1RUEHUW6FKQHLGHULQKLVERRN Still Life, part
RIµWhe late effects of a magical view of art, verging on illusionism, in which pictures
ZHUH VHHQ DV VXEVWLWXWHV IRU UHDOLW\¶ >6FKQHLGHU  Sp.158-159], something that
North plays upon in her particular cabinet, albeit ± a cabinet of previously unseen
species. That she combined with the lure of topography and difference in order to
permanently amaze the viewer.
,QUHWXUQLQJWRWKH1RUWKJDOOHU\¶VRULJLQDOOD\RXWDQRWKHUKLGGHQVLJQLILFDQFHLV
DUJXDEO\ EURXJKW WRWKH IRUH $V SUHYLRXVO\ VWDWHG WKH JDOOHU\¶V stylistically hybrid,
pre-aestheticist order, places its contents in a setting that strongly echoes those
specifically designed for ancient ritual. It therefore carries with it another
complicating characteristic: namely, the bringing together of a supposedly objective,
de-aestheticised form of representation, the botanical illustration, with nineteenthcentury notions of the transformative powers of art. Those in the Royal collections
were sometimes called museums [Schneider 2009: p.158] and (like the North gallery)
ZHUHILOOHGZLWKµWURSKLHV>«@EURXJKWEDFNKRPHIURPGDQJHURXVYR\DJHV¶&DELQHWV
RIFXULRVLW\ZHUHQRWLQLWLDOO\µJXLGHGE\DQLQWHUHVWLQFODVVLILFDWLRQ¶HYHQWKRXJKWKH
µODEHOV RQ VRPH GLVSOD\ FDVHV¶ VKRZ µWKH ILUVW KHVLWDQW EHJLQQLQJV¶ RI taxonomical
practices [Schneider 2009: p.158]. Nevertheless, they constitute some of the first steps
through which the museum (as we now know it) was formulated. As Graham Dixon
in his book, A History of British Art, VWDWHV 9LFWRULDQV µZHUH IRUHYHU FRQVWUucting
imaginary ideal communities. It was, in part, a way of pretending that all was well in
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the real world. It was also a way of dreaming of other and more harmonious types of
existenFH¶>*UDKDPDixon 1999: p.170].
In recent years, the North gallery has undergone a substantial restoration funded
by

The

National

Lottery.

This

restoration,

which

took

place

between

September/October 2007 and November 14th 2010, has brought new information to
light that has not been previously dealt with in published writings. Conservation
proposals for the North gallery included the restoration of the tiled floor as well as the
installation of facsimiles of the original benches. The original benches in the gallery
space were replaced by Sir Arthur Hill in the 1930s, at approximately the same time
as the interior floor tiles were removed and replaced by fashionable ruboleum [North
1882-1938: MN/2/3 North Gallery Letters]. Farley believes that this resulted from a
desire to modernise the gallery as much as possible by getting as far as possible away
from a then unfashionable Victoriana. It had been suggested at the time that leather
sofas could be placed in the gallery to emulate the interior of the National Gallery in
London, but this idea never came into fruition. According to Farley, the removal of
WKH WLOHG IORRU GXULQJ WKH PRGHUQL]DWLRQ RI WKH 1RUWK JDOOHU\ µULSSHG SDUW RI WKH
SV\FKRORJ\ >RXW@ RI WKH JDOOHU\¶ >Farley 2007], FRPSURPLVLQJ 1RUWK¶V LQWHQWLRQ WR
allow visitors a simultaneous experience of an exterior and interior world. 30
Today, as part of the modern process of restoration, existing material is peeled
DZD\ OD\HU E\ OD\HU LQ RUGHUWRUHYHDO WKH SDVW¶V DFWXDO DQG not presumed, tastes in
colour and pattern. In alignment with this tendency, conservators of the North gallery
removed a section of wood next to the studio room to expose the original, dusty pink
colour of the wall and skirting board. This can be seen to marry with the cornice
30

The XVHRIµHQFDXVWLFWLOHVODLGLQSDWWHQVRIEODFNDQGZKLWHEURZQVDQGFUHDPVRQWKHKDOOIORRUDQG
RQWKHSDWKOHDGLQJWRWKHIURQWGRRU¶RI9LFWRULDQPLGGOH-class houses was widespread. Oil cloth was
more common, however. [Picard 2005: p.169].
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painted by North, which is in parts discoloured due to previous restoration work; its
fading blamed on the use of non-leaded paint, which Jonathan Farley, director of the
restoration programme, believes allowed the previous sections painted by North to
remain stronger in colour [Farley 2007]. According to Farley, the hidden section of
wall had not seen the light of day since 1886, when North completed the placing of
the woods within her dado design. Farley had believed that the stencil paintings
running around the upstairs verandah were completed in the 1980s, in replacement of
original works by North now in storage at Kew [Farley 2007]. However, the process
RI UHVWRUDWLRQ KDV UHYHDOHG WKDW WKH VWHQFLOV DUH DFFXUDWH UHSOLFDV RI 1RUWK¶V original
designs. In the course of the recent restoration they have been carefully replicated
once more [Farley 2009].
In completing the current restoration of the North gallery, Farley did not want to
encroach upon the fabric unduly, declaring that he wished to keep technology in the
EDFNJURXQG )DUOH\¶V FUHDWLYH VROXWLRQV WRWKH SUREOHPV SUHVHQWHG E\ WKH UHVWRUDWLRQ
RIWKH1RUWKJDOOHU\ZHUHFRQVHTXHQWO\DLPHGDWJLYLQJWKHJDOOHU\ µWKH EHVWRIERWK
ZRUOGV¶ 9LFWRULDQDQGFRQWHPSRUDU\ ZKLOHUHWDLQLQJDroom prior to the aestheticism
of the 1890s. Fluorescent lights were to be removed and were to be replaced by fibre
optics, [Farley 2007] but these were later perceived to be too intrusive. Hanging globe
lights, which were originally used by North, were returned instead [Farley 2007].
1RUWK¶V SDLQWLQJV LQ WKH JDOOHU\ ZHUH UH-hung [See figu re 28] and the
conservation of the gallery structure meant that the pictures had to be taken off the
walls and returned using a new hanging and locking system allowing for a gap
between the walls and the pictures so that the structure of the building could breathe
[Farley 2007]. An under floor heating system originally installed by Fergusson was
removed as Farley believed that it had caused an imbalance in temperature within the
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gallery that warped the exotic woods, which make up the dado, [Farley 2007] Farley
believes that the under floor system was yet another design compromise; one that
allowed Fergusson to apply a classical Roman heating system, but in a manner that
haV LQ WKH ORQJ UXQ QRW EHQHILWHG WKH JDOOHU\¶V RYHUDOO VWUXFWXUH $ QHZ YHQWLODWRU
system was also installed that will, it is hoped, stop spores from settling on the walls
following the discovery of dry rot in the gallery in 1981 [Farley 2007])HUJXVVRQ¶s
use of cloistral lighting has benefited the paintings, however. According to Farley,
while this lighting scheme creates a hard reflection on the glass used as part of the
IUDPLQJRIWKHJDOOHU\¶VSDLQWLQJVPDNLQJWKHSDLQWLQJVGLIILFXOWWRVHHLWQHYHrtheless
protects them from excessive light damage [Farley 2007]. Here Fergusson would
appear to have applied classical architectural principles set out in his book, An

Enquiry into the True Principles of Beauty in Art  ZKLFKµLQFOXGHGDVWXG\RI
hoZ*UHHNWHPSOHVVXFKDVWKH3DUWKHQRQZHUHOLW¶>&XQQLQJKDPS].
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C hapter T wo

T he North G allery as a C abinet of C uriosities

The stylistic eclecticism of the North gallery was challenged by nineteenth-century
commentators who felt that it conformed neither to prevailing aesthetic tastes nor the
sobriety required for serious scientific display. According to Guy Brett writing in

Chilean Flora Through the Eyes of Marianne North, NoUWKGHSDUWHGµIURPWKHQRUPV
RIERWKDUWDQGVFLHQFHRIKHUWLPHV¶EHFDXVHµ>D@HVWKHWHVGHULGHGWKHKDQJLQJ>RIKHU
JDOOHU\@DVULGLFXORXVO\RYHUFURZGHG¶ZKLOHµFRQYHUVHO\VFLHQWLVWVZHUHQRWSUHVHQWHG
ZLWK RUGHUO\ UDQNV RI LVRODWHG VSHFLPHQV¶ 7KH\ ZHUH however, argues Brett,
SUHVHQWHG ZLWK µVRPHWKLQJ ULFKHU DQ DWWHPSW WR FRQYH\ WKH ZKROH IHHOLQJ RI DQ
HQYLURQPHQW¶RQHWKDWZDVµPDGHWRVHUYHQRWIDVKLRQDEOHWDVWHRUUHVSHFWDELOLW\EXW
DYHUVLRQRIQDWXUH¶>%UHWWS@
Seen in this light, it is therefore possible to view the North gallery as heir to a
form of visual display that precedes the modern division of science and art: namely,
the cabinet of curiosities. The cabinet of curiosities, which was used by European
aristocracy and the rich from the 1500s to the 1700s as an often aestheticised focus for
the collecting, display and classification of objects, and was revitalized during the
1800s and into the 1900s as part of Victorian family life. Pre-Victorian examples
include the Poggi Museum, in Bologna, Italy comprising the Ulisse Aldrovandi
Museum and the Luigi Ferdinando Marsili Collections [See figu re 29]. Victorian
GRPHVWLFFDELQHWVLQFOXGHGµZRUNVRIDUWLOOXVWUDWHGWH[WVDQGPDSVFRLQVVFLHQWLILF
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devices, seashells, and other natural sSHFLPHQV¶FROOHFWHGUDQGRPO\ IURPDURXQGWKH
world [Roscoe Hartigan 2007: p.145].31
The eighteenth FHQWXU\¶VSUHRFFXSDWLRQZLWKSURWR-scientific classification [Fara
2004: p.20] can therefore have been understood to have continued into the nineteenth
century not just through dedicated forms of scientific collection and display, but also
through domestic cabinets of curiosity as a hybrid visual scientific/aesthetic form.
1RUWK¶V FKLOGKRRG HQFRXQWHUV ZLWK FDELQHWV RI WKLV VRUW DV ZHOO DV YLVLWV WR
scientLILFGLVSOD\VRIREMHFWVVXFKDV+RRNHU¶V0XVHXPRI6FLHQWLILF%RWDQ\DW.HZ
are likely to have had a strong influence upon the arrangement of her own gallery,
encouraging her to combine a sense of visual wonder with the numbering and naming
of the species and actual wood specimens she had gathered. The North gallery is,
however, a most curious Victorian cabinet; one that has been conceived not only on a
very large non-domestic scale, but that also makes, a distinctly domesticated
Victorian use of collage-montage/decoupage and stylistic diversity [See figu re 30].
The history of cabinets of curiosity in the West has a relationship to the
development of the garden grotto. Garden grottos are cave-like structures used as
places to display effigies or statues that can in some cases act as a reminder of the
31

Thought to be the first cabinet of curiosity collection in the western world, the Palazzo Poggi
PXVHXPLQ%RORJQD,WDO\LVµ>D@QLPPHQVHFROOHFWLRQRIHYHU\WKLQJ>«@QHHGHGWRVWXG\WKHVciences
DQGSUDFWLFHWKHDUWV¶,WLVGHVFULEHGDVµ>D@VRUWRIHQF\FORSHGLD¶DFFRUGLQJWR-:YRQ$UFKHQKROW]WLQ
1787 [Tega 2001: p.8]. The museum is an extended 15th century home of the Poggi family, where in
1711, it became the Istituto delle scienze [institute of science] [Tega 2001: p.16]. The Ferdinando
&RVSL¶VPXVHXP -86) is also housed within the museum. It is a collection of art objects, marvels
and natural curiosities and is an example of an Italian wunderkammer, or room of marvels [Tega 2001:
p. 40]. The Ulisse Aldrovandi museum is also housed at the Poggi, and named after its founder who
ZDV UHJDUGHG DV µWKH IRXQGHU RI PRGHUQ QDWXUDO KLVWRU\¶ by Linnaeus [Tega 2001: p.22]. It contains
curios of natural sciences. The Poggi also contains the Luigi Ferdinando Marsili collections of rocks,
corals and minerals as well as the Museum Diluvianum of the Istituto delle scienze of fossils. The
school of obstetrics is also present, complete with models of babies within the mother¶s womb and
obstetric instruments going back to the eighteenth century. 7KH (UFROH /HOOL¶V $QRWRPLFDO ZD[ZRUNV
include full-scale flayed bodies in various stages of anatomical investigation, and are complimented by
WKH0RUDQGLDQG0DQ]ROLQL¶V$QDWRPLFDOZD[ZRUNV7KH3RJJLDOVRKRXVHVOLJKWDQGRSWLFVURRPVDV
well as an Electrical physics room. The colonial nature of the cabinet of curiosity is presented through
WKH 3RJJL¶V LQFOXVLRQ RI WKH *HRJUDSK\ DQG 1DXWLFDO 6FLHQFH URRP DORQJVLGH URRPV GHGLFDWHG WR
Military Architecture [Tega 2001].
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religious life of Christian hermits. As such, grottos are intended to frame the objects
they contain in such a way that their aura as objects of aesthetic contemplation is
powerfully enhanced.
The aesthetic effect, to which the grotto is intended to give rise, is discussed by
Leonardo da Vinci, (1452-1519), in his Fragm ent Speleology. Here, Leonardo states
WKDW DIWHU HQWHULQJ D FDYH KH ZDV µVHL]HG E\ D VWURQJ IHHOLQJ RI GHVLUH¶ WR ILQG RXW
µZKHWKHU VRPHWKLQJ IDVFLQDWLQJ PLJKW EH IRXQG LQVLGH¶ >6FKQHLGHU  S@
According to Norbert Schneider in Sill Life, Leonardo was exposed to two feelings:
one of horror and one of craving, which together suggested the possibility of some
form of religious enlightenment; a combination that can be experienced in relation to
the Romantic painting, Felslandschaft Mit Mönch (1825-26) by Carl Blechen which
depicts a wonder cave with a monk at the its edge contemplating a shaft of divine
light [See figure 31]. 6FKQHLGHUDUJXHVWKDW/HRQDUGR¶VZRUGVDUHDUHIOHFWLRQRIWKH
WKHQ FXUUHQW FRQFHSW RI FXULRVLWDV WKDW LV WR VD\ WKH QRWLRQ WKDW µ>Z@KHQHYHU SHRSOH
>«@ ZHUH FRQIURQWHG ZLWK VRPHWKLQJ VWUDQJH WKDW KDG EHHQ XQYHLOHG RU GLVFRYHUHG
WKURXJK PDQ¶V FXULRVLW\ RU inquisitress, they were filled with pleasurable
WHUURU¶>6FKQHLGHUp.158].
Schneider then goes on to assert that this combination of curiosity, pleasure and
WHUURU LV DOVR FRPPHQVXUDWH ZLWK WKH µLPSUHVVLRQ >«@ JDLQHG IURP QDWXUDO KLVWRU\
collections aQGZRQGHUFKDPEHUV¶WKat could be as large as a room [Schneider 2009:
pp.158-159]. The wonder chamber (or wunder ka mmer ʊDYDULDWLRQRQWKHFDELQHWRI
FXULRVLWLHVʊFDQ EH GHILQHG DV D FKDPEHU RU URRP UDWKHU OLNH D WKHDWULcal stage set,
used to display a collection of objects of curiosity within a grand house setting
[Schneider 2009: pp.158-159]. In the 1600s, Frans Francken II, painted Art Room
after 1636, which disclosed a collection of paintings and objects within a room, and
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between 1664-66, Jan van Kessel (1626-1679) grandson of Jan Brueghel the Elder
[See figu re 32], with Erasmus Quellinus (1626-1679) painted an allegorical grouping
that depicted all the then known continents of the world [Schneider 2009: pp.159162]. The centre-piece of these paintings depicts peoples from the continents of
Europe, Africa, Asia and the Americas set within the geographical context of their
particular continent alongside its flora and fauna. Other paintings, framed by black
Japanned surrounds, were systematically organised around this centre-piece
[Schneider 2009: p.159], thus creating a dense hanging of images not dissimilar to
that of the North gallery.
Early forms of Gothic and Chinese landscape gardens in Europe also made use
RI µSUDFWLFDO GLYHUVLRQV LQ µWKH IRUP RI WHPSOHV DQG RWKHU JDUGHQ EXLOGLQJV¶
[Richardson 2008: p.353], whose aesthetic affect as garden follies was intended to be
similar to that of grottos and wonder chambers. The folly as a garden structure
µHPHUJHGRXWRIWKHDQWLTXDULDQHQWKXVLDVPVRIWKHV and 17V¶DVVRFLDWHGZLWK
the Gothic style. Antiquarians of the early eighteenth FHQWXU\ µWHQGHG WR EH
archeologists and local historLDQV¶ VRPHWLPHV UHIHUUHG WR DV ,WLQHUDQWV [Richardson
2008: p.353].
0RVWRIWKHVHDQWLTXDULDQVµZHUHVFKRODUV>«] who did not come from a Grand
7RXUEDFNJURXQG¶PDNLQJGRDVLWZHUHZLWKZKDWHYHUWKH\FRXOGILQGLQWKHLURZQ
backyard. The Itinerants were to be joined by the gentry who took an interest in their
RZQ µSDWULRWLF HQWHUSULVH¶ [Richards 2008: p.354]. Tim Richardson in The Arcadian

FriendsVWDWHVWKDWWKHVHPHPEHUVRIWKHJHQWU\ZHUHµLQWHUHVWHGLQDUFKLWHFWXUHDQG
the decorative arts, connoisseurs who might perhaps be members of the society of
'LOHWWDQWL >«@ RU RI D 0DVRQLF ORGJH¶ >5LFKDUGVRQ  S4]. The Gothic,
DFFRUGLQJ WR 5LFKDUGVRQ ZDV VHHQ DV D µSUHFXUVRU RI ERWK WKH SLFWXUHVTXH DQG WKH

81

5RPDQWLF PRYHPHQW¶. Allied to this QHZ VW\OH ZDV WKH IDVKLRQ IRU µKHUPLWDJHV
SULPLWLYH KXWV RU UHVW KRXVHV VLWHG LQ DWPRVSKHULF DUHDV RI ZRRGODQG¶, [Richardson
2008: S@ DV ZLWQHVVHG LQ :LOOLDP .HQW¶V Hermitage, illustration of 1735 [See
figu re 33].
&RQVWUXFWLRQVRIWKLVVRUWZHUHµEXLOWRQD VPDOO VFDOHDQGUHODWLYHO\FKHDSO\¶
PLUURULQJµ+RUDFH:DOSROH¶V -1797) Strawberry Hill [See figu re 34], built after
¶>5LFKDUGVRQ: p.357]. Walpole, whose Gothic novel The Castle of Otranto
of 1764 initiated what was to be a growing eighteenth and nineteenth-century interest
in the Middle-Ages, constructed Strawberry Hill to his own neo-Gothic designs
[Blayney Brown 2001: pp.195-6] as a focus for the engendering of an atmosphere
ZKLFKKHUHIHUUHGWRDVµJORRPWK¶DFRPELQDWLRQRIZDUPWKDQGJORRPQRWGLVVLPLODU
to the combination of pleasure and terror associated with grottos and wonder
chambers.
Eighteenth-century Gothic and chinoiserie also had associations with science.
Thomas Wright (1711-1786), the astronomer who discovered the Milky Way, had an
LQWHUHVWLQFKLQRLVHULHVKRZLQJDµSUHIHUHQFHIRUWKHOLWWOHNLRVNV>«@IRULI\RXKDGD
Gothick FDVWOH RU UXLQ \RX KDG WR KDYH D &KLQHVH KXW¶ >5LFKDUGVRQ  SS -9].
Moreover, a growing eighteenth-FHQWXU\ LQWHUHVW LQ ERWDQ\ DV ZHOO DV µWKH DHVWKHWLF
SRVVLELOLWLHVRIWKH ODQGVFDSHJDUGHQ¶DOORZHG IRUDQRWKHURYHU-lap in grotto making;
RQH µZKLFK IUHTXHQWO\ XWLOL]HG XQXVXDO RU IRUHLJQ URFNV DQG PLQHUDOV¶ DQG EURXJKW
µKDUPRQL]DWLRQRIVFLHQWLILFDQGDUWLVWLFLQWHUHVWV¶LQWRWKHJDUGHQVSKHUH>5LFKDUGVRQ
2008: pp. 8-9].
Chinese kiosks as follies, such as The House of Confucius c.1749 [See figure
35] could have been found at Kew Gardens during the eighteenth century but had
perished by the nineteenth FHQWXU\OLNHVRPDQ\RWKHUVµEHFDXVHWKH\ZHUHPDGHRI
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ZRRGDQGFDQYDV¶>5LFKDUGVRQS@The Gothic and the Chinese went hand
in hand during this period and pastiches of the Chinese and the Gothic were
sometimes melded together [Richardson 2008: p.370]. The Chinese fashion and
European interest in cabinets of curiosities during the eighteenth century also saw the
deliberate placing of cabinet-like structures within garden spaces. In 1773, the
landscape gardener Sekell, who studied under Chambers, popularized Fredrick the
*UHDW RI *HUPDQ\¶V LQWHUHVW LQ WKH QHZ &KLQHVH IDVKLRQ 7KH UHVXOW FRXOG EH
witnessed in gardens such as Wilhelmshöhe near Kassel, which contained a Chinese
OLWHUDWLZDWHUYLOODJHZLWKLWVµZLQGLQJVWUHDPV¶DQGDµ&KLQHVHEULGJHDFFRPSDQLHGE\
a long Chinese salon with two cabinets IRU WKH GLQLQJ EDOOURRPV¶ >6KRX <L 1998:
pp.352-@ WKH DFFHSWDQFH RI WKLV µVW\OLVWic alOLDQFH¶ EHWZHHQ WKH *RWKLF and
Chinese [Richardson 2008: p.370] lead to kiosks and grottos being established in
English gardens, including Kew Gardens. This use of kiosks and follies took its cue
from not only in part from the wonder chamber, but also the architecture and political
landscape gardening of the day [Richardson 2008: p.6]. Moreover, the makers of
WKHVH VWUXFWXUHV µWHQGHG WR EH GHWHUPLQHGO\ DPDWHXU ZKLFK RQO\ DGGHG WR WKH
LGLRV\QFUDV\RIWKHJDUGHQV¶LQFOXGLQJDVWKH\VRPHWLPHVGLGµDFDJHLQthe corner of
a grotto or a humorous verse on a wooden pODFDUG¶>5LFKDUGVRQS@
During 1876-7, James Abbot McNeil Whistler (1834-1903), decorated the

Peacock Room. This room, which had been designed for Frederick Richards Leyland
(1832-1892), contained fine gold lacquered cabinet shelves containing Chinese blue
and white style and Japanese porcelain as well as a dado of decorated woods
[Lambourne 2005a: p.93]. Whistler had seen a fireplace at number 1 Holland Park,
the London residence of Aleco Ionides (1840-1898), somewhere between 1870 and
1873. Above this fireplace the designer Thomas Jeckyll (1827-1881) had devised a
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cabinet to house blue and white pottery [See figure 36] styled in imitation of a
-DSDQHVHVWUXFWXUHNQRZQDVDµPRQ¶>/DPERXUQH5a: p.92]. Whistler adapted this
original design as part of his decoration of the Peacock Room [See figure 37].
The craze for blue and white Chinese ceramics dated from the early 1860s and
can be traced to Dante Gabriel Rossetti (1828-1882), who furnished KLVµ7XGRU+RXVH
with a miscellaneous collection of old furniture and bric-a-EUDF¶ [Calloway and Le
Orr 2011: p. 116]. Whistler, who had arrived in London at a later date via Paris, was
µIDVFLQDWHGE\ DOOWKLQJV-DSDQHVH¶DQG KDGD PRUHµGLVFULPLQDWLQJH\H for the better
H[DPSOHV RI .DQJ[L ZDUHV¶ >&DOORZD\ and Le Orr 2011: p. 116]. The craze for all
things Blue was further enhanced by the Pre-Raphaelites and Murray Marks (18401918), an astute art dealer who, along with Charles Augustus Howell (1840-1890),
GLG µPXFK WR VSUHDGWKH WDVWH >«@ DPRQJ FLUFOHV RI ULFK SDWURQV¶ >&DOORZD\ and Le
Orr 2011: p@ :KLVWOHU¶V LQWHUHVW LQ DOO WKLQJV RULHQWDO DOVR FRQVXPHG KLV OLYLQJ
quarters. Between 1867-8, his room at Lindsey Road, Chelsea displayed oriental
panels painted directly onto the wall [Lambourne 2005a: p.93]. Whistler also
incorporated this style of oriental panelling as part of his decoration of the Peacock

room.
Leyland, who commissioned the design of the Peacock Room, was upset to find
that Whistler had invited the general public into his home to witness the construction
without his permission [Lambourne 2005a: p.96]. Whistler may have deliberately
opened up the space to the public because the cultural scene of the 1860s and 1870s
had become fixated upon WKHDUWLVWVLQFH µOLWWOH ZDVSXEOLFDOO\NQRZQRIWKHZD\ LQ
ZKLFK SDLQWHUV VXFK DV :KLVWOHU 5RVVHWWL DQG /HLJKWRQ DFWXDOO\ ZRUNHG DQG OLYHG¶
[Calloway and /H2UUS@$VDFRQVHTXHQFHDµOLIHGHYRWHGWRDUWFDPHWREH
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perceived as a high calling¶DQGWKHµLGHDWRRNKROGWKDWDUWLVWV¶VWXGLRVZHUHLQVRPH
ZD\VDFUHGVSDFHV¶>&DOORZD\ and Le Orr 2011: p.90].
Whistler incorporated orientalist style into his drawings and paintings, such as

The Balcony (c.1867-8) and Rose and Silver: the Princess from the Land of Porcelain
(1863-4). Opening the Peacock Room to the public may therefore have been an
effective way of exploiting public interest and, as a consequence, of advertising
:KLVWOHU¶V ZLGHU DUWLVWLF DPELWLRQV 7KLV IRUP RI viewing was not new. In Antwerp
during the seventeenth century RXEHQ¶V -1640) artwork, studio, and his
FROOHFWHGDQWLTXLWLHVDQGµFRVWO\JRRGV¶, were viewed by the public through a system
WKDW EHFDPH NQRZQ DV µ7KH 3DODFH RI $UW¶ >&DOORZD\ and Le Orr 2011: pp.90-91].
Moreover, during the mid nineteenth century the new well-to-do had already begun to
visit their favorite artists at home and view their works in a particularly novel, semiformal social ritual called µ6KRZ 6XQGD\V¶ [Calloway and Le Orr 2011: p.92]. On
theVHGD\VWKHµ6KRZ6WXGLRV¶FRQFHUQHGRIWHQGLVSOD\HGULFKIXUQLVKLQJV>&DOORZD\
and Le Orr 2011: p.91], DV GLVSOD\HG LQ /RUG /HLJKWRQ¶V *UHDW 6WXGLR LQ  [See
figu re 38].
The style of the Peacock Room coincided with another fashion of the time; that
RI $VLDQ VKDGRZ ER[HV µ>Q@RW WR EH FRQIXVHG ZLWK WKH PLQLature or toy theatre
WUDGLWLRQ¶ [Roscoe Hartigan 2007: p.59]). In the nineteenth century, this display
system of hardwood boxes including sliding glass covers with papered or silk-lined
interiRUVXVHGµWRGLVSOD\ ILQHFHUDPLFV>«@ PDGH IRUH[SRUW¶7KLV IRUPRIGLVSOD\
which was utilized in the East and West, was often used to house sculpture and other
mementoes. Smaller boxes existed with partitioned interiors WKDW µDFFRPPRGDWHG
arrangements RIPXOWLSOHLWHPV¶>RoscoeHartigan 2007: p.59]. These cabinets echoed
display systems used during the reign of the Chinese Emperor Qian Long, (1711-

85

1799) of the Qing Dynasty, whose own art and ceramic collection was kept in
specially constructed boxes and on decorative display shelves such as the ones on
display at the Summer Palace in Beijing, China and in the decoration of screens and
divans on display at the Palace [See figures 39 and 40].
:KLVWOHU¶VGHVLJQLQJRIWKH Peacock Room FRLQFLGHGZLWK1RUWK¶VYisit to Japan
in 1875-7. It is therefore possible to view the construction of the North gallery as
being open to orientalising influences encountered by North both at home and abroad.
%RWK:KLVWOHU¶V Peacock Room and the North gallery could be described as exquisite
follies that not only reflect a long standing European interest in wonder chambers and
cabinets of curiosities, but that also incorporate a contemporary interest in shadow
box display from the East. There were certainly other examples of Victorian cabinets,
which combined Eastern and Western stylistic influences. Consider here, for example,
*DEULHO 9LDUGRW¶V FDELQHW RI  DQG (: *RGZLQ¶V -1886) of 1877-8 [See
figu re 41], both of which harked back to the eighteenth-century design of the cabinet
ZKLOHLQFRUSRUDWLQJDVSHFWVRIWKHRULHQWDOWKHUHE\FUHDWLQJDµULFKMXPEOH¶RIVW\OHV
that supplemented one another for effect [Lambourne 2005a: pp.98-99].
1RUWK¶V RZQ IDVFLQDWLRQ ZLWK -DSRQLVPH LV HYLGenced by screens kept in her
room during her time in Japan along with examples of Satsuma pottery. Moreover,
1RUWK¶V GHVFULSWLRQ RI µD JROG JURXQG ZLWK UHG DQG ZKLWH SLQNV¶ DFFRPSDQLHG E\
µSLQN DQG ZKLWH DFDFLD SDLQWHG LQ WKH PRVW ORYHO\ FXUYHV¶ on the screens [North
1892a: p.222] as well as the gold over black paint which was subsequently applied to
the doors and architrave of the North gallery, both have a distinctly orientalising feel.
1RUWK¶V XVH RI ILQH ODFTXHUHG -DSDQQHG IUDPHV ZLWK LQVHUWHG VLlver leaf mount, that
have subsequently faded to look like ivory [Farley 2009] as part of the hanging
scheme for her gallery, could also have been made directly as a consequence of her

86

visit to Japan. North is known to have purchased oriental FHUDPLFVIURPµDVXFFHVVLRQ
RIIDVFLQDWLQJVKRSV¶ZKLFKVKHµQHYHUSDVVHG>«@ZLWKRXWSLFNLQJXSVRPHEHDXWLIXO
OLWWOH³FXULRV´¶ [North 1892a: p.224]. North certainly painted two still lifes included in
the North gallery that were clearly influenced by Japonisme. The paintings 0661,

Study of Japanese Chrysanthemums and Dwarfed Pine [See figure 42], and 641,

Japanese Chrysanthemums, Cultivated in this Country, which are hung in the Japan
section of the gallery, depict chrysanthemums accompanied by Japanese vases. They
are highly stylised paintings that look forward to later fin-de-siècle images from the
1890s. North however, likened her work to chinoisere, and questioned the labeling of
some chinoisere works as Japonisme [Farley 2011] 1RUWK¶V JDOOHU\ DQG JROG OHDI
decoration work can be likened to Chinese designs and artistry on show at the
Summer Palace in Beijing, including detailed beam work and individual literati
paintings of nature placed strategically as banners around the walls and architraves
[See figures 43, 44, 45 and 46].32
Throughout the eighteenth and nineteenth centuries the form of the scientific
garden was dominated by the work of the Swedish taxonomist Carl Linnaeus (1707 /LQQDHXV KDG µZDQWHGWRPake his country self-sufficient by cultivating foreign
SODQWV¶ >)DUD  S@ 7R IXUWKHU WKLV DLP /LQQDHXV GHYHORSHG D QHZ KLJKO\
organised form of garden at the Uppsala University Botanical Garden which placed
plants together in groups according to the structure of their reproductive parts in an
DWWHPSW WR µUHFRUG DQG FODVVLI\ WKH QDWXUDO ZRUOG LQ LWV HQWLUHW\¶ /LQQDHXV ZDQWHG
µHYHU\VSHFLHVDYDLODEOH¶IRUKLVSURMHFWµ>Q@RPDWWHUKRZVPDOOXJO\RULQVLJQLILFDQW
it might aSSHDUWRRWKHUJDUGHQHUV¶>:XOI2008: p.114]. Beginning with a modest 300
32

According to Farley, the SDQHOV RQ WKH GRRUV RI WKH 1RUWK JDOOHU\ LQWHULRU ZHUH µPDURIODUJHG RQWR
FDQYDV DQG DWWDFKHG WR WKH GRRU ZLWK WKH DLG RI EHDGLQJ¶. Gilding was added to finish them off
decoratively giving the viewer an appearance of their having been painted upon the door panel directly
[Farley 2007].
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species Linnaeus studiously transformed the Uppsala garden [See figu re 47] from a
µUDPVKDFNOH¶DIIDLULQWRµRQHRIWKHILQHVWFROOHFWLRQVLQ(XURSH¶VXEVWDQWLDOO\DOWHULQJ
LWVOD\RXWEHWZHHQDQGZLWKWKHKHOSRI6ZHGHQ¶V foremost architect of the
time Baron Carl Håreman [Blunt 2001: p.147]. In transforming the garden at Uppsala,
ZKLFK LQFOXGHG µD QHZ RUDQJHU\ DQG KRWKRXVH ERWK ILOOHG ZLWK H[RWLFV IURP DFURVV
the globe, as well as a large collection of American plants supplied by [the British
ERWDQLVW@ -RKQ %DUWUDP¶ (1699-1777) /LQQDHXV FODLPHG WKDW KH µKDG EURXJKW WKH
natural sciences to their higheVW SHDN¶ >:XOI  S@ $ORQJ ZLWK the
transformation of the Uppsala garden, Linnaeus published the Species Plantarum in
1753, ZKLFKZDVµDVXUYH\RIDOOSODQWVNQRZQWRPDQ¶7RPDNHWKLVVWXG\/LQQDHXV
enlisted botanists across the world who were asked to send him plants complete with
flowers LQFOXGLQJ µWKH FRPSDUDWLYHO\ UDUH¶ DV ZHOO DV WKRVH µWKDW KDG QRW \HW EHHQ
GHVFULEHG¶>Wulf 2008: p.115].
/LQQDHXV¶HIIRUWV PD\ZHOO KDYH EHHQ LQIOXHQFHG E\DQ LQWHUHVW LQWKHH[LVWLQJ
IRUPDW RI FDELQHWV RI FXULRVLW\ ,Q D OHWWHU KH GHVFULEHV µWKH SUHFLRXV DQG GHOLJKWIXO
FDELQHWRIFXULRVLWLHV¶WKDWKHKDGVHHQLQ'HFHPEHULQWKHXQLYHUsity library at
Uppsala, which included a famous collection of dried plants made by Joachim Burser
(1583-1639) a century earlier [Blunt 2001: p.30]. In one of the rooms in the living
quarters of the Linnaeus house at Uppsala [See figure 48], there is also a room with
botanical prints displayed upon the wall. Though not framed, these prints are placed
cheek by jowl as if in a wonder chamber or cabinet with a framed painting of a
monkey in the FHQWUHRIWKHSULQWV/LQQDHXV¶ home also contains a wallpaper segment
depicting an oriental shadow box replete with objects [Fromup-vaz-Linnés
Hammarby (Sweden), Kew Archive, no date given: no page numbers given]. The
garden at Uppsala, when viewed aerially, can be seen to take the form of a giant

88

cabinet-like structure with its borders clipped and plants set into beaded arrangements
as if confined by the finely turned corners of a wooden cabinet and each species
housed in a section like a cabinet draw.
If we look again at the North gallery, it is therefore possible to view its own
rather crammed and eclectic bringing together of images and specimens as one that
stands in relation to existing forms of visual display associated with cabinets of
curiosity and wonder chambers, not just as part of deliberately aestheticised or semiaestheticised approaches to the showing of images and objects, but also more
decidedly scientific and supposedly non-aestheticised forms of display.
It is also possible to shed light on our understanding of the North gallery by
looking forward and not just backwards to forms of visual display similar to those
associated with cabinets of curiosities. The North Gallery is in many ways a typically
cluttered Victorian space. It is crammed to bursting with paintings in a way that
UHVRQDWHVZLWKµDQLPPHQse, insatiable hunger for thLQJVLQWKHUHDOZRUOG¶>*UDKDPDixon 1999: p.163]. Its design and contents do not, therefore, conform to the showing
of artworks in modern white cube gallery spaces, where individual artworks are
presented in uncluttered, visually neutral surroundings. That said it is nevertheless
possible to trace telling similarities between the way images are displayed within
North gallery as a latter day cabinet of curiosities and artworks by the twentiethcentury North American artist Joseph Cornell (1903-1972).
Between the 1930s and 1970s, Cornell produced a series of artworks involving
the showing of images and found objects within boxes or cabinet like structures that
make direct and indirect reference to science and the natural world. In his work,

Cabinet of Natural History: Object, 1934-1936-40, for example, Cornell clearly
µDFNQRZOHGJHG Whe eighteenth FHQWXU\¶V IUHH VWDQGLQJ ³FDELQHWV RI QDWXUDO KLVWRU\´
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>«@ ZKLFK KDG JDLQHG SURPLQHQFH DPRQJ ³QDWXUDO SKLORVRSKHUV´ DV ZHOO DV
physicians SKDUPDFLVWV DQG FKHPLVWV¶ ZKR µGLVSHQVHG PHGLFLQHV IURP VKRS-front
SKDUPDFLHV¶,WFDQDOVREHXQGHUVWRRGDVPDNLQJUHIHUHQFHWRµ³WUDYHOLQJDSRWKHFDU\
FKHVWV´>«@RIWHQILOOHGZLWKKXQGUHGVRIVPDOOODEHOHGYLDOV¶>Roscoe Hartigan 2007:
p.147]. This use of vials, extended to Cornell labeling parts of his artwork as a
scientist might [Waldeman 2002: p.29].
&RUQHOOZDVµIDPLOLDUZLWKQDWXUDOSKLORVRSK\DVDV\QWKHVL]LQJZD\RIWKLQNLQJ
>«@ODUJHO\WKURXJKKLVPDMRULQJHQHUDOVFLHQFHDWWKH3KLOOLS¶V$FDGHP\¶LQWKH86
[Roscoe +DUWLJDQS@&RUQHOOEHOLHYHGWKDWVFLHQFHZDVµDQDWXUDOO\VSLULWXDO
SKLORVRSK\UDWKHUWKDQDUDWLRQDOGLVFLSOLQH¶DVµWKHWHUPVFLHQFHSURSHUO\XQGHUVWRRG
refers only to the laws of God and to his government of the Universe, inclusive of
PDQ¶>Roscoe +DUWLJDQS@&RUQHOO¶VVSLULWXDO-scientific beliefs can be linked
directly to discourses associated with the birth of the U.S. as a new nation-state during
the late eighteenth and nineteenth centuries. Cornell, a Christian Scientist, chose from
one of the many religions linked to pseudo-science in the United States that envisaged
the U.S. at the centre of all things in the new world, enshrining the country as a new
Eden. This foundational North American bringing together of science and theology
FDQ EH ZLWQHVVHG WKURXJK WH[WV VXFK DV &KDUOHV &ROEHUW¶V A Measure of Perfection:

Phrenology and the Fine Arts in A merica RI  ZKLFK RXWOLQHV µWKH LPSDFW of
Pseudoscience on nineteenth-century American cultuUH¶ &ROEHUW¶V book presented a
µXELTXLWRXV LI QRW ZKROO\ UHVSHFWHG WKHRU\¶ WKDW WKH +XGVRQ 5LYHU 6FKRRO SDLQWHU
Asher B. Durand (1796- DQGµDKRVWRIKLVDUWLVWLFFRQWHPSRUDULHV¶EHOLHYHGWR
EHWKHµIRXQGDWLRQIRUDQDWXUHSKLORVRSK\JURXQGHGLQWKHQRWLRQWKDWPDQ>«@PXVW
H[LVW LQ KDUPRQ\ ZLWK WKH XQLYHUVH RU QDWXUH  LQ RUGHU WR IORXULVK¶ >)HUEHU 
p.64]. Cornell adapted the Duchampian ready-made as well as other artistic influences
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that came into America from Europe during the twentieth century, including
Surrealism and Dada, along with a growing interest among U.S. artists in eastern
philosophies [Cornell Richter 2001: pp.40-42] to signify the continuation of this
seminal conjunction of art and science.
A similar view of science was also in place in BritDLQGXULQJ1RUWK¶V OLIHWLPH
(DUO\ 9LFWRULDQ QDWXUDO VFLHQFH LQ %ULWDLQ ZDV OLQNHG GLUHFWO\ WRWKH µZD\V LQ ZKLFK
knowledge of nature was constructed in theological, political, moral, aesthetic and
JHQGHU WHUPV¶ >2¶*RUPDQ  S@ %XW LQ %ULWDLQ GXULQJ 1RUWK¶V OLIHWLPH DQG
beyond, it would become heavily overshadowed by the secular-scientific rationalism
RI 'DUZLQ¶V WKHRU\ RI HYROXWLRQ &RUQHOO¶V FDELQHWV FDQ WKHUHIRUH EH YLHZHG DV
looking back to a pre-Darwinian view of science almost certainly shared by North;
one that envisages science not simply as an objective, secularised means of gathering
knowledge but also as something involving a universal sense of order and wonder.
&RUQHOO¶V REVHVVLRQ ZLWK FDELQHWV DV D PHDQV RI DUWLVWLF GLVSOD\ DOORZV XV WR
make other interpretative connections with the North gallery. In many of his works,
including The Elements of Natural Philosophy, 1936-37 [See figure 49], Cornell
seeks to mimic the form of colonialist collections and curiosities. Cornell also
appropriated aspects of Victoriana, which extended to him naming one of his works

The Crystal Palace [Roscoe Hartigan 2007: p.94]; this preoccupation with Victoriana
lead Cornell not only to a re-appropriation of historical space and its uses [Waldeman
 S@ EXW DOVR WR WKH VHOHFWLRQ RI DUW DQG VFLHQFH DV WKH VXEMHFW RI KLV µILUVW
DPELJXRXVER[¶>Roscoe Hartigan 2007: p.14]. Cornell even created an artwork called

The Garden Center, started in 1944, which was to be an ongoing project up and until
the time of his death [Waldeman 2002: p.35] in 1973. Cornell played continually with
WKH WHUP µ*DUGHQ¶ H[WHQGLQJ KLV IDVFLQDWLRQ WR FKLOGUHQ¶V JDUGHQV VHHLQJ WKH µGLUHFW
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DQG VHOI GLUHFWHG OHDUQLQJ¶ RSSRUWXQLWLHV PDGH SRVVLEOH ZLWKLQ VXFK VSDFHV¶ [Roscoe
Hartigan 2007: p.64].
The genealogy of the cabinet of curiosities can also be traced beyond Cornell to
later artworks of a similar kind. British Pop artists of the 1960s such as Peter Philips
(b. 1939), Joe Tilson (b. 1928) and Peter Blake (b.1932), who SODFHG µ3RS¶ REMHFWV
within cabinet-like structures as did the American artist Jasper Johns (b. 1930). These
three-GLPHQVLRQDO VWUXFWXUHV FRQWDLQHG FXULRVLWLHVʊLQFOXGLQJ EDGges, shop signs,
PDWFKER[HVʊRIWHQ DSSURSULDWHG IURP XUEDQ VSDFHV 3RS DUWLVWV DOVR MX[WDSRVHG
pictorial glamour shots of pop stars and young actors as in -RH 7LOVRQ¶V SDLQWLQJ A

Box of Friends [See figure 50] )XUWKHUPRUH %ODNH¶V ZRUN ZDV DOVR µQRVWDOJLF and
self-FRQVFLRXVO\¶ 9LFWRULDQ >Sandbrook 2006: p.74].33 %ODNH¶V µGRPHVWLF QRVWDOJLD¶
DOVRµVXLWHGWKHFRQWHPSRUDU\IDVKLRQIRU9LFWRULDQUHYLYDOLVP¶LGHDOIRUWKHFRYHURI
the Beatles album 6JW3HSSHUV¶/RQHO\+HDUWV&OXE%DQG of 1967. [Sandbrook 2006:
p.74].
Today the artist Damien Hirst (b. 1965) openly admits that his work reflects
upon cabinet-OLNH IRUPVRIVFLHQWLILF YLVXDOGLVSOD\ +LUVWUHFDOOVµEHLQJEORZQ DZD\
E\WKH QDWXUDO KLVWRU\ PXVHXP LQ /HHGV¶GUDZLQJWKHFRQFOXVLRQWKDWKH µZDQWHGWR
PDNH DUW OLNH WKDW¶ >+LUVW  S@ +LUVW¶V ZRrk Untitled (1996), for example,
comprises a heart shaped support covered with butterflies stuck to its once freshly
DSSOLHG JORVV SDLQWHG VXUIDFHʊD ZRUN WKDW HQFDSVXODWHV WKH WUDGLWLRQ RI EXWWHUIO\

33

In  0DUFHO 'XFKDPS DUULYHG LQ 1HZ <RUN EULQJLQJ ZLWK KLP D µQLKLOLVWLF DQG DQWDJRQLVWLF¶
attitude WR µFRQYHQWLRQDO WUDGLWLRQV LQ DUW¶ PRUH ZLGHO\ DVVRFLDWHG ZLWK (XURSHDQ 'DGD >:DOGHPDQ
1992: p.135]. The Surrealist movement (many of whom had fled from Europe during the nineteenthirties as a result of the rise of fascism in Europe) also informed the work of many neo avant-garde
American and European artists of the mid to late twentieth century, including US and British Pop
artists of the 1950s and 1960s, such as Jasper Johns, Peter Blake and Joe Tilson, as well as the Fluxus
movement of the 1960s-80s [Waldeman 1992: p.114]. This nihilistic response would exert an
increasing influence on the American and European art scene of the later twentieth century, leading to
the development of neo-Dadaist forms of art that would eventually overshadow formalist-abstraction
forming the basis for what we would now see as postmodernist art.
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FROOHFWLQJ DQG WKH JUDWXLWRXV QDWXUH RI WKH QDWXUDOLVW¶V collection methods. Hirst has
also made artworks that use glass cases or that collect objects together under glass.
Examples of this include A Thousand Years (1990), which brings together a rotting
animal head, a colony of flies and an insect-o-cutor in the playing out of a
conspicuously deadly life cycle, and The Physical I mpossibility of Death in the Mind

of Someone Living (1991) in which the body of a dead Tiger shark is preserved by
formaldehyde in a large glass tank. In 1994, Hirst also produced the work Away from

the Flock (1994) [See figu re 51], this time placing a lamb in formaldehyde within a
glass case as if it were a scientific curiosity. In Isolated Elements Arranged for the

Purpose of Understanding (1991), Hirst creates a cabinet that contains different
species of fish all swimming in the same direction each isolated within its own glass
GLVSOD\FDVH>6KRQHS@+LUVWKDVDOVRFRQWLQXHG&RUQHOO¶VDSSURSULDWLRQRI
the drugs cabinet in artworks such as Holidays (1998) in which facsimiles of drug
bottles are arranged taxonomically. As Richard Shone has indicated, these works can
be understood to quote British nineteenth-century painting. Indeed, Shone had
UHIHUUHG WR +LUVW¶V ZRUN DV µSUH- 5DSKDHOLWH¶ LQ LWV GHWDLO in 200 mg A miodarone

Hydrochloride Fr.>6KRQHS@+LUVW¶V Away from the Flock is also redolent
RI :LOOLDP +ROPDQ +XQW¶V paintings The Hireling Shepherd (1851) and Strayed

Sheep (Our English Coasts) (1852), which depict sheep, realistically in paint [See
figu re 52].
The history of the cabinet of curiosities is one that pertains to both art and
science. The North gallery, as a cabinet of curiosities, is consequently part of an
aesthetic-scientific lineage that pre-dates WKH JDOOHU\¶V construction and that extends
into the twentieth and twenty-first centuries in the form of artistic and scientific
modes of display. The North gallery space is contestable because it is a focus for both
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scientific and aesthetic contemplation and as such cannot be defined securely in its
relation to either science or art.

94

C hapter T h ree

M arianne North and the Pre-Raphaelites

The Pre-5DSKDHOLWH %URWKHUKRRGZDVIRXQGHG LQ 7KH%URWKHUKRRG¶VFKLHIDLP
was to defy all artistic conventions including the established teaching methods of the
5R\DO $FDGHP\ FRQYHQWLRQV WKDW DPRQJ RWKHUWKLQJV SODFHG µDQ HPSKDVLV RQ ULFK
VKDGRZDQGWRQHDWWKHH[SHQVHRIFRORXU¶7KH3UH5DSKDHOLWHVUHVSRQVHZDVWRSDLQW
µSHUYHUVHO\ EULJKW FRORXUHG HYHQO\ OLW SLFWXUHV WKDW DSSeared almRVW IODW¶ >/DQGRZ
2005@ 7KH WHFKQLTXHV XVHG E\ WKH %URWKHUKRRG KDG DOUHDG\ µEHHQ DQWLFLSDWHG E\ D
QXPEHU RI RWKHU DUWLVWV¶ VXFK DV :LOOLDP 0XOUHDG\ -1863) of the Nazarenes,
ZKR XVHG µWKH WHFKQLTXH RI SDLQWLQJ LQ SXUH FRORXUV RYHU D ZKLWH JURXQG¶ >:Rod
2000: p.12]. The Brotherhood also tended away from the classicism of established
academic art, embracing instead Gothic stylisations and medieval literary themes.
Pre-Raphaelite medieval stylization was to become extremely fashionable during the
latter half of the nineteenth century, influencing other aspects of the arts from
µDUFKLWHFWXUHWRWKHLQLWLDOOHWWHUVDQGERUGHUVLQ3XQFK¶>/DPERXUQHES@
7KH %URWKHUKRRG¶V IRXQGLQJ PHPEHUV LQFOXGHG :LOOLDP +ROPDQ +XQW 1919), John Everett Millais (1829-1896), and Dante Gabriel Rossetti (1828-1882).
/DWHUWKHUHZHUHIRXUµQHZFRPHUV¶to the brotherhood: Ford Maddox Brown (18211893), [painter] James Collinson (1825-1881), [writer] Frederick George Stephens
(1828-  µZKR KDG QHYHU FRPSOHWHG D SLFWXUH¶ DQG >FULWLF@ :LOOLDP 0LFKDHO
Rossetti (1829-  ZKR ZDV *DEULHO¶V EURWKHU µDQG QRW DQ DUWLVW DW DOO¶ ,QLWLDOO\
Ford Maddox %URZQ¶V PHPEHUVKLS KDG Eeen opposed by Holman Hunt because he
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ZDV SHUFHLYHG WR EH µWRR VWHHSHG¶ LQ WKH DFDGHPLF FRQYHQWLRQV that the PreRaphaelites DVDJURXSµZLVKHGWRRYHUWKURZ¶ [Wood 2000: p.13].
7KHVKRZLQJRI9DQ(\FN¶V$UQROILQL:HGGLQJSRUWUDLWDWWKH1DWLRQDO*DOOHU\
LQ ʊZKLFK LQ WXUQ VSXUUHG DQRWKHU µPDMRU H[KLELWLRQ RI HDUO\ ,WDOLDQ *HUPDQ
DQG1HWKHUODQGLVKSDLQWLQJ¶ʊH[KLELWHGDWUXWKDERXWµWKHQDWXUHRIQDWXUH¶WKDWZDVWR
be a crucial spur to the development of the Pre-Raphaelite movement [Gage 2007:
p.41]. Even when producing highly romanticized paintings on medieval and literary
themes, the members of the Brotherhood were always committed to the fidelity of
nature [Wood 2000: p.12]. This fascination with natural detail was supported by
changes in attitudes towards the collecting of art. During the mid nineteenth century,
FROOHFWRUVZHUHLQDµVWDWHRIIOX[¶EHFDXVHWKH\ZHUHQRORQJHUµGUDZQSULPDULO\IURP
WKH ODQGHG JHQWU\ DQG DULVWRFUDF\¶ ,QVtead, there was a new breed of merchant
princes, and self-made men, who µwished to see scenes rounded LQWKHPLQXWHVWGHWDLO¶
[Meyer  S@ 1RUWK¶V IDYRXUHG Sainter, William Henry Hunt had anticipated
WKLV µUHYHUHQFH IRU WKH PLQXWLDH RI QDWXUH¶ -RKQ )UHGHULFN /HZLV (1804-1876) also
demonstrated a similar zeal for natural detail in his orientalist works [Wood 2000:
p.12].
'XULQJWKHVIROORZLQJWKH(XURSHDQUHYROXWLRQVRIWKHUHZDVµDIHDU
RI UHYROXWLRQDU\ VHFUHW RUJDQL]DWLRQV RU EURWKHUKRRGV¶ >:RRG  S@ ZKLFK
would have included the Pre-5DSKDHOLWHV $W WKH VDPH WLPH WKHUH ZDV DOVR µDFXWH
FRQFHUQ RYHU WKH GULIW WRZDUGV 5RPDQ &DWKROLFLVP LQ WKH $QJOLFDQ &KXUFK¶
>/DPERXUQHES@OHDGLQJ5XVNLQWRGHFODUHWKDWµ%ULWLVKDUWLVWV>«@VKRXOG
not be painting figurative religious pictures, nor attempting to resurrect the Old
&DWKROLFDUWRIVLJQVDQGV\PEROV¶
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The Catholick aesthetic did however have its champions. Among these was
Augustus Pugin (1812-1852), whose architectural works include the Church of St
Giles in Cheadle, Staffordshire [See figu re 53], and the interior of the Houses of
3DUOLDPHQW3XJLQFODLPHGWKHµ*RWKLFZDVJRRGIRU WKHVRXO¶DQGsaw the architecture
of the middle-ages DVDPHDQVZLWKZKLFKµWREHDWWKH%ULWLVKEDFNWowards a virtuous
lifH¶>*UDKDPDixon 1999: p.@3XJLQZDVDFRQYHUWWR&DWKROLFLVPDQGµZDQWHGWR
reforP (QJOLVK DUFKLWHFWXUH¶ WR LWV pre-reformation status [Graham Dixon 1999:
S@3XJLQ¶VHTXDWLRQRI&DWKROLFLVPDQGWKH*RWKLFVW\OHµZDVEDVHGRQDEHOLHILQ
their moral superiority, for many Romantics the nostalgia for Catholic pomp was
DHVWKHWLF¶ >%ODyney Brown 2001: p.391]. Pugin also wrote an architectural treatise,

Contrasts in 1836. 5XVNLQQHYHUWKHOHVVµJUHDWO\GLVOLNHGZKDWKHVDZDVWKHWDLQWRI
Catholicism in Pre-5DSKDHOLWH DUW¶ʊSUHIerring an approach to the making of art
through Natural Theology [Graham Dixon 1999: p.176]. Despite this, plant drawing
had been XWLOL]HG VSHFLILFDOO\ IRU WKH µSURGXFWLRQ RI PRGHUQ RUQDPHQWDO ZRUN¶
WUDFHDEOHWR3XJLQ¶V )ORULDWHGRUQDPHQW¶ RIµ¶>&UXLse 2011: p.180].
The Pre-5DSKDHOLWH¶VORYHRIQDWXUDOLVPDQGWKH*RWKLFSHUPHDWHGWKe latter half
of the nineteenth century, profoundly influencing the aesthetic movement as well as
other aspects of American and European art. The aesthetic movement was made up
FKLHIO\RIDVPDOOJURXSRIµSRHWV>«@SDLQWHUVPDNHUV RUWKLQNHUV¶ZKROLYHGDURXQG
Holland Park west and Chelsea. Like the Pre-Raphaelites, these individuals were
µXQLWHGLQWKHLURSSRVLWLRQWRSUHYDLOLQJRUWKRGR[LHVFRQFHUQLQJDUWDQGGHVLJQ¶UDWher
µWKDQ LQ DQ\ FRPIRUWDEO\ VKDUHG YLVLRQ RU SUHFLVH GHILQLWLRQ RI WKH EHDXWLIXO¶
[Calloway and Le Orr 2011: p.13]. The aesthete poet Charles Algernon Swinburne
(1837-1909), who later declared himself a fan of the North gallery [Lambourne
2005b: p.325], was one of the most prominent members of the aesthetic movement.
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6ZLQEXUQHZDVGHVFULEHGDVDµPRVWH[WUDRUGLQDU\PDQ¶ZKRHVSRXVHGµWKHSRZHURI
µEHDXW\DQGRULJLQDOLW\¶>/DPERXUQHES@6ZLQEXUQHZDVD IULHQGRI/HDU
and Edward Burne-Jones (1833-1898), [Lambourne 2005b: p.325]. Burne--RQHV¶V

Laus Veneris QRZORVW ZDVEDVHGXSRQµSDUDOOHOVWR6ZLQEXUQH¶VSRHPV¶>&DOORZD\
and Le Orr 2011: p.46].
Some of the original members of the Pre-Raphaelite Brotherhood would go on
to form a second wave of pre-Raphaelitism, one that included Edward Burne-Jones
and that had Rossetti as its leader and had associations with William Morris (18341896), who painted his Oxford Murals of 1857 and Queen Guenevere of 1858 very
much in the Pre-Raphaelite manner. MorriV¶V $UWV DQG &UDIW¶V FRPSDQ\ 0RUULV 
Co., designed wallpapers, fabrics and tiles in a medievalist style. Morris also
suggested that the Great Exhibition of 1851 was responsible for determining changes
LQµWDVWH>«@SDWWHUQDQGDSSOLHGGHVLJQ¶+HSRLQWHG towards international examples
and oriental ceramics that had exerted a huge influence on changes in art and craft
SURGXFWLRQ DUJXLQJ WKDW WKH\ KDG µH[SDQGHG WKH UHSHUWRLUH RI WKH *RWKLF UHYLYDOLVWV
into a greater acceptance of good design from other periods and FXOWXUHV¶ >&UXLVH
2011: p.179].
This tendency towards cosmopolitanism in design was later expanded upon by
Morris through the founding of the Kelmscott Press. The Kelmscott Press specialized
in publications of medieval literature, such as The Canterbury Tales of 1896, which
were accompanied by medieval style illustrations. Burne-Jones was to illustrate a
number of these books and this was in turn to influence the work of the fin de siècle
illustrator Aubrey Beardsley, including his Hamlet Patris Manem Sequitur of 1891
[Calloway 1998: p.32]. The Newlyn School of the later Arts and Crafts Movement
was also influenced by the Pre-Raphaelites [Wood 2000: p.152], despite the Pre-
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5DSKDHOLWH %URWKHUKRRG¶V WHFKQLTXHV¶ EHLQJ UHJDUGHG E\ PDQ\ DV µH[WLQFW¶ E\ Whe
1870s [Gage 2007: p.42].
According to Christopher Wood writing in The Pre-5DSKDHOLWH¶V the last phase
of the movement, after 1890, had become more diffuse%\WKLVVWDJHLWµKDGEHFRPH
SDUW RI WKH YHU\ IDEULF RI (QJOLVK FXOWXUH¶ SHUPHDWLQJ DOPRVW µHYHry branch of the
DUWV¶ 'HVSLWH WKLV VRPH DUWLVWV VXFK DV -RKQ :LOOLDP :DWHUKRXVH -1917),
µUHPDLQHG IDLWKIXO WRWKH FDXVH¶ >:RRGV  S@ $OWKRXJK WKHUH ZHUH VW\OLVWLF
similarities between the work of the Pre-5DSKDHOLWH¶VDQGWKDWRI\RXQJHUDrtists, there
were also differences. The inclusion of classical forms is strongly characteristic of the
work of latter day adherents to the Pre-Raphaelite style [Weeks 2008: p.20], bringing
the movement back to the academic conventions it had once sought to overthrow.
The impact of the Pre-Raphaelite movement upon the arts and culture of the
latter half of the nineteenth century was profound. It is therefore reasonable to assume
that North would have been very well aware of the Pre-Raphaelite Brotherhood and
its influence. Indeed, North makes reference to the marriage of the great PreRaphaelite beauty Mrs. Herbert, whom she wrote of when in Bombay on February 11,
OLNHQLQJKHUWR-XOLD-DFNVRQ QLHFHRI-XOLD&DPHURQ DQGGHVFULELQJKHUDVDµD
very beDXWLIXOFUHDWXUH¶>1RUWK 01 /HWWHUVWR'U%XUQHOO@:KDWLVPRUH
/HDU 1RUWK¶V IULHQG KDG DQ DUWLVWLF UHODWLRQVKLS ZLWK +ROPDQ +XQW ZKLFK DOPRVW
FHUWDLQO\ LQIRUPHG KLV ODWHU LQIOXHQFH XSRQ 1RUWK¶V RZQ SDLQWLQJ 1RUWK ZDV DOVR
taught to paint by John Ballantyne (1817-1867) the successful Royal academician,
who specialised in portraiture and who had painted Holman Hunt [Tromans 2008:
S@1RUWKDOVREHIULHQGHGDFRXVLQRI0LOODLVLQ6DUDZDNDQGLWZDVWKLVµ0U(¶
who provided North with fROLDJH WR GUDZ IROLDJH WKDW LQFOXGHG µWKH ODUJHVW RI DOO
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pitcher-SODQWV¶ZKLFKVKHSDLQWHGDQGFDWDORJXHGDVDQHZVSHFLPHQDQGZKLFKZDV
named after her as Nepenthes Nortiana , by Joseph Hooker [North 1892a: p.238].
According to Jonathan Farley, North was distinctly anti-aesthetic in her
approach toward the design of the North gallery, seeking instead a pre-aesthetic
combination of classical styles [Farley 2008]. The North gallery does however appear
to have applied elements that coincide with Morris & Co¶V Green Dining Room at the
9 $GHVLJQHGDQGH[HFXWHGLQ0RUULV¶VURRPZDVLQFOXGHGLQWKH advertising
of the exhibition The Cult of Beauty: The Aesthetic Movement , which was held at the
V&A in 2011, in acknowledgement of its relationship to the aesthetic style. The
GLQLQJURRP¶V LQFOXVLRQRIUHFWDQJXODUSDLQWLQJVRIJROG-leafed plant forms and PreRaphaelite styled figures cuts a decorative line between an aqua-green wooden dado
and a light green finely patterned Morris wallpaper [See figure 54]. The overall affect
is highly reminiscent oIWKH1RUWKJDOOHU\¶VLQWHULRU
According to the Kew Archive conservation department [Farley 2011], North
was involved in the decoration of the Normansfield Theatre. The building, which
houses the theatre, ZDVEXLOWLQWZR\HDUVDIWHUWKHRSHQLQJRIWKH9 $¶V Green

Dining Room, by the physician John Lyndon Down. It was intended as a home for
people with learning disabilities, allowing them to be cared for and educated at a time
when most would have beHQSODFHG LQWRDV\OXPV 'RZQ¶V V\QGURPHWDNHV LWV QDPH
from Down). The theatre was built for the students to learn music and drama, music
being cloVHWR1RUWK¶VKHDUW>Normansfield Theatre 2011] [See figure 55].
The theatre includes paintings of aspects of the natural world, including birds,
rendered partly in gold leaf that are similar to the door panels in the North gallery
[See figu re 56]. A pale green woodwork has been used, which brings the overall
affect much closer to the Morris room than that of the North gallery interior. The
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theatre is, however, serifited with images, also bringing it close to the overall design
of the North gallery. North may have pursued the theatre project because her favourite
artist, William Henry Hunt, had himself been a scene painter at a Drury Lane Theatre,
[Smith 2011: p@1RUWK¶VZRUNRQWKH1RUPDQVILHOGWKHDWUH, and the North gallery
interiors can therefore be seen to have been part of a prevailing tendency towards preRaphaelite influenced aestheticism. Indeed, the Normansfield theatre has been used in
a recenWILOPYHUVLRQRI2VFDU:LOGHV¶ µ7KH3LFWXUHRI'RULDQ*UD\¶as a modern day
signifier of aesthetic decadence [Parker 2010].
1RUWK¶V XVH RI RLOV DOVR FRUUHODWHV ZLWK VRPH RI WKH 3UH-5DSKDHOLWH¶V RZQ
exuberant colRXUDWLRQ DQG DSSOLFDWLRQ RI JDXG\ WRQHV $ SDLQWLQJ RI 1RUWK¶V WKDW
usually resides in Kew Library archive, exhibits a distinctly Holman Hunt like
approach to colouration with its depiction of a magenta-violet, mountain scene on
board. The crude under-drawing showing through the paint in this work reveals a
shorthand technique often used by painters to gather additional information about a
scene and its colouration in situ so that it may be completed later in a studio setting; a
technique used by Lear, perhaps under the influence of Holman Hunt. It appears that
North too made notes about her paintings in order to finish them off elsewhere. North
PD\ KDYH FRSLHG /HDU ZKR µKDELWXDOO\ PDGH HOHJDQW LQVFULSWLRQV DURXQG WKH ORZHU
parts RIKLVGUDZLQJV¶>7URPDQV08S@DVQRWHGE\1RUWKGXULQJ/HDU¶VVWD\DW
the North home.
Other sketches by North reflecting a fascination with colour are also present in
Kew Archives. Many of these painted sketches are somewhat abstract, perhaps
referencing Turner. Indeed, in the case of image 038, (an unnamed painting) [See
figu re 57] the marks might even be described as impressionistic. North abstracts still
further in this painting presenting a sunset over a cool flecked blue sea, with a
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magenta coloured central zone accompanied by an orange flash that represents the sun
setting in a yellow-blue-grey mackerel patterned sky. These paintings reflect elements
of romanticism [See figu res 58 and 59]. But they zing and pop with the vibrancy of
late Turner rather than the cool abstUDFWLRQVRI&DVSHU'DYLG )ULHGULFK¶VµDOOHJRULFDO
PDQQHU¶>%ODyQH\%URZQS@+HUH1RUWK¶VDEVWUDFWLRQDUJXDEO\FRLQFLGHV
ZLWK7XUQHU¶VGHVLUHWRDUULYHDWDµV\QWKHVLVRIVXEMHFWDQGPHDQLQJ¶>%ODyney Brown
2001: p.160]. This synthetic approach LV DJDLQ YLVLEOH LQ 1RUWK¶V VNHWFKERRN LPDJH
027b, (an unnamed painting) with its pale, yet colourful red skies accompanied by
gold sand and rocks ebbing into the sea, evoking watercolours by Turner such as The

Scarlet Sunset (c.1830-40) [See figure 60]. There is no finesse present in 1RUWK¶s
works and they are often daub-like and mannered.
In these small sketches, North would appear to have attempted what Landseer
UHIHUUHGWRLQUHODWLRQWR7XUQHU¶VZRUNVDVWKHSURGXFWLRQRIµSLFWXUHVRIOLJKWLWVHOI¶
Turner achieved the effect of light first through contrast then gradually by eliminating
shadow and eventually through colour alone [Meyer 1992: p.118]. Turner was, unlike
1RUWK KRZHYHU µUHPDUNDEO\ XQLQWHUHVWHG LQ WKH VXEVWDQFH RI ODQGVFDSH¶ +LV µWUHHV
are VFKHPDWLF¶ DQG KLV µSODQWV DUH UDUHO\ UHFRJQL]DEOH¶ ZLWK µ>R@QO\ PRXQWDLQV >«@
DOORZHGFRQYLQFLQJPDWHULDOIRUP¶7XUQHUZDVXOtimately more interested in climate
[Blayney Brown 2001: p.160].
These bright and courageous sketches by North, though not entirely confident in
their handling, do suggest an awareness of the artistic experimentation of her
FRQWHPSRUDULHV1RUWK¶VXVHRIFRORXUGRHVKRZHYHUVXJJHVWDFKLOG-like and in many
ways untutored vision; one that exhibits neither good colour mixing practices, nor a
capacity for fiddly technique. North refrained from mixing her colour on a palette,
deciding instead to paint directly onto the support, mixing the colour as she went
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along. It was a technique that she applied to all of her paintings regardless of finish or
scale [Farley 2006]. The *DUGHQHU¶V&KURQLFOH VWDWHVWKDW1RUWKPDGHXVHRIµ>O@LWWOH
RUQRPHGLXP¶ZLWKWKHFRORXUVDQGWKHWLQWVEHLQJXVHGMXVWDVWKH\ZHUHµSUHVVHGRXW
RI >«@ WXEHV¶ 0RUHRYHU QR WXUSHQWLQH ZDV XVHG IRU WKH FOHDQLQJ RI EUXshes they
ZHUHµPHUHO\ZLSHGFOHDQZLWKDSLHFHRIUDJ¶>&KURQLFOHSp.736-765].
$FFRUGLQJ WR )DUOH\ 1RUWK¶V FRORXU SDOHWWH ZDV PRGHUQ DQG FRXOG ZHOO KDYH
been influenced by the Impressionist movement, especially in relation to the painting
of shadows [Farley 2011]. As a young woman, North recorded her colour perceptions
during a trip to the Middle-(DVW 6KH GHVFULEHV D µULYHU RI WKH PRVW LQWHQVH EOXH¶
referring to green shadows DQG VDQG WKDW ZDV RI D µPRVW GD]]OLQJ DSULFRW FRORXU¶
North declared that these colour combinations were impossible to imitate, but liked
KHUµRZQFUXGHDWWHPSWVLQSXUHWLQWVEHWWHUWKDQRXUDFDGHPLDQIULHQG¶VXVXDOPL[WXUH
RI 3UXVVLDQ EOXH 9DQ '\NH EURZQ SLQN DQG \HOORZ RFKUH¶ >1RUWK  S@
:KLOH 1RUWK¶V GHVFULSWLRn is in keeping with impressionist colour schemes it could
just as easily be read as one of Pre-Raphaelite or Turneresque colouring. It is perhaps
ZRUWKQRWLQJWKDWDWWKLVSDUWLFXODUSRLQWGXULQJ1RUWK¶VWULSWRWKH0LGGOH-East, Lear
had met up with the North family [North 1893: p.142]. Farley argues that the
impressionists may have visited Hastings to paint, as the town was a hub for artists,
thereby making it possible for North to have met and fraternized with at least some of
them [Farley 2011]. However, this is a highly speculative proposition, as North would
KDYHKDGWRKDYHPHWLPSUHVVLRQLVWDUWLVWVEHIRUHKHUIDWKHU¶VGHDWKLQZKHQVKH
decided to close the family home in Hastings and before her first visit to the U.S. in
1871. Indeed, by 1871 Claude Monet (1840-1926), had not yet exhibited his

I mpression-Sunrise of 18721RUWK¶VXVHRIDSRUWDEOHHDVHODQGSDLQWVLQWXEHVGRHV
however, link her practice technically to that of the impressionists. Portable easels had
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been used from the early nineteenth century onwards as a travelling companion
containing paints [Ayers 1985: p.97] and a small ivory palette only four inches across,
WKHUHE\HQDEOLQJWKHDUWLVWµWRPL[FRORXUVRQto a surface, and at a scale appropriate to
their work¶ [Ayers 1985: p.107].
,Q PDQ\ UHVSHFWV 1RUWK¶V SDLQWLQJV DGKHUH WR +ROPDQ +XQW¶V DSSOLFDWLRQ RI
FRORXU DQG WH[WXUH IRU H[DPSOH +ROPDQ +XQW¶V SDLQWLQJ The Scapegoat of 1854-55
[See figure 61] . 1RUWK¶VFKRLFHRIWKH YLROHW-end of the colour spectrum can also be
linked to painterly techniques first pioneered by Ford Maddox Brown [Tromans 2008:
pS@7KLVWHQGHQF\LQSDLQWLQJZDVUHIHUUHGWRDVWKHµ'U\6FKRRO¶E\'HODFURL[
who admired the Pre-RaphaeliteV µIHHOLQJ IRU WUXWK WRZDUGV ZKDW LV UHal and
characteristic in detail¶ >/DPERXUQH E S@. Delacroix also admired English
ODQGVFDSH DQG LWV PDNHUV¶ DSSOLFDWLRQ RI GUDZLQJ >'HODFURL[  S@ ,Q D
dissertation written at Aberdeen University in 1993, Elizabeth Bracegirdle suggests
WKDW/HDUZDVµGHSUHVVHGE\WKHGROHIXOVXEMHFWPDWWHU¶RI The Scapegoat [Bracegirdle
1993: p.9]. Holman Hunt also later confeVVHG WRILQGLQJ WKH SDLQWLQJ¶V VKULOO colour
rather absurd [Gage 2007: p.42].
+ROPDQ+XQW¶VXQGHU-paintings on display in The Lure of the East exhibition at
Tate Britain in 2008 show a severe, dry application of paint that his over painting and
finishing skills build upon. North, was criticized by Blunt, for her use of an extremely
dry paint application [Blunt 1978: p.185] revealing similarities between, The

Scapegoat DQG 1RUWK¶V JHQHUDO SDLQWLQJ VW\OH 1RUWK¶V SDLQWLQJV DOVR LQYROYHG D
VLPLODU µH[SORUDWLRQ RI WLQWHG VKDGRZ¶ >7URPDQV : p.108] found in many of
+ROPDQ+XQW¶VZRUNV7KLVH[SORUDWLRQFDQEHIRXQGLQ1RUWK¶VSDLQWLQJ View

of the Jesuit College of Caracus, Minas Geraes, Brazil [See figu re 62], a Himalayan
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mountain scene with a violet and pink sky over looking a terrain of trees in detail with
the college placed viewer side left.
North was certainly an admirer RI +ROPDQ +XQW¶V The Scapegoat, citing the
painting in her dairies. North wrote of walking up to the top of a hill in Palestine in
1866 ZKHUHVKH VDZµWKHZRQGHUIXOUHGDQGSXUSOHVXQVHWFORXGVUROORYHUWKH'HDG
Sea, and the deep dark mountains beyond reminding us of Holman +XQW¶VZRQGHUIXO
SLFWXUHRIWKH6FDSHJRDW¶1RUWKFRQFOXGHVWKDWLWZDVµSHUKDSVWKH ILQHVWRI PRGHUQ
(QJOLVK SLFWXUHV¶ >1RUWK  p@ 7KH VW\OLVWLF LQIOXHQFH RI +ROPDQ +XQW¶V

Scapegoat FDQFHUWDLQO\EHIHOWLQUHODWLRQWR1RUWK¶V3DLQWLQJ View of the Jesuit

College of Caracos, Minas Geraes, Brazil and 00351, View of the mountains from the
railway between Durban and Maritzburg, Natal [See figure 63], which echoes the
shape of the mountainscape in The S capegoat as well as the vastness of Holman
HXQW¶Vlandscape.
,Q1RUWK¶VSDLQWLQJRIWKH Temple of Tanjore, Southern India [See figure
64]WKHUHDUHHFKRHVRI+ROPDQ+XQW¶VSDLQWLQJ The Sphinx, Giza, Looking towards

the pyramids of Saqqara of 1854 [See figu re 65]1RUWK¶VUHQGHULQJRIWKHEXLOGLQJ¶V
rough-KHZQ ZDOOV HFKRHV +ROPDQ +XQW¶V GHSLFWLRQ RI WKH PDUNV DQG ULGJHV DQG
JHRORJLFDOVFDULQJRQWKH6SKLQ[¶VGHFD\LQJVXUIDFH+ROPDQ+XQW¶VGHFLVLRQWRSDLQW
the rear view of the Sphinx enables this comparison, since it appears like a great rock
iQDGHVHUWDQGQRWDPDQXIDFWXUHGODQGPDUN+ROPDQ+XQW¶VSDLQWLQJDOVRLQFOXGHVD
VQDNH +RZHYHU WKH VQDNH LQ +ROPDQ +XQW¶V SDLQWLQJ LV V\PEROLF ZKHUHDV LQ D
North painting it would simply be a record of scientific fact. Another difference
between the wRUN RI +ROPDQ +XQW¶V DQG WKDW RI 1RUWK LV WKDW WKH ODQGVFDSH
EDFNJURXQGVLQ+ROPDQ+XQW¶VSDLQWLQJVVHUYHGDVDVHWWLQJIRUQDUUDWLYHRUV\PEROLF
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scenes, whereas North projected nature to the very fore-front of her paintings simply
as a visual record.
The methodical approach of the Pre-Raphaelites was not wholly empirical.
1HYHUWKHOHVV WKH\ GLG DWWHQG WR GHWDLOV WKURXJK WKH µV\VWHPDWLF UHJLVWUDWLRQ RI
REVHUYHG IDFWV¶ DQG µD FRQVLGHUDWLRQ RI QDWXUH¶ DV LI seen for the very first time
[Hoozee 2007a: p.12]. The Pre-5DSKDHOLWHVEHOLHYHGLQµWDNLQJLQILQLWHSDLQV¶LQRUGHU
WRµVXFFHHGLQSLQQLQJGRZQQDWXUH¶>/DPERXUQHES@:KHQUHTXLUHGWKH\
LQVLVWHG RQ ZRUNLQJ µRXWRI GRRUV GLUHFWO\ >«@ DV D PHDQV RI VWXG\LQJ PRUH GHHSO\
Nature¶V principles of desiJQ¶ DQG LQ RUGHUWR µHVFDSH WKH FRQYHQWLRQDO WUHDWPHQW RI
ODQGVFDSH EDFNJURXQGV¶>ODPERXUQHES@7KLV LQILQLWHWDNLQJRISDLQVGLG
however, often work against the completion of paintings in situ. The Pre-Raphaelites
chosen method of painting was labourious and in actuality worked against certain
kinds of picture making [Gage 2007: p.41] especially detailed, large scale works.
Holman Hunt, for example, was unable to complete the landscape of The Scapegoat
out of doors allegedly due to the Dead Sea area being surrounded by thieves
something, which forced him to finish the painting in Jerusalem with final touches not
being made until he was back in London. [Gage 2007: p.42].
In his second volume of Modern Painters (1843-60), Ruskin advised artists to
µIROORZQDWXUH>«@UHMHFWLQJQRWKLQJVHOHFWLQJQRWKLQJDQGVFRUQLQJQRWKLQJ¶DVWUXWK
was to be found there [Mancroft 2003: p@0DQ\RI+ROPDQ+XQW¶VLGHDVKDGWKHLU
basis in nature and in the preceding Romantic Movement¶VLGHas on the picturesque.
The Pre-Raphaelites had accordingly declared the sciences as exact. They argued that
VLQFHWKLVµDGKHUHQFHWRIDFWDGGHGVRPXFKWRWKHNQRZOHGJHRIPDQLQVFLHQFH¶ZK\
µPD\LWQRW>«@DVVLVWWKHPRUDOSXUSRVHVRIWKHDUWV¶>*DJH: p.41].
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'DUZLQ¶V WKHRUies on evolution and other new scientific discoveries, would,
however, start debates challenging the existence of a divinely inspired natural order.
7KH µEDVLF WUXWK RI *HQHVLV¶ KDG DOUHDG\ EHHQ TXHVWLRQHG WKURXJK UDGLFDO VFLHQWLILF
thoughts formulated in 1795 by the Scottish geologist James Hutton (1726-1797),
who had argued in History of the Earth that the µimmense forces that had formed
mountains, carved out valleys, rivers, lakes and other geo-physical features of the
SODQHW¶ would have taken millions of years to do their work, an estimate that was
much longer than the then current belief that the earth was approximately 6,000 years
old [Trumble 2007: p.321]. As a consequence, changes in thought and practice were
brought about not only with regard to the relationship between science and religious
IDLWK EXW DOVR EHWZHHQ DUW DQG UHOLJLRQ 7KHVH FKDQJHV µLPSRVHG UHDO EDUULHUV WRWKH
SUDFWLFDODFFHSWDQFHRIIDLWK¶E\VRPHDUWLVWVLQVRPHFDVHVVSXUULQJWKHTXHVWLRQRID
µVHSDUDWLRQ RI DUW DQG PRUDOLW\¶ >6WXUgis 1998: pp.315-316]. The Pre-Raphaelite
Brotherhood produced paintings that still adhered to a religious world-view, often in
WKH IRUP RI IDEOHV RU KRPLOLHV &RQVLGHU KHUH IRU H[DPSOH +ROPDQ +XQW¶V The

Scapegoat, and The Light of the World (1851-3). The Brotherhood was, however,
acutely conscious of the amorality of their own times, which had included the hungry
forties DQG D SURIRXQG LQFUHDVH LQ SURVWLWXWLRQ DV ZLWQHVVHG E\ +ROPDQ +XQW¶V The

Awakening Conscience of 1853) [Wood 2000: p.12]. The premise of male dominance
ZDV H[SORUHG LQ 0LOODLV¶V painting of Ophelia (1852) [See figure 66]. This painting
can be read as a blurring of the boundaries between a high moralising art and science,
since it includes a somewhat Darwinian portrayal of a victim of circumstance. At the
VDPHWLPHERWDQLVWVGUHZWKHLUVWXGHQWV¶DWWHQWLRQWRWKHSDLQWLQJVRWKDWWKH\PLJKW
study its remarkably detailed representation of English flora [BBC Pre-Raphaelites
2010b].
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Despite the technical challenges posed by the Pre-Raphaelites attention to
natural detail and the challenges to conventional morality posed by a Darwinian view
of the natural world, Ruskin nevertheless championed the work of the Pre-Raphaelites
and in particular the work of Millais. Ruskin commissioned Millais to paint his fulllength portrait in 1854 [See figu re 67]. He also painted alongside Millais, often
concentrating upon the detail of geological structures. Though, instead of oils, Ruskin
chose to paint in watercolour [BBC Pre-Raphaelites 2010b]. 5XVNLQ¶V SDUWLFXODU
interest in Millais may have been an acknowledgement of the differences between
0LOODLV¶s early painting style and that of the other members of the Brotherhood one,
which demanded an exhaustingly meticulous truth to nature.
Ruskin himself had a continuing fascination with eroded rock, as evidenced by
his painting of Chamonix: Rocks and vegetation of 1854 [See figure 68]. Ruskin
FRQVWDQWO\µVRXJKWDUWLVWVWRUHSUHVHQWPRXQWDLQVDQGJHRORJLFDOVXEMHFWVZLWKFDUHIXO
attention to the physical mechanisms that had operated upon these landscapes¶
[Howarth-Booth 2007S@5XVNLQ¶VLQWHUHVWLQURFNVFDPHIURPLQLWLDOVWXGLHVKH
KDG PDGH LQ µ2[IRUG >«@ XQGHU WKH GLVWLQJXLVKHG JHRORJLVW :LOOLDP %XFNODQG¶
(1784-  %XFNODQG µVXSSRUWHG D QHZ theory, proposed in 1840 by the Swiss
naturalist Louis Agassiz (1807-1873), which contended WKDW µWKH PRXQWDLQV RI
6FRWODQG>«@KDG LQ YHU\DQFLHQWWLPHV EHHQVXEMHFWHGWRWKHLPPHQVHSUHVVXUHDQG
movement of an ice-VKHHWFRYHULQJPRVWRI(XURSH¶>:DOWRQ000: p. 67].
On her trip to the U.S.A. in 1871, North was befriended by Mr. Agassiz and his
wife >1RUWKDS@1RUWKUHSRUWVWKDWWKH$JDVVL]¶VZHUHDWWKHWLPHRUJDQLVLQJ
DQRWKHUYR\DJHWKLVWLPHWRWKHµ&DSH+RUQDQGWKH6WUDLWVRI0DJHOODQWR+unt for
SUHKLVWRULF ILVK¶>1RUWKDS@0UV $JDVVL] ZDVWR LQIRUP1RUWKRI KHURZQ
famous Amazon expedition and promised her letters of introduction there if she ever
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decided to visit [North 1892a: p.49]. Mr. Agassiz had earlier procured a subsidy from
the Prussian Government in 1846 to explore in America. Upon his arrival Charles
Lyell (1797-1875), KDGµVHFXUHGKLPWKHRSSRUWXQLW\WRJLYHDFRXUVHRIOHFWXUHVDWWKH
/RZHOO ,QVWLWXWH¶ >(PHUVRQ  S@ /\HOO ZKR ZURWH Principles of Geology
(1830-33), was also a friend of Darwin, Hooker and indeed knew of Ruskin [Trumble
2007: pp.321-@ 1RUWK¶V RZQ SDLQWLQJ FDQ WKXV EH VHHQ WR KDYH RYHUODSSHG ZLWK
that of the Pre-5DSKDHOLWHV ERWK LQVW\OLVWLFWHUPVDQG LQWHUPVRIWKH %URWKHUKRRG¶V
attempt to bring art together with science. Unlike the Pre-Raphaelites however, North
as a scientific illustrator and as a confirmed atheist was not unduly troubled by the
difficulties posed to conventional artistic morality by the rise of a new Darwinian
view of the natural world.
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C hapter Fou r

0DULDQQH1RUWK¶V3DLQWLQJDV%RWDQLFDO,OOXVWUDWLRQ

Throughout western history images have been subordinated consistently to words. As
W.J.T. Mitchell, writing in Iconology, I mage, Text, Ideology LQGLFDWHV µUKHWRULFDO
PRYHV¶RFFXUUHGLQµWKHFRQWHVWEHWZHHQWKHLPDJHDQGWKHZRUG¶UHSHDWLQJµWKHDJHold quDUUHOEHWZHHQQDWXUHDQGFXOWXUH¶DVZLWQHVVHGLQ3ODWR¶V Cratylus. As Mitchell
DOVRPDNHVFOHDUµZKHQWKHFRQYHQWLRQDOLW\RIODQJXDJHLVLQYRNHG¶WRPDNHWKHFDVH
IRUWKHLPDJH¶VVXERUGLQDWHSRVLWLRQWRSRHWU\µWKHDUELWUDU\VLJQEHFRPHVDWRNHQRI
our IUHHGRP IURP DQG VXSHULRULW\ WR QDWXUH¶ EHFDXVH LW LV XQGHUVWRRG WR VLJQLI\
µVSLULWXDO PHQWDO WKLQJV LQ FRQWUDVW WR LPDJHV¶ WKDW FDQ µRQO\ UHSUHVHQW YLVLEOH
PDWHULDOREMHFWV¶>0LWFKHOOSS-79]. However, as Mitchell goes on to argue,
when viewing a visual artwork what one sees is not always clear or transparent
EHFDXVHYLHZLQJDYLVXDODUWZRUNLVPRUHFRPSOLFDWHGWKDQVLPSO\µRSHQLQJ\RXUH\HV
DQGVHHLQJREMHFWVLQWKHZRUOG¶>0LWFKHOOS@,WWRRLQYROYHVWKHPHGLDWLRQRI
ODQJXDJHʊQRWWKDW RI ZRUGV EXWRI LPDJHV DV FRQVWUXFWHG VLJQVʊDQG WKHUHIRUH WKH
necessity of active interpretation.
A translation therefore occurs whereby critics and art historians produce
readings of images through the use of words [Rose 2001: p.10]; readings that often
make reference to the image as a text [Mitchell 1996: p.78]. In Visual  Methodologies,
Gillian Rose cites Delacroix, who argued that while otKHUVPD\UHIHUWRDSDLQWLQJ¶V
narrative quality or the life of an artist and the biographical nature of pDLQWLQJVµZKHQ
SDLQWHUV WDON DERXW SDLQWLQJ WKH\ WDON DERXW SURFHVV¶ >5RVH  S@ 'HODFURL[
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condemned the writings of critics and historians because he believed the outsider did
not understand art language, preferring to translate it through an illustrative narrative
WKDW µRIWHQ FRPSOHWHO\ PLVVHV WKH SRLQW RI IRUP IORZ IXQFWLRQ DQG DHVWKHWLFV RI DQ
DUWLVWLFNLQG¶>5RVHS@,QVKRUWWKHPDNLQJRILPDJHVFDQEHXQGHUVWRRGWR
involve the use of visual languages that can be both written or spoken about and
articulated on their own terms.
During the nineteenth century there were conventionally recognised differences
between art and scientific forms of representation. Although art and scientific
illustration both maintained the importance of truth to nature, art for the most part did
so with an eye to presenting the ideal as truth, while scientific illustration aspired to
an unmediated form of objective visual representation. This distinction placed
scientific illustration in a subordinate position to art as the latter aspired through its
idealism to the poeticism of the word. North intended that her botanical paintings
would stand principally as objective records of the visual world rather than as poetic
works of art. In doing so, she effectively conformed to an established subordination of
images to words by considering herself a maker of images that would objectively
UHJLVWHU YLVXDO IDFWV ZLWKRXW WKH LQWHUYHQWLRQ RI OLQJXLVWLF FRQYHQWLRQDOLW\ 1RUWK¶V
paintings are, however, far from being transparently objective, combining as they do
high art and scientific modes of representation. This combining of artistic and
VFLHQWLILF PRGHV VLJQLILFDQWO\ SUREOHPDWLVHV WKH QRWLRQ WKDW 1RUWK¶V SDLQWLQJV DUH LQ
any sense neutral and/or objective. Hence, the difficulty that botanists and art
KLVWRULDQV KDYH H[SHULHQFHG LQ WU\LQJ WR SODFH 1RUWK¶V SDLQWLQJ GHILQLtively as either
art or science.
As Sheffield indicates HYHQ µ>G@XULQJ WKH QLQHWHHQWK century there was some
FRQIXVLRQRYHUWKHODEHOLQJRI1RUWK¶VDFWLYLWLHV¶ZKLFKKLJKOLJKWHGH[LVWLQJµWHQVLRQV
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EHWZHHQ>«@DUWLVWU\DQGVFLHQWLILFDFXPHQ¶>6KHIILHOG01: p.106]; and this despite
1RUWK¶VRZQGHVLre to be part of the nineteenth-century scientific project.
What is more, it should not be assumed, as Mitchell indicates, that objective
YLVXDOUHSUHVHQWDWLRQ LV LQ IDFWSRVVLEOH :KDW1RUWK¶VFRQVSLFXous combining of art
DQG VFLHQFH DUJXDEO\ GRHV LV WR UHYHDO ERWDQLFDO LOOXVWUDWLRQ¶V LQHVFDSDEOH GHEW WR
artistry and therefore to visual linguistic conventionality.
,Q DGGLWLRQ WR DOO RI ZKLFK LW LV LPSRUWDQW WR UHFRJQLVH WKDW 1RUWK¶V SDLQWLQJV
were produced in relation to particular concrete circumstances. As Sheffield states,
µ1RUWK GLG QRW HQMR\ KHU WUDYHOOLQJ DQG SDLQWLQJ H[SHULHQFHV SXUHO\ RQ DHVWKHWLF
JURXQGV¶,QVWHDGVKHµ>V@RXJKWQRWRQO\WKHFKDOOHQJHRISDLQWLQJRXW-of-doors, which
in itself waV IXOO RI SLWIDOOV DQG GLIILFXOWLHV¶ EXW DOVR WR µVHW KHUVHOI WDVNV ZKLFK
FKDOOHQJHG KHU DUWLVWLF DELOLW\¶ >6KHIILHOG  S@ 1RUWK¶V SDLQWLQJV ZHUH
therefore shaped in part by the immediate conditions of their production and not just
by established visual linguistic convention.
Representations of the natural world have been traced back to early cave
paintings in places such as Altamira and Lascaux. In I mages of Science: a History of

Scientific Illustration, Brian J. Ford claims that these prehistoric LPDJHV EHORQJµQRW
>WR@DUWEXWVFLHQFH¶VLQFHPDQ\SRUWUD\WKHµPXVFOHVWUXFWXUHLQDQLPDOVDQGKXQWHUV¶
Ford also states that these images were used for ritualistic purposes because many are
in deep caves in often, inaccessible locations. They could not therefore have been for
general display or decoration, he suggests, but must have been revealed only to
initiates by the elders of tribal communities [Ford 1993: p.7]. The images of animals
and hunters made during prehistoric times may have been made for ritualistic
purposes, linking humans magically to their prey by way of pictorial likeness, but
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they were certainly not scientific in purpose. Prehistoric peoples were not scientists in
any recognisably modern sense.
In The Art of Botanical Illustration, Blunt and Stern refer to a series of
limestone bas-UHOLHIVLQDµVPDOOURRIOHVVKDOODWWKHHDVWHUQHQGRIWKHJUHDWWHPSOHRI
7XWKPRVLV ,,, DW .DUQDN¶ GHVFULELQJ WKHP DV WKH HDUOLHVW UHSUHVHQWDWLRQV RI
µIORULOHJLXPNQRZQWRXV¶and therefore unique [Blunt and Stern 2000: p.30].34 These
reliefs function was as architectural decoration rather than as botanical illustrations,
however. According to Sherwood writing in A New FloweringWKHµVFLHQWLILFVWXG\RI
plants began in the sixth century BC in the Greek±VSHDNLQJ ,RQLDQ FLWLHV¶ DQG ZDV
µGULYHQ >«@ E\ WKH HFRQRPLF DQG VRFLDO LPSHUDWLYHV RI DJULFXOWXUH DQG PHGLFLQH¶
[Sherwood 2005: p.190]. The first realistic depictions of botanical specimens can be
dated back to the Islamic invasion of Spain in the eighth century. An illustrated
treatise on medical botany by the Arab physician Serapion the Younger was translated
into Italian circa 800CE [Ford 1993: pp.83-85].
This treatise, which came out of an established Arabic botanical tradition,
exerted a strong influence upon depictions of organic material within Christendom.
Islamic style botanical illustration, which was remarkably naturalistic, spread not only
WKURXJKRXW ,WDO\ YLD WKH HSLFXUHDQ LOOXVWUDWLRQV RI 3DGXD¶V PRQDVWHULHV EXW WR RWKHU
parts of Europe, including Burgundy and Flanders, ZKHUHµ>U@HDOLVPZDVGHVLUHGDQG
soon tR D VXUSULVLQJ GHJUHH DFKLHYHG¶ leading to the establishment of various
European schools of flower painting, [Blunt and Stern 2000: p.23]35 and can be
witnessed in Brunfels illustration of a Green Hellebore, in 1530 [See figure 69].

34

North knew of these seminal images. When in Brazil she referred to making a sketch of the avenue
of Royal palms in Rio writing that µ[t]his huge avenue looked fine whenever you saw it (and reminded
me of the halls of Karnac)¶ [Huxley 2002: p.60].
35
The first example of Flemish flower painting was by the artist Memling (c.1490). It has been
suggested by Blunt and Stearn in The Art of Botanical Illustration that a commission given to Jan
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During the Renaissance artists made a significant contribution to the
development of botanical illustration, extending the use of early scientific approaches
and devices. Leonardo da Vinci (1452-1519) and Albrecht Dürer (1471-1528),36
though very different in their approaches to painting, both applied geometry to the
depiction of natural forms. Da Vinci also understood and applied plant iconography,
XVLQJKLVNQRZOHGJHWRFRQYH\µVSHFLILFKLVWRULFDOPHDQLQJVWRWKHYLHZHU¶[Emboden
1998: p.105] and his sketches are very three- dimensional and realistic in form and
tone as witnessed in his depiction of a Madonna Lily, of 1479 [See figure 70]. Da
Vinci µmade a point to have his drawn plants seen in [their] proper ecological setting¶
UDWKHUWKDQ µVFDWWHUHG SODQWV DERXWWKHLU FDQYDVHV DV DOOHJRULFDO GHFRUDWLRQ¶ Ds other
Renaissance artists might. [Emboden 1998: p.105].
In Leonardo Da Vinci on Plants and Gardens, Emboden states that Dürer had a
different approach toward the depiction of plants from that of Da Vinci. According to
(PEROGHQµ'UHUVRXJKWWRJREH\RQGPHUHUHSUHVHQWDWLRQVRIWKHYLVLEOHZRUOGEXW
VXFFHHGHG RQO\ LQ >WHUPV RI@ DOOHJRU\ DQG IDQWDV\¶ 1DWXUH ZDV WR UHPDLQ µRQH RI
*RG¶VVHFUHWV¶WR'UHUZLWKWKHH[FHSWLRQRIZKDWFRXOGµEHH[SODLQHGE\DULWKPHWLF
DQGJHRPHWU\¶>(PERGHQS@&RQVHTXHQWO\KLVZRUNµDSSURDFKHGOLIHZLWK
DFRPSDVVDQGUXOHU¶>(PERGHQS@,QGHHGLWKDVEHHQVXJJHVWHGE\'DYLG
Hockney that Dürer produced some of his work through the use of a mirror lens; an
HDUO\ IRUPRIFDPHUDREVFXUD'UHU¶VSDLQWLQJ Large Turf of 1513 [See figu re 71],
which depicts a patch of meadow grass against a neutral white background, is, for
example, so exceptionally detailed in its representation of nature that it can only have
been produced, Hockney believes, through the use of optics rather than the
Brueghel (1568-1625) by an unknown Dutch woman to paint flowers, was the origin of flower painting
in oils [Blunt and Stearn 2000: p.127].
36
6KHIILHOG VWDWHV WKDW 1RUWK NQHZ RI 'UHU¶V ZRUN DQGPDGH µUHIHUHQFH WR KLV DUW¶ >6KHIILHOG 
pp.110-111].
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straightforward use of the naked eye. Hockney bases his assertion in part upon a
comparison of Large Turf with a black and white photographic representation of the
painting [See figu re 72], which exposes what Hockney claims, is its optically
heightened naturalism [Hockney 2006: p.143].
Norbert Schneider writing in Still Life KDV VXJJHVWHG WKDW µ>V@\PEROLF DVSHFWV
are QRWOLNHO\WREHLQYROYHG¶LQ Large Turf µDV'UHUZDVSUREDEO\PRUHLQWHUHVWHGLQ
the medicinal and herbal aspects, as well as the healing powers, of different kinds of
VDS¶>6FKQHLGHUS@6FKQHLGHUDOVRDUJXHVWKDWLQ Large Turf Dürer tried to
give the impression that this partial view was totally accidental by showing a chaotic
DUUDQJHPHQW RI JUDVVHV OHDYHV DQG PHDGRZ IORZHUV¶ >6FKQHLGHU  S@
'HVSLWHWKHOLNHO\DEVHQFHRIV\PEROLVPDQGLWVH[WUDRUGLQDU\GHWDLO'UHU¶VSDLQWLQJ
does not, however, fulfill the conventional requirements of scientific botanical
illustration. It is non-specific in its depiction of plant forms and as such would not
meet the systematic requirements for botanical illustration set out later by Linnaeus
and Ehret.
The botanical textbook as we would now recognise it, was first developed by
Leonard Fuchs (1501-1566), in Europe during the sixteenth century. Fuchs worked
with the best artists DQGWRRNµGLUHFWFRQWURORISURMHFWVLQVLVWLQJWKDWVSHFLDODWWHQWLRQ
be SDLGWRDFFXUDWHRXWOLQHVDQGERWDQLFDOGHWDLO¶DQGWKDWµVKDGRZVDQGVKDGLQJZHUH
H[WULSDWHG¶>)RUGp.91].37 In doing so, Fuchs effectively developed the practice
of topological drawing for the purposes of taxonomy.

37

:LOOLDP 7XUQHU¶V +HUEDO RI -1562 used illustrations from Fuchs woodcuts. Turner was later
JLYHQ WKH WLWOH RI WKH µ)DWKHU RI %ULWLVK %otany¶ >)RUG : pp.91-93]. AV WKH ERWDQLFDO LOOXVWUDWRU¶V
expertise increased, printing techniques also began to change. The use of copperplate engraving was
introduced shortly after 1550. Pietro di Nobili published his Herbal (c.1580) as one of the first
copperplate plant texts. However, it was not until the work of Adrian Collaert and his Florilegiui m of
1590 that botanical illustrations appeared without accompanying text [Ford 1993: pp. 93-95].

115

During the eighteenth century, the German botanical illustrator Georg
Dionysius Ehret (1708±  SURGXFHG LOOXVWUDWLRQV WKDW FRQWLQXHG )XFKV¶ HPSKDVLV
XSRQ GHWDLO DQG WKDW DOVR DSSOLHG /LQQDHXV¶V FODVVLILFDWLRQ RI SODQWV DFFRUGLQJ WR
differences in their structure [Arnold 2007: p.164].38 In the Sandbox Tree, illustration
(no date given) [See figure 73] one finds evidence of the illustrative schema for
which Ehret is famous, which looks towards the systematic representation of parts:
µIORZHUV IUXLW OHDYHV VWHP URRWV RU EXOE DQG VHHGV¶ [Arnold 2007: p.164], and
follows Linnaeus closely. Linnaeus claimed that initially Ehret did not want to apply
KLV VWUXFWXUDOGLYLVLRQVDUJXLQJµWKH\ZRXOG VSRLOWKHGUDZLQJ¶>%DUEHU: p.57].
:KDW ODWHU FDPH WR EH NQRZQ DV (KUHW¶V VFKHPD µVWLOO H[HUWs its influence over the
IRUPDW¶ZLWKDOOWKHHVVHQWLal elements that determine the WD[RQRPLFFODVVLILFDWLRQ¶ of
SODQWVEHLQJLVRODWHGLQDµQHXWUDOSLFWRULDOVSDFH¶>$UQROGS@
According to Brian J. Ford, writing in I mages of Science A History of Scientific

Illustration %RWDQLFDO LOOXVWUDWLRQ ZDV WR UHDFK µWKH KLJKHVW OHYHOV RI DFFXUDF\¶ DQG
µWKHKLJKHVWIRUPVRIDUWLVWLFEHDXW\¶LQWKHIRUPRIWKHLOOXVWUDWLRQVRIWKHWZR*HUPDQ
brothers Ferdinand (1760-1826) and Franz Bauer (1760-1826) [Ford 1993: p.96].39
)HUGLQDQG DQG )UDQ] %DXHU ZHUH UHJDUGHG DV µ>W@KH JUHDWHVW H[SRQHQWV RI %RWDQLFDO
LOOXVWUDWLRQLQ(QJODQGVLQFHWKHGHDWKRI(KUHW¶>%OXQW6WHUQS@)HUGLQDQG
was to be an illustrator on the Flinders expeditions to Australia at the request of
Joseph Banks (1748-1810), the British botanist. Later, Ferdinand returned home to
Germany to finish his illustrational work for Banks. His brother Franz settled in

38

Ehret moved to England where he was to produce numerous works including illustrations for
(UDVPXV'DUZLQ¶V Botanic Garden. In 1738 Ehret and Linnaeus completed Hortus Cliffortianus for the
Anglo-Dutch banker George Clifford (1685-1760) [Blunt and Stearn 2000: p.160].
39
There were three Bauer brothers, each trained by their father Lucas Bauer who was court painter to
the Prince of Liechtenstein. After /XFDV¶VGHDWKKLVZLIH7KHUHVH continued to teach the boys. Josef the
eldest succeeded his father by becoming a court painter, while Ferdinand and Francis (Franz) pursued
careers as botanical illustrators [Blunt and Stearn 2000: pp. 223-230].
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England and worked at Kew Gardens as an illustrator until his death in 1840 [Blunt
and Stern 2000: p.224].
Goethe (1749-1832) praised the drawing skills of Ferdinand Bauer, regarding
his innovative approach toward tonal gradation as a highly effective way of depicting
a natural fRUP¶VµWUXHSRVLWLRQ LQ VSDFH¶ DV demonstrated LQ%DXHU¶V illustration of a

Grevilla Banksii (c.1801-05) [See figure 74]. Goethe concluded that µ>Q@DWXUH LV
YLVLEOH DUW FRQFHDOHG¶ WKHUHIRUH GLVWLQJXLVKLQJ VFLHQWLILF GUDZLQJV IURP LGHDOL]LQJ
forms of artistic representation. What is more, he stated that, µ>W@KH WDVN RI WKH
botanical draughtsman, is far more exacting than that of the artist of old fashioned
IORULOHJLXP¶ DV µWKH IRUPHU PD\ IHHO WKH VDPH LQVSLUDWLRQ DV RQH RI RXU JUHDW /RZ
(Flemish) country flower painters; but he is always at a disadvantage. The one had
only to satisfy the lover of superficial beauty; the other has to give truth¶ [Blunt and
Stearn 2000: p.233]. Here, Goethe ascribes a positive value to botanical illustration
distinguishing it favourably from artistic forms of representation. In doing so, he
inverts the conventional classical view of his time that art should be placed above
scientific illustration because of its capacity to represent the ideal rather than the
superficiality of appearances (an inversion that is commensurate with *RHWKH¶VDQWLclassical valorisation of the Gothic).
The relationship between art and natural history illustration was much debated
during the mid nineteenth FHQWXU\ $VSUHYLRXVO\ LQGLFDWHG5XVNLQ µKDGDSURIRXQG
admiration for the work of natural histoU\ LOOXVWUDWRUV¶>%DUEHU 2011: p.56]. Indeed,
5XVNLQ¶V RZQ SDLQWLQJV ZHUH µFKDUDFWHULVHG E\ FORVH REVHUYDWLRQ DQG PHWLFXORXV
GHSLFWLRQV RI GHWDLO¶ $W WKH VDPH WLPH 5XVNLQ LQFUHDVLQJO\ µUHVLVWHG WKH ULVH RI
VFLHQWLILF QDWXUDOLVP¶ 5XVNLQ GLVOLNHG WKLV SDUticular aspect of illustration, rejecting
WKH µPLFURVFRSLF PDOLFH RI ERWDQLVWV¶ DQG WKHLU HPSKDVLV RQ GLVVHFWLRQ DQG
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classification, which he believed to be at the expense of poetry and EHDXW\¶>%DUEHU
2011 S@ 5XVNLQ¶V GLVOLNH RI VFLHQWLILF QDWXUDOLVP can therefore be understood to
reinstate, despite his love of the Gothic, a conventional classical hierarchical ordering
RI DUW DQG VFLHQWLILF LOOXVWUDWLRQ SUHYLRXVO\ RYHUWXUQHG E\ *RHWKH 5XVNLQ¶V YLHZ
which arguably still holds sway today, accounts for the work of natural history
illustrators being almost wholly absent from art historical discussion HYHQ µWKH
JUHDWHVW QDWXUDO KLVWRU\ DUWLVWV >«@ DUH QRW XVXDOO\ FRQVLGHUHG DORQJVLGH WKH
ZDWHUFRORXULVWVRIPDLQVWUHDPKLVWRU\¶'HVSLWHERWDQLFDOLOOXVWUDWors producing works
RIXQGHQLDEOHDHVWKHWLFEHDXW\µ>Q@DWXUDOKLVWRU\LOOXVWUDWLRQFDQQRWEHGLYRUFHG¶IURP
its specific scientific purposeDVLWVUROHLVWRµYLVXDOO\HOXFLGDWHDQGLPSRUWVFLHQWLILF
NQRZOHGJH¶ [Arnold 2007: p.164]. Equally, as an attentive reader will have already
acknowledged, the genealogy of the development of botanical illustration from
antiquity to the mid nineteenth century is one in which botanical illustration
persistently plays across the boundary between art and science and where the
certainty of botanical illustration as objective representation is, consequently, never
wholly guaranteed.
Alongside which, it has been necessary as part of postmodernity to rethink what
art is and what it does, engendering, as Mitchell suggests, an open-ended model of an
DUWWKDWTXHVWLRQVµZKDWSHRSOHVD\DERXWLPDJHV¶DQGZKDWSHRSOHµGRZLWKLPDJHVLQ
SUDFWLFH¶>0LWFKHOOS@$VSDUWRIWKLVPRGHODUWWHFKQLTXHVDUHXQGHUVWRRG
to embody conventional strategies involving particularized formulations of visual
language that can be included within or overlap with other forms of design and craft
practice. This overlapping can also occur in other depictions of nature, such as
entomological drawings and paintings, which can appear not only within a scientific
context but also in high art, still life drawings, and paintings. In figure 75, a scientific
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drawing of Lizards, of 1896, is depicted, where one finds the compositional approach
is similar to that of a traditional botanical illustration with the exception of some tone
being applied in the form of shadow [See figure 75].
:KHUHDVLQILJXUH1RUWK¶VSHUVRQDODSSURDFKLQKHUSDLQWLQJ Flowers and

Fruit of the Pomelo, a branch of Hennah and Flying Lizard, Sarawak, (no date given)
veers toward the high art application of a still life paintings outcomes and grouping
methods; despite North being particularly exact in her depictions, so that they might
be read accurately as a species by science [See figure 76].
However, from the point of view of postPRGHUQFXOWXUH1RUWK¶VHQFRPSDVVLQJ
of differing language systems, as well as an adherence towards the artistic techniques
of Victorian modernity, allow for a different reading; one that highlights the
conventionality, open-endedness and artistry that, from a postmodernist position,
DWWDFKHV LWVHOI LQHVFDSDEO\ WR ERWK DUW DQG VFLHQFH 1RUWK¶V SDLQWLQJV KDYH EHHQ
deemed redundant from the point of view of established botanical science because a
case for proof cannot be made based on the visual evidence they present, which is
VHHQ WR OHDQ WRR IDU WRZDUGV DUWLVWLF UDWKHU WKDQ ERWDQLFDO FRQYHQWLRQ 1RUWK¶V
paintings are contradictory. They may not have been conceived as a deliberate
deception, rather the opposite, but they nevertheless contain the problematic taint of
another language.
The principal focus for this inconsistency is the North gallery. During the late
nineteenth-century western painting was still dominated by monocular perspective
DQGWKHµLOOXVLRQRIWKHYHGXWD¶WKDt includes, the space of the canvas, the lighting, and
the position of the viewer [Foucault 2009: p.14]. This system was to prove
advantageous to North, since the layout of her gallery meant that her paintings, which
often make use of perspective, would be viewed from a distance, like a traditional fine
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art salon, rather than up close, like botanical illustrations in a scientific archive.
Scientific botanical illustration does not have to take perspective into consideration,
since it is not viewed conventionally for scientific purposes at a distance and the
application of shadow would be distracting. In contrast to an artwork, a botanical
illustration requires close-up scrutiny. North applied an existing form of artistic
display that would show off her distinctly perspectival paintings to best advantage.
)XUWKHUPRUH1RUWK¶VFKRLFHRIPHGLXPRLOSDLQWDOVROHQWLWVHOIPRUHWRZDUGV
the making of works of fine art rather than botanical ones. Traditional botanical works
are, more often than not, painted in watercolour due to its accuracy in portraying fine
detail [Sheffield 2001: pp.112-113]. North wrote that oil painting ZDV µD YLFH OLNH
GUDPGULQNLQJ¶>+X[OH\ 2002: p.13] thereby, revealing that she had something of an
understanding of its illicit intoxicatory nature with respect to the supposed purity of
botanical illustration. As Rose points out with reference to the writings of John Berger
in Visual MethodologiesWKH VWUHQJWKRIRLOSDLQWLQJ OLHV LQ LWV DELOLW\WRµUHQGHUWKH
tangibility, the texture, the OXVWHUWKH VROLGLW\ RI ZKDW LW GHSLFWV¶ >5RVH  p.17],
thus rendering depicted objects as though they might be picked up and possessed by
the viewer. It also allows the maker to cover up any mistakes because it is a slow
drying medium and malleable. Unlike watercolor it can be scraped off when things go
horribly wrong, allowing for the artist to finish a work at a later date.
In A Vision of Eden, Anthony Huxley claims that North never wrote about
DFWXDOµWHFKQLTXHRU SDLQWLQJSUREOHPV¶>+X[OH\: p.13]. Her diaries do however
include numerous accounts that touch on her attitudes towards painterly technique.
1RUWK¶V ILUVW DWWHPSWV DW SDLQWLQJ RXWGRRUV LQ WKH 3\UHQHHV DQG 6SDLQ LQ KHU \RXWK
found her commenting in her diaries upon her developing abilities as a painter. She
FRPPHQWVWKDWVKHµKDGDQ LGHDWLOOWKHQ¶WKDWVKHµFRXOGRQO\GUDZ Qear objects the
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VL]HRIOLIH¶Eut that the beauty of the view from her window tempted her because of
the poplar trees, a river and the vision of fresh snow on the mountains [North 1893:
S@ 1RUWK¶V WUDYHO ZULWLQJV VXJJHVW RWKHU WHFKQLFDO FRQFHUQV :KHQ GHVFULELQJ µWKH
sight of a huge lily, with white face and pink stalks and backs, resting its heavy head
RQ WKH JURXQG¶ 1RUWK GHVFULEHV KRZ µ>L@W JUHZ IURP D VLQJOH±stemmed plant, with
JUDQGFXUYHGOHDYHVDERYHWKHIORZHU¶VXJJHVWLQJDGHWDLOHGDWWHQWLRQWRWKHSLFWRULDO
projection of form. North also comments that the flower head was two feet across,
complaining of the technical difficulty of placing such a large head upon paper. North
FRQFOXGHVWKDWVKHµKDGWRWDNHDVPDOOHUVSHFLPHQWRSDLQWLQRUGHUWRJHWLWLQWRP\
half-sheet of paper life-VL]H¶ >1RUWK E S@ ,Q WKLV LQVWDQFH 1RUWK ZRXld
appear to have approached her subject matter very much as a botanical illustrator,
conforming to the requirements of science that expected life±size correspondence
between plant and image. Botanical illustrators typically use dividers to achieve this
1:1 correspondence. Within the sphere of artistic practice, makers would normally
expect to scale a given subject up or down through the application of middle±distance
PHDVXUHPHQW XVLQJ D SHQFLO RU DQRWKHU VWUDLJKW REMHFW KHOG RXW DW DUPV¶ OHQJWK LQ
front of the subject with one eye closed. North had been given tuition by a number of
professional artists and by this stage would certainly have acquired a basic knowledge
of compositional geometry and middle-distance measuring techniques as witnessed in
many of KHUSDLQWLQJV1RUWK¶VVHOHFWLRQRIDIORZHUKHDGVPDOOHQRXJKWRILWKHUSDJH
suggests that she was not using this received artistic knowledge. As an aside, North
also commented that the plant was called there the Brookiana lily, but that Kew
µPDJQDWHV Fall it &ULQXP DXJXVWXP¶ 1RUWK WKHQ ERDVWHG WKDW µ>D@QRWKHU FULQXP KDV
VLQFHEHHQFDOOHG1RUWKLDQD¶- after herself [North 1892b: p.100] [See figure 77].
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Other differences between high art practice and botanical illustration occur in
relation to the use of colour. Colour outcomes in painting are affected by distance
DHULDO SHUVSHFWLYH  DV ZHOO DV WKH PDNHU¶V DHVWKHWLF LQWHQWLRQV (DUO\ VFLHQWLILF
applications of colour had been confined to the diagnostic techniques associated with
medicine and a need to caWDORJXH WKH µSULQFLSOHV RI YHJHWDEOH FODVVLILFDWLRQ¶ ,W ZDV
Linnaeus who would provide the stimulus to develop colour systems during the
eighteenth and nineteenth centuries [Gage 2001: p.169]. Science separated colour
language from the artist and the arts. Moreover, it was perceived that natural scientists
would be µEHWWHUDWMXGJLQJDQGFROODWLQJFRORXU¶>*DJHp.168].
Science attempted to devise a colour system that would be constant and that
would work within the laws of science. Historically, systems had already evolved via
the work of naturalists, the most ambitious of which attempting to establish a
comprehensive set of colour standards. Ultimately, however, these systems had been
taken up not only by naturalists but also by painters, manufacturers, artists and
artisans. The imposition of scientific requirements over the arts in this way was
attacked by artists for its exclusive concentration on the 4,800 local colours that were
of use within a scientific context [Gage 2001: p.170]. As a result, some artists decided
to take matters into their own hands. Including Delacroix, who according to Gage, in
Colour   and   Culture, KDG D SUREOHPDWLF UHODWLRQVKLS ZLWK VFLHQFH EXW µKDG VKRZQ
VRPH LQWHUHVW LQ FRORXU WKHRU\ IURP DQ HDUO\ DJH¶ 'HODFURL[¶V µGLVWDVWH IRU WKH
SRVLWLYLVP¶OHGKLPWRGHYHORSKLVRZQPRUHDUWLVWIULHQGO\DSSURDFKWRward colour
[Gage 2001: p.173].
These marked differences in outlook are referred to in The Art of Plant

Evolution, where W. John Kress and Shirley Sherwood cite differences in artistic and
VFLHQWLILF SUDFWLFH XQGHU WKH DXVSLFHV RI WKH FKDSWHU WLWOH µ$UW PHHWV 6FLHQFH¶ .UHVV
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DQG6KHUZRRGVWDWHWKDWZKHQµERWDQLVWVILUVWHQFRXQWHUDSODQWWKHLUILUVWTXHVWLRQLV
µZKDWVSHFLHVLVWKLV"¶¶$QGWKHµVHFRQGTXHVWLRQLVXVXDOO\>«@ZKDWLVLWUHODWHGWR"¶
However, when an artist first encounters a plant, Kress and Sherwood argue, their
reactions may be quite different from that of a botanist. The artist may not ask any
quesWLRQV DERXW WKH VSHFLHV DW DOO EXW UDWKHU ORRN DW D IORZHU DV DQ µLQGLYLGXDO RI
QDWXUH¶ FRQFHQWUDWLQJ XSRQ µLWV XQLTXH IHDWXUHV RI FRORXU WH[WXUH IRUm, size, and
SURSRUWLRQ¶7he artist may also DVNµKRZGR,FDSWXUHWKHHVVHQFHRIWKLV IORZHURQ
my caQYDV¶RUµKRZGR,FUHDWHDZRUNRIWUXHEHDXW\WKDWPD\HTXDORUVXUSDVVQDWXUH
LWVHOI¶>.UHVV and Sherwood 2009: p.10].
The technique of botanical illustration also differs from that of artistic image
making because it requires the illustrator to concentrate on reproducing one small part
of a plant at a time, while a painter would usually try to capture something of the
whole of the plant form in one sitting. This highlights the purpose of botanical
illustration; that is to say, the procurement of visual information so that a botanist may
UHDG WKH VSHFLPHQ¶V WD[RQRP\ FOHDUO\ %RWDQLFDO LOOXVWUDWLRQ DOVR LQFOXGHV WKH
technique of topological drawing, which involves the pictorial flattening of plants to
present a clear image of their form vital for botanical readings. This drawing method
deliberately brings information forward for the purposes of taxonomy at the expense
RIDQ\VSDWLDOLVHGUHQGHULQJ$FFRUGLQJWR.UHVVDQG6KHUZRRGµ>Z@KHQORRNLQJDWD
IORZHUWKHDUWLVWVHHVIRUP¶EXWWKHµERWDQLVWVees function¶, the µDUWLVWVHHVFRORXU¶EXW
WKH µERWDQLVW VHHV SROOLQDWRUV¶ 0RUHRYHU µWKH DUWLVW VHHV WKH VWUXFWXUDO UHODWLRQVKLS
DPRQJ WKH SDUWV¶ ZKHUHDV WKH µERWDQLVW VHHV FKDUDFWHULVWLFV IRU GHWHUPLQLQJ
HYROXWLRQDU\ UHODWLRQVKLSV¶ WKHUHE\ EULQJLQJ Wogether two disciplines: botanical
LOOXVWUDWLRQ DQG ERWDQ\ DV SLFWRULDOO\ GHVFULEHG LQ 1LFNRODV -RVHSK YRQ -DFTXLQ¶V
illustration of a botanical field book page, of 1792 [See figu re 78]. The determination
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of the botanist to classify species [Kress and Sherwood 2009: pp.10-11] attests to a
belief that botanical illustration is not an art form, despite the presence of exquisite
technique [Kress and Sherwood 2009: p.11].
In South African Botanical Art, Peeling back the Petals, Marion Arnold
broaches these differences by citing Wittgenstein in relation to how an artist and a
botanical illustrator might read the world around them. Here she quotes Wittgenstien
DVVD\LQJWKDWµ>Z@HVHHWKHZRUOGWKHZD\ZHGRQRWEHFDXVHWKDWLVWhe way it is, but
EHFDXVH ZH KDYH WKHVH ZD\V RI VHHLQJ¶ $UQROG OLQNV WKLV DVVHUWLRQ WR WKH ZD\ Ln
which we learn to interpret reality and that plant portraits DUH µH[SHFWDWLRQV >«@
PHGLDWHG E\ FRQWH[W¶ >$UQROG  S@ 'LIIHUHQFHV LQ DSSOLHG GUDZLQJ
techniques between art and botanical illustration are further H[SODLQHG E\ $UQROG¶V
quotation of the botanist Louisa Bolus (1877-1970), who in 1915, referred to teaching
practices related to botanical illustration, citing the example of a particular student
ZKRµKDGQRWXSWRWKLVWLPHGRQHDQ\ERWDQLFDOGUDZLQJ¶DQGZKRIRUWKUHHPonths
OLYHGZLWKKHUOHDUQLQJµto paint fURPWKHERWDQLFDOSRLQWRIYLHZ¶. Here, Bolus taught
DQµDOUHDG\DFFRPSOLVKHGSDLQWHUWRORRNIRULQIRUPDWLRQWKDWERWDQLVWVZDQWWRVee in
SODQWUHSUHVHQWDWLRQV¶[Arnold 2007: p.166]. In doing so she imparted a technique that
differed from that used to produce flower paintings in exhibitions, which Arnold
describes as contemplated µREMHFWV ZLWK DHVWKHWLF DQG PDWHULDO SUHVHQFH ZKRVH
subMHFWVDUHSODQWV¶>$UQROGS@:HVWHUQDUWLVWVDQGLOOXVWUDWRUVFDQWKXVEH
understood to operate in relation to two perceived drawing styles: one that seeks to
arrive at an idealized representation of nature; and another that is concerned with
objectivity.
$W WKH VDPH WLPH VLQFH LW LV µYLUWXDOO\ LPSRVVLEOH WR HOLPLQDWH SHUVRQDO VW\OH
>«@H[HUWHGE\LQGLYLGXDOZD\VRIVHHLQJ¶>$UQROGS@botanical illustration
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remains replete with aesthetic markers within its visual language [Arnold 2007:
p.166]. Technical difficulties can also force a botanical illustrator to make aesthetic
decisions about an LOOXVWUDWLRQ $ SODQW VSHFLPHQ µPD\ DUULYH GDPDJHG¶ RU µUDYDJHG
E\LQVHFWV>«@RULQEXG¶&RQVHTXHQWO\WKHVSHFLPHQPD\QHHGWREHµLPPHUVHGLQ
wDWHU RU VXSSRUWHG E\ VWDNHV¶ >$UQROG  S@ $ VXFFXOHQW SODQW µFDQ EH
persuaded to sit patiently for days before drooping or dying, but a gladiolus could fold
>«@ DIWHU D IHZ KRXUV¶ 7KHUH LV WKHQ D QHFHVVLW\ IRr botanical illustrators to be
resourceful DVWKH\SURGXFHDQLOOXVWUDWLRQIURPµOLYLQJDQGG\LQJIRUPVUHPQDQWVDQG
fraJPHQWV¶ %RWDQLFDO LOOXVWUDWRUV DOVR KDYH WR µUHVXUUHFW DQG FRQVWUXFW FRQYLQFLQJ
LPDJHVUHVHPEOLQJW\SLFDOOLYLQJVSHFLHV¶FROODWLQJµLQIRUPDWLRQRQIORZHUVIUXLWDQG
seeds which do not occur simultDQHRXVO\¶ >$UQROG  S@ In order to
DFFRPSOLVKWKLVYLVXDOV\QWKHVLVWKHLOOXVWUDWRUQHHGVDJRRGPHPRU\DQGµNQRZOHGJH
of plant structure, and experience in the art of visual dHFHSWLRQ¶>$UQROGS@
According WR 6KHIILHOG WKH ERWDQLFDO LOOXVWUDWRU¶V PRVW GLIILFXOW WDVN LV µWKDW RI
DWWDLQLQJDEDODQFHEHWZHHQDUWDQGVFLHQFH¶>6KHIILHOGS@)URPWKHSRLQW
of view of science, however, this is most decidedly not the case. If art and science are
brought together through the practice of botanical illustration it is by no means the
result of a self-conscious attempt to achieve balance. Instead, art and science collide
without intent in such a way that the identity of both is deconstructively
compromised. Botanical illustration is therefore rendered a form of crypto art,
ZKHUHLQµ>W@tKHGHYLFHVRIQDWXUDOLVP¶SRLQWLQGHFLVLvely towards two modes, one of
realism and the other idealism [Arnold 2007: p.169].
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C hapter F ive

M arianne North: A Q uestion of H ybridity

µ7KHUHDUHWKRVHZKRFRQVLGHUWKHPRUDOFKDUDFWHURIDZRUNWRKDYHDEHDULQJRQLWV

value as art; from Aristotle, St Thomas Aquinas, Hume, Ruskin and Tolstoy through
to the feminist, post-colonial and socio-SROLWLFDO FULWLFLVP RIWHQ IDYRXUHG WRGD\¶
[Kieran 2005: p.166].

+LVWRULFDOO\ WKHUH KDV DOZD\V EHHQ µWKH KRSH IRU VRPH PDVWHU WURSH¶ RU µVWUXFWXUDO
PRGHO¶ WKDW ZRXOG DOORZ D µVFLHQWLILF FRPSDUDWLYH IRUPDOLVP WR SURFHHG XQGHU WKH
XPEUHOOD¶RIDµWUXHFRPSDUDWLYHFULWLFLVPRIWH[WVDQGLPDJHʊRQHWKDWZRXOGFUHDWH
DµPDVWHUWKHRU\WRXQLWHWKHDUWV¶[Mitchell 1986: p.157]. In recent decades, however,
an alternative vision has emerged. As Mitchell has indicated, it is one that proceeds
IURPWKH YLHZWKDW LIµZHZHUHWRXQGHUVWDQGWKHWH[W-image relation as a social and
KLVWRULFDORQH>«@FKDUDFWHUL]HG¶E\DOOµLQGLYLGXDOVJURXSVQDWLRQVFODVVHVJHQGHUV
DQGFXOWXUHV¶WKHQWKHVWXG\RILPDJH-WH[WµPLJKWEHIUHHGIURPWKLVFUDYLQJIRUXQLW\¶
PRYLQJ WRZDUGV D µWKLUG GLUHFWLRQ¶ [Mitchell 1986: p.157]. Such a vision might
provide a merging RI µWKH DHVWKHWLF DQG FRJQLWLYH ZLWK WKH SRVVLELOLW\ RI LQWHUSOD\
EHWZHHQSKLORVRSK\DQGPHWDSKRUVFLHQFHDQGDUW¶ [Mitchell 1986: p.158]. Moreover,
LWPLJKWDOVRJRVRPHZD\WRGHQRXQFLQJ3ODWR¶VKLVWRUically ingrained projection of
fear of imagery [Mitchell 1986: p.159].
,Q WRGD\¶V RIWHQ KLJKO\ WKHRUHWLFDO UHDGLQJV RI DUWZRUNV WKHUH LV DQ LQVLVWHQFH
µRQ VHHLQJ LPDJHV LQ UHODWLRQ WR SKLORVRSK\ KLVWRULFDO DQG OLWHUDU\ WH[WV¶ [Mitchell
1986: p.156]. It is through this application of applied discourse that the case for
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language and literature being an essential part of the study and production of visual
arts has been formed. High importance is placed upon textuality within these
readings, rendering the reading of an artwork analogous to that usually associated
with the interpretation of literary texts as interpretable objects [Mitchell 1986: p.156].
Theoretical readings are not only applied to artworks that acknowledge the
importance of (con)textualising discourses, but also artworks that do not.
Sheffield argues (but does not fully substantiate through close analysis of
VRXUFHV WKDW1RUWK¶VSDLQWLQJZDVSODFHGDWµWKHPDUJLQVRIERWKDUWDQGVFLHQFH¶thus
XQLWLQJµWKHWZRLQRQHXQLTXHSUDFWLFH¶ʊDµXQLTXHIRUPRIERWDQLFDODUWWKDWPDUULHG
DUWDQGVFLHQFH¶6KHIILHOGDOVRDVVHUWVWKDW1RUWK¶VSDLQWLQJZDVDERUGHUODQG practice
µEHWZHHQ FXOWXUDO GHSRVLWV WKDW DOORZHG QHZ JURZWK DQG VXUSULVLQJ K\EULGV¶ of a
Darwinian kind [Sheffield 2001: p.116]. Sheffield argues that this practice allowed
1RUWKWREHFRPHµSDUWRIERWKFRPPXQLWLHV¶WKHUHE\OLQNLQJDUWDQGVFLHQFH
However, as has previously been demonstrated through a close analysis of her
paintings and writings, North was not a fully-fledged, competent member of either an
established scientific or artistic community during her lifetime. She was always and
remains a problematic figure in relation to both, despite a persistent institutional
tendency to frame her as part of a scientific milieu. Consequently, rather than bringing
art and science together, as Sheffield suggests, North can be understood as having
deconstructed the standing of both during her own time and now, by revealing an
endemic uncertainty with regard to the status of all botanical painters. Indeed,
6KHIILHOGXQGHUPLQHVKHURZQSRVLWLRQE\VWDWLQJWKDW1RUWK¶VµOLPLWHG>HGXFDWLRQ@LQ
ERWKDUWDQGVFLHQFH¶VWRRGDVDKXUGOHWRKHUµDGPLVVLRQWRWKHVFLHQWLILFFRPPXQLW\¶
[Sheffield 2001: p.107].
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6KHIILHOG¶V DUJXPHQWWKDW 1RUWK ZDV DEOH to µFRQWULEXWH VXEVWDQWLDO NQRZOHGJH
to the botanical endeavour created at Kew GardenV¶ LVDOVR LQ QHHGRITXDOLILFDWLRQ
North was persistently ridiculed by botanical experts on the grounds that her paintings
depart from the necessary conventions of scientific botanical illustration and are,
therefore, somewhat useless as not only scientific records, but as artworks 1RUWK¶V
paintings were praised by some nineteenth-century experts, such as Darwin, and
Hooker, but that does nothing other than make her position in relation to Kew a
contested one. Furthermore, the claim that North personally linked art and science
suggests that she may have been conscious in this endeavour. However, this is far
from being the case. Despite the appropriation of scientific forms of representation by
the artistic community of the second half of the nineteenth century, and despite the
widespread use of visual techniques associated with the pairing collage-montage
during the nineteenth century, North viewed herself consistently, in line with sharp
divisions between art and science held at the time, as a botanical illustrator (with the
likes of Ruskin and members of the Pre-Raphaelite Brotherhood, for example, holding
to the converse position despite their use of quasi-scientific forms of representation).
North was not however a maker who adhered to modernist specialisDWLRQ 1RUWK¶V
work therefore did and does not conform to the use of modernist principles.
Modernism in the twentieth century believed specialism was key to outcomes,
however before modernism, nineteenth-century artists were not specialised and
ZRUNHGLQDK\EULGZD\DQGGLGQRWOLPLWWKHPVHOYHVWRH[DFWVSHFLDOLVP¶VEXWZRUNHG
across disciplines.
While it would be wrong to describe North as a postmodernist, it is nevertheless
possible to view her work from our present historical standpoint as part of a cultural
context whose cosmopolitanism and eclecticism foreshadows that of our own time.
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1RUWK¶V ZRUN DV D ERWDQLFDO LOOXVWUDtor is inescapably connected to the increasing
rationalism of Victorian science. At the same time, her painting incorporated multiple
stylistic influences taken from the contemporary art of her day, which in the case of
the Pre-Raphaelites also sought to combine scientific and aesthetic points of view.
What is more, the North gallery brings together scientific and aesthetic forms of
visual display along with architectural influences taken from different times and
places at a time when collage-montage techniques of one sort or another were very
PXFKWRWKHFXOWXUDOIRUH1RUWK¶VSDLQWLQJDQGLWVGLVSOD\DVSDUWRIWKH1RUWKJDOOHU\
is therefore arguably a focus for a pervasively unsettling combination and overlapping
of differing elements, all of whose assumed limits are persistently blurred
(deconstructed) as a consequence of their proximity.
6KHIILHOG ULJKWO\ SRLQWV RXW WKDW 1RUWK µGLG QRW >«@ VXEPLW WR WKH UXOHV DQG
UHJXODWLRQV¶RIWKHERWDQLFDOJHQUHGHFLGLQJLQVWHDGWRGUDZµXSRQODQGVFDSHDUWWKH
realist school, and botDQLFDOLOOXVWUDWLRQ¶>6KHIILHOGS114]. Sheffield asserts that
1RUWKGHYHORSHGµKHURZQXQLTXHDUWIRUPWKDWDLPHGWREHERWKDHVWKHWLFDOO\SOHDVLQJ
ZLWKLQ WKH HVWDEOLVKHG DUW WUDGLWLRQV DQG XVHIXO ZLWKLQ WKH ERWDQLFDO VFLHQFHV¶
coQFOXGLQJ WKDW 1RUWK¶V µDUW PD\ QRW EH FODVVHG DV µJHQLXV¶ SHU VH¶ EXW WKDW µKHU
attempts of innovation, and her denial of the boundaries of artistic and botanical
conventions, exhibit her commitment to these realms beyond that of an amateur
GDEEOHU¶ >6KHIfield 2001: p.114]. Sheffield does not however back up these
REVHUYDWLRQV DQG DVVHUWLRQV WKURXJK D FORVH H[DPLQDWLRQ RI 1RUWK¶V SDLQWLQJ LQ
relation to established visual practices or styles of the nineteenth century. As earlier
chapters in this thesis demonstrate, it is necessary to think of North¶V SDLQWLQJ as a
highly uncertain and therefore problematic supplement to the spheres of art and
science, since North was, though by no means a dabbler, effectively incompetent in
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both areas by dint of her willful PL[LQJRIGLIIHULQJVFRSLFUHJLPHV6KHIILHOG¶VVWDWHG
RSLQLRQWKDWERWDQLFDO LOOXVWUDWLRQ µLV QRWVWULFWO\ VSHDNLQJ¶DVFLHQFHthough it is an
µLQWHJUDO SDUW RI D ERWDQLFDO LQYHVWLJDWLRQ¶ falls short of a careful examination of
differences between and within art languages and practices. While from our own
skeptical postmodernist standpoint, botanical illustration emerges as an impure
aesthetic-scientific form we should nevertheless accept that during the nineteenth
century it was viewed in principle and intention as scientifically empirical and
topological in its approach. Indeed, Sheffield unintentionally backs up this position by
FLWLQJ µ$JQHV $UEHU D WXUQ-of-the±FHQWXU\ ERWDQLVW DQG KLVWRULDQ RI ERWDQ\¶ ZKR
DUJXHG WKDW µV\VWHPDWLF ERWDQ\ DYRLGV WKH Dccidental peculiarities of any individual
VSHFLPHQV¶ WKHUHIRUH µVHHNLQJ >«@ WR SRUWUD\ WKH FKDUDFWHUV IXOO\ W\SLFDO IRU WKH
VSHFLHV¶ DQG IRU WKDW UHDVRQ µWKH ERWDQLFDO LOOXVWUDWRU VKRXOG KDYH VRPH Vcientific
HGXFDWLRQ¶ >6KHIILHOG  p.113]. The issue here being, that while botanical
illustrators of the nineteenth century may not have been trained scientists, they were
nevertheless expected to adhere closely to conventions established and validated by
botanical science; conventions, which Ruskin claimed were an anathema to the
LGHDOLVLQJ SRHWLF IXQFWLRQV RI DUW ,Q VKRUW ZH PXVW YLHZ 1RUWK¶V FRQVSLFXRXV
hybridizing of art and science in its true historical perspective not as a useful
contribution to both, but as an unsettling and in many ways unproductive
transgression of their limits.
1RUWK¶V SDLQWLQJV RI FRORQLVHG YLOODJH OLIH DQG ERWDQLFDO SODQW IRUPV IURP
around the colonised world can be seen as part of a western project that sought to
REMHFWLI\ SRVVHVV DQG GRPLQDWH (TXDOO\ 1RUWK¶V SRVLWLRQ DV D KLJKO\ XQRUWKRGR[
member of polite PDLQVWUHDP 9LFWRULDQ VRFLHW\ʊWKDW LV WR VD\ DV D ILQDQFLDOO\
independent woman painter and traveler who resisted established Victorian
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conventions of marriage, religion and social intercourse while drawing short of
aligning herself decisively with the radLFDO IHPLQLVP RI KHU GD\ʊ SODFHV KHU YHU\
much at and beyond the margins of the normal positioning of a woman of her class as
part of nineteenth-century western colonialism. According to Sheffield, she
µYHKHPHQWO\ SURWHFWHG KHUVHOI DJDLQVW WKH LGHD WKDW shH ZDV D IHPLQLVW¶ >6KHIILHOG
2001: p. 94]. Therefore to define North as a feminist, would be erroneous because she
most certainly was not.
1RUWK¶V SRVLWLRQLQJ ZLWKLQ KLVWRU\ LV DOZD\V WKDW RI DQ insider/outsider within
both art and botanical illustration. Moreover, North starts to cuts an unsettling figure
in relationship to her own personal historical/social-political/environmental history.
'HVSLWH 1RUWK¶V LQVLVWHQW XVH RI DUWLVWLF PRGHV RI UHSresentation and her
consequent incompetence as a Botanical illustrator, there has been a persistent
tendency to exclude her work from exhibitions and collections dedicated to the
displaying of artistic forms of visual representation. The North gallery at Kew
remains the one place in which it is possible to view a significant collection of
1RUWK¶VSDLQWLQJVZLWKLQDQDHVWKHWLFLVHGUDWKHUWKDQ LQDQ DUFKLYDO VHWWLQJ $UHFHQW
inclusion of paintings by NoUWKLQ/LRQHO/DPERXUQH¶VERRN Victorian Painters under
WKH FKDSWHU WLWOH µ:RPHQ¶V $UW¶ goes some way towards recognitLRQ RI 1RUWK¶V
engagement with artistic modes of representation. However, even there, she is
described simply as yet another woman who excelled as a botanical painter
[Lambourne 2005b: p. 325].
Traditional art-historical readings do not encompass the problematic uncertainty
RI 1RUWK¶V SDLQWLQJ EHFDXVH RI WKHLU WHQGHQF\ WR IRUPXODWH SDWWHUQV ZLWKLQ D OLQHDU
chronological time frame, thereby, placing everything into a more or less neat
periodizing order. Practices of visual representation do not, however, fit neatly into
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this order. Makers of images have always sought to work within the context of their
own times while making reference to the past production of images. At the same time,
while images and visual practices are understood contemporaneously in terms of the
prevailing discourses of their immediate contexts of production, they involve a
bringing together of past and present that is open to recontextualisation and
remotivation in light of future events. In short, images and visual practices are open to
interpretation according to constantly shifting perspectives over time that deny the
possibility of a fixed historical narrative. If we wish to wrest a now demonstrably
hybrid and uncertain North from her currently imposed historical-taxonomical
identity, it therefore becomes necessary to view her painting from an unconventional
historicising point of view; one that overwrites, but does not entirely erase,
conventional readings of pictures, allowing for the possibility of new conceptions of
visuality to emerge. Such an unconventional view would enable a re-mapping of
1RUWK¶VSDLQWLQJVWRRFFXULQYROYLQJDFORVHDQDO\WLFDOUHDGLQJRIWKHSDUWLFXODUVW\OHV
and practices contingent upon her paintings, thus allowing us to formulate a time line
that shuttles acURVV KLVWRULFDO ERXQGDULHV SUHVHQWLQJ D K\EULG UHDGLQJ RI 1RUWK¶V
paintings as a site of prior influences and latter day parallels, something that artists
have been doing for centuries.
7XUQHU¶VSHUVRQDOreactions to the Landscape painter Claude Lorrain¶V artworks
in 1799, a whole century after Claude had died, are significant. Turner recorded his
thoughts on the Claude landscapes within sketchbooks and from then on constantly
referred to them throughout his own landscape paintings DJDLQ DQG DJDLQ 7XUQHU¶V
inspiration explains how artists look both backwards and forwards while still
remaining present within the making of a work [Lewis 2012 p.17]. Susan Foister
states in 7LP/HZLV¶s article in The Observer, newspaperV¶UHYLHZ Hockney, F reud,
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Turner and Hirst: art blockbusters of 2012 WKDW7XUQHUZDVµlooking backwards and
IRUZDUGV DW WKH VDPH WLPH¶ EHFDXVH 7XUQHU µcould look at a work painted decades
earlier and make soPHWKLQJGLIIHUHQWRILW¶ someWKLQJWKDWµDUWLVWVJRRQGRLQJ¶ today
[Lewis 2012: p.17]. There is an acceptance within art history and making that a
painting holds something of the past through the referencing of art language. An
artwork presents form that is the position of the artwork at the time of its making, and
this may also comply with other artworks made at the same time. The maker is after
all surrounded by visual material and the work of other makers within their own
lifetime. There are expectations placed upon artworks and their future is therefore an
uncertain one, as fashions change over time. The overall cultural outlook is that an
artwork¶V IXWXUH LV XQGHFLGHG as well as the artwork¶s influences upon future art
works, thereby forming a WUDFHVWUXFWXUHLQDFFRUGDQFHZLWK'HUULGD¶VWKinking on the
relationship between past, present and future readings. 40

µ3DVW¶

7KH HDUOLHVW LGHQWLILDEOH GLUHFW LQIOXHQFH XSRQ 1RUWK¶V SDLQWLQJV LV arguably Dr.
Robert TKRUQWRQ¶V composite work [Blunt 1990:p.27] The Temple of Flora (1799 2QWKHIURQWLVSLHFH7KRUQWRQLVGHVFULEHGDVDµ*DUGHQ%RWDnist Poet Painter

40

7KH ³SUHVHQW´ DFFRUGLQJ WR 'HUULGDLV DQ HOHPHQW ZKLFKDSSHDUV RQ WKH µVFHQH RI SUHVHQFH DQG LV
UHODWHGWRVRPHWKLQJRWKHUWKDQLWVHOI¶,WWKHUHIRUHNHHSVµZLWKLQLWVHOIWKHPDUNRIWKHSDVWHOHPHQWDQG
already letting itself be vitiated by the mark of its relation to the future HOHPHQW¶ 7KLV µWUDFH EHLQJ
related no less to what is called the future, then to what is called the past, and constituting what is
called the present by means of this very relation to what it is not: what it absolutely is not, not even a
past or a future as a modified present. An interval must separate the present from what it is not in order
for the present to be itself, but this interval that constitutes it as present must, by the same token, divide
the present in and of itself¶ 7KLV GLYLGH RU VSDFLQJ LV µWKHEHFRPLQJ-space of time or the becomingWLPH RI VSDFH WKDW DOORZV IRU D µV\QWKHVLV RI PDUNV RU WUDFHV RI UHWHQWLRQV DQG SURWHQWLRQV¶ WKDW
reproduce amongst other things a transcendental language [Derrida 1982: p.13].
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DQG 3KLORVRSKHU¶ >Thornton 1812: p.1].41 Engravings are also present in the Greek
style of Aesculapius, Ceres, and Flora. Cupid is shown honouring the bust of the
creator of the floral classification system, Linnaeus and its inclusion could be
perceived as a reference to WKH VH[XDO QDWXUH RI /LQQDHXV¶V system; a controversial
WD[RQRP\ EHFDXVH RI WKH DQDORJLHV LW GUHZ µEHWZHHQ WKH UHSURGXFWLYH RUJDns of
IORZHUV DQG SHRSOH¶ >)DUD  SS38-@ :RPHQ LQ SDUWLFXODU ZHUH µWDUJHWHG DV
SXUFKDVHUV RI WKHVH QHZ SXEOLFDWLRQV¶ DV µVWXG\LQJ IORZHUV VHHPHG DQ LGHDO SDVWLPH
for women - not too taxing mentally, a gentle occXSDWLRQ¶GHVSLWHWKH IDFWWKDW after
/LQQDHXV µERWDQLF YRFDEXODU\ YLEUDWHG ZLWK VH[XDO LQQXHQGR¶ >)DUD  S41].
Thornton¶V SXEOLFDWLRQ FRLQFLGHG ZLWK WKH GHYHORSPHQW RI D µFOHDQHG XS YHUVLRQ Rf
Linnaean classification¶ [Fara 2004: pp.44-45].
Many famous names provided sickly prose to accompany the images in
7KRUQWRQ¶V ERRN LQFOXGLQJ *HRUJH 'U\HU (1755-1841) and Erasmus Darwin (17311802). 7KRUQWRQKDGµKRSHGWRPDNH KLV IXWXUHE\RUJDQL]LQJDQ H[WHQVLYH VHULHVRI
ODYLVK ERWDQLFDO LOOXVWUDWLRQV WR DFFRPSDQ\ D /LQQDHDQ WH[W¶ E\ µ>F@RPPLVVLRQLQJ
famous artists to produce elaborate coloured plates of exRWLF IORZHU DUUDQJHPHQWV¶
[Fara 2004: pp.44-45]. Many of the images in The Temple of Flora were by the
renowned painter Phillip Reinagle (1799-1807), and included representations of a

Selenicereus or The Night-blowing cereus and a print of Calliandra grandiflora
otherwise known as The Large Flowering Sensitive Plant . In the mass print version of

The Temple of Flora WKHUHDUHUDWKHUFUXGHLPDJHVLQµPH]]RWLQW¶DQGµDTXDWLQW¶ZLWK

41

It must also be pointed out that John Ray (1628-1705), the son of an Essex Blacksmith who became
NQRZQ DV µ(DVW $QJOLD¶V JUHDWHVW QDWXUDOLVW¶ DQG GHVFULEHG DV WKH µ(QJOLVK $ULVWRWOH¶ ZHQW RQ WR
produce a system of classification for plant species after the death of his friend and fellow companion
Francis Willughby (1635-1672) with whom he had travelled throughout Europe during the middle part
RI WKH VHYHQWHHQWK FHQWXU\ FDWDORJXLQJ DQG GHVFULELQJ VSHFLPHQV 5D\¶V ZRUN ZDV VXEVHquently
µH[WHQGHGDQGUDWLRQDOLsHG¶E\/LQQDHXVWKURXJKDVHULHVRIERRNVHQWLWOHGWKH Systema Nature (1735)
and Species Platarum (1753) [Ford 1993: pp.93-94].
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VRPHRIWKHSODWHVµH[HFXWHGLQRQHRIWKHVWDWHGPHGLXPV - DQGVRPH LQWKHRWKHU¶
while in some caseVµFHUWDLQSULQWVDSSO\ERWKSURFHVVHVWRWKHVDPHSODWH¶>%OXQWand
Stern 2000: p.241], with others, still, appearing to have been coloured afterwards in
paint, making them rather messy. In contrast, the limited edition of The Temple of

Flora is well executed and the illustrations appear to have been, painted in oils
[Sherwood 2005: p.@ 1RUWK¶V IDYRXUHG PHGLXP ,Q Great Flower Books 1700-

1900, Wilfred Blunt DVVHUWVWKDWFRSLHVRI7KH7HPSOHRI)ORUDDUHµDELEOLRJUDSKHUV
QLJKWPDUH¶ EHFDXVH  µKDUGO\ DQ\ two DUH TXLWH WKH VDPH¶ >%OXQW : p.42]. In the
same book, Sitwell stated that the publication was fraught with financial difficulties
DQG WKDW µ7KRUQWRQ >«@ UXLQHG KLmself E\ WKLV SURMHFW¶ >6LWZHOO : p.27]. As a
UHVXOW 7KRUQWRQ¶V ERRN LV FRQVLGHUHG WR EH RQH RI µWKH JUHDWHVW ZKLWH HOHSKDQWV Rf
ERWDQLFDODUW¶>6KHUZRRGS152].
1RUWK¶V FRPSRVLWLRQDO OD\RXWV DSSHDU WR KDYH EHHQ KHDYLO\ LQIOXHQFHG E\ WKH
LOOXVWUDWLRQVFUHDWHGIRU7KRUQWRQ¶VERRNLQFOXGLQJWKHLUDGGLWLRQDOIORUDOLQIRUPDWLRQ
and the (colonialist) use of indigenous people standing next to trees in town and
village scenes, (something that was echoed by colonialist photography) such as that of
Dr Hans Shafer and his photograph of a A morphophallus Brooksii, Lebong, in
Sumatra in 1937 with two local men standing next to the plant [See figure 79]. The
figures appear to have been used as some sort of visual measuring device in relation
to the height of a specimen, thereby acting as a decorative gauge for viewers. This is
PLUURUHGLQ1RUWK¶VSDLQWLQJ A Remnant of the Past near Verulam, Natal, with a small
local figure standing next to the tree she depicts [See figure 80]. The pictorial
VLPLODULWLHV EHWZHHQ 7KRUQWRQ¶V The Temple of Flora  DQG 1RUWK¶V SDLQWLQJV GR QRW
end there. In the illustration of the Large Flowering Sensitive Plant [See figu re 81],
accompanied by a poem by Erasmus Darwin, we see undulating mountains, often
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repeated by North in her own paintings. Moreover, in this particular illustration
hummingbirds are present; an animal that North also painted on numerous occasions.
5HLQDJOH¶V SDLQWLQJ DQG 'DUZLQ¶V SRHP could easily have been one of the
inspirational starting points for NorWK¶V RZQ LQWHUHVW LQ WKH ELUG $FFRUGLQJ WR -DQH
0XQURLQWKHFKDSWHUµ0RUHOLNHDZRUNRI$UWWKDQRI1DWXUH¶'DUZLQ%HDXW\DQG
6H[XDO6HOHFWLRQ¶LQEndless  Forms, stuffed hummingbirds were present at the Great
([KLELWLRQ RI  ZKHUH WKH RUQLWKRORJLVW -RKQ *RXOG GLVSOD\HG WKHP LQ µFDVHV RQ
UHYROYLQJ VWDQGV¶ VXVSHQGLQJ WKHP µDPLGVW UHDOLVWLF IROLDJH LQ SRVHs that simulated
IOLJKW¶>0XQUR: p.@&KDUOHV 'DUZLQ¶V Descent also includes discussions on
the beauty and aesthetics of the hummingbird1RUWK¶VSDLQWLQJ Flowers of the

Datura and Humming Birds, Brazil [See figure 82], depicts a hummingbird feeding
from the newly opened flower head of a Datura cornigera Knightii plant sitting next
to its nest in a manner strongly reminiscent of Reinagle. The hummingbirds in
5HLQDJOH¶VSDLQWLQJIHHGDQGIO\VLPXOWDQHRXVO\IURPWKHSODQWDFRPSRVLWLRQDOWURSH
that North repeats. North however, makes a greater attempt to show some of her
SODQW¶V WD[RQRP\ LQ WKH /LQQDHDQ/Ehret manner through the depiction of a flower,
EXG SRG DQG OHDYHV 2Q WKLV RFFDVLRQ 1RUWK¶V KDQGOLQJ RI WKH SDLQW LV FRQWUROOHG
with a range of applied marks. In painting 0025, of an Inflorescence of the Blue Puya,

and Moths, Chile [See figure 83], North also depicts a plant with a hummingbird in a
manner that is, again, similar to that of Rienagle with the birds feeding from the top of
the plant.
The scene depicted in painting 0047 is set by a riverbed and, as such, is also
FRPSRVLWLRQDOO\ VLPLODU WR 5HLQDJOH¶V LOOXVWUDWLRQ RI The Night±blowing Cereus
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FRQWDLQHGLQ7KRUQWRQ¶V The Temple of Flora .42 5HLQDJOH¶VLOOXVWUDWLRQWDNHVDYLVXDO
liberty by including an English Manor House in its background. It appears that
7KRUQWRQ LQVLVWHG RQ WKH LOOXVWUDWRU SDLQWLQJ WKH SODQW LQ D VHWWLQJ µDSSURSULDWH WR LWV
VXEMHFW¶ UDWKHU WKDQ LQ UHODWLRQ WR D µPHUH JDUGHQ RU JUHHQKRXVH¶ >6KHUZRRG 
p.152]. This kind of fanciful compositional style was replicated by funerary postcards
of the nineteenth century, used in both funeral homes and graveyard settings. By
contrast 1RUWK¶V SDLQWLQJ , sets the plant and birds in relation to their natural
habitat in a scientifically realistic manner.
1RUWK¶VSDLQWLQJVRIKXPPLQJELUGVPD\DOso have had another influence, in the
shape of the work of the North American painter Martin Johnson Heade. Johnson
Heade, who is often included by historians as a member of the Hudson River School
made a number of paintings that brought together KXPPLQJELUG µVSHFLHV IURP
GLIIHUHQW UHJLRQV LQ &HQWUDO DQG 6RXWK $PHULFD¶ >Munro 2009: p.261]. In Johnson
+HDGH¶V SDLQWLQJ Cattleya Orchid and Three Hummingbirds, of 1871 [See figu re
84], he appeared to have included the habitat of the bird alongside native flowers.
1RUWK¶V SDLQWLQJV DUH H[WUDRUGLQDULO\ FORVH FRPSRVLWLRQDOO\ DQG LQ WHUPV RI WKHLU
applied drawing and paint application to those of Johnson Heade [see figu re 85] with
there placing of the birds upon a branch in a natural setting accompanied by a specific
type of flora.
Johnson +HDGH¶VFRPELQDWLRQRI+XPPLQJELUGDQGRUFKLG drew Darwin to his
work [Munro 2009: p.263]. Indeed, his paintings have been described as being a
µperfect illustration of DarwiQ¶V WKHRU\ RI QDWXUDO VHOHFWLRQ >«@ DPSOLILHG Ey the

42

The compositional formula discussed here may have been introduced to North by Valentine
Bartholomew who WDXJKW1RUWKDQGµhabitually set his vibrantly coloured flower studies in a landscape
often in association with an architectural feature, such as the pedHVWDORIDFROXPQ¶>%UDFHJLUGOH
p. 3]. According to Elizabeth BracegirdleWKLVZDVµa usHIXOFXH¶. However, North XVXDOO\DSSOLHGµD
real UDWKHU WKDQ LPDJLQHG ODQGVFDSH¶ WKHUHE\ E\SDVVLQJ WKH DUWLILFLDO MX[WDSRVLWLRQ set out by
Bartholomew and Thornton, to place and paint plants in their homes [Bracegirdle 1993: p.3].

137

LPSRUWDQFH  KXPPLQJELUGV DVVXPH LQ 'DUZLQ¶V WKHRU\ RI VH[XDO VHOHFWLRQ¶ >0XQUR
2009: p.263]. However, Johnson Heade may well have aligned himself more with
$PHULFDQ FUHDWLRQLVW WKHRU\ WKDQ 'DUZLQ¶V WKHRULHV LQ WKH PDNLQJ RI KLV ZRUN $V
Munro states in Endless Forms+HDGH¶V YLHZVRQ'DUZLQLVPZHUHDWWKH very least
uncertain. Johnson Heade, moved in social circles including some of the leading
'DUZLQLVWVLQWKH8QLWHG6WDWHVEXWµKHZDVDOVRFORVHWRWKRVHZKRZHUHYLJRURXVO\
opposed to his theorieV¶7KHUH LV LQDQ\ FDVH OLWWOH HYLGHQFHWRVXJJHVW that Heade
µZDV LQVSLUHG WR SDLQW KXPPLQJELUGV E\ DQ\WKLQJ PRUH WKDQ KLV RZQ DUWLVWLF
imperativeVDQGORYHRIWKHELUGV¶>0XQURS263]. Johnson Heade DQG1RUWK¶V
viewpoints on nature can therefore be seen to diverge to some degree.
Moreover, Johnson +HDGH¶VKXPPLQJELUGVZHUHQRWSDLQWHGDWILUVWKDQG7KH\
DUHµILFWLRQDOL]HGDUWLIDFWV¶WKDWFRPELQHµVSHFLHVZKLFKKH>-RKQVRQHeade] had seen
in different countries with plants ± JHQHUDOO\ RUFKLGV¶ [Munro 2009: pp.262-263].
Johnson Heade was therefore a composite painter and not a scientific illustrator. This
composite style is not dissimilar to that used by Reinagle in The Temple of Flora
which, supplements representations of nature with other, supposedly enervating or
visually helpful sources of pictorial information, such as buildings and people.
$QRWKHU OLNHO\ LQIOXHQFH RQ 1RUWK¶V ZRUN LV D SUHRccupation during the
nineteenth FHQWXU\ZLWKWKH$QFLHQW*UHHNSDLQWHU;HQLD¶VOHJHQGDU\H[FHOOHQFHDV a
still-OLIH SDLQWHU ;HQLDʊµWKH QHXWHU SOXUDO RI ;HQLRQ RU ³JXHVW-JLIW´ HPSOR\HG E\
+RPHU¶ ZKLFK LV Dlso Greek for hospitality [Blasone 2010: no page numbers@ʊLV
purported to have made paintings so convincing that they fooled viewers into
believing that the things they represented were real. An example of which is
illustrated in a Xenia guest gift painting, displaying food in the form of a still life [See
figu re 86]. Xenian style still life painting from antiquity often included fruit, flowers,
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vessels of wine or water, and drinking goblets. The delights RIµPRGHVWGLQQer-WDEOHV¶
were also celebrated LQ WKH µSUHVHQWDWLRQ RI JDPH-ELUGV DQG VHD IRRGV¶ DOVR ODWHU
IRXQG UHSUHVHQWHG LQ µ3RPSHLDQ VWLOO-OLIH SDLQWLQJV¶ >Boardman 1995: p.740] and,
according to Vitruvius, paintings coming from the area of Herculaneum [Boardman
1995: pp.740-@;HQLD¶VDFWXDORULJLQVDUHFRQWHQWLRXVKRZHYHU&RPPHQWDWRUVDUH
divided between those who believe that Xenia was an actual early Greek artist written
about by Pliny the Elder (23-79) and those who see the name as referring to a style of
painting associated with the work of a number of artists including Philostatus the
Elder [Blasone 2010: no page numbers]. Pliny also discusses genre scenes by a
Piraeicus or Peiraikos ZKRµOived and worked in Greece during the fourth century BCE
who was famous within his own times and was labelled rhyparographos RUµSDLQWHURI
YXOJDU VXEMHFWV¶ ;HQLD¶V QDPH ZKLFK ZDV XVHG SUHYDOHQWO\ by the Greeks and
Romans in reference to still life paintings [Blasone 2010: no page numbers], occurs in
the writings of Marcus Vitruvius Pollio, a Roman architect who died after 15 BCE
ZKRVHµSURIHVVLRQDOFRPSHWHQFHVZHUHFORVHUWRWKHSUDFWLFHRI ILQHDUWV¶ [Blasone
2010: no page numbers].
According to Norman Bryson writing in Looking at the Over Looked, Xenian
SDLQWLQJV µVKDUH D VWULNLQJ DQG GHILQLQJ IHDWXUH ZLWK DOO ODWHU IRUPV RI VWLOO OLIH
SDLQWLQJ¶ZKLFKLVWKHµDEVHQFHRUGHOLEHUDWHDYRLGDQFHRIWKHKXPDQILJXUH¶>%U\VRQ
1990: p.60]. The modern applied use of rhyparographos or rhopography in relation to
still life and indeed later townscape SDLQWLQJUHODWHVWRWKHµGHSLFWLRQRIWKRVHWKLQJV
ZKLFKODFNLPSRUWDQFH¶SRVVLEO\GXHWRWKHODFNRIWKHKXPDQSUHVHQFHWKDWDUe thus
overlooked [Bryson 1990: p.61]. The genre of still life painting belongs to a long
WUDGLWLRQ LQYROYLQJ µWKH OHDUQLQJ RI µFUDIW¶ WR HQDEOH WKH DUWLVW WR XQGHUVWDQG IRUP DV
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ZHOODVWKHFRQWHQWRIWKHLPDJH¶$VVXFKLWVIRUPDWLVRIWHQXVHGDVDQµH[HUFLVHWR
flex a particular muscOHZKLFKQHHGVZRUNLQJ¶>%U\VRQS12].
The Xenian approach to still life is retained strongly in relation to the kitchen
pictures or bodegones of the Spanish artist, Juan Sánchez Cotán (1561-1627), whose
painting Still   life   with   Quince,   Cabbage,   Melon   and   Cucumber, c.1602 [See figu re
87] [Bryson 1990: p.63], makes use of a conventional scientific application of
geometry present as part of high art practice during the fifteen and sixteen-hundreds.
This particular configuration would be repeated in the making of still life paintings of
flora, fruit and vegetables placed upon plinths throughout the subsequent history of
ZHVWHUQDUW&RWiQ¶VUKRSRJUDSK\ came to fruition during the seventeenth century as
part of SSDLQ¶V PRQDVWLF FXOWXUH ZKHUH IUXLW DQG vegetable still lifes took on great
aesthetic importance [Bryson 1990: p.63]. This importance stemmed from a scarcity
of fresh food which had come about as a result of Spain having become impoverished
EHFDXVHFRORQLDOLVWµJROGKDGQRWEHHQLQYHVWHGLQDQ\ SURGXFWLYHZD\¶$FFRUGing to
Norbert Schneider in Still Life WKLV µODFN RI IRRG ZDV UHIOHFWHG LQ WKH VWLOO OLIHV RI
Sánchez Cotán >«@ where the composition is generally simple and avoids
FRPSOH[LW\¶ >6FKQHLGHU 2009: pp.121-@ $FFRUGLQJ WR %U\VRQ &RWiQ¶V SDLQWLQJV
PD\ KDYH PDGH GHOLEHUDWH XVH RI VLPSOLFLW\ µWDNLQJ ZKDW LV OHDVW LPSRUWDQW LQ WKH
world-the discarded contents of a larder-and lavishing there the kind of attention
normally reserved for what is of suprHPH YDOXH¶ >%U\VRQ  S64]. If Bryson is
FRUUHFW &RWiQ¶V VWLOO OLIHV PD\ KDYH JLYHQ D UHDOLVWLF LQWHUSUHWDWLRQ RI IUXLW DQG
vegetables, but would not have been perceived by Cotán simply as a visual record
[Bryson 1990: p.64].
At this time, an interest in geometrical perspective had also developed in Spain.
Cotán took this interest to an extreme through applied geometry, making use of the
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VSKHUH WKH FRQH DQG WKH VTXDUH DV IXQGDPHQWDO JHRPHWULFDO IRUPV µDOPost for their
RZQVDNH¶>%U\VRQS.66]. AFFRUGLQJWR%U\VRQ&RWiQ¶VSUHFLVHDSSOLFDWLRQRI
geometry is topological, that is to say spatially flattening, in its effects [Bryson 1990:
p.69]. In the complement WR&XUWLV¶VPDJD]LQHDQG7hRUQWRQ¶VIORZHUERRNV there is a
pictorial representation of a Silver Rock Mellon by a George Brook (1804-12) [See
figu re 88] WKDWEHDUVDVWULNLQJUHVHPEODQFHWR&RWiQ¶VSDLQWLQJVZLWKDIUXLWVLPLODU
to those depicted by Cotán placed on a plinth in front of a simple background. Like
PDQ\ RWKHUV LQ 7KRUQWRQ¶V ERRNV %URRN¶V SDLQWLQJ LV more illustrative than
topological in the strict scientific-botanical sense [Synge 1990: p.65]. By the same
WRNHQGHVSLWHKLVFDUHIXOXVHRIJHRPHWU\VRLV&RWiQ¶V7KHUHDUHWKHUHIRUHGHVSLWH
appearances to the contrary, clear grRXQGV IRU GLIIHUHQWLDWLQJ EHWZHHQ &RWiQ¶V
paintings and similarly simplified images characteristic of scientific-botanical
illustration.
In his book Secret Knowledge, David Hockney asserts that Cotán, like Dürer
before him, used optics in the making of his paintings. According to Hockney, in
&RWiQ¶V SDLQWLQJV µWKH REMHFWV DUH DOO RQ WKH VDPH SODQH EHFDXVH RI GHSWK RI ILHOG
SUREOHPV¶ WKDW RFFXU GXH WR WKH DSSOLHG XVH RI D µKROH-in-the-ZDOO WHFKQLTXH¶ as
witnessed in the photographic evidence obtained by Hockney c 2006 [See figu re 89].
That is to say, Cotán can be understood to have placed objects closely together in
such a way that they would all be in focus when viewed and transcribed through the
use of a camera obscura or similar device. The framing of the objects as if surrounded
E\ D µVPDOOZLQGRZZLWKD OHGJH¶ EHLQJXVHGWRDWWDLQ DFFXUDF\RIUHSUHVHQWDWLRQDW
speed, thereby saving any food objects from decay [Hockney 2006: pp.106-107] (a
technique which would have made huge sense given the lack of food GXULQJ&RWiQ¶V
time).

141

Throughout the seventeenth and eighteenth centuries, artists continued to
produce still-lifes ostensibly similar to works of scientific-botanical illustration, for
example, the Dutch painter of flowers, Jacob Van Huysum (1687-1740), who in 1730,
was commissioned by English Parliamentarian Hugh Walpole to produce a Catalogue

Plantarum +X\VXP¶V SDLQWLQJV GLG QRW KRZHYHU FRQIRUP SUHFLVHO\ WR WKH
conventions of scientific-botanical illustration, since Huysum almost certainly
followed WKHH[DPSOHRIRWKHU'XWFKIORZHUSDLQWHUVZKRKDGµFUHDWHGDQGUHILQHGD
number of devices which helped them to achieve the illusioQ RI D FRQYH[ ERXTXHW¶
[See figure 90] [Taylor 1995: pp.194-196]. During the seventeenth century, the Dutch
were increasingly concerned with colonialist as well as scientific exploration and,
therefore, developed systems by which to accurately depict and exploit their new
findings. Holland was a Protestant Nation and during the seventeenth century adopted
certain attitudes towards its own wealth including a spectrum of responses to
affluence WKDW UDQJHG IURP µKLJK PRUDOLVP WR DQ[LHW\ FRQFHUQLQJ WKH UROH RI
FRQVXPSWLRQ¶DORQJZLWKWKHµH[XEHUDQWHQMR\PHQWRISOHQW\¶>%U\VRQ p.15]. As
D FRQVHTXHQFH µWKe aesthetic principles of still-lifes changed and finally shed all
UHOLJLRXV V\PEROLVP¶7KH µVHPDQWLF FRQWHQWRIDUWZDVUHGXFHGWRVHFXODUSUREOHPV
UHODWHG WR WKH ZRUOG LWVHOI¶ DQG WR WKH µGHPRQVWUDWLRQ RI PLGGOH-class virtues and
YDOXHV¶>6FKQHLGHUS201]. Despite its highly realistic appearance, Dutch flower
and still-OLIH SDLQWLQJ ZDV KRZHYHU QRW VR PXFK DQ µDUW RI WUDQVFULSWLRQ¶ DV LV
conventionally supposed to be the case with regard to scientific-botanical illustration)
DV µDQ DUWRI LOOXVLRQ¶ >7D\ORU 1995: pp.194-196].43 'XWFK µZLOOLQJQHVV WR UHJDUGWKH

43

Blunt and Stearn, writing in The Art of Botanical Illustration, state WKDWµWKHVHYHQWHHQWKFHQWXU\ZDV
SUREDEO\ GRPLQDWHG E\ (QJODQG¶V FRQWULEXWLRQV WR ERWDQ\ ZKLOVW )UDQFH DQG +ROODQG GRPLnated the
development of flower depictions¶,Q)UDQFHsome derivative works were produced via the traditions
of the herbal proper, but also more refined works linked with the illuminated manuscripts in the works
of Rabel, Robert and Aubriet. In Holland, flowers were becoming an increasingly prominent aspect of
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SDLQWHU¶VFUDIWDVIRXQGHGXSRQHPSLULFDOSURFHGXUHVZKLFK could be directly aided by
an optical device ZDV µSHUIHFWO\ LQ NHHSLQJ ZLWK RQH of the main thrusts of Dutch
seventeenth FHQWXU\ VFLHQFH¶ DQG the refining of optical technologies [Kemp 1990:
p.@:LOOHP.DOI¶VVWLOOOLIHV such as Still life with the Drinking Horn, of the Saint

Sebastian, of 1653, which depicts a large lobster on a table or plinth, with goblets and
fruits [See figu re 91] and Paulus TheodRUXVYDQ %UXVVHO¶VDQG the Jan van Huysum
flower paintings held in the Dutch National Gallery, Amsterdam. All depict plinths
that could have been a focus for an optical devise used to aid still-life production.
Hockney refers to the space defined by the exWHQW RI WKH SOLQWK DV D µVZHHW VSRW¶
RXWVLGHRIZKLFKµLWLVLPSRVVLEOHWRJHWWKHLPDJHLQWRVKDUSIRFXV¶>+RFNQH\
p.103]. This use of a plinth as a stage for still-life objects would have allowed for
those objects to sit neatly within a defined space as a means of procuring a realistic
image. It did not, however, enable the kind of topological transcription demanded by
botanical illustration.
The largely shadowless forms of seventeenth and eighteenth century Dutch stilllife and flower paintings suggest a composite form of painting. The depiction of
individual flower head and still life objects in Dutch painting often suggests multiple
light sources, some of which are unrelated to the generalised lighting of the whole
image and that are possibly made up. Foucault, in Manet and the Object of Painting
states that µWKH SLFWXUH DOZD\V UHSUHVHQWV¶ LQ DGGLWLRQ WR LWV VXEMHFW µD FHUWDLQ OLJKW
VRXUFH ZKLFK VZHHSV WKH FDQYDV DQG SURYRNHV XSRQ¶ WKH VXEMHFW UHSUHVHQWHG
[Foucault, 2009: p.58]. This light source Foucault argues, gives rise to modeling, and
presents a relief VXJJHVWLQJKROORZVHWF¶7hat, Foucault himself attests, began in the

everyday life. The related craze of tulipomania can ultimately be understood to have degenerated into
µZKDWFDQRQO\EHGHVFULEHGDVDVWRFNH[FKDQJHRIIORZHUV¶>%OXQWDQG6WHDUQS@
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quattrocento. In making this claim, Foucault fails to take in to account the way in
which artists actually make their images. Even images made using optics often
involve a combining of views apprehended over time and therefore persistent shifts in
light source and lighting effects. Furthermore, they also involve artful arrangements
of light and shade on the part of artists that work compositionally but that are not
wholly consistent optically.
What is more, Hockney states that multiple optical devices could have been
used in the production of a single image. Here Hockney cites the work of Juan van der
Hamen Léon, who grouped still-lifes on a collection of separate plinths. This allowed
the artist to concentrate upon the representation of one still-life composition at a time
EHIRUHFRPELQLQJWKRVHUHSUHVHQWDWLRQVµWRFUHDWHWKHELJJHUSLFWXUH¶>+RFNQH\
p.108]. Dutch painters of the eighteenth FHQWXU\µQHYHUVDZWKHERXTXHWVWKH\SDLQWHG
VLQFH WKH ERXTXHWV QHYHU H[LVWHG¶ 7KH\ WRR ZHUH FRPSRVLWHV FRQWDLQLQJ LQGLYLGXDO
pieces of visual information stitched together to create an illusory whole [Taylor
1995: pp.194-196]. Flowers were strategically placed so that complementary contrasts
ZRXOGRFFXUµDWVWUDWHJLFSRLQWVQHDUWKH IURQW¶RIWKHSDLQWLQJ>7D\ORU pp.194196]. Dutch paintings could not have depicted free-standing still-lifes, as the objects
they represented would have been arranged and lit selectively over time [Taylor 1995:
pp.196-197]. Dutch painters regarded this practice as a part of their craft and as
µIRXQGHG XSRQ HPSLULFDO SURFHGXUHV¶ LQ NHHSLQJ ZLWK D FRQWHPporaneous view of
science [Kemp 1990: pp.192-193]. The use of the camera obscura would therefore
KDYHEHHQVHHQDVµUHODWLYHO\IUHHIURPWKHVWLJPDVRIPLQGOHVVQHVVRUHYHQFKHDWLQJ¶
Indeed, there is written evidence in the form of contemporary accounts that names
Dutch painters who used a camera obscura [Kemp 1990: p.193].
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&RWiQ¶VVWLOO-lifes (and those of Dutch painters of the seventeenth and eighteenth
centuries are both representative of a continuing artistic practice of creating realistic
illusions of objects set within relatively shallow illusioQLVWLFVSDFHV'HVSLWHµFRQVWDQW
>«@ IDVW- moving changes occurring in the spheres of ideology, economics, and
teFKQRORJ\¶ GXULQJ WKH HLJKWHHQWK FHQWXU\ YHU\ µOLWWOH DFWXDO LQQRYDWLRQ¶ WRRN SODFH
within this particular art practice [Bryson 1990: p.12], regardless of the high levels of
skill required by artists and the myriad properties expected to be applied by this
SDUWLFXODU VW\OH RI LPDJH PDNLQJ 0DQ\ EHJDQ WR IHHO WKDW µPHUH UHSUHVHQWDWLRQ ZDV
VRPHKRZPHFKDQLFDO>«@DPLQGOHVVWULFNSOD\HGE\VRPHRQHZLth a steady hand and
DJUHDWGHDORISDWLHQFH¶>7D\ORU pp.194-196].
&ODUD 3HHWHUV¶ -21) paintings of flowers, fruit and table wares similar to
the contents of a Xenia style painting, but far more lavish, and Ambrosius Bosschaert
WKHHOGHU¶V (1573-1621) IORZHUSDLQWLQJVZKLFKPDNHµHDFKEORRP >«@ visible by an
artificially disjointed composition and an uneven fall of light¶>7D\ORUSS194@ DUH FRPSRVLWLRQDOO\ DQG VW\OLVWLFDOO\ YHU\ VLPLODU WR 1RUWK¶V RZQ SDLQWLQJV RI
flowers. North was tutored by the Dutch painter von Fowinkel at a time when the
'XWFK VW\OH ZDV VWLOO UHJDUGHG DV µWKH UHDOLVW DUW IRUP SDU H[FHOOHQFH¶ >7D\ORU 1995:
pp.194-196] and the filling of the canvas with flowers by Dutch painters is mirrored
LQ VRPHRI1RUWK¶VSDLQWLQJV1RUWK¶V VWLOO-life paintings also demonstrate a possible
indebtedness to earlier forms of painting. Painting 0615, Collection of Fruits, Painted

at Lisbon [See figu re 92], depicts an array of vegetables and fruits accompanied by a
basket. There are evident references to Xenia style paintings through the depiction of
figs and grapes that appear alongside the simple woven basket. The simplicity of the
FRPSRVLWLRQLVDOVRUHPLQLVFHQWRI&RWiQ¶VUHSUHVHQWDWLRQRIHYHU\GD\REMHFWVSODFHG
upon a plinth. In Illustration 0700, Foliage and Fruit of the Tamarind and Flowers
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and Fruit of the Pawpaw in Java [See figu re 93], North makes use of a similarly
simplified compositional arrangement; this time depicting tamarind and pawpaw fruit
placed in front of a plDLQURXJKO\SDLQWHGWDXSHEDFNJURXQGʊDVLIWRSODFHHPSKDVLV
XSRQ WKH IUXLW¶V ERWDQLFDO JURXSLQJ 7KH SDZSDZ KDV D VHFWLRQ UHPRYHG IURP LW WR
UHYHDO WKH VHHGV LQVLGH DQG WR WKH OHIW RI WKH LPDJH YLHZHU¶V ULJKW  ZH VHH DQ XQripened fruit with an attached blooming flower as well as one still in bud. The
seedpod is present too and the leaf structure is represented at the back of the grouping,
still attached to the branch. This is not a conventional botanical rendering, as the style
relies heavily on traditional forms of still-life composition. Nevertheless, it
accommodates a rough schema similar to that of Ehret. In painting 0255, Indian

Rhododendrons and North A merican Honeysuckle [See figure 94], an arrangement of
flowers is represented in a rough bouquet. Again the objects touch the edges of the
page and the three floral forms are beautifully depicted with good handling skills with
the three-dimensional roundness of the flowers and leaves displaying artistic rather
than botanical tendencies. The painting is sentimental in tone however and is
reminiscent of chocolate box illustrations found in Victorian bell jar configurations as
well as handmade, decoupage greetings cards.

µ3UHVHQW¶

According to Guy Brett writing in Chilean Flora, Through the Eyes of Marianne

North 1884, tension between scientific and artistic ways of seeing is a fascinating
DVSHFWRI1RUWK¶VSDLQWLQJV,WLVDWHQVLRQ, which %UHWWDUJXHVWRXFKHVµXSRQGHHSHU
culturaOFRQWUDGLFWLRQV¶>%UHWW 1999: p.33] within Victorian society. During VLFWRULD¶V
UHLJQLWZDVSHUFHLYHGWREHµXQEHFRPLQJIRUDODG\WRHDUQPRQH\¶WKURXJKGUDZLQJ
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[Lambourne 2005b: p.@DVWKHµDFFRPSOLVKPHQWRIGUDZLQJDOWKRXJKSURSHUIRUD
young lady to acquire, was not expected to lead to a SURIHVVLRQDOFDUHHU¶[Lambourne
2005b: p.306]. The various nuances placed upon the terms professional and amateur
were important to the Victorians. A stigma was attached to professional pursuits by
women that included not only the arts but also sport and music. Moreover, it was
considered proper WKDW ZRUNV SURGXFHG E\ DPDWHXU DUWLVWV VKRXOG EH µOHVV
accomplished than work produced IRUILQDQFLDOJDLQ¶>/DPERXUQHES311].
7KH VXEMHFW RI SDLQWLQJ IRU PRQH\ GLG DULVH GXULQJ RQH RI 1RUWK¶V MRXUQH\V
While in Brazil during 1872-73, North referred to the matter in her diary stating that a
µFKLHIRISROLFH>«@DQHGXFDWHG PDQRIJRRGIDPLO\>«@ZDVH[WUHPHO\FXULRXVWR
know why I was traveling alone, and painting. Did the Government pay my expenses?
I certainly could not pay thePP\VHOIDV,ZDVWRRVKDEELO\GUHVVHGIRUWKDW¶1RUWK
WROGWKHPDQWKDWZKHQVKHUHWXUQHGKRPHVKHKRSHGWRµSDLQWDSLFWXUHRIWKH2UJDQ
0RXQWDLQV DQG WR VHOO LW IRU VR PXFK PRQH\ WKDW LW ZRXOG SD\ DOO P\ H[SHQVHV¶
FRQFOXGLQJµWKHQDWODVWKHXQGHUVWood what I traveled for, for is not money the end of
DOOWKLQJV"¶>+X[Oey 2002: p.80].
During the 1950s, William T. Stearn professed in The Art of Botanical

Illustration WKDW LW VWLOO VHHPHG LPSROLWH WR ZULWH DERXW 1RUWK¶V SDLQWLQJV VLPSO\
because of her presentation of a gallery to Kew Gardens. As a result, it seemed right
WRDFNQRZOHGJH1RUWKFKLHIO\IRUVFRXULQJWKHµZRUOGIRUVSHFWDFXODUSODQWVZKLFKVKH
SDLQVWDNLQJO\ DQG DFFXUDWHO\ UHFRUGHG LQ RLOV LQ WKHLU QDWXUDO VXUURXQGLQJV¶ 6WHDUQ
indicates that at that time botanists UHJDUGHG 1RUWK µSULPDULO\ DV DQ DUWLVW DOWKRXJK
she discovered and portrayed sSHFLHV QHZ WR VFLHQFH¶; a point of view with which,
µDUWLVWV ZLOO KDUGO\ DJUHH IRU KHU SDLQWLQJ LV DOPRVW ZKROO\ ODFNLQJ LQ VHQVLELOLW\¶
Stearn goes on WRGHVFULEHWKH¶GLVDJUHHDEOHLPSUHVVLRQ¶PDGHE\1RUWKSLFWXUHVDQG
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DUJXHVWKDWWKLVLVµHQKDQFHGWKURXJKKHUGHWHUPLQDWLRQWRGLVSOD\SDLQWLQJVLQD
JDOOHU\ EDUHO\ FDSDEOH RI VKRZLQJ ILIW\ WR DGYDQWDJH¶ 6WHDUQ DOVR VWDWHV WKDW µKHU
work, being painted in oils, is almost unaffected by light and remains perennially
gaudy, whereas the choice little collection of miscellaneous water-colours formed by
Sir Arthur Church and formerly on exhibition at Kew almost became a total loss
through prolonged exposure to light¶. 6WHDUQ IDYRXUHG 1RUWK¶V VLVWHU &DWKHULQH¶V
SDLQWLQJVZKLFKKHGHVFULEHVDVµ0RUHDPDWHXUEXWPRUHVHQVLWLYH¶ [Blunt and Stearn
2000: pp.276-@ &DWKHULQH¶V H[SODQDWLRQ RI 1RUWK¶V WHFKQLTXH ZDV WKDW VKH
µSDLQWHGDVDFOHYHUFKLOGZRXOG¶GXHWRµYHU\OLWWOHWUDLQLQJ¶DQGZHQWRQWRGHVFULEH
KHU DV µLPSDWLHQW¶ [Brett 1999: p.34]. Catherine also stated that North µZDV QRW D
ERWDQLVWLQWKHWHFKQLFDOVHQVHRIWKHWHUP¶VLQce her feelings were for plants and their
µEHDXWLIXOOLYLQJSHUVRQDOLWLHV¶, viewing them ratKHUOLNHµKXPDQIULHQGV¶>%UHWW
p.33].
Sir Joseph Hooker received an apology from North concerning the quantity of
SDLQWLQJVVKHZDVSURGXFLQJRQ.HZ¶VEHKDOI1RUWKVWDWHGµ,IHDU \RXGRQRWWKLQN
me too idle for not painting moUH RQ \RXU OLVW¶ 1RUWK also confessed to being very
SURXGRI'DUZLQ¶VLQWHUHVWDQGWKDWKHKDGHQFRXUDJHGKHUWRYLVLt Australia [Huxley
2002: p@ 1RUWK¶V WHFKQLTXH VWRRG LQ VWDUN contrast to that of a favoured male
botanical illustrator Walter Hood Fitch (1817-92), who was employed by both
William and Joseph Hooker. Fitch was to illustrate +RRNHU¶V field sketches of
µ+LPDOD\DQSODQWVZKLFKDSSHDUHGLQ¶DQGZDVGHVFULEHGDVDQµLQFRPSDUDEOH
ERWDQLFDO DUWLVW¶ ZLWK DQ µunrivalled skill in seizing the natural chDUDFWHU RI D SODQW¶
[Blunt 1990: pp.46-47].
The Australian illustrator, Ellis Rowan (1848-1922) was an influence on
1RUWK¶VZRUNDV DSDLQWHUDQGDFRQWDFWLQ $XVWUDOLDZKHUH1RUWK YLVLWHG KHU LQWKH
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1870s. Rowan, like North was a woman of privileged means and had met North on a
SUHYLRXVYLVLWWR(QJODQG1RUWKKDGEHHQVRLPSUHVVHGE\5RZDQ¶VHQGeavours that it
SURPSWHG KHU WR WU\ WR HQJDJH 6LU -RVHSK +RRNHU¶V LQWHUHVW LQ KHU SDLQWLQJV >North
1882-1938: MN/2/3 North Gallery Letters]. Like North, Rowan was a largely
untrained amateur botanical painter who specialised in flowers as well as birds and
RFFDVLRQDOO\LQVHFWV5RZDQ¶VZRUNZDVVDLGWRFURVVµWKHERXQGDULHVEHWZHHQDUWDQG
QDWXUDO KLVWRU\ LOOXVWUDWLRQ¶ DQG KHU SDLQWLQgs were considered impressionist in style
[Ellis Rowan 2006]. In The Flower Hunter Ellis Rowan, Patricia Fullerton claims that
5RZDQFLWHG1RUWKDVDQLQIOXHQFHXSRQKHURZQZRUNVWDWLQJWKDW1RUWKµPD\KDYH
encouraged Rowan in the techniques of oil paintLQJ¶JLYLQJKHUµLGHDVDERXWSODFLQJ
IORZHUVLQWKHLUQDWXUDOKDELWDW¶DQGHQFRXUDJLQJKHUWRµVKRZVXUURXQGLQJYHJHWDWLRQ
in a ODQGVFDSH EDFNJURXQG¶ WKDW LQFOXGHG µDWPRVSKHULF HIIHFWV VXFK DV D EURRGLQJ
stoUP RU D VHWWLQJ VXQ¶ >)XOOHUWRQ  S5]. NortK PD\ DOVR KDYH µLQVSLUHG 5RZDQ
ZLWKLGHDVRIIUHHGRPWRWUDYHO¶JLYLQJKHUDGYLFHRQWKHµZULWLQJRIKHUDGYHQWXUHV¶
DVZHOODVµKRZWRKRXVHDQGSURPRWHKHUZRUNVIRUSRVWHULW\¶>)XOOHUWRQS5].
5RZDQ ZURWH RI 1RUWK VD\LQJ µ, EHFDPH KHU GHYRWHG Ddmirer, and she became the
pioQHHU RI P\ DPELWLRQ¶ >)XOOHUWRQ  S@ 5RZDQ¶V µORYH IRU WKH IORUD RI
$XVWUDOLD¶FRPELQHGZLWKKHUHQHUJ\WRUHSHDW1RUWK¶VHQGHDYRXUVGURYHDGHVLUHWR
complete a collection of floral paintings that carried her into other colonies and some
RIWKHUHPRWHVWSDUWVRI$XVWUDOLD¶>Ellis Rowan 2006]. Rowan did not, however, stop
DW $XVWUDOLD /LNH 1RUWK VKH µZRXOG WUDYHO WKH ZRUOG LQ VHDUFK RI IORZHUV¶ DQG LV
FUHGLWHGDVKDYLQJµSDLQWHGPRUHVSHFLHVRI$XVWUDOLDDQGWKHLQWHUQational flora than
any other artist of her era¶>Ellis Rowan 2006@5RZDQ¶VSDLQWLQJVKDYHEHHQYDOXHG
highly, with the Australian government paying five thousand pounds for a collection
of her work in 1923 [Ellis Rowan 2006]. Like North, there is also an acceptance that

149

Rowan produced paintings that combined artistic and scientific modes of
UHSUHVHQWDWLRQ$UWKLVWRULDQVKDYHFRQVHTXHQWO\SODFHG5RZDQµLQWKHFDWHJRU\RID
WDOHQWHG LOOXVWUDWRU¶ ZKLOH µVFLHQWLVWV TXLHWO\ SRLQW RXW WKDW KHU SDLQWLQJV ODFN the
details of tUXO\ERWDQLFDODUW¶>Ellis Rowan 2006@7KHUHFHSWLRQRI5RZDQ¶VSDLQWLQJ
therefore HFKRHV:LOIUHG%OXQW¶VYLHZLQ In for a PennyʊA Prospect of Kew Gardens
WKDW1RUWK¶VSDLQWLQJVDUHDUWistically unattractive [Blunt 1978: p.185].
In A Vision of Eden, Anthony Huxley StateV WKDW 1RUWK¶V ZRUN KDG EHFRPH
impressionistic during her time in Australia [Huxley 2002: p.13]. Painting outdoors
would certainly have been difficult and North may have had to work in part with
memories of her visual experiences. Paintings by Rowan are deeper in their
colouration as witnessed in her painting of a Gymea Lily c.1887-1889 [See figure
95]. 1RUWK¶V interpretation of the same plant species representV PRUH RI WKH SODQW¶V
structure and has a constancy of colour, which makes use of a lighter palette [See
figu re 96]. North may have painted her Australian pictures in one sitting, which
would account for the LQVLSLGFRORXUDWLRQ1RUWK¶VZRUNLVJHQHUDOO\WKHPRUHIOXLGRI
WKH WZR ZLWK 5RZDQ¶V SDLQWLQJV RIWHQ DSSHDULQg a little gauche and stiff. North
comments in her diDU\WKDWµ0UV5¶ KDG KHURZQSHFXOLDUZD\RIZRUNLQJRQJUD\
paperDGGLQJWKDWVKHµDGPLUHGKHUJHQLXVDQGSUHWWLQHVV¶>1RUWKES149].
A set of screens by Ellis Rowan c.1890, and housed at the Botanic Gardens in
Adelaide, are reminiscent of paintings by North in the upper atrium [See figure 97]
and on the surrounds of the NorWK JDOOHU\¶V LQQHU GRRUV DW .HZ 0RVW RI 1RUWK¶V
pictures were painted on board. However the pictures that were painted for the atrium
RIWKH1RUWKJDOOHU\DUHRQOLQHQFDQYDVIL[HGZLWKDGKHVLYHJHVVRLQFRUSRUDWLQJµILVK
VZLPEODGGHU¶7KLFNSDLQWZDVSODFHGRQWRSRIWKHJHVVRDQGWKHUHLVHYLGHQFH\HW
again, that it was mixed directly on the support [Farley 2007]. It had been originally
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WKRXJKW WKDW 1RUWK¶V SDLQWLQJ  (no title given), originally situated high in the
atrium of the North gallery, before its removal to the Economic Botany building at
Kew (possibly sometime during the 1980s), had been placed flush to the wall.
However, this would have given the viewer looking upwards a false perspective. So it
was almost certainly tilted downwards in the direction of the viewer. The painting
was one of a series of pictures made specifically for the upper atrium of the North
gallery that have now been returned as part of the restoration of 2008. The style of
these paintings were thought to have been made deliberately crude because of their
GLVWDQFH IURP WKH YLHZHU ZLWK WKH SDLQWLQJV¶ EODFN EDFNJURXQGV FUHDWLQJ D VWULNLQJ
visual contrast bringing the flowers represented by them forward for the viewer.
5RZDQ¶V VFUHHQ H[KLELWV WKH VDPH WKHDWULFDOLW\ DV WKH SDLQWLQJV LQ WKH XSSHU
atrium of the North gallery. They are similar in style to screen paintings produced as
part of the aesthetic movement of the 1890s, especially those of W.E. Nesfield
[Calloway and Le Orr 2011: p.@ 5RZDQ¶V VFUHHQV DUH UHVSOHQGHQW with the
morning glory plant [See figu re 98], a flower North painted on more than one
RFFDVLRQ5RZDQ¶VFKRLFHRIZDWHUFRORXUDQGJRXDFKHPHGLXPPDUULHVZLWK1RUWK¶V
habitual use of oil paint insofar as marks made by gouache can, like oil, be corrected
HDVLO\ WKURXJK WKH DSSOLFDWLRQ RI IXUWKHU OD\HUV RI SDLQW 5RZDQ¶V VFUHHQV WKHUHIRUH
appear thickly painted as if in oils. The SDQHOLQJXVHGRQ5RZDQ¶VVFUHHQValso repeats
1RUWK¶VXVHRIMDSDQQHGIUDPLQJZLWKLQWKH1RUWKJDOOHU\
7KH +XGVRQ 5LYHU 6FKRRO¶V IRXQGLQJ PHPEHU 7KRPDV &Rle (1801-1848)
arrived in the USA µIURP(QJODQGLQ1818 at tKHDJHRIVHYHQWHHQ¶>/HMD: p.26].
+H EHOLHYHG WKDW µ>L@I OLNH QDWXUH DUW ZDV D GLYLQH WDVN PRUDOLW\ VHUYHG E\ DUW DQG
QDWXUH ZDV HQOLVWHG WR DVVLVW PDQ WRZDUG KLV GLYLQLW\¶ [Novak 1997: S@ &ROH¶V
career coincided with the upholding of the American landscape as an effective
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substitute for a missing national tradition. America was old EHFDXVHWKHµIRUHVWVDQG
PRXQWDLQVVSRNHRI$PHULFD¶VPRVWVLJQLILFDQWDQWLTXLW\¶RQHWKDWUHPDLQHGLQDSXUH
DQG µXQFXOWLYDWHGVWDWH¶>1RYDNS@DQGWKDWSODFHG $PHULFD¶VµLQGHSHQGHQW
nationhood¶ DW WKH IRUHIURQW >Blayney Brown 2001: p.@ RI LWV SRSXODWLRQ¶V
LPDJLQDWLRQ µ&ROH KDG VWXGLHG 7XUQHU LQ /RQGRQ¶ DQG WRRN KLV µPRWWR >«@ IURP
%\URQ¶+HDOVRDOLJQHGKLPVHOIZLWK3UHVLGHQW$QGUHZ-DFNVRQ¶V-DFNVRQLDQSROLWLFV
that were thought by some, WREHµGLYLVLYHDQGDUELWUDU\¶DQGZKLFKZHUHVDLGE\KLV
opponents to have PDGH KLP µD PRGHUQ &HVDU¶ >%ODyney Brown 2001: p.243]. The
Hudson River School, not to be confused with the later Hudson Bay River Group,
took its name from the Hudson River, which was itself named after Henry Hudson
(1560s/70s-1611), an Englishman working for the Dutch East India Company who in
1609 sailed up the river that now bears his name [Hampson 2005]. The Hudson River
6FKRROµIORXULVKHGEHWZHHQDQG¶DWµDWLPHRI JUHDWQDWLRQDOLVWVHQWLPHQW¶
LQWKH86$DVZHOODVµWKHQHDUGLVVROXWLRQRIWKHFRXQWU\GXULQJWKH&LYLO:DU¶7KH
VFKRRO SURGXFHG LPDJHV RI D µQHZ ZRUOG ZLOGHUQHVV¶ IRU D QHZ EUHHG RI PHQ
[Hampson 2005].
Writing in Nature in 1836, Ralph Waldo Emerson (1803-1882), regarded as the
father of transcendentalism in America, 44 VXJJHVWHGWKDWDµGHYRWLRQWRDQGLPPHUVLRQ
LQQDWXUH¶FRXOGDFKLHYHDµVSLULWXDOUHJHQHUDWLRQDQG XQLRQZLWK*RG¶>2¶7RROH
pp.12-13]. The artists who maintained the philosophy of the American
7UDQVFHQGHQWDOLVW PRYHPHQW ZHUH WKH /XPLQLVWV ZKRVH SDLQWLQJV ZHUH µPRGHVW LQ
VL]HDQGDSSDUHQWDPELWLRQ¶7KH\GUHZIUom the Dutch tradition DQGXSRQDµIUDJLOLW\
of classic understatePHQW¶ 7KLV FRQWUDVWHG ZLWK the Hudson River schools often,
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Emerson was the leading force behind the establishing of µ7KH6DWXUGD\&OXE¶, a focus not only for
friendship but also literary engagement. Ultimately, there were two clubs, the latter being known as the
Magazine Club [Emerson 1918: p.10]. The Saturday COXE DOVREHFDPHNQRZQDVWKHµ$JDVVL]&OXE¶
[Emerson 1918: p.30] and North was allegedly a member.
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µEDURTXH UKHWRULF¶ >1RYDN 1997: p.28]. Paintings by the Luminists also contain
µSDUDGR[HV ZKLFK ZLWK H[WUDRUGLQDU\ VXEWOHW\ HQJDJH LQ D GLDOHFWLF WKDW JXLGHV WKH
onlooker towards a OXFLG WUDQVFHQGHQWDOLVP¶ 7KH FODULW\ of these, Luminist painted
atmosphHUHVLVµDSSOLFDEOHERWKWRDLUDQGFU\VWDOWRKDUGDQGVRIWWRPLUURUDQGYRLG¶
[Novak 1997: p.@0RUHRYHUWKH\ZHUHPDGHWRµDEROLVKWKHHJR¶ʊILUVWµWKDWRIWKH
artLVWWKHQWKHVSHFWDWRU¶>1RYDNS29].
&ROH¶V SDLQWLQJV OLNH -RKQ 0DUWLQ¶V (1789-1854) envisaged rapture and a
SHUFHLYHGµSXULW\RIWKHXQPDUNHG$PHULFDQODQGVFDSH¶&ROHFODLPHGWKDWµZKHUHWKH
wolf roams, the plough shall glisten, on the gray crag shall rise temple and tower mighty deeds shall be done in the now pathless wilderneVV¶ >2¶7RROH  S14].
This attitude reveals that the occupants of the new land of America were not aware or
accepting of the society and culture of its existing indigenous peoples. The naturalist
3RLYUHZDVVFRUQIXORIVXFKDWWLWXGHVUHIHUULQJWRWKHµcRORQLDOFRQTXHVWV¶RI$PHULFD
as an act of barbarity FDUULHGRXWE\PHQµ>Z@KRFDOOWKHPVHOYHVVRFLYLOL]ed, so soft
DQGVR&KULVWLDQ¶>*URYHS205].
European visitors such as the French writer Jean de Crèvecoeur (1735-1813),
one of the first to expound on the expansive countryside and seemingly limitless
IURQWLHUV RI WKH 1HZ :RUOG FRPSDUHG LWV µVFHQHU\ WR WKDW RI WKH µROG ZRUOG¶ +LV
letters were first published in London LQ  DQG ZHUH RI VXFK JUHDW µinterest to
(XURSHDQV¶WKDWWKH\ZHUHWKHQSXEOLVKHGLQ3DULV>2¶7RROHS13]. North herself
ZURWHRIWKH+XGVRQDV µOLNHD YHU\ PLOG 5KLQH PLQXVWKHFDVWOHV¶>1RUWKD p.
65]. The Rhine itself had been furnished with follies in the form of castles under the
reign of Ludwig II (1845-1886) ZKR µJDYH ZD\ WR VXFK H[WUDYDJDQW PHGLHYDO
IDQWDVLHV¶ LQFOXGLQJ µWKH YDVW FDVWOH RI 1HXVFKZDQVWLHQ VWDUWHG LQ ¶ LQ LWV
µPRXQWDLQRXV VHWWLQJ RI VRXWKHUQ %DYDULD¶ [Blayney Brown 2001: p.236]. North
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indicated that she preferred the Hudson River because it was in a state of nature and
QRW OLWWHUHG ZLWK FDVWOHV 6RPH µILUVW-JHQHUDWLRQ DUWLVWV DQG QDWXUDOLVWV¶ WKRXJKW
$PHULFD DQG KHU µlakes and rivers appeared less pLFWXUHVTXH WKDQ WKH 5KLQH¶ VLPSO\
EHFDXVH (XURSH¶V ODQGVFDSH FRQWDLQHG µDJLQJ FDVWOHV DTXHGXFWV SHULVW\OH WHPSOHV
and other arcKLWHFWXUDOUHPDLQV¶>2¶7RROHS13]. The American landscape was
DOVR FULWLFL]HG IRU LWV µODFN RI GUDPD FRPSDUHG WR WKH $OSV¶ >2¶7RROH  S13].
(DUO\ ZULWHUV ODPHQWHG WKH µODFN RI VSOHQGRXU¶ LQ $PHULFDQ WRSRJUDSK\ and of the
DQQR\DQFH RI QRW EHLQJ DEOH WR PDNH VHQVH RI µWKH XQGRPHVWLFDWHG WDQJOH RI
ZLOGHUQHVV¶ WKDW ZRXOG FRPH WR EH UHJDUGHG E\ $PHULFDQ DUWLVWV DQG LWV µJHQHUDO
SXEOLF>«@DVDV\PERORIWKHLQGHSHQGHQFHRIWKH$PHULFDQVSLULW¶7KHFRORQL]HUVRI
$PHULFD µFHOHEUDWHG WKH IDFW WKDW ZKHUHDV (XURSH ZDV PDUUHG E\ WKH VXFFHVV DQG
IDLOXUHV RI PDQ $PHULFD RIIHUHG SXULW\ DQG IUHVKQHVV FRQVHFUDWHG E\ *RG¶V
beneficencHʊDQHZ(GHQ¶>2¶7RROHS13], despite the perceived purity of the
American landscape being marred increasingly by industrialization.
Despite these differences in outlook, there are philosophical comparisons to be
made, between European and America landscape art [2¶7RROH  S13]. The
paintings of the Hudson River School, with their depictions of vast landscapes, offer a
decidedly awestruck vision of the new world [Blayney Brown 2001: p.128]. As such,
they can be understood to coincide with an eighteenth-century European
preoccupation with the aesthetic category of the sublime as given shape in the work of
writers such as Edmund Burke (1729-1797) and Immanuel Kant (1724-1804). It was
(GPXQG %XUNH ZKR µLGHQWLILHG >«@ PRPHQWV ZKHQ WKH µVXEOLPH¶ character of a
particular scene imbued it with a special quality of beauty, which was at the same
time both admirable and awe inspiring, but also capable of importing a frisson oIIHDU¶
(re frightening) [Meyer 1992: p.10]. They also chime with Phillipp OttR 5XQJH¶V
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(1777-1810) thought, put forward in 1802 in relation to German painting, that
µHYHU\WKLQJ WHQGV WRZDUGV ODQGVFDSH¶ DQG WKHUHIRUH µORRNV IRU VRPHWKLQJ certain
LQ>«@XQFHUWDLQW\¶ >%ODyney Brown 2001: p.@ 7KHUH ZDV D µFRQYHUJHQFH RI
IRUPXOD¶ EHWZeen British romantic nature painting of the eighteenth and nineteenth
centuries and that of North America. This formula, which typifies most eighteenth
and nineteenth-century landscape painting, can be witnessed through works of
numerous artists ZKR µDQVZered the demand for magnificent, characteristic
landscapes in the IRUPRISDLQWLQJV¶>+RR]HHb: pp.180-181]. Romanticism was
to be at the core of art as well as science and religion in America. The Romantic
conception of individual vision extended through sublime experience would spread
like a contagion [Kirwan 2005: p.22]. For many American painters, science and art
were both routes to God and they attempted to Christianize science through their
ZRUN ,W ZDV µKRSHG WKDW DUW¶V LQWHUSUHWLYH FDSDFLWLHs would reconcile the
contradictions science was forcing on the nineteenth FHQWXU\¶>1RYDNS9]. The
$PHULFDQ DUWLVW ZRXOG GHDO ZLWK µUHOLJLRXV PRUDO SKLORVRSKLF DQG VRFLDO LGHDV
SURMHFWLQJ WKHP RQWR WKH $PHULFDQ ODQGVFDSH¶ WKHUHE\ GHYHORSLQJ D QDtionalistic
LFRQRJUDSK\WKDWSODFHGWKHµIDFH of God in the landscape¶ [Novak 1997: p.15].
7KH WHUP SLFWXUHVTXH ZDV WUDQVODWHG IURP WKH ,WDOLDQ µSLFWWRUHVFR¶ LQ WKH HDUO\
eighteenth FHQWXU\ EHFRPLQJ D µKHDYLO\ ORDGHG DHVWKHWLF WHUP¶ [Gage 2007: p.35].
This translation leG WR WKH µSXEOLFDWLRQ RI PDQ\ JXLGH-books to the picturesque
UHJLRQVRI%ULWDLQ¶:RUGVZRUWKKDGµVRXJKWIRUPDQ\ \HDUVWREULQJVRPHRUGHUWR¶
DHVWKHWLF QRWLRQV VXUURXQGLQJ WKH SLFWXUHVTXH DQG µLQ DQ XQSXEOLVKHG HVVD\ RQ WKH
sublime and thHEHDXWLIXO¶RIDURXQGKHUHMHFWHGµ*LOSLQVHTXHPHWKRGVRIYLVXDO
DQDO\VLVRXWRIKDQG¶>Gage 2007: p.35]. In 1792, Gilpin had constructed an aesthetic
treatise for artists entitled, Three Essays on Picturesque Beauty on Picturesque Travel
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and on Sketching Landscape LQ ZKLFK KH µH[SRXQGHG LQ WKH LQILQLWH YDULDEOHV LQ
QDWXUH FUHDWHG E\ GLIIHUHQW FRQGLWLRQV RI OLJKW DQG VKDGH¶ +H DOVR XUJHG Drtists to
study these elements first hand 0RUHRYHU *LOSLQ µUHFRJQL]HG WKDW QDWXre was
VRPHWLPHV LPSHUIHFW¶ DQG UHTXLUHG D SDLQWHU¶V µDVVLVWDQFH WR LPSURYH RQ LW ZKHQ
QHHGHG¶7KHVHµQHFHVVDU\LPSURYHPHQWV¶ZHUHSHUPLWWHGHYHQHQFRXUDJHGQRWRQO\
for the purpose of conveying or even improving the picturesque elements inherent in a
VFHQH¶EXWDOVRE\HQDEOLQJµWKH LOOXVWUDWLRQRIRWKHUXQGHUO\LQJLGHDVDQGSULQFLSOHV¶
[2¶7RROH  p.@ ,Q :RUGVZRUWK¶V YLHZ WKLV Gilpenesque intervention was an
unnecessary WDPSHULQJZLWKWKHSXULW\RIQDWXUH1HYHUWKHOHVV*LOSLQ¶VYLHZVFDQEH
seen as highly influential on the later Hudson River School, since he propounded the
FUHDWLRQ RI D UKRSRJUDSK\ RI WKH ODQGVFDSH WKURXJK WKH GHSLFWLRQ RI µQDWXUH ZLWKRXW
PDQ¶DVWURQJFKDUDFWHULVWLFRIHDUO\$PHULFDQODQGVFDSHV>2¶7RROH p.68].
Changes in technique were very much evident at the height of Romantic
painting. Changes that according to Blayney Brown in Romanticism, resulted in artists
such as Delacroix, re-painting the foreground of his Massacres at Chios after seeing
&RQVWDEOH¶V The Haywain of 1824 after it had been shown at the Paris Salon.
'HODFURL[¶V LPLWDWLRQ RI 7KH +D\ZDLQ¶V µVKLIWLQJ OLJKWV DFKLHYHG WKURXJK EURNHQ
colour DQG IOLFNHULQJ EUXVKZRUN¶ >%ODyney Brown 2001: p.175] extends the
µHPRWLRQDO FRQYLFWLRQ¶ WKDW makes Constable a Romantic [Blayney Brown 2001:
p.179].
7KH VXEOLPH DORQJ ZLWK WKH SLFWXUHVTXH µLPEXHG WKH DUW RI ODQGVFDSH ZLWK
VRPH RI WKH GLJQLW\¶ WKDW ZDV GHQLHG LW by academic conventions upheld by the
English Royal Academy [Meyer 1992: p.10]. Both the picturesque and the sublime
were strongly linked to romanticism. The earliest instances of the sublime related to
the Picturesque and romanticism can be witnessed in the paintings of John Robert
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Cozen (1752-97), who also had an early influence upon the work of Turner (1775  &R]HQ¶V Entrance to the Valley of the Grande Chartrenise in Dauphine of
1783, [Blayney Brown 2001: pp.128-129] can be understood to have interpreted
%XUNH¶VµPRXQWDLQVXEOLPHZLWKXQSDUDOOHGLQWHQVLW\RIIHHOLQJDQGHFRQRP\RIIRUP
DQG VXEWO\ RI SDOHWWH¶ ,W ZDV DQ DHVWKHWLF DSSURDFK WKDW µEXLOW RQ WKH WRQDO DQG
compositional elements in the watercolour medium of his father Alexander Cozen¶
(1717-86) [Blayney Brown 2001: pp.128-129].
Burke wrote [Blayney Brown 2001: p.128] that we should remember it is not
µWKH PRXQWDLQ LWVHOI WKDW LV VXEOLPH¶ EXW µUDWKHU the VWDWHRI WKH VRXO¶ >.LUZDQ :
p.@ %XUNH¶V WKHRU\ ZDV GLVOLNHG E\ WKH %ULWLVK SDLQWHU Joshua Reynolds (17231792) because it waV SHUFHLYHG WR EH RQO\ DERXW D µVLQJOH EORZ¶ WR SHUFHSWLRQ DQG
WKXVVLPSO\µRQHJUHDWLGHD¶>.LUwan 2005: p.17]. It was British writers who did the
most to develop and promote ideas associated with the sublime. It was also the British
ZKRDSSOLHGWKLVQHZHPRWLRQDOUHVSRQVHWRODQGVFDSHµZKHQ iWILUVWDSSHDUHGLQDUW¶
[Blayney Brown 2001: p.128].
Invocation of the sublime was pushed to an extreme by the painter John Martin
(1789-1854)ZKRVHLPDJHVRI%LEOLFDOGLVDVWHUµSOD\HGRQWKHKRSHVDQGIHDUVRIKLV
popular audience, who were widely infected by Millenarian belief in an approaching
apocalypse then current LQ1RQFRQIRUPLVW&KXUFKHV¶>%ODyney Brown 2001: p.248].
0DUWLQ¶V SDLQWLQJV ZHUH WR LQIOXHQFH WKH ODWHU ZRUNV RI &ROH [Lambourne 2005b: p.
@0DUWLQGHYHORSHGWKHWKHPHVRI µWUDQVIRUPDWLRQSURSK\OD[LVDQGGHVWUXFWLRQ¶
in his work from the early 1820s onwards [Trumble 2007: p.319]. In The Deluge of
1834, a fundamental WHQVLRQZDVH[SRVHGEHWZHHQµSURSRQHQWVRIQHZWKHRULHVDERXW
the geological formation of the earth and more orthodox thinking enshrined in holy
ZULW¶ >7UXPEOH : p.321]. 0DUWLQ¶V DUW µUHOLHG XSRQ ODQGVFDSH DQG DUFKLWHFWXUDO

157

VHWWLQJVRIYDVWVFDOH¶DQGRIWHQµVWUHWFKHGWKHERXQGDULHVRIKLVWRU\SDLQWLQJDOmost to
EUHDNLQJ SRLQW¶ >7UXPEOH : p.@ :KLOH µRWKHUV UHYHUWHG WR DQ LQQHU ZRUOG¶
[Blayney Brown 2001: p.132], MaUWLQ¶V SDLQWLQJV ZHUH EXLOW XS µIURP UDZ GDWD
through tiny, cold details of rocks and waves and people, up to the barren hotness of
JHRORJLFDO>«@GUDPD¶ [Trumble 2007: p.320] as witnessed in the painting The Great

Day of His Wrath, of 1851-3, by Martin. 0DUWLQ¶V work focused on finding and
producing material not only through the necessary study of nature [See figure 99] but
DOVRWKHQRWLRQWKDWQDWXUHVKRXOGEHVWXGLHGµLQWKHRSHQDLU¶. Despite differences in
DHVWKHWLF DIIHFW WKLV DOOLHV 0DUWLQ¶V SDLQWing to that of Constable. According to
Blayney Brown in Romanticism, Constable was keen to state that while painting Boat-

Building on the Stow of 1814-KHµDWWHPSWHGWREULQJWRJHWKHUWKHVNHWFKDQGWKH
SLFWXUH¶WKXVVXJJHVWLQJWKDWµKHKDGSDLQWHGWKHZRUNHQWLUHO\RQWKHVSRW¶GHVSLWHWKH
SDLQWLQJ KDYLQJ WKH µXQPLVWDNDEOH DLU RI D VWXGLR DERXW LW¶ >%ODyney Brown 2001:
p.181].
According to James Kirwan in Subli mity [Kirwan 2005: p.17], %XUNH¶VLGHDVRQ
WKHVXEOLPHVKRZHGµOLWWOHGHIHUHQFHWRUHDVRQRUPRUDOLW\¶ The Burkian sublime was
µQDWXUDOO\RYHUSRZHULQJ¶DQGµOHIWQRURRPIRUWKHRSHUDWLRQRIUHDVRQ¶ODWHULPSXWHG
to the sublime by Kant. The Burkian sublime was antipathetic to the religiousity of
the British philosopher John Locke (1632-1704) [Kirwan 2005: p. 18]. A religious, or
at least spiritual, element was however prevalent in relation to paintings of the
sublime by Casper David Friedrich (1774-1846). Consider here, for example,
)ULHGULFK¶VSDLQWLQJ Cross in the Mountain of 1808 [Blayney Brown 2001: p. 123], a
companion painting to The Abbey in the Oakwood, of 1809-10 [Blayney Brown 2001:
p.138], which presents us with an image of µPDQEHIRUH*RGDQG1DWXUH¶WKDWPDNHV
an explicit connection between sublimity and high-minded Christianity [Blayney
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Brown 2001: p.@$VVXFKWKHSDLQWLQJSURSRVHVµWKHHOHYDWLRQRIQDWXUHWRDNLQG
of religion, and of landscape to equal or surpaVV KLVWRU\ SDLQWLQJ¶ >%ODyney Brown
2001: p.123]. Initial viewings of Cross in the Mountain were carefully stagePDQDJHGZLWKWKHSDLQWLQJKDYLQJEHHQSODFHGLQWKHµDUWLVW¶VDXVWHUHSDLQWLQJURRP¶
GHOLEHUDWHO\ µGDUNHQHG WR VXJJHVW >«@ PHGLWDWLYH JORRP¶ >%ODyney Brown 2001:
p.124] )ULHGULFK¶V SDLQWLQJ KDV D K\EULG TXDOLW\ IOLSSLQJ XQFHUWDLQO\ DV LW GRHV
between landscape and surrogate altarpiece [Blayney Brown 2001: p.@)ULHGULFK¶V
use of the sun as a metaphor for God in Cross in the Mountain [Blayney Brown 2001:
p.125] adhered to the non-use of depictions of the magi in English painting of the
time. EQJOLVKSDLQWHUVLQVWHDGSUHIHUUHGWRXVHµWKHWRUWXULQJRIZKLWHOLJKWLQWRFRORXUV
E\UHIUDFWLRQ¶WKDWZDVWREHFRPHWKHµHPEOHPDWLFVLJQRI&KULVW¶V3DVVLRQ¶DQGWKDW
FDPH DERXW WKURXJK D µSUHFRFLRXV (QJOLVK SOHD¶ WRZDUGV µ1HZWRQLDQ laws of light
and coORXU¶>*DJHS@)ULHGULFK¶V /XWKHUDQ IDLWK KDG LPEXHG KLPZLWKDQ
uncompromising view of individual destiny; one in which he must find his own path
to God [Blayney Brown 2001: p.138].
'HVSLWH WKLV )ULHGULFK¶V SDLQWLQJV FRQWDLQHG D SHUVLVWHQW VHnse of nihilism or
alienation that contrasts markedly with the often, enervating aesthetics of his British
counterparts [Graham Dixon 2010@ 'DKO VDLG RI DOO KLV IROORZHUV QRQH KDG µ\HW
understood how to re create that silent sense of the spirit of nature that was
characteristic of FrieGULFK¶V DUW¶ >%ODyney Brown 2001: p.@ ,Q )ULHGULFK¶V Monk

by the Sea of 1809 [See figu re 100], an abstract quality is present and its painterly
application looks more like a watercolour than an oil painting. Monk by the SeaµV
luminosity is also reminiscent to that of certain paintings by Cozens. It is a moody
painting, with a sky that is large, soft, pregnant, and looming with portent floating like
a thought.
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,Q )ULHGULFK¶V SDLQWLQJ Der Watzmann of 1824-25 [See figure 101], another
mountain landscape, we find compositional choices similar to those of North. Painting
270 by North, entitled A Distant view of Kinchinjunga from Darjeeling [See figu re
102], iV VWULNLQJO\ FORVH LQ LWV FRORXUDWLRQ DQG FRPSRVLWLRQ WR )ULHGULFK¶V Der

Watzmann, with its cool mountains and lush textured foreground, and Romantic
drama. ,QGHHG PDQ\ RI )UHLGULFK¶V FRPSRVLWLRQDO FKRLFHV DUH FORVH WR 1RUWK¶V
Consider here, for example, topographical scenes such as )ULHGULFK¶V The

Riesengebrige of 1830-5, a mountain landscape in a region of Saxony reminiscent of
the Swiss Alps [Blayney Brown 2001: p.148]. The colouration of this particular
painting, with its VWURQJ YLROHWV UHGV DQG RFKUH¶V LV reminiscent to paintings of
mountain landscapes by Holman HuntZKLFK1RUWKHQMR\HG,Q)ULHGULFK¶VSDLQWLQJ
KRZHYHUWKHµSODQHVRIWKHHDUWKDQGVN\UHSUHVHQWWKHERGLO\DQGWKHLQILQLWH¶ZKLFK
are recurring metaphorical themes in his work [Blayney Brown 2001: p.145].
)ULHGULFK¶VGHWDLOHGSDLQWLQJDQG OD\HUVRIWransparent colour were made possible by
WKHXVHRIOLQVHHGRLODQGWXUSHQWLQH1RUWK¶VSDLQWLQJVDUHE\FRQWUDVWUDWKHUH[SOLFLW
LQWKHLUSDLQWHUO\DSSOLFDWLRQDQGKDYHQRWUDQVSDUHQWFRORXU1RUWK¶VGLUHFWDQGUDWKHU
dry use of paint means that FriedricK¶V OD\HUHG SDLQW HIIHFWV ZRXOG KDYH EHHQ
impossible to re-create, since the consummate skill of a painter would have been
required to painstakingly apply colour application after colour application.
1RUWK¶V XVH RI D IRUPDO FRPSRVLWLRQDO DUUDQJHPHQW OLNH D proscenium arch to
frame landscape vistas which she uses in her painting again, and again, appears in
VRPH RI )ULHGULFK¶V SDLQWLQJV %DUEDUD *DWHV LQ Kindred Nature GHVFULEHV 1RUWK¶V
WHFKQLTXHDVµOHDYLQJRXWWKHPLGGOH GLVWDQFHWREHWWHUUHQGHU¶DVHQVH of the painted
vastness [Gates 1998: p.@ ,Q 1RUWK¶V SDLQWLQJV  DQG ²the former of

Rungaroon in Darkeeling India and the latter, of the Kinchinjunga, Darjeeling²we
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find images that correspond to this compositional system. It is one that combines the
colouration of Der Watzmann with the dramatic composition of Karl Friedrich
Schinkel¶VSDLQWLQJ Das Felsentor of 1818 [See figure 103]. We see it in paintings by
North, of Tenerife and the Himalayas, as well as of the Sierra Nevada, and views of
Kyoto, which depict vistas with a foreground that masks the landscape giving it an
apparently natural framing system.
Friedrich confessed to being a studio painter who, unlike North, preferred
µZRUNLQJ Irom memory and imagination¶ [Blayney Brown 2001: p.132] There is
evidence, however, that Friedrich produced composite works, choosing to conjoin
sections, seen and imagined, within the same painting [Graham Dixon 2010].
In Germany, a fascination with the Gothic was coupled with a reinvigorated
interest in medieval and Germanic mythical tales related to the dark forests of
Germania. The painter Karl Friedrich Schinkel (1781-  FKRVH µWKH *RWKLF >«@
both as a patriotic expression and for its echoes of organic forms, hinting at natuUH¶V
SURFHVVHVRIUHQHZDO¶>%ODyney Brown 2001: p.228]. His painting of A Medieval City

on the River, 1815, [See figure 104] LV FRPSRVLWLRQDOO\ VLPLODU WR &RQVWDEOH¶V
Salisbury Cathedral, but is also remLQLVFHQW RI WKH ,WDOLDQ SDLQWHU &DQDOHWWR¶V
architectural vistas of Venice and London with regard to its rather mechanical
application of paint. A large and commanding Gothic Church is represented with its
spire piercing a brooding sky like an antenna. SchLQNHO¶VSDLQWLQJSUHVHQWV us with a
SLFWRULDO H[SUHVVLRQ RI µVWXUP DQG GUDQJ¶ FRPSDUDEOH ZLWK WKDW DVVRFLDWHG ZLWK WKH
writings of the poet Schiller (1759-1805) [Graham Dixon 2010]. After 1817, there
ZDVKRVWLOLW\WRZDUGVµPRUHDUFKDLFVW\OLVWLFWUHQGV¶ZLthin Germany and a resurgence
of neo-FODVVLFLVP$W*RHWKH¶VLQVWLJDWLRQWKHDXWKRU+HLQULFK0H\HURIWKH:HLPDU
IULHQGV RI $UW FRLQHG WKH WHUP µQHR-*HUPDQ UHOLJLRXV SDWULRWLF DUW¶ WR VLJQLI\ WKH
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German Gothic art of the early nineteenth century [Blayney Brown 2001: p.228].
Friedrich became one of the targets of this hostility since after the Napoleonic
invasion and the consequent War of Liberation he too had added patriotic dimensions
to his subject matter [Blayney Brown 2001: p.228].
6FKLQNHO¶V SDLQWLQJV µIDLOHG WR RXWODVW WKH SDUWLFXODU FRQGLWLRQV RI ZDU WLPH
3UXVVLD¶ 7KH\ ZHUH DVVRFLDWHG ZLWK D UHVLVWDQFH WR )UHQFK GRPLQDWLRQ WKDW KDG
SDVVHG 7KH &ODVVLFDO VW\OH ZDV WR EHFRPH µDQ HTXDOO\ DSSURSULDWH H[SUHVVLRQ¶ RI
µ*HUPDQ UHVXUJHQFH¶ >%ODyney Brown 2001: p.@ &ROH HVSRXVHG µWKH DUWLVWLF
GLOHPPD¶RIWKHUHYHUVHWUDQVLWLRQIURPWKHµ1HRFODVVLFDOLGHDOWRWKHIUHQ]LHGJORRP
RIWKH*RWKLF 5LYDO¶ $VDUHVXOW KLVSDLQWLQJVRIWHQSUHVHQWXV ZLWKµ*RWKLF IDQWDV\
reminiscent of CaspDU 'DYLG )ULHGULFK¶ >/DPbourne 2005b: p.@ µ)ULHGULFK¶V
PHWKRGRORJ\ ZDV >«@ VWULNLQJO\ VLPLODU WR WKDW RI WKH $PHULFDQV¶ >1RYDN 
p.@DQGKH LV QRZUHJDUGHGDVµWKHVLQJOH(XURSHDQ ODQGVFDSLVWZKRVHVHQVLELOLW\
most closely matches thosH RI WKH $PHULFDQV¶ >2¶7RROH  S.@ )ULHGULFK¶V
influence can be witnessed in the works of Homer Dodge Martin (1836-1897), whose
choice of cool blue and violet coloured mountains and sky echoes tonal devices used
by Friedrich; devices that were similar to those used later by Holman Hunt and then
1RUWK >2¶7RROH  S26]. Moreover, the strong religious convictions associated
with the Hudson River School painters are strongly aligned with those of Friedrich.
%RWK µEHFDPH PXWXDOO\ DJUHHG RQ DWWULEXWHV¶ WKDW ZHUH GHHPHG µQHFHVVDU\ WR FUHDte
sublime or beautLIXOHOHPHQWVLQODQGVFDSH¶>2¶7RROHS16].
$PHULFDQ¶V ZHUH HYHQWXDOO\ WR EHFRPH FRQFHUQHG ZLWK µPDQ¶V LPSDFW RQ
QDWXUH¶+HUPDQ+HU]RJ (1832-1932) was one of the first American artists to engage
ZLWK WKH LGHD RI µPDQ DV LQWUXGHU Ln the woodlands, in direct confrontation with
ZLOGOLIH DV D SDUW RI KLV EDVLF VXUYLYDO¶ +HU]RJ¶V works also includes an
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DFFRPSDQ\LQJYLVLRQVKRZLQJµPDQ¶VHIIRUWWRWDPHRUUDWKHUKDUQHVVQDWXUHLQRUGHU
>«@WRPDNHKLVH[LVWHQce comfortable¶ >2¶7RROH05: p.116]. It was the shifting of
WKH ,QGXVWULDO 5HYROXWLRQ WR $PHULFD WKDW µSRVHG WKH JUHDWHVW WKUHDW WR WKH QDWXUDO
HQYLURQPHQW¶ ,QGXVWULDOLVDWLRQ ZHQW DJDLQVW &ROH¶V RULJLQDO GUHDPV of a future
America. It is here that we fLQG µWKH PDFKLQH LQ WKH JDUGHQ¶ abandoned mills and
waterwheels alongside µGLVFDUGHG PDFKLQHU\ VORZO\ UHWXUQLQJ WR QDWXUH¶ ILQDOO\
bestowing on the American landscape ruinous elements characteristic of so much
(XURSHDQ DUW >2¶7RROH  S@ ,t was at this time that George Catlin (17961872) recorded indigenous American Indians before their culture was further
µWKUHDWHQHG DQG RYHUZKHOPHG E\ WKH ZKLWH PDQ¶ >/DPERXUQH E S396].
Americans became implicated in the SURFHVV RI VLPXOWDQHRXVO\ µZRUVKLSSLQJ DQG
destroying the wilderQHVV¶ WKDW WKH\ KDG IRXQG DZD\ IURP (XURSH DQG its troubles
[Lambourne 2005b: p.396]. For many artists in Europe, including North, the
ODQGVFDSH WKHUH D EHFDPH WKH VXEMHFW RI DQ µLQFUHDVLQJO\ FRPSOLFDWHG, fragmented
ZRUOG¶>2¶7RROHS18]. Constable KDGGHGLFDWHGµKLVOLIHWRH[SODLQLQJIRUJRWWHQ
PHPRULHV DQG SDVW WLPHV¶ FRPSHOOHG µWR LPPRUWDOL]H WKH 6WRXU 9DOOH\ DV LW KDG
DSSHDUHG DW WKH EHJLQQLQJ RI WKH FHQWXU\¶ ZKHQ µLW ZDV D WUXH FHQWUH RI UXUDO OLIH¶
[Meyer 1992: p.138].
The Hudson River School wDVSHUFHLYHGDVµSUHVHUYLQJWKHODVWHYLGHQFHVRIWKH
*ROGHQ DJH RI ZLOGHUQHVV¶ ,Q Nature and Culture, Novak cites a J.F. Cropsey
VSHDNLQJ LQ  RI WKH µD[H RI FLYLOL]DWLRQ¶ WKDW µLV EXV\ ZLWK RXU ROG IRUHVWV¶ DQG
µDUWLVDQ LQJHQXLW\¶ WKDW LV µIDVW VHHSLQJ DZD\ WKH UHOLFV RI RXU QDWLRQDO LQIDQF\ >«@
[w]hat were once the wild and picturesque haunts of the Red Man, and where the wild
deer roamed in freedom, are becoming the abodes of commerce and the seats of
PDQXIDFWXUHV>«@<DQNHHHQWHUSULVHKDVOLWWOHVympathy with the picturesque, and it
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behooves our artists to rescue from its grasp WKHOLWWOHWKDWLVOHIW¶>1RYDNS5].
,QGXVWULDOLVPZDVUDSLGO\µHUDGLFDWLQJWKHSULPRUGLDOZLOGHUQHVV¶DWWKLVMXQFWXUHDQG
visible changes were occurring in AmericaQDUWWKURXJKVKLIWVLQµSDLQWLQJWHFKQLques
and stylizDWLRQ¶ >1RYDN  S8]. In part these changes took place through the
introduction of new European art techniques that incorporated impressionist mark
making first developed by the Barbizon School of landscape painting in France [Art
Encyclopedia 2010a:]. The most prominent exponent of American impressionism was
Mary Cassatt (1844-  ZKR µLQWURGXFHG PDQ\ ZHDOWK\ $PHULFDQ SDWURQV WR
LPSUHVVLRQLVWSDLQWLQJ¶[Lambourne 2005b: p.409].
There had been three generations of Hudson River School artists who persisted
in painting landscapes, often in the same physical location. They observed the same
ODQGPDUNV DQG µFRQVWDQWO\ HQJDJHG LQ PDNLQJ FRPSDULVRQV DQG FRQWUDVWV¶ >2¶7RROH
2005: p.@7KHUHZDVµ>G@Uamatic and XQSUHFHGHQWHGJURZWK¶LQWKH86A between
1830 and 1880, which lead to the accumulation of great wealth. This lead to an
increased demand for art which lead, in turn, to an oversupply by artists, who were
competing for commissions [Lubin 2007: p.@ /DQGVFDSH SDLQWLQJ µIROORZHG D
trajectory similar to that of genre painting in the decades before and after the Civil
:DU¶ ,W told $PHULFDQ¶V VWRULHV RI WKHLU ODQGVFDSH DQG µUHDVVXUHG WKHP RI WKH
greatness of their nation and the omnipotence of the God who had bountifully
provided them with such an incommensuraEO\UDYLVKLQJODQG¶>/XELQ: p.105].45
'XULQJ 1RUWK¶V YLVLW WRWKH 86$ in 1871, she visited the Johnstone gallery in
New York where many of the Hudson River School painters exhibited. After seeing

The Four Ages of Life by Cole and paintings by Mullers and Cromes (1768-1821), she
GHFODUHG LQ KHU GLDU\ µ>H@YHU\ SLFWXUH ZDV D JHP¶ >1RUWK D S@ 1RUWK¶V
45

The Hudson River School also produced painting in pairs and serieV µLQVSLUHG E\ WKH µVHYHQWHHQWK
FHQWXU\(XURSHDQ/DQGVFDSHSDLQWHUV¶3RXVVLQDQG&ODXGH>2¶7RROHS@1RUWKVWDWHGWKDWVKH
ZDVDQDGPLUHURI&ODXGH¶VODQGVFDSHV[Ponsonby 2005a].
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painting 0191, Autumn Tints in the White Mountains, New Hampshire, United States
[See figure 105], is visually reminiscent of the work of James McDougal Hart (18281901), whose painting 0RXQWDLQ¶V)DOOV, [See figure 106] reveals his µWXUEXOHQWZLOG
view of a UXJJHG PRXQWDLQ ZDWHUIDOO >«@ PRUH WKUHDWHQLQJ WKDQ EHQLJQ¶ with its
µVLQJOH VFUDJJO\ SLQH RQ WKH OHIW¶ WKDW µEHQGV LWV VNHOHWDO EUDQFKHV WRZDUGWKH ZDWHU¶
[2¶7RROH  S28]. 1RUWK¶V SDLQWLQJ LV UHPLQLVFHQW WR +DUW¶V DSSOLHG SDLQWLQJ
technique that is itself, reminiscent of much later 1950s, natural landscape
illustrations that appear as templates for painting by number sets that were used into
the 1970s1RUWK¶VFDVFDGLQJ $PHULFDQULYHU LVFUXGHO\SDLQWHGSRVVLEO\ LQUHVSRQVH
to Hart and it is the only painting in her gallery to make use of paint in this way.
The work of Frederic Edwin Church (1826-1900) is closest in style to many of
1RUWK¶V ZRUNV 1RUWK ZURWHRI KLP DV µWKH ILUVWRI OLYLQJ ODQGVFDSH SDLQWHUV¶ >1RUWK
1892a: p.@ &KXUFK¶V SDLQWLQJV ZHUH RQO\ FRPSDUDEOH WRWKRVHRI $OEHUW %LHUVWDGW
(1830-1902) who represented the most spectacular aspects of natural scenery, such as
µLFHEHUJV H[SORGLQJ YROFDQRHV DQG WKH WURSLFDO IRUHVWV RI the South AmericaV¶
[Lambourne 2005b: pp.393-394]. &KXUFK¶V SDLQWLQJV ZHUH SHUIHFWLRQ WR 1RUWK DQG
revealed a truth in their workmanship [North 1892a: p.71]. Church also wrote
travelogues [Novak 1997: p.71], a practice that North would adopt after her 1871 visit
to the USADQGDIWHUYLVLWLQJ&KXUFK1RUWK¶VSDLQWLQJ, 0187, View of Both Falls of

Niagara [See figu re 107], was painted after viewing a painting of the same subject by
Church exhibited at the JRKQVWRQHJDOOHU\LQ1HZ<RUN1RUWK¶VSDLQWLQJRI1LDJDUD
Falls depicts a rainbow seen through the cascading waters, echoing the composition of
&KXUFK¶V 3DLQWLQJ >1RUWK D p.71]. 1RUWK¶V SDLQWLQJ LV VR FORVH LQ form that it
could be read as a KRPDJHWR&KXUFK1RUWKZULWHVRIKDYLQJµWKUHHSDLQWLQJVLQRLOV¶
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E\&KXUFKLQKHUEHGURRPGXULQJKHUVWD\DWWKHDUWLVW¶VKRPHLQLQFOXGLQJWKH
µWhe horse shoe falls of Niagara¶ [See figure 108] [North 1892a: p.71].46
North visited Church again in 1881. Katherine E. Manthorne states in Fern

Hunting among These Picturesque Mountains: F rederic Edwin Church in Jamaica,
WKDW &KXUFK µRQ EXVLQHVV LQ WKH FLW\ >1HZ <RUN@ KHDUG WKDW %ULWish botanical artist
0DULDQQH1RUWKZDVLQWRZQ¶DQGµ>L@QKHUZRUGVKH³FDPHRIIDWRQFHWRVHHPHDW
QLQHR¶FORFN PDNLQJ PHSURPLVHWRJRKRPHZLWK KLPWKH QH[WGD\WRVHHKLV QHZ
house [Olana] and Mrs. Church up thH+XGVRQ´ [Manthorne 2010: p.45]. Manthorne
VXJJHVWV WKDW µ&KXUFK¶V VSRQWDQHRXV LQYLWDWLRQ WR 1RUWK UDLVHV WKH LVVXH RI JHQGHU
SROLWLFV DW 2ODQD DQG WKH DUWLVW¶V UHODWLRQVKLS ZLWK DFFRPSOLVKHG ZRPHQ JHQHUDOO\¶
EHFDXVH LW UHYHDOV WKDW µ&KXUFK ZDV UHODWLYHO\ RSHQ WR VWURQJ ZRPHQ¶ >0DQWKRUQH
2010: p.59]. While at Olana, North wrote of sleeping in a Chinese bed with Jade
carvings [North 1892b: p.209] in a room where the doors and architraves were also
painted as in the North gallery [Manthorne 2010: p, 59]. North writes of Mrs. Church
contriving to make WKHLURZQµFROOHFWLRQRIFXULRVLWLHVORRNOLNHWKHQDWXUDOSDUWVRID
comfortable living-KRXVH¶ ZLWK µH[TXLVLWH 3HUVDQ (Persian) rugs, bronzes, carvings,
SRUFHODLQHWF¶>1RUWKES193].47 North indicated that Church looked through all
KHUµSDLQWLQJVZLth real interest, which pleased KHUIRUVKHGHFODUHGµ,VWLOOWKLQNKLP
the greatest of liYLQJ ODQGVFDSH SDLQWHUV¶ >1RUWK E p.@ &KXUFK¶V RIIHUHG
SURIHVVLRQDOREVHUYDWLRQVRQ1RUWK¶VZRUNFRPPHQWLQJWKDWLWFRQWDLQHGµLPDJHVRI
vegetal chaos simultaneously typical of the appearance of the region and expressive

46

John Vanderlyn (1775-1852) µFODLPHG WR KDYH EHHQ WKH ILUVW DUWLVW WR SDLQW WKH 1LDJDUD )DOOV¶
>2¶7RROHS@
47
'XULQJ1RUWK¶VYLVLWWR&KXUFK¶V home, she described none indigenous animals to the United States:
$ µZKLWH DVV IURP 'DPDVFXV¶ DQG µD JUH\ 6RXWK $PHULFDQ 'RQNH\¶, which had been imported into
America for his children to ride upon [Huxley 2002: p.40].
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RI D VWDWH RI PLQG¶ +H DOVR FRPSDUHG 1RUWK¶V ZRUN to that of Johnson Heade
[Manthorne 2010: p.47].
Church also volunteered information about locations for painting. North states
WKDW &KXUFK ZDV GLVDSSRLQWHG E\ 0H[LFR¶V YHJHWDWLRQ EXW VWLOO ZDQWHG KHU WR JR WR
New Granada ZKHUH WKH µVSXUV RI WKH $QGHV ZHUH VR KLJK WKDW HDFK RI WKH YDOOH\V
between them KDG D GLIIHUHQW IORUD¶ >1RUWK E p.209]. North had previously
visited CKXUFK¶VVWXGLRVHHLQJWURSLFDO VWXGLHV WKDWPDGH KHUHYHQ PRUH µDQ[LRXVWR
JRDQGVHHWKRVHFRXQWULHV¶ EH\RQGWKH USA¶V VRXWKHUQ ERUGHU>1RUWKD p.68].
&KXUFK¶V Heart of the Andes, RIZDVVDLGWRPDNHµWKHVSHFWDWRUIHHOWKDWKHZDV
³DFWXDOO\VXUURXQGHGE\DIRUHLJQVFHQH´&KXUFKKDGIROORZHGthe German scientist,
Alexander von +XPEROW¶V (1769-1859), MRXUQH\VWRµ9HQH]XHOD&RORPELD(FXDGor,
3HUXDQG0H[LFR¶>/DPERXUQHES396].
North and Church may have been aware of the lithographs made to depict the
botanical work of the German botanist Carl Friedrich Phillipp von Martius (18231853), who, as professor of Botany at Munich University and Director of the Royal
Botanical Gardens there, was a specialist in palms. It was reported that Martius did
not travel on the various expeditions during which the palm plants in question were
found and did not produce the images WKDWGHSLFWKLVOLIH¶VZRUNV. Nor do they appear
to have any other designated illustrator. Eduard Friedrich Poeppig was the official
botanical collector of the palms, and it may be the case that either he or an assistant
produced the illustrations that were to be used as official images of their findings.
Alexander von Humbolt (1769-1859) KDG ZULWWHQ DERXW 0DUWLXV¶V LOOXVWUDWHd works
[Lack 2008: pp.398]. The works apply the device found in colonial photography and
LQWKHLOOXVWUDWLRQVIRXQGLQ'U5REHUW7KRUQWRQ¶V The Temple of Flora, which places
persons next to a tree in order to extract information pertaining to a plant¶s size.
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&KXUFK¶V The Heart of Andes panoramic qualities are thought to have been influenced
E\ +XPEROW¶V ZRUN [Lambourne 2005b: p.432]. The Martius illustrations are
decorative and not specifically botanical illustration, but, rather like the work of
Thomas Baines, they are topographical with detailed foliage; a technique that North
would also replicate. The Martius illustrations allow for important foliage to be
visible and readable to botanic experts. The winding landscapes are Romantic in their
depiction and the composition is like those of the German Romantic Movement, such
as in paintings by Casper David Friedrich and Schinkel [See figu re 109]. The works
includes waterfalls, a firm pictorial favorite of Church, placed within a specific
context and the illustrations often include fauna and people indigenous and nonindigenous in jungle locations. This format is again similar to NRUWK¶V ODQGVFDSH
compositions. There LVOHVVGUDPDLQ1RUWK¶VZRUNV as they appear more pragmatic in
their depictions of animals and people in comparison to the often Rousseauian drama
depicted by the Martius prints.
$IWHUWKHRSHQLQJRIWKH1RUWKJDOOHU\DW.HZ&KXUFKµDFTXLUHGDFRS\RIWKH
FDWDORJXH >«@ IRU KLV OLEUDU\¶ /DWHU LQ  KLV GDXJKWHU µ'RZQLH YLVLWHG WKH
JDOOHU\DQGLWZDVVDLGWRKDYHµWULJJHUHGIRQGPHPRULHVRIWKHDUWLVWVORQJDJRYLVLW¶
'RZQLH VWDWHGWKDWWKH\ µ>V@DZ DW ODVW WKH WUXO\ ZRQGHUIXO FROOHFWLRQ RI SDLQWLQJV RI
³QDWXUH´SUHVHQWHGWRWKHJDUGHQVE\1RUWK¶and recalled North showing them lovely
paintings of Borneo DQG KHU µWZR OLYH .DQJDURR PLFH¶ IURP $XVWUDOLD ZKLFK 1RUWK
was µWDNLQJKRPHWRWKH=RR¶>0DQWKRUQH: p.@1RUWK¶VSDUWLFXODUSUHVHQWDWLRQ
of her paintings within her gallery mirrors a tradition within American painting that
SUHVHQWHG VDPSOH ZRUNV DV SDLQWLQJV FRQWDLQLQJ µPRUH WKDQ RQH LPDJH¶ >2¶7RROH
2005: p.147]. Thomas Birch (1779- SUHVHQWHGµODQGVFDSH YLJQHWWHV¶ZLWKLQRQH
IUDPH ZLWK µLGHQWLFDOO\ VL]HG KRUL]RQWDO RYDOV GHSLFWLQJ VHDVRQV¶ DQG WKH IUDPLQJ
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which uses gold mounts, >2¶7RROH  S56] LV DJDLQ VLPLODU LQ VW\OH WR 1RUWK¶V
framing methods. Other artists such as William Trost Richards (1833-1905) and Regis
Francis Gignoux¶V -1882), with his American scenery sampler of 1861 [See
figu re 110], DOVRSUHVHQWHGVDPSOHUSDLQWLQJVWKDWSURYLGHGµWKHXOWLPDWHFRPSDULVRQ
DQG FRQWUDVW LQ WKDW WKH\ UHYHDO >«@ HDFK DUWLVW¶V LQWHUHVW LQ WKH GLYHUVLW\ RI VXEMHFW
PDWWHU SURYLGHG E\ QDWXUH¶ 7KH\ DOVR FRQYH\HG WKH LQGLYLGXDO¶V DELOLW\ WR make
different landscapes ZLWK µYDULRXV DVSHFWVRIWKH VXEOLPH EHDXWLIXODQGSLFWXUHVTXH¶
>2¶7RROHS147]. This system was made fashionable by the writings of Ruskin
and the demand for minute detail that resulted in the EUHDNLQJ XS RI D ZRUN LQWR µD
QXPEHU RI YLJQHWWHV¶ DJDLQ OLNH D VDPSOHU ZRUN WKDW RIWHQ emphasized WKH µXVH RI
YLROHQWFRORXU¶ [Meyer 1992: p.131]; all of which North employed in her rather large
scale vignettes in simple frames, helping to maintain HumbROW¶VSDQRUDPLFSULQFLSOH
The idea of a panoramic, multiple imaged representation of the world of nature, was
also commensurate with a Burkean philosophy on nature; that is to say on something
WKDWµFDXVHVDQDVWRQLVKPHQW LQ ZKLFK ³WKH PLQG LVVRHQWLUHO\ filled with its object,
that it cannot entertain any other, nor by consequence reason on that object which
HPSOR\VLW´>Kirwan 2005: p.17].
7KH $PHULFDQ 5RPDQWLFV SUHVHQWHG D µFRQQHFWLRQ EHWZHHQ KLVWRU\ SDLQWLQJ
ODQGVFDSH DUW DQG WKH SRSXODU SDQRUDPD¶ DQG D µYLVXDO HQF\FORSHGLD RI WUDYHO IDFW¶
[Novak 1997: p.@ 1RUWK¶V RZQ XVH RI WUDYHORJXH VHW SLHFHV DQG DQ LPSOLHG
encyclopedic panorama employed all the expected outcomes of an American art
philosophy. However, any connection between North and history painting is a tenuous
one, as she did not emulate history paintings. The influx of new peoples into America
in the twentieth century QRORQJHUDOORZHGIRUWKHµROGDUWLVWLFLQIOXHQFHVIURP France
DQG (QJODQG¶ >/DPERXUQH E S411]. Despite the traces of an English light and
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Turneresque colouration, Mark Rothko (1903-1970) would later present the
FRQWHPSODWLYHHOHPHQWVRID µGLDORJXHZLWK QDWXUH¶WDNHQ IURPDSUHYLRXV $PHULFDQ
µWUDQVFHQGHQWDOXQLW\¶>1RYDNS29]. Furthermore, it would also be the century
of Jackson Pollock (1912-1956), who continued the Hudson River School agenda of
grand scale landscape paintings and of its own all American history. The influences of
these artists would begin to increasingly cross the Atlantic in the reverse direction
from the New World to the Old [Lambourne 2005b: p.411].

µ)XWXUH¶

Today, botanical exhibitions display scientific-botanical drawing alongside botanical
illustrations and botanical paintings with distinct tendencies towards the conventions
of fine art practice. The opening exhibition at the Shirley Sherwood gallery adjoining
the North Gallery at Kew Gardens, which was held in 2008, is an example of this
contemporary tendency. Non-standard botanical images in the exhibition included
5RVLH6DQGHUV¶ E  Arisaema ciliatumZKLFKGLVSOD\VWKHSODQW¶VIORZHUKHDGV
with some accompanying leaves in an un-conventional composition. The painting is
not topological in the conventional scientific-botanical sense and when viewed at
close quarters it is painterly rather than precise in style. Sanders, was a student at
High Wycombe School of Art [Sherwood and Rix 2008: p.166]. This educational
background is shared by many of the botanical illustrators and painters whose work
was included in the exhibition, including Camilla Speight, Dasha Fomicheva and
Pandora Sellers. For many years now, botanical illustrators and painters have had two
consumers for their work: one is the botanist, who expects exactness from an image,
and one that could still easily be placed within a traditionally printed botanical
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florilegium, (which was always the expected end product of a botanical illustration)
[Arnold 2007: p.164]; the other is the art lover, whose requirements are different to
those of the botanist, since they require the image, first and foremost, to be
aesthetically appealing and/or decorative. As when scientific-botanical illustrations
are placed within a domestic setting their meaning shifts; they become art by default.
The Shirley Sherwood exhibition also included some works from the Marianne North
JDOOHU\'XHWRWKHJDOOHU\¶VUHIurbishment all of its paintings had been taken off the
walls so that restoration work to the fabric of the building could begin [Farley 2007].
North was at last included within a display that contained images whose status as
scientific-botanical illustration was decidedly uncertain.
The work of Pandora Sellars (b.1936) is similar in many respects to that of
North. Both women break with the established conventions of traditional scientificbotanical illustration. The way in which the various elements includeG LQ 6HOODUV¶
compositions have been arranged on the flat page exhibits a strong feel for pattern and
design often absent from traditional scientific-botanical illustration. Sellars trained as
a designer, studying at Cheltenham School of Art and Manchester College of Art. She
was also an art teacher from 1972 as well as a designer and freelance botanical
illustrator [Sellars 1990: p.165]. Sellars has, like North, made paintings of lilies (lilies
of different kinds are replicated, again and again in the NortK JDOOHU\  1RUWK¶V
painting 684, Foliage, Flowers and F ruit of the Sacred Lotus [See figu re 111], is
VLPLODU LQ LWV FRPSRVLWLRQDO DUUDQJHPHQW WR WKDW RI 6HOODUV¶ LOOXVWUDWLRQ RI WKH

Nymphaea Capensis made in 1995 [See figu re 112]. Both illustrations show an
upward thrusting plant that places its leaves like fans in mid air against a leafy
background. Both also show varying degrees of schematic detail, of bud, flower, leaf,
(seed head or pod, in the case of Henderson and North). In each case there are also
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IRUPDO VLPLODULWLHVWR3HWHU+HQGHUVRQ¶V LOOXVWUDWLRQRIWKH Sacred Egyptian Bean (a
OLO\  LQ 5REHUW 7KRUQWRQ¶V The Temple of Flora [See figu re 113]. However, Sellars
work has more in common with Henderson than North. Despite its overtly decorative
effects, Sellars work remains distinctly topological in a scientific-botanical sense.
At a previous exhibition held at The Mona Bismarck Foundation, Paris in 2007,
VRPHRI1RUWK¶VSDLQWLQJVZHUHVKRZQDORQJVLGHWKHZRUNRIWKHERWDQLFDOLOOXVWUDWRU
Margaret Mee (1909-  0HH WUDLQHG DV DQ DUWLVW DW &DPEHUZHOO 6FKRRO RI $UW¶
under the tutelage of Victor Pasmore (1908-1998) [Barber 2011: p.70]. Like North,
0HH¶V FDUHHU DV a botanical illustrator did not begin to flourish until she was in her
late forties to early fifties. Ray Desmond, previous Head Librarian and Archivist at
The Royal Botanical Gardens at Kew, claims that there are marked similarities
EHWZHHQ1RUWKDQG0HH¶VZRUN [Desmond 1998: plate 24, no page number given] as
ZLWQHVVHGLQ0HH¶VLOOXVWUDWLRQof a Philodendron in 1992 whereby Mee has created a
scene that is encapsulating and includes the background flora surrounding the specific
illustrated plant. This configuration is in keeping with topographical illustrators, such
as Baines and the accompaQ\LQJ LOOXVWUDWLRQV WR 0DUWLXV¶ SDOPV +RZHYHU 0HH¶V
illustration is rigorously painted and despite apparent distortions due to the
topological presentation, very rhythmic, like a North painting of a similar subject
matter [See figure 114]. Desmond states WKDWERWKZRPHQµRFFDVLRQDOO\DGGHGDELUG
RUVPDOODQLPDOWRWKHLUFRPSRVLWLRQVEXWWKDW0HH¶VSUHFLVLRQZDVPXFKJUHDWHUWKDQ
WKDWRI1RUWK¶V¶ [Desmond 1998: plate 24, no page number given]. Mee did include
flora and fauna in her illustrations but as pDUWRIDQH[LVWLQJVFLHQWLILFWUDGLWLRQ0HH¶V
work does however, seek to include animals in as realistic a position within a set
composition as possible, thereby making her images look natural and not forced. The
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VLPLODULWLHV EHWZHHQ 1RUWK DQG 0HH¶V ZRUN are simply in terms of the choice of
subject matter rather than technique.
7KH H[SRVXUH RI 1RUWK¶V ZRUN ZLWKLQ WKHVH WZR H[KLELWLRQV UHYHDOV 1RUWK¶V
divergence from as much as they confirm her place within an established botanical
lineage. North did not produce conventional botanical illustrations from a strictly
orthodox scientific-botanical point of view; her outcomes are dislocating and
disruptive. This is still the case, despite the inclusion of botanical illustrations with
distinctly decorative-aesthetic leanings within exhibitions of scientific-botanical
illustration. While modern forms of decorative aesthetic-botanical illustration still
IXQFWLRQ VFLHQWLILFDOO\ʊWKDW LV WR VD\ WKH\ KDYH D GRXEOHG VFLHQWLILF-decorative
IXQFWLRQʊ1RUWK¶V SDLQWLQJV PRVW GHcidedly do not. Nor do they function
FRQYLQFLQJO\ DV DUW 1RUWK¶V LQFOXVLRQ LQ WKHVH FRQWHPSRUDU\ H[KLELWLRQV GRHV FRPH
about because of a technical likeness that encompasses the work of North, Sellars,
Mee and others, scientific-botanical illustration requires the use of certain visual
linguistic elements that North did apply comprehensively.
The Mexican painter Frida Kahlo (1907-1954) was active during the 1930s and
1940s She produced still life paintings that, like those of North, drew influences
directly from traditional still life paintings DV ZLWQHVVHG LQ .DKOR¶V Still Life with

Watermelons, of 1953 [See figu re 115]. .DKOR¶V paintings also looked towards the
botanical art by Hermenegildo Busto of the 1870s [Barson 2005: p.59]. Kahlo was not
a classically trained painter. Like North, she often applied her paint crudely and
certainly without conventional painterly finesse. Kahlo, [again] like North made
paintings that included representations of fruit, flowers and animals in landscape
settings. However, Kahlo was self-consciously attempting to develop a primitivist
HWKRV UHODWHG WR 0H[LFR¶V YLVXDO WUDGLWLRQV DQG SROLWLFDO VWUXJJOHV Kahlo was also
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painting at a time when various techniques were being used by the avant-garde, to
distance themselves from conventional forms of artistic accomplishment, and Kahlo is
considered an artist based very much upon context, rather than the end result of any
given artwork.
.DKOR¶V appropriations of fruit and animals are usually symbolic and her often
strange juxtapositions of objects allegorical. North brought together representations of
animals and plants so that viewers could place the plants within their natural context
and to indicate which animals were feeding from them. Neither plants nor animals in
1RUWK¶V SDLQWings have any considered symbolic or allegorical significance as
witnessed in her painting numbered 0770, of a View from Collaroy, New South Wales,

looking towards the Liverpool Downs, no date given Where North presents a crude
painting of birds foraging in a tree looking over an Australian landscape that could be
FRPSDUHG DQG FRQVLGHUHG FRPSDUDEOH WR .DKOR¶V RZQ PHWKRGV LQ DSSOLHG WHFKQLTXH
[See figu re 116]. Despite their shared amateurishness, Kahlo is thought of as a genius
of originality, while North most decidedly is not. Kahlo unsettles our sense of
normality through surrealistic juxtaposition, DV ZLWQHVVHG LQ .DKOR¶V SDLQWLQJ Self

Portrait with Bonito [the bird], of 1941 [See figu re 117]. While, as visually odd and
unsettling as they sometimes seem, 1RUWK¶V SDLQWLQJV RQ WKH IDFH RI LW GR QRW
1HYHUWKHOHVV 1RUWK¶V SDLQWLQJV GR EUHDN ZLWK FRQvention and established context.
Indeed other similarities are contained in North and .DKOR¶VSDLQWLQJVRIIORZHUVDQG
hummingbirds [See figu re 118], a firm favourite subject of North¶s and witnessed in
.DKOR¶V SDLQWLQJ RI Still Life with Hummingbird, of 1941, which is also technically
SDLQWHGLQDYHU\VLPLODUPDQQHUWR1RUWK¶VIORZHUSDLQWLQJ 0409, Old Dutch Vase and

South African Flowers, no date given [See figure 119].
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Marion Arnold in South African art Peeling back the Petals, explains one
expects to see art in art galleries, botanical art in herbaria, and illustrations in books
[Arnold 2007: p.164]. %XW1RUWK¶VSDLQWLQJV LQJHQHUDODQG KHUJDOOHU\ LQSDUWLFXODU
carve out distinctly aestheticised spaces within otherwise scientifically delineated
FRQWH[WV +HU SDLQWLQJV VHGXFH YLHZHUV LQWR VHHLQJ UHDOLW\ HYHQ WKRXJK WKH\ µORRN
more like other art workVWKDQOLNHQDWXUH¶>$UQROGp.164]. She is in many ways
as much of a surrealistic conjoiner of the unexpected as Kahlo. But her immediate
historical context militates against the applicability of such a reading.
During the mid nineteen seventies and HLJKWLHVµPDQ\IHPLQLVWDUWLVWV>«@ZHUH
influenced by post structuralism, psychoDQDO\VLV DQG VXEDOWHUQ WKHRU\¶ 7KLV
distanced WKHLUZRUNIURPPDQ\DVSHFWVRIHDUOLHUZRPHQ¶VDUW, connected strongly as
it often was to a dominant male order. They criticised the celebration of innate
femininity and the retrieval of traditional female culture, for confining women to
separate biological and cultural spheres. Furthermore, they doubted the subversive
potential of the feminine, fearing that women would be placeGRQWKHµQHJDWLYHVLGHRI
ODQJXDJH¶ 7KH\ DOVR µFULWLFL]HG WKH HPSKDVLV RQ SHUVRQDO H[SHULHQFH¶ DV EHLQJ
µQDUURZO\ LQGLYLGXDOLVWLF¶ >Reckitt and Phelan 2001: S@ 1RUWK¶V SDLQWLQJV ZRXOG
not, therefore, be an obvious choice for subaltern thinkers to champion; not least,
EHFDXVH RI 1RUWK¶V SROLWLFDO SRVLWLRQLQJ ZLWKLQ KLVWRU\ Dnd because of her wealthy,
well-FRQQHFWHG IDPLO\ 1RUWK¶V PDMRU VXEMHFW WKH IORZHU LV DUJXDEO\ WKH most
feminine of forms to paint. However, the North gallery could be described as a form
of belligerence, as she audaciously believed that she could create a space that
contained a personal studio, and a gallery for her work, all within a scientific, male
run institution.
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In Place Matters, Morgan quoted Dea Birkett, in an article from the New York
Times in 1992, pointing RXWWKDWWKH 1RUWK JDOOHU\ µLV VWLOO WKH RQO\ SHUPDQHQW VROR
exhibition by a fePDOHDUWLVWLQ%ULWDLQ¶>0RUJDQ p.101]. Birkett also argued that
µ1RUWK¶VYLEUDQWVW\OH¶ZLWKLWV³VWURQJIHPDOH imagery, suggests a nineteenth century
*HRUJLD 2¶.HHIIH´ >0RUJDQ  p.101@ 2¶.HHIH¶V ZRUN ZDV KRZHYHU PRUH
formalistic than illustrative, having been influenced by Kandinsky (one of the founder
PHPEHUV RI WKH %DXKDXV DUW VFKRRO LQ 'HVVDX *HUPDQ\  .DQGLQVN\¶V On the

Spiritual in Art of 1914 was a theoretical treatise ZKLFKRIIHUHGµDUWLVWVWKHLQWHOOHFWXDO
IRXQGDWLRQIRUDFRPSOHWHEUHDNZLWKWUDGLWLRQDOFRQYHQWLRQV¶ [Cornell Richter 2001:
p.42]2¶.HHIIHZDVLQVSLUHGE\WKLVDQGFRPELQHGLWVLQIOXHQFHXSRQKHUZRUN with
ideas taken from Chinese and Japanese Daoism, which had manifested itself through
the influence of dada in New York during the 1920s [Cornell Richter 2001: pp.40-42].
2¶.HHIIH EHOLHYHG VKH FRXOG FRPELQe these influences to inform a new impetus in
western art [Cornell Richter 2001: S@0RUHRYHU2¶.HHIIH ZDQWHGWRµILQGDYLVXDO
ODQJXDJHIRUHPRWLRQ¶DQGµKHUUHPDUNDEO\SUHFLVHKDQGOLQJRIFRORXUZDVPRWLYDWHG
E\DGHVLUH¶WRDOORZµWKH IXOOSXUSOH IHHOLQJRIVDWLVIDFWLRQ¶EHFRPLQJ µGLIIXVHG LQWR
WKHEUXLVHRIEOXHDVWKHIHHOLQJIDGHV¶>Cornell Richter 2001: p.44] 2¶.HHIIH¶VODUJH
figurative flower pictures, exhibited a complexity of applied colour that resulted in
KHUZRUNEHLQJFRQVLGHUHGDVµVRPHWKLQJOLYLQJDQGHYHULQPRWLRQ¶JLYLQJµPDQ\RI
KHU SDLQWLQJV WKH DXUD RI SRUWUDLWV¶ >Reckitt and Phelan 2001: p.25] as witnessed in
2¶.HHIIH¶VSDLQWLQJ Dark 1 of 1924 [See figu re 120], which is a pictorially abstract
and surreal composition that within its pattern displays a leaf [centrally] that could be
read both as a eye or simply as a leaf.
7KHUH DUH VXSHUILFLDO IRUPDO VLPLODULWLHV EHWZHHQ 1RUWK¶V ZRUN DQG WKDW RI
2¶.HHIH¶V LQVRIDU DV ERWK ZRPHQ VRUWWR FDSWXUH WKH µSRUWDWLYH HOHPHQW RI IORZHUV¶
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[Reckitt and Phelan 2001: p.26]. Moreover, both women sought to capture the
sublime in an encapsulated form. However, there are marked differences between the
work of both women. ,QFRQWUDVWWR2¶.HHIIH1RUWK¶VSDLQWLQJVZHUHPDGHXQGHUWKH
tremendous strain of her travels and, as such, were accused of being stilted [Huxley
2002: p.@ 2¶.HHIIH¶V ZRUN GHOLEHUDWHO\ PDGH XVH RI IORZHUV DV PHWDSKRUV IRU
VH[XDO RUJDQV 7KH\ DOVR SUHGLFDWHG µXSRQ VH[XDO GHVLUHV¶ UHJDUGOHVV RI VH[XDO
orienWDWLRQ2¶.HHIH¶VSDLQWLQJVWKHUHIRUH LQYLWHXVWRVHHWKLQJVDVZHµPD\not have
VHHQ WKHP EHIRUH¶ [Kieran 2005: p.@ 1RUWK¶V SDLQWings do make use of the
sexualised language of flower parts developed by Linnaeus, but are only sexual in a
GHVFULSWLYH UDWKHU WKDQ D PHWDSKRULFDO RU DOOHJRULFDO VHQVH 1RUWK¶V ZRUN LV QRW
however, intentionally, about the sexualised gaze, or explicit sexualisation.
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C hapter Six

T he Use of Photography and the Composite Image in Relation to the
Paintings of M arianne North

As Martin Kemp makes clear in The S cience of Art Optical Themes in Western Art

from Brunelleschi to Seurat, during the nineteenth century within Europe, the story of
visual representation changed dramatically after the invention of photography in the
1820s. After the invention of photography, manual forms of visual representation
such as painting and drawing were no longer wholly dominant. They also had to
justify their identity as practices distinct from photography.
While this shift was a seismic one in many ways, it is nevertheless important to
acknowledge that photography itself did not emerge from nowhere and that its early
forms grew strongly on exiting pre-photographic modes of representation. In the
chapter µThomas Jones, Building in Naples,¶ in British   Vision, Mark Evans cites
Lawrence Gowing who DUJXHVWKDWµWKH IXQGDPHQWDOO\ PRGHUQSLFWRULDOV\QWD[¶WKDW
ZDVFUHDWHGE\SDLQWHUVLQWKHVSURYLGHGµWKHFULWLFDOVKLIWLQDUWLVWLFQRUPVWKDW
led to the invention of photogrDSK\¶ >Evans 2007: p.187]. )XUWKHUPRUH µWKHRUHWLFDO
DVSHFWV RI RSWLFDO DQG JHRPHWULFDO VSDFH¶ EHFDPH µZLGHO\ GLVFXVVHG LQ WKH OLWHUDWXUH
RQ WKH DUWV DQG VFLHQFHV¶ ORQJ EHIRUH SKRWRJUDSK\¶V LQYHQWLRQ >.HPS  S@
Holman Hunt also claimed that photography had been sent by providence WR µVKRZ
paintHUVWKHLUVKRUWFRPLQJV¶+ROPDQ+XQWDOVRFRQVLGHUHGµLWWKHWDVNRISDLQWHUVWR
GHSDUW DV PHUFKDQWV RI QDWXUH¶ DQG µEULQJ KRPH SUHFLRXV PHUFKDQGLVH LQ IDLWKIXO
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SLFWXUHV RI VFHQHV¶ WKDW ZHUH LQWHUHVWLQJ IURP WKH SRLQW RI YLHZ RI µKLVWRULFDO
considerations or from the strangeness of WKHVXEMHFWLWVHOI¶>+RR]HH 2007b: p.181].
With the increasing popularity of photography as a visual medium during the
nineteenth century, visual artists began to depart from artistic conventions established
GXULQJ WKH 5HQDLVVDQFH LQ RUGHU WR GLIIHUHQWLDWH WKHLU SUDFWLFH IURP SKRWRJUDSK\¶V
mechanically produced vision of reality. German topographical artists, for example,
EHJDQWRDEDQGRQµWKHWKHRU\DQGSUDFWLFHRIOLQHDUSHUVSHFWLYH¶DVLWµFHDVHGWRSlay a
vitally creative role in tKH IRUHIURQW RI SDLQWLQJ¶ >.HPS  p.221]. This change
took place because photography almost overnight occupied the space that had
previously been taken up by realist painting, At the same time, the invention of
commercial photography allowed artists, to use the camera as a device that could
transcend its mechanical base DQG µHQWHU WKH UHDOP RI µQDWXUDO PDJLF¶ [Kemp 1990:
p.@ 7KH SLFWXUHVTXH µWUDGLWLRQDOO\ D KLJKO\ UHILQHG DUW IXOO RI >«@ WULFNV RI WKH
trade necessar\WRFUHDWHGHSWKVWUXFWXUHDQGGUDPDIURPXQWLG\QDWXUDOSKHQRPHQD¶
consequently became the stock in trade of an emerging art photography [Tromans
2008: p.102].
3KRWRJUDSK\ZDVDVRXUFHRIYLVXDOLQIRUPDWLRQWKURXJKRXW1RUWK¶VOLIHWLPH,W
had been said WKDWµSKRWRJUDSK\ ZDV ERUQDVWKH JROGHQDJHRIERWDQLFDO LOOXVtration
GUHZ WR D FORVH¶ >(ZLQJ  S9], despite later claims by Sacheverell Sitwell in

Great Flower Books 1700-1900, WKDWµ>W@KHUH LV>«@QRUHDVRQWRWKLQNWKDWWKH ILQH
flower book is enGHG¶EHFDXVHWKHPHGLXPRISKRWRJUDSK\µFDQQHYHU>«@HTXDOWKH
drawn and coloured portrayal b\ WKH KXPDQ KDQG¶ >6LWZHOO : p.25]. During the
V DQG V SKRWRJUDSKLF IORZHU VWXGLHV ZHUH PDGH WKDW µEHJDQ WR DSSHDU LQ
salon exhibitions that were revLHZHG HQWKXVLDVWLFDOO\ LQ WKH SHULRGLFDOV¶ RI WKH WLPH
[Ewing 2002: p.15].
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7KHVH SLRQHHULQJ SKRWRJUDSKV RI IORZHUV RU µQDWXUHV JHPV¶ as the Victorians
loved to call them, were among the first subjects to be photographed that achieved
recognition as something approaching art [Ewing 2002: p.7]. In formal terms, these
photographs of flowers are not dissimilar in composition and VW\OH WR µWKH HDUO\
nineteenth-FHQWXU\IORZHUSDLQWLQJVRI3LHUUH-RVHSK5HGRXWp¶ (1817-1824). Indeed it
has been acknowledged that RHGRXWp¶VZRUNKDGDPDUNHGLQIOXHQFHXSRQthis type of
photography [Ewing 2002: p.9]. During the late nineteenth FHQWXU\ µWKH DUWLVWLF
SKRWRJUDSKHU¶DQGWKHµDPDWHXU¶DOLNHEHJDQWRSKRWRJUDSKµVPDOOLQDQLPDWHREMHFWV¶
many of which constituted still lifes [See figu re 121] [Ewing 2002: p.15]. Works by
amateur flower photographers VXFKDVWKH5HYHUHQG'7.'UXPPRQG¶VSKRWRJUDSK
Untitled, from 1860, and cited in figure 120, depicts a very clear image of a Posey of
flowers [Ewing 2002: p.16]. Many of these works utilised compositional styles
similar to those employed by North in some of her flower paintings, although no
direct link between the two can be made. 48
Writing in 1877, Auguste Rodin (1840- VWDWHGWKDWKHµKDGDORZHVWLPDWH
of photography as aUW¶EHFDXVHKHEHOLHYHGWKDWLWLVµWKHDUWLVWZKRLVWUXWKIXODQGLWLV
SKRWRJUDSK\ ZKLFK OLHV¶ FRQFOXGLQJ WKDW µLQ UHDOLW\ WLPH GRHV QRW VWRS DQG LI WKH
artist succeeds in producing the impression of a movement which takes several
moments for accomplisKPHQW KLV ZRUN LV FHUWDLQO\ OHVV FRQYHQWLRQDO¶ WKDQ µWKH
VFLHQWLILF LPDJH ZKHUH WLPH LV VXVSHQGHG¶ >Elsen 1980: p.11]. Despite this, Rodin
XVHG WKH FDPHUD µWR SURYLGH D QHZ LQVLJKW LQWR KLV ZRUNV¶ DV HDUOLHU SDLQWHUV DQG
sculptors had done through the use of mirrors lenses and camera obscuras in the
studio and in the natural environment [Ayers 1985: p.68].
48

In A Vision of Eden, Anthony Huxley comments that North used her brush as the modern botanical
traveler uses a camera, concluding that in some of her groupings the more contrived scenes achieved
HIIHFWVµZKLFKDFDPHUDQHYHUFRXOG¶>+X[OH\: p.12].
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Photography as a visual practice is part of an extended lineage that evolved
within art practice related to the use of optics that has its origins in antiquity. Devices
similar to the camera obscura, involving a darkened room or box with a small hole to
focus light, where certainly in use from the time of Aristotle and came closer to
forming the basis for modern photography, with the addition of lenses from 1589. The
use of the camera obscura and then the camera lucida altered the marks made by
DUWLVWV+RFNQH\UHIHUVWRWKHXVHRIRSWLFVLQUHODWLRQWR,QJUHV¶ (1780-1867) portrait
drawing of Madame Louis Godinot in 1829, which he argues was made with the aid
RIDOHQVVLQFHWKHOLQHVRIWKHGUDZLQJDSSHDUWUDFHGUDWKHUWKDQWRKDYHEHHQµJURSHG
IRU¶[Hockney 2006: p.23]. Hockney beliHYHVWKDW,QJUHVGUHZµWKHKHDG-ILUVW¶DQGE\
µPDNLQJ D IHZ QRWDWLRQV RQ WKH SDSHU¶ IL[HG the µposition of her hair, her eyes, her
nostrils and WKH HGJH RI KHU PRXWK¶ >+RFNQH\  p.23]. In this way, argues
Hockney, the artist was able to construct a point-to-point reference of key elements
essential to proportion [Hockney 2006: p.23]. The image produced by a camera can
alsREHHDVLO\WUDFHGXVLQJWKHVDPH PHWKRGHQDEOLQJWKHDUWLVWWRµIDVWIRUZDUG¶WKH
µQRUPDO PHDVXULQJ SURFHVV WKDW WDNHV SODFH LQ WKH KHDG RI D JRRG GUDXJKWVPDQ¶
[Hockney 2006: p.28]. Despite this, art historians KDYH µEHHQ UHOXFWDQW WR VWXG\ WKH
LPSOLFDWLRQV¶RIWKHYLVXDOHYLGHQFHWKDWVXSSRUWVWKHXVHRIphotographic material by
makers EHFDXVH µLW LVQRWTXLWHSURSHUIRUWKHLU IDYRXUHGDUWLVWVWRUHVRUWWRZKDWKDV
become regardHG DV D IRUP RI FKHDWLQJ¶ >.HPS 990: p.196]. Hockney states,
KRZHYHUWKDWDUWLVWVDUHµVHFUHWLYHDERXWWKHLU PHWKRGV ± WKH\DUHWRGD\DQGWKHUH¶V
QRUHDVRQWRVXSSRVHWKH\ZHUHDQ\GLIIHUHQW¶LQWKHSDVW¶+RFNQH\DUJXHVWKDWDUWLVWV
ZDQW WKHLU PHWKRGV RU µVLJQDWXUH PDUNV¶ WR EH VHFUHW not just because of cultural
WDERRVRQWKHXVHRIRSWLFVEXWEHFDXVHWKH\GRQRWZDQWWKHPµUHSOLFDWHGE\RWKHUV¶
for professional/commercial reasons [Hockney 2006: p.14].
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The line between photography and art was further blurred by the fact that while
some early photographers looked towards art as a source of inspiration, some painters
became photographers, thereby bringing an distinctively artistic compositional bias to
their photographic work, Early maritime photographs by Gustav Le Gray (18201884), for example, have been compared to Gustave &RXUEHUW¶V (1819-1877)
paintings of seagoing ships [Cadoche no date given]. The work of the English
photographer Roger Fenton (1819-1869), who exhibited his work at the Great
Exhibition of 1851 [Howarth Booth 2007: p.247], was perceived tR RIIHU µD QHZ
model of clarity [and] EUHDGWK¶WRODQGVFDSHSLFWXUHV [Howarth Booth 2007: p.248]. In
)HQWRQ¶VSKRWRJUDSK The Valley of the Shadow of Death, of 1855 [See figure 122],
the viewer is presented with a beautifully composed and tonally graduated
photograph, which despite its subject matter (the killing ground of the Light Brigade
at Crimea after the fact) shares many of the qualities of the picturesque [Lyles 2007:
p.220@)HQWRQ¶VZRUNVDUHDOVRYLVXDOO\VLPLODUWR+XGVRQ5iver School paintings as
witnessed in his photograph Double Bridge on the Machno of 1857 [See figure 123],
which depicts a river running though a landscape similar to many compositions
placed within paintings of the Romantic Movement, as well as paintings by Frederic
Edwin Church, who is known to have utilised photographic images WRKHOSµKROGRQWR
various DQGGLUHFWLPSUHVVLRQV¶>1RYDNS70] related to his landscape paintings.
According to Hockney, photography has been used by painters because it can do two
WKLQJV µLW FDQ EULQJ LQWR IRFXV REMHFWV ZLWK PLQXWH GHWDLO EHWWHU LW VHHPV WKDQ WKH
KXPDQH\H¶DQGLWFDQVKRZµVKDUSQHVVDQGEOXUULQJRIOLJKW¶WKDWLVXVHIXO to an artist
in relation to mark-making, HVSHFLDOO\ LQ UHODWLRQ WR FRPSRVLWLRQDO µGLVWortions and
GLVFRQWLQXLWLHV¶ LQ PDUNV>+RFNQH\S@ Such marks are, Hockney argues,
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RIWHQµGLIILFXOWWRH[SODLQ¶XQOHVVRSWLFVRUSKRWRJUDSK\µKDGEHHQXVHGLQVRPHZD\¶
[Hockney 2006: p.131].
Landscape photography was readily available in the United States during the
late nineteenth century. From the 1860s onwards, the US government had started to
use photography for expedition purposes as part of the discovery of new land. In the
1870s, the photographer Timothy H. Sullivan (1840-1882) used a cart to carry not
only laboratory equipment but also mules to carry the rest of the bulky kit needed to
take and produce photographic images [Cadouche no date given]. The photographs
produced by Sullivan are clear, pristine images of nature that could quite easily be
used as a starting point for the linear and tonal balances required by a painting or
drawing. Many photographers in the USA, including British born photographer
Edweard Muybridge (1830-1904) and William Henry Jackson (1843-1942), produced
images that were almost Luminist in quality. $QGUHZ - 5XVVHOO¶V LQGXVWULDO
photographs set within the American landscape are reminiscent of both impressionist
and Luminist works. Engravings were made through the use of photographs [Cadoche
no date given]. Printing and lithography were also important factors in relation to the
production and reproduction of early photographic images. Illustrations based on
photographs that had been sent from far away or interesting locations nearby, and
were often touched up to be presented in magazines. Indeed, the touching up process
was so extreme in some cases that the resulting images appear to be a half-way-house,
between photography and art illustration [Cadoche no date given].
According to Kemp writing in The Science of Art, µ>W@KHUH ZDV QR HVVHQWLDO
GLIIHUHQFH¶ EHWZHHQ µWKH ER[-type camera obscuras¶ available to professional and
amateur artists during the early nineteenth FHQWXU\ DQG WKH FDPHUDV XVHG E\ >«@
Daguerre (1787-1851) and Fox-Talbot (1800-1877) in the inventLRQRISKRWRJUDSK\¶
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[Kemp 1990: p.190]. It is therefore almost certainly because of this technical
continuity that nineteenth-century painters such as Manet (1832-1883) and Degas had
QRFRQFHUQVDERXWXVLQJµSKRWRJUDSK\WRSURGXFHSDLQWLQJV¶7KLVXVHRIShotography
extends beyond the still realist images of impressionism to the increasingly abstract
non-realism of modernist painting. There is now, for example, evidence that Picasso
used postcards carrying ethnogrpahic photographs of African natives bought from the
7URFDGpURLQ3DULV ZKHUHµQRQ-western artifacts were VWRUHGDQGGLVSOD\HG¶ >7D\ORU
2004: p.28] as a visual reference for his painting 'HPRLVHOOHV G¶$YLJQRQ of 1907.
Which deliberately includes references to African styled masks placed upon two of
the women depicted [See figure 124].
The photographs, which appear to have informed the making of Demoiselles
G¶$YLJQRQ FRPSRVLWLRQDOO\ DV ZHOO DV VW\OLVWLFDOO\ ZHUH RQO\ IRXQG DIWHU 3LFDVVR¶V
death alongside countless sketchbooks showing drawn variations of compositional
ideas and alterations to the theme of PicaVVR¶V SDLQWLQJ >5LFKDUGVRQ ]. This
discovery goes someway to dispelling the myth that Picasso arrived at Demoiselles
G¶$YLJQRQ simply through the creative imagination. If a high art painter like Picasso
resorted secretly to these methods then it seems likely that amateur painters would
have few qualms in doing so, especially when they need to make a lot of paintings
very quickly and decisively, as North did for the timely completion of her gallery.
The use of optics and photographic imagery in relation to botanical illustration
LV UHIHUUHG WR LQ .HLWK :HVW¶V How to Draw Plants in the chapter entitled µ%DVLF
(TXLSPHQW¶ West VWDWHVWKDWµ>L@QVRPHVLWXDWLRQVLWLVQHFHVVDU\WRWXUQ to the camera
DVDQDLG¶>:HVWS@,QVLWXDWLRQVZKHUHLWµZRXOGEHFULPLQDOWRSLFN¶SODQWV
WRGUDZRUZKHQDµGHWDLOHGVWXG\LV>«@LPSUDFWLFDO¶RUZKHQµODFNRIWLPH¶ may be
of concern, a photograph can be taken and a simple line drawing can be µFDUULHGRXWLQ
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VLWX¶ >:HVW  S@ +RZHYHU :HVW VWUHVVHV WKDW µSKRWRJUDSKV VKRXOG EH XVHG
RQO\ZKHUHWKHUHLVQRRWKHUVHQVLEOHPHDQVRIDFFHVVWRWKHQHFHVVDU\LQIRUPDWLRQ¶
DQGWKDWWKHSDLQWHUVKRXOGQRWXVHDSKRWRJUDSKLFLPDJHRIDSODQWµWDNen by anyone
HOVH¶ >:HVW  S123]. West also cites concerns over the use of colour prints or
FRORXUWUDQVSDUHQFLHVDVµ>W@UDQVSDUHQFLHVUHFRUGFRORXUPXFKPRUHDFFXUDWHO\EXWDUe
WRR VPDOO WR ZRUN IURP¶ >:HVW  S140]. West gives further insight into the
working practices of some botanical illustrators, citing how they overcome the use of
VPDOOWUDQVSDUHQFLHVE\ZD\RIµDGHYLFHFRQVLVWLQJRID PLQLDWXUHVFUHHQKRXVHG¶LQ
a cabinet VLPLODU WR D FDPHUD REVFXUD +HUH D µVOLGH LV EDFN-SURMHFWHG¶ VR that a
SHUVRQFDQµVLWFORVHWRLWDQGZRUNGLUHFWO\ IURPWKHHQODUJHGLPDJH¶>:HVWS
@ :HVW FRQFOXGHV WKDW SKRWRJUDSKV DUH µSRRU VXEVWLWXWHV IRU OLYLQJ SODQWV¶ ZKLOH
DFFHSWLQJWKDWWKHDYDLODELOLW\RIµJRRGTXDOLW\SULQWVEDFNHGXSE\QRWHVVNetches and
voucher specimens, may be sufficient for many purposes, and as an aid towards
LOOXVWUDWLRQ¶ HVSHFLDOO\ ZKHQ IXUWKHU LQIRUPHG E\ µH[SHULHQFH DQG ERtanical
NQRZOHGJH¶ >:HVW  S@ :HVW¶V FRPPHQWV DUH UHYHDOLQJ LQ WKDW WKH\ GUDZ
attention to a now open acceptance of the use of photography as part of flower
drawing as well as perceived limits on that use.
Between 1875 and 1877 North visited Japan, where a passion for painted
photographs and photographic engravings had begun as early as 1869 [Cadoche no
date given]. From the mid nineteenth century onwards the Japanese had embraced the
use of the 3-D Stereopticon that made use of pairings of photographic images
sometimes employing garish colouration [Cadoche no date given]. The often, strong
colRXUDWLRQ RI WKHVH HDUO\ SDLQWHG SKRWRJUDSKV HFKRHV WKDW SUHVHQW LQ 1RUWK¶V
paintings as well as some Pre-Raphaelite art. North bought photographs as a young
woman on her travels to Milan where referring in her diary to a collection of
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photographic representations of paintings by Leonardo da Vinci, which she found
µPRVWLQWHUHVWLQJ¶>1RUWK p.37]. In later letters North divulged that she collected
other photographic images in the form of portraits. [North 1878: Burnell letters
A15/3, (MN/1/1)]. North, therefore, like other bourgeois Victorians not only had
access to photographs, she also possessed photographs of artworks and may well have
seen photographs that had been altered/assisted as the result of artistic intervention.
The nineteenth century was the beginning of the scrapbook and picture postcard made
µSRVVLEOH E\ PRQWDJLQJGLVSDUDWHSKRWRJUDSKLF HOHPHQWVDJDLQVWHDFKRWKHU¶DQG Ey
the end of the century such practices were widespread [Taylor 2004: p.8].
The artistic technique of collage-montage is characteristic of much of the
progressive art of the twentieth and twenty-first-centuries. As Brandon Taylor in

Collage, indicates, the practice of visual quotation and copying from other visual
sources by artists²WKDW LV WR VD\ WKH PDNLQJ RI µ>F@RPSRVLWH LPDJHU\¶ ZDV QRt
µXQNQRZQ EHIRUH WKH WZentieth FHQWXU\¶ >Taylor 2004: p.8]. During the seventeenth
century, for example, Rubens freely added improvements to the drawings of others,
regardless of modern attitudes to originality [Taylor 2004: p.8]. High art has
persistently co-opted composite methods in order to bring together, popular (low)
IRUPV RI YLVXDO FXOWXUH DQG KLJK DUW &RQVLGHU KHUH IRU H[DPSOH )UDQFLVFR *R\D¶V

The Third of May (c.1810-1812). Goya took popular cultural and political prints that
would be immediately recognisable to the everyday Spanish populace, using them as
a visual reference for the events depicted in The Third of May, which show the
execution of a group of Spanish citizens by French soldiers [Bulger 2010]. The image
has an immediacy suggesting that Goya was a first hand witness to events. Goya was,
however, almost certainly not present. Goya can be understood to have used already
widely recognised images with political meaning to shortcut the need for laborious
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description, whLOH JLYLQJ D VHQVH RI WKH UHDOLW\ RI WKH HYHQWV KH UHSUHVHQWHG *R\D¶V
painting therefore involves a kind of visual sleight of hand used for the purposes of
critical truthfulness.
In Secret Knowledge, Hockney states that the very idea of the use of visual aids
DQG WKH PDNLQJ RI FRPSRVLWH LPDJHV µKRUULILHV WKH OD\PDQ¶ EHFDXVH LW FDQ EH
XQGHUVWRRGDVDWWDFNLQJWKHYHU\µLGHDRILQQDWHDUWLVWLFJHQLXV¶+RFNQH\EHOLHYHVWKDW
modern day perceptions of artists can be traced back to iPSUHVVLRQLVP ZKHUH µ>W@KH
popXODU FRQFHSWLRQ RI DQ DUWLVW¶ ZDV DV D KHURLF LQGLYLGXDO OLNH 9DQ *RJK
µVWUXJJOLQJDORQHWRUHSUHVHQWWKHZRUOGLQDQHZDQGYLYLGZD\¶,PSUHVVLRQLVWDUWLVWV
were perceived as having worked in a way that did not rely upon the studio tradition
ZKHUHµ>D]rtists had large workshops, witKDKLHUDUFK\RIMREV¶>+RFNQH\S14].
The impressionists presented themselves as moving outside of the studio tradition to
work outdoors as realists close to their chosen motifs. However, in actuality, the
impressionists continued to use studios, often combining the results of their outdoor
work with imagery taken from their imagination or other sources0DQHW¶V Déjeuner
6XU /¶ KHUEH of 1863, for example, is clearly composed of images from differing
VRXUFHV µZLWK LWV UHFXPEHQW ILJXUHV IUDPLQJ D VHSDUDWH EDFNJURXQG¶ >Taylor 2004:
p.7]. The combining of separate elements to make larger composite images was
explored by artists prior to the nineteenth century in Dutch still life and flower
paintings [Hockney 2006: p.113] often in relation to the combining of scarce or
fragile natural resources used in still-lifes.
As previously discussed, Thornton, also produced composite images in The

Temple of Flora . As a botanical illustrator, the composite use of images would have
been aQLQGLVSHQVDEOHSDUWRI1RUWK¶VSUDFWLFH1RUWKZDVQRWDGYHUVHWRXVLQJRWKHUV¶
imagery [North 1882-1938: MN/1/4: Kew. North Gallery MF] HYHQ WKRXJK µ>K@HU
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IDPHUHVWHGSULPDULO\RQKHUSDLQWLQJV¶EHLQJWKRXJKWRIDVRULJLQDOLPDJHVRIµH[RWLF
natural objHFWV LQ IDUDZD\ SODFHV¶ >0RUJDQ  S100]. In a letter dated simply,
µ7XHVGD\¶1RUWKZULWHVWR:LOOLDP7KLVHOWRQ'\HU WKHQGLUHFWRUDW.HZ*DUGHQV 
while preparing her gallery and still painting images to be placed upon her gallery
walls, WKDWµ,GRQRWKRSHWRJHWOLYHVSHFLPHQVRQO\VRPHSDLQWHGRQHV¶1RUWKZURWH
RIVWXG\LQJDQµ,VDEHOOD¶EXWFOHDUO\KRSHGIRUKHOSUHJDUGLQJDOLYHVSHFLPHQVWDWLQJ
WKDWVKHKDGEHHQµLQWKHIODWIRU>«@WHQGD\V¶LQRUGHUWRµILQLVKRIIWKHQH[WVHWRI
IUDPHV¶ Dnd that she wanted to work from home if possible [North 1882-1938:
MN/1/4:Kew. North Gallery MF].
6KH DOVR ZURWH RI FRPSDULQJ VSHFLPHQV WR LPDJHV LQ WKH µQHZ (QF\FORSHGLD
%ULW¶)XUWKHUPRUH1RUWKZURWHRIWKHSDLQWHGGRRUVRIKHUJDOOHU\EHLQJSODFHGXQGer
her sofa at the time [North 1882-1883: Hemsley Letters, Vol 2.c.]. In another letter to
:LOOLDP %RWWLQJ +HPVOH\ ZKR FRPSLOHG WKH 1RUWK JDOOHU\ FDWDORJXH RQ 1RUWK¶V
behalf) [The Chronicle 1882], North again raised the issue of accessible illustrations,
asking Hemsley for an illustration of a µHoza/ Hoya/ Heoza¶ [North 1882-1883:
Hemsley Letters, Vol 2.c.]. North also asked for help regarding a cupucin plant stating
µZKDW,VKRXOGOLNHWRNQRZEHVWLVZKDWWKHIUHVKIUXLWORRNVOLNHIRU,RQO\FRORXUHG
the ones in the painting from what you & Sir Joseph said it must be likeʊI have
never myself VHHQ DQ\WKLQJ EXW WKH ³&DSXFLQ QXW´ RII WKH WUHH¶ $ µ: (VWULGJH¶
showed North a drawing he had made of the Cupucin, leading North to exclaim that
KLV GUDZLQJV µRXJKW WR GR¶ DV µKLV ERRN LV H[SHFWHG QH[W ZHHN¶ [North 1882-1938:
MN/1/4:Kew.North Gallery MF]. Sheffield states that North had tried to get a
³PXPPLILHG SODQW´ to draw at one point [Sheffield 2001: p.86]. Allowing a person
such as North, to accesses imagery at Kew could have been perceived by Hooker to
EH LQ WKH JDUGHQ¶V EHVW LQWHUHVW LI RQO\ WR KHOS FRPSOHWH WKH 1RUWK JDOOHU\ Ds soon
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possible. On the 20 April (no year given) North wrote to Hooker about the pending
adjustments to the hanging of her pictures within the North gallery. North was clearly
VWLOO PDNLQJ ZRUNV IRU WKH VSDFH EHFDXVH VKH DVNV +RRNHU µ>Z@RXOG LW KXUW WKDW
Deudrobium Superba to spend a day in my studio? If it came in a tin box? I can make
room for a couple of orchids in weeding out the smaller top pictures, I should enjoy
painting them, but the greenhouse is too sloppy in the morning, & too crowded in the
afternoon-if there was a quiet corner there I would come to them please say no if it is
EHVW IRU WKH SODQWV¶ >1RUWK -1938 MN/2/3 North Gallery Letters]. This
GRFXPHQWDU\HYLGHQFH EULQJV1RUWK¶VVXSSRVHGVFLHQWLILFREMHFWLYLW\ YHU\ PXFK LQWR
question. It makes clear that North was not and could not be so rigorous in insisting
XSRQ H[DFW LQIRUPDWLRQ DQG H[DFW GHSLFWLRQ GHVSLWH LPSURYHPHQWV LQ µJODVVKRXVH
construction and heating in the earlier part and middle of the nineteenth FHQWXU\¶
LPSURYHPHQWVWKDWµmade possible the successful cultivation of plants from the warm
PRLVWWURSLFV¶IRUµWKHSURducWLRQRIILQHERRNV¶>6\QJH: p.@1RUWK¶VVFKHGXOH
in completing the paintings for her gallery may have pushed her towards the
borrowing and copying of images made by others. At the time, North requested loans
RI FRORXUHG SDLQWLQJV DQGRU SULQWV IURP .HZ VXFK DV WKDW RI WKH µRUDQJH 'XWXUD¶
cited in a letter on the second of March. North also enquired about images of a
µ'DKOLD 1XSHULDOV¶ DQG µUHG &HULRXVE\ 6SHFVLRVLVVL FDFWXV¶ ,Q KHU UHTXHVW OHWWHU VKH
DGPLWVWKDWVKHZDVµLQDJUHDWKXUU\¶2QWKHIRXUWKRI0DUFK1RUWKVHQW a thank you
letter to Kew for letting her have a number of flower drawings, adding that she also
ZDQWHGDµZKLWHWLJULGLDWRR¶DQGDVNLQJLIµLWhad EHHQGUDZQDQ\ZKHUH¶,QWKHVDPH
OHWWHU1RUWKZULWHVRIµDSRWDWRIORZHU¶DGGLQJµ\RXQHHGQRWWURXEOHDERXWWKDW,FDQ
JHW D FRS\ RXW RI *HUUDGV KHUEDO¶ [North 1882-1883: Letters to Hemsley Vol 2.c.].
1RUWK¶V HQGHDYRXUV FOHDUO\ UHOLHG XSRn her good relationship with Kew Garden and
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their assistance with sample specimens, illustrations and perhaps even photographs
[North 1882-1938: MN/1/4:Kew.North Gallery MF]. Sheffield argues that North did
not use photographs, citing a letter to J.D. DuthLH ZKR KDG µRIIHUHG WR VHQG KHU
SKRWRJUDSKV DQG QDWLYH GUDZLQJV WR HDVH KHU ZRUN¶ WR ZKLFK 1RUWK UHSOLHG µWKDW
although such items were most excellent in their way [they] would be of little use to
me, as I have my own way of doing things & only care to paiQW IURP QDWXUH¶
[Sheffield 2001: p.97]. Clearly such high-mindedness was set aside during the
completion of the North gallery and it may well have been the case that North wished
to conceal her actual working methods in order to preserve her image as an objective
painter of the truth in situ.
In a letter to Hemsley that refers to the naming of tree and plant specimens
ZLWKLQKHUJDOOHU\1RUWKUHIHUVWRKHUSDLQWLQJVRI,QGLDZULWLQJµ,VHQG\RXWKHROG
photograph & two Indian sketches in answer to the last part of your note, thinking it
better to give you such scraps, than the promise of paintings while I may never have
WLPHWRPDNH¶[North 1882-1883: Hemsley Letters, Vol 2.c.]. It is therefore plausible
to think that North might have used photography to help mediate her paintings.
,Q1RUWK¶VSDLQWLQJ 0355, Morning Glory, Nata [See figu re 125], a living plant
LV UHSUHVHQWHG WKDW DSSHDUV WR EH LQ VLWX ,W LV UHPLQLVFHQW RI 'UHU¶V /DUJH 7XUI
sprawling as it does from edge to edge of the canvas almost trying to escape the
frame. However, the painting contains strange applications of tone and shade and the
colouration is off key. What is more, the placed highlights are sharp, similar in style
and application to a painting that has been made with reference to a photograph. In his
book, How to Draw Plants, :HVWVWDWHVWKDWµRQHVKRXOGEHDZDUHRIWKHOLNHO\HIIHFWV
RI ZRUNLQJ LQ GLUHFW VXQOLJKW¶ ZKHQ WDNLQJ SKRWRJUDSKV RI SODQWV DV µGHHS VKDGRZV
contrast over-strongly with the lighted surrounds, so that if exposure is correct for the
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lighter portions, the shadows will appear on the print DVLQGHFLSKHUDEOHEODFNDUHDV¶
aQG µLI VKDGRZHG SDUWV DUH FRUUHFWO\ H[SRVHG VXQ-splashed pieces will be burnt into
ZKLWHVSORGJHV¶ZKLFKGRDSSHDURQ1RUWK¶VSDLQWLQJRID Morning Glory, Nata [West
1999: pp.141-2]. Marion Arnold in South African art Peeling back the Petals, goes on
to assert that when representing light, tone and shade in paint colour is usually
HPSOR\HGWRµDFWLYDWHDUHDVRIIROLDJHWRHPSKDVL]HWKHVLJQLIicance of growth points
and to convey surface undulationV RQ OHDYHV DQG SHWDOV¶ >$UQROG  p.169].
1RUWK¶V UHQGHULQJ GRHV QRW FRQIRUP WR WKLV SURWRFRO 6RPH DUHDV DUH WRR VWDUN LQ
contrast to others. They do not appear natural, but partially bleached-out and thus
awkward to the trained eye. In contrast to this line of argument, Sheffield considers,
LQDQLGHDOL]LQJSDWFKRISXUSOHSURVHWKDWWKHSDLQWLQJ¶VVWDUNFRORXUFRQWUDVWFDQEH
H[SODLQHG E\ WKH VXEMHFW EHLQJ EDWKHG LQ µHDUO\ PRUQLQJ OLJKW¶ WKDW Sicks out the
dapples RI µWKLV GHOLFDWH EORRP¶ >6KHIILHOG  S@ +RFNQH\ VWDWHV WKDW µLW LV
SHUIHFWO\FOHDU¶ZKHQDUWLVWVKDYHXVHGRSWLFVGLUHFWO\DQGRWKHUVKDYHQRWVLQFHDIWHU
WKHVDOPRVWDOODUWLVWVVHHPWRKDYHEHHQµLQIOXHQFHGE\WKHWRnalities, shading
DQG FRORXUV IRXQG LQ WKH RSWLFDO SURMHFWLRQ¶ [Hockney 2006: p.17]. Those not using
optics, he points out, are obvious to the eye insofar as their work is more laboured and
more even in terms of its tonalities [Hockney 2006: p.17]. It might be added that
North seems to have emphasised what Arnold refers to as the use of µWKHIDOORIOLJKW
DQGVKDGRZFUHDWHGIURPDVSHFLILFOLJKWVRXUFH¶DQGQRWIURPDQDWXUDOOLJKWVRXUFH
VLJQLI\LQJDFRQFHUQZLWKµIRUPH[LVWLQJXQGHUJHQHUDOOLJKWFRQGLWLRns in non-specific
WLPH¶>$UQROGS169]. Even under tropical conditions, the play of light on form
is rarely, if ever, as stark as North portrays it. In short, North would appear to have
drawn upon the instantaneous qualities of the photograph rather than the outcomes of
natural observation over time.
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)XUWKHU WR DOO RI WKLV WKH IUDPLQJ RI VRPH RI 1RUWK¶V SDLQWLQJV VHHP
photographic in their delineation of the subject. In Kew Library Archives, many of
1RUWK¶VSDLQWLQJVKHOGLQFDUHIXOO\VWRUHGER[HVOook cropped like photographs. Body
sections of elephants depicted in some of the paintings are cut off abruptly [See
figu re 126], VXJJHVWLQJFOXPV\FRPSRVLWLRQRQ1RUWK¶VSDUWRUSHUKDSVPRUHOLNHO\
the use of photographs as a visual reference. Often, the paintings display poor
colouration that could be explained by the use of photography. Experiments with
colour photography began as early as 1877 [Cadoche no date given]. Throughout the
nineteenth century however most photographs were monochrome. Despite this
limitation, monochrome photographs can still be used effectively to plan
compositional layouts and provide information about the tonal modeling of forms.
6XFK SKRWRJUDSKV DOVR µFDSWXUH D FRPSOHWH VWRU\¶ RU µHYHQ DQ LQFLGHQW¶ WKDW FDQ EH
easily translated into paint [Bester 1999: p.143]. Sheffield states that the Victorians
GLVFXVVHGµWKHWUXWKIXOQHVVRI LPDJHVFDSWXUHGRQFDQYDVRUSODWHV¶&DPHUDV LWZDV
DUJXHG SURGXFHG LPDJHV ZLWKRXW DUWLVWV WKXV FDSWXULQJ D WUXWK µXQNQRZQ LQ DUW¶ $
photograph, LW ZDV EHOLHYHG FRXOG QRW µOLH FRQFHDO RU EH PLVXQGHUVWRRG¶7KLV WUXWK
would have been invaluable to North and her work, since high art forms required an
HGXFDWHG LQWHUSUHWDWLYH H\H DQG KDQG DQG DV 6KHIILHOG VWDWHVWKHVH LPDJHV µUHTXLUHG
no skill to creDWH¶ >6KHIILHOG  S@ &RQWUDU\ WR 6KHIILHOG¶V YLHZ WKHUH DUH
strong circumstantial grounds for believing that North might not only have used
photographs in the making of her work but that she would also have felt the need to
conceal that use.
Ironically, North was reluctant for her own paintings to be copied by others. In
her letters, North discusses formal questions and requests, often made to Joseph
Hooker, about whether the public were permitted to take copies of her paintings, and
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if so in what manner should a application be made [North 1882-1938: M/N/2/3 North
Gallery Letters (134)]. 2QHSDUWLFXODUDSSOLFDQWZDVYHU\µDQ[LRXVWRREWDLQDQRUGHU
IRU WZR IULHQGV¶ WR FRS\ 1RUWK¶V ZRUNV IRU WKH µSXUSRVH RI VWXG\LQJ %RWDQ\¶ DQG
hoped that their application was not out of order+RRNHU¶VUHVSRQVHZDVFOHDU1RUWK
GLG µQRW ZLVK KHU SLFWXUHV FRSLHG DW SUHVHQW¶ [North 1882-1938: M/N/2/3 North
Gallery Letters]. North did agree to later requests by friends as testified through a D.
+DUG\¶VDSSOLFDtion on the nineteenth of April 1886, which states that a Mrs. Gregory
DQGDIULHQGRI1RUWK¶VZLVKHGRQHSDUWLFXODUSainting to be copied by Hardy. North
herself gave Hardy written permission, attesting to the personal nature of the
transaction. In May of 1887, DQRWKHUUHTXHVWFDPHIRUZDUGWRFRS\1RUWK¶VZRUN2Q
this occasion there are no notes to indicate how this request was dealt with. On May
13, 1887 North wrote to Dyer from her home in Alderley, about a request for one of
her paintings of Darjeeling to be used as a frontispiece IRUDERRN1RUWKZDVµKLJKO\
KRQRXUHG

 GHOLJKWHG¶ EXW H[SUHVVHG WKDW VKH ZDV QRW HQWLUHO\ KDSS\ ZLWK WKH

DHVWKHWLFRXWFRPHVRIKHUZRUNVWDWLQJµ,GRQRWZLVKP\EDGZRUNWREHFRSLHG>«@
E\ HYHQ ZRUVH SDLQWHUV WKDQ P\VHOI¶ [North 1882-1938: M/N/2/3 North Gallery
Letters (140)].
Julia Margaret Cameron (1815-1879), photographed North during a visit to her
Sri Lankan (Ceylon) home in 1876, and 1877. Cameron appears to have started taking
SKRWRJUDSKV LQ  DQG WKHUH DUH D µKDOI±do]HQ RU VR DOEXPV RI SULQWV¶ WKDW
&DPHURQ µDVVHPEOHG DQG SUHVHQWHG WR YDULRXV PHPEHUV RI KHU IDPLO\ DQG IULHQGV¶
EHIRUH ʊD GDWH RIWHQ DVVXPHG WR EH WKH VWDUWLQJ SRLQW RI &DPHURQ¶V
photographic exploits [Ford 2003: p.78]. 1RUWK VWDWHG WKDW µ, KDG ORQJ known her
JORULRXVSKRWRJUDSKVEXWKDGQHYHUPHWKHU¶DQGWKDWµ>V@KHKDGVHQWPHPDQ\ZDUP
invitations to come when shHKHDUG,ZDV LQ&H\ORQ¶ [Sri Lanka] [Ford 2003: p.78].
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North described the Cameron house as standing upon a small hill that was then
µjutting out into the great river which ran into the sea a quarter of a mile below the
KRXVH¶ $FFRUGLQJ WR 1RUWK LW ZDV VXUURXQGHG E\ µcoca±nuts, casuarinas, mangoes,
and breadfruit trees; tame rabbits, squirrels, and mynah ± birds ran in and out without
WKH VOLJKWHVW IHDU ZKLOH D EHDXWLIXO VWDJ JXDUGHGWKH HQWUDQFH PRQNH\V >«@ DQG DOO
sorts of fowls wHUHRXWVLGH¶>)RUG 2003: p .79]. North also described the walls of the
room as EHLQJ FRYHUHG ZLWK µPDJQLILFHQW SKRWRJUDSKV¶ ZKLOH RWKHUV ZHUH µWXPEOLQJ
aboXW WKH WDEOHV FKDLUV DQG IORRUV¶ ZLWK µTXDQWLWLHV RI GDPS ERRNV DOl untidy and
SLFWXUHVTXH¶ >1RUWK D p.@ 1RUWK¶V VLVWHU &DWKHULQH ZURWH RI KHU EULQJLQJ
photographic material back to the UK after spending WLPHDW&DPHURQ¶VKRPH>1RUWK
1893: p.315] alongside sketches and pictures that may not all have been made by her.
North made a number of paintings at the Cameron house and at the time of her visit,
Cameron was taking photographic portraits of Tamil workers, including A Group of
Peasants and A Group of Kalkutra Peasants of between 1875-9. Cameron had
SUHYLRXVO\ WDNHQ SKRWRJUDSKV¶ RI ORFDO ZRUNHUV LQ (QJODQG EXW DFFRUGLQJ WR &ROLQ
Ford in Julia Margaret Cameron: Nineteenth Century Photographer of Genius, the
µVXQOLJKW LQ &H\ORQ [Sri Lanka] was consistently brighter than in even the
southernmost part of England and this inevitably meant that she was able to use
shorter exposure time. Therefore, her sitters did not have to keep still for such a
µSXQLVKLQJO\ORQJDWLPH¶DQGDVDUHVXOWµWKHSLFWXUes are reODWLYHO\VKDUSO\IRFXVHG¶
[Ford 2003: p.78].
In the North gallery there is a pair of paintings 240, 6RPHRI0UV&DPHURQ¶V

Models, with Cocoanut and Teak Trees, Kalutara, Ceylon (Sri Lanka) [See figu re
127], which represent a view of a river with tall trees near its banks looking out from
the verandah of a house. In painting 248, %RPED\ 3HGODUV RQ 0UV &DPHURQ¶V
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Verandah, Kalutara, Ceylon (Sri Lanka) [See figure 128], Indian peddlers sit upon a
lawn in front of the Cameron house making the appearance of selling silk scarves.
There is a tiled verandah roof with Greek styled pillars framing the garden, which
appears to be set on a hill looking down to a river. The view of the garden and river is
the same in both paintings 240 and 248, but in painting 240 the house roof and pillars
have been replaced with trees, and there are no peddlers present. This suggests that
North may have used a photograph as a starting point for both paintings creating an
image upon which could be elaborated upon imaginatively. In painting 240, lowgrade foliage is present, along with fauna in the form of two rabbits and a deer. A
local boy is also present walking in front of the vista carrying an urn in a Greek
manner. The stance of the boy depicted in the pair of paintings is similar to that of one
captured standing next to North in a photograph of her taken by Cameron [See figure
129].
In a series of photographs by Kew Garden photographer, Andy McRob, taken
while on assignment to catalogue and confirm some of the sites and vistas present in
1RUWK¶VSDLQWLQJVLQFOXGLQJLQ-DPDLFD7DVPDQLDDQG6UL/DQND0F5REIRXQGWKDW
the vistas were in fact similar, if not the same, as the paintings back in the North
gallery at Kew. However, aspects of the visual information presentHG LQ 1RUWK¶V6UL
Lankan paintings did not conform exactly to photographs taken at the old Cameron
residence [McRob 2007]. McRob took photographs all around the Cameron residence
and tried to take shots of the river view from the back of the house. However, the
view was obscured by the progressive growth of rubber trees over the years.
Furthermore, the pillars on the verandah, at the back of the house did not marry with
the ones depicted by North in painting 248 [McRob 2007]. McRob could only find
pillars fitting into a round-square-URXQG IRUPDW ZKLOH DOO RI WKH SLOODUV LQ 1RUWK¶V
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painting were round. McRob checked the whole of the house but only found the same
round-square-URXQG SLOODU IRUPDW ,Q 1RUWK¶V SDLQWLQJ D WLOHG URRI DFFRPSDQLHV WKH
pillars of the house, but at the house itself it is a stone archway that accompanies the
pillars. The only area that did have a tiled roof was a series of buildings at the back of
WKHKRXVHZKLFKDSSHDUHGWRKDYHEHHQHLWKHUVHUYDQWV¶TXDUWHUVRUXWLOLW\URRPVDQG
the SLOODUVSKRWRJUDSKHGWKHUHZHUHVTXDUH,Q1RUWK¶VSDLQWLQJ, pillars are depicted on
the right side of the painting. The only three pillars that North could have depicted in
this way are on the front porch of the house, and these pillars are situated on the left
side of the porch [McRob 2007]. Because the house is positioned upon a hill, it did
comply with the view in the Verandah painting. It was also evident that the view from
the back of the Cameron house corresponded with the river view directly behind the
vegetation both in paintings 240 and 248 [McRob 2007]. All of this field observation
LQGLFDWHVWKDW1RUWK¶VSDLQWLQJVDWWKH&DPHURQKRXVHZHUHQRWFRPSOHWHGGLUHFWO\LQ
front of the motif, but where assembled from differing viewpoints.
The presence oIYDULRXVYLHZSRLQWVLQ1RUWK¶VWKUHHSDLQWLQJVLQGLFDWHVWKDWVKH
was quite capable of combining differing bits of visual information. Painting 240 is
almost identical to painting 248 and the flora depicted along with the view of the river
is the same, thereby suggesting that it was of the same view. However, North appears
to have replaced the pillars in 248 with large trees in 240, using their round trunks as
visual surrogates for the pillars that appear in 248. The innumerable photographic
prints at the Cameron house, and four portraits taken of North by Cameron in January
1877 [Ford 2003: p.79@ FRXOG KDYH EHHQ XVHG WR LQIRUP 1RUWK¶V SDLQWLQJV ,Q WKH
portrait of North with a servant boy there are round pillars similar to those in painting
248 by North. While they do not comply with the actual pillars McRob witnessed at
the back of the house [McRob 2007] they are in the same configuration as those in the

196

painting. Ford states that Cameron made this study of North, at work at her easel on
the terrace of the &DPHURQ¶V KRXVH >)RUG  p.79]. He also states that Cameron,
XSRQ1RUWK¶VYLVLWZDVLQVSLUHGWRSURGXFHKHUµQHDUHVWSKRWRJUDSKWRDODQGVFDSH¶LQ
µDJURXSRIHVWDWHZRUNHUV RUSRVVLEO\LWLQHUDQWSHGGOHUV FORVHWRthe verandah of her
KRPH¶>)RUG3: p.@1RUWKPDGHDUHIHUHQFHWR&DPHURQ¶VSKRWRJUDSKLFVWXGLHV
of local people [Ford 2003: p.78] an example of this body of work can be witnessed in
her portrait of A Group of Kalutara Peasants of 1878 [See figu re 130]. According to
North, Cameron took a fancy to one local man through photographic studies she had
taken of him and retained the man as a gardener despite there being no garden [North
1892a: p.315]. As a formation of three, the pillars in the Cameron photograph form a
perspectival view, with North at an easel poised, brush in hand, and ready to paint. A
local boy is in his own clothing and holds an urn. There is also a small window to the
back of North, with shutters, and the structure of the building is not grand. It appears
to be a domestic building with a window to a small guest room perhaps. The vista in
the picture is unreadable, but some vegetation is present and there appears to be a
large tree. Other than this all of the elements in the Cameron photographs correspond
to the three Sri Lankan paintings by North. The tiled roof depicted by North in her
paintings could then be that to the servant quarters, or utility rooms, at the back of the
main house.
It is, therefore plausible that North combined painting of actual views with
images appropriated from photographs, utilising appropriated imagery to make a
FRPSRVLWH LPDJH RI WKH &DPHURQ YHUDQGDK 1RUWK¶V XVH RI D FRPSRVLWLRQDO
DUUDQJHPHQWLQKHUSDLQWLQJVVLPLODUWRWKDWRI&DPHURQ¶VSKRWRJUDSKLFSRUWUDLWRIKHU
complies with this theory, particularly since neither assuredly represents a view at the
rear of the Cameron house. The view of the river that appears in the North paintings

197

would appear to have been set far to the right of the view in the photograph. The
peddlers are therefore placed into an imaginary space in the painting as they hover
between the ground space of the lawn, and the floor of the building. The application
of this kind of perspective being used indicates µQRWWKHVLWXDWLRQRIWKHREMHFWVEXW
the situation of the sSHFWDWRU¶>+RFNQH\S196].49
In North America, wagons and mules were used to transport photographic
equipment, as part of the production of Landscape photography. Moreover,
Photographs have been collected historically, by botanists, as archival photographs of
flora in the Economic Botany Collection at Kew dating back to 1830s. This huge
collection contains thousands of images made specifically for Government
commissions and the production of postcards for the British Empire [Kay 2007].
Within the collection there are countless photographs taken by botanists in support of
their research. One of these photographs, taken by a James Bickwill between 1875
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During the interview with McRob conducted for this study, McRob questioned the veracity of the
view represented by North at the Cameron house. During the interview a visual comparison of
0F5RE¶VSKRWRJUDSKVDQG1RUWK¶VSDLQWLQJVZDVPDGH,WZDV concluded that because the house was
positioned upon a hill it was possible that the view from the back of the house was the one represented
in 1RUWK¶VSDLQWLQJV7KHLQFOXVLRQRISHGGOHUVLQ1RUWK¶VSDLQWLQJGRHVVXJJHVWWKDW1RUWKWRRNDYLHZ
from the back of the house, as peddlers were never usually allowed to sit on the front lawns of colonial
homes. McRob had wanted to go through the forest of rubber trees to investigate further, and to try and
get a clear photograph of the possible view of the river at ground level, but was put off by the presence
of cobra snakes in the undergrowth. McRob went to the extreme of climbing onto the rooftops of the
EXLOGLQJVLQRUGHUWRJHWDEHWWHUYLHZRIWKHULYHUIURPWKHKRXVH,QWKLVZD\KHKRSHGWRSXW1RUWK¶V
paintings into context, but felt it was still impossible to do so because of the intervening vegetation.
0F5RE TXHVWLRQHG 1RUWK¶V 6UL /DQNDQ SDLQWLngs of the Cameron house chiefly because other vistas
SDLQWHGE\1RUWKKDGEHHQYLVXDOO\FRUUHFWLQWKHLUGHSLFWLRQV1RUWK¶VUHSXWDWLRQZDV, after all, based
on supposedly truthful rendering. McRob concluded that North appeared to have combined three
separate viewpoints to make her Cameron house paintings. While leaving on the train, McRob saw, in
SDVVLQJDVWDWLRQPDVWHU¶VKRXVHWKDWKHEHOLHYHVFRXOGKDYHJLYHQDSRVVLEOHYLHZRIWKHULYHU[McRob
2007]. The final possibility was the inclusion of the tileGURRIIURPWKHVHUYDQWV¶EXLOGLQJDWWKHEDFN
of the house. McRob was asked if he thought photography might have used to make a montage. North
was after all a guest of Julia 0DUJDUHW&DPHURQDWWKHWLPHRQHRIWKHZRUOG¶VOHDGLQJSKRWRJUDSKHUV
of the day. McRob thought not, as wet plates were used by photographers at that time, which were time
consuming. He gave the example of people having to stand still for long periods of time, while being
photographed. McRob was asked if he thought that North, may have used photographs on other
occasions to produce her work and if they could have come in the form of images taken by others, or as
photographic picture post cards. McRob did not think this was possible either, as it would have taken a
wagon to carry the camera equipment, and believes this was not plausible for the times in which North
was painting, as sketching was more effective. McRob was also asked if there were, to his knowledge,
any photographs in Kew archives taken at the time North was traveling and painting, he believed there
were none [McRob 2007].
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and 1887, depicts an Assam tea plant, showing the form of the plant in such sharp
detail that it could quite easily have been used to inform sketches, in relation to line
DQGWH[WXUH,Q.HZ¶V+HUEDULXPSKRWRJUDSKVRISODQWVDUHDWWDFKHGWROHWWHUVSULQWHG
on very thin paper dating from as early as 1840. These images are plant portraits.
They are kept alongside dry specimens accompanied by details of the location where
the plant was found. There are also photographs related to specialist horticulture that
were commissioned for Kew by both William, and Joseph Hooker [Kay 2007]. A
photograph taken by Joseph Hooker is kept within the C wing of the Economic
Botany photographic collection at Kew [Kay 2007]. The photograph, which depicts a
barrel cactus, ferocactus cylindraceus assp lecontei [See figure 131], was taken in
1861 while Hooker was on a field trip to South Utah in the USA. The photograph
shows cacti in a desert landscape with two horses. Two men are present in the
background of the image alongside a carriage/wagon probably used to carrying the
FDPHUDHTXLSPHQWDVZHOODV+RRNHU¶VILHOGWRROV3DLQWing 0185, of Vegetation of the

Desert of Arizona, by North, depicts a desert in America and cacti that are similar in
DSSHDUDQFHWRWKH+RRNHUSKRWRJUDSK+RRNHU¶V DOEXPHQSULQWRI8WDK cacti, a well
composed, clear depiction of a landscape and its flora made available at Kew
Museum for public use [Kay 2007], could have been accessed for the making of
specialist drawings.50
$QRWKHUSKRWRJUDSKWDNHQDWWKHVDPHWLPHDV+RRNHU¶VE\D-DPHV&KDSPDQ
(1831-  VKRZV DQ DOPRVW LGHQWLFDO FRPSRVLWLRQ WR +RRNHU¶s, and resembles a
ZDWHUFRORXUILHOGVNHWFKLQ.HZ¶VFROOHFWLRQE\WKHDUWLVW7KRPDV%DLQHVZKLFKZDV

50

McRob is correct in his assumption that early photographers would have had to haul photographic
equipment around in a wagon LQRUGHUWRWDNHDILHOGSKRWRJUDSK0F5RE¶VDVVertion that North did not
participate in the actual photographing of landscapes could be upheld on the basis that there was an
already fiercely competitive colonial photographic market. North would merely have had to acquire
photographs from others. North did have photographic material to send to Hemsley. This raises the
question of whether North employed a photographer or did, indeed, take some images herself.
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painted on December 29, 1861. Baines, and Chapman worked together in South
Africa, and both produced published works related to their travels, Baines in South
West Africa in 1864, and Chapman in the African Interior in 1868, which included a
joint exploration of the Zambezi [Kay 2007].
1XPHURXV µvisual images on their journey to the Victoria Falls came in the
manner of sketches by Baines and photographs by Chapman, who personally
managed to produce about 200 glass plate photographs, making him one of the
earliest European explorer ± photographers in the interior of southern Africa, while
Baines produced a number of sketches and paintings as a result of the H[SHGLWLRQ¶
[Bester 1999: p.137]. &KDSPDQ¶V DWWHPSWV DW PDNLQJ SKRWRJUDSKLF LPDJHV RI WKH
9LFWRULD )DOOV IDLOHG %XW %DLQHV ZDV µDEOH WR PDNH µPDJQLILFHQW¶ VNHWFKHV¶ DQG
µUHSUHVHQWHG WKH ILQDO DQG XOWLPDWH IDLOXUH RI &KDSPDQ¶V SKRWRJUDSKLF ZRUN RQ WKH
expeGLWLRQ¶ >Bester 1999: p.141]. Nevertheless, Photographs were being taken in an
assortment of awkward locations during the Victorian period alongside the making of
paintings.
1RUWK¶V ZRUNV RI D FRPSRVLWH QDWXUH VKRXOG SHUKDSV EH WUHDWHG DV SDLQWLQJ
rather than as scientific-botanical illustration, since they depart markedly from any
ZKROO\ REMHFWLYH HQJDJHPHQW ZLWK QDWXUH 1RUWK¶V SDLQWLQJV DUH OLNH SKRWRJUDSKV
insofar as they place the viewer in a certain relationship with the world that enables
the viewer to accept what they depict as real. But this in the end is a conceit. At the
same time, they are paintings whose mixing of means would only be openly
acknowledged as art during the twentieth FHQWXU\ 5HFHQW UHVWRUDWLRQ RI 1RUWK¶V
paintings reveals that the actual painting surfaces contain fragments of foliage from
her travels [Farley 2010]. However, this is not proof that North painted her pictures
entirely in situ or in front of the motif at all, since there is always the possibility of
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cross contaminatioQ DV 1RUWK¶V SDLQWLQJV PDWHULDOV ZRXOG PRVW OLNHO\ KDYH EHHQ
contained in a traveling companion set or in her portmanteau. The evidence does not
UXOHRXWWKHSRVVLELOLW\WKDW1RUWK¶VSDLQWLQJV PD\ KDYH EHHQ VWDUWHG LQRQH ORFDWLRQ
and finished in another. Or that they were initiated in the field and then embellished,
perhaps with appropriated images, from other sources.
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C hapter Seven

1RUWK¶V5HODWLRQVKLSWR'DUZLQLDQ6FLHQFHDQG(QYLURQPHQWDO&KDQJH

7KHRUGHUVRIQDWXUDOKLVWRU\DQGQDWXUDOSKLORVRSK\ʊWKDWZRXOGODWHUEHµGHILQHGDV
WKH UHDOP RI SK\VLFV¶ʊKDG initially EHHQ µ>G@ULYHQ E\ >D@ GHVLUH WR XQLWH PDQ DQG
QDWXUH XQGHU *RG¶ >Roscoe +DUWLJDQ  S@ 6FLHQFH¶V LQFUHDVLQJO\ DWKHLVWLF
tendenciHV SDUWLFXODUO\ LQ WKH ZDNH RI 'DUZLQ RYHUZURWH WKDW GHVLUH  1RUWK¶V RZQ
connections to science did not come about simply because of a wish to carry out
empirical investigation, however. They also grew out of accessibility to science via
middle-class liEHUDO WKLQNLQJ DQG LWV SDUWLFXODU µDSSOLFDWLRQV RI FRPPRQ VHQVH¶
>2¶*RUPDQ  S@ $V D FRQVHTXHQFH 1RUWK ZDV DEOH WR ORRN EH\RQG WKH
conventions of quasi-science.
The development of science and manufacture, that enabled the Industrial
Revolution, created concerns within liberal bourgeois society. According to Hoozee
LQ KLV FKDSWHU µ2EVHUYDWLRQ RI /DQGVFDSH¶ in British   Vision, during the early
nineteenth-century artists such as John Constable (1776-1837), and David Lucas
(1802-81) harboured personal concerns with regard to the impact of industrialisation
on the rural landscape. With both men GLVSOD\LQJDQµLQQHUGLVWUHVVDQGWXUPRLO¶DERXW
the new modern life [Hoozee 2007b: p.184]. The Napoleonic wars had caused a
recession and Lucas noted that Suffolk rural workers had became restless because of
WKLV DQG WKH QHZO\ LQWURGXFHG µPHFKDQL]DWLRQ RQ WKH IDUPV¶ /XFDV DOVR µIHDUHG WKH
ways from liberal measures like the 1832 reform bill, the first step towards creating
democrDWLF YRWLQJ SURFHGXUHV¶ DQG KH brooded RYHU µWKH GHFline of WKH FKXUFK¶
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[Hoozee 2007b: p.184]. 7KHVHFKDQJHVRIµVRFLDO VLJQLILFDQFH¶ZHUHDOVRDWWDFKHGWR
nature across the globe within the context of colonialist expansion, not only by the
British, but the Spanish, Portuguese, French, DQG 'XWFK%\WKHµODWHHLJKWHHQWKDQG
HDUO\ QLQHWHHQWK FHQWXU\ HQYLURQPHQWDO DQ[LHWLHV DQG SROLFLHV¶ JUHZ DQG ZHUH
articulated by the application of philosophical DVZHOODVµSUDFWLFDOFRQFHSWV¶>*URYHV
2002: pp.49-50].
7KH µILUVW >«@ DSSHDUDQFH RI PLOOV PLQHV DQG IXUQDFHV¶ ZHUH RIWHQ LQ
µPRXQWDLQRXV DUHDV RI WKH %ULWLVK ,VOHV¶ VXFK DV &URPIRUG QHDU 0DWORFN LQ
Derbyshire. These changes to the countryside were easily associated with current late
eighteenth and early nineteenth-century preoccupations with the sublime [Gage 2007:
p.38]. Moreover, they were associated, not least through the work of the painter
Joseph Wright of Derby (1734-1797), with aspects of classical mythology. Because of
this, many tourists deliberately underwent discomfort, for a visit to a furnace or a
mine WKDW ZDV EHLQJ SDVVHG RII DV SDUW RI D UHFROOHFWLRQ RI µDQFLent or modern
P\WKRORJ\¶>*DJH 2007: p.38]. Chambers dissertation on oriental gardening of 1772,
LPDJLQHG WKDW WKH &KLQHVH FRQFHDOHG µcavities, on the summits of the highest
PRXQWDLQV¶ FRQWDLQLQJ µIRXQGULHV OLPH±kilns, and glass-wRUNV¶ DQG WKDW WKHVH
billowed thick smoke, giving one the impression that the mountains echoed the
sublimity of volcanoes since they were also accompanied by a large flames [Gage
2007: p.38]. The painter Philippe-Jacques de Loutherbourg, (1740-1812) painted Iron

Works, Coalbrookedale in 1805 [See figure 132], ZKLFK PDNHV XVH RI µWKHDWULFDO
HIIHFW¶DVZHOODVFODVVLFDOVW\OHDQGSURSRUWLRQWRGHSLFWDµVSHFWDFXODULQGXVWULDOVLWH¶
with its new factories and glowing fires. John Sell Cotman (1782-1842), the
watercolourist, also painted Coalbrookedale, [Barringer 2007: pp.77-78] which
depicts the smudgy atmosphere created by the chimneys which visitors were attracted
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WREHFDXVHRIWKHYHU\FRQWUDVWEHWZHHQµWKHQDWXUDOEHDXW\RIWKH ODQGVFDSHDQGWKH
sublimH KRUURU RI LQGXVWU\¶ >%DUULQJHU 2007: pp.78] [See figure 133]. Turner
demonstrated a profound fascination for scientific and industrial innovation showing
unnaturally coloured skies due to the impact that industrial pollution had on the
weather. [Gage. 2007: p.39].
During the later nineteenth century, North also had concerns with regard to
environmental change. These concerns stemmed from her personal experience and
NQRZOHGJHRIWKH%ULWLVKODQGVFDSH¶VµXQSUHFHGHQWHGZDYHRI,QGXVWULDOGHYHORSPHQW¶
as a result of the invention of steam power, which North had observed on travels with
her family as a young woman. As a result of her travels, North would have been
aware of the PDUNHG GLIIHUHQFHV EHWZHHQ µWRZQV DQG FLWLHV RI WKH 0LGlands and the
1RUWK¶>*DJH: p.37]. North wrote of the industrial changes within the North of
England, comparing it unfavourably to unpolluted Norfolk. Gawthorpe, Lancashire,
set in the North west of England, belonged to her step-VLVWHU-DQHW¶VIDPLO\ and North
recalled the nearby river Calder EHLQJµVSRLOWE\WKHQXPEHUVRIIDFWRULHV¶WKDWWKUHZ
µWKHLU VXUSOXV G\HV¶ LQWR LW FKDQJLQJ WKH FRORXU RI LWV ZDWHU WR µRUDQJH WR VFDUOHW RU
SXUSOH¶>1RUWKDS@51
By the nineteenth century trees had become a vital part of British mercantile
H[SDQVLRQµ(QJOLVK2DNZDVHVVHQWLDOWRVKLSEXLOGLQJDQGWKHUHIRUHLPSRUWDQWWRWKH
GHIHQFHRI%ULWDLQ¶VJURZLQJ(PSire and its commerce [Gage 2007: p.45]. During the
French wars, and up until 1815 there was a fostering and appreciation of British
woodlandsZKLFK EHJDQ ODUJHO\ EHFDXVHRIDWKHQ µXUJHQW QHHG IRUWLPEHU¶>*DJH
51

According to Groves writing in Green Imperialism, during the late eighteenth and early nineteenth
FHQWXU\ µDHVWKHWLFV DQG PRUDO FULWLTXHV¶ were made in relation to industrialization in England.
0RUHRYHU µ>F@ KDQJHV LQ WKH VRFLDO VLJQLILFDQFH DWWDFKHG WR QDWXUH¶ WRRN SODFH ZLWKLQ WKH FRQWH[W RI
colonial expansion and owed its late eighteenth and early nineteenth century environmental anxieties
and SROLFHV¶ WR WKH IRXQGDWLRQ RI 3KLORVRSKLFDO DV ZHOO DV SUDFWLFDO FRQFHSWV which were fully
developed by the mid eighteenth century [Groves 1995: pp.49-50].
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2007: p.45]. Representations of trees became very characteristic of British art and
during the early eighteenth century Constable excelled, in his Study of the Trunk of an

Elm Tree (c.1820-23) [See figure 134]. 'HSLFWLRQVRIVLQJOHWUHHVEHFRPHDµUHSHUWRU\
RI PDQ\ DUWLVWV¶DQG LQGLYLGXDOWUHHVZHUH perceived to have had a relationship with
both Pagan and Christian symbolism [Gage 2007: p.45]. Moreover, the appreciation
of trees as a picturesque subject was part of the sublime landscape of many artists
outside of Europe and the UK. In the US for example, the Hudson River School
painter Asher B. Durand used techniques characteristic of European landscape
painting to represent the internal forests RI WKH $PHULFDQ WHUUDLQ >2¶7RROH 
p.73].
1RUWK¶V RZQ SDLQWLQJ RI WUHHV ZDV YHU\ PXFK LQ NHHSLQJ ZLWK DQ established
picturesque approach to the depiction of landscape. Trees were very important to
North and her work, and she frequently mentioned their destruction and use as an
industrial resource throughout her diaries. In Jamaica, during 1871-2, North cites the
KDUYHVWLQJ RI EDPERR SODQWV GHVFULELQJ KRZ WKH\ ZHUH µFUXVKHG DQG PDGH LQWR a
FRDUVHNLQGRISDSHU¶1RUWKODPHQWHG this process because she believed no one cared
about the destruction of these plants [Ponsonby 2002: p. 22].
The site at Kew, which Hooker originally identified for the building of the
North gallery is situated behind the lodge house and would have involved the cutting
GRZQ RI VRPH WUHHV 1RUWK REMHFWHG VWDWLQJ µ\RX ZRXOG >«@ FXW GRZQ VRPH QREOH
trees who took some 80 years to grow- to make way for a building which will only
WDNH RQH \HDU WR JURZ ,V WKDW IDLU RQ WKH WUHHV"¶ [North 1879-1876: MN/1/4: Kew.
North Gallery MF]. North had already noted the colonial destruction of trees, on her
HDUO\WUDYHOVWRWKH86VWDWLQJWKDWµ>L@WEURNHRQH¶VKHDUWWRWKLQNRIPDQWKHFLYLOLVHU
wasting treasures in a few years to which savages and animals had done no harm for
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FHQWXULHV¶>+X[OH\: p.13]. North described the felling of the Wellingtonia tree or
the vernacular big tree of California, which she painted on her travels there [See
figu re 135]. These trees often grew to 325ft high DQGFRXOGµDVFHUWDLQHGWREHDERXW
 \HDUV ROG¶ >1RUWK -1876: MN/1/4: Kew. North Gallery MF]. Colonialist
exploitation destroyed forests both for their wood and to clear the way for plantation.
,Q7HQHULIH 1RUWKUHIHUUHGWRWKLVGHVWUXFWLRQVWDWLQJWKDWµSDOPVDQGRWKHUWUHHVKDG
EHHQFOHDUHG>«@WRPDNHURRPIRUWKHXJO\WHUUDFHVRIFDFWLJURZQfor the cochineal
LQVHFWWRIHHGRQ¶DQGWKDWµWKHURWWLQJSODQWVOHIWXQEXUQHGE\OD]\FXOWLYDWRUV¶FDXVHG
fever amongst the locals [Sheffield 2001: p.132].
1RUWK¶VIDVFLQDWLRQZLWKWUHHVLVUHIOHFWHGE\WKHYDULRXVVDPSOHVRIZRRGXVHG
to make up the dado in the North gallery, which, she stipulated, should be
documented correctly. North insisted on the correct use of all the names of the woods
SUHVHQW DQG WKDW WKHUH VKRXOG EH QR QDPHV µXVHG E\ WKRVH ZKR NQRZ QR VSHOOLQJ¶
[North 1882-1883: Hemsley Letters, VRO F@ 1RUWK DOVR FRPPHQWHG WKDW µPRUH
HGXFDWHGZKLWHLQYDGHUV¶KDGQRWHYHQJRQHWRWKHµWURXEOHRI>«@JLYLQJWKHPQDPHV
DW DOO¶ DQG µVKRZ LQ WKDW DW OHDVW DQ LQIHULRULW\ WR WKH DERULJLQHV¶ >1RUWK -1883
Hemsley: Letters, Vol 2.c.]. Even today, the woods present in the Borneo section of
the dado still have no names, because they were not readily available to the
FRQVHUYDWLRQ WHDP DW WKH WLPH RI WKH 1RUWK JDOOHU\¶V PRVW UHFHQW UHVWRUDWLRQ 7KHVH
names will now only be catalogued but not placed upon the dado in keeping with
present conservational standards [Farley 2011].
$V SUHYLRXVO\ VWDWHG 1RUWK¶V DSSURDFK WRZDUG SDLQWLQJ LV FRPSDUDEOH LQ VRPH
ways to that of the Pre-Raphaelite painter Ford Maddox Brown, and in particular
%URZQ¶V An English Autumn Afternoon of 1852-55 [See figure 136], which depicts a
YLHZ IURP WKH DUWLVW¶V KRPH LQ +DPSVWHDG /RQGRQ %URZQ¶V SDLQWLQJ UHSUHVHQWV
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different, clearly identifiable types of trees and their foliage in manner that is not
dissimilar in its attention to detaLOWR1RUWK¶VRZQSDLQWLQJVRIWUHHV RUIRUWKDWPDWWHU
topographical works by Baines). Ruskin attacked this particular Maddox Brown
SDLQWLQJ GHVFULELQJ LW DV DQ µXJO\ VXEMHFW¶ >:RRGV  S@ D FRPPHQW
FRPPHQVXUDWH ZLWK 5XVNLQ¶V GLVPLVVDO RI WKH RYHrabundant detail of scientific
LOOXVWUDWLRQ 0DGGR[ %URZQ¶V JUHHQ DQG OXVK /RQGRQ ODQGVFDSH LV FUDPPHG ZLWK
detailed information with no smudgy inexactness present. This detail suggests that
Brown may have adjusted his painting style in response to the then newly fashionable
medium of photography, which at that time, with the exception of colour, captured
place, line, and tonality, with a precision usually absent from painting. Maddox
%URZQ¶V SDLQWLQJ LV LQ D RYDO IRUPDW DFFRPPRGDWLQJ D SDQRUDPLF YLHZ WKDW could
easily have been made with the assistance of a camera obscura or other optical device;
especially since the distant views represented by the painting bring individual nuances
of tree foliage into unexpectedly sharp focus.
A similar depth of field effHFW FDQ EH IRXQG LQ UHODWLRQ WR VRPH RI 1RUWK¶V
paintings. In her paintings 0390, 9HJHWDWLRQ RQ WKH 6W -RKQ¶V 5LYHU .DIIUDULD (a
picture she painted on her return home to the UK) [See figu re 137], 0453, Yellow-

Wood Trees and Creepers in the Perie Bush [See figure 138], and 0470, Screw-Pines,
Palms, Tree-Ferns, and Cinnamon Trees on the hills of Mahé [See figure 139], for
example, North did not pull forward any one particular plant specimen, but instead
decided to give each plant equal consideration. They are therefore placed into a
compositional grouping and individually painted in such detail that botanists can
µLGHQWLI\HDFKLQGLYLGXDOWUHH¶>3RQVRQE\E@1RUWK¶VXWLOLVDWLRQRIWKLVSDUWLFXODU
technique therefore enabled her to adapt her scientifically unorthodox style for
botanical readings.
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7KH RVWHQVLEO\ DPDWHXULVK TXDOLW\ RI 1RUWK¶V WUHH SDLQWLQJV FRXOG HDVLO\ EH
misread as un-assured practice. North was trying to represent trees in detail as
scientifically readable subject matter without the discrimination between forms
usually employed by artistic landscape painters. Although by no means as skillful as
0DGGR[%URZQWKLVDSSURDFKQHYHUWKHOHVVFRUUHODWHVZLWK%URZQ¶VRZQXVHRIVPDOO
brushstrokes in rendering similar subject matter. In contrast tR 0DGGR[ %URZQ¶V
+DPSVWHDGSDLQWLQJKRZHYHU1RUWK¶VUHSUHVHQWDWLRQVRIWUHHVGR not have a central
focus WKDW DOORZV WKH YLHZHU WR EHFRPH µSDUW RI WKH VFHQH¶ UDWKHU WKDQ D GHWDFKHG
spectator [Merleau Ponty 2006: pp.348-34@ 0RUHRYHU 1RUWK¶V UHZRUNLQJ Rf PreRaphaelite style can be understood to adhere to the conventions of science insofar as
she applied a system of objective size and shape that takes for granted what has to be
explained LQ UHODWLRQ QRW RQO\ WR µGHWHUPLQDWH VL]HV DQG VKDSH¶ EXW DOVR WH[Wure
through the use of mark making [Merleau Ponty 2006: pp.348-34@1RUWK¶VDSSURDFK
towards representation was a conventional choice rather than just a conveying of
µPHQWDO LPDJHV¶ WKDW HQDEOHG KHU WR SOD\ ZLWK WKH VSDFH VKH UHSUHVHQWHG LQ RUGHU WR
disalORZ WKH WUHHV WR µSURJUHVVLYHO\ GLPLQLVK LQ VL]H¶ >Merleau Ponty 2006: pp.348349] as an artist might. North thereby deliberately disobeys the laws of art practice in
relation to compositional shading and distance in order to display scientific exactness,
thereby making her images appear rather strange from a conventional artistic point of
view.
1RUWK¶V DSSURDFK WR SDLQWLQJ FDQ EH XQGHUVWRRG WR H[WHQG 0DGGR[ %URZQ¶V
RZQ DSSOLFDWLRQ RI QR µVHQWLPHQW JUDQGHXU RU GHFRUDWLYH DSSHDO¶ >7UHQherz 2007:
p.244]. Conversely, realist painters such as Ruskin and some of the Pre-Raphaelites
incorporated some aspects of scientific drawing into their own practices, influenced
by the science of the day. Indeed, these applications were extended in the UK through
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the work of painters outside the immediate Pre-Raphaelite circle such as Christopher
Dresser, (1834-1904) who introduced a stylized botanical drawing that was to become
WKHEDVLVRIµ'UHVVHU¶VRZQLQGXVWULDOSUDFWLFHVDVDGHVLJQHUDQGZDVDGYRFDWHGLQKLV
teaching foU WKH JRYHUQPHQW¶V VFKRROV RI GHVLJQ¶ and can be witnessed in his work,

Demonstration Drawing of 1855 [See figu re 140]. Whereby, DUHVVHU DQDO\VHG µWKH
VWUXFWXUHRIWKHSDUWVRIWKHSODQWDQGIORZHUDQGWKHLUIXQFWLRQV¶DVDGHVLJQHUUDWKHU
than as a replicDWRURI(KUHW¶VVFKHPD [Cruise 2011: p.182]. Even Ruskin, alongside
John Brett (1831-1902) and Albert Moore (1841-1893), indulged in the correct
application of flora in their paintings, with Ruskin advocating a form of botanical
drawing that was not topological in its application, and yet adhered closely to natural
appearances [Cruise 2011: pp.75-76].
North enjoyed a close friendship with the celebrated naturalist Charles Darwin
(1809-1882). Towards the end of his life, Darwin asked his daughter, Mrs. Lichfield
to invite North to come and meet with him because he wanted to see her but could not
climb the stairs in her London home [Huxley 2002: p, 151]. North wrote of visiting
'DUZLQ¶VKRPH%URPOH\&RPPRQ, describing it as sitting within a pretty village and
DV D µPRVW XQSUHWHQWLRXV ROG KRXVH¶ ZKHUH 'DUZLQ µXVHG WR ZDON XS DQG GRZQ
ZUDSSHGLQWKHJUHDWERDWVPDQ¶VFORDN¶ZKLFKIHDWXUHVLQKLVSRUWUDLWE\µ-RKQ&ROOLHU
(1850- 1RUWKVWDWHGWKDWKHµVHOGRPZHQWIXUWKHUIRUH[HUFLVHDQGKDUGO\HYHU
wHQWDZD\IURPKRPHDOOKLVKHDUWZDVWKHUHDQGLQKLVZRUN¶>1RUWKESS@1RUWKDOVRVWDWHGWKDWµ>Q@RPDQ KDGD PRUHSHUIHFWKRPHZLIHDQGFKLOGUHQ
WKH\ORYHGKLVZRUNDVKHGLG¶DQGIRUµDOOKLVJUHDWVSLULWKHZDVYHU\PXFKDVSRLOW
chLOGDQGSURXGRI KLVDJH¶>1RUWKES@1RUWKVWDWHVWKDWEHFDXVHRIWKLV
'DUZLQ µVHHPHG QR ROGHU WKDQ KLV FKLOGUHQ¶ EHFDXVH KH ZDV µVR IXOO RI IXQ DQG
IUHVKQHVV¶ 'XULQJ 1RUWK¶V YLVLW 'DUZLQ µVDW RQ WKH JUDVV XQGHU D VKDG\ WUHH DQG
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talked delicLRXVO\RQHYHU\VXEMHFW>«@IRUKRXUV¶LQFOXGLQJWKHSDLQWLQJV1RUWKKDG
made during her travels in Australia [North 1892b: p.215].
'DUZLQ KDG DGYLVHG 1RUWK WR YLVLW $XVWUDOLD VD\LQJ WKDW VKH µRXJKW QRW WR
attempt any representation of the vegetation of tKH ZRUOG¶ XQWLO VKH KDG YLVLWHG WKH
FRQWLQHQW ZKRVH RZQ YHJHWDWLRQ ZDV µXQOLNH WKDW RI DQ\ RWKHU FRXQWU\¶ >+X[OH\
2002 S@ $FFRUGLQJ WR 1RUWK 'DUZLQ¶V UHDFWLRQ WR KHU SDLQWLQJV VKRZHG µLQ D
few words how much more he knew about the subjects than anyone else, myself
LQFOXGHGWKRXJK, KDG VHHQWKHPDQG KH KDG QRW¶>1RUWKS@'HVSLWHWKLV
SRWHQWLDOO\DZNZDUGGLVSOD\RIDXWKRULW\1RUWKDGGHGWKDW'DUZLQVWLOOµKDGWKHDUWRI
PDNLQJ RWKHUV VKLQH¶ ,QGHHG 1RUWK GHVFULEHG KLP DV EHLQJ µPRVW XQselfish and
modest, and always trying to give others rather than himself the credit of his own
great WKRXJKWV DQG ZRUNV¶ >+X[OH\ : p.151]. On leaving the Darwin home,
Darwin insisted on packing 1RUWK¶VµVNHWFKHVDQGSXWWLQJWKHPLQWRWKHFDUULDJHZLWK
his RZQKDQGV¶HYHQWKRXJKKHZDVVHYHQW\-four years old [North 1892b: p.215].
1RUWK¶V Oast meeting with Darwin was less than eight months before he died.
$FFRUGLQJ WR 1RUWK 'DUZLQ ZDV µZRUNLQJ WLOO WKH ODVW DPRQJ KLV IDPLO\ OLYLQJ
always the same peaceful life in that quiet house, away from all the petty jealousies
DQGGLVSXWHVRIOHVVHUVFLHQWLILFPHQ¶>1RUWKES@1RUWKVDLGRI'DUZLQWKDW
KHµZDVWKHRQHSHUVRQVKHZRXOGKDYHOLNHG WRRSHQKHUJDOOHU\¶>0RRQ: p.238].
As if in memory of tKLVZLVK1RUWK¶VVLVWHU, Catherine, editor of her three volumes of
diaries, included a personal letter Darwin had sent to North in the diaries. The letter,
GDWHG$XJXVWSHUWDLQVWR'DUZLQ¶VDSSUHFLDWLRQRI1RUWK¶VZRUN,QLW'DUZLQ
makes referenFH WRWKH SODQW µRaoulia eximia , a native of the middle Island of New
Zealand, and allied to the Gnaphaliums¶ 'DUZLQ FRQFOXGHV WKDW LW PLJKW EH RI WKH
µJHQXV 3RULWHV¶ DQG ZULWHV WRXFKLQJO\ µ, DP JODG WKDW , KDYH VHHQ \RXU $XVWUDOLDQ
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pictures, and it was H[WUHPHO\NLQGRI \RXWREULQJWKHP KHUH¶VWDWLQJ IXUWKHUWKDWµ,
am often able to call up with considerable vividness scenes in various countries which
,KDYHVHHQ¶EXWWKDWWKH\µPXVWEHDPHUHEDUUHQZDVWHFRPSDUHGZLWK\RXUPLQG¶
Darwin ended the letWHUZLWKµ,UHPDLQGHDU0LVV1RUWK\RXUVWUXO\REOLJHG¶>1RUWK
1892b: p.216].
,Q -XQH  &KDUOHV 'DUZLQ¶V WKHRU\ RI HYROXWLRQ ZDV DOPRVW XVXUSHG E\
Alfred Russel Wallace (1823-1913), who had by then independently produced an
outline of his own ideas on evolution and natural selection; an outline which
DFFRUGLQJ WR 5D\ 'HVPRQG UHDG OLNH DQ DEVWUDFW RI 'DUZLQ¶V RZQ ZRUN¶ 7KH
JHRORJLVW&KDUOHV/\HOOFRQVHTXHQWO\XUJHG'DUZLQµWREHWKHILUVWLQSULQW¶DQGDVD
UHVXOW'DUZLQEHJDQWRRUJDQLVHµDSOHWKRUD of notes into chapters [while] pondering
WKHEHVWPHWKRGRISXEOLFDWLRQ¶$V'HVPRQGGHVFULEHV'DUZLQZDVFKDUDFWHULVWLFDOO\
µDQ[LRXVQRWWREHVHHQWREHGLVKRQRUDEOHWR:DOODFHZhile at the same time desiring
credit for so many years [of] labour¶ [Desmond 1998: p.207]. On July 1, 1858 both
Darwin and Wallace presented separate papers at the Linnaean society in London.
+RZHYHUZKHQERWKZHUHVXEVHTXHQWO\SXEOLVKHGLQWKHVRFLHW\¶VMRXUQDOWKDW$XJXVW
WKH\ µPDGH OLWWOH LPPHGLDWH LPSDFWRQWKH scientific ZRUOG¶>'HVPRQG: p.208].
$FFRUGLQJ WR 'HVPRQG WKH 3UHVLGHQW RI WKH /LQQDHDQ 6RFLHW\ µKDG QR LGHD KH ZDV
FKDLULQJDQKLVWRULFRFFDVLRQ¶DQGFRQVHTXHQWO\KLVUHYLHZRIWKH6RFLHW\¶VDFWLYLWLHV
for the year May 1858 to May 1859 declared blandly that iWKDGQRWEHHQµPDUNHGE\
any of those striking discoveries which at once revolutionise, so to speak, the
department of science oQ ZKLFK WKH\ EHDU¶ >'HVPRQG : p.208]. Darwin had
intended to present a longer abstract of his research in the Journal of the Linnaean
Society, but he was unable to condense the work. The finished book, which Darwin
published on November 24, 1859, On the origin of Species and Varieties by means of
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Natural Selection, is now regarded as one of the most influential in the history of
science.
&KDUOHV 'DUZLQ¶V WKHRULHV ZHUH EDVHG VTXDUHO\ XSRQ WKH UHYROXWLRQDU\ LQVLJKW
that within nature there are random biological mutations, which continually lead to
the emergence of new varieties. Darwin refers directly to this phenomenon in
µ+\EULGLVP¶ chapter eight of Origin of SpeciesZKHUH KHUHIHUVWRWKHµ>G@LVWLQFWLRQ
EHWZHHQ VWHULOLW\ RI WKH ILUVW FURVVHV DQG RI K\EULGV¶ VWDWLQJ XQHTXLYRFDOO\ WKDW
µVWHULOLW\YDULRXVLQGHJUHH¶ZDVµQRWXQLYHUVDO¶>'DUZLQS@+ere, Darwin
also refers to the laws JRYHUQLQJµVWHULOLW\RIK\EULGV¶DVVHUWLQJWKDWsterility ZDVµQRWD
VSHFLDOHQGRZPHQWEXW LQFLGHQWDORQRWKHUGLIIHUHQFHV¶ DQG PRUHRYHUWKDWµK\EULGV
DQG PRQJUHOV FRPSDUHG LQGHSHQGHQWO\ RI WKHLU IHUWLOLW\¶ >'DUZLQ  S@ ,Q
doiQJ VR'DUZLQWKHUHE\FKDOOHQJHGµWKH YLHZJHQHUDOO\ HQWHUWDLQHG E\ QDWXUDOLVWV¶
RIWKHGD\>«@WKDWVSHFLHVZKHQLQWHUFURVVHGKDYHEHHQVSHFLDOO\HQGRZHGZLWKWKH
TXDOLW\ RI VWHULOLW\ LQ RUGHU WR SUHYHQW WKH FRQIXVLRQ RI DOO RUJDQLF IRUPV¶ >'DUZLQ
1999: pp.202-203]. Indeed, Darwin questioned this conventional understanding of the
QDWXUDO RUGHU VWLOO IXUWKHU E\ VWDWLQJ µWKH LPSRUWDQFH RI WKH IDFW WKDW K\EULGV DUH
JHQHUDOO\VWHULOHKDV,WKLQNEHHQPXFKXQGHUUDWHGE\VRPHODWHZULWHUV¶DQGWKDWµRQ
the theory of natural selection the case is especially important, inasmuch as the
sterility of hybrids could not possibly be any advantage to them, and therefore could
not have been acquired by continued preservation of successive profitable degrees of
sterilLW\¶>'DUZLQS@'DUZLQWKHQFRQFOXGHVµ,KRSHKRZHYHUWREHDEOHWR
show that sterility is not specially acquired or endowed quality, but is incidental on
RWKHU DFTXLUHG GLIIHUHQFHV¶ >'DUZLQ  S@ ,Q GRLQJ WKLV 'DUZLQ WKHUHIRUH
offers a direct and incendiary challenge to conventional scientific wisdom, proceeding
as Carl Zimmer puts it, in Evolution the Triumph of an Idea from Darwin to DNA, on
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WKH EDVLV RI µWKH VLQJOH PRVW LPSRUWDQW LGHD LQ WKH KLVWRU\ RI ELRORJ\¶ DQG RQH WKDW
would pHUPDQHQWO\DOWHUKXPDQLW\¶VSHUFHSWLRQRILWVSODFHLQWKHQDWXUDORUGHU¶WKDW
FKDQJHV LQ QDWXUHWDNHSODFH µJUDGXDOO\ EXWSHUSHWXDOO\RYHU YDVWJXOIVRIWLPH¶DQG
DUH µGULYHQ >«@ WKDQNV WR WKH ODZV RI KHUHGLW\ ZLWKRXW DQ\ QHHG RI GLUHFW GLYLQH
intervenWLRQ¶>=LPPHUS@
This questioning of the notion of a divinely inspired natural order can, of
course, be understood to have arisen, as Michel Foucault has argued, in the wake of a
much earlier shift towards scientific rationalism within European discourse. This new
arrangement according to Foucault writing in 7KH2UGHURI7KLQJVµbrought about the
appearance of a new problem, unknown until then, as in the sixteenth century, one
asked oneself how it was possible to know that a sign did in fact designate what it
signified; from the seventeenth century, however one began to ask how a sign could
be linked to what it signifLHG¶>)RXFDXOWSS-47].
The rise of this scientific view can therefore be perceived as a point of entry
into a new world, which, according to J.J Clarke in his book. Oriental Enlightenment

The Encounter between Asian and Western thought XVKHUHGLQDµFXOWXUDOLQVWDELOLW\¶
DQG D µIUHQHWLF VHDUFK IRU DOWHUQDWLYH SDUDGLJPV¶ >&ODUNH  S@ 0RUHRYHU LWV
implicit challenge to uQVFHSWLFDO EHOLHIµSXWDQHQGWRWKHXQLYHUVDOLVPSURMHFWVERWK
of mediaeval Christendom and of the Renaissance, that opened up the exciting yet
DODUPLQJ SURVSHFW RI WKHRORJLFDO DQG SKLORVRSKLFDO SOXUDOLVP¶ >&ODUNH  S@
'DUZLQ¶VRZQWKHRULHVRQHYRlution may then be seen simply to have drawn upon an
existing set of possibilities as a means of sweeping away, in intellectual terms at least,
the last vestiges of an ultimately static, god-centred universe.
+RZHYHU 'DUZLQ¶V WKHRULHV KDG µPRYHG IDU EH\RQd the cosy notions that
IRUWLILHG PRVW 9LFWRULDQV¶ YLHZV DERXW WKH SHUIHFW DGDSWLRQ EHWZHHQ DQLPDOV DQG

213

SODQWVDQGWKHLUHQYLURQPHQW¶>%URZQHS@DQGFDQ EHVHHQ QRWRQO\WRKDYH
erased any remaining traces of the pre-scientific world by removing the material
necessity for a creator God, but in doing so to have revealed persistent insecurities
within establishment thinking over the blasphemous potential of scientific thought.
Furthermore, his signaling of a loss of faith extended within both the realms of
religion and the social order, since, many Victorians believed that the natural world
µPLUURUHGWKHVRFLDOVWDELOLW\WKH\WKRXJKWWKH\VDZDURXQGWKHP¶>%URZQHS@
'DUZLQ¶VQHZHYROXWLRQDU\WKHRU\ZDVWKXVSHUFHLYHGWREHDSHUYDVLYHO\XQVHttling
and dislocating force within society, perceived as dangerous because for people who
interpreted the bible literally LW WKUHDWHQHG µGHDUO\ KHOG UHOLJLRXV EHOLHIV DERXW D VL[
GD\ SURFHVV RI FUHDWLRQ¶ >=LPPHU  S[[L@ ,QGHHG HYHQ -RVHSK +RRNHU Zas at
first highly skeptical of his theories because of their implicit atheism, He was
µUHOXFWDQWWRDGRSW'DUZLQ¶VUDGLFDOFRQFHSW¶LQVWHDGSUHIHUULQJµIRUSUDFWLFDOSXUSRVHV
WR IROORZ WKH SUHYDLOLQJ RUWKRGR[ RSLQLRQ WKDW VSHFLHV ZHUH µGHILQLWH FUHDWLRQV¶¶
thereby judging variability in a species rather than mutability DV EHLQJµDSDUWRIWKH
VFKHPHRIQDWXUH¶>'HVPRQG: p.202].
'DUZLQ¶V UDGLFDO GH-centering of the existing epistemological universe can,
therefore, be understood to set the scene for the subsequent emergence of a
Nietzschean anti-philosophical nihilism that was part of the intellectual climate
surrounding the emergence of the Duchampian ready-mades µ1LHW]VFKH¶V 1900) concept of nihilism is a notion that in the modern world all traditional values
anGEHOLHIVKDYHEHHQGLVFRXQWHG¶ DQGWKDWµWKHKLJKHVWYDOXHVGHYDOXDWHWKHPVHOYHV¶
VLQFH WKHLU µDLP LV ODFNLQJ¶ >&ODUNH  S@ 7KLV JRHV EH\RQG VFHSWLFDO GRXEWV
about human knowledge that have always preoccupied philosophers and artists alike,
E\VHHNLQJWRLGHQWLI\LWVHOIµDVDFULVLVDWWKHKHDUWRIZHVWHUQFLYLOL]DWLRQ¶
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0RUHRYHU LW LV µDQ KLVWRULFDO FRQGLWLRQ ZKLFK LV SHFXOLDU WR PRGHUQ (XURSH¶
EURXJKWDERXWE\(XURSH¶VRZQFXOWXUDOKLVWRU\, which can be traced back to the rise
of modern science and Christianity [Clarke 1997: p.32]. Darwin would therefore
DSSHDUWRKDYHIRUHVKDGRZHGWKLVFRQFHSWDVKLVWKHRU\VWULSSHGDZD\µFRQYHQWLRQDO
FRPIRUWV DV D JXDUDQWHH RI SURJUHVV¶ 'DUZLQ¶V µPHFKDQLVP RQO\ DVFULEHV ORFDO
adaptation to environments that change in a directionless way through time, thus
LPSDUWLQJ QR JRDO RU SURJUHVVLYH YHFWRU WR OLIH¶V KLVWRU\¶ >=LPPHU  S[Y@
0RUHRYHUWKLVµVSLULWXDOYDFXXP¶FUHDWHGE\WKHGHFD\RIROGFHUWDLQWLHV subsequently
led more conservative thinkers not only towards an agnostic and atheist belief
structure but many towards an oriental path of spiritual belief [Clarke 1997: p.131].
'DUZLQ¶Vtheory and the potential for an associatioQZLWK1LHW]VFKH¶VWKLQNLQg,
was, therefore, historically misused by many within new scientific, spiritual and
political movements. However, on hybridism, Darwin severely undermines any such
PLVLQWHUSUHWDWLRQVE\DVVHUWLQJWKDWµ>Q@RRQHKDVEHHQDEOHWRSRLQWRXWZKDWDPRXQW
of difference in any recognizable character is sufficient to prevent two species
FURVVLQJ¶VLQFHLQKLVRSLQLRQµ>L@WFDQEHVKRZQWKDWSODQWVPRVWZLGHO\GLIIHUHQWLQ
habit and general appearance, and having strongly marked differences in every part of
the fORZHU>«@FDQEHFURVVHGZLWKHDVH¶>'DUZLQ: p. 212]. Moreover, Darwin
JRHV RQ WR FRQWHQG WKDW µ>I@LUVW FURVVHV EHWZHHQ IRUPV NQRZQ DV YDULHWLHV RU
sufficiently alike to be considered as varieties, and their mongrel offspring, are
generally, but not TXLWH XQLYHUVDOO\ IHUWLOH¶ 2Q WKLV EDVLV KH WKHQ GUDZV WKH
FRQFOXVLRQWKDWµWKHIDFWVEULHIO\JLYHQLQWKLVFKDSWHUGRQRWVHHPWRPHRSSRVHGWR
but even rather to support the view, that there is no fundamental distinction between
VSHFLHV DQG YDULHWLHV¶ [Darwin 1999: p.228]. Darwinian natural selection therefore
µRIIHUV QR VRODFH RU VXSSRUW IRU >«@ WUDGLWLRQDO KRSHV DERXW KXPDQ QHFHVVLW\ RU
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cosmic importance¶>=LPPHUS[LY@DQGKLVKHDOWK\VFHSWLFLVP GRHVQRWµQHHG
to be extended to the point of niKLOLVP¶>=LPPHUS[@5DWKHU'DUZLQ¶VWKHRU\
SURSRVHV WKDW FKDQJLQJ HQYLURQPHQWV VKRXOG LQ SULQFLSOH FUHDWH µIDYRXUDEOH
YDULDWLRQV¶IRURIIVSULQJZKRµRQDYHUDJHEHFRPHEHWWHUDGDSWHGWRORFDOFRQGLWLRQV¶
[Zimmer 2003: p.xv]. Darwin can therefore be seen to posit the notion that random
mutation works not in splendid isolation but always in relation to mutable conditions,
thereby allowing weak species in one context to survive as wholly fit for purpose in
another. Variable contexts can therefore be understood to play a major part in natural
selection and those characteristics enable them to adapt to changing circumstances
and conditions can be considered more likely to survive than those who do not.
North was a part of a network of complex scientific work that was inclusive of
British scientific research. North acknowledged hybridity in her diaries as apart of a
UHFROOHFWLRQRID YLVLWWRWKHµ9HLWFK¶V KRW-KRXVHV¶ LQ /RQGRQ LQGXULQJZKLFK
she accompanied the Asa Grays, when staying at Kew whilHZRUNLQJµRQWKHIORUDRI
WKH8QLWHG6WDWHV¶,QKHUGLDULHV1RUWKUHIHUVWRDOORIWKHµZRQGHUIXOK\EULGRUFKLGV
ZLWK WKH SDUHQW SODQWV DQG WKH FOHYHU PDQ ZKR K\EULGL]HG¶ WKHP 52 North did
therefore have at least a basic understanding of the mechanisms implicated in
'DUZLQ¶V ZRUN RQ K\EULGLW\ >1RUWK E S@ ,Q UHODWLRQ WR 1RUWK¶V UHOLJLRXV
EHOLHIV 6KHIILHOG VWDWHV WKDW µRQH RI WKH IUHHGRPV 1RUWK KDG ZLWKRXW TXHVWLRQ ZDV
freedom from religion [Sheffield 2001: p.94]. Further to this, North wrote to Dr.
Burnell in 1878, referring to herself as a heathen [North 1878: (MN/1/1) Letters to Dr.
Burnell]. She also called herself a positivist DQGµREMHFWHGWRDQ\NLQGRISULHVWFUDIW¶

52

North wrote of seeing her own find,µ1HSHQWKHV1RUWKLDQD¶ LQWKHµSLWFKHU-SODQWV¶VHFWLRQZKLOHZLWK
WKH $VD *UD\¶V 7KLV indicated to North that after seeing her painting of the plant at her Kensington
exhibition someone at Kew had sent a plant hunter to Borneo in search of it [North 1892b: pp.21321@7KHUHLVDOVRDUHIHUHQFHFRQWDLQHGLQWKH1RUWKOHWWHUVLQGLFDWLQJWKDW9HLWFKµ>V@HQWDFROOHFWRU
>«@ WR JHW WKH VSHFLHV¶ RI anthomania as proof that the plant was µDVUHDO DQG SRWHQWDV ELEOLRPDQLD
itselI¶>1RUWK-1938: MN/2/3 North Gallery Letters].
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>6KHIILHOGS@6KHIILHOGVWDWHVWKDW1RUWKUHFRXQWHGµD QDWLYH RI,QGLD¶ZKR
ZDV D µFRPSOHWH UHOLJLRXV VFHSWLF¶ DQG ZKR µZDV IXOO RI UHDVRQV DQG DUJXPHQWV¶
1RUWKZURWHµ,KDYHVHOGRPOLVWHQHGWRPRUHVHQVLEOHWDONDQGKHZDVGHOLJKWHGWRJHW
D OLVWHQHU ZKR FRXOG V\PSDWKLVH ZLWK KLP¶ >6KHIILHOG  S@ :hile the full
H[WHQW RI 1RUWK¶V DFWXDO XQGHUVWDQGLQJ RI 'DUZLQ¶V WKHRULHV RQ K\EULGLW\ UHPDLQV LQ
question, it is, therefore, nevertheless possible to view North as someone whose
attitudes towards religion were very much in line with the atheistic implications of
Darwinian thought.
According to Richard Kendall writing in Endless forms: Charles Darwin

Natural Science and the Visual Arts, LQ WKH FKDSWHU µ0RQHW DQG WKH 0RQNH\V 7KH
,PSUHVVLRQLVW (QFRXQWHU ZLWK 'DUZLQLVP¶ a connection between art and Darwinism
arose through applications of Darwinist ideas by artists. Alongside the PreRaphaelites, Ruskin and scientific painters such as North, some of the impressionists
also applied ideas related to Darwinian theory through their work. Kendall states that
µ>W@he impact RI 'DUZLQ¶V LGHDV RQ WKH LQWHOOHFWXDO OLIH RI )UDQFH Foincided with the
emergence of iPSUHVVLRQLVW SDLQWLQJ DQG LWV RZQ WXUEXOHQW SXEOLF KLVWRU\¶ DQG WKDW
µWKLV SDUDOOHO KDV >XS WR QRZ@ QHYHU EHHQ DFNQRZOHGJHG¶ and this despite a
µGHPRQVWUDEOH DZDUHQHVV Rf evolutionary issues in artistic and literary Paris during
WKHVH \HDUV¶ >.HQGDOO  S@ .HQGDOO FRQFOXGHV WKDW D µ>F@ORVHU VWXG\ RI WKH
Impressionist milieu H[WHQGV WKLV SLFWXUH¶ $W WKH LPSUHVVLRQLVWV¶ HDUO\ H[KLELWLRQV
µFULWLFV RI VHYHUDO SHUVXDVions detected an affinity between art and evolutionary
WKLQNLQJ¶>.HQGDOOS@)XUWKHUWRWKLVLQµWKHVDIWHUWKHDSSHDUDQFHRI

Origin, both Cézanne and Monet mixed with members of the scientific community
who would become partisans of evolXWLRQ LQ )UDQFH¶ >.HQGDOO  S@ 3DXO
Cézanne (1839- DEVRUEHG LQIOXHQFHV IURP 'DUZLQ¶V PHQWRU&KDUOHV /\OHDQG
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(like Ruskin before) painted rocks for their geological structure [Kendall 2009: p.297]
and set them within his landscape paintings such as Rocks painted between 1867 and
1870 [See figure 141]. Monet possibly acquired knowledge of Darwinism through his
friend Georges Clemenceau, (1817-1903), who was a materialist and non-believer
[Donald 2009: p.25]. &OHPHQFHDXZDVDµPRVWGHFLVLYHLQIOXHQFHRQWKHGLUHFWLRQ¶RI
0RQHW¶V ODWH ZRUN¶V DQG HQFRXUDJHG KLP WR WR µSURGXFH D ODUJH F\FOH RI ZDWHU-lily
SLFWXUHVWREHSUHVHQWHGWRWKH)UHQFKQDWLRQ¶>.HQGDOl 1993: pp.14-15].
Monet, like Millais and Holman Hunt bHIRUHKLPLQVLVWHGRQSDLQWLQJµRXWGRRUV
XQGHUWKHRSHQVN\¶VLQJOLQJRXWWKHµSOD\RIOLJKWLQWKHFORXGVWKHWLQWVRIHDUWKVN\
DQG ZDWHU¶ as witnessed in one of his many paintings of water-lillies made between
1909 and 1926 [See figu re 142]. Unlike the Pre-Raphaelites, his was to become a
SDLQWLQJRIµVXEOLPHFKDRV¶YHU\PXFKDNLQWRWKDWUHSUHVHQWHGE\D'DUZLQLDQYLHZ
of nature. Kendall states that this shift LQ0RQHW¶VZRUNµWRZDUGVHYHQPRUHHOHPHQWDO
WKHPHV¶ ZDV DQ H[SUHVVLRQ µRI VFLHQWLILF DQG SKLORVRSKLFDO WKRXJKW¶ >.HQGDOO 
p.308] (also found in the works of William Gilpin (1724-1804), Constable and in
%ULWLVKHQOLJKWHQPHQWODQGVFDSHV 0RUHRYHU.HQGDOOVWDWHVWKDW0RQHWµGHYHORSHGD
sophisticated knowledge of horticulture, consulting botanical journals and
corresponding with leading authorities on H[RWLF VSHFLPHQV¶ >.HQGDOO : p.308].
The painter and sculptor, Edgas Degas (1834-1917) was also enlightened by
Darwinist theory, but his interests were more anthropological [Kendall 2009: p.303].
7KHUHODWLRQVKLSEHWZHHQ'DUZLQ¶VLGHDVDQG1RUWK¶VSDLQWLQJLVDUJXDEO\PRUH
direct than that between Darwin and the impressionists. Not only was North directly
acquainted with Darwin, she also shared in an aesthetic view of nature commensurate
ZLWK'DUZLQ¶VRZQ0RUHRYHU1RUWKZDVQRWVHHNLQJWRDSSURSULDWH'DUZLQLDQLGHDV
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for artistic purposes, but to be part of a scientific project that worked in support of his
thinking.
The Australian landscape can be described as a site of hybridisation not only
with regard to the immigration of human inhabits from elsewhere, but also the
immigration of flora and fauna as part of the impact of early European colonization.
During the nineteenth century, the Australian landscape became increasingly
prominent LQ WKH (XURSHDQ LPDJLQDWLRQ SDUWO\ DV D UHVXOW RI 'DUZLQ¶V ZRUNWKHUH LQ
collating data alongside that which he had gathered from the Falkland and Galapagos
islands, as well as St Helena, Mauritius and St Vincent; data which enabled Darwin to
include as paUWRI WKH FRQVWUXFWLRQ RI KLV WKHRU\ RI HYROXWLRQ D FRQFHSWLRQ RI µUDULW\
DQGDIHDURIH[WLQFWLRQ¶>*URYHS@$XVWUDOLDQVKDGYHU\UHDOFRQFHUQVDERXW
the effects of colonization on their environment. The possibility of climate change
through industrialisation and its impact upon the wider natural environment had been
established through the work of Stephen Hales (1677-1761),53 ZKR µXQGHUOLQHG WKH
DELOLW\RIPDQWRDIIHFWWKHFRQVWLWXWLRQRIWKHDWPRVSKHUH¶DQGZKRVHUHVHDUFKOLQNHG
John Woodward (1665- DQGKLVZRUNRQµWUDQVSLUDWLRQ¶ZKLFKZDVSXEOLVKHGLQ
1696, to these effects [Grove 2003: pp.156-159]. Poivre, the great French pioneering
early environmentalist whose work was a mixture of rigourous scientific empiricism
and the romantic ideals of Rousseau (1724-1804) [Groves 2003: p.9] was also
influenced by the Newtonian rationales of Stephen Hales.

53

As part of colonialist expansion, administrative staff of the East India Company tended to combine
their administrative duties with science and medicine; indeed, many were skilled surgeons. The
physicians and surgeons employed by these commercial bodies were placed in consulting positions,
and employment with the trading companies gave them the status of professional and state scientists
long before these posts existed in Europe. During the eighteenth ceQWXU\WKHUHZDVDOVRDQµXUJHQWQHHG
to understand unfamiliar floras, faunas and geologies, both for commercial purposes and to counter
HQYLURQPHQWDO DQG KHDOWK ULVNV¶ 0DQ\ RI WKH PHQ concerned were custodians of early botanical
gardens. This privilege would give these custodians a greater say not only in how the flora were
recorded, but also on how botanical illustrators produced drawings as scientific draughtsman [Groves
2003: p.8].
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Poivre placed importance upon the farming and environmental practices of local
peoples, also establishing a relationship between deforestation and climate change
[Grove 2003: pp.168-@ SDUWLFXODUO\ ZLWK UHJDUG WR D µIHDU RI UDLQIDOO GHFOLQH¶
>*URYH  S@ 3RLYUH¶V REVHUYDWLRQV RI D FRQQHFWLRQ EHWZHHQ (XURSHDQ
agricultural practice and the reclaiming of forest to provide further farmland, lead him
WRGHGXFHWKDWQRWOHDYLQJDUHDVRIZRRGODQGDWµLQWHUYDOVEHWZHHQFOHDULQJV¶UHVXOWHG
LQGLUHFWµFOLPDWLFUHVXOWV¶DVWKHUDLQVµIROORZWKHIRUHVWH[DFWO\¶PDNLQJFOHDUHGODQG
due to its exposure, vulnerable to violent wind in a manner that destroys all crops
[Grove 2003: p.186].
3RLYUH¶VZRUNRQGHIRUHVWDWLRQ54 was later to influence Darwin and his theory of
evolution with its embedded conceptions of rarity and extinction. It is through
writings and experiments by Woodward, Hales and Poivre that we see early attempts
WRGHDOZLWKPDQ¶VUHODWLRQVKLSWRQDWXUHQRWRQO\LQWHUPVRIKRZWRPDQDJHQHZO\
acquired colonial land, but also how to prevent long term damage to the environment.
This earlier research impacted upon the work of Joseph Hooker, who personally
µZLWQHVVHG WKH DGYDQFH RI (XURSHDQ ZHHGV LQ Australia and New Zealand c. ¶
RSLQLQJ µWKDW PDQ\ RI WKH VPDOO ORFDO JHQHUD RI $XVWUDOLD DQG 1HZ =HDODQG¶ ZLOO
µXOWLPDWHO\GLVDSSHDURZLQJWRWKHXVXUSLQJWHQGHQFLHVRIWKHHPLJUDQWSODQWVRI the
QRUWKHUQKHPLVSKHUH¶>&URVE\S@$V6KHIILHOGKDVLQGLFDWHGLQKHUGLDULHV
1RUWKUHIHUVWRWKHLQWURGXFWLRQRIIRUHLJQSODQWVWR1HZ=HDODQGZKHUHµ>W@KHDLUZDV
WKLFNZLWKWKLVWOHGRZQ¶DQGWKHµQDWLYHZHHGVZHUHEHLQJVWLIOHGE\6FRWODQG¶V royal
IORZHU¶>6KHIfield 2001: p.132]. Nineteenth-century concerns surrounding the effects
of colonisation on colonised landscapes were not confined to New Zealand and
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3RYULH¶VVSHFLDOLVWNQowledge of Indo±China, LQZKLFKKHWRRNSDUWLFXODULQWHUHVWLQWKHµLQGLJHQRXV
SRSXODWLRQ RI &KLQD DQG PRUH HVSHFLDOO\ 6RXWK ,QGLD¶, included knowledge RI µGHYHORSHG LUULJDWLRQ
systePV¶ IRU µWUHH SODQWLQJ FXVWRPV >«@ designed to reduce the blast of overhead dry-VHDVRQ VXQ¶
[Groves 2003: p.198].
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$XVWUDOLD 'DUZLQ WHDVHG WKH $VD *UD\¶V ZKR FROODWHG LQIRUPDWLRQ IRU KLP
surrounding the phenomenon of naturalized floras of European species in the
American landscape) [Crosby 2006: pp.164-165] about advancing European weeds
that had became a real concern in America, especially since the Spanish had first
entered the panhandle of the Texan high plains, as early as 1541 [Debo 1995: p.42].
7KH DSSHDUDQFH RI ZHHGV KDG EHHQ QRWHG E\ VHWWOHUV LQ µ&DOLIRUQLD YLD 0H[LFR DV
HDUO\ DV ¶ >&URVE\  S@ ,Q  'DUZLQ QRWHG D FKDQJH IURP µFURVV
KHUEDJH¶ WR D µFDUSHWRI ILQH JUHHQ YHUGXUH¶ LQ %XHQRV $LUHV DWWULEXWLQJ LW WR µVRPH
FKDQJH LQWKH VRLO¶SRVVLEO\DVDUHVXOWRI µDQLPDO PDQXUHDQGJUD]LQJ¶D view that
was in keeping with that of the local people [Crosby 2006: p.161].
'DUZLQ¶VKDGDQLQWHUHVWLQWKH,VODQGRI0DGHLUDVRXWKZHVW of Lisbon, because
RIWKHµQXPHURXVVSHFLHVRILQVHFWV¶DVZHOODVµIOLJKWOHVVRUXQXVXDOO\ODUJH¶ELUGVWKDW
could be found there. According to J. Donald Hughes, writing in, An Enviromental

History of the World, VHWWOHUVWRWKHLVODQGDWWDFNHGWKHµIRUHVt, hewing down trees for
H[SRUWDQGVWDUWLQJILUHVWRFOHDUODQGIRUDJULFXOWXUH¶>+XJKHVS@$VDUHVXOW
µPDQ\ QRQ-native species were introduced, some initially and some b\ DFFLGHQW¶
[Hughes 2002: p.1].
Hughes adds that on the nearby Island of PRUWR 6DQWR µUDEELWV VZDUPHG
HYHU\ZKHUH HDWLQJ HYHU\WKLQJ¶ ZKLOH WKH LQWURGXFWLRQ RI µFDWV PLFH DQG UDWV
GHVWUR\HG ELUGV¶ $WWKHVDPHWLPHµVKRZ\JDUGHQ IORZHUV¶DQGµDJJUHVVLYHZHHGV¶
ZKLFKZHUHµVRPHWLPHVWKHVDPHSODQW¶ZHUHµLQWURGXFHGE\WKHKXQGUHGV¶>+XJKHV
S@1RUWK¶VGLDULHVFRUURERUDWHWKHVHHQYLURQPHQWDOFKDQJHVWRHQYLURQPHQWV
During her journey to Brazil in 1872-3, North witnessed environmental damage off
the coastline of the Island of St. Vincent when her ship stopped to coal there, stating
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LQKHUGLDULHVµ,GLGQRWODQGRQWKDWWUHHOHVVLVODQGZKLFKORRNHGOLNHDJreat cinder
LWVHOI¶>+X[OH\: p. 59].
Nineteenth-century fears surrounding environmental tampering were not
PLVSODFHG7RGD\µPRVWRIWKHZHHGVRIWKHVRXWKHUQ third of Australia (where most
RIWKHFRQWLQHQW¶VSRSXODWLRQOLYHV ¶DQGZKHUHWKHFOLPDWH is µPRVWQHDUO\(XURSHDQ¶
are of European origin, according to Alfred Crosby in, Ecological I mperialism The

Biological Expansion of Europe 900-1900 [Crosby 2006: p.163]. Australian
landscapes were exposed to the ingress of plants and animals from around the British
(PSLUH 1RUWK ZURWH RI VHHLQJ µPLOHV RI SDVWXUH¶ LQ $XVWUDOLD WKDW FRQWDLQHG D

Cryptoste mma Calendulacen, which North thought looked like dandelion7KHSODQW¶V
VHHGKDGDSSDUHQWO\EHHQµ>E@URXJKWRYHUIURPWKH&DSHRQO\DIHZ\HDUVEHIRUHDQG
QRZ JUHZ HYHU\ZKHUH EXW LW GLG QR KDUP¶ VLQFH µ>W@KH FDWWOH DWH LW¶ >+X[OH\ :
p.168].
North wrote about cattle-ravaged land and European gardens in Australia during
her travels there between 1880 and 1881. North took lodgings with her friend Ellis
Rowan whose own paintings of flora had been described by Governor Sir Walter
Davidson (1859- DVµDGHOLJKWDQGLQVWUXFWLRQWRIXWXUHJHQHUDWLRQV>«] before
PDQ\RIWKRVHEHDXWLIXOELUGVEHFRPHH[WLQFW>«@DQGWKHIORZHUVGLVDSSHDUEHQHDWK
WKH KHHOV RI FLYLOL]DWLRQ¶ >Ellis Rowan 2006]. North wrote of Rowan as introducing
KHUWRµTXDQWLWLHVRIWKHPRVWlovely flowers - flowers such as I had never seen or even
GUHDPHGRI EHIRUH¶>+X[OH\S@$IWHUVWD\LQJDW5RZDQ¶V ORGJLQJV1RUWK
then went on to visit Albany, where she described the house and garden of a
PDJLVWUDWH µZKLFK OHG ULJKW RQ WR WKH KLOOVLGH DW WKH EDFN¶ DQG RI WKH abundance of
differLQJVSHFLHVLQVXFKDVPDOODUHD¶ZKLFh were marvellous [Huxley 2002: p.171].
This sort of hybridized garden was observed by North again, when visiting the home
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RIWKH$XVWUDOLDQ3ULPH0LQLVWHU6KHGHVFULEHVKRZVKHZDVDEOHWRILQGµWZHQW\±five
different VSHFLHVRIZLOGIORZHUVLQWHQPLQXWHVFORVHWRWKHKRXVH¶DQGWKHJDUGHQDV
being µcut in terraces descending into the real virgin forest, with fine gums and
EDQNVLDV OHIW VWDQGLQJ DPRQJVW WKH LPSRUWHG IORZHUV¶ GHFODULQJ WKDW µ>R@QH FRXOG
hardly see where the wild aQGWKHWDPHMRLQHG¶>+X[OH\: p.167]. The colonizers
of Australia clearly wanted to be surrounded by plants and animals familiar to them
and which reminded them of their former European homes.
7KH HDUO\ KLVWRU\ RI WKH µ(XURSHDQ-settled AuVWUDOLD >«@ LV D VWRU\ RI WKH
settlement of pastoral runs by tough, rough men, and of their construction of grand
KRXVHV LQ WKH \RXQJ FLWLHV DQG LQ WKH EXVK¶ >.HUU )RUV\WK  S@ :RPHQ ZKR
had initially come out to the colony as wives of the officer class or as female
prisoners, carved out an existence for themselves which included the making of
gardens in an attempt to create their own social and cultural space. These strong
women constructed a landscape out of a frontier land DFFRUGLQJWRµWKHLURZQ vision
RI DQ (QJOLVK $UFDGLD¶ >.HUU )RUV\WK  S@ (GZDUG :LOOLDP -RKQ +RSOH\¶V
(1837-1903), A Primrose from England of 1855 [See figure 143], depicts an event,
which attests to the homesickness of colonisers for indegenous European plants. Dr.
Nathaniel Ward (1791-  GHYLVHG µD JOD]HG FDVH ZKLFK KH XVHG VXFFHVVIXOO\ WR
create mini-climates, enabling him to transport tea plants from Shanghai to the
+LPDOD\DV DQG /RQGRQ¶ ,Q +RSOH\¶V SDLQWLQJ ZH ZLWQHVV D SULPURVH KDYLQJ EHHQ
WDNHQDFURVVWRµ$XVWUDOLDLQDFRYHUHGJODVVFDVH¶$FFRUGLQJWR/DPERXUQHµZKHQLW
DUULYHGWKHUHLQIXOOEORRPWKHVHQVDWLRQLWH[FLWHGDVDUHPLQLVFHQFHRI>«@WKHROG
FRXQWU\>«@ZDVVRJUHDWWKDWLWZDVQHFHVVDU\WRSURWHFWLWE\DJXDUG¶>/DPERXUQH
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2005b: p.421]. These µIHHOLQJV RI QRVWDOJLD FRH[LVWHG ZLWK D UHDOL]DWLRQ WKDW >«@
$XVWUDOLDOD\ULFK¶LQQHZ, and exciting vistas [Lambourne 2005b: p.421].55
1RUWK DOVR FRPSODLQHG RI WKH IORUD RI 'HORUDLQH 7DVPDQLD DV EHLQJ µIDU WRR
(QJOLVK¶VLQFHLWFRQWDLQHGµKHGJHVRIsweet±brier, hawthorn, and blackberry, nettles,
GRFNVWKLVWOHVGDQGHOLRQV¶1RUWKZURWHµ,WLVFXULRXVKRZZHKDYHLQWURGXFHGDOORXU
weeds, vices and prejudices into Australia, and turned the natives (even the fish) out
RILW¶>+X[OH\: p.171] and tKDWµDOOWKHQDWLYHSODQWV LIWKHUHDUHDQ\ Zere burnt
XS¶>+X[OH\: p.177]. This arrangement of distributing European plants into the
Australian landscape allowed for continuity within farming methods and food
sources. Indeed, the sustenance garden KDG FRPH µEHIRUH JDUGHQV ZHUH ODLG RXW IRU
SXUHO\ DHVWKHWLF UHDVRQV¶ ODWHU UHVXOWLQJ LQ the pursuance of gardening for
horticultural trophies [Kerr Forsyth 2006: p.6]. Seed dispersal and accompanying
weed distribution across the Australian colonies was supported by the arrival of
European animals into the landscape, especially sheep. In this regard, Crosby argues,
ZHHGV µZHUH RI YLWDO LPSRUWDQFH¶ DV WKH\ QRWRQO\ DFWHG µOLNH VNLQ WUDQVSODQWV¶ WKDW
µDLGHGLQKHDOLQJWKHUDZZRXQGVWKDWWKHLQYDGHUVWRUHLQ WKHHDUWK¶WKH\DOVRµVDYHG
QHZO\ EDUHG WRSVRLO IURP ZDWHU DQG ZLQG HURVLRQ DQG IURP EDNLQJ LQ WKH VXQ¶
HQDEOLQJLWWREHXVHGDVDVRXUFHRIµHVVHQWLDOIHHGIRUH[RWLFOLYHVWRFN¶>&URVE\
p.170]. This did not, however, stop some Australian farmers from using native species
to the point of extinction. North witnessed in Newcastle, Australia that the local
farmers were using an indigenous Australian plant, Eucalyptus Marcrocorpa to feed
WKHLUIORFNV1RUWKGHFODUHGµWKH\HQMR\HGWKHFURSVRPXFKWKat they had gradually
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European colonialist hopes of financial gain brought about European immigration to the new
FRORQLHV+RZHYHUµWKHXQLTXHH[FHSWLRQZDV$XVWUDOLDZKRVHLPPLJUDQWVIRUPDQ\GHFDGHVDUULYHG
not to seek their fortunes but because they ZHUH FRPSHOOHGWRJRWKHUH¶%ULWDLQ¶VPRWLYH IRUVHWWOLQJ
$XVWUDOLD DV D SHQDO FRORQ\ ZDV WR µUHOLHYH LWV IHVWHULng problem of large numbers of jDLOHG SRRU¶
[Diamond 2005: p.388].
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HDWHQLWDOOXS¶JRLQJRQWRGHVFULEHWKHIDUPLQJFRPPXQLW\DVµFDUHIXOO\VDYLQJWKH
seed of this one that they might sow them and raise up mRUHIRRGIRUVKHHS¶>+X[OH\
2002: p.174]. Hooker perceived that the invasion of non-native species into Australia
would one day turn it into another Europe [Crosby 2006: p.162]. However, this has
not in fact become the case. Australia was saved from wholesale Europeanisation by
LWVµKRWDULGDQGHQWLUHO\XQ-European interior and by the tight grip on existence that
FKDUDFWHUL]HVRUJDQLVPV OLYLQJ LQWKHHQYLURQPHQWVWKDWVKDSHGWKHP¶>&URVE\
p.162].
North herself often appears to have been confused about the role of forced
environmental changes on colonised landscapes. North swung between comments
decrying the environmental effects of colonisation and an aesthetic appreciation of its
RXWFRPHV,QRQH LQVWDQFH VKHZULWHVµ,ZHQWUDWKHURXWRI P\ PLQG¶DWWKHVLJKWRI
µ>W@KH UXWKOHVV NLOOLQJ RI PLOHV RI µQREOH WUHHV¶ >0RRQ : p.238]. On another
RFFDVLRQ1RUWKGHVFULEHVµ:\QEHUJVHYHQDQGDKDOIPLOHVURXQGWKHZHVWHUQVLGHRI
7DEOH 0RXQWDLQ¶ ZKHUH VKH IRXQG µJURYHV RI (XURSHDQ ILU-trees, oaks, and fruit
RUFKLGV¶ ZLWK WKH µJURXQG XQGHU WKHP FRYHUHG ZLWK ZKLWH JXPV¶ DQG µ$XVWUDOLDQ
gums, wDWWOHV DQG FDVXDULQDV¶ WKDW ZHUH µLQ IXOO EORRP DQG SHUIHFWO\ DW KRPH WKHUH¶
>1RUWK E S @ ,Q  LQ $UOLQJWRQ LQ WKH 86 1RUWK DGHVFULEHG WKH µOLWWOH
houses built for the accommodation of sparrowsʊthe birds had been imported from
England to get rid of a caterpillar which had been infesting trees and eating up
HYHU\WKLQJ¶>+X[OH\: p.44].
North did not therefore totally question the deliberate movement of plants or
even animals from their local KDELWDWV %UHQGD 0RRQ¶V DVVHUWLRQ WKDW 1RUWK µZDV
acutely conscious of the need for conservation and especially for the conservation of
WUHHV¶ >0RRQ : p.238] is therefore in need of a certain degree of qualification.
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North did not fully understand the biological implications of the changes to the
environment that were taking place during her own time, not least the potential to
unsettle future scientific discoveries due to the possible taxonomical misplacing of
flora. This ignorance was displayed during a visit to Brazil in 1871-1872, where she
met Dr. Lund, who lived close to the stalactite caves of Corvelho. North tells us that
/XQG KDG µPDGH VHYHUDO FROOHFWLRQV RI QDWXUDO FXULRVLWLHV DQG SODQWV¶ DQG WKDW KLV
JDUGHQ¶ZDVµIXOORIUDUHSODQWV¶1RUWKZURWHRI/XQGKDYLQJµFROOHFWHGDQGSODQWed
E\ KLPVHOI¶ D µUDUH EOXH SRWHGHULD¶ ZKLFK 1RUWK SDLQWHG RQH PRUQLQJ 1RUWK VWDWHG
WKDWµWKHGRFWRUKDGSHUVXDGHG¶WKLVSODQWµZLWKFRQVLGHUDEOHGLIILFXOW\WRJURZRQWKH
ODNH¶DQGWKDWKHZDVµPRVWGHOLJKWHGZLWKLW¶GHVFULELQJLWDVµRQH very great woQGHU¶
[Huxley 2002: p.72]. North did, however, question some anomalies she found when
SDLQWLQJRQORFDWLRQ,Q%UD]LO1RUWKVWDWHVWKDWµDORQJWKHKLJKEDQNVRYHUORRNLQJWKH
5LRGDV9HOKDV¶ʊZKLFKµHYHQWXDOO\UXQVLQWRWKH5LR6DQ)UDQFHVFRDQGHQWHUVWKe
VHD DERYH %DKLD¶ʊVKH IRXQG LQ µWKH IUHVK FOHDULQJV >«@ PDQ\ QHZ DQG JRUJHRXV
flowers, as well as some old friends, including the graceful amaranth plant of North
,WDO\¶1RUWKZURWHµ>K@RZGLGLWJHWWRWKHSODFHVVRIDUDSDUW"¶1RUWKWKHQVWDWHVWKDW
sKH µORQJHG PRUH DQG PRUH IRU VRPH LQWHOOLJHQW ERWDQLFDO FRPSDQLRQ WR DQVZHU her
PDQ\TXHVWLRQV¶>+X[OH\: p.68].
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C hapter E ight

M arianne North and Nineteenth-C entury W estern Colonialism

In his critique of the film Gunga Din, Bertolt Brecht questions the relationship
between Western colonisers and colonised Orientals. Addressing a scene showing
occupying British forces fighting a local WULEH WKDW KDG µ>D@WWDFNHG D ERG\ RI %ULWLVK
troops stDWLRQHG LQ ,QGLD¶ %UHFKW H[SODLQV µ>W@KH ,QGLDQV ZHUH SULPLWLYH FUHDWXUHV
either comic or wicked: comic when loyal to the British and wicked when hostile. The
British soldiers were honest, good-humoured chaps and when they used their fists on
the mob and knocked some sense LQWRWKHPWKHDXGLHQFHODXJKHG¶0RUHRYHU%UHFKW
VWDWHVWKDWµ>R@QHRIWKH,QGLDQVEHWUD\HGKLVFRPSDWULRWVWRWKH%ULWLVKVDFULILFHGKLV
life so that his fellow country-men should be defeated, DQG HDUQHG WKH DXGLHQFH¶V
heart-felt apSODXVH¶ %UHFKW DOVR VWDWHV µ>P@\ RZQ KHDUW ZDV WRXFKHG WRR , IHOW OLNH
applauding and laughed in all the right places. Despite the fact that I knew all the time
that there was something wrong, that the Indians are not primitive and uncultured
people but have a magnificent age-old culture, and that this Gunga Din could be seen
LQD YHU\GLIIHUHQW OLJKWHJDVDWUDLWRUWRKLVSHRSOH¶ %UHFKWFRQFOXGHGWKDWµ,ZDV
amused and touched because this utterly distorted account was an artistic success and
considerable resources in talent and ingenuity had been applied LQ PDNLQJ LW¶
[Richards 1986: p.144]. A contemporary post-colonialist vision of history as one of
domination and displacement were clearly not at the forefront of the production of

Gunga Din. Today, as Homi Bhabha makes clear, the foregrounding of that vision
DOORZV XV WR FRQIURQW µWKH FRQFHSW RI FXOWXUH RXWVLGH REMHFWV G¶DUW RU beyond the
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canonization of the idea RI DHVWKHWLFV DQG µWR HQJDJH ZLWK FXOWXUH DV DQ XQHYHQ
incomplete production of meaniQJ DQG YDOXH¶ >%KDEKD  SS-247]. In his
critique however, Brecht highlights a continuing interpretative tension/contradiction
between knowing criticism of the prejudicial aspects of a visual text and the
continuing ability of that text to draw us aesthetically into its particular narrative
vision of events. (GZDUG 6DLG VWDWHG WKDW WKLV LV µ>R@QH DVSHFW RI WKH HOHFWURQLF
SRVWPRGHUQ ZRUOG¶ EHFDXVH RI LWV µUHLQIRUFHPHQW RI WKH VWHUHRW\SHV E\ Zhich the
2ULHQWLVYLHZHG¶ [Said 2003: p. 26]. Moreover, Said states that television, as well as
films (that would include Gunga Din) and other forms of media KDYH µIRUFHG
information into more and PRUHVWDQGDUGL]HGPROGV¶>6DLG 2003: p.26]. Said believes
that this standardisation of the Orient as well as its continued cultural stereotyping by
nineteenth-century academics had/has OHDG WR DQ µLPDJLQDWLYH GHPRQRORJ\ Rf the
³P\VWHULRXV2ULHQW´¶ [Said 2003: p.26].
Another related form of tension/contradiction can be discerned in relation to the
actual development of VRFLHWLHVDQGFXOWXUHVXQGHUFRORQLDOLVP%ULWDLQ¶VFRORQL]DWLRQ
of India was inescapably one involving prejudicial relations of dominance. During the
eighteenth and nineteenth centuries, however, an undeniably hybrid society began to
GHYHORS LQ ,QGLD µZKere company employees married Indian women and adopted
,QGLDQ FXVWRPV¶ WKHUHE\ OHDGLQJ WR D µFXOWXUDO IXVLRQ¶ WKDW µDSSHDOV WR RXU PRGHUQ
VHQVLELOLWLHV¶>)HUJXVVRQS@0RUHRYHUWKHFXVWRPVRIIRRGDQGODQJXDJHLQ
British culture today [Fergusson 2004: p.39], which arguably grow out of that state of
cultural fusion, can now be perceived as a positive cultural phenomenon in relation to
a post-colonial discourse thereby producing a counterbalance to cultural Imperialism.
Both of these tensions/contradictions are arguably apparent in relation to
1RUWK¶V RZQ ZULWLQJ ,QGHHG 1RUWK¶V GLDULHV are
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abound

with

such

tensions/contradictions. She was by contemporary standards in many instances
politically incorrect, while also being fascinated by and commenting positively on
ORFDOL]HGVLJQVRIGLIIHUHQFH1RUWKµEHQHILWHG IURPWKHDGPLQLVWUDWLYH PDFKLQHU\RI
%ULWLVK LPSHULDOLVP¶ 1RUWK¶V close connections with both William and Joseph
+RRNHUµJDYH KHUDFFHVVWRJDUGHQVLWHV LQWKH %ULWLVKFRORQLDOGRPLQLRQV Zherever
VKHZHQW¶1RUWKWKHUHIRUHHQMR\HGWKHSULYLOHJHV of being not only a British subject
µEXW RI KDYLQJ ZKDW DPRXQWHG WR GLSORPDWLF FRQQHFWLRQV¶ >*HUJLWLV  QR SDJH
numbers given] As Susan Morgan makes clear in Place Matters, µ1RUWK WUDYHOHG
painted, and wrote very much by the grace of, and in the service of, men in power in
KHUFRXQWU\¶,QGHHG0RUJDQDUJXHVthis may explain ZK\WKHUHZDVDµQRWDEOHODFN
RIFULWLFLVP>«@RIKHUWUDYHOVRQWKHSDUWRIWKRVHPHQ¶>0RUJDQ p.122], who
were themselves part of the same cultural discourse. Consequently, North can be
XQGHUVWRRGWRKDYHDVVXPHGWKHUROHRIDQµREMHFWLYHFROOHFWRUDQGGHWDFKHGREVHUYHU
with [a] well-WUDLQHGH\H¶LQWKHµUROHRIDPDQ¶>0RUJDQS@RIWHQZriting as
though she were a curious and somewhat detached diplomat.
On The Victorian Web, Helena Wojtczak, has accused North of scarcely
PHQWLRQLQJ µWKH LQGLJHQRXV SHRSOHV RI WKH DUHD WKURXJK ZKLFK VKH WUDYHOV¶ LQ KHU
µ5HFROOHFWLRQVRID+DSS\/LIH¶ statinJWKDWµ>V@KHHLWKHUHUDVHGWKHQDWLYHSUHVHQFHRU
pictorialized it in ways that reflected her posLWLRQDVDSULYLOHJHG YLHZHU¶>:ojtczak
2005: no page numbers]. North does, refer to local people throughout all three
volumes of her recollections. For example, while in America during the 1880s, North
ZURWH RI $IULFDQ $PHULFDQV DV ³nigger´ ³JHQWOHPHQ´ RQ µWKH WUDLQ¶ ZHDULQJ µIXOO
evening-dress coats, rings on fingers, goldchains, with their hair oiled and
straightened as much as possible, and the full extent of possible dandyisP¶ $W WKH
same time, North GHVFULEHV KRZ WKH PHQ µZHUH H[WUDRUGLQDULO\ SROLWH OHQGLQJ WKHLU

229

newspapers, and giving up their seats to any lady looking for RQH¶ +RZHYHU VKH
concludes, afterwards they were µVLWWLQJZLWKWKHLUIHHWDERve their heads and talking
the grossest slang with some Irish roughs, or the news-ER\V¶1RUWKWKRXJKWWKH\ZHUH
µH[-Chicago swells, or billboard - PDNHUV¶>1RUWKDSS64-65].
Furthermore, during 1870, while North was in Canada, she deliberately went in
VHDUFK RI LQGLJHQRXV FXOWXUH LQ WKH µ,QGLDQ YLOODJH RI /RUHWWD¶ YLVLWLQJ WKH &KLHI¶V
house. 1RUWKFRQIHVVHVWREHLQJSHUWXUEHGEHFDXVHWKHFKLHIµWKRXJKVDLGWREHRISXUH
blood, looked more like a well-EUHG)UHQFKPDQ¶1RUWKWKHQZULWHVRIYLVLWLQJµVome
RI WKH OHVV FLYLOL]HG¶ DQG \HW µPRUH LQWHUHVWLQJ SHRSOH¶ DQG PDGH µIULHQGV ZLWK RQH
\RXQJ PDQ¶ ZKRP VKH GHVFULEHG DV KDYLQJ µORQJ ODQN KDLU DQG KLJK FKHFN-ERQHV¶
North insisted upon being taken by this young man to the local school, where North
found the children WREHµDVLJKWZRUWKVHHLQJ¶EHFDXVHWKHUHZHUHµSOHQW\RIJHQXLQH
Indian faces among tKHPPL[HGXSZLWK)UHQFK¶ZKRVDQJ KHUµVHYHUDOZLOG,QGLDQ
hymns with soft-VRXQGLQJ ZRUGV¶ 1RUWK FRQFOXGHV WKDW VKH was impressed because
the school mistress LQIRUPHG KHU WKDW WKH FKLOGUHQ¶V VRQJ µKDG QHYHr been written
GRZQ¶1RUWK FRPSDUHGWKH1DWLYH$PHULFDQV¶QRPDGLFOLIHVW\OHWRWKDWRIWKHµZD\
RIRXURZQJ\SVLHV>«@DWKRPH¶>1RUWKDS@+HUH1RUWKVKRZVVHQVLWLYLWy
to the cross-cultural hybridisation of people and cultures that had by then begun to
take place in Canada.
:KLOHLQ-DSDQEHWZHHQDQGVKHZULWHVµ,PXFKSUHIHUUHGP\TXLHW
life in Kioto [Kyoto] among the purely Japanese people and picturesque buildings, to
that in one RI WKH (XURSHDQ VHWWOHPHQWV¶ >1RUWK 1892a: p.222]. Alongside that, she
also writes somewhat disparagingly about the Japanese people, stating that they were
µOLNHOLWWOHFKLOGUHQVRPHUU\DQGIXOORISUHWW\ZD\VDQGYHU\TXLFNDWWDNLQJLQIUHVK
LGHDV¶ EXW µWKH\ GRQ¶W WKLQN RU UHDVRQ PXFK¶ )XUWKHUPRUH WKH\ µKDYH VFDUFHO\ DQ\
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QDWXUDO DIIHFWLRQ WRZDUGV RQH DQRWKHU¶ DV µ>H@YHU\ERG\ ZKR KDV OLYHG ORQJ DPRQJ
WKHPVHHPVWRJHWGLVJXVWHGZLWKWKHLUIDOVHQHVVDQGVXSHUILFLDOLW\¶>1RUWK 1892a: p.
224-5]. North eQGVWKLVH[DPLQDWLRQZLWKµ>R@QHQHYHUVHHVDPRWKHUNLVVRUFDUHVVKHU
EDE\¶WKHµSRRUOLWWOHWKLQJLVWLHGRQWKHEDFNRIDVPDOOVLVWHU>«@DQGWXPEOHVDERXW
ZLWKKHUDOOGD\¶DQGµSHRSOHRQO\ODXJKLIRQHSLWLHVLW¶>1RUWK1892a: p.225].
Comparably tense/contradictory observations of local cultural identity can be
IRXQGLQUHODWLRQWR1RUWK¶VSDLQWLQJ1RUWK¶VSDLQWLQJVFRQWDLQHWKQLFUHSUHVHQWDWLRQ
in her landscapes and urbanscapes, and a breakdown of her imagery can be perceived
DV SURGXFLQJ µDQDO\WLFDOO\ LQWHUHVWLQJ DQG FRKHUHQW¶ >5RVH  SS@ UHSRUWV RI
SHRSOH¶VDWWLWXGHVDWWKHWLPHWKH\ZHUHSDLQWHG,QDVNHWFKERRNZRUNE\1RUWK that
appears to have been quickly painted, and numbered 002, (no title given) a local
village scene is depicted [See figu re 144]. A local person is included sitting upon a
wall at the side/front of indigenous homes peppered along a mountainous ridge. In the
distance a vast expanse of mountain range is presented in what could be described as,
Holmanesque colours. Furthermore, the composition appears to have been cut off
awkwardly, as one cannot see the whole of the house in the foreground of the picture,
(viewer side left) and one person is cut in half. The spliced appearance of this painting
again brings into question the possible use of photography. However, it could simply
be a poorly composed sketch, where North had misjudged the positioning of the
houses. Nevertheless, the painting is highly aestheticisHG 1RUWK¶V UHQGHULQJ RI WKH
mountain range is similar in style to Friedrich, while at the same time applying an
overall Holman Hunt like approach to colouration. In another painting of a beach
scene, held within the North gallery, we find a local woman represented by a few
daubs of paint, cooking in a hut. Flora is represented in the form of a palm tree
(viewer side right). In painting 0483, (PLOH¶V Palm House, Prailin, Seychelles [See
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figu re 145], we find that North has again included local homes on a beach, where
children play or toy with a turtle, and women preparHIRRGLQWKHEDFNJURXQG1RUWK¶V
aestheticisHG UHSUHVHQWDWLRQV RI µIUXLW ZLWK DQLPDOV DQLPDO W\SHV ELUGV ODQGVFDSH¶
can therefore be seen to comply with a colonialist representational code [Rose 2001:
p.60] insofar as they uphold an idealized vision of the place of the colonised subject.
7KHILJXUHVWKDWSRSXODWH1RUWK¶VSDLQWLQJVDUHQRWUHQGHUHGLQDQ\GHWDLO7KH\
do not have discernible personalities; they are merely furniture attached to her
architectural renderings and the placement of flora and fDXQD 7KH IDFW WKDW 1RUWK¶V
paintings of local people were generally lacking in detail does however suggest
technical limitations on her ability to produce good or clear representations of the
human figure rather than a deliberate abstraction of the identity of the other. North
may have simply copied the illustrated topographical works of others available to her
at the time. However, ShefILHOG VWDWHV WKDW 1RUWK µVDZ QDtive peoples within her
QDWXUDO ODQGVFDSHV¶ DV D µSRVLWLYH UDWKHU WKDQ QHJDWLYH JHVWXUH WRZDUGV WKHP¶
[Sheffield 2001: p.126]. 6DLG DUJXHV WKDW µQR RQH LV OLNHO\ to imagine a field
symmetrical [to Orientalism] called OFFLGHQWDOLVP¶ >6DLG  p.50]. Despite the
fact that in order to read history, one must take into consideration the occident in
relation to the Oriental, even though the Orient had been demarcated by the west as
Said argues, since WKHWLPHRI+RPHU¶V,OLDG>6DLG 2003: p.50].
6RPH RI 1RUWK¶V SDLQWLQJV depict colonialist industrialization. In image 0079,

View of the old Gold Works at Morro Velho, Brazil [See figure 146], North paints a
mill with local people working the site, the image is reminiscent not only to colonial
photography, but also American Luminist and Hudson River Group paintings of
industrial encroachment upon nature. In image 0609, Tea Gathering in Mr Höl OH¶V

Plantation at Garoet, Java [See figu re 147], we find a tea plantation replete with
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workers set high into the hilltops with mountains in the background. Both paintings
present a rosy picture of workers being productive in good weather surrounded by a
beautiful landscape, disguising the fact that the working practices represented
required long hours and extreme effort without much reward. Paintings such as
1RUWK¶V ZHUH RI FRXUVH VXEMHFW WR WKH µFRPSXOVLRQV RI HPSLUH¶ ZKLFK UHTXLUHG WKH
unfamiliar to be represented to a British audience who knew nothing of tea plantations
or cotton, reducing the images to some sort of grid that would filter the µ2ULHQW LQWR
:HVWHUQ FRQVFLRXVQHVV¶ VR WKDW LW PLJKW EH µFRQWDLQHG VWXGLHG DGPLUHG detested,
SLWLHG PRXUQHG¶ >1DLU  S@ 1RUWK¶V DUW DQG ZULWLQJV FRXOG WKHUHIRUH EH
DFFXVHGRIUHLQIRUFLQJDVZHOODVUHYLVLQJ µWKHGRPLQDQWGLVFRXUVHRI2ULHQWDOLsm at
WKHWLPH¶>0DUWLQ9DULVFRS@ Said argued in Orientalism WKDWµ>V@RPHWKLQJ
SDWHQWO\IRUHLJQDQGGLVWDQW¶acquired DVWDWXVWKDWUHIOHFWHGµPRUHUDWKHUWKDQOHVV¶LQ
relation to the familiar [Said 2003: p.58]6LQFHKHDUJXHVµ>R]ne tends to stop judging
WKLQJV HLWKHU DV FRPSOHWHO\ QRYHO RU DV FRPSOHWHO\ ZHOO NQRZQ¶ FUHDWLQJ µD QHZ
PHGLDQ¶RUFDWHJRU\WKDWHPHUJHVWKDWDOORZVIRURQHWRVHHµQHZWKLQJVWKLQJVVHHQ
IRUWKHILUVWWLPHDVYHUVLRQVRIDSUHYLRXVO\NQRZQWKLQJ¶ [Said 2003: p.58]. That in
HVVHQFHLVQRWDERXWUHFHLYLQJQHZLQIRUPDWLRQEXWLVDµPHWKRGRIFRQWUROOLQJZKDW
VHHPV WR EH D WKUHDW WR VRPH HVWDEOLVKHG YLHZ RI WKLQJV¶ 6DLG FRQFOXGHV µ>L@I WKH
PLQGPXVWVXGGHQO\GHDOZLWKZKDWLWWDNHVWREHUDGLFDOO\QHZ>«] the response on
WKHZKROHLVFRQVHUYDWLYHDQGGHIHQVLYH¶>6aid 2003: p.@1RUWK¶VJDOOHU\ displayed
a foreign world to its western audience. 1RUWK¶VSHUVRQDOUHVSRQVHWRKRZVKHSDLQWHG
the surrounding scenery, to which she was exposed whilst abroad, reveals a Burkesian
view of sublimity. North therefore faced her fearfulness, on such expeditions and was
defensive through her approach to painting what she saw as a recollection of truth,
thus revealing her westerness.
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North was enthusiastic about her travels and findings. She relished her journeys
but her work exposed her to colonial suffering. No matter how much she disliked
many high ranking colonial officials, historically she has to be considered a politically
incorrect painter and historical character. North¶VSDLQWLQJVFRQWDLQHGWKHold Western
versions and events of history that are not only perceivably colonial, but conservative
in their representations of topographical scenes and people. 1RUWK¶VZRUNZKLFKZDV
QRYHO LQ LWV GD\ EHFDPH GDWHG DQG VWDOH +RZHYHU WRGD\ 1RUWK¶V SDLQWLQJV DQG
gallery can now be re-read through the mediations of post-colonial theory, becoming
novel once more simply because they are part of a historical canon within history that
KDVEHHQQHJOHFWHGDQGGHULGHG1RUWK¶VZRUNDVDQRFFLGHQWDO can now be contrasted
with the history of the Subaltern to produce new readings that either reinforce or
contradict previous readings of the Oriental/Occidental.
Edward Said, according to Daniel Martin Varisco, in Said and the Unsaid

Orientalism, argued that the colonial past, can be understood as being caught in a
µweb of racism, cultural stereotypes, political imperialism [and] dehumanizing
LGHRORJ\¶>0DUWLQ9DULVFR p.2@6DLG¶VZRUNKDV IRUPRUHWKDQWZRGHFDGHV
enabled racial, sexual, social, and economic, minorities to stake a claim in their own
µSROLWLFDOSRVLWLRQLQJUDWKHUWKDQIHHOREOLJHGWRDVVXPHWKHWUDQVFHQGHQWYDOXHVRIWKH
doPLQDQW GLVFRXUVH RI FULWLFLVP¶ [Martin Varisco 2007: p.14]. Moreover, Said
concludes WKDW µDQ\ DFFRXQW RI 2ULHQWDOLVP ZRXOG KDYH WR FRQVLGHU QRW RQO\ WKH
professional Orientalist and his work but also the very notion of a field of study based
on a geographical, cultural, linguistic, and ethiFXQLWFDOOHGWKH2ULHQW¶>6DLG 2003: pp.
49-50].56

56

OrLHQWDOLVP >«@LQWKH &KULVWLDQ ZHVW >«@ LV FRQVLGHUHGWR KDYH FRPPHQFed its formal existence
ZLWKWKHGHFLVLRQRIWKH&KXUFK&RXQFLORI9LHQQHLQWRHVWDEOLVKDVHULHVRIFKDLUVLQ³$UDELF
*UHHN+HEUHZDQG6\ULDFDW3DULV2[IRUG%RORJQD$YLJQRQDQG6DODPDQFD´>6DLGSS50].
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'HVSLWHWKHXQGHQLDEOHYDOXHRI6DLG¶VDUJXPHQWDV'DQLHO0DUWLQ9DULVFRKDV
pointed out in Said and the Unsaid, Orientalism6DLG¶VVHPLQDOZRUk on the subject
of colonialism is a male-orientated book because the author is male DQG µWKH YDVW
number of writers and other individuals either analysed in depth or mentioned in
SDVVLQJ DUH PHQ¶ >0DUWLQ 9DULVFR  S@ 0RUHRYHU DV Martin Varisco also
SRLQWVRXWµZRPHQZHUHDOPRVWH[FOXVLYHO\H[FOXGHGIURP6DLG¶VJXLOGVRI2ULHQWDOLVW
power¶ >0DUWLQ 9DULVFR  S@ DGGLQJ µ>W@KH IDFW WKDW KH >6DLG@ ZDV DOVR
SULYLOHJHG¶ DQG OLYHGZLWKLQDµSURIRXQGO\ PDOH±GRPLQDWHGZRUOG¶ LVUHOHYDQWWRWKH
explored relationship between the other and westerners [Martin Varisco 2007: p.298].
Martin Varisco concludes that we should not only be sensitive to the possibility of
male oriHQWDWLRQ LQ 6DLG¶V ZRUN EXW JXDUG DJDLQVW PDVFXOLQLVW IRUPV RI µELDV DQG
GLVWRUWLRQ¶DORQJVLGHXQUHDOLVWLFUHSUHVHQWDWLRQVRIµUHDOSHople and their real history
DVZHOODVWKHLPDJLQDWLYHGLVFRXUVHVWKDWLQYDGHDOOKLVWRULHVXQGHUVWDQGLQJ¶>0DUWLQ
Varisco 2007: p.301].
Said stated that µ>Q@R VFKRODU RU WKLQNLQJ >«@ LV D SHUIHFW UHSUHVHQWDWLYH RI
VRPH LGHDO W\SH RU VFKRRO¶ [Said 2003; p.263] and he certainly did not believe in a
µOLPLWHGSURSRVLWLRQ¶ZKHUHE\µRQO\DEODFNFDQZULWHDERXWEODFNVD0XVOLPDERXt
0XVOLPVDQGVRIRXUWK¶>6DLG 2003: p.322]. According to Emily M. Weeks, writing in

The Lure of the East [Weeks 2008S@µ>F@riticisms leveled against British society
RQFH JORVVHG RYHU¶ DQG WKHQ H[SRVHG E\ 6aid and later, Bhabha, awaited revelation
WKURXJK µSHUVRQDO QDUUDWLYHV H[SHULHQFHV DQG LGLRV\QFUDVLHV ORQJ LJQRUHG LQ IDYRXU
of an examination of broader imperial GHVLJQV¶ [Weeks 2008: p.23]. Weeks points
RXW KRZHYHU WKDW µFULWLFV >«@ SUHRFFXSLHG ZLWK WKH Solitics of their subject matter
soon discovered that such polemical interpretations and assumptions could not so
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HDVLO\EHPDGH¶:KDWZDVµRQFHWRXWHGDVEULOOLDQWO\LQFLVLYH¶ZLWKLQ6DLG¶VZULWLQJ
KDV FRPH WR EH µUHJDUGHG DV D GHHSO\ IODZHG LQWHUSUHWLYH WRRO¶ DQG DV DQ
µLQDSSURSULDWH PHDQV E\ ZKLFK WR MXGJH DQ H[SUHVVLYH HQG¶ >:HHNV  p.24].
Weeks, asserts that Said is not only ahistorical with regard to issues of class as well as
µVSHFLILF SROLWLFDO HFRPRPLFV DQG ORFDO VRFLDO FLUFXPVWDQFHV¶ EXW DJDLQ µJHQGHU
EOLQG¶>:HHNVS@6DLG¶VZRUNFDQWKHUHIRUHEHXQGHUVWRRGWRµSUHGHWHUPLQH
conclusions and preclude more subtle analyses of often very different artists and
SLFWXUHV>«@WKDWDUHQRWFRPSOLFLWZLWK6DLG¶VIUDPHZRUN¶>:HHNV: p.25].
Despite Said stating that a field can change even in the most traditional
disciplines [Said 2003: pp.49-50] post-colonialism is now an established discipline
and can now therefore be perceived as a traditional discipline. This suggests that a
subject like North could be re-read seriously through a more focused form of critical
analysis. Women were undeniably among the producers of the broad discourse of
Orientalism just as they were surely among its consumers. Women wrote about their
travels in the Orient, imagined an Orient in their writing, and painted this imagined
2ULHQW$VSDUWRIWKLVZLGHUIHPLQLQHFRQWULEXWLRQ1RUWK¶VZULWLQJVFRXOGEHFLWHGDV
µD VLJQ RI the intersecting discourses of race and class, continually rearticulated
WKURXJKRXWWKHFRORQLDOSHULRG¶DQGZKDWLVPRUHDVLJQµZKRVHPHDQLQJVFDQRQO\
EH XQSDFNHG¶ ZLWKLQ WKH µGLVFRXUVH RI FRORQLDOLVP¶ /LNH SDLQWLQJ RU LOOXVWUDWLRQ RU
topography, they imply a close mapping RIWKHµLGHRORJLFDOIXQFWLRQVserved by such
SURGXFWLRQ¶ >1DLU 2000: p.229]. Moreover, Said argued that political interests tied
England to India, holding British work to a sustained contact with concrete realities,
DQGµPDLQWDLQHG the cohesion between representations of the past and the spectacle of
the SUHVHQW¶1RUWK¶VSUHVHQW>6DLG 2003: p.264].
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In the case of North, it was her relative freedom WKDW µHQDEOHG KHU WR GHILQH
KHUVHOI RXWVLGH KHU FXOWXUH¶ D IUHHGRP WKDW DEVROYHG KHU µIURP OLYLQJ ROGHU FXOWXUDO
UROHV¶ DQG ZDV Whus a freedom that allowed her to invent, new roles [Morgan 1996:
p.121] for herself. As Morgan indicates, NRUWK¶V FUHDWLRQ RI KHUVHOI ZDV LQ NHHSLQJ
with the conventions of a serious naturalist, ZKR ZDV µLQGHSHndent, physically
LQWUHSLG¶KDGJUHDWVWDPLQD DQGZDVµLQGLIIHUHQWWRFUHDWXUHFRPIRUWVDQGWUDGLWLRQDO
VRFLDOFXVWRPV¶>0RUJDQSS-123]. In addition to which, Morgan states that
UHDO µ>L@QGHSHQGHQFH IRU 9LFWRULDQ ZRPHQ¶ ZDV µD PDWWHU RI FODVV Iamily, and
PRQH\¶FRQVHTXHQWO\WKH µVSHFLILF KHUPHQHXWLF OLQN EHWZHHQ1RUWK¶VUHSUHVHQWDWLRQ
of her economic and class privileges and her culturally accepted self-representation as
a nondomestic woman can be located within the enabling ideological practices of late
VLFWRULDQ %ULWLVK ERWDQ\¶ DV ZHOO DV WKH µYLVLRQ RI SHUVRQDO IHPDOH OLEHUDWLRQ¶ VHW
ZLWKLQ D µ9LFWRULDQ LPSHULDO HQWHUSULVH¶ >0RUJDQ  SS-123]. As Morgan
VWDWHV LW ZRXOG WKHUHIRUH µUHTXLUH DQ LGHRORJLFDO EOLQGQHVV LQGLVWLQJXLVKDEOH IURP
FRPSOLFLW\WRWU\WRVHSDUDWHLVVXHVRIJHQGHUIURPWKRVHRIFODVVLQ1RUWK¶VZULWLQJV¶
>0RUJDQ  S@ 7R ZKLFK VKH DGGV WKH SRLQW WKDW µ>W@ KHUH FRXOG >«@ EH no
simple transference of life±in±%ULWDLQ WR FRORQLDO ,QGLD¶ EHFDXVH µ[a] part from the
physical impossibilities of such an enterprise, Englishwomen became part of a
FRPSOH[JULGRISRZHU>«@ZKLFKEOXUUHGPRUHIDPLOLDUGLVWLQFWLRQV¶EHFDXVH µWKHUH
was the need to assert femininity in order to µbuttress the masculine nature of the
colonial SURMHFW¶>1DLU 2000: p.225].
,Q KHU GLDU\ 1RUWK VWDWHV WKDW µ0UV $JDVVL] DQG , DJUHHG WKDW WKH JUHDWHVW
SOHDVXUHZHNQHZZDVWRVHHQHZDQGZRQGHUIXOFRXQWULHV¶DQGWKDWµWKHRQO\ULYDOWR
WKDW SOHDVXUH ZDV WKH RQH RI VWD\LQJ DW KRPH¶ $GGLQJ µ>R@QO\ ignorant fools think
because one likes sugar one cannot like salt; those people are only capable of one

237

LGHDDQGQHYHUWU\H[SHULPHQWV¶>1RUWK2a: p.48]. Morgan attests that North saw
herself as culturally advanced, a Bohemian ZKR KDG µWKRXJKWV RQ WKH most serious
WKLQJVZKLFKZRXOGSHUIHFWO\GXPEIRXQGPRVWRIRQH¶VEHVWIULHQGV¶>0RUJDQ
S@ 1RUWK µ>W@KH OLEHUDWHG IHPLQLQH VXEMHFW¶ KDV EHHQ µFRQWLQXDOO\ SUHVHQWHG DV
LQGLIIHUHQW¶+RZHYHU1RUWh was also indifferent towards dress and to the mosWµEDVLF
SK\VLFDO FRPIRUW¶ 1RUWK RIWHQ WUDYHOOHG µIRU GD\V RQ KRUVHEDFN GXULQJ PRQVRRQ
VHDVRQRIWHQHDWLQJDQ\WKLQJDQGVOHHSLQJDQ\ZKHUH¶DQGLQGHHGµVRPHWLPHVQHLWKHU
HDWLQJQRUVOHHSLQJDWDOO¶7KHUHIRUHDFFRUGLQJWR0RUJDQ>LQ Place matters,] North
DSSHDUV µUHEHOOLRXV WRZDUG DQG LQ RSSRVLWLRQ WR PDQ\ RI WKH IRUPV DQG EDVLF
VKLEEROHWKV RI 9LFWRULDQ ³FLYLOL]DWLRQ´ HVSHFLDOO\ WKRVH RI KHU FODVV¶ [Morgan 1996:
S@ 1RUWK¶V writings are µabound with comic and contemptuous sketches of the
British upper FODVV DEURDG¶ DQG ILQG KHU FDOOLQJ WKHP µWKH JUHDW SHRSOH LQ WKH XVXDO
VWDWHRIDPLDEOH OLPSQHVV¶ZKRZHUHJHQHUDOO\ µOROOLQJRQWKHLUYHUDQGDKVDQG QHYHU
ORRNLQJ DURXQG DWWKH EHDXWLIXO ZRUOG¶ 1RUWK ZURWHWR 'U %XUQHOO DERXWWKH PDWWHU
VWDWLQJWKDWµZhen summer comes and the country house dressed up parties, are put as
counter temptations to wandering away quietly with my easel and old portmanteau to
unseen wonders the other side of the world, I think both you and I can guess which
ZLOOFDUU\WKHGD\¶[Morgan 1996: p.120].
1RUWKµFRQVLVWHQWO\SUHVHQWHG KHUVHOIDVDZRPDQZKR KDGGRQHZKDWVKH KDG
ZDQWHG ZLWK KHU OLIH¶ DQG µIROORZHG KHU RZQ DGYLFH¶ E\ GRLQJ H[DFWO\ ZKDW VKH
thought was best for herself [Morgan 1996: p.103]. However, Morgan argues that
µ>O@LNH PDQ\ D VXSSRVHG IUHH VSLULW WKH 1RUWK RI WKH ERRN¶ LV DOVR µWUDSSHG LQ WKH
LGHRORJ\RIKHUFXOWXUH¶/LNHRWKHU9LFWRULDQZRPDQRIKHUWLPHVKHWRRKDGWRGHDO
ZLWK µGRPHVWLF DQG VRFLDO REOLJDWLRQV¶ $V ZH KDYH VHHQ LQ WKH ELRJUDSK\ RI WKLV
thesis, as a younger woman North looked after her father and it was only after his
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GHDWKWKDWVKHEHJDQWRWUDYHODQGSDLQWVHULRXVO\1RUWK¶VZRUNWKHUHIRUHVXJJHVWV
DQµLQWHUGHSHQGHQFHRIFRQIRUPLW\DQGUHEHOOLRQ¶0RUHRYHU0RUJDQVWDWHV1RUWKLV
µQRW>«@ an outsider at all but a specific type in Victorian ideology, a representative
RIWKHQHZNLQGRIUXOLQJFODVV¶ZKLFKµOHDG%ULWDLQLQWRLWVGRPLQDQWIXWXUH¶>0RUJDQ
 S@ 1RUWK¶V IDPLO\ KDG EHHQ FRQQHFWHG WR HDUO\ FRORQLDOLVW WUDGH DQG
commerce [Porter 2000: p.149] and North was a celebrated figure, in her own times.
Indeed, The Times newspaper would always report her exotic travels, because they
ZHUH RI JUHDW LQWHUHVWWR SHRSOH >)DUOH\ @ ,Q OLJKW RI WKLV IDPH 1RUWK¶V SULYDWH
letters were being constantly read to other people; something which North complains
RILQDOHWWHUIURP6DUDZDNWRD0UV6KDHQGDWHGVWDWLQJWKDWLWLVµVRPHZKDW
KDUGWRZULWHDQ\WKLQJQHZWRRQHZKRVHHPVWRUHDGDOOP\OHWWHUVWRHYHU\RQHHOVH¶
[North 1875-84: letters to the Shaen family].
Unlike North, many of the women living in colonial circumstances were there
because of marriage or obligation, and rank and class. This in turn meant that some
ZRPHQGHDOWZLWKµLQFRPPHQVXUDEOHGHPDQGV¶RIGRPHVWLFOLIHWKDWIorced them into
a decision of survival that was often associated with their class first and their gender
second [Bhabha 2006: pp.247-@ 1RUWK ZURWH RI WKHVH FRORQL]HG ZRPHQ¶V VRFLDO
LVRODWLRQDQGµWHUULEO\ORQHO\OLYHV¶. Indeed, many of these women livHGµIDUDZD\DW
different out-VWDWLRQVRQWKHYDULRXVULYHUV¶DQG1RUWKZURWHRIWKHPVHWWOLQJµGLVSXWHV
DPRQJVWUDQJHWULEHV¶DQGWKHUHIRUHKDUGO\HYHUµVHHLQJDQ\FLYLOL]HGSHUVRQWRVSHDN
WR¶ >1RUWK D S@ ,Q RQH OHWWHUWR 0UV 6KDHQ 1RUWK ZURWHRI µD brave little
ZRPDQ¶ DQG RI WKH FDNHV DQG SXGGLQJV WKDW VKH PDGH EHFDXVH D µWDEOH GLG QRW ORRN
ULJKWZLWKRXWDSLHRQLW¶>1RUWK 1875-84: letters to the Shaen fDPLO\@DQGRIµ>S@RRU
little Mrs. R; at the antimony-PLQHV¶ZKRµUHDOO\FULHGDWORVLQJVLJKW¶RI1RUWKZKHQ
VKHOHIWEHFDXVHVKHKDGEHHQµWKHRQHZKLWHZRPHQVKHKDGVHHQIRUVRORQJ¶>1RUWK
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1982a: p.251]. These women are described with what we would now term as culture
shock, and who suffered from the loss of children either through unknown tropical
diseases or travel homeward bound [North 1892a: p.237].
:KLOH1RUWK¶VLGHQWLW\DVDZRPDQLVDUHDGLO\LGHQWLILDEOHRQHLQUHODWLRQWRWKH
prevailing discourses of Western colonialism, it is far from being a typical. In 1876,
µ6LU :LOOLDP¶ >+RRNer] wrote letters of introduction for North enabling her to stay
ZLWK &KDUOHV DQG 0DUJDUHW %URRNH WKH µ5DMDK DQG 5DQL RI 6DUDZDN¶
[Singapore/Malaysia] [North 1892a: p.236]. Margaret Brooke, formerly Margaret de
Windt, had married Charles Brooke (1849-1917), who declared himself Rajah of
Sarawak and was according to North, dedicated to his adopted country. Ponsonby, in
Marianne   North   at   Kew   Gardens, describes Brooke as a man who believed his
mission was to preserve Sarawak from the exploitation and influence of the
Europeans. He therefore held 100 soldiers and about 20 men known as the officers
and his band played every night. At the same time, croquet was on Tuesday and other
DFWLYLWLHVVXFKDVµODZQWHQQLV>«@FRQVWLWXWLRQDOZDONVDQGRFFDVLRQDO dinner parWLHV¶
were also held [Ponsonby 2002: p.46].
'HVSLWH DOO RI WKHVH GLVWUDFWLRQV LW ZDV D µPRQRWRQRXV OLIH¶ IRU WKH 5DQL
[Ponsonby 2002: p.51] since wRPHQ¶V UROHV in life and in art were severely
circumscribed E\ µWKH ZLOOIXO OHLVXUH¶ WR ZKLFK WKH\ ZHUH FRQGemned. The lifestyle
HPSKDVL]HG µVHSDUDWH VSKHUHV RI PDOH DQG IHPDOH FRORQLDOLVWV¶ HYLGHQFHG LQ WKH
recording of events in woPHQ¶V ZULWLQJ DQG SDLQWLQJ >1DLU 2000: p.226]. Indeed,
when visiting the Brookes, North was subjected to an atmosphere where the guests
and the music, which the band played, were always the same [Ponsonby 2002: p.51].
Margaret BURRNH¶VRZQOLIHDFFRXQWVZHUHHIIHFWLYHO\ DµVHULHVRIYLJQettes about her
encounters with other faPRXV>«@SHUVRQDJHV¶LQFOXGLQJ&KDUOHV6ZLQEXUQH [Morgan
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 S@ +RZHYHU 0RUJDQ VWDWHV WKDW 0DUJDUHW %URRNH SODFHG µKHUVHOI DSDUW
IURP WKH UHVW RI WKH FRORQLDO ZRPHQ¶ SDUWO\ EHFDXVH VKH GLG QRW ZDQWWR EH ³SXre´
English and, therefore, did not belong, partly because she was also an arch-colonialist,
and as head of state, made others her inferior subjects [Morgan 1996: p.210].
$FFRUGLQJWR0RUJDQWKHUHZHUHµPDQ\PRPHQWVLQ0DUJDUHW¶VWZRERRNVZKLFKDUH
not amELYDOHQWDERXW%URRNHUXOH¶ Morgan writes of the repeated feminine voice of
0DUJDUHW ZKRVH RZQ µWHVWLPRQLDOV WR WKH JUHDWQHVV RI WKH %URRNHV¶ UHLJQ RYHU WKH
peoSOHV RI 6DUDZDN¶ VKRZ WKDW VKH FDPH WR DGPLUH WKH ZD\ LQ ZKLFK KHU husband
governed his country >0RUJDQS@0DUJDUHW¶VDFFRXQWVRIKHUOLIHWKHUHIRUH
FRQWDLQHG µFRQWUDGLFWRU\ FXOWXUDO SRVLWLRQV RI VRFLDO VXSHULRULW\ DQG H[FOXVLRQ IURP
VRFLHW\¶ 1RUWK KHUVHOI ZURWH RI WKH 5DMDK¶V H[WUDRrdinary attitudes to his colonised
people, citing an incident where a fine mastiff dog that he owned bit a man who was a
µ0XKDPPDGDQ¶DQGZKRthought it was an unclean animal7KH5DMDKWKHUHIRUHµKDG
it tried and shot on the public place by soldiers with as much ceremony as if it had
been a political conspiraWRU DQG QHYHU NHSW DQ\ PRUH GRJV¶ >1RUWK D S@
Brooke therefore appears to be immersed in his act of arch-colonialist, as North stated
µ>K@H GLG QRW ZLVK WR KXUW KLV SHRSOHV¶ SUHMXGLFHV IRU WKH PHUH VHOILVK SOHDVXUH RI
SRVVHVVLQJ D SHW¶ >1RUWK 892a: p.237]. Furthermore, North indicates Brookes¶
DVVHUWLRQ RI KLV RZQ SRZHU H[WHQGHG WR WKH PLQWLQJ RI µFRSSHU FRLQV DQG SULQWHG
postage±VWDPSVZLWKKLVSRUWUDLWRQWKHP¶>1RUWKDS@
'XULQJ 1RUWK¶V YLVLW WR 6DUDZDN 0DUJDUHW SODFHG 1RUWK LQ µD most luxurious
URRP¶ DW the palace where she could µHVFDSH E\ D EDFN VWDLUFDVH LQWR WKH ORYHO\
JDUGHQ¶>1RUWKDS@1RUWK¶VGHVFULSWLRQRIWKH3DODFHZDVWKDWRIµD brick
EXLOW VWUXFWXUH¶ SODFHG on a hill that was cool and comfortable. It contained an
excellent Library as well as many other European Luxuries that included a bathroom
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>3RQVRQE\S@1RUWK¶VRZQGHVFULSWLRQVRIWKH5DQLDUHRIKHUJLYLQJ1RUWK
µHQWLUH OLEHUW\ XSRQ KHU YLVLW WR WKHLU KRPH¶ ,QGHHG 1RUWK ZDV QRW PDGH WR
accoPSDQ\ 0DUJDUHW RQ WKH µVRPHZKDW PRQRWRQRXV FRQVWLWXWLRQDO¶ VKH WRRN HYHU\
afternoonZDONVGXULQJZKLFK0DUJDUHWZRXOGFURVVµWKHULYHUWRWKHRQHFDUULDJHDEOH
road, tramping nearly to its end and back, always dressed to perfection, and escorted
by the Rajah or some of the officers. Margaret apparently timed these walks and did
WDNH1RUWKRQRQHRFFDVLRQµIRUDURZEHIRUHWKHVSOHQGLGVXQVHWVZHUHRYHU¶>1RUWK
1892a: p.240].
1RUWK¶V VKDEE\ WUDYHOOLQJ DWWLUH ZDV VXEMHFW WR 0DUJDUHW¶V DWWHQWLRQV DQG VKH
deFODUHG WKDW RQH FRXOG VHH 1RUWK¶V µXQGUDSHG NQHHV¶ DQG WKDW WKH\ ZHUH QRW RQO\
YLVLEOH EXW µULVTXp¶ >3RQVRQE\  p.@ 1RUWK DGPLWWHG WKDW KHU µGUHVVHV ZHUH
EHFRPLQJYHU\UDJJHG¶DQGVHQWIRUµDELWRIXQG\HG&KLQDVLON¶IRUDQHZJDUPHQWWR
be made [North 1892a: p.240]. North however showed her displeasure of the
Brookes¶ hospitality too, by ignoring rigorous etiquette and disappearing during
formal dinners. She even created arguments that always seemed to erupt during nights
when curry was on the menu.57 1RUWK DOVR PDGH IXQ RI 0DUJDUHW¶V OLYLQJ
arrangements in Sarawak and was openly competitive with the Brookes in relation to
expertise in botany [Ponsonby 2002: p.54].
)XUWKHUPRUH1RUWKSHUVXDGHGWKH5DMDKWRVHQGKHUµRIIRXWRIWKHZD\WRKLV
mountain-IDUP DW 0DWWDQJH¶ ZKHQ KH ZDV YLVLWHG E\ µWKH QHZ FRQVXO RI /DEXDQ¶
[North 1892a: pp.242-243]. North was comfortably all alone WKHUH ZLWK µWZR 0DOD\
VHUYDQWV LQ D GHVHUWHG EXQJDORZ¶ EXW VKH HQMR\HG WKH VXUURXQGLQJ VFHQHU\ >1RUWK
1875-84: MN/1/2 letters]; while there, everyone collected flora for North, including

57

The North family, were used to eating exotic foods and North refers to such occasions in her early
diaries regarding Middle-Eastern local dishes [North, 1893: p.95]. Curry was readily available in
England from 1809 onwards. North may therefore have encountered the dish earlier than her visit to
Sarawak, [Sweet 2001: p.107].
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the North pitcher, and orchids. However, North states that the orchids had been pulled
up for her most ruthlessly [North 1892a: p.238]. In Kindred Nature Barbara Gates,
VWDWHV 1RUWK¶V Zork at the Brookes¶ palace gave her opportunities to explore the
SUHYLRXV ERWDQLFDO ILQGLQJV RI RWKHUV DQG WR PDNH µXVHIXO FRUUHFWLRQ WR SUHYious
REVHUYDWLRQV¶'XULQJKHUVWD\1RUWKFLWHVDSODQWNQRZQDVWKHµPDQJRVWHHQ¶WKDWZDV
thought not to flower. After hunting the plant down, she writes of its flowering, and
of, personally seeing WKHµZKROHWUHHV IXOORIEORVVRPVZLWKULFKFULPVRQEUDFWVDQG
\HOORZ SHWDOV¶ 1RUWK ZDV WKHUHIRUH FDUHIXO WRUHPLQG KHU UHDGHUV WKDWRQO\ KHU RZQ
µREVHUYDWLRQV WHVWHG DQG YDOLGDWHG ZLWK XWPRVW VFLHQWLILF FDUH ZRXOG GR¶ >*DWHV
1998: p.99]. On leaving Sarawak North noted that Margaret was not sorry about
KDYLQJµWKHUDUHFKDQFHRIDFRXQWU\ZRPDQWRWDONWR¶GHVSLWH1RUWK¶VHFFHQWULFLWLHV
[North 1892a: p.237].
Between 1876 and 1877, North visited Julia Margaret Cameron at her house in
&H\ORQ>6UL/DQND@2QKHUDUULYDO1RUWKZURWHWKDW&DPHURQKDGµPDGH up her mind
DWRQFH¶WKDWVKHµZRXOGSKRWRJUDSKPH¶DQGµIRUWKUHHGD\VVKHNHSWKHUVHOILQDIHYHU
RI H[FLWHPHQW DERXW LW¶ [North 1892a: p.315]. CamerRQ KDG µYLUWXDOO\ LQYHQWHG WKH
close-up WKURXJKµWDNLQJDVHULHVRIVRIW-IRFXVHGSRUWUDLWV¶>/DPERXUQHES@
&DPHURQGUHVVHG1RUWKXSµLQIORZLQJGUDSHULHVRIFDVKPHUHZRRO¶OHWGRZQKHUKDLU
DQGPDGHKHUµVWDQGZLWKVSLky cocoa-QXWEUDQFKHVUXQQLQJ¶LQWRKHUKHDG:LWKWKH
µQRRQGD\ VXQ¶V UD\V GRGJLQJ¶ EHWZHHQ WKH OHDYHV DV WKH VOLJKW EUHH]H PRYHG WKHP
&DPHURQ WROG 1RUWK µWR ORRN SHUIHFWO\ QDWXUDO¶ ZLWK WKH WKHUPRPHWHU VWDQGLQJ DW
ninety-six degrees [North 1892a: p.315]. According to North, Cameron then placed
KHUDJDLQVWµDEDFNJURXQGRIEUHDGIUXLWOHDYHVDQGIUXLWQDLOHGIODWDJDLQVWDZLQGRZ
VKXWWHU¶ DQG WROG KHU WR ORRN QDWXUDO 7KLV LQMXQFWLRQ IDLOHG µDQG WKRXJK VKH
[Cameron] wasted twelve plates, and an enormous amount of trouble, it was all in
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vain she could only get a perfectly uninteresting and commonplace person on her
JODVVHVZKLFKUHIXVHWRIODWWHU¶>1RUWKDS@
&DPHURQ¶VSRUWUDLWRI1RUWKUHSUHVHQWVKHUDVD0LGGOH-Eastern Virgin Mary or a
local woman from the Middle East despite the fact that the clothes she used were
almost certainly local to Ceylon [Sri Lanka] It is therefore consistent with
Orientalised portraits made by colonisHUVDQGWKHµDGDSWLRQRI(DVWHUQGUHVV¶E\VRPH
µZHVWHUQ WUDYelers up to the early decades of the nineteenth FHQWXU\¶ $V VXFK WKH
1RUWK SRUWUDLW E\ &DPHURQ FRXOG EH GHVFULEHG DV DQ µLQWHUSUHWDWLRQ UDther than
PLPLFU\¶ >5LGLQJ  S@ 7KLV µJHQUH GHYHORSHG DQG GLYHUVLILHG GXULQJ WKH
eighteenth and nineteenth cHQWXULHV LQ %ULWDLQ¶ ZLWK LQGLYLGXDOV SURMHFWLQJ µGLIIHUHQW
LGHQWLWLHVZKHWKHUGHOXVRU\WUDQVLWRU\RUFRQWUDGLFWRU\¶- DµFXOWXUDOFURVV-dressing in
DUW DQG LQ OLIH¶ >5LGLQJ : p.48]. Such portraits display an interest in the hybrid
standing of people who had travelled abroad and their interest in cultures that could
be crossed [Weeks 2008: p.22]. Edward Said in Orientalism, concedes that there is
µQRWKLQJ HVSHFLDOO\ FRQWURYHUVLDO RU UHSUHKHQVLEOH DERXW VXFK GRPHVWLFDWLRQV RI WKH
H[RWLF¶EHFDXVHµWKH\take plDFHEHWZHHQDOOFXOWXUHV¶>6DLG 2003: p.60].
Nineteenth-century European portrait painting included occidentals being
portrayed as an Orientals in elaborate dress. The general purpose of these portraits
ZDV WR HVWDEOLVK D µGLVWLQFW H[SHULHQFH¶ >5LGing 2008: p.48]. 0DQ\ µZHUH FRQFHLYHG
VSHFLILFDOO\ IRU SXEOLF GLVSOD\¶ DQGRU IRU µZLGHU GLVWULEXWLRQ WKURXJK WKH HYHUexpanding possibilities of eighteenth and nineteenth-century pULQWDQGPHGLDFXOWXUH¶
Holman Hunt was a part of this culture and his work was made into lithographic
prints to sell to a wider public [Riding 2008: p.54]. Holman +XQWSDLQWHGµKLPVHOILQ
Palestinian costume [See figu re 148] despite the fact that he never adopted Eastern
GUHVV ZKHQ WUDYHOOLQJ¶ 2WKHU %ULWLVK DUWLVWV VXFK DV -Rhn Frederick Lewis, painted
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themselves as indigenous persons/HZLVGLVJXLVLQJKLPVHOIDVDµ2WWRPDQJHQWOHPDQ
LQ&DLUR¶ In the Bezestien El Khan Khalil, or the Carpet Seller, of 1860 [See figu re
149]

[Riding 2008: p.48].58 Holman +XQW¶V SRUWUDLW E\ FRQWUDVW FDQQRW µEH

LQWHUSUHWHG DV D JHVWXUH RI VROLGDULW\ ZLWK WKH $UDE SHRSOH¶ ,QVWHDG µKLV VHOIIDVKLRQLQJ DV DQ2ULHQWDO>«@GHPonstrates the importance Holman Hunt placed on
his role aV DUWLVWH[SORUHU¶ >5LGLQJ : p.48]. The portrait displays Holman Hunt
holding a paint palette covered in oil paint and in front of him is a table upon which
sits two long portraiture brushes. His appearance is one of an artist taking on the local
clothes of a land in which he is travelling, while his Victorian long red flowing beard
and gesturing arms persist in reminding us of portraits of Rembrandt. These portraits
could however, be accused of displaying a rather limited vocabulary and thereby
presenting a form of self-imposed post colonialism [Said 2003: p. 60].
CamerRQ¶VSKRWRJUDSKLFSRUWUDLWRI1orth was unashamedly theatrical and was
part of a tradition that placed the idea of performance to the fore in the form of roleplaying in Oriental costume [See figu re 150]. 7KLVDFWZDVµHPEOHPDWLF QRWRQO\RI
familiarity with the Orient as mediated through European theatre, art and literature,
but also of the more interactive theatrical experience that developed within
eighteenth-century urban culture callHG WKH PDVTXHUDGH¶ >5LGLQJ : p.52]. This
experience had filtered down to Victorian portraiture via another earlier female
WUDYHOHU /DG\ 0RQWDJX ZKR ZDV UHVSRQVLEOH IRU WKH WKHQ IDVKLRQDEOH ZRPHQ¶V
literature on the Harem [Riding 2008: p.57]. Her descriptions of Ottoman dress and
her letters of 1763 accompanied by portraits painted of her in oriental attire were
copied and adapted by fePDOH PDVTXHUDGHUV¶ >5LGLQJ  S@ 1RUWK¶V RZQ
58

Frederick Lewis took photographs of himself for this portrait. As Weeks has stated, these
photographs are so uncanny in their resemblance WRWKHSRUWUDLWWKDWµLWLVFXULRXVWKLVFRQQHFWLRQZDV
not made by any of LewiV¶VFRQWHPSRUDULHV¶>:HHNV: p.22]. TKHVHSKRWRJUDSKVGLVSOD\DµVKDUS
GLYLVLRQEHWZHHQIRUHJURXQGDQGEDFNJURXQG¶WKDW, OLNHPDQ\RI1RUWK¶VSDLQWLQJs, appear awkward in
their execution.
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comments on the Cameron portrait are self-effacing and slightly disparaging. They
are certainly not those of a woman engaged wholly comfortably in indigenous crossdressing. North was not given to conjuring up an imagined life for her art, nor did she
seek to produce insistently voyeuristic or intrusive paintings of oriental subjects. Said
FRQWHVWHGWKDWµ>W@KH PHWKRGRORJLFDO IDLOXUHVRI2rientalism cannot be accounted for
either by saying that the real Orient is different from Orientalist portraits of it, or by
saying that since Orientalists are westerners for the most part, they cannot be expected
to have an inner sense of what the Orient LV DOO DERXW¶ Said concludes that these
SURSRVLWLRQVDUHIDOVHEHFDXVHKHDVVHUWVWKDWWRµVXJJHVWWKDWWKHUHLVVXFKDWKLQJDVD
UHDO RU WUXH 2ULHQW¶ LV WR PDNH µDQ DVVHUWLRQ DERXW WKH QHFHVVDU\ SULYLOHJH RI DQ
³LQVLGHU´ SHUVSHFWLYH RYHU DQ ³RXWVLGHU´ RQH¶ >6DLG 2003: p.322]. Something that
North did engage with in her landscapes of the other. North presented pictures of
urbanscapes and industrial sites set within the countryside, which can be read as
surveys of a painter looking towards the topographical works of other more serious
illustrators and painters deliberately sent around the world for very specific
information on Oriental landscapes for colonialist benefits.
'XULQJWKHµQLQHWHHQWKcentury the British surveyed cities and landscapes across
the 0LGGOH(DVWLQFLUFXPVWDQFHVWKDWIUHTXHQWO\KDGPLOLWDU\FRQQHFWLRQV¶>Tromans
2008: p.@ 7RSRJUDSKLFDO ZRUNV ZHUH WKHUHIRUH µPRUH OLNHO\ WR EH FRQQHFWHG WR
PLOLWDU\ RU HQJLQHHULQJ SURMHFWV WKDQ WR WKH DUW ZRUOG¶ 7KH PDNHUV RI WKHVH ZRUNV
consequently combined µWZRW\SHVRIDUWLVW¶[Tromans, 2008: p.102] the cartographer
and the landscape painter. In 1885, Holman Hunt made a map-like sketch of
Jerusalem from the Dome of the Rock. Early British painters of the Oriental
landscape ZHUHDOVRµLQGLUHFWFROOXVLRQZLWKPLOLWDU\RSHUDWLRQVLQWKHZD\WKDW>«@
7( /DZUHQFH¶V >«@ DUFKHRORJLFDOO\ PRWLYDWHG  VXUYH\ RI 1HJHY ZDV WR EH¶
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[Tromans 2008: p.104]. These pictures often took the form of either watercolour
paintings or prints because topographical artists were expected to return with works
completed whilst on scientific expeditions [Hoozee 2007b: pp.180-181] and these
forms of image making were easier to carry back. Rossetti criticized these oriental
images and their makers, because the work all looked alike and were therefore
µHTXDOO\XQLQWHUHVWLQJ¶>7URPDQV: p.20] to him.
Topographical painters, who were regarded as high artists first, such as John
Frederick Lewis, David Wilkie and Frederic Leighton, produced topographical
landscapes and representations of urban space that often included the presence of
ORFDO SHRSOH EXV\ ZRUNLQJ RU DW OHLVXUH ZLWKLQ µD KHDOWK\ FRPPXQDO >«@ VKDUHG
FXOWXUH¶>7URPDQVS170]. These works are full of movement and life that other
British and European artists found inspiring and challenging. Indeed, Some of these
pictures have now become a pictorial testimony to lost architectural detail, as in the
FDVHRI/RUG/HLJKWRQ¶VSDLQWLQJVRID 0RVTXH LQ'DPDVFXV LQZKLFK EXrned
down in 1893 [Tromans 2008: p.171]. LeZLV¶V RZQ depictions of urban space were
SURGXFHGIRULQFUHDVLQJO\µDPELWLRXVGHYHORSPHQWSURMHFWVSDUWLFXODUO\LQ&DLUR¶DQG
therefore feature old buildings as focal points [Tromans 2008: p.170]. As Said makes
clear, the urban work of these topographical artists played an inestimable UROHLQµWKH
LPDJLQDWLRQHFRQRP\SROLWLFDOOLIHDQGVRFLDOIDEULF¶RIDFRORQLDOactuality that was
formed at the heart of a colonised metropolitan life [Said 1994: p.8].
Other British topographical painters took a more active interest in wilder
landscapes. The British illustrator, Thomas Baines accompanied Livingston on his
explorations of the Zambesi on a tour that was aimed at demonstrating the suitability
RIWKHULYHUIRUFRORQLDOµFRPPHUFLDOWUDIILF¶>)HUJXVVRQp.156]. Baines worked
primarily in watercolours and pencil in the field due to its immediacy ZKHQ µVRPH
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incident, person, animal or impressive landscape made aQ LPSDFWXSRQKLP¶%DLQHV
used oils ZKHQ HVWDEOLVKLQJ D µGRFXPHQWDU\ FKDUDFWHU¶ EHFDXVH WKH PHGLum was a
µJRRGPDWHULDOIRULOOXVWUDWLQJDELRJUDSK\¶>Brandon 1999: p.xv] of events. However,
Baines would only produce finished paintings in oil from previous sketches that had
interested him. His methodology would include first producing a polished watercolour
made from the sketches and then, when desirable, painting in oil, working it like an
artisan in a studio LQWR D IRUPDO FRPSRVLWLRQ WKDW KLJKOLJKWHG µJUDSKLFDOO\ LPSRUWDQW
GHWDLOV¶ >%randon 1999: p.xv]. Baines never intended his pencil sketches WR µbe
SROLVKHG DQG ILQLVKHG ZRUNV RI DUW LQ WKHPVHOYHV¶ 7KH\ ZHUH VLPSO\ rough images
[Brandon 1999: p.xv@ %DLQHV¶ Saintings however, are worked up conclusions taken
from these sketches that form the basis of a lavish folio edition that he created after
his diVPLVVDOIURP/LYLQJVWRQ¶VSDUW\ [Lambourne 2005b: p.435].
,QFRQWUDVWWR%DLQHV1RUWK¶VFKRVHQPHWKRGRIZRUNLQJLQRLOVRIWHQZLWKRXW
the assistance of preliminary sketches, almost certainly restricted her choices of
location and event, because in order to complete a work in oils she would have been
compelled to return to a more conducive working environment. Sketches have been
located on some of the backs of recently restored paintings once hanging in the North
Gallery [Farley 2010] indicating that North did sometimes make sketches in pen first
annotating them with colour references in situ. However, these would appear to have
been untypical of her working methods.
%DLQHV¶SDLQWLQJVRIWHQLQFOXGHWKHUHDFWLRQVRIDQLPDOVHLWKHUWRWKHSUHVHQFHRI
man or to naturally occurring dangers, as in his painting Elephant in the Shallows of

the Shire River, the Steam Launch Firing of 1859 [See figu re 151]. Moreover, his
views also revealed the great natural wonder of nature. In Herd of Buffalo opposite

Garden Island, Victoria Falls of 1862-5 [See figure 152], for example, we find a
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dramatic depiction of the waterfall, with a herd of Buffalo coming to the end of a
ravine [Lambourne 2005b: p.435]. 1RUWK¶V SDLQWLQJs, by contrast do not include
highly dramatized imagery of this sort. While painting 0374, Looking up Stream from
WKHPRXWKRIWKH6W-RKQ¶V5 iver, Kaffraria, North includes a river with a ravine and a
mountain opposite, but there is no accompanying narrative incident. NoUWK¶V
topographical landscape painting is therefore rather more obviously scientific in
DSSURDFK WKDQ WKDW RI %DLQHV 'HVSLWH WKHVH GLIIHUHQFHV LQ WHFKQLTXH 1RUWK¶V
SDLQWLQJVFDQEHFRPSDUHGWR%DLQHV¶WRVRPHH[WHQW1RUWK¶VZRUNEHDUVVLPLODULWLHV
to BaLQHV¶ IROLDJH GHWDLO DQG VW\OH ,Q SDLQWLQJV  Cycads, Screw-pines and

Bamboos, with Durban in the distance [See figu re 153], and 0384, Kaffir Plumtrees
RYHUKDQJLQJ6W-RKQ¶V5 iver, Kaffraria, we find a style of painted foliage and trees
that can be readily compared to that of Baines. Both painters shared a similar
approach to the grammar of drawing, that of the close topographical mapping of the
landscape required by scientists and colonial developers alike.
North herself produced pictures of urban subjects, though, her paintings are not
DVGHWDLOHGRUDVFDUHIXOO\SDLQWHGDV/HZLV¶V &RXUW\DUGRIWKH$UWLVW¶V+RXVH&DLUR
of 1841-51 [See figu re 154], which collates extensive detail about the buildings in
view. Despite this, her work still encompasses the same feel and initial drive to
FDSWXUH WKH HVVHQFH DQG GLIIHUHQFH RI WKH VXEMHFW DV ZLWQHVVHG LQ /HZLV¶V GUDZLQJ

Interior of Hagia Sophia of 1840-1. North visited temples during her travels and often
applied the awkward perspectives seen in other artistV¶ZRUNV,QSDLQWLQJ Tomb

of Ali ud Deen and Nee m Tree, Delhi [See figu re 155], she projects a Leighton/Lewis
style tableau containing recessed spaces [Tromans 2008: p.170] in which a lone figure
sits within a composition UHPLQLVFHQWRI/HZLV¶VSDLQWLQJVRIXUEDQVHWWLQJVLQCairo.
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The colour applied by North is rich in oranges and yellows. In paintings 0321,

Mosque of Delhi from the Lahore Gate of the Citadel, and 0323, Mosque of Lahore
from the Palace [See figure 156], North presents a classical, clearly delineated
topographical layout of urban space that includes musicians playing on the roof of a
QHDUE\ EXLOGLQJ YLHZHUV ULJKW  DQG ZRPHQ FRQYHUVLQJ LQ D FRXUW\DUG ,Q 1RUWK¶V
painting 0228 of the Taj Mahal at Agra, North West India, Bainesesque foliage cuts
off the view of the monument, with only the important minarets and domes being
present. North includes local women walking up the path and one other working some
palm leaves on the floor. The painting involves strong tonal and colour contrasts
between the foreground and background. Therefore, the composition [again] suggests
WKDWLWPD\KDYHEHHQWDNHQIURPDQXUEDQWRSRJUDSKLFDOSKRWRJUDSK,QVKRUW1RUWK¶V
paintings not only combine cartographic and landscape painting influences, but often
do so in what might be seen as a stylistically unclear or uncertain manner.
1RUWK¶V ZRUN ZDV informed strongly by the paintings of Edward Lear who
SURGXFHGWRSRJUDSKLFDOSDLQWLQJVµLQ VHDUFKRISLFWXUHVTXHVXEMHFWV¶DQGDVZH KDYH
seen, North, produced books of travel recollections [Lambourne 2005b: p.105]. North
was a life-long friend of Lear whom she visited a number of times at his home in San
Remo. On one visit in 1879 she relates in her diaries that he entertained her in the
busy streets, E\ VWRSSLQJ WR µGHOLYHU HDFK -RNH¶ VR WKDW 1RUWK WKRXJKW µWKH ,WDOLDQ¶V
PXVWZRQGHUZKRWKHROGSDLURIOXQDWLFVZHUH¶+HDOVRPDGH1RUWKWDVWHVXFKORFDO
GHOLFDFLHVDVµSHOOXFLGSHULZLQNOHVRXSPXOEHUU\MDP¶>3RQVRQE\S@
North had watched Lear paint the Quarries of Syracuse and Thermopylæ, to
ZKLFK/HDUDGGHGDUHQGHULQJRIDILJWUHHIRXQGLQ1RUWK¶VJDUGHQLQ+DVWLQJVDVSDUW
of the foreground of the painting. He also applied a group of ravens to another
painting, all of which were GUDZQ IURPµRQHROGVSHFLPHQZLWKD EURNHQ OHJZKLFK
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ZDV IDVWHQHGWRDQDSSOHWUHHRSSRVLWHKLV ZLQGRZV¶DW1RUWK¶V KRPH>1RUWKD
S@ 7KLV FRPSRVLWH DSSURDFK WR SDLQWLQJ E\ /HDU LV FLWHG LQ 1RUWK¶V GLDULHV DV
taking place prior to May 1854 [North 1892a: p.29], placing it within the same time
frame of the making of his well-known painting, The Temple of Apollo at Bassae, of
1854-55 [See figure 157]. Lear had returned to England from travels abroad armed
with preparatory watercolour sketches IRUWKHSDLQWLQJWRZKLFKKHDGGHGDQµRDNWUHH
DQGURFNV¶Girectly onto the foreground of seven-foot canvas while in Leicestershire
[Lambourne 2005b: p.105]. Later North would apply a similar composite technique as
a way of communicating a sense of place
Lear associated with Holman±Hunt, who he referred to DV KLV µ35% 'DGG\¶
taking a brief course LQµ3UH-Raphaelite instruFWLRQ¶IURPKLPLQ[Tromans 2008:
p.105]. /HDU¶VµYLHZVRI %HLUXWDQG'DPDVFXV¶ DQG KLV µSDLQWLQJRI Jerusalem
>«@DOOVHHPto carry echoes of +XQW¶VLQIOXHQFH¶>7URPDQV: p.106]. According
to Bracegirdle, Holman +XQW¶V LQIOXHQFHXSRQ /HDUH[WHQGHGWRµWKHXVHRID EULJKW
SDOHWWHRQDZKLWHJURXQG¶ZKHQSDLQWLQJ The Mountains of Thermopylae , a painting
Lear worked on in consultation with Holman Hunt during their time together in 1852.
During the same year, Lear stayed at the North cottage. Bracegirdle concludes that it
therefore seems reasonable to assume that Lear might have introduced North to
Holman +XQW¶VLGeas [Bracegirdle 1993: p.9] on painting. Indeed, Bracegirdle makes
WKHSRLQWWKDW1RUWK¶V paintings are closer to Holman +XQW¶VFRORXUSDOHWWHWKDQWKDW
of /HDU¶V>%UDFHJLUGOHS@
1RUWKHPEDUNHGXSRQDWULSWR,QGLDDIWHU/HDU¶VRZQWULSWKHUHDQGLWZDVDWWKis
juncture in 1872 that she began to take travel painting seriously. Lear received many
commissions for his Indian paintings even toward the end of his life [Lambourne
ES@/HDU OLNH1RUWKZDVDSSDUHQWO\ µRYHUZKHOPHG E\WKH YLVXDO YDULHW\¶
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of IQGLDDQG6UL /DQNDFRQIHVVLQJ LQ FRUUHVSRQGHQFHWKDWKHZDV µQHDUO\ PDG IURP
VKHHU EHDXW\  ZRQGHU RI IROLDJH¶ /HDU ZURWH µ2 QHZ SDOPV 2 IORZHU¶V  2
FUHDWXUH¶V  2 EHDVWV¶ DQG WKDW µDQ\WKLQJ PRUH RYHUSRZHULQg amazing cannot be
conceived!!¶>/DPERurne 2005b: p.431].
%RWK 1RUWK DQG /HDU SDLQWHG WKH +LPDOD\DV DQG PDQ\ RI 1RUWK¶V SDLQWLQJV
apply a topographical birds-H\HYLHZW\SLFDORI/HDU¶VZRUNWKDWOHDGVWKHH\HGRZQ
into a landscape or towards a town in the distance, or that looks down and across a
water scene. This approach by North can be witnessed in paintings 0649, Village of

Tosari, Java, 6000 Feet Above the Level of the S ea, 0010, The Baths of Cauquenas in
the Cordilleras South of Santiago, Chile [See figure 158], and 0824, View of from the
Sierra of Theresopolis, Brazil. /HDU¶VHDUOLHUSDLQWLQJVRI%HLUXW'DPDVFXVDQG3HWUD
DOVRUHYHDOHOHPHQWVWKDW1RUWKZDVFRPPLWWHGWRFRPSRVLWLRQDOO\,Q/HDU¶VSDLQWLQJ

Beirut of 1861, we find a large blue mountain in the background, that is again
reminiscent of Friedrich, but is a motif that North applies again and again in a manner
UHPLQLVFHQWRI/HDUHVSHFLDOO\LQKHUSDLQWLQJVRIWKH+LPDOD\D¶V
/HDU¶V Petra, of 1859 [See figu re 159], ZDV GHVFULEHG DV RQH RI µWKH PRVW
dramatic general views made by a 9LFWRULDQ DUWLVW¶ >7URPDQV : p.106]. It is an
illustrative painting that captures geological formations in detail while conveying a
strong sense of monumentality. The painting depicts mountains in a style reminiscent
of that of Hudson River School painters/HDU¶V 3HWUDSDLQWLQJ FDQ be sHHQWRµFDUU\
HFKRHV¶ RI +ROPDQ +XQW¶V LQIOXHQFH LQ UHODWLRQ to its colouring [Tromans 2008: p.
@ /HDU¶V VPRRWK DSSOLFDWLRQ RI SDLQW ZLWK LWV VRIW FRntours rather than fractured
slabs, LVYHU\VLPLODUWRWKDWXVHGODWHUE\1RUWK/HDU¶VXVHRIFRORXULV similar to that
of North in her sketchbook painting, number 50, (no date given) which applies the
same rich colouration and a view into a landscape from a distance [See figu re 160].
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Lear often utilised sacred sites in his works, placing a cemetery at the top of his
composition of Constantinople from Eyüp RI  ZKHUH WKH YLHZHU¶V H\H LV OHDG
from the top of a hillside down toward the city of Constantinople [Istanbul] in the
distance [Tromans 2008: p.106]. He would sometimes place a significant European
feature into a painting of an oriental scene; for example, a European built road in his

View of the Pyramids Road, Giza, of 1873 [See figu re 161]. Like Lear, North also
placed local landmarks within a landscape in order to indicate place to an audience. In
painting 0063, North applies this system by placing the Avenue of Royal Palms at

Botafogo, Brazil [see figu re 162], with its palm lined avenue of 1872-3, being used as
a visual indicator whilst, seemingly applying /HDU¶VXVHRISDUDOOHO OLQHV FRQYHUJLQJ
on a vanishing point [Tromans 2008: p.106]. This applied system is very close to
/HDU¶VXVHRIDVLPLODUSLFWRULDOGHYLFHLQKLV View of the Pyramids Road, Giza,1873.
,W LV WKHUHIRUH SRVVLEOH WR VHH 1RUWK¶V SDLQWLQJ VW\OH DV RQH WKDW in addition to
combining scientific-cartographic and artistic landscape painting influences, also
drew from the likes of Baines, Lear, and Holman Hunt, a sense of the importance of
pictorial drama as well as an acceptance of the dramatic possibilities of the
FRPELQDWLRQ RI UHSUHVHQWDWLRQV WDNHQ IURP GLIIHUHQW VRXUFHV 1RUWK¶V SDLQWHUO\
practice, like her writing and her position as a woman as part of the Western
colonialist enterprise, is therefore very much open to interpretation as a combination
of sometimes contradictory forces.
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Conclusion

&HUWDLQJURXSVRISHRSOHWHQGWRJRIRUFRQFHSWXDODUWZKLOVWRWKHUVFDQ¶WVHHWKH

appeal at all. In the recent past Victorian architecture was held to be hideous,
repulsive and ugly, yet now we do all we can to save what are regarded as some of
the remaining architectural glories from that period [Kieran 2005: pp.210-211].

1RUWK¶V WUDYHOV FDPH WR DQ HQG after visiting the Seychelles (where North was
photographed at her easel [See figu re 163]) and Jamaica in 1885. On finding herself
quarantined during a small-pox outbreak, North developed delusions WKDWWKHµLQPDWHV
ZHUH SOD\LQJ WULFNV¶ RQ KHU DQG that WKH\ PLJKW µURE DQG HYHQ PXUGHU¶ KHU >1RUWK
S@1RUWKVWDWHVLQKHUGLDULHVWKDWKHUµQHUYHVEURNHGRZQIURPLQVXIILFLHQW
food and overwork in suFKDFOLPDWH¶'espite this self-knowledge, North was still in
fear for her life DQGZURWHRIµKHDULQJWKLQJVVDLGEHKLQGWKHORZGLYLVLRQV¶, which had
apparently not been said at all [North 1893: p.309].
On her return to the UK, North collected herself sufficiently to complete the
work on her gallery, commenting in her diary that µ>H@very painting had to be renumbered so as to keep the countries as much togethHU DV SRVVLEOH¶ >1RUWK 
p.@1RUWK¶VJDOOHU\ZDVGHFRUDWHGLQWKH)UHQFKFRQWLQHQWDOVW\OHDQGwith the use
of a then modern English muted colour scheme. Ferguson, a supporter of Ruskin,
designed a simpler façade for the gallery exterior in keeping with the muted aspects of
the interior. In the design of her gallery, North adopted an approach that, according to
Théophile Thoré writing in 1863, was very characteristic of British visual culture at
that time [Hoozee 2007a: p11]. Thoré proclaimed that µ%ULWLVK LQGLYLGXDOLW\DVVHUWHG
LWVHOI¶DVDWUDLWWKDWZDVDSSDUHQWO\ µlacking in French artists, who almost always obey
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VRPHKLJKHUDXWKRULW\WUDGLWLRQRUSUHMXGLFH¶; a view that runs very much contrary to
later modernist appraisals of British art as a µPDUJLQDO WUDGLWLRQ¶ >+RR]HH 7a:
p.11]. Robert Hoozee, writing in British Vision, states that the Academy had only a
limited impact on the British, who allowed for self-indulgences as well as
individuality within their works, thereby asserting a localised sense of British artistic
character [Hoozee 2007a: p.12].
1RUWK KDG QR FKLOGUHQ DQG KHU OLIH¶V ZRUN ZDV KHU OHJDF\ 1RUWK IHOW WKDW KHU
gallery and its works would be useful for the public to visit and ponder over. In her
OHWWHUVWR+RRNHU1RUWKZURWHWKDWµQRRQHFDQWHOOKRZVRRQ death comes & it would
be a great happiness to know my life has not been spent in vain that I can leave
something behind which will add to the pleasure of others & not discredit my fathers
ROGQDPH¶>North 1879-1896: MN/1/4:Kew.North Gallery Letters]. North also stated
WKDWVKHLQWHQGHGWRDFFHVVWKHJDOOHU\¶VVWXGLRURRPEXLOWVRWKDW1RUWKFRXOGµZDON
LQ SDLQWRFFDVLRQDOO\¶, ZKHQVKHFRXOGQRORQJHUµZDQGHURYHUWKHother side of the
ZRUOG¶>1RUWK-1896: MN/1/4: Kew. North Gallery Letters].59
North gave over the running of the gallery completely on the June 7, 1882
(1882/3)1RUWKZURWHWR+RRNHUFRQFHUQHGZLWKJHWWLQJWKHµPDWWHUVHWWOHGEHIRUHWKDW
GD\¶DVLWZRXOGµVDYHDOOWKHXQSOHDVDQWQHVV¶.HZwasted no time in taking over the
day-to-day business of running the gallery, suggesting perhaps that the relationship
between Kew and North had not been that smooth [North 1879-1896:
MN/1/4:Kew.North Gallery Letters MF]. The Daily News recorded the opening of the
North Gallery in June 1882, stating thDWµ>V@RPHQRWDEOHVLQWKHVFLHQWLILFDUWLVWLFDQG

59

North kept a key for her studio and had permission to use it for the remaining years of her life. The
studio was also to be used by other artists, who were able to avail themselves of a quiet room in which
to work at Kew (after acquiring permission to do so). North wrote of another key being held by the
house-keeper, appointed to live in a small flat attached to the gallery [North 1882-1938: MN/2/3 North
Gallery Letters].
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social circles ZHUHSUHVHQW¶> Daily News 1882]. The paper states that the opening was
not µDWWHQGHGE\>D] preOLPLQDU\IORXULVKRIWUXPSHWV¶WKDWOLWWOHKDGµEHHQPDGHLQWKH
PDWWHU¶DQGWKDWµYHU\IHZSHUVRQV¶ZHUHSUREDEO\>«@DZDUH>«@WKDWIRUVRPHWLPH
SDVWWKHUHKDVEHHQVSULQJLQJXSLQWKHSOHDVXUHJURXQGVQHDUWKH%RWDQLF*DUGHQ¶VD
KDQGVRPH UHG EULFN EXLOGLQJ¶ The paper stated that FeUJXVVRQ LQ D µSXEOLF VSLULWHG
impulse, declined all remuneration for his plans as well as for his services in
supervising the details of the FRQVWUXFWLRQ¶> Daily News 1882].
After North had finished the work on KHU JDOOHU\ VKH µWULHG WR ILQG D SHUIHFW
home in the country with a ready-PDGH ROG KRXVH DQG JDUGHQ¶ which she could
organise LQ KHU µRZQ IDVKLRQ¶ [North 1892b: p.330]. In 1886, North found her new
home in Alderley, Gloucestershire: a house rented from a General Hale, [North
1892b: p.331] which North described as µIDUIURPWKHPDGGLQJFURZG¶RIµcallers and
ODZQWHQQLV¶>1RUWKE p.330]. North managed to produce some paintings of the
surrounding English countryside. In sketchbook painting 024, there is a landscape
where we find the inclusion of a garden, which is, perhaps, 1RUWK¶V RZQ JDUGHQ LQ
Alderley [See figu re 164]. North was vocal in her detestation of tennis and badminton
and she took great pains in making a planted terraced garden RXWRIµWKHGHDGOHYHORI
the lawn-WHQQLV JURXQG¶ that occupied part of the grounds of her house on arrival
[North 1892b: p.331]. North says in her diary that she µ\HDUQHGWRILQGDTXLHWSODFH¶
DIWHUKHUµVWUHQJWKKDGJRQH¶DQGµVKHQRORQJHUKDGDGHVLUHWRYLVLWWKHRQFe longed
IRUWURSLFV¶>3RQVRQE\p.121]. Lack of strength or no, North was soon boasting
that her new garden was becoming µfamoXV DPRQJ WKRVH ZKR ORYH SODQWV¶ DGGLQJ
that she KRSHGµLWPD\VHUYHWRNHHSP\HQHPLHVWKHVRFDOOHG³QHUYHV´, quiet for the
few years which are left me to live¶>1RUWKb: p.@1RUWK¶VHVWDEOLVKHGJDUGHQ
at Alderley contained many plants from around the globe and, according to Laura

256

Ponsonby in Marianne North at Kew Gardens µ>H@veryone provided her with
VSHFLPHQV¶. This everyone included Kew, who gave North specimens RIµDOONLQGVRI
XQXVXDOSODQWV¶KHUµQLHFHVZKR EURXJKWµDOSLQHV¶IURPSwitzerland, and the famous
garden designer Gertrude Jekyll who gave North contributions from her own garden
[Ponsonby 2002: p.121]. North utilised the plants she found ready to hand in her
garden. Rather than cutting them down, she adapted to what was before her [North
1892b: p.334]. Alderley was a paradise for birds as well as plants. North wrote of the
laws provided in the village to ensure their further preservation [North 1892b: p.332].
At this time, North received a thank you note from Queen Victoria, concerning
her gift of a gallery to Kew. This note was sent to North via Sir Henry Ponsonby.
North told Hooker in a letter dated April 23 WKDWµ>W@he more I think the more I like to
KDYHWKDWIURPWKH4XHHQ>«@6KHFRXOGKDYHJLYHQPHQRWKLQJZKLFK,ZRXOGKDYH
YDOXHGPRUH¶>North 1882-1938: MN/2/3 North Gallery Letters].60
North was visited in her new home by tKH $VD *UD\¶V, and Joseph Hooker,
1RUWK¶V VLVWHU recalled WKDW µWKH VSDUH URRPV ZHUH VHOGRP HPSW\¶ +RZHYHU LQ the
autumn of 1888, North became very ill, and, according to Susan Morgan, writing in

Recollection-Being the Autobiography of Marianne North, she was afraid that she was
going to die. As a matter of expedience, North sent the manuscript of her diary to
John Murray, the famous Victorian editor. The original diary is now held with the
North family papers at Rougham [Morgan 1993: p.xxi]. According to her sister
&DWKHULQH 1RUWK ZDV µQHYHU TXLWH IUHH IURP SK\VLFDO GLVFRPIRUW¶ IURP WKLV SRint

60

In the letter from Queen Victoria, dated August 28, 1884, sent from Osbourne House by Henry F.
Ponsonby, it was stated that µ>W@KH 4XHHQ UHJUHWV WR OHDUQ IURP KHU PLQLVWHUV WKDW KHU 0DMHVW\¶V
Government have no powers of recommending to the Queen any mode of publically recognizing your
liberality¶. The letter concluded WKDWµ+HU0DMHVW\LVGHVLURXVRIPDNLQJLQDSHUVRQDOPDQQHUKHUVHQVH
of your generosity, and in commanding me to convey the Queens thanks to you, I am to ask your
acceptance of the accompanying photograph of her Majesty, to which the Queen has appended her
VLJQDWXUH¶>1RUWK-1938: MN/2/3 North Gallery Letters].
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onwards. Weariness, WKH µHQHP\ of YR\DJHV¶ was ever present and constant noises
never ceased [North 1892b: p.336].
North had become increasingly deaf over the years, becoming decidedly worse
after her homecoming. As a result, she was µVHSDUDWHG >«@ SDLQIXOO\ IURP WKH
pleasure of daily intercoursHZLWKWKRVHDURXQGKHU¶>1RUWKE p.336]. Even in the
countryside, North still heard what Catherine described as disembodied human voices
whRVH µZRUGVZHUHRIWHQ WDXQWV¶, upon which Catherine blamed her sisters deafness
[North 1892b: p.334].
North was nursed carefully and even managed to rally for a while, but her life
had become a constant suffering by this stage of her illness. During a visit from her
favourite nephew µWKHXQNLQGYRLFHVIOHGDQGWKHUHOLHIRIWKLVZDVLPPHQVH¶ [North
1892b: p.335]. However, it is at this juncture that North writes of bleeding while out
walking [North 1892b: p.335]. 1RUWK¶V VLVWHU DWWULEXWHG KHU LOOQHVVHV to µD ORQJ
exposure to alOVRUWVRIEDGFOLPDWLFLQIOXHQFHV¶>1RUWKES@1RUWK¶Vdiaries
end with KHUVWDWLQJWKDWµ>Q@o life is so charming as a country one in England, and no
flowers are sweeter or more lovely than the primroses, cowslips, bluebells, and violets
which JURZLQDEXQGDQFH¶>1RUWKE p.330].
North died on August 30, DQGZDVµEXULHGLQWKHTXLHWJUHHQchurch yard
DW $OGHUOH\¶ >1RUWK E p.335]. The Times newspaper posted an obituary by
Joseph Hooker on September 8, 1890. +RRNHU¶V WHVWLPRQLDO to North was one that
GHFODUHG µLW ZRXOG EH LPSRVVLEOH WR RYHUrDWH¶ WKH XVHIXOQHVV RI KHU ZRUN DQG WKH
scientific importance it levied [1890]. 1RUWK¶Vsister Catherine nevertheless seems to
KDYHWKRXJKWWKDW1RUWK¶VGHDWKZDVDWLPHO\RQH&DWKHULQHquestioned that if 1RUWK¶V
life had lasted another ten years wRXOGVKH KDYH µEHHQFRQWHQWWRVLWGRZQDQGZDLW
for old age in the lovely green nest she had prepared for herself"¶. Catherine also
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makes reference to 1RUWK¶V NLQGQHVV GXH WR KHU NHHSLQJ µPRUH PHQ employed upon
KHU >«@ JDUGHQ WKDQ ZHUH UHDOO\ QHHGHG IRU LWV ZRUN >«@ EHFDXVH >«@ JLYLQJ WKHP
work was the best way in which she could help those poor people whose lives were so
KDUG¶ [North 1892b: p.336]. To which Catherine added a further comment that
NRUWK¶VNLQGQHVV was often overlRRNHGGXHWRµKHUUXOHRIOLIH¶ PDNLQJ1RUWKµRIWHQ
VHHPLQGLIIHUHQWWRRWKHUSHRSOH¶VZLGHUVFKHPHVDQGFKDULWLHV¶>1RUWKE p.336].
1RUWK¶VLQKHULWDQFHHQDEOHd her to enjoy her life the way she saw fit, and it was a life
based upon individuality &DWKHULQH¶V RZQ GHVFULSWLRQ RI KHU VLVWHU ZDV of a person
µLQWROHUDQW RI ³5XOHV´ LQ DOO WKLQJV H[FHSW SHUKDSV PXVLF ¶ [North 1892b: p.336].
North was certainly scornful of the rules set within art [North 1892b: p.336]. 1RUWK¶V
love of nature utilised art, but ignored it as a serious subject and turned it into
something useful to her that would ultimately end up as part of a composite scheme.
In her postscript to the North diaries, Catherine cites five plants named after her
sister. However, according to Huxley writing in A Vision of Eden, only four plants
now bear 1RUWK¶Vname. They include, Crinum northianum from Borneo, the pitcher
plant Nepenthes northiana, from Sarawak, Northea seychellana from the Seychelles,
and the Kniphofia northiae from South Africa [see figu re 165] [Huxley 2002: p.6].
Excluded from this list is the Areca Northiana , [North 1892b: p.337] which now bears
a different name. As a final tribute to NoUWK &DWKHULQH VWDWHG WKDW µ>W@he long hard
journeys were over, and, alas, with them was gone the greater portion of that
indomitDEOH VWUHQJWK ZKLFK KDG VHHPHG QHYHU WR IODJ¶ 1RUWK KDG been triumphant
µWKURXJKSRLVRQRXVFOLPDWHV¶often µXQGHULQFHVVDQWZRUNIDWLJXHEDGIRRGDQGDOO
those hardships which few women, travelling absolutely alone, would have dared to
IDFH¶ >1RUth 1892b: p.330]. Catherine acknowledged that North was respected and
WKDWµJRRGPHQHYHU\ZKHUHZHUHUHDG\DQGHDJHUWRKHOSKHU¶, and WKDW1RUWK¶VZRUN
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was always her first point of focus [North 1892b: p.331]. Catherine concludes that
1RUWK µWUDYHOOHG QRW WR SDVV WKH WLPH DV >«@ JOobetrotters do¶, but WR FUHDWH µD
PRQXPHQWDO ZRUN¶, but in finishing her work 1RUWK KDG WR ILJKW µEUDYHO\ DJDLQVW
LQFUHDVLQJ ZHDNQHVV¶ DQG WKDW ZKHQ LW ZDV GRQH her strength ZDV JRQH DQG µWKH
restful life she had dreamed of in her pretty GloucestershiUH JDUGHQ ZDV QRW WR EH¶
[North 1892b: p.331].
A community celebration day µLQVSLUHG E\ WKH ZRUN RI 0DULDQQH 1RUWK¶ ZDV
held at Kew Gardens on Sunday October 11, 2009. The day was a celebration of
progress on the North gallery restoration programme during .HZ¶Vth Anniversary
Year and was supported by the National Heritage Lottery Fund [Community
Celebration 2009]. The programme of events during the day included activities that
ran from 11am to 3.30pm, including a World Tea Party held in the Temperate House
where visitors could taste teas that North may have encountered upon her travels,
Rangoli demonstrations by volunteers from the Shri BAPS Swaminaryan Madir,
Neasden and interactive Henna Painting on offer in the glasshouses [Community
Celebration 2009]. The celebration day was planned as an inclusive event and a
celebration of multicultural Britain as well as of the life and work of North. The aims
of the celebration day therefore diverged markedly from -RVHSK +RRNHU¶V YLHZ that
the mass of the general public should be discouraged from coming to Kew on the
grounds that they compromised its standing as a scientific institution.
Within the North Gallery itself, a talk was given about Hindu sacred plants
represented by paintings in the gallery, alongside a demonstration of a traditional
South Asian form of floor decoration. There were also handmade banners of batik silk
inspired by the exotic travels of North and plants in Kew Gardens. These silks were
provided by the Marjory Kinnon School and the Feltham Arts association together
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with the artist Sofie Layton [Community Celebration 2009]. Yurts were placed
around the garden in close proximity to the North gallery where one could paint
plants as part of a workshop that encouraged participants to transform a piece of
QDWXUHLQWRDQDUWZRUNWKDWKDGEHHQLQVSLUHGE\1RUWK¶Vintense colour palette. Paper
or canvas was not used, EXWµEDUN leaves, wood and other natural maWHULDOV¶.
Visitors to the celebration day were invited to engage with contemporary
technology as part of an Animation Special that enabled viewers to bring NorWK¶V
works into the present day, allowing them to come to life. This activity was
accompanied by a workshop for families that made use of actual images from the
gallery [Community Celebration 2009]. Another instructive talk, this time given by
the Kew Conservation Team on the restoration of the North gallery, took place in the
adjoining Shirley Sherwood gallery. The main event of the day however, made use of
the µXQLTue site-VSHFLILF¶1RUWKJDOOHU\ as a place for the Puspalata Dance Academy
form Osterley to perform traditional Indian dances that were LQVSLUHG E\ 1RUWK¶V
travels in South Asia and that made referHQFHV WR 0DULDQQH¶V H[SHULHQFHV taken
directly from her diaries [Community Celebration 2009] [See figure 166].
The celebration day at Kew crossed time by bringing people living in Britain
today together with DGLVSOD\IURPWKHV1RUWK¶Vworld can therefore, be seen to
have been, transported into the sphere of a post-colonial history. The onset of
postmodernist attitudes ushered in by the Duchampian ready-made 61 led not only to
the questioning of limits imposed on the production of art, but also an acceptance that
61

'HVSLWHWKHFRQWHPSRUDU\DUWZRUOG¶VDFFHSWDQFHRIFROODJH-montage as a dominant artistic technique,
the legacy of the Duchampian ready-made does not sit easily within conventional forms of visual
display. Although there is still some historical speculation, it seems likely that Duchamp did not in fact
exhibit Fountain, his seminal ready-made RI ʊD PDOH XULQDO WXUQHG RQ LWV EDFN DQG VLJQHG
µ50XWW¶ʊSXEOLFDOO\1HYHUWKHOHVVFRQFHSWLRQVRI Fountain continue to reverberate in the artistic and
art-historical imagination. Today, one can see a facsimile of Fountain sitting awkwardly in Tate
Modern, but the key strength of the work lies in its ability to operate as art without the need to display
an actual object.
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art exists only as a construct in relation to wider artworld discourses. Collagemontage and the ready-made have become an integral part of the critical production
of art the world over. This includes contemporary art associated with a critical
understanding of cultural difference and colonialist relations of dominance. The
appropriation of techniques associated with modernist and postmodernist art by nonwestern artists has altered the boundaries within which artworks sit. The art world can
no longer be regarded as wholly western, in application or thought.
1RUWK¶V FRORQLDO SRVLWLRQ LV VWLOO SUREOHPDWLF, however, despite our now being
able to re-read North in the light of contemporary theory. Arguably, we are all marked
one way or another by the taint of colonialism, and the celebration day certainly did
not attempt to absolve RU µIRUJLYH LJQRUDQFH DQG GHPDJRJ\¶ [Said 1994: p.35], but
instead allowed the past to be exhumed and analysed respectfully. Kew appears to
have attempted to place North at the centre of a post-colonial event, drawing upon
modern forms of display and curatorial thematics that include, gender, ethnicity, and
race. Writing in Limina Monica Anderson argues that µ>Z@KLle it is certainly true that
1RUWK¶VPDSSLQJof the world through her art and her journey appear at first sight to
replicate familiar patterns of imperialism/colonialism, it is also possible to see a
broadening of the drawn boundaries of the given cultural maps in her visual and
tH[WXDO DVVRFLDWLRQV¶ >$QGHUVRQ 2003: p.@ 1RUWK¶V RZQ KLVWRU\ arguably contains,
what Said has described as a µsubjective core¶ of human experience, one that is
µDFFHVVLEOH WR DQDO\VLV DQG LQWHUSUHWDWLRQ¶ >6DLG 1994: p.35] that should not be
overwritten simply because her life and works are marked by colonialism. North was
a female painter of the nineteenth century, whose life, because of the rise of feminist
theory in the twentieth century, has now been added to the feminist canon. North was
not a feminist, however. She did not write feminist manifestos or pamphlets and she
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did not fight the good fight. North did, however, utilise and build upon RWKHUZRPHQ¶V
hard fought positions to enable her own work in the context of her own times. In

Chilean Flora Through the eyes of Marianne North, Guy Brett states that the North
project VLWV µRXWVLGH WKH SURIHVVLRQDO FRQWH[WV RI ERWK VFLHQFH DQG DUW DQG WKDW LW
UHIOHFWVDµWHQVLRQ EHWZHHQ VFLHQWLILF DQGDUWLVWLF ZD\VRIVHHLQJ¶>%UHWW: p.33].
Brett goes on to state that the North gallery H[LVWV ZLWKLQ µVHYHUDO ZRUOGV
VLPXOWDQHRXVO\¶ >%UHWW  S.33]. North was important in relation to certain
traditions within English history surrounding the status of amateurs because she
managed, largely as a result of her eventual financial independence, WR DYRLG µWKH
demands of increasing specialisation and rigid intellectual ideQWLWLHV¶ >%UHWW 
p.33]. This avoidance of specialisation and intellectual rigidity allowed North to go
beyond what was conventionally part of a ViFWRULDQZRPDQ¶VOLIHWRILQGDQRWKHUIDU
less ordinary.
The National Lottery Heritage Fund UK conservation programme, appears to
have breathed new life into the North gallery. New projects are ongoing that include
an opportunity for visitors to sponsor an individual painting for a set number of years,
as a means of maintaining the 1RUWK JDOOHU\¶V current restoration program [Farley
2010]. If the North gallery restoration does bring new audiences to its door, the
Shirley Sherwood gallery may have helped in this regard. Designed by Walters &
Cohen and physically linked to the North gallery via a passage-way, it is a
westernized metal Zen box with a central white cube interior display space. New
audiences IRU1RUWK¶VZRrk may now access the North gallery through an engagement
with exhibitions held within this new space. Kew, have also developed an interface
withLQ 1RUWK¶V ROG VWXGLR VSDFH LQ KHU JDOOHU\ ,W VHHPV WKDW 1RUWK¶V ZLVK IRU DQ
interactive space for people to engage with and learn is not yet over.
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The North gallery has, then, (despite moving in and out of fashion) survived.
The longevity of the North gallery is to be applauded, especially in light of the
twentieth century¶V culling of Victorian culture as part of modernism, which saw the
destruction of many important Victorian buildings. Matthew Sweet writing in

Inventing the Victorians, states that The Bloomsbury Group of the early twentieth
FHQWXU\SURGXFHGDµSHUVXDVLYHDQGZLWW\GHEXQNLQJ¶RISUHYLRXVµQLQHWHHQWKcentury
wRUWKLHV¶>6ZHHWSxv] and their viewpoints have, along with others, tended to
obscure the Victorians¶ development of a modern world [Sweet 2001: p.105]. At the
beginning of the twentieth century, formalist design and architecture provided a visual
blueprint for the future one that would no longer replicate anything from the past. In
looking towards this projected future, there was derision RI µTudor rusticity¶,
µ*HRUJLDQVWDWHOLQHVV¶DQG the µbourgeois pomp of the Neo-Classical style¶. Art critic
+HUEHUW5HDGGHFODUHGWKDWµQRQHRIWKHVH VW\OHV FDQ IRUD PRPHQW EHFRQVLGHUHG LQ
UHODWLRQ WR WKH FLW\ RI WKH IXWXUH¶ >Read 1992: p.502]. All of which was in keeping
with Wilfred Blunt¶V criticism in 1978 that the North gallery was Dµ>Z@KLPVLFDO>«@
µ>P@XVHXPSLHFH¶>%OXQWand Stearn, 2000: p.277].
The British artist John Piper and his friend and colleague the poet John
Betjamin, would affirm their personal enthusiasms for traditional architecture.
[Spalding 2009: p.101]. Both men published work in Architectural Review and the

Shell Guides [Spalding 2009: p.3, 107 and 442] in an attempt to shift SHRSOH¶V
perceptions and relationships towards their architectural heritage [Spalding 2009:
p.109], ultimately contributing to the development of English Heritage Tourism. Piper
had an interest in British romanticism [Spalding 2009: p.78], and would be one of the
founding members of the British Neo-Romantic Movement in existence between
1935 and 1955 [Spalding 2009: p.495]. Many establishment figures labeled the
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movement antiquated and decorative [Spalding 2009: p.345]. The confirmed
modernist Ben Nicolson was moved to call Piper a traitor [Spalding 2009: p.346]
because of his preoccupation with traditional styles, rather than purely formalist ones.
The Neo-Romantics would re-establish an interest in the architecture as well as the
paintings and designs of the past that would later be re-established in the 1960s and
the later 1980s as part of Victorian revivalism. Further to this, by the late 1960s the
PDQDQGZRPDQRQWKHVWUHHWµZHUHEHJLQQLQJWRVKDUH>«@HYLGHQWGLVVDWLVIDFWLRQDW
WKH ³QHZ ZRUOG´ RI DUFKLWHFWXUDO PRGHUQLVP >«@ Young designers were also
H[SORULQJ µQRVWDOJLD¶ DV D WKHPH WR ZRUN ZLWK¶ DQG µPDJD]Lnes like Design urged
architects to show more consideration for the environmental ramifications¶ LQ WKHir
work [Sandbrook 2006: p.634]. As a consequence, local authorities became interested
in preserving and renovating Victorian properties and slums, rather than raising them
to the ground. Planners were beginning to think DERXW µWKH YLUWXHV RI WKH LQGLYLGXDO
and tKHHFOHFWLF¶>6DQGEURRNS634].
1RUWK¶V LGHD of a self-contained gallery was not a new one. The German
scientist Alexander von Humbolt (1769- KDGHQYLVDJHGWKHQHHGIRUµSDQRUDPLF
ZRUNV¶RIQDWXUHWKDWZRXOGµUDLVHWKHIHHOLQJRIDGPLUDWLRQIRUQDWXUH¶DQGµLQFUHDVH
the knowledge oIWKHZRUNVRIFUHDWLRQ¶>1RYDNS71]. Humbolt believed that
works of this sort should be contained in museums where the doors are µWKURZQRSHQ
>«@WRWKHSXEOLF¶DQG that are µHUHFWHGLQ>«@ODUJHFLWLHV¶1RUWK¶VSRO\SW\FKJDOOHU\
FRQIRUPVWR+XPEROW¶VLGHDRIDµSDQRUDPLFEXLOGLQJFRQWDLQLQJDOWHUQDWLQJSLFWXUHV
of landscapes of different geographical latitudes and from different zones of
HOHYDWLRQ¶>1RYDNS71].62

62

1RUWK¶V JDOOHU\ ZDV GHVFULEHG E\ WKH Daily News RI  DV DQ µLQVWUXFWLYH FROOHFWLRQ¶ DQG LWV
FDWDORJXHµILQLVKHGIRUWKHXVHRIVWXGHQWVZKRPD\ZLVKWRSDLQWSLFWXUHVRIVSHFLPHQV in the grounds
RXWVLGH¶DQGWKDWWKHVWXGLRZLWKLQWKHJDOOHU\ZDVµHOHJDQWO\IXUQLVKHGIRUWKHXVHRIVWXGHQWVZKRPD\
wish to paint pictures [Daily News 1882].
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Frederic Edwin Church was influenced by the idea of panoramas, as were many
other members of The Hudson River School, including Thomas Cole and Albert
Bierstadt. The panoramic manner played a formative role in forging a uniquely
American phenomenon with regard to the depiction of nature on a grand scale
[Lambourne 2005b: p.152]. &KXUFK¶V SDLQWLQJ The Heart of Andes [See figure 167]
went some way to explore +XPEROW¶VSDnoramic visions of nature. Lear owned a copy
RIWKHSDLQWLQJVWDWLQJWKDW LWµKDQJVDOZD\V EHIRUH PH¶GHclaring &KXUFKWREHµWKH
greatest landscape DUWLVW DIWHU 7XUQHU¶ [Lambourne 2005b: p.432]. William Holman
+XQWDOVRSURFODLPHGWRKDYHµVHHQWKHIXWXUH¶: µDJOREDOGHVWLQ\¶ in which µSDLQWHUV
committed to telling the whole truth about nature¶ZRXOGJR RXWLQWRWKHZRUOGµWZR
E\WZR¶DVµ&KULVWKDGVHQWRXWKLVGLVFLSOHVWRSUHDFK¶. Lear was to have been one of
these messianic artists, signaling a desire to join Holman +XQW¶V quest [Tromans
2008: p.105]. Nothing came of this particular venture, however, GHVSLWH/HDU¶VZRUN
exhibiting distinctly panoramic tendencies [Tromans 2008: pp.106-107]. This idea
was to re-appear during the twentieth century when, as part of the British NeoRomantic Movement, John Piper sought to develop a vision of something significant
that went beyond the ordinary as it appeared and that would µFRQWDLQWKHZKROHZRUOG¶
[Spalding 2009: p.160]
North not only constructed a Humbolt-like gallery, in which to encourage
contemplation, she also made panoramic-style paintings. Consider here, for example
1RUWK¶Vsketchbook painting 0290, no date given [See figu re 168] which, because of
its extreme elongation, is perhaps better described as a diorama when compared to the
truly panoramic works RI&KXUFK¶VWKH Heart of Andes, or Lear¶V Jerusalem, of 1865,
[See figure 169] and Holman Hunt¶V Bethlehem from the North, of 1892-3 [See
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figu re 170] 1RUWK¶Vtopographical paintings also allude to these applied formats and
can be compared to paintings 167, 169, 170DFFRUGLQJO\,Q1RUWK¶VSDLQWLQJ 0024,
of a Sea-shore near Valparaiso, Chile [See figu re 171], a shore line is depicted that
includes water and mountains and YHJHWDWLRQVLPLODUWR&KXUFK¶V Heart of the Andes,
1RUWK¶Vapplied painting technique appears softer, [like a Church] the sea winds itself
around the mountains but is cut off compositionally, while alluding to a vaster
landscape. The space set within the painting is arguably deliberate, and is therefore in
NHHSLQJ ZLWK &KXUFK¶VRXWFRPHV,Q painting 0524, North has painted View of Icod,

Teneriffe, (no date given) [See figure 172]. The painting looks across at a town near
to the sea, with nearby, farmland, mirrored in +ROPDQ +XQW¶V Bethlehem from the

North. A format typical of topographically applied compositional systems, used by
many artists including Thomas Seddon (1821-1856), who painted his Jerusalem and

the Valley of Jehoshaphat from the Hill of Evil Counsel in (1854-5), through to David
%RPEHUJ¶V (1890-1957), Jerusalem, Looking to Mount Scopus in 1925. Holman
Hunt, who painted this picture two to WKUHH\HDUVDIWHU1RUWK¶VGHDWK arguably applied
this system to even earlier works of his own, such as The Scapegoat (1854) [a firm
IDYRULWH RI 1RUWK¶V@ DQG in his paintings The Plain of Rephaim from Mount Zion

Jerusalem in 1855-60 and Nazareth of 1855-1860, which both include views of a
townscape from above. Both 1RUWK DQG +ROPDQ +XQW¶V paintings apply the same
compositional system of looking across a terrain of vegetation towards a townscape,
where towers stand high above lower placed housing, with a clear blue sky above.
7KHWHUUDLQ LQ1RUWK¶VSDLQWLQJ contains fields delineated, and leading down into the
town, in the same manner, Holman Hunt has used a delineated, patternation, of what
appear to be, olive groves.
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In 1RUWK¶V SDLQWLQJ  RI D View of the Lake Donner, Sierra, Nevada, (no
date given) [see figure 173], a landscape is presented similar to /HDU¶V WHUUDLQ
landscapes, depicted in his painting, Jerusalem, 1865. North presents a terrain with a
central cutting through a rugged mountainous rockscape. WKHUHDV /HDU¶V SDLQWLQJ
depicts a similar looking central cutting through a rugged rocky, landscape. /HDU¶V
painting contains a bright blue sea placed into the far distance, whereas North has
placed a clear blue view of a lake. The colouration used by North in her painting is
VLPLODUWR/HDU¶VWRRwith its Linden green grass, and lichen scrappily placed in both
paintings over a cool stone with blue flecks. Creamy highlights are also placed in
comparison with a taupe shadow. All of these paintings try to contain a vast
landscape, which often include mountains, the sea and local vegetation, or more often
than not, all three elements
The word panorama ZDV µGHULYHG IURP WZR *UHHN ZRUGV¶ ZKLFK WRJHWKHU
signified the notion of an µDOO±HQFRPSDVVLQJ YLHZ¶ DQG ZDV µRULJLQDOO\ LQWHQGHG WR
describe vast stationary 360-GHJUHHSDLQWLQJV¶+RZHYHULWZDVWREHµUDSLGO\DSSOLHG
WR YLUWXDOO\ DQ\ SDLQWLQJ GLVSOD\LQJ D EURDG VFHQH¶ >/DPERXUQH E S@ $V
VXFK WKH SDQRUDPLF YLHZ ZDV WR DIIHFW WKH µXQLYHUVDO YLVXDO SHUFHSWLRQV¶ RI WKH
Victorian age [Lambourne 2005b: p.151]. +XPEROW¶V YLVLRQ LQLWLDWHG µa craze for
µSDQRUDPLF¶ YLHZVWKDWVZHSWDURXQGWKHZRUOG¶ during the nineteenth century, with
many of the artists of the day, including Thomas Girtin and Phillip Reinagle,
(Reinagle KDG SURYLGHG SDLQWLQJV IRU 7KRUQWRQ¶V The Temple of Flora ,) producing
panoramic views [Lambourne 2005b: pp.152-153]. The North gallery extended these
visions but on an infinitely vaster scale and in a far more profoundly fragmented
manner. On their own, NRUWK¶V experiments with diorama style images do not
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conform wholly WR+XPEROW¶V YLVLRQ7KH1RUWKJDOOHU\GRHV DQGJRHVVXEVWDQWLDOO\
beyond it.63
Today, artists habitually seek to place us in the midst of immersive visions
through video installations and the use of various forms of interactive technology.
However, any attempt to compare the North gallery directly to these contemporary
immersive visual experiences as a form of prototypical installation art would be
misguided. In Installation Art, Claire Bishop defines a work of installation art as
something into which the viewer physically enters, and which can be described as
theatrical, immersive or experimental [Bishop 2010: p.6]. Bishop then goes on to add
that tKH µVKHHU GLYHUVLW\ LQ WHUPV RI DSSHDUDQFH FRQWHQW DQG VFRSH RI WKH ZRUN
SURGXFHGWRGD\¶XQGHUthe title of installation art as well as the µIUHHGRPZLWKZKLFK
the term is used, almost preclude it from hDYLQJDQ\PHDQLQJ¶7he term installation,
she argues, has now µexpanded to describe any arrangement of objects in any given
VSDFH¶WKDWFRXOGDOVRLQFOXGHµDFRQYHQWLRQDOGLVSOD\RISDLQWLQJVRQDZDOO¶>%LVKRS
2010: p.6]. There is, however, Bishop continues, DµILQH OLQH EHWZHHQDQ LQVWDOODWLon
of art and LQVWDOODWLRQDUW¶DGGLQJWKDW WKLVµDPELJXLW\has been present since the term
ILUVWFDPHLQWRXVHLQWKHV¶as a GHULYDWLYHRIWKHWHUPµLQVWDOODWLRQVKRW¶XVHGLQ
photographic arrangements or ensembles [Bishop 2010: p.6]. On the face of it the
North gallery does appear to comply with the accepted concept of the art installation.
1RUWK¶VZRUNLVQRW, however, an art installation. Because the term installation art is a
modern concept with connections to the conceptual art movements of the 1960s
which sRXJKWWRµWKURZRXWDHVWKHWLFSURFHVVDOWRJHWKHU¶DQGto condemn art as being
63

North wrote in her letters that she gave the gallery and the paintings she made in different parts of
the world IRUµWKHSXUSRVHRIEHLQJH[KLELWHGWRWKHSXEOic at all hours when the gardens are opened to
them & that the authorities will undertake the care of them, & to reprint the catalogue of the paintings
(when the first edition I gave is exhausted)¶ 1RUWK UHTXHVWV WKDW VKH EH DOORZHG µWR DGG WR WKH
FROOHFWLRQV RI SDLQWLQJV  ILQLVKWKH GHFRUDWLRQV RI WKH JDOOHU\ YHVWLEXOH  YHUDQGDK¶ >1RUWK 1938: MN/2/3 North Gallery Letters].
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µFRQWDPLQDWHG E\ HOLWLVP DQG FUDVV PDUNHWHHULQJ¶ >Appignanesi and Garrett 1995:
p.44]. The 1RUWKJDOOHU\LVµDVLQJXODUWRWDOLW\¶LQWRZKLFKWKHYLHZHUSK\VLFDOO\HQWHUV
[Bishop 2010: p.6] which does link it going forward to installation artworks of our
own time. The North gallery is however DQµLQVWDOODWLRQRIDUW¶ʊa secondary position,
more in keeping with the tradition of cabinets of curiosity.
7KH SUREOHPDWLF XQFHUWDLQW\ RI 1RUWK¶V place in relation to nineteenth-century
DUWLVWLFDQGVFLHQWLILFSUDFWLFHDQGWKHIDFWWKDWKHUJDOOHU\¶VVLJQLILFDQFHFDQEHUHDG
in a variety of ways has been echoed by problems related to the GLVSOD\ RI 1RUWK¶V
painting outside the North gallery. There has been a tendency to decide 1RUWK¶V
paintings by housing them in institutions such as the British Library and the Natural
History Museum where they can be viewed safely as scientific documents. Major art
museums in the UK, including Tate Britain (which houses the national collection of
%ULWLVKDUW KDYHQRH[DPSOHVRI1RUWK¶VSDLQWLQJLQWKHLUSHUPDQHQWFROOHFWLRQV7KH
Shirley Sherwood Gallery (a new white cube gallery space adjoining the North
*DOOHU\  LQFOXGHG VRPH RI 1RUWK¶V SDLQWLQJV LQ LWV ILUVW H[KLELWLRQ Treasures of

Botanical Art, during the renovation of the North gallery in 2008 [Farley 2008].64
This new space is in effect an adjunct to the North gallery, which continues to defy
any simple or straightforward classification as either an artistic or scientific focus for
visual display.
The undoubted aura of the North Gallery has attracted its own set of pilgrims.
Over many years, they have placed greasy finger marks on the decorative paintings

64

The exhibition combined items drawn from Kew GardeQ¶V $UFKLYH DQG /LEUDU\ DQG WKH 6KLUOH\
Sherwood collection. The Shirley Sherwood gallery publicity sheet of March-December 2008 states
WKDWWKHDLPRIWKHH[KLELWLRQZDVWRµVKRZWKHVFRSHRIWKHWZRFROOHFWLRQVDQGWKHUDQJHRIERWDQLFDO
art as D ZKROH¶ and WR SURYLGH µDQ RYHUYLHZ RI WKH PRVW VLJQLILFDQW DUWLVWV IURP F.1700 through to
FRQWHPSRUDU\ DUWLVWV¶7KH VKHHW FRQFOXGHG WKDW WKH H[KLELWLRQKLJKOLJKWHG WKH µUHODWLRQVKLSV EHWZHHQ
works of quite different periods that came into being to serve differenWSXUSRVHV¶>6KHUZRRG*DOOHU\
2008].
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ZLWKLQWKHJDOOHU\DVZHOODVXSRQ1RUWK¶VHIILJ\FRQILUPLQJ%HQMDPLQ¶VFRQFHSWLRQ
of a continuing link between art and ritual [Benjamin 1992: p.217]. The North gallery
DQGLWVDXUDʊLWVSDUWLFXODUSUHVHQFHLQWLPHDQGVSDFHʊKDYHKDGDVLJQLILFDQWLPSDFW
RQWKHVKRZLQJRI1RUWK¶VZRUN7KHFRQWHQWVRIWKH1RUWK*DOOHU\ZHUHQHYHUPHDQW
to be dismantled and displayed elsewhere. North gave explicit instructions regarding
this matter. These instructions have created difficulties with regard to the showing of
1RUWK¶VZRUNRXWVLGHRIWKHFRQILQHVRI.HZ$W7KH0RQD%LVPDUFN)RXQGDWLRQLQ
3DULV LQ  1RUWK¶V ZRUN Zas exhibited in space adjacent to one containing the
work of the contemporary Botanical painter Margaret Mee. The exhibition could not
use any of the paintings from the North Gallery, only paintings by North held within
the Kew Archive and Library. The curators of the exhibition were forced to display
facsimiles of paintings by North held in the North Gallery, decorating the exhibition
VSDFHLQLPLWDWLRQRIWKH1RUWK*DOOHU\¶VLQWHULRU>)DUOH\@
2QO\DYHU\IHZRI1RUWK¶VSDLQWLQJZHUHH[KLELWHGDVSDrt of the opening of the
Shirley Sherwood gallery in 2008. At the time, most of the paintings held within the
1RUWK *DOOHU\ ZHUH XQGHUJRLQJ UHVWRUDWLRQ DV SDUW RI WKH JDOOHU\¶V JHQHUDO
refurbishment. The paintings were re-hung after the walls of the gallery had been
WUHDWHG IRU PRXOG >)DUOH\ @ :KHQ 1RUWK¶V SDLQWLQJV ZHUH H[KLELWHG ZLWKLQ WKH
Shirley Sherwood gallery it was clear how much they depended on the aura of the
North Gallery. Outside the gallery and in limited numbers, they lost much of there
former presence.
1RUWK¶V ZRUN FDQ EH YLHZHG DV DPDWHXU LQ WKH OLWHUDO sense of the word. She
ZDV D ORYHU RI SODQWV DQG WRSRJUDSK\ µZKR FROOHFWHG IRU FROOHFWLQJ VDNH DQG ZKR
evolved from amateur-wealthy, often aristocratic men and women with means, who
indulged in travel and collecting and who in the eighteenth century, often carried out
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VFLHQWLILF H[SHULPHQWV¶ >+X[OH\  SS-87]. By the nineteenth century, a
GLVWLQFWLRQ KDG GHYHORSHG EHWZHHQ µFROOHFWRUV ZKR FROOHFWHG IRU VWXG\¶ ZKR ZHUH
usually profeVVLRQDODQGQDWXUDOVFLHQWLVWVDQGDµGHVWUXFWLYHDUP\RIDPDWHXUV¶ who
ZHUHGHVFULEHGDVµIDGFROOHFWRUV¶ >+X[OH\S@1RUWK¶VSRVLWLRQLVWKDWRIDQ
enthusiastic collector who sometimes hunted down specimens for professionals such
as Joseph Hooker. Her inconsistent knowledge of the environment meant that she was
part of a destructive and disruptive element that emerged along with colonial
expansion.
North was not a professional natural philosopher, despite her many connections,
which included ChDUOHV'DUZLQ1RUWKDJUHHGZLWK'DUZLQ¶VFRQFOXVLRQVVXUURXQGLQJ
*RG DQG QDWXUH DV ZHOO DV KLV WKHRULHV RQ K\EULGLW\ +RZHYHU 1RUWK¶V YLHZ RI
science was a decidedly amateur one that often failed to comprehend its full
implications. During the late nineteenth century, natural science was transforming
LQWRPRGHUQVFLHQFH'XULQJ1RUWK¶VOLIHWLPHWKHVSDFHDOORZLQJIRUWKHLQYROYHPHQW
of keen amateurs was coming to an end.
)URPWKHµVFROOHFWLQJKDGEHFRPHDQRUJDQized and respectable profession
and waV ILUPO\ WLHG WR WKH H[SDQGLQJ HPSLUHV¶ >+X[OH\  S@ (XURSHDQ
museums and collections were growing exponentially and eclipsed the private
FROOHFWLRQV RI LQGLYLGXDOV :LOOLDP +RRNHU¶V 0XVHXP RI (FRQRPLF %RWDQ\ ZDV
forced to compete with large institXWLRQV UDWKHU WKDQ SULYDWH FROOHFWLRQV 1RUWK¶V
gallery, by contrast exemplified the earlier concept of the self-contained collection of
curioisities.
For the most part, during the nineteenth century the cult of the cabinet of
curiosities and of amateur collectors was weakened by the growth of museums and
RWKHUIRUPVRISXEOLFGLVSOD\>+X[OH\S@1RUWK¶VJDOOHU\ZDVVHHQWREHRXW
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of step with the times. North, the polymath, was identified with amateur collectors of
natural history in the eighteenth century rather than their replacements, the scientific
specialists of the nineteenth century made up of professional rather than amateur
botanists, mineralogists, zoologists, entomologists and paleontologists [Huxley 2010:
p.91]. More accurately, North was betwixt and between amateur and professional, and
her gallery somewhere between open public institution and closed private collection.
7KURXJKRXW PXFK RI WKH WZHQWLHWK FHQWXU\ µ>P@RGHUQLVW SULQFLSOHV GRPLQDWHG WKH
major architectural schools, and almost every architect in the country >8.@¶WRRNWKHLU
OHDGIURPWKH6ZLVVDUFKLWHFWXUDOSLRQHHU/H&RUEXVLHUZKRZDVµXQTXHVWLRQDEO\WKH
PRVW LQIOXHQWLDO XUEDQ SODQQHU LQ WKH ZRUOG¶ >6DQGEURRN  S@ $V D
consequence, the eclecticism of the North Gallery was seen as radically out of step
with the times. It is only during the late twentieth and early twenty-first centuries that
the rather more complex nature of the North gallery as a site of display has emerged.
All modern techniques of art making have been rigorously excluded from the
North Gallery. North chose not to display photographic materials alongside her
paintings. Within the gallery, North is represented by the rather antiquated form of a
bust rather than a photograph. No photographs are present to compare and contrast
with her topographical paintings. North presented her gallery as if it was an
antiquated space. Internally, the gallery is highly decorated in accordance with the
domestic fashions of the late nineteenth century: Chintz mixed with Chinoserie and
-DSRQLVPH ([WHUQDOO\ )HUJXVVRQ¶V GHVLJQ LV LQ NHHSLQJ ZLWK 5XVNLQ¶V ORYH RI
SODLQQHVV DV ZHOO DV )HUJXVVRQ¶V SHUVRQDO LQWHUHVW LQ YHUQDFXODU $VLDQ DUFKLWHFWXUH
The North Gallery was simultaneously a private domestic and public space. North
ZDQWHG WR EH SHUFHLYHG DV DQ H[WUDRUGLQDU\ ZRPDQ 6KH SUHVHQWHG KHU OLIH¶V ZRUN
within a structure that alluded to past styles while maintaining its presence within her
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RZQ WLPH DV D IRFXV IRU LPDJHV RI GRPHVWLFLW\ DQG FRORQLDOLVW H[SDQVLRQ 1RUWK¶V
work traded on history, exoticism and tradition. She placed her work within Kew
Gardens rather than in a privately built gallery, thereby projecting her work as a
legacy for future generations.
1RUWK¶VGHFLVLRQWRSODFHKHUZRUNZLWKLQWKHFRQILQHVRIDVFLHntific institution
was a considered one. North intended her paintings to be read scientifically. North
was serious about the work she made and believed that it had a serious scientific
IXQFWLRQ 2YHU WLPH KRZHYHU 1RUWK¶V SDLQWLQJV KDYH FRPH WR EH VHHQ PRre as
DUWZRUNV WKDQ H[DFW VFLHQWLILF LOOXVWUDWLRQV 1RUWK¶V SDLQWLQJV ZHUH SHUFHLYHG WR EH
contentious during her own lifetime. They did not fit easily with the rigid conventions
of botanical illustration even at the time she painted them.
1RUWK¶VOHJDF\ZDVLVLQKHUDELOLW\WRKDYHPDGHWKHµH[KLELWHGDQH[WHQVLRQRI
WKHH[KLELWRU¶>$QGHUVRQS@1RUWKSUHVHQWVXVZLWKµDQRWKHUNLQGRIRUGHU¶LW
is one of challenging irregularity [Anderson 2003: p.68]. Her work was un-decidable
in the nineteenth century and it still is today. This un-decidability arises from the fact
that North chose to combine a myriad of drawing languages in her painting. North
was not an artist, nor was she a professional botanical painter. She was an amateur
without extended formal training. In making pictures, North disregarded the
established scientific and artistic rules of making. North thought nothing of combing
differing artistic and scientific modes of representation, because she did not perceive
them as being utilised fRUGLIIHUHQWSXUSRVHV1RUWK¶VODFNRIDFDGHPLFWUDLQLQJPHDQW
that she was not fully adept in the language of image making and its expected
outcomes.
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