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Linda Colley argues convincingly that the construction of the British ‘patchwork’
identity as Protestant, free, and economically and politically advanced in the long
eighteenth century is less based on internal homogeneity than contingent and
multiple relationships towards ‘internal’ and ‘external’ others. She singles out for
closer analysis the fraught relationship between the English and the Scottish and
the dominant conflict between the British and the French, which resulted in global
wars for supremacy (1996, 5-17 and 122-40). While a residual English nationalism
associated the Scots with the French, and the Scots retained a distinct national
culture, Miranda Burgess claims, politics, economics, and English as the British
vernacular tied the Scots to the imperial Union (88-90). Colley focuses on the
impact of the acquisition and loss of the American colonies on the formation of
British identity shared by the Scots and the English. She maintains that ‘the second
Empire would indeed be emphatically British’ (1996, 153) but does not explore this
issue in depth.1 The current project historicizes landscape painting as a medium of
national identity formation in the framework of the relationships between the Scots
and the English as British, and the British and India in the late eighteenth century,
which Colley neglects.

The ‘Orient’, and India in particular, are of special interest to the present
project of mediated national identity because the increasing British appropriation
of the Indian subcontinent is closely related to the rivalry with the French arch-
enemy: the ‘barbarian, Muslim Orientals’ and the ‘decadent, Catholic French’ serve
as a double foil for the ‘enlightened, Protestant British’. The growing military and
economic domination of India coincides with the development of more
sophisticated techniques of representing space through mapping and the arts.2 The
encyclopaedic accumulation of knowledge about India certainly was

1 Colley addresses the geography of the nation rather briefly and uses historical paintings
rather than landscapes in order to illustrate national identity.

2 According to Robert Colls, the ‘first highly accurate, small-scale, geodetic
mapping’ (229) was performed in the post-rebellion Scottish Highlands between 1747 and
1755, the second in Bengal and Bihar between 1764 and 1755 with a view to control the
land and its people. On the use of mapping, see Edney, 65-79, and Ludden, 78-9.
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part of the imperial endeavour to assume power, but it would be far from the
truth to suggest that British knowledge and colonial power in India were always in
agreement, monolithic, and total.3

In Landscape and Power, W.J.T. Mitchell alerts us to the phenomenon that the
interests in domestic and imperial landscape are intricately related to each other in
terms of both the visual prospect and the prospective use of space (17). It has
been noted that domestic conventions of viewing landscape have influenced the
conception of nationality and the perception of imperial landscape. John Brewer
argues that the English nation in the eighteenth century was conceived as
represented landscape in spite of being cultivated nature in an increasingly
urbanized nation, a landscape changed by enclosure and scientific agriculture.
According to Robert Colls, the rising interest in landscape painting during the
heyday of enclosures ‘turned the countryside into just a view’ (235), repossessing
the meaning of the land. Private enclosures, he suggests, deprived the people of
the fundamental use of the land and of social cohesion, undermining a sense of
national identity (220-29). Brewer continues that travel writing turns into a
patriotic experience of English landscape, its nature being ‘evidently a cultural
artefact’ (632-3) and a nostalgic place of rest, harmony, virtue, and rusticity (ibid.,
619). John Barrell (1983) would add that the detached view of harmonious
Britannia in rural prospects, as in Thomson’s Seasons, implies a detached subject,
the ‘disinterested’, propertied, and retired gentleman, and a selective view, which
embeds villages in trees and

Ludden, following Cosgrove, argues reductively that literature and the arts parallel mapping
as the visible rendering of the world for the ‘intellectual and material appropriation by
English capitalism’ (84).

3 In his Foucauldian polemic Orientalism, Edward Said has alerted us to the close
relationship between imperialism and ‘Orientalism as a Western style for dominating,
restructuring, and having authority over the Orient’ (3). In the late eighteenth century, Said
remarks, a free-floating image of the Orient, which contained ‘[sjensuality, promise, terror,
sublimity, idyllic pleasure, intense energy’ (118), was displaced by the project of the
founding father of Orientalism, the polymath William Jones, to study and ‘domesticate the
Orient and thereby turn it into a province of European learning’ (78). A.L. Macfie’s
Orientalism gives a concise and balanced version of Said’s impact; Daniel Martin Varisco’s
Reading Orientalism: Said and the Unsaid is the most comprehensive overview to date. Ibn
Warraqg's detailed critique of Said in Defending the West delivers a polemical and one-sided
counter-attack. In general, Said has been praised for his discussion of the politics of
knowledge but criticized for fabricating a monolithic and essentialist Occident and Orient
himself, reiterating stereotypes of poor research. Saree Makdisi claims that although “Jones’s
knowledge of the colonial other and his participation in the colonial project are thoroughly
intertwined, they are not quite coextensive’ because not all of his knowledge directly served
colonial rule (107). Said ignored the agency of the colonized and the fact that Orientalism
was partly against imperialism and formed the basis of Indian nationalism (Macfie, 214-15;
Warrag, 175 and 267; Burke and Prochaska, 20). As alternatives, Burke and Prochaska
demanded to contextualize the relationship between the discourse of Orientalism and
colonial culture (3); Maya Jasanoff stresses intercultural exchange and mutual change.
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obscures towns by smoke (59-61).4 The patriotic experience of - often picturesque
- landscape scenes often seems to have glossed over differences of interest and
instead offered an aesthetic identification of and with the country in compensation
for the heavily curtailed common access to the land.

I would argue that British representations of Indian landscapes often function
in similarly ambivalent ways, performing ideological work by specific selections,
omissions, and combinations of views and motifs, which can express both the
desire for ‘the perfected imperial prospect and fractured images of unresolved
ambivalence’ (Mitchell, 10). John MacKenzie claims that imperialists have used ‘art
as a device to explain and justify their power, to express the mystique of rulers, and
to illustrate their knowledge and command of the natural world’ (296). ‘India
extended the range of British landscape’ (ibid., 304) painting by recording Indian
vegetation and architecture, but the picturesque view of the eighteenth century
accommodated oriental landscape to British taste by toning down exotic elements.
Picturesque as well as topographical renderings of landscape establish a privileged
subject and a highly selective view at a distance. Barbara Maria Stafford juxtaposes
the scientific, empirical gaze and the aesthetic, picturesque one. It is true that
topographical truth is more immediately useful than the picturesque imagination,
but concerning the formation of national identity, | would rather say that these
views complement each other. Topographical pictures may produce aesthetic
pleasure, and picturesque pictures may carry utilitarian implications (Stafford, 322-
4)5 For example, the Daniells hardly represent anyone at work in the numerous
Indian landscapes they produced. Indian work is not only effaced because it would
interfere with the aesthetic enjoyment of natural beauty,6 but also because the
omission suggests that the land could be easily appropriated and profitably used
under colonial management.”

4 Barrell would add that the exclusive prospect-view of landscape is complemented by an
inclusive, economic model of society, which is based on ‘the interdependence of its
specialized labours’ (1983, 66).

5 In Curiosity and the Aesthetics of Travel Writing, 1770-1840, Nigel Leask points out that
advocates of the picturesque aesthetic criticized the partiality of the colonial perspective, for
example, in topographical views for military purposes (158-9), but maintains later that the
female picturesque complements ‘the “survey modality” of male empire-builders’ (204).
However, the inventor of the circular panorama, Robert Barker, stressed the topographical
rendering of the picturesque as an achievement of his new technique (see below).

6 Cf. Raymond Williams and John Barrell, who make similar claims for landscape in Great
Britain (quoted in Mitchell, 15).

7 In her impressive study Picturing Imperial Power: Colonial Subjects in Eighteenth-Century British
Painting, Beth Fowkes Tobin maintains that India rarely figures ‘as an arena for British
economic and social action’ in Anglo-Indian portraits (133), presenting ‘the incorruptibility
of the men who perform their duties in the public world of business and government’ (121).
One of the rare representations of Indian work in portraits, Arthur William Devis’s painting
Arthur William Dent with his brother John and an Indian
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In order to understand the cultural function of landscape, Mitchell’s ‘dialectical
triad’ of space, place, and landscape is useful: ‘If a place is a specific location, a space
is a “practiced place”, a site activated by movements, actions, narratives, and signs,
and a landscape is that site encountered as image or “sight™ (Mitchell, x). As a space
in the sense defined above, a place of action and a medium ‘in which cultural
meanings and values are encoded’ (ibid., 14), the visible landscape is also subject to
time. It is of great interest to explore how the use and interpretation of temporal
space relates to the position of spectators invited by aesthetic representations of
landscape, paying particular attention to the selection and construction of the scene as
well as the distribution of perspectives within the given scene.

I would argue that in the late eighteenth century and the following decades,
the panoramic gaze seems to perfect the illusion of visually controlling space and
controlling the illusion of space as a medium conducive to forming national identities.
The panoramic gaze assumes various forms, media, and ways of circulation:;

(1) The visual, especially the topographical, prospect offers an exact copy
of (a particular perspective on) the external world, an empirical, scientific grasp, an
aesthetic experience, and the promise of equally sharing the same perspective on
the domestic or imperial landscape, providing the opportunity of a communal
experience and of forming a communal or even national identity. The copying of
topographical paintings in etchings and their increasing circulation as prints
promotes the consumption of shared images.

(2) The 360-degree panoramic painting (or its lesser 270-degree version)
increases the reality effect of the topographical print and the communal experience
due to its frameless appearance, the absence of a single centralizing perspective,
and its display in an exhibition hall or a rotunda for mass consumption (relatively
speaking, because the entry fee usually was one shilling). These huge panoramic
paintings had a considerable social and cultural impact because of their popular and
often sensational topics, their overwhelming size, the simulation of real experience
rather than its imitation, and the dissemination of their views through the
circulation of the paintings themselves (in major cities), their advertising and
reviews, the discussion of their aesthetic merit among artists and connoisseurs, and
their multiplication in the form of aquatints and prints.

Landlord, Anand Narain (1790) questions British domination, Tobin claims, in spite of the
British building in the Indian landscape (132). | would add that the Indian landlord stands
symbolically like an inscrutable statue in the very centre of the picture between the brothers
and their mansion. It is very clear who is dominated: the dark farmer, bending down to work.
However, none of the Indians seems to reciprocate and thus acknowledge the white
perspective. The picture gives the lie to the civilizing mission the metropolitan imperialists
proposed towards the end of the eighteenth century, and suggests that the colonial
representatives at the periphery share the despotic economic system. Of course, the directors
of the East India Company would profit from the Indian tax revenue, which was enhanced by

transforming the zamindars into capitalist landlords in 1793 (Makdisi, 112), not by changing
exploitation through modernization.
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(3) Travel books and tour guides, especially illustrated ones, present
panoramic views in the sense of an encyclopaedic accumulation of verbal and
visual information.8 Travelogues present a country as a particular place, space, and
sight by exploring the geography, botany, society, economy, and culture of a
particular region.

(4) The interplay between verbal and visual information, and between the
spectator’s view and the perspectives given within the picture, may complement or
challenge each other, effacing differences of interest, allowing for an inclusive vision
of differences within a whole (¢ pluribus unum) or presenting differences that question
the common ground of a collective identity.

The representation of topographical prospects, large panoramas, and
travelogues complement each other in the complex construction of British identity
in relationship to national identity, race, class, and gender. In the scope of this
article, a detailed discussion of picturesque tours of Great Britain is impossible
and, in fact, unnecessary, since they have already received enormous coverage. The
available space limits the analysis to a few significant examples.

The Ideology of Visual Technology

The monumental panorama appears in the context of an encyclopaedic amassment
of knowledge of an increasingly visual nature, which is related to ideals of
empiricism and enlightenment (see Stafford). The panorama develops the
topographical prospect with its promise of visual pleasure, transparency, and
objectivity to perfection (Mitchell, 16). In 1787, Robert Barker obtained a patent
for the panorama under the name of ‘La nature a coup d'ceil’ (Altick, 129).
Oettermann argues that the patent recognizes this form of painting as an
innovative technology of observation (7). Barker’'s advertisement in the Diary: or
Woodfalls Register on 9 April 1789 makes clear that his project combines a truthful
copy of nature and the picturesque, trying to buttress his claim to credibility as
well as aesthetic pleasure:

There is no deception of glasses, or any other whatever; the view being only a fair
sketch, displaying at once a circle of a very extraordinary extent, the same as if on
the spot; forming, perhaps, one of the most picturesque views in Europe. The
idea is entirely new, and the effect produced by fair perspective, a proper point of
view, and unlimiting the bounds of the Art of Painting. (Quoted in Hyde, 23-4)

The position of the panorama between art and science sparked debates about its
aesthetic and epistemological value. Joshua Reynolds, the president of the Royal
Academy of Arts, initially disapproved of the panorama in opposition to his fellow

8 Nigel Leask analyzes in an excellent way the ‘integrative type' of illustrated travel
books in Curiosity and the Aesthetics of Travel Writing, 1770-1840.
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painter Benjamin West, who hailed the panorama as the greatest improvement in
art (see Altick, 125,132, and 135; see also Oettermann, 79). According to Reynolds,
a good painting had to idealize nature and abstract from accidental particulars
rather than mechanically mirroring reality (Ross King, 62). West’s appraisal follows
Henry Home’s line of argument, which prefers the perfect ‘representation to hide
itself, to impose on the spectator, and to produce in him an impression of reality’
(quoted in Schulte-Sasse, 114).

From the start, the panorama was a commercial enterprise that served
to entertain and educate the masses. Oettermann points out that Barker's
panorama can be regarded as the complement of Bentham’s panopticon: the
panoptical discipline of the employee’s time at work is the dialectical opposite of
the panoramic relief of the gaze at leisure, which, however, is also a discipline of
the eye (Oettermann, 34-8). The illusion of the liberated gaze is deceptive because
the gaze is imprisoned within the invisible frame of the representation (ibid., 18).
The panorama forms the observer by simulating the total objective grasp of reality
- with a specific bias (ibid., 19). The panorama can be understood as a democratic
institution which opened new vistas, for example to those who could not afford to
go abroad, but it also controlled the visitor’'s view by the choice of the subject
matter, the points of view, and the guide map. In this respect, the panorama
manipulates the spectators’ illusion of reality (for the time being) and gives them
the illusion of a visual control of the landscape; in the words of David Simpson,
the panoramic ‘subject is cast as the consumer of an already prefigured way of
seeing’ (quoted in Wood, 111). Gillen D’Arcy Wood argues persuasively: ‘However
absorbed in the thrill of the all-embracing view, the viewer remained aware of the
spectacular, delusional nature of the panoramic image’ (ibid.). What is more,
spectators might have been aware of the notable omissions in the representation,
the noise and movement of the traffic, and the change of the landscape or
cityscape due to building projects; in other words, the agency of others beyond the
scope of the present view. It is questionable whether the aesthetic awareness
evident in the experience of both involvement and detachment corresponded to an
ideological awareness of being interpellated by the panoramic construction of the
subject in the sense of Louis Althusser.

Domestic Scenes

Domestic panoramas frequently depicted cityscapes or the picturesque countryside.
Barker’s first successful panorama (which was actually his second), entitled London
from the Roof of the Albion Mills, was displayed from 1791 until about 1794 in
London, followed by a second version that was on show until 1796 (Ross King, 60;
Altick, 132; Hyde, 62). A copy of the panorama in the form of a Leporello could be
bought at the entry under the name Panorama of London and Westminster. The factory,
poetically named Albion and thus located firmly in the heart of ‘olde’ England,
provides the central platform for the points of view and also
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dominates a considerable part of the canvas. This deplorable fact may be excused
by the aim of faithful imitation, but it also foregrounds commercial enterprise
because a scaffold could have been erected on top of the factory, avoiding the
massive blocking of the prospect by the chimneys. Hyde suggests that the rotunda
might have simulated the actual position on the roof of the mills by modelling the
observation platform in order to enhance the reality effect (62). Barker’s panorama
of London strategically posits the economic centre of England and Great Britain
between the landmarks of the religious and political forces, namely St Paul’s
Cathedral and Westminster. The four dominant chimneys without smoke and the
rather clear sky, signifying that the view was taken on a Sunday, correspond to the
situation of the onlookers, who visit the panorama during their leisure time.
Instead of being spiritually elevated and provided with new insights at the church,
the visitors have the illusion of being physically elevated and provided with new
sights as a commodity offered for consumption.? The visitors’ visual possession of
the city could evoke a feeling of being part of a British collective that found its
most modem expression in the dazzling capital.

How can we talk about the control of illusion if there was no single privileged
perspective within the panoramic rotunda? The choice of a particular place and
scene at the expense of others enabled information within an exclusive but
invisible framework. The illusion of an almost tangible visibility was achieved by
excluding all forms of atmospheric interference, such as clouds, haze, and fog, and
the detailed verisimilitude of things both near and far. Circumstantial realism
provided for individual discoveries and the recognition of everyday scenes, such as
workmen repairing a road, a man rapping at a door, a woman calling from a
window (Hyde, 64). However, the fact that the spectators were free to look at
everything implied the possibility that some did not see the right things, did not
know what they were looking at, or mistook the representation for reality. In other
words, the visible has to be rendered legible in order to be recognized as a
representation of a specific place. Paradoxically, the visual delusion had to be
punctured in order to point out its superior mimetic quality. Therefore, the visitor
received a map for ‘looking by numbers’ at the ‘right’ spots (see, for example,
Oettermann, 79). The elevated point of view and the overwhelming mass of visual
facts lead to feelings of vertigo in spectators, making them speechless and
confounding their capacity for reflection (ibid., 9-12, 104-5). The visual overkill
exceeded the spectators’ verbal grasp, which was aided by the legends on the maps
in order to stabilize the recognition of a space shared by the visitors. While the
map indicated the important sights and institutions of power, spectators had to
detect scenes of ordinary life on their own. Harking back to traditional notions of
the body politic, the representation of ordinary people in this panorama suggests

9 In 1829, Thomas Homor replaces the usual platform on a factory by one on the top of St

Paul’s Cathedral, literally displacing the faithful look upwards to the heavenly cupola by a
faithful gaze downwards on the urban landscape.
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that they, too, play their parts and have their share in running the capital of the
nation, even if they do not necessarily understand the ‘big picture’.

The cityscape of London as a point of identification for all Britons was
complemented by the display of rural landscapes, which created a sense of regional
diversity within the British Isles. The South-western View from Ben Lomond and North-
western view from Ben Lomond, painted by John Knox in 1810, probably served as a
study for the Grand Painting of the View from Ben Lomond, on exhibition in
Edinburgh in 1811 (Hyde, 34-5 and 70). The picture clearly catered to the
picturesque tourist. On the rocky peaks in the foreground, wanderers in pairs
point out to each other the most interesting sights of the prospect, marking the
relevance of sharing the aesthetic experience for both the wanderers in the picture
and the spectators of the exhibition. The spectators are with a Scot, possibly a
goatherd, with a skirt (and a gun?), who turns his back on the view and talks to the
wanderer at rest in front of him. Three goats form a nice balance to three
wanderers, contrasting a functional and aesthetic view of the land. The Scot seems
to have been asked for directions and is now naming the sights. The Scottish
painter, John Knox, marks the distance between the pragmatic use of the country
made by the locals (the highlanders) and the picturesque interest of the tourists
(and the lowlanders?) or the spectators in an exhibition. Knox himself popularizes
the aesthetic appreciation of his country. The different attitudes of the tourists and
the local inhabitants suggest both differences within Great Britain (or even
Scotland) and the peaceful co-existence of its regional or national populations,
since the aesthetic appreciation of landscape hardly seems to interfere with local
interests, at least before the rise of mass tourism. The juxtaposed perspectives
combine an ironic take at the rustic and backward ignorance of the modem
picturesque aesthetic and nostalgia for a pastoral tradition that has been taken as a
hallmark of national character but marginalized by modernization. The
combination of panoramic views of metropolitan centres of commerce and
picturesque representations of the countryside gives the impression that the
British can enjoy the profits of modernization while also keeping traditions alive.
However, it is also possible that the goatherd had been forced to graze his flock
among the barren crags because he no longer had access to the richer pastures that
reforms had turned into the private property of the Highland clan chiefs.10
Therefore, the nostalgic picture can also be read as the ‘conspicuous’ effacement
of a recent clash of economic interests (among the Scots) and the invention of a
national pastoral tradition.

10 In Romantic Imperialism, Makdisi alerts us to the parallel capitalist development of private
property in Scotland and India in order to maximize profit from landed property (112). He
also reveals that James Mill takes Highland Scots and Hindus to be equally degraded and
deceitful as opposed to cultivated and honest Britons (114-15).
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Oriental Scenes

The panoramic representation of foreign countries in cityscapes and landscapes is
not free from national interests, but is usually not as blatant as paintings of
victorious battles against enemy forces.

It seems to be no accident that the first monumental panorama of an oriental
city represents Constantinople: its geographical and symbolic juxtaposition of the
‘Occident’ and the ‘Orient’ is beautifully illustrated by the Bosporus as a zone of contact
and division. Barker’s topographical rendering of the city (sketched in 1799, on display
from 1801-1802) places the observer on the European side of the city.lt The view
hardly differs from photographs taken half a century later, except for two remarkable
features: Firstly, almost all of the ships are close to the European side, presumably due
to reasons of navigation, but possibly also to demonstrate superior European naval
power. Secondly, the single Christian church and its protruding steeple in the
foreground are sunlit, as opposed to the roofs that surround it in the middle ground of
the picture. The church on the European side of Turkey symbolizes the ‘enlightened’
but single Christian outpost in the ‘darker’ part of the world. The single church is
outnumbered by several mosques on the oriental side of the divide in the background.
The mosques are also in the light, stressing their significant number (and potential
threat) but also their visibility in the eyes of the vigilant observer. The British spectator
of this panorama might have felt assured that, close as the Asian continent may seem to
the European side at the Bosporus, there still was a channel to protect the British from
the Orient - just as the English Channel protected them from the French. From the
perspective of the Protestant Britons, Turkish Muslims could hardly have presented a
greater threat than the Catholic French in the Napoleonic wars. On the contrary: the
Ottoman Empire was considered to form a bulwark against French and Russian
imperial interests (Makdisi, 113). In the southern Indian theatres of war, however, the
British - in India and at home - were seriously challenged by the combined powers of
the French alliance with the two Muslim rulers of Mysore, a fact that | will come back
to (Jasanoff, 9 and 149-67).

The artists Thomas and William Danieli had an enormous impact on the visual
image of ‘the Orient’, and India in particular, from around 1800 onwards. They
went on a long journey to India from 1785-1794 and produced no fewer than 144
splendid aquatints of great size in the six volumes of Oriental Scenery and Antiquities
from 1795-1808, as well as oil paintings and prints based on their sketches. The
volumes of Oriental Scenery and A Picturesque \oyage to India by the Way of China
(1810) take advantage of recent printing technology and cater to the desire for
visual information by publishing a series of annotated pictures rather than an
illustrated travelogue. The artists claim that their visual art forms a narrative to the
eye and an authentic ‘transcript from nature’ (Danieli and Danieli 1810, ii) free
from errors of memory or fancy. They play down any military

11 The picture is represented and available in Sehsucht (133-4).
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intervention for colonial power and the rapacious economic goals of the East India
Company by praising the change from commercial to cultural interests at the end of
the eighteenth century: ‘Since this new era of civilization, a liberal spirit of curiosity
has prompted undertakings to which avarice lent no incentive, and fortune annexed
no reward’ (ibid., i). The artists’ claim of disinterested endeavour mirrors the
redefinition of the second British Empire as a civilizing mission which nurtures,
develops, and modernizes its colonies (Makdisi, 115-19). Here, they conceal their
material investment and interest in India and (print-)capitalism along the ideology of
the reformed Empire, but their metaphors give them away. After scientists,
philanthropists, naturalists, and philosophers, artists should take their share in the
‘guiltless spoliations’ (Danieli and Danieli 1810, ii) of India. The martial terms of
invading and plundering are not quite as ironic and metaphoric as they seem to be,
since the scientists and scholars mentioned above depended on, shared in, and
promoted colonization in indirect and direct ways (Said, 77-9). In a strangely dialogic
phrase, Thomas and William Danieli admit that their innocent curiosity in the
interest of humane progress is (mis-)understood as a violation of sacred customs and
institutions: ‘Curiosity has penetrated the veil of mystery [..] now exposed to the
sacrilegious scrutiny of strangers’ (Danieli and Danieli 1810, i). It remains to be seen
to what extent their pictures and annotations register these divergent perspectives,
which would result in discrepant auto- and hetero-stereotypes of national identities.

Thomas and William Daniell's representations of Calcutta serve as an
interesting counterpart to London and Constantinople because the Indian city has
grown from the encounter between East and West. In the second volume of Oriental
Scenery, public life in Calcutta appears to be a free mixing of British civilians and
military staff on horseback and in coaches with all sorts of Indians on foot, on
animals, and on various exotic vehicles (Danieli and Danieli 1795-1808, vol. 2, plates
5 and 6). These scenes suggest a harmonious co-existence of Indians and the British,
with diversity appealing to curiosity. However, Jasanoff explains that their depiction
of Calcutta does not reveal that the British are far outnumbered by the Bengali
population, crowded in an ‘invisible’ part of the city, and by Europeans of other
nationalities within or outside the service of the East India Company: ‘Calcutta, that
most British of Indian cities, was a lot less British than images let on’ (49).22 The
Daniells present Calcutta in a different, but not less British, light after the most
powerful Indian enemy has been defeated in Mysore 15 years later. In their \Voyage to
India (1810), they adapt their pictures to the consolidation of British rule in India. In
the ‘View of Calcutta from the Garden Reach’, one palanquin approaches a second
one for a meeting at the shore, conveying leisure (Danieli and Danieli 1810, n.p.).
The small oriental boats near the riverside in the foreground are contrasted with the
big sailing ships in the middle ground, which,

12 Jasanoff discusses an earlier panoramic sketch of Calcutta from 1768, which foregrounds

commercial and military buildings to form an image ‘as a merchant, a soldier, and a patriot
would have liked to see it’ (46).
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like the huge cloud above, are driven by a powerful wind from the left (the West)
towards the right (the East), and with the white panoramic silhouette of Calcutta at the
horizon. The description that accompanies the picture stresses that life on the river is
almost as varied as life in the streets of Calcutta, but the enumeration of architectural
sights only singles out the hallmarks of British rule: Fort William, the Esplanade, the
government house, and the new church. The ‘Old Fort Gaut’ is selected for an
additional plate of Calcutta, offering a picturesque and peaceful view of oriental
architecture, boats, and religious life, as Indians in colourful dress are waiting on the
ghat or performing their ablutions in the river Ganges. The description gives a very
different impression; Fort Gaut houses the infamous black hole, in which most of the
British prisoners taken in 1756 perished from hunger and suffocation. The memory of
oriental cruelty and horror is countered with a success story, since the British turned
the insignificant village around the Muslim fort into a Western stronghold with palaces,
hospitals, and colleges, ‘the metropolis of British India, the seat of a powerful and
prosperous Empire’ (ibid.) about to disseminate enlightened law, liberties, arts, and
knowledge. Next to the old fort, as an emblem of oriental tyranny that has been
overcome, warehouses of the East India Company symbolize the economic basis and
the future of the new ruling power, which seems to be tolerant of the religious Indian
life in the foreground. However, meaning is in the eye of the beholder. The same
picture can serve as evidence of a telling erasure of Indian competitors - and partners -
in trade, or as evidence of the fact that plenty of Indian wealth ended up in British
coffers, leaving the majority of ordinary Indians in poverty.13

In Oriental Scenery, Thomas and William Danieli do not commemorate the
ugly story of conquest but suggest its desired result, the British guarantee of peace
and stability. The artists almost always introduce the Union Jack wherever they
depict remarkable sights of military significance. Indian hill-forts towering above
impressive landscapes are dominated by the British flag, which is also displayed near
historic monuments, such as the ‘Gate of the Tomb of the Emperor Akbar in Agra’
(Danieli and Danieli 1795-1808, vol. 1, plate 9). In a symbolic way, the British troops
(and Indian sepoys) do not merely guard the site but succeed the grand Mogul
empire. The selection of ‘A Minar at Gour’ and ‘The Cuttub Minar’ for plates in the
last volume of Oriental Scenery, sites of surveillance and prayer, de Almeida and Gilpin
argue, also recalls the previous conquest of India by Muslims, who are now replaced
by the British (209).

The predilection for temples and ruins, or rather, temples in ruins, relegates
the heyday of Indian culture to the past, implicitly justifying the Christian and
enlightened British claim to cultural supremacy. The representations of
contemporary religious worship in India stress the link to the past, in imperial
terms to ancient superstition. ‘The Waterfall at Puppanassum’ may serve as an
example (Danieli and Danieli 1795-1808, vol. 4, plate 2). The middle ground

13 Sudipta Sen elucidates how British treaties were (ab)used to undermine Indian competition
(136-54).
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is taken by huge waterfalls and mist, framed by steep rocks; worshippers are standing,
kneeling, or prostrate in adoration of rock carvings in the foreground. Can this
picture be read along the lines quoted above - ‘Curiosity has penetrated the veil of
mystery [...] now exposed to the sacrilegious scrutiny of strangers’ (Danieli and
Danieli 1810, i)? It seems that Barbara Maria Stafford endorses the colonial myth of
penetration and progress when she argues that the Daniells’ pictures represent the
modem form of vertical inspection, set off against a sympathetic, associative, and
horizontal imagination, here exemplified by the Indian worshippers of spiritual nature
(321—4). The British aggressive claim to knowledge, which can be shared by the
spectators of the plate, is juxtaposed to the offence religious Indians would take at
the intrusion on a holy site. These Indians do not necessarily serve as lead-in figures
to the Western spectator. The Indian believers may focus on only a small part of
what the invisible Western spectator takes in, but they may envision the whole
universe in the part they worship. They may be denounced as superstitious, but their
particular spirituality remains as inscrutable as the impenetrable mist rising from the
bottom of the waterfall, which is hardly more than a whitish surface in the aquatint
and can hardly be represented to the Western eye, let alone comprehended.# To the
spiritual believers, British aesthetic, antiquarian, or economic interests might appear
to be base. The faithful Indians may be oblivious to or even disrespectful towards the
Western gaze, rejecting the colonial intrusion in the holy space. In retrospect, it seems
that the British interest in and conservation of holy scriptures and sites triggered, or
at least endorsed, Hindu cultural renaissance and provided a basis for Indian
nationalism, which, ironically, ultimately lead to the demise of British mie. In pictures
such as these, the panoramic Western gaze directed at the others and their land remains
at the surface and does not penetrate the mystery, as the Daniells would have it.

Robert Ker Porter's monumental panoramic painting of The Storming of
Seringapatam (1800) fills a gap in the picturesque Origntal Scenery. The panoramic
recording of a decisive moment in a raging battle has obvious drawbacks concerning
the perfection of illusion, but serves patriotic memory (Buddemeier, 49). Porter's
monumental painting of a 270-degree prospect responds to the enormous public
interest in the victorious battle for the capital of Mysore only several months earlier,
which ‘triggered off general patriotic rejoicing’ (Hyde, 65). Given the massive press
coverage, many spectators would have been aware of the imperial rivalry between the
French and the British Indian Company in southern India since the 1740s, and the
particular importance of these most powerful Muslim ‘tyrants’ to the ‘enlightened’
British self-image and imperial endeavour.’> With the help of French personnel,
technology, and tactics, Haider Ali and his son Tipu Sultan

14 Bernard S. Cohn shows that, in the 1760s, the Orientalist John Z. Howell already took
issue with the superficial gaze of the Western traveller on religious Hindus, and
recommended that travellers should first overcome their own ignorance and superstition
before judging others, who can only be understood by learning their language (112-13).

15 See James, 124-7; Teltscher, 230-36; and Jasanoff, 153-66 and 174-5.
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nearly annihilated the British in the Battle at Pollilur in 1780, and the impact of the
news sobered British imperialists, who had already suffered from the loss of the
American colonies (Colley 2002,269-70). The British public would have been
infuriated had they known of the panoramic 30-foot-long mural of Pollilur, which
celebrates the victory of the masculine French and Indians against the feminized
British and forms a worthy predecessor and counterpart to Porter's painting (ibid.,
269-75).16

Porter’s picture of the decisive battle commemorates a national event in the
form of a spectacle simulating an eyewitness account of imperial power in action.
The heroic historical painting helps to promote nationalism and benefits from its
effect. The potentially topographical view of Seringapatam is obscured by realistic
details of the battle. The visual effect of the scene results from the combination of
visibility and obscurity, individual characters and weapons in the foreground, and
plenty of smoke in the middle ground. Spectators could acquire a print with a key
identifying the historical place and the characters involved (the descriptive reality
effect of names), as well as a booklet that detailed the development of the battle
(the narrative reality effect of succession in time).

An officer, who looks at the turmoil with a telescope from a safe position
behind a big boulder to the right, serves as a lead-in figure for the spectator of the
show. His perspective is juxtaposed to the one of an Indian (probably Tipu Sultan)
in white dress and an adjacent figure in a French uniform on a tower of thé
fortification, looking down on the battle with rather helpless gestures. If we can
believe Teltscher, only a small corps of 59 French soldiers took part in that battle,
but here the symbolic function is more important than the military one (Teltscher,
238). The picture reveals how the national rivalry between the British and the
French is carried on in the oriental theatre of war, a fact that brings the battle
home to British spectators and adds national interest in what seems to be a rather
remote area of the world, justifying the intervention of the British government in
the business of the East India Company.

The picture foregrounds individual British officers and soldiers who have
withdrawn from the battle to take care of their wounded comrades, revealing
heroic struggle, national sacrifice, and brotherhood across the ranks. Guns and
cannons in the foreground signify superior technology. The cannons have struck
breaches into the ramparts in the middle ground, the centre of the fighting. British
soldiers, including Scots in kilts and Indian sepoys, are fording a river, pushing up
towards the breaches in wall formation, pitted against the defenders, scaling the
ramparts, and sporting their flags on top. In the background, the spectators can
observe the exotic towers of Seringapatam, identifying South Indian architecture
and locating the contested space in a particular geographic place.

16 Jasanoff records that the British who actually saw it denigrated its artistic value, probably to

compensate for the national humiliation, but also that Wellesley, in ‘a kind of morbid
fascination’, restored it in 1799 (159).
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The spectators of the battle scene are invited to share the visual and the
ideological points of view. Chaos and obscurity in an aesthetic and symbolic sense
call for order and clarity. The throngs of warring soldiers suggest a contested and
congested space and the need to displace one party. The movement from the
outside to the inside and upward promises penetration, victory, and subsequent
control via the restoration of peace and visibility, restoring the contested space to
law and order and opening the closed space to British eyes and trade.

The centre of the picture is dominated by a triangular design that represents a
hierarchy of nations, class, and race: officers with drawn sabres on the top of the
triangle lead their troops to action; beneath them, British infantry with muskets
and bayonets are about to engage in close combat with Muslim soldiers with
sabres; at the very bottom of the triangle and in the shadowy foreground, two
ragged men with muskets steal away from the broil. The triangle juxtaposes brave
British officers engaging on the same level with the ‘savage’ enemy, a manly and
fair fight with traditional sabres, and their soldiers as obedient followers, using
their bayonets in hand-to-hand fighting rather than superior weapon technology.
At the basis of the triangle, there are the cowardly and effeminate French deserters
and British collaborators.

We see cannons in the hands of the British only, signifying superior Western
technology in opposition to the historical fact of Tipu's strategic acquisition of
European weapons and know-how. On the ramparts, the French officer stands next
to the Indian leader, suggesting an egalitarian fraternity that is clearly marked off
from the British, who bear the brunt of the battle, serving as a spearhead of the
attack and being followed by their sepoys, who seem to be arriving at the scene after
the British troops have already scaled the walls of the fortress and sported their flags
on top. Thus, the picture represents temporalized space. The portentous moment of
a narrative, which points to the near ransacking of the capital, inverts the fear of a
French invasion of England by envisioning the storming of a fortress held with the
support of the French. The picture implies the ultimate defeat of Napoleon, since
the French officer is simply the dark shadow of a figure, which invites the spectators’
projection of Napoleon onto the crumbling walls.1?

The mutual and successful effort of the imperial British hierarchy serves
as a model for the domestic hierarchy of the British class system, which is pitted
against the egalitarian and revolutionary French. A problem might be that the sepoys
are subordinate brothers in arms, who shed their blood with/for the British and
therefore might have a claim to merit and acknowledgement, a claim that was voiced
with verve much later, after the Indian support of the British in the two World Wars.
The clear hierarchy of Porter’s picture contains (in the sense of Michel Foucault) the
potential claim to equality and establishes a decidedly masculine image of Britishness,
combining traditional bravery and sophisticated technology.

17 Indeed, British and Indian letters of the time indicate that Tipu Sultan was waiting for more
troops sent by Napoleon from Egypt; see Harlow and Carter, 40-48.
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Conclusion

The scenes from Great Britain discussed above suggest that urban progress based
on industry and trade is compatible with rural regional traditions based on
agriculture, providing an inclusive - if simplified and distorted - version of
Britishness. The representations of the Orient analyzed above map the conflicts
that seem to be far away onto familiar ones, appealing to national interest in the
context of the Napoleonic Wars and the traditional British construction of their
identity in relationship to their arch-enemy across the Channel. Do the British
panoramic representations of the Orient project a complementary image of the
British and the (colonial) other, allowing for an integration of national identities
under the umbrella of the Empire? The panorama of Constantinople draws a clear
and apparently unchanging ‘natural’ divide between Christian Europe and the
Muslim Orient, located on and symbolized by opposite continents. Imperial
interventions abroad cross the divide and complicate the construction of collective
identities. On the one hand, the imperial endeavour abroad strengthens the
collective identity within Great Britain, because Britons from all regions shared in
colonial conquest and its economic and symbolic profit. In addition, the
picturesque representation of India often paints pictures of a peaceful, sparsely
populated countryside or cultural sites under British ‘protection’. Everyday work,
the crafts, factories, and trade are largely omitted, suggesting an opposition
between the ‘lazy Oriental’ and the diligent Briton, and a space of opportunity for
the latter.18 On the other hand, stepping into the footsteps of the powerful Mogul
rulers runs the risk of corruption. Since the 1770s, the East India Company had
been accused of ruthless and despotic ‘oriental’ practices, salient in the long
impeachment process against Warren Hastings, governor-general of Bengal from
1772-1785 (see Harlow and Carter, 26-40, and Teltscher, 157-8). Two versions of
imperial endeavour would help to dispel the spectre of corruption: the heroic
defeat of the oriental despot Tipu Sultan, and sublimated aggression manifest as a
civilizing mission, ultimately changing other cultural traditions, which are
presented as being backward or on the decline.

The panoramic sequence of picturesque oriental scenes seems to render the
exotic space as accessible as Ben Lomond to the tourist or armchair traveller.
Nicholas Dirks argues that the picturesque rendering of India serves both ‘the
contradictory forces of idealization and possession’ (228). It seems as if the
stereotypically spiritual and simple Indians could be integrated in the British
Empire as the traditional Scot had been in Great Britain. In Oriental Scenery, for
example, the exotic others are used for the construction of an opposite British
identity as enterprising, enlightened, and liberal, but these others do not welcome
the British and endorse their self-fashioning, as some pictures imply and
descriptions confirm. The aesthetic control of the visual illusion of the exotic

18 Compare Nochlin’s argument on nineteenth-century Orientalist painting, discussed in
Macfie, 66-8.
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corresponds to an illusion of controlling the exotic (as ‘inferior natives), an
impression that is destroyed by a closer look at the limits of representation and
acceptance by the others. The panorama of the battle of Seringapatam serves as an
instance of colonial resistance but affords the affirmation of traditional masculine
values, which complement the pride taken in national traditions at home, revealed
in nostalgic picturesque landscapes of rural pastorals and in national progress and
power, which forms the topic and the condition of the urban panorama.



