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Abstract

The thesis aims to shed light on counter -intuitive facts about late Victorian ba ttle paintings
that have been neglected by the framework of social history of art. It achieves this, through
examining works of Elizabeth Thompson Butler (1846 -1933), the foremo st artist of the

genre, employing the anthropological theory of Alfred Gell (19  45-1997).

The soci al hi story of artSs semiotic readings
Victorian battle paintings, as they reduce artworks to representations of the g  eneral and
collective ideologies of the society. In response to this problem, t his thesis deploys the
investigati ve met hoAltapdtAgepay {1998). This methed focEses on
the matter of agency, which is concerned with specific factors that  have consequence for

the immediate social relations around art objects.

This thesis discusses Victorian battle art in terms of such matters as effect, agency, working
conditions, and eye-wi t nessi ng. The results reveal that Bu
coherent representations of abstrsudsswith A/@set s.
RollCall( 1874) was more related to its technologica
attention, than to its ethical implications in contemporary politics. The Colours (1898),

which has been considered a methodical painting in Butler $'s  weeisifound out to be a

genuine artwork that involves unique factors on art -historical and personal levels. The

recognition of the agency of working conditions discloses an overlooked affinity between

Butl erSs Sc o t(183lpahd Kesthretic Aamdseape paintings by James McNeill

Whistler (1834-1903): both artists deployed an analogous mode of observation. Eye -

witnessing, in contrast to popular conception, was not a requisite practice for good

paintings of war, as its efficacy is questioned by examini ng B Ewicted (189@), war

correspondent arti st s-Warpictwes.ur es, and her Great
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Chapter 1: Introduction

1. 1 Defining the Thesis Objectives

1.1.1 Towards a New Approach to Lat e Victorian Battle Paintings

Historical justice, even when it is genuine and practised with the purest intentions, is
therefore a dreadful virtue because it always underm ines the living thing and bring s it

down: its judgement is always annihilating.

R Nietzsche, On the Uses and Disadvantages of History for Life *

Late Victorian battle painting might be one of the most difficult subjects to discuss
unhistorically in the cur rent age of political activism in which the critical vocabulary of the
social history of art has been popularised to the public level. To many modern viewers, the
paintings that illustrate fighting British soldiers in imperialistic wars are nothing but
representations of contextual meanings of impersonal history that are deemed more
essential than the artworks themselves. However, the prevalence of historical context in art
appreciation under the roofs of art museums can be seen as what Friedrich Nietzsche
called roversaturation of history, R ofiah baitle

paintings had personal relations with individual viewers in the past and obstructs our

! Friedrich Nietzsche, Untimely Mediitations , ed. Daniel Breazeale and trans. R. J.

Hollingdale (Cambridge: Cambridge University Press 1997), 95.

16

compl



potential to have unique relations with them now. 2 The aim of this thesis is to attempt to

redress the balance between the contextual meaning of Victorian battle paintings and the

individual dynamism of the art objects. This will be done through a series of focused

studies of the works of Elizabeth Thompson Butler (1846 -1933), using the anthropological

theory of Alfred Gell (1945 -1997) in a critical way. But ler is not only the most renowned

battle painter in her time, but is also the most cited artist in social -historical research on

Victorian battle painting due to the contextual si gni fi cance of her works.
its explicit opposition to the mea ning of art in an abstract context, is characteristic in
prioritising the agency of art in i mmediate soci
Butl er Ss ar t wneficiklsn elucidatihg hdwebattte paintings and the relevant

factors interact ed with each other, rather than foregrounding what the artworks mean to

either the Victorians or modern viewers. The knowledge of the operative aspect of the

oeuvre of the most contextualised battle painter will enable the modern viewer to

overcome the web of meaning surrounding Victorian battle paintings as a whole and to

have more open relationships with the surviving artworks.

The introduction consists of three sections. Sect ion 1 introduces the subject of late
Victorian battle painting and Elizabeth Th ompson Butler and raises a question over the
excess of meaning in the field which is under the influence of the social history of art

which treats artworks as representations of abstract patterns of thought. The next section

summar i ses Al f rpelagicaGthelory & art aadrintrdduces its reception in art

2 lbid, 83.
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history. It poses Gell Ss theory as an alternat.i

battle paintings by its strength to elucidate the action of artworks in their immediate
relations. The last section reviews modern researches, and contemporary accounts of

Victorian battle paintings and outlines subsequent chapters of the thesis.

1.1.2 Butler and Victorian Pain tings: A Problem Posed

During the last quarter of the nineteenth century, th e genre of battle painting made a
visible mark in the history of British art with  a surge in popularity and the notable transition
of its guises. The unpopularity of military paintings in Britain in the previous period is
reflected well in the frequently c ited comment by William Michael Rossetti (1829 -1919) in
1862 that rmilitary or battle pictures Rwere the only branch of art in which British artists
were inferior to their Frenc h counterpart s3 Rossetti8 remark was true given the fact that,
from the victory at Waterloo to the mid  -century, British battle art had not roused public
enthusiasm, apart from a handful of exceptions. It is only after the middle of the 1870s
that a more intensive drive to make ba ttle paintings began to be observed in the British

art scene.* The chief inspirations of the new British battle art were the recent Franco-

3 William Michael Rossetti, Fine Art, Chiefly Contemporary (London: Macmillan, 1867), 13.

4 For the popul arisation of battle art in late -nineteenth-century Britain, see J. W. M.
Hichberger, rMilitary Themes in British Painting 1815 -1914R(PhD diss., University College
London, 1985), 130-131.
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Prussian War (1870-1871) and the modern Franco-German military paintings. The works of
Alphonse De Neuville (1836 -1885) and £douard Detaille (1848 -1912) were considered to
be radically different from conventional paintings of panoramic views of grand armies  ; they
represented the visceral combat experience of individual soldiers . seen at close range. In
addition to the C ontinental influence, events in British politics, such as army reforms and
colonial wars created an atmosphere favourable to the reception of battle paintings in
Britain. Butler and Ernest Crofts (1847 -1911) were the earliest British artists who pioneered
the new approach for the subject of war. ° Butler, in particular, gained unprecedented
popularity as a battle painter with  7he Roll Call (1874), exhibited at the Royal Academy of
Arts in 1874, which depicts British guardsmen musteri ng in the aftermath of a battle in the
Crimean winter . After Butler $ ground -breaking success an increasing number of domestic
artists came to establish themselves under the label of iattle painter Sin the British art
scene in the 1880s. The common preoccupation o f such artists as Richard Caton Woodville
Jr. (1856-1927), John Charlton (1849-1917), Robert Gibb (1845-1932), Allen Stewart (1865-
1911), Godfrey Douglas Giles (1857-1941) and William Barnes Wollen (1857 -1856) was to
depict vivid images of Britis h soldiers in battlefield s of historic wars, such as the Crimean

War (1853-1856) and the Napoleonic Wars (1803 -1815), and the contemporary colonial

5 About the impact o f the Franco -Prussian war on the works of Crofts and Butler, see
Peter Harrington, British Artists and War: The Face of Battle in  Paintings and Prints, 1700 -
1914 (London: Greenhill Books, 1993), 181-182. About the influence of French Military
painting on the works of Butler, see Paul Usherwood and Jenny Spencer-Smith, Lady

Butler: Battle Artist 1846 -1933 (London: National Army Museum, 1987), 160-162.
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wars in Asia and Africa. ® These battle painters, who roughly belonged to the  same
generation, formed a compe titive scene of battle art in Britain for the first time in history.
While the individual styles of their paintings varied, they are distinguishable from war
paintings of other periods by their emphasis on the experience of common soldiers and
the details of battle fields. Late Victorian battle art enjoyed widespread popularity through

oil paintings and reproductions before it was increasingly outmoded around the time of

World War |, when the aspects of modern warfare radically changed.

It is certain that late Victor ian battle painting is qualified to be of art -historical interest. It
is akin to an artistic movement on the grounds that a limited number of artists pursued a
common artistic goal to visualise battle scenes with a self-awareness of their trade, a nd
within a specific timeline . However, despite its potential to be regarded as an artistic
movement in its own terms, late Victorian battle painting is arguably the least popular
subject in Victorian art studies compared to other artistic movements such a s Pre-
Raphaelitism, Aestheticism, British Impressionism, and British Post-Impressionism, which all
underwent a stage of art -hi st or i ¢ alThefreceperationadf &rt -historical and
curatorial autono my of Victorian art against the Francocentric moderni st historiography is

an ongoing process, in motion since its beginning in the 1960s. Yet Victorian battle

® lbid, 167.

" About the sequence of the rediscovery of the Pre -Raphaelites from the 1960s which is
the be ginning of the revival of Victorian art history, see Marcia Pointon, ed, Pre-

Raphaeltes re-viewed (Manchester: Manchester University Press, 1989), 2-3.
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paintings are those which have least benefited from the general revival of Victorian art
history. In the 1980s, Victorian battle art was rediscovered by pioneering researchers, and
a large retrospective of Butler, featuring works of other battle painters, was held at the
National Army Museum in 1987. However, it is questionable whether the recovery of the
history of British battle paintings in the 1980s  eventually enhanced the art -historical values
of the artefacts themselves. It is hard to say that the modern viewer can differentiate
between individual and periodic styles of Victorian battle paintings , let alone the names of
battle painters, as they can with other Victorian artworks by artists of the aforementioned
movements. Consequently, the majority of Victorian battle paintings are not on display at
art museums where they belong , but the usual venu es for Victorian battle paintings are
confined to national and local army museums, in which the paintings tend to be considered

as impersonal artefacts representing history rather than individual artworks 2

8 Tare Britain permanently displays John Singleton Copley $ spectacular The Death of
Major Pierson, 6 January 1781 (1783) in the eighteenth -century section, but it does not
exhibit thei r collections by Butler and Woodville in the nineteenth  -century section. The
Manchester Art Gallery does not exhibit Butler $ great success Balaclava (1876) while it
lent it for a foreign exhibition , Her Paris: Woman Artists in the age of Impressionism
(October 2017 - September 2018), which toured Denver, Louisville, and Williamstown in
the US. The Walker Art Gallery has paintings of Woodville and  Crofts but does not put
them on show alongside works of other movements in the same period. One exception
is Leeds Art Gallery which exhibits several late Victorian battle paintings, including

B ut | Scotgnel for Ever!/ (1881), at the centre of its ninet eenth-century section on a
long-term basis. As for the National Army Museum, which has the largest collection of
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The cause of the comparative oversight of the a rtistic value of late Victorian battle art is

complex, especially when it comes to the problem of taste. Nevertheless, the modern  -day
marginalisation of the genre can be explained in relation to the framework of the social

history of art, which was embedde d in the foundational research in the subject in the

1980s, and which has a lasting impact to the present day. When both Matthew Paul Lalumia

and J. W. M. Hichberger researched the neglected subject of Victorian battle paintings in

accordance with the meth od of the social history of art, the choice of the fra mework was

hardly a coincidence, as it agreed with the particular phase of art history after 1968 which

is sometimes dubbed as Fthe radical art historyS
the radical art history is inseparable from the politicalor i ent ati on of the Gener
it became synonymous with the social history of art in its reaction against the formalist art

history of the previous generation. ° On the surface level, the discipli nary methods of the

new art history consist of theoreti cal approaches of Marxist, Feminist, Psychoanaly tic, and

Structuralist thought. ° Regardless of these diverse approaches, new art history can be

characterised as a text/context model which situatesart wor ks as FtextS to ser v

Victorian battle paintings in the UK, the independent gallery for paintings came to be

realised only after the major redevelopment of the museu m finished in 2017.

% For the introduction of the radical art history in relation to social history of art, see
Jonathan Harris, The New Art History: A critical introduction — (London; New York:

Routledge, 2001), 6-9.
10 |pid, 7.
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of the wider social  c o n ! énxthisSext/context model, artworks are expected to be
symptomatic entities that rreflectR and repitom
from which they originate. !? In the social history of Victorian battle painting, too, artworks

are treated as visual symptoms or evidence to diagnose or prove the existence of specific

patterns of thought in the given period of time: for Lalumia, Victorian battle images are

evidence of the sdemobmenat R of the time, rewher ea s
expressions of i mperialism whi chclwaesrse ipddérotl ogfi e
Despite these different conclusions, both studies share the same type of framework that

treats Victorian battle paintings as transparent windows to see the matter mor e essential

to them than the artworks: the mindset of people in the past. This framework has merits

when contemplating the history of ideology through a selected group of artworks, but it

downplays the individual specificity of the artworks by making them subordinate products

of the collective and abstract concerns that are assumed to be real in the period. In the

social-art-historical framework, Victorian battle paintings remain as materials of secondary

importance whose existence is only justified by refe rence to collective and abstract notions.

1 |bid, 26-27.
12 \/ernon Hyde Minor, Ar t Hi st o r(ye® ¥orkiAresticeoHall, 1994), 145.

13 Matthew Paul Lalumia, Realism and Politics in Victorian Art of the Crimean War (Ann
Arbor: UMI Research, 1984), 151; J. W. M. Hichberger, /mages of the Army: The Military in
British Art 1815 -1914 (Manchester: Manchester University Press,1989, 4.
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Yet the social history of art persists as the m ajor framework for the subject in successive

studies.

In the social history of Victorian battle paintings, Butler is the most distinguished figure
for many reasons. She has acquired her art -historical status by being the most successful
battle painter in her time, but also through the fitness of her work to prove points of
ideological explanations. Unlike other battle painters who were generally silent over the
social context of their artworks, Butler was conscious in defining the meaning of her artistic
activities in conjunction with the social context through substantial publication. She and

her supporters wanted her artworks tfa emd irsemadS iam

fheroism,S as i f they foresaw | at erdimentsuodli e s t h
Fdemocracy$S and fimperialismS. I n this framewor |l
its significance in the context of ideology, but, atthe samet i me , the richness of

oeuvre risks being reduced to a few concepts useful for answering some teleological

guestions. This serious deduction is common to all Victorian battle painters, and to alleviate

such heavy generalisation, itisnecessaryt o unf ol d alternative discour
paintings, not as apt specimens for t eleological interpretations, but as effective artworks

that operated under their own circumstances.

The activity of interpreting meieaevlogcaarientafion,ar t wor k
be it Marxism or Feminism, is a distinctive trait of the = development of radical art history,

as it is part of the political activism of the generation of art historians after May 1968. ¥ n

14 Harris, The New Art History , 3.
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this type of art history as activism, ar t objects are often treated as hazardous objects whose
ideologically unsound connot ations need to be exposed by clinical examinations, and then
need to be contained or sanitised. This critical attitude towards art objects has been
practiced within the broa d intellectual movement of Post modernism. The re -evaluation of
Victorian and Edward ian artworks also emerged in line with postmodern new art history,

as it advocated the unique values of the artworks that were formerly ignored by modernist
prejudice.®® However, the relationship between postmodernists and Victorian artworks
certainly has many variants, which are not always agreeable. From the perspective of the
political activism cultivated by the radical art history, many of the Victorian artworks with
disturbing political connotatio ns need to be vanquished rather than to be valued. The
public statues branded as imperial memaorials, for instance, statues of Ceil Rhodes in Cape
Town and Oxford, became vulnerable to political antagonism of the postcolonial and a nti-
imperial population. ¢ As for paintings, the most signalling political action  in recent times
was made against John AViad &nil thenNyMshs €18I6)oatl the Ss

Manchester Art Gallery in 2018; the painting was temporarily removed from the wal | of the

15 Tim Barringer, Reading the Pre-Raphaelites (New Haven: Yale University Press, 2012),

19-21

16 Justin Parkinson, rwhy is Cecil Rhodes such a controversial figure?, RBBG April 1, 2015,
accessed January 10, 2020, https://www.bbc.com/news/magazine -32131829; Nadia
Khomami, rOver the third of Oxford stu dents want Cecil Rhodes statue removed, R 7he
Guardian, January 15, 2016, accessed January 10, 2020,
https://www.theguardian.com/education/2016/jan/15/oxford  -students-cecil-rhodes-

statue-removed.
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gallery as part of the curatorial project that involved the artist Sonia Boyce (b.1962). Boyce
claimed that the act of removal intended to prompt dialogues about gender, race, and
class issues: the typical contexts of the critical social history o f art. However, the attempt
to politicise the presence of mythological picture at  the art gallery was unsuccessful, as
the museum had to place the painting back in its original spot within a week under the
pressure of the public that regarded the painting  as an apolitical object to cherish, not an
uncomfortable object to retire. 1’ Boyce and other political activists would conclude that
the twenty -first-century public has grown to be more conservative and reactionary than in
the previous century. However, thi s reaction also reveals the downturn of the text/context
model of the social his tory of art, which is losing its edge, having become a conventional
reaction unimpressive to many people who do not see artworks as dry texts subordinate

to ready -made contexts.

17 Sonia Boyce, "Our removal of Waterhouse's naked nymphs pai nting was art in action,"
The Guardian, February 6, 2018, accessed April 22, 2019,
https://www.theguardian.com/commentisfree/2018/feb/06/takedown  -waterhouse-naked-
nymphs-art-action-manchester-art-gallery-sonia-boyce. BBC "Victorian nymphs painting
back on display after censorship row," February 2, 2018, accessed April 22, 2019,
https://www.bbc.co.uk/news/entertainment -arts-42917974. Jonathan Jones, "Why have
mildly erotic nymphs been removed from a Manchester gallery? Is Picas so next?," The
Guardian, January 31, 2018, accessed October 10, 2018,
https://www.theguardian.com/artanddesign/2018/jan/31/hylas -and-the-nymphs-jw--
waterhouse-why-have-mildly -erotic -nymphs-been-removed-from -a-manchester-gallery-

is-picasso-next.
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In exhibiting Victorian battle paintings, the political contextis stillcons  idered as the primary
factor, which overwhelms other considerations of the paintings, and the social history of
art as the canonical framework for battle paintings appearstor  esult in stalemate, as in the
Artist and Empire exhibition at Tate Britain (2015 -2016). The exhibition offered a rare
opportunity to see Victorian battle paintings in one place by devoting a whole corner of

a section to the subject. This temporary Victoria n battle gallery at the Tate was one of the
most impressive sections that could have revised and redrawn the subject at scholarly and
journalistic levels. However, there was no attempt to see the paintings outside of the usual
social-art-historical framewo rk. The three-day international conference celebrating the
exhibition (24 -26 November 2015) was heated by debates among the curators, speakers
and audience over non -militaristic objects, and the show was controversial to attendees
from former British colon ies, but none of the speakers discussed the Victorian battle
paintings in detail , as if their meaning was already slotted under the label of hard -line
imperialism. The press utilised the battle paintings as eye -catching images for their reviews

but generally dismissed them as propaganda images, discussing them in terms of

riingaiisnmeRi alism, R an & Despitt thesa gegerictrasponsespthes .

18 Jonathan Jones,r Ar t i st and {Eacpgtivatig look at theecalonial times we
still live in ,R The Guardian, November 23, 2015, accessed April 22, 2019,
https:// www.theguardian.com/artanddesign/2015/nov/23/artist -and-empire-review-tate-
britain. Laura Cumming, r Ar t i st and Eilugtratiors minus thé narvative ,R7he
Guardian, December 6, 2015, accessed April 22, 2019,
https://www.theguardian.com/artandde sign/2015/dec/06/artist -and-empire-review-tate-
britain. Mark Hudson, r Ar t i st and rEamprevieve ‘just foagoas enBugh’ R
27

¢



Tate attempted to formulate a revisionist perspective on the image of all imperialistic

Victorian b attle paintings, in which Butler played a crucial role in association with the word
fhumani t ar i an’hesReyGnrantsBian Arey ($879) (plate 1) was a considerably

different type of battle painting from others in the exhibition, which portrayed the British
soldiers against the overwhel mingasats¥@madsft ack
Remnants depicts an episode during the First Anglo -Afghan War (1839 -42): two survivors

of the British retreat from Kabul in the winter of 1842 - the assistant surgeon William

Brydon (1811-1873) and his gaunt horse f arrive in Jalalabad, leaving behind thousands of

soldier and civilian casualties, dead or captured. As a beautiful oriental landscape, the

painting has a distinctive appearance from other, belligerent , last-stand paintings. This

The Telegraph, November 23, 2015, accessed April 22, 2019,
https://www.telegraph.co.uk/art/what -to-see/artist-and-empire-tate-britain. Mark Brown,
"Artist and Empire at Tate Britain: cryptic paintings of violent Imp  erialism," The Guardian,
20 July 2015, accessed April 22, 2019,
https://www.theguardian.com/artanddesign/2015/jul/20/artist  -and-empire-tate-britain -

elizabeth-butler -cryptic-imperialism.

1% The list of the Victorian battle paintings at the exhibition as fol  lowed: The Remnants of
an Army. Jellalabad, January 13th, 1842 (1879) by Butler, The Last Stand at Isandlhula
(1885) by Charles Edwin Fripp, The Death of General Gordon, Khartoum, 26th January,
1885 (1893) by George William Joy, 7o the Memory of Brave Men: The Last Stand of
Major Allan Wilson at the Shangani , 4th Dece mber 1893 (1897) by Allan Stewart, and

The Last Stand of the 44th Regiment at Gundamuck, 1842 (1898) by William Barnes
Wollen. See Alison Smith, David Blayney Brown, and Carol Jacobi, Artist and Empire:

Facing Britain's Imperial Past (London: Tate, 2015).
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visual specificat i on,ntehtibndo chticise the Seabndéngm f -Afghart i st Ss
War (1878-1888) t hrough the painting, and her associ :
complete the image of Butler as the figu re of reconciliation the Tate wanted to

emphasise® The Tat e Ss stog ufVistdrianmattle art ispiesumably understood

as a narrative of the survival of the conscientious few against the imperialistic many. Yet

such an ethical dichotomy can be questioned by the very prevalence of the last -stand

paintings in the show be cause Butler was not only known for her sympathetic illustrations

of war, but also her Quatre Bras (1875) popularised the theme of last stand as a
rcompositional 2t MadeJRatré Bras Beeri dt ¢he show instead of T7he

Remnants;t he Tat eSiss eomphButl er Ss | iberalism would not
2). Furthermore, the temporal relationship between the two pictures hardly explains any

kind of change of politcal opi ni ons in the artistSs consciousn
images are di stri buted through the artistSs oeuvre \
sympathetic 7he Roll Call ayear before Quatre Bras, and she was working on 7he Defence

of Ror k anf Scotlandifaf Ever!, which can be interpreted as thematically belligerent

paintings, atthe sametimeas 7heRemnants To conclude, the thematic
paintings, whet her violent or sympathetiat, cann

opinions in any categorical sense. The Artist and Empire exhibition revea ls the limit of the

20 |bid. 110.

21 J. W. M. Hichberger, /mages of the Army: The Military in British Art 1815 -1914

(Manchester: Manchester University , 1988), 77.
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social history of battle painting, whose perfunctory method cannot be justified by further

accumulations of interpretations.

It is true that text/context model  sets up a workable framework to involve a wide range of
factors that are as sociable with artworks. Yet the richness of social factors is often flattened

in a social history of art that prioritises the discovery of patterns of historical development.
The discovery of latent meanings of artworks has been regarded as the most prized
achievement for the art historians i*Howeveent abou
the majority of interpretations of artworks will lose their significance when there is an
excessive accumulation of meanings. In spite of its less illuminated statu s, Victorian battle
painting seems to be no exception in garnering an excess of interpretations. Therefore,
this thesis will not add another interpretation of Victorian battle paint ings but will discuss
them as if they are anthropological objects from a di  stant civilisation, whose political
meanings do not need to be our primary interests. This does not mean that this thesis
enlists itself in the discipline of anthropology as whole; it means to examine Victorian
battle paintings by using the anthropological framework of Alfred Gell whose awareness

of the excess of meaning in art theory agrees with mine.

22 My stance on historicism largely concurs with Ka r | PopperSs criticism of
asserted in 7he Open Society and Its Enemies 1 (Princeton: Princeton University, 1971)

and The Poverty of Historicism (Milton Park: Routledge, 2002).
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1. 2 Met hodol ogy: Al fandits R&eptonSs Fr amewor k

1. 2. 1 Al f mérdpolGog of ArS s A

Alfred Gell (1945-1997) was an anthropologist famed for his original theory of art in Art

and Agency: An Anthropological Theory (1998)% Gell asserts the necessity to develop a

rdistinctively anthropol ogitcthdcontetmporar yypromosalsar t R i |
within anthropol ogysptaci fbandeest hoart bie desnied ds o r wh a't
primitive or ethnographic art objects. 2 Accor ding to hi m, aesthetic
schemes, R that account | i tanthrepoldgy such has sntplpeo sedac i
cont ext of art product i on® Gelt views that the grospect of and r ec
formulation of rindigenous aestheticsR does no
about other cul tur es, RhetetpansionsVresst @eminy vi ®avfeu Is Sf @ e
sensibility, and such an rappreciativeR approac!|

that should concentrate on social rel aApathshi ps

from the aesthetic approach, Ge | | S's a n ty of arbyamadedo oppose the semiotic

2 For the biographical information about Gell, see A lan Macfarlane, rAlfred Gell (1945 -

1997), Rroceedings of the British Academy 120 (2003): 123-147.

24 Alfred Gell, Art and Agency . An Anthropological Theory (Oxford: Oxford University
Press,1998). 2.

%5 |bid, 3.
%6 |bid, 3-5.
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approach within anthropology, such as that of th
was set against the institutional theory of art by Arthur Danto that defines art as something
endorsed by ther epresentativesof t he rinstitutionally recoghni zec
dealers, and collectors.?? Dant 0Ss definition of ar t i s probl en
makes art as an inherently metropolitan phenomenon whose environment considerably

differs from wher e ethnographic art objects are made and used. Hence, Morphy proposes

to define art objects in terms of rhaving semant
for presentational or r’% el eriticeses tthe tideatishi@ frait gf ur pos e s
Dant 0Ss theory which views art as a system of bel
artworks as trapsR (1996), but MorphySs proposi
ethnographic objects, is equally unsatisfactory to him. Ruling out the anthropol ogical

significance of aesthetic, Gell maintains the position to not to see the work of art as a

language-like institution and to avoid discussion of the symbolic meanings of art objects

in any intrinsic sense. terbefhdion,i intended to shangeéhtket ar t i

worl d, R and his al ter na agence inténtion casation, kesult, andus es or

transforamad /jotnhe? practi cal medi atory rol & of ar't
His framework defines art by thevi r t ue of it s r f uprgdidna matrimih t he s
27 Ibid, 5.
28 |bid, 5.
29 |bid, 6.
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which it is embedded, R while serving to study r

medi ating so®ial agencyR.

Gel |l Ss theory of ar therthanbeasty an mearong, cansjsts naf yniquer a t
concepts and terms whose introduction is necessary tounderstand the F Art Nexus$S an
entailing diagrams proposed in  Art and Agency . The foremost concept in
FagencyS whose edefeil mitteidon oi § piem sS0. n SA cacnodr dfi pnegr st oon
agency is a causal factor that initiates partic
settings® Si nce it cannot be established without part
exerciseitagency can be equatoad wiiltth otrhd nrtreinid onR of
makes ractionsR and c¢ ha n%y@eadiits that theecaysal rglationc a | wor |
between intentions and actions can be questioned in philosophy and sociology;

nevertheless, he maintains that his notion ofage ncy pertains to the TFfolk
reasoning is different from Western rationalism, which requires objective explanations of

causality. According to him, what is pivotal in the emergence of social agency, inaf olk

sense, is the psychology by whichan event i s actually caused by t}
a social agent.®® These persons with agency do not need to be traditionally accepted

entities such as human beings, but things such as artefacts can also be pers ons, in so far

%0 Ibid, 7.

3 Ibid, 16.

32 |bid, 16.

3 Ibid, 17.
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people rattonbRt eoi hhemti n p ar3t This tadical defirstionc i a | ac
of FfpersonS refl taanid iantihryomoltdhgyw®Ropl eSs respon
as idols that play agent roles alongside the sentient b  eings. However, it should be noted

thatGel | Ss concept of personhood is not contrived
with art appreciation in modern Western societies. What is vital for being a person is the

matter of exertingndgeerd$ whidchKdi st frmhamdedS i n

consequently fabductedS$S by the individual recipi
definition of a person can be transferred beyond individual objects, as Gell suggests even

the reventsesuRncahebmi per sons beyertinglhe agenaytonte r o f t |
patients.® The agency of a person does not only have an effect in a single sequence of

agent/ patient relati on, but is also able to mul
personhood, R even when it i s dsca-baumary Gelloyndtnedest he phy

example of distributed personhood from the action of Khmer Rouge soldiers during the

Cambodian genocide under the regime of Pol Pot (1975 -1979).36

7

Gell Ss claim thatofhagéonti hetadkheatse tuateomlsSi
in Indigenous and Western societies is backed by his explanation of its semiosis by
borrowing terms such as findex$S and Fabduction$

object is classified as an index. The definition of index w as coined by Charles Sanders

3 Ibid, 17.

% 1bid, 7; 222.

% |bid, 20-21.
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Peirce (1839-1914), who uses the term to explain the human behaviours concerning natural
signs or pPrs®déxi cabsail events. Its usual exampl e
may not be a fire, but nevertheless it ind uces people to make actions based on their
hypothesis that it was caused by a fire; another
not always be kindness.” Whet her they are smoke orr&rpeopject
to make inferences inreal life,and such a type of inference is 7
which is a mode of inference employed for deal i |
inferenceR merges wit h ¥rGQelyemphastses abductoon as thexchiefr enc e s .
mode of inference in a rt-like situations to avoid making the equation between art and

language.

I n a sense, Gel |l Ss adaptation of the semiotic
abduction of agency promotes the status of formal and decorative effects of art works to

the same level of importance as the symbolic meanings of art objects. This arrangement

makes the assessment of the psychological effectiveness of art objects an important task

in the anthropology of art. Gell puts much effort into explaining how visual features  of
artefacts might rmotivateR the abduction of age.!
F Gestalt psychol ogy$ de eGelbdesribeslthy moRvatbrodfthe Ar nhei r

abductionof agency as rcaptivationR or r emismayhement , R

37 Ibid, 13.

3 |bid, 14.

39 |bid, 67. See also Ibid, 43.
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notion of the renchantment of technologyR: fasci
triggered by the technical virtuosity of the artist and the complexity of decorative patte rns

whose effects are realised based on their social efficacy. °

Having explained Gell Ss concepts of agency, it i
According to Gell, this is a table enables one
relaions bet ween t he floiuke pdiatyweats taSnsi$sa rtttrhee maAr ufiac
the FlndexS which mediates agency; the FPrototyp
and the respondent to t HeThesenfauetermsiae tapatenthieReci pi e
two positions of F Age nto$heirraledin paRieularisecial reftiomsc c or di n g
as mentioned above, any fthing$ can be an agent
virtue of their motivational power to trigger the abduction o f agency. Some of the twenty

cases in the table can be cited here : the prototype is an agent in relation to the artist as

a patient, as it rcontrol s artistSs action, R as
case of patronage, the patron or recipient is an agent in relation to the artist as a patient;

thei nherent quality of the material rdictates toR

in relation to the artist as a patient (plate 3)

with the suffixes -A and -P and an arrow sign: the first instance men tioned above is to be

40 1bid, 68-75. See also Alfred Gell, The Art of Anthropology: essays and diagrams , ed.
Erich Hirsch (Oxford: Berg, 2006), 163.

4 Gell, Art and Agency , 217.
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expressed as Prototype-A Artist-P; the second one is Recipient -A Artist-P; the third

one is Index-A Artist-P.

As the binary relations classified in the Art Nexus cannot refer the bulk of art -like situations

t hat happen between more than t hesthecomppledtyadr s, Gel
agency within an index by dividing the agent into the primary and the secondary according

to the responsibility for there ci pi ent Ss acti on, which i1is indica
arrows. The most comprehensive examples Gell uses to explain his method are the cases

of two paintings by Leonardo Da Vinci (1452 -1519) and Joshua Reynolds (1723-1792). In

art-like situations made in the vicinity of the Mona Lisa (c.1503-1506), the artist is the

primary agent due to the excessive fame of Leo nardo Da Vinci to the recipients, while the

likeness of the sitter is the secondary agent, subordinate to the artist. This is the case when

the issue of artistic genius is domin ant, and in this formula, the artist is placed in the

leftmost as the primary a gent, while the prototype is the secondary agent:

[[[Artist-A]  Prototype-A] Index-A] —» Recipient-P*

Another case is Doctor Samuel Johnson (c.1772) by Reynolds (plate 4). Due to the
JohnsonSs fame as an extremely achieved man of
compelling aspectsR ocod wothinds oneS st haep pperairmanr y agen

reactions, while Reynolds, whose esteemed status in British art h istory and virtuosity might

42 |bid, 52.
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not be recognised by many, plays the role as the secondary agent. This case, which is

applicable to realistic painti ngs, can be expressed as:

[[[Prototype -A] Artist-A] Index- —— A] Recipient-P*

Gell develops his linear formula into more complicated tree  -structure in order to fully map

out simultaneous abductions of agency within the possible relations formed with the four

terms. Gell demonstrates the application of the tree structure through sever al cases
including school room artwor ks, the surreali st !
statue commissioned by Pope Julius II, but the most successful application of the structure

is demonstrated to the case of Di ego Vel &zepy ¥ans sslashed by Mary

Richardson in 1914. According to Gell, multiple levels of abductions of agency are
FinvolutedS through the social relations among
Richardson), the two prototypes (Venus and Mrs. Pankhurst), the two indexes ( the Rokeby

Venus intact and slashed), and the two recipients (Mary Richardson and the outraged

public) (plate 5). 4

Gell Ss method of tracing the hierarchical flow o
Nexus and form ula, based on the assessment of th e psychological operation of the index,
is the most comprehensive and distinctive feature of  Art and Agency . However, when Gell

deals with the notion of the Fdistributed objec:

43 1bid, 52-53.

44 1bid, 64-65.
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ceases to use the Art Nexus, and devi ses a new way to diagrammatise the social relations

between things in temporal dimensions. Such a diversion can be considered as an

alteration of the initial aim of Gel |l Ss project
needed”® According to Gell, a distributed object is
with a rtenuous unity, R whose agent is either a ¢

chapter, Gell carefully discusses what the elusive unity of a corpus is in te rms of the style.

He primarily opposes F. Allan Hanson, who regards certain features in Maori patterns as

reflections of their specific patterns of life, based on the assumption that a Maori artwork

is a rsynecdochefRAwdrdinylteodGellj thecstylistic unityef.art objects is

not evidence of the runity of the thoughtR of a
is no stylistic unity as such, but only a cognitive saliency, made by the morphological

transformation of artefacts cause d by man eint injunct i oartsf&tualvi t hi n
relationsR; he tries prove this through | ong me
documented in the Marguesan corpus made by the ethnographer Karl von den Steinen

(1855-1929)#" In the last chapte r, the concept of distributed object is explained more
straightforwardly, as the corpus of an artist, and as a depository of collective experience.

The for mer is exemplified by the works in Marce

45 Robin Osbourne and Jeremy Tanner,ed., Ar t Ss Agency &0xi@rd:Art Hi stor )
Blackwell, 2007), 22.

4 Gell, Art and Agency, 160-161.
47 |bid, 162-163; 217.
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inter-artefactual relat ions within the biography of Duchamp graphically thorough the table

made by empl oyment of the concept of TFfretention
phenomenology. 8 Gell discusses the latter through the case of Maori Meeting Houses

researched by Roger Neich. The meeting houses are not symbolic objects, but the

objectification of collective agency by having an organic structure with many parts, and

which is both rprospective and retrospectiveR at
in competition w ith another community and the obijectification of the living spirit of
ancestors® Gel | Ss discussions on distributed objects
as a diversion from the book whose title eludes a sole focus on agency. However, the

conceptis not alast-moment <contrivance, as it is in fact
wor ks, such as rThe Networ k of & dmopology ofSt oppag
Time (1992). Nevertheless, it offers a useful framework for the studies of both individu  al

artists and collective movements by the idea that any works in a corpus can be discussed

in terms of their inter -artifactual and temporal significance.

1. 2.2 The Reception of GellSs Theory in Art H

8 |bid, 239-247.

49 |bid, 232-256
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Gell Ss anthropol ogi caldinh Mg andyAgercy haa drawn enxcp oun d e
attention from various disciplines within the social sciences and humanities. *° Yet three

works are worth mentioning in this thesis as far as art history is concerned. Art Ss Agency
and Art History (2007) is the most notabl e work as anart-hi st or i c al response
theory. Edited by Robin Osborne and Jeremy Tanner, the volume is a proficient review of

Gell Ss theory, which also demonstrates the appl
anthropology, archaeology, and ar t history. Its critical introduction acknowledges the value

of Gell Ss theory as a meoamirnngefaunli nsghR ftto Sorfet geermpchyaRs
it maintains a certain degree of reservation fro
toexisting art theory. Ot her contributors to the volu
reservation, as they borrow metho ds and concepts from Art and Agency but apply them

for their research areas, and not without modifications and refutations. For instance, in the

case of Mesopotamian artefacts, l rene J. Wi nter
and aesthetic conv entions of societies that are determinative in deciphering agent/patient

rel ati ons, as they are r mar*@shboRe dknowedgesetief or m i r

efficacy of GellSs methodol ogy which rsharpens

%0 Liana Chua and Mark Elliott, ed., Distributed Objects: Meaning and Mattering after
Alfred Gell (Oxford: Berghahn, 2013), 1.

51 Oshorne, Ar t Ss Agency a2Bd Art History
52 |bid, 42-43.
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doing to u s % Rlowever, he also stresses that its singleness might obscure us from seeing

an runmappable variety of pos snthelrsforvabduttidns, R as i
of the indexical signs, which will vary and change overtime. % Whi t ney Daismios Ss cr i
Gel | is much stronger than other comment ator s,
objects to mere effectual objects whose agency is re adily abducted by the recipient. To

Davi s, Gell Ss framework is not anddny foitheal I 'y vi
particularity offine -art and aesthetic objects whose agency
to the recipients, duetoitscharacte r i sti c cognitive Ffuninferabilit

artefacts.®®

Distributed Objects.: Meaning and Matte ring after Alfred Gell (2013) is another volume
dealing with GellSs theory published following
which reflected on the first ten years after the release of Art and Agency . Edited by the

social anthropologists Liana Chua and Mark Elliott, the book is more affirmative about

Gel | Ssthtame ®syporne and T dAman@Agéisy.a sl tr urnefganridsshed b u e
which is not to be celebrated as a rheroicR ef
contributi omewo debas e rafdApait frer thehussal. durse of

summarising the content of Art and Agency , its introduction recounts both the critical

53 |bid, 194.

54 |bid, 196-197.

%5 |bid, 217-218.

6 Chua, Distributed Objects , 3; 21.
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responses against Art and Agency in the field of anthropology, which they accuse if the

rsel ect i v eonofimsights oprmnm aatnit hr opol ogi cal disciplines,
picking, R and those responses that aciityntowl edge

greater disciplinary fields. > The vol ume ai ms t o -lboking Bralt h rfo
retr osp e ediony e RAtam/fAbency whose agency is abducted for exploring

each contr i bk @One $fsthe snod hotable features of the book is the

publ i cati on of Gell Ss previously unpublished art.:i

(c.1985) which discu s ses Mar c el Nebvark bf Siogpayss (1914) in terms of

Husserl Ss phenomenol ogy of ti me. Some of contri
their relevance to this thesis. Si mon Dell, who ¢
nothesitateto poi nt out the | imit of GellSs view that s
of the phenomenon of tempor al transf oringagd i onR |
Dell, DuchampSs oeuvre is heavily influenced by
conditionsR created by such as the decline of ac
small private galleries favouring one -man shows in early twent ieth century France.®® De | | Ss

point is particularly valuabl e a sheoaytocvatarian on f or

and Modernist artworks; in spite of its promise to elucidate the performative aspect of art,

Artand Agency does not offercleartheo r et i cal definitions for rspeci

7 lbid, 16-17.

%8 |bid, 18.

9 lbid, 115; 122.
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that are crucial factors for the Modernist artw orks due to their rapid transitions in the
given period,. %° Warren Boutcher makes another point that is beneficial for the application

of Ge l -seimtic and folk notion of art for the discussion of Western art. He regards

rtextsR as r fecutnscR ihoanviinmgg orbgeci al | ives, R and su
rliiterary artefactsR that sti mulate recipientssS
po | i t® Boatther Rndeavours to prove his point through examining Early Modern

British accounts of the idea that text is a Iso a technique to enchant, which would expand
the definition of |l anguage in Gell Ss tloealyry and
avoids the association between art obuselucim s and
discussing Victorian battle paintings whose shapes are heavily conditioned and specified

by their social relations with published or unpublished texts.

Thel ast work to be ment i oAreAgercysandliming®lesemce froman Ec k S
the Animated Image to the Excessive Object (2015), which is a significant volume by virtue

of being a monograph i mplementing Gel leSosArff r ame wa
and Agency out si de of Angl ophone countries.on¥fan EckS&
personhood and enchantment in her review of the reception history of Baroque artworks.

As a single volume devoted to demonsmWesterhnng Gel
art history, Van EckSs work is aki nstakediffardmte pr es e

paths from the same crossroad. Van Eck is more interested in proving the centrality of the

%0 Ibid, 120.

®1 Ibid, 159-161.
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irrational reception of art in Western art history by utilisi ng Gel | Ss framewor k,
evident in her expressionsng shueihnga sR rrtah emastttaetru e
cause and its psychological effect, R antltrbreat:t
seems that Van EckSs wadicdltrendsn amhistos follokingmavido t h e

Fr eedb Be BoSear of Images: Studies in the History and Theor y of Response (1989)

which pioneers the significance of rpsychol ogic
towards art objects in European art hi story that had been overlooked in the discipline. &

Apart from Freedberg, the significance of the irrational and emotive aspects of art

appreciation in Western art history has been highlighted by an increasing number of

scholars including Georges Didi -Huberman, W. J. T. Mitchell, and Michael Fried, and suc h

an intellectual current is certainly ci®®vble as
Gell Ss framework should not hhe abdustiorfdf agendyint o t hat
social relations i n the vicinity of artworks is the gist of the  folk notion of art, whose utility

is wider than vindicating the visceral reception of art objects in both Western and

ethnographic art.

62 Caroline Van Eck, Art, Agency and Living Presence: From the Animated Image to the

Excessive hject (Leiden: De Gruyter, 2015),14-15.

¢ David Freedberg, The Power of Images: Studies in the History and Theory of Response
(Chicago: University of Chicago Press, 1989), xix-xx. Osborne, Ar t Ss Agency and Art
History, 8.

¢ 1bid, 9. See also Van Eck, Art, Agency and Living Presence, 23-25.
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This thesis takes advant aghe puwstit oGiad ingSsymbolih e or y t
meaning of art objects with polit ical judgement in accordance with the convention of the

radi cal art hi story. Slotting Gell as an anti-t
overinvestment in politics and meaning is not a far  -fetched idea ; Gell was markedly critical

of rt he pl 6ei codl pcorrectness, R which was asso.
structuralism and Marxis t cultural theory in his time. ® Nevertheless, what is more

i mportant than Gell Ss presumelSpobki ghtfal cancenaa
to revise th e long -standing tradition of art history that has privilege the meaning of art

since the time of Erwin Panofsky (1892 -1968)5¢ It should be noted that the basic semiosis

of the framework of the recent social hist ory of art might not be so novel apart from its

element of activism. As Keith Moxey points out in his assessmen t of the method of T .J.

Clark, the cultural study of the New Left, in the end, is not far from cultural representation

theory whose roots trace b ack to the Kantian epistemology, and is int he same line with

that of Erwin Panofsky who claims to rse® throu

% ForGel | Ss own remar k on pGell TheArtwbAnthrepolagy €2.t nes s, S
For a biographical account on Gell Ss opposition
Macfarlane, r Al fr ed-1&87) -1871 ¥a@ e implication of the idea of

political correctness with the new art history, see Harris, The New Art History , 25.
% Oshorne, Ar t Ss Agency and Art History

% Keith Moxey, 1 Semiotics anVdwlitdae HStaye, Vadhd2. Hi st ory
No 4. Papers from the Commonwealth Center for Lit erary and Cultural Change (Autumn,

1991), 992-993.
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The method Panofsky put forward under the headin
as an authoritative hermeneutical method. Often without noticin g its authorship, his three -

strata method of interpretation has long been popularised in art history classes with the

usage of the triple terms, FformS, FcontentS, ar

highest goal of the art historianastodiag nose rintrinsic meaningsR of

in art that are supposed to express the rgener a

m n8GRI | Ss framework is antitheticalestobseel conol o
meaning as ran teysRemftiarlt ;preompderit is not concern
the collective mind during the course of history

the context of ®sThecoppaditionrbetweant Parmisky. aRd Gell cannot be

suggested more str ongly than the kind of knowledge each claims to reach: Panofsky
believes that art historiansS$S rsynthetic intuit
sources and their practical experience with artworks can e nable them to diagnose the

symbolic meani ngs of art, whereas Gell believes that his diagrams can lead us to elucidate

the unexpectierdt victoiumeaRri mafes of the worl d.

It should be noted that Gel |l Ss fr ameraditionlbf i s no't

cultural representation to which the present social history of art belongs, and there is a

8 Erwin Panofsky, Studies in Iconology: Humanistic Themes In the Art  of the Renaissance

(New York: Icon, 1972), 15-16
0 Gell, The Art of Anthropology , 17, see also Gell. Art and Agency , 11.
0 Panofsky, Studlies in Iconology , 15; Gell, The Art of Anthropology , 25.

47



converging point between his theory focusing on action and theories priorit ising meaning.

In the end, the word Fagency$S liAsabasilevelaitraicesol ogi s m
to all the causal factors contributing to the emergence of art in social and material settings,

which are not neglected but are meticulously exami  ned in the works by Clark and Rosalind

Krauss!! Linda Nochlin is aware that a certain social history of art fails to substantiate the

actual mediation of ideology by art in social settings. 7?2 Marcia Pointon is also wary of the

simplistic notion that artwo rks naturally reflect ideologies, that might undermine the

integrity of the soci al history of art. Hence, she emphasises the importance of the reception

history of artworks in their original settings. " In his speculation of agency, Gell also did

not compl etely scrap the currency of the symbolic meanings of art and its communicative

function.® These parallels might be indicative of the
exclusive doctrine. However, both thoughts are directed to fundamentally different

objectives f action, and meaning - so these parallels can be seen as favourable ground in

which Gell Ss theory works as a comprehensive alt

present form.

L Harris, The New Art History , 49.
2 Linda Nochlin , The Politics of Vision (London: Thames and Hudson, 1991), XV.

“Craig Clunas, r So cCritichl Tawmsdor AtiHigtono fed. RabertB. i n
Nelson and Richard Shiff (London: University of Chicago Press, 2003), 467.

" Gell, Art and Agency ; see also Osborne, A r t Ss Agency aimnd Art History
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This thesis aims to be an art -historical study of Victorian bat tle painting as part of the
study of Victorian art, not an anthropological study o f Victorian art objects, in consideration
of its primary recipients who are to be art -historians. Moreover, to discuss Victorian battle

paintings in Gel |dssbmithisthesstonhis theoietical system, as it has

already introducedsome cr i ti ci sms of the framework that mak

anthropology of art as a social -scientific rule with positive calibres.

However, Ge |l | Ss vi gi | an cosventompiésédnvietv of tsbesng artworks as
representations of more complete and essential entities, whether content or context, is
particularly valuable, as individual battle paintings tend to be subsumed under abstract
notions. Gell prioritises the soci al relations generated by individual workings of artworks,
rather than their symbo lic meanings in a linguistic sense. Such an attitude offers scope to
see artworks in terms of contingency and autonomy, not in terms of historical significance.
When artworks are not by -products of a system of meaning, but a system of action, the
aspect formerly overlooked as being mechanical, not serving to strengthen the depth of
ideas, could be reinstated as the operative aspect, of which the examination is essential

for di scussing Victorian battle paintings afresh.

Apart from as an antidote to the over saturation of meaning in art history by enabling one

to discuss the operative aspect of art, Gell Ss
of diverse and changeable truths. According to Gell, he does not regard his intellectual
works as contributi ons t o -gtohiengr ormar ch of science, R but

particul ar kind of intell ectual p e r finitivma n c e R
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di s c o v'eByiemsacihy this intellectual attitude, this thesis hopes to add counter -
intuitive discussions into studies of Victorian battle paintings that are already abundant

with intuitive meanings.

1.3 Literature Review and Thesis Overview.

1.3.1 Modern Stud ies of Victorian Battle Painting and Elizabeth  Thompson Butler

In the study of Victorian bat tle painting, foundational work has been done by  Matthew
Paul Lalumia who employed the method of social art history  to interpret the meaning of
images of the Crimean War in his doctoral thesis "Realism and Anti -Aristocratic Sentiment
in Victorian Depiction s of the Crimean War" (Yale University, 1981) and its revised
publication, Realism and Politics in Victorian Art of the Crimean  War (1984). Treating battle
paintings as windows to identify the general sentiment and political concessions in society,
Lalumia argues that there was an "abrupt transition” in war images during the Crimean
War, in which the rheroizing modes of traditional  battle art Rwere no longer accepted by
Victorian viewers who came to acquire more rrealisticRand ranti-heroicRvisions of war. 7

To Lal umi a, such a shaftswasrahiecSiagmdofdédmandi a

S Gell, The Art of Anthropology , 24-26.
6 |Lalumia, Realism and Politics in Victorian Art of the Crim ean War, xxi.
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the time that were caused by two social circumstances. Frstly, the unprecedented
publication of articles and images made in  close proximity to the battle fields enabled the
domestic artists to recognise "the true nature of war ." Secondly, the war was the "least
popular war" due to the i ncapacity of the commanding officers. 7* After the Crimean War,
the "pictorial schemas and motifs" specifically devised for paintin g aristocratic war heroes
in previous periods were "rejected,” while common soldiers rose as the new protagonists
in war images.”® Lalumia views Butler as a significant figure to prove his point by
associating t h e a finitial |itc&s with 7he Roll Call with the rdemocratic Rreforms of
the British army in the 1870s under the Liberal government.  Lal umi aSs aprpr oach
images demonstrates a generic social history of battle paintings which privileges the
nominal projects of institutions and the assumed opinions of groups of people. It also
assumes pictorial images are transparent reflections of abstract notions suchas democracy
and anti -aristocratic feelings, while disregarding the importance of the production and

agentive aspects of the artworks as phy sical materials.

This thesis intends to refute LalumiaSs view an:
the merit of hi s wor k. Mo s t of al I, Lalumi aSs work i S
foundation of the history of British war images itself, consisting  of a corpus and a timeline,

which is more valuable for later scholars than his claim to have decoded the meanings of

" Ibid.

8 1hid, xxii.

9 Ibid, 140-141.

51



the artworks. Attesting to the shift of the general opinions over war and class reflected in
Crimean war images, Lalumia does not only inve stigate a long list of representations of
the war in illustrated newspapers, commercial prints, photographs, and painti ngs, but he
also surveys a wide range of war images from long before the Crimean War. For instance,

to explain what the aristocratic repr esentation of war in mid -nineteenth -century Britain is,
he examines the rinternational mode of battle art Rin seventeenth-century Europe, whose
invention is credited to the collaboration between Charles LeBrun (1619 -1690) and Adam
Fr an Vanider Meulen (1632-1690) at the court of Louis XIV in France. 8 Lalumia also
discusses the development of the authentic pictorial for mula in Britain by Benjamin West
(1738-1820) and John Singleton Copley (1 738-1815), which is an application of the formal
language of Grand manner painting onto the portrayals of the heroic deaths of high -
ranking modern soldiers 2! As an extensive survey of art works concerning the subject of
war accompanied by the sequence of military, political, and art  -historical events over the
time, Lalumi aSs work does not only narrate the histor
attempts to recount a general history of European war paintings with regards to British

battle paintings, which is as valuable to later researchers as it is unprecedented.

Lalu mi a Ss -bgreaking wark is shortly followed by the work of ~ J. W. M. Hichberger
which was first submitted as the doctoral thesis titled "Military Themes in British Painting,

1815-1914" (University College London, 1985) and revised and published as /mages of the

8 |bid, 2-4.

8 lbid, 16-19.
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Army: The Military in British Art, 1815 -1914 (1988), as part of the series of Studies in

Imperialism by Manchester University Press, which was under the editorship of the scholar

of cultural imperialism John Mackenzie. Hichberger's work was the first attempt to write a

history of military art in nineteenth -century Bri t ai n, unlike LalumiaSs w
focus on images of a particular war. Nevertheless, it is clear that Hichberger intends to

refute Lalumia. Hichberger does not see the transi tion of images of war paintings as a
reflection of democrati sation of t he t i-alass, but :
ideol ogies about the army, war , % Hothsteingarteorksmpi r e R
as direct reflections of ideas, Hichb erger is more cautious than Lalumia, but she still sees
Victorian battl e pali heiRolLall,as symbolic enttiesttagproBate | er S's
the interest of the Fimpe#Hathbeéei g&r Ssegamer mdct
Victorian battle pa intings as propaganda images serving a system of meaning relating to

a single concept of imperialism corresponds to the editor Mackenzie$ sociological
frameworktosee r popul ar culture, R which certainly incl:

inwhich ritdeviwewR of the Victoriaf public was rco

82 Hichberger, /mages of the Army, 2-4.
8 |bid, 77-78.

84 John M, Mackenzie, ed., Imperialism and Popular Culture (Manchester: Manchester
University Press, 1986), 9;thisvolu me al so contains FT¥Up Guards anc
Imperialism and Popularart, 1880 -1 914, R a chapter devoted to acco
images of war during Victorian and Edwardian periods, written by John Springhall. See,

Ibid, 49-72.
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The works of Hichberger and Lalumia seem to disagree each other, but they are
homogenous in many aspects as they use the same method. Like Lalumia, Hichberger
chronicles the institutiona | patronages of the military paintings, the careers of British battle
artists, and social and military events from the early nineteenth century to the early
twentieth century , in accordance with the general scheme of a social history of art. Both
scholars are content wit h the method of juxtaposing the political accounts and the battle
paintings of the period in proving the ideological implications of the paintings, without
elucidating the personal and immediate relations that took place in the vicinity of t he
artworks. As to their diagnoses, one might argue that the process of democratisation and
the emergence of imperialism are not contradictory to each other, as they are the two

phenomena commonly observed in the formation of a modern national army.

After the works of L alumia and Hichberger, Roger Thomas Stearn wrote a doctoral thesis

rWar Images and Image Makers in the Victorian Era: Aspects of the British Visual and

Written Portrayal of War and Defence ¢.1866 -1906R (King's College in London, 1987).

Steams$ thesis reviews the artistic and journalistic media concerning the subject of war in

Britain, from the 1860s to the Edwardian era. The work gives detailed accounts of the

careers of British battle painters such as Thomas Jones Barker (1815 -1882), Richard Caton

Woodville (1856-1927), and Robert Gibb (1845 -1932). With regards to Butler, Stearn

di sagrees wi t h Lal umi aSs vi ew t hat -aristoematic wor ks

consciousness of the people against the high officers on the grounds that they only
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emphasi sie@rmrtore of warR in the cont &xoStearh,thesacr i f i
Russian military artist Vasily Vereshchagin (1842-1904), who was familiar to the British

vi ewers, was more rsincereR arharorsofeaRthasthe c R i n
British battle painters, including Butler. ® Howe v er , |l i ke Hichberger, St e
diagnosis without questioning the cultural representation framework, by which he views

Butl erSs works as expressi onks aotf tfhhaet rtdiommei.nant v

S earnSs work has merit in surveying the careers
subjects, including those of the war artists or ¥ speci al artistsS of t h o
distinguished from battle painters by the conte mporaries, as they were sent to the

battlefields to sketch battle scenes in person. 8 Such a division of identities is somehow

blurred in the twenty -first century, which induces one to speculate upon the agentive role

of the speci al ar tuiesthatsiS priviteog &kd ngn cdberocelde -t erm o
witnessing.S$S StearnSs introduction of the detail
as Melton Prior (1845 -1910) and Frederic Villiers (1851 -1920), certainly paves the ground

to think about such a prob lem, regardless the framework in which he discusses the subject.

8 Roger Thomas Stearn, rWar Images and Image Makers in the Victorian Era: Aspects of
the British Visual and Written Portrayal of War and Defence ¢.1866 -1906R(PhD diss.,
King's College in London, 1987), 68.

8 |bid,141.
87 Ibid, 70.
8 |bid, 7-28.
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Paul Usherwood is the most significant scholar who extensively works on Butler as a single

artist. He was a significant contributor to the large retrospective of Butler, Lady Butler

Battle Artist 1846 -1933, that was held at the National Army Museum, the Durham Light

Infantry Museum, and Leeds City Art Gallery from May 1987to  February 1988. Its catalogue,

written by Usherwood and Jenny Spencer Smith, is the most important volume on Butler

apart from the arti s t & biography, as it gathers detailed accounts about most of her

works, and matches them with biographical information, and the political and military

issues of the period. Apart from this monumental catalogue, Usherwood wrote several

articles on Butl er, and it is no doubt that he is the expert in the historical details of the

artist and her works. However, in terms of methodology, he seems to faithfully follow that

of the social history of art in the 1980s, which believes that works of art should be d efined

in terms of conceptualised words such as jingoism, feminism, chauvinism, and so on. In his

articl e, rEli zabeth Thompson Butl er: A Case of
conservatism of the male -centred Royal Academy of Arts that uses Butler as a token of

their weak reformation: he examines a case in which the Royal Academy of Arts did not

elect her as one of its forty privileged members, despite placing The Roll Call in the most
favourable spot at the annual exhibition in 1874, and later nom inating the artist as a
candidate for full membership. ® But | er Ss success in the 1870s wa:

a female artist in her time, and it must have alarmed many established artists in Britain.

8 paul Usherwood, "Elizabeth Thompson Butler: A Case of Tokenism ," Woman's Art

Journal, Vol. 11, No. 2 (Autumn, 1990 - Winter, 1991), 14.
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Thus, UsherwoodSs s pec ulnahipibeiweendhe potiticaborientations al r el a

of the institution and ButlerSs election defeat

the vote was only two, as he himself informs. ° The problem is that Usherwood seems to
be obliged to confer structural mean ings to every occasion in the case to substantiate his

conclusion. For instance, to him, the martial idea which is deemed to be projected in The

RollCalli s rconsistend RhagwieRh of he hes dlcfademy, whi ch

be masculine. Healsosuggests that ButlerSs | ater works,
at the battlefields, and her negative opinions on Aesthetic paintings exhibited outside of

the Academy attest her unchanging faith in the (male) values of the institution as a whole. o

Such intuitive readings of the relations between social entities sound far  -fetched, especially

to a reader who does not believe the universal circulation of meanings without actual

mediations.

The necessarytask of chronicling the history of  British battl e paintings in a linear timeline
alongside corresponding social and military issues s fulfilled by Peter Harrington S British
Artists and War: The Face of Battle in Paintings and Prints, 1700 -1914 (1993). Harrington
is a military historian who utilised hi s extensive knowledge of military history as

explanations for the battle images. He catalogues hundreds of paintings of war  made by

British artists for more than two centuries as well as recounting the history of war and

especially the changing public opin ions about each different war.

% Ibid, 16.

1 lbid, 14-17.
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does not try to prove the development of any fixed ideology within society through

discussing the images, as he was mainly interested in the reciprocal relations between the

battle artists and the public d emand for images of war. In this regard, Harrington is more

relaxed with the problem of meaning in battle art than his predecessors. However, his work

retains tendencies towards the contemporary social history of art, assuming the existence

of the rthmd nalveerfage BritonR and battle paintingss$
this generalmind. 2 Harri ngt onSs choice of the generalisin
for his work means to be a corpus of British battle paintings, not an art  -historical thesis,

while it reflects his intellectual background as a major contributor to Osprey, the popular

publisher in military history.

The accumulation of studies of Victorian images of war from the 1980s to the 1990s is

followed by Ulrich Keller's The Ultimate Sp ectacle: A Visual History of the Crimean War

(2001), which is similar to Lalumia's initial effort in terms of its focus on the images of the

Cri mean War. Yet Kel |l ernosderpmp rcoampha riesd mmirteh ploasitu
1980s. Lalumia appeared to be lieve that the seemingly realistic depictions of the Crimean

War by the special artists have part icular qualities attributed to the single objective reality

of the war, as they are rproducts of direct observation rather than imaginary visions. R®

Keller refutes this understanding of the realism of Crimean images by embracing  the ideas

of the French philosopher Jean Baudrillard (1929 -2007): Keller saw the Victorian production

92 Harrington, British Artists and War , 8.
%8 Lalumia, Realism and Politics in Victorian Art of the C rimean War, 53.
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of Crimean images as the "procession of simulacra,” which does not have an  essential link
with reality.  For Keller, the images of the historical event were exposed to "a series of
conventions and manipulations," which were bound to serve the constitution of the
"Society of Spectacle."®® Keller reviews various types of media fo r his argume nt, such as
photography, print, newspaper, reportage drawing, music show, panorama and painting.
Keller's achievement was to consider Crimean images as a subject of media studies by
highlighting their development within individual medi a. With r egards to ba ttle paintings,
he closely examines the works of Thomas Jones Barker and Edward Armitage (1817 -1896);
due to his chosen period, h e did not discuss the late Victorian battle paintings, but the
last section of the chapter , written for Crimean War paintings, was devoted to a lengthy
analysis of The Roll Call in the terms of its significance as in the history of war paintings
Keller contends that Butler's reflective work , against the traditional heroic images of war
was the "last word" of painting s regarding the subject of war ; this, according to him, means
that no "history painting" can exert such "authority" over the general memory of war again
after The Roll Call, since photographic technology was so highly develop ed as to surpass
the effect of any painting s° Such a diagnosis sounds surprising to anyone who does not

believe in his historicism which assumes, as in the history of industrial technology, that a

9 Ulrich Keller, The Ultimate Spectacle: A Visual History of the Crimean War (London:

Routledge, 2001), ix.
% 1bid, x.
% |bid, 249.
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newly invented medium eventually takes over the place of older medium in art, and plays

the role of f orging the general image of war of an epoch.  Keller$ research is significant in

seeing the genre of battle painting as an independent medium with its particular concerns.

However, Kell erSs method i s n odtllirnsistson the methewdne | i n e

of interpreting the overflowing meanings of individual artworks.

Dorothy Nott's doctoral thesis "Reframing War: British Military Painting 1854 to 1918"
(University of York, 2015) is the direct inspiration to this thesis, as a focused study of
Victorian battle paintings discussed in a wholly different framework from those of the
previous studies. Nott discusses artworks to tackle the art -historical problems unique to
studies of British art, namely modernity and canonicity. Many of the British ar  tworks made
during the last quarter of the nineteenth century to the first quarter of the next century

are seen as markedly conservative and historically discontinuous and do not fit into the
modernist narrative of the progress of style from realism to abs  tract art. In the modernist
criteria formed by selected specimens of Continental artworks in the period, a bulk of
British artworks in the same period, including battle paintings, is neither modern nor
historically significant. Nott endeavours to refute th  is modernist prejudice against Victorian
and Edwardian artworks in her thesis; she views Victorian battle paintings as artworks
reflecting rmodernityR or the modern experience

period, following David Peters Corbet t Sisggestion to see British artworks in terms of their
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rresponsesR to experience of moder nit$% Nottno't t ho
argues that battle painters are the artists who |
sol di er ,the mbderhist war artists of World War |, and paved a way to a more
rhumanitarianR approach to the depictio®f3% of the
Nott, Butler is a particularly important figure
such as The Roll Call and Balaclava(1876) do not only depict the hardship of individual
soldiers sympathetically, but also rindicateR th
traumatic stress disorderR beyond evehleforesuth t he av
a rpsychological i mpact Although NoRtreatatmttlepaiminge pt ual i s
as her major subject, her thesis accounts for a wide range of genres and media
representing battle images in the period, including photography and juvenile literature,

and her thesis is particularly strong in the reception history of battle paintings.

My thesis is greatly indebted to NottSs as a con
the same university, and it o degyskfiethe nwietnist Not t Ss
prejudice against Victorian art by finding the unique value of Victorian battle art in terms

of modernity, which can be translated into agenc

9 Dorothy Nott, "Reframing War: British Military Painting 1854 to 1918," (PhD diss.,
University of York, 2015), 19; David Peters Corbett, 7he modernity of English art 1914 -30

(Manchester: Manchester University Press, 1997), 14.
% Nott, "Reframing War , 0.
% |bid, 64; 69.
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di sagrees with NottSs hiars ttwo dasmegatee. wkKitrths tNotitt
underline a specific ethical gual ity such as hu
view an artistSs oeuvre as a product of a homoge
entailing separate art -like situations in which the artworks often operated, without
conforming to the artistSs et her peéptiveness®iader at i o
psychiatric syndrome unknown in her time. Secondly, this thesis does not intend to follow

the usual format of a socia | history of Victorian battle art that has persisted since the work

of Lalumia. Nott seems to have been obliged to follow to the typical format of treating

the same details of social and military histories of the period as essential background

knowledge of the subject. By doing so, Nott might have proved her qualification to study

the subject which is not familiar to art historians. Yet such a challenge seems to divert

Nott from focusing on ButlerSs works, which appe
herextensiveac count of ButlerSs reception and exhibiti
avoids the format of the social history of art by finding that personal relations to her

artworks can be more significant than the impersonal history in certain s ituations.

The last contributor to studies of Butler and Victorian battle paintings who is worth

mentioning here is Catherine Wy daneBulleswhasArtisic ot e Bu
and Traveller 1846-1933 (2019), which is a collection of existing account s of Butl el
and works. WynneSs framework to ButlerSs paintin
rFrom Waterl oo to Jellalabad: the I rish and Scot
W. F . ButlerR (2011) . arltni sstpSesc up caltiitnigc aoln otrhieent at i

and Scottish problems of the time, Wynne seems to make a balanced diagnosis between
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Lalumi aSs and HichbergerSs. The role ofgar&cotti sh
of British imperialism and th e subjugated people to the English domination is ironic, and

Wynne finds its r eprlLléteadfrithalonnaugtRangars: Recruitngin S s

Ireland (1878), and Scotland for Ever! (1881). According to Wynne, in these paintings, the

artist was able to evade uncomfortable questions over the social realities of the soldiers

by celebrating the Celtic soldiersS$S rpatriotismf
of warR at tHRaeVysnamsSst iapeoroach to ButlerSs art
Hi chberger Ss, as she does not treat the artist e
of her time, but an individual whose personal life is implicated in the subject she depicts,

being marriedtoa highranking Irish officer . However , Wy n deeff/semargidc, hod i s
as she treats ButlerSs works as a kind of paint:
in comparison with contemporary literature such as that of Arthur Conan Doyle (1859 -

1930), reflecting her background as a scholar in English liter ature rather than an art

historian.

1.3.2 Contemporary Accounts of Victorian Battle Paintings

W Ccatherine Wynne, rFrom Water !l oo attwarinJel | al abad:

Elizabeth ThomsonBut | e r and WounalBhEurdpean StiRlies , 41 (2), 2011, 154.
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To introduce contemporary accounts of battle paintings and Butler, the relative abundance
of records of Butler's artwork should be considered first. Most significantly, Butler published
An Autobiography (1922), which was written based on her diaries kept from a young age.
Butler $ autobiograp hy is an invaluable historical source , as it conveys detailed descriptions
of her visual experience, personal feelings a nd opinions on contemporary military and
political issues, and artistic considerations and intentions regarding her works. Butler was
not the only British battle painter who publisheda  full-length autobio graphy. For instance,
Woodville published Random Recollections (1914), before Butler, but the book offers fewer
accounts of his experience as a visual artist, and focuses more on episodes from his social
life. Apart from An Autobiography , Butler published two illustrated travelogues  Letters from
the Holy L and (1906) and From Sketchbook and Diary (1909) that contain more accounts

that were not included in An Autobiography .

As a battle pa inter, Butler was exceptional in the extensive personal accounts that she left .
However, what is more exceptional is tha t she had her family as an intellectual circle to
speak for her art. Her sister Alice Meynell (1847 -1922) was a poet, and art and social critic,
who was a regular contributor to 7he Magazine of Art, Art  Journal, Merry England, and St
Nicholas. Meynell did not only observe Butler$ artistic activities from a close distance,
being the only sibling of the artist, but she also shared the fascination over the emerging
genre of battle painting, as she wrote articles introducing contemporary French and
German military painters such as Jean-Louis Ernest Meissonier (1815-1891), Alphonse de
Neuville (1835-1885), and Anton Von Werner (1843 -1915) for T7he Magazine of Art.

Meynell views battle painting as the most significant genre in the development of f ealistS
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art of her time. In "The Age of Anecdote," which was written for the Catholic jour  nal Merry
Englandin 1886, Meynell sums up "anecdote ," which means accidental experience intimate
to individuals, as the key element to define realist art which is in opposition to the "grand
style" art.1%! In the article, she names specific artists across diverse forms of media as
model artists for the new anecdotal or realist art: Robert Browning (1812 -1889) for poetry;
Henry James (1843-1916) for novel, Richard Wagner (1813-1883) for music and for painting,
and she introduced the portraitist Frank Holl (1845-1888). Nevertheless, she designates
"battle painting” as the rnoble division of art R that benefited the most from the
development of anecdotal art, as it came to recognise the "individuality" of the soldier
who had been generalised as ra classRin panoramic grand style battle paintings. %2 It is
likely that Meynell had her sister in her mind as the British example of the new type of
battle painting without,asherméscriptions of the rRw tyde efr Ss n a me
battle art correspond to  what Butler$ artworks were known for: representing the hardship

of soldiers, not the glory of war.

Al i ce Me vy nel IWlfsd Meynsllb £858-1948) shared his wife's framework

regarding Butler $ art as part of the development of realist art of the pe riod. As a publisher
of Merry England, Meynell widely contributed to magazines such as  The Art Journal, The
Athenaeum, The Magazine of Art , The Academy. He wrote a series of introductory articles

to the contemporary artists including Butler , in The Magazine of Art, which was compiled

101 Alice Meynell, rThe Age of Anecdote, RMerry England, July 1886, 206.
102 1hid, 208.
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as a book of Modern Artists and Their Work (1883).However, Meynell Ss most
on Butleris 7he Life and Work of Lady Butler (1898), published as partof TheArt J o ursnal S
lMustrated Biographies of Artists series. This monograph was only thirty pages long and

only 250 copies were printed, but it was the most comprehensive material to help

understand the artist's career and principles before the publicati on of Butler $
autobiogra phy. In the booklet, Meynell's view on Butler $ artis synonymous with his wife's ,

as he emphasises the same realist quality defined by hiswife ,c ompari ng Butl er Ss
Rudyard KiplingSs #$edalhiegistersin-loaw es , r wevpdi@s ent at
ti me, R whose aHumanitarignispFfaaf the ninéteenth century .12 Meynel | Ss
framework of seeing the artist and battle paintings as symptomatic entities to the symbolic

meanings unique to a period foresaw the domi  nance of the social -art- historical framework

dealing with them in the next century.

Outside of the circle, it is hard to find a focused review of either Butler or the genre in

general. Nevertheless, it is possible to find abundant accounts on Butler $ works in the
1870s when she had sensational successes with 7he Roll Call (1874), Quatre Bras (1875)
and Balaclava (1876). John Ruskin (1819-1900) thought highly of Quatre Bras in his

Academy Notes as he calls the painting rthe first fine Pre -R a p h a ebhttl etpairfing with

103 ‘Wilfrid Meynell, The Life and Work of Lady Butler (miss Elizabeth Thompson) (London:
The Art Journal, 1898), 31.
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an impressive technical achievement in colour and shade.'® The general accounts of battle
painters apart from Butler are scattered in various magazines and newspapers. It is possible
to observe that the accounts on battle paintings are  concentrated in the period between
1874 and 1900, which can be regarded as the heyday of Victorian battle paintings. However,

it is also possible to see that the status of battle paintings was less esteemed than the
works of renowned Victorian artists suc h as John Everett Millais (1829 -1896), Frederic
Leighton (1830-1896), Lawrence Alma-Tadema (1836-1912), Edward Burne Jones (1833
1898), and George Frederic Watts (1817 -1904), as battle painters Sworks were generally
outside of the focal points of contempor ary art reviews. Although Battle painting became
a substantial genre in late Victorian Britain, contrary to Rossetti$ pessimistic prospect of it
in the 1860s, British battle painters were still not as esteemed as  their French counterparts.
Contemporary art hist orian Walter Ar ms t b articlg Victorian Fine Art R(1887) observes
the unstable status of b attle painting s in the Victorian art scene : recollecting the diverse
artistic movement s that had emerged up to the year from the beginning of the reign of
Queen Victoria, Armstrong was unsure about the prospect of the upstart rschool of battle
painters"due to the societySs i nsufArcmsetnrto nsguSsp owrite w
battle paintings indicates the conception that battle painting was a minor gen re compared

to more traditional genres such as history painting and landscape.

104 John Ruskin, Academy Notes, ed. E. T. Cook and Alexander Wedderburn (London:
George Allen, 1904), 308-309.

105 Walter Armstrong, "Victorian Fine Art," Art Journal, June 1887, 176.
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The problem of ascertaini-wigtnéedsesicrogn§riimbuthenwofr
painters and war artists was considered by war correspondents after the late 1880s. John

Edwin Hilary Skinner (1839-1894), iWar Artists and War Pictures, R ThemVagazine of

Art in 1892, points out the discrepancy between the seemingly realistic battle paintings

and what can actually be observed in the battlefield . Skinner Ssegeakeye-i cl e pr
witnessing in painting battle scenes which promotes the status of war artists over battle
painters. I n rBattle Pictvres, R published in th
Williams (1838-1904) posed the opposite view, questioning the autho rity of war artists as
eyewitnesses of battles by hinting that war art.|
observations. In the wake of the Boer War (1900 -1901), the conception emerged that the

chief condition of being a war artist was having shared the physical hardship and danger

in battlefields with soldiers, rather than having ocular observations of battles as prototypes

of specific pictures. In a patriotic fervour, Robert Machrary (1857-1946) asserted drawing

a distinction between battle painters and war artists on the grounds of whether the artist

had experienced the sol di er Ss har ds hihp aricle rAGrdup of Baitle o u g h
Painters and War Artists Rfor 7he Windsor Magazine in 1900. These articles show that the

matter of direct observatio n of the real battlefield became a significant problem for the

genre of battle painting in the late nineteenth century.

From the early twentieth century, the genre of battle painting noticeably began declining
in its popularity, and only sporadic negative articl es on it could be observed until World

War I, when the genre was eclipsed by the war paintings of British Impressio  nist and
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modernist artists. These negative assessments of battle paintings are useful as they reveal

the key characteristic of the passingge nr e to contemporaries. r The
published in the Lotus Magazine in New York in 1916, articulates this view best: it argues

for the realism of nineteenth -cent ury battl e paintings as rexter
opposite to IrpsgahobmBi ®d the war paintings of
Leonardo Da Vinci and Diego Velasquez. 1% This view corresponds to the Modernist art

critic Clement GreenbergSs assessment of the genre as repres
paintings. In rAvant-Garde and KitschR(1939), Greenberg made his criticism against battle

painting after reading an article by Dwight Macdonald (1906 -1982) that report ed that the

popularity of battle paintings among the Russian masses at the State Tretyakov Gallery. 7

While miside ntifying the battle painting described by Macdonald as that of llya Repin

(1844-1930), Greenberg censures the painting which was loved by the Russian peasants as

an "unreflective" artwork which was based on narratives and its sensational visual "effect"

in its interest of robbing time and money of ignorant viewer s!% These criticisms are

valuable for this thesis regardless of the original intent, because they inadvertently sum up

M Anony mousPaimthen g ThetonagaziRe, 8, no.1 (October 1916) 28 -
29.

107 Dwight Macdonald , rSoviet Society and its Cinema, R Partisan Review; winter 1939, 87.

108 Clement Greenberg, Art and Culture: Critical Essays (Boston: Beacon Press, 1989),14

15.
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the visual effect and narrative asthe primary attractions of Victorian battle paintings, whose

autonomous values can be discussed in a positiuve

1.3.3 Thesis Overview

Havingpost ul ated the necessity of employing Gell Ss
study of Victorian battle paintings in Chapter 1 , the rest of the thesis can be outlined.

Chapter2re-e x ami nes t he r e dheiRg/@allinfl878which hag bSes read

as a political comment or a representation of id
of Ftechnol ogy onfd efnacshiasvapsielm tiedingaeffect as a crucial

foundation of the popularity of the works of Butler and other battle painters, the chapter

r ecogniadenblanicS as the keyword to understand the
paintings whose effect ual mechanism is elucidated by the semiotic theory of Roland

Barthes and my own term Ffidget $sofChBwttlear $3s tlres
known work 7he Colours (1898), which can be specified in its relation to specific works

from the Victoria Cro ss Gallery of Louis William Desanges (1822 -1887) and the personal

agenda of the sitter Robert Loyd Lindsay (1832 -1901). The revealed fact that the
propagandistic appeinor watkewas nwife of B uesult ef peSsonalised

agents, rather than of collective and ideological concerns of the time, is a kind of counter -
intuitive discovery attesting the efficacy of |

agentive role of working ScafandforiEived andJamesMeNsile s of B
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Whistl e rmV8cturne series. According to her biographical account, Butler appears to be a
proponent of the critic John RuskinSs aesthetic
at the famous lawsuit in 1978. Yet my counter -intuitive recognition of the parti cular

problem of painting moving objects as the most imminent challenge to both Butler and

Whistler, over any ostensible artistic credo, will blur the demarcation between battle art

and avant-garde art drawn by art -historical construction in service of its historicism. This
specul ation may not directly refer to Gell Ss the
of Gell Ss approach, in a similar way to Si mon
agentive role of the shift in the contemporary exhibition condition i n the emergence of

solo-shows of avant -garde artists (see 1.2.3.). Chapter 5 questions the intuitive belief in the

primacy of eye -witnessing in picturing battlefields which was used as a basis of criticism

against Butler and other homebased batt le painters, who mainly worked without having

direct observation of their prototypes. The conception that the eye-witnessing of the

supposed prototype ensures the higher artistic quality of the resultant artwork can be
debunked by wusing 6&immés torte idéomgical confldénce in the

act of eye -witnessing in painting war, for specifying the primary agents of the relevant

examples, suchasB u t | Avictéd$1890), the only painting based on eye -witnessing in the

artistSs oeuofwarartitshtes, woprukbsl i shed in illustrated

wartime pictures during the time of World War .
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Chapter 2: The Technology of Enchantment in 7he Roll Call (1874). A

Methodological Reflection on a Victorian Battle Painting

This chapter examines the remarkable success of 7he Roll Call (1874) by Elizabeth
Thompson Butler (1846-1933) by using anthropological concepts suggested by  Alfred Gell
(1945-1997) that enabl e us t gtechnical efiicacy asdahe tricial
factor i n its social significance. This diverges from existing readings that acknowledge the
symbolic meaning as the primary source of its success. The high level of success of the
painting at the 1874 annual exhibition of the Royal Academy of Arts was unparalleled for
a battle painting . Furthermore, t he painting was not a single -shot success of an individual
artist, as it was followed by the formation of the substantial scene of battle painting in
Britain which had never been realised before. As the seminal succes s of late Victorian battle
painting, The Roll Call has been a subject of art -historical investigations in the light of two

frameworks. The biographical framework is reflected in the biographical accounts of the

paint.

artist and regards the paintingasa nembodimentof t he ar thesdcid bistoriesseas. T

of Victorian military paintings view the success of painting as the proof of the currency of
certain ideologies in society. This chapter refutes t hese two models by highlighting the
fact that 7he Roll Call was a technically fascinating object to the artist and the viewer s; its

mechani sm can be best elucidated by Gell Ss

-

of enchantment, S and F ar t ueoefdcrsas thesessentiahgpaditgof a s

art.
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2.1 The Success of The Roll Call: An Art-Historical Problem

2.1.1 The Great Successof The Roll Call

Calling the Roll after an Engagement, Crimea (The Roll Call) (1874) (plate 6) is a horizontally
elongated canvas painting depicting a band of Guardsmen mustering after a battle during
the Crimean War (1854 -1856). The painting has a simple compositional scheme. More than

a half of the space is filled with continuous rows of grey fig ures in greatcoats, wearing
massive bearskins. In front of the se soldiers, a mounted officer is slowly moving from  the
left of the frame to the right, keeping pace with a sergeant on foot who is checking the
names of soldiers on the roll. In parallel with these figures, the scenic elements are reserved.
Unlike those seen from t he history paintings of the previous generation in Britain, there is

no tempestuous sky and exotic settings, but only snow-covered mountains and the pale

sky, which contrast with the dark line made by the figures.

The picture is simple but not dull. Witho ut violent action, the details and movements of
the soldiers create a subtle vibrancy. The guardsmen are lined up , butth ey are not standing
still. The only soldier standing at attention is the beardless figure at the centre who is
responding to the sergeant's call (plate 7). Other figures are engaged in various individual
activities. In the right corner , a soldier is quenching his thirst from a water bottle handed

to him by another figure on the front row. One is caring for ~ an exhausted figure leaning

73



his body on his rifle. Another soldier is tending his wound with a bandage in a disinterested
manner (plate 8). There is a collapsed figure who is possibly dead , but is still holding his
fists tight with an undying resolution (plate 9). The next figure is abse nt-mindedly looking
outward (plate 10). Some are talking, and another is tying a shoelace. This variety of
individual expression has an inherent effect of liveliness which does not need secondary

explanations.

A narrative can be formed bythe combination oft h e p a ititleandvigu8l specification .
The given title identifies that this is not an ordinary ro Il call in the everyday life of the army,

but a specific roll call , undertaken in the aftermath of a battle , whose severity is suggested
by details such as the damaged regimental colour, ragged uniforms, wounded bodies, and

spilt blood. A battle requires the presence of an opposing army, but there is no enemy .
Instead, there are little dots in the right corner  that represent the Russian soldiers that are
being routed . The cannon balls and the bloody cavalry helmet allude to how the battle
unfolded, as they identify two branches of the army other than the infantry. The crows in
the sky seemto imply the unseen casualties of the battle. Itis unmistakab le that, to modern

and Victorian spectators, the painti ng would be read as a roll call of British troops after a

battle in a Crimean winter.

When The Roll Call was exhibited In May 1874 at the Royal Academy of Arts, the public
reaction to the work was sp ontaneous and instant. Butler (n ® #hompson) was a young
female artist who se talent had not been recognised by the institution the previous year
when she submitted Missing, a painting depict ing two French soldiers ca st adrift during

the Franco-Prussian War (1870-1871). However, with regards to 7he Roll Call, the hanging
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committee of the Academy immediately acknowledged the quality of the work , and it
placed the painting ron the line , Which was traditionally the most privileged place at the
annual exhibitio n.2%® The Prince of Wales made a special comment on the painting at the
Academy banquet. The painting was brought for private viewings to Queen Victoria, and
to Florence Nightingale (1820-1910), the bedridden heroine of the Crimean War . The
crowds of viewers in front of the painting called for police surveillance and the installation
of an iron rail. The painting was the focal point of almost every review of the exhibition in

that year; the critic Francis Turner Palgrave (1824-1897) recounted "the chorus of
"Wonderful!" rising all day around this work "1 A correspondent of 7he New York Times
rather exaggeratedly described the success as one rwithout a parallel in history of art. R
The artist gained celebrity status at the age of 27. The press detailed her biog raphical
information, while approximately 250,000 copies of her photographic portrait ~ were sold to
the public. 1*2 The painting toured northern England in October of that year, and it

eventually came under the possession of the most prestigious collector, Que en Victoria,

M About the Royal AcademySsseaDavichHeSokin, ed., diagpl ay de\
the Line: The Royal Academy Exhibitions at Somerset House 1780 -1836 (New Haven;
London: Yale University Press, 2001), 16-17.

110 Francis Turner Palgrave, The Academy, May 23, 1874,107.

11 New York Times, rA Famous A Famous Painting: the Roll -Call after Battle," May 31

1874, 9.
112 Meynell, The Life And Works of Lady Butler , 6.
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who pressed the initial purchaser Charles Galloway to cede the painting to her. ** Itsimage
was materially pervasive during the Victorian era as it was massively reproduced by the
Fine Art Society, which purchased its copyright. 1** Naturally, its immaterial image lasted in
the memories of Victorians , as William Holman Hunt (1827-1910), in his memoir published

in 1905, recalls the picture as a rdeeply interesting picture Rby an artist who rastonished

the world. R®®

Almost every commentator on  7he Roll Call highlighted the magnitude of its success in
1874. Furthermore, the generative role of the painting in the history of British battle
painting is commonly approved by both Victorian and Modern commentators , who saw
the painting as the pioneering eff ort for the underdeveloped genre of military painting in

Britain.!® The picture$ art-historical status is commonly understood in relation to the

113 For the general outline of the success of  The Roll Call, see Butler, An Autobiography
(London: Constable, 1922),101-114; Usherwood, Lady Butler, 28-36; Mark Hallett, Sarah
Victoria Turner, and Jessica Feather, The Great Spectacle: 250 years of the Royal Academy

Summer Exhibition (London: Royal Academy of Arts), 105.

114 John M. Mackenzie, ed, /mperialism and Popular Culture (Manchester: Manchester

University Press, 1986), 67.

115 William Holman Hunt, Pre-Raphaelitism and the Pre - Raphaelite brotherhood , vol.2

(New York: McMillan, 1905), 310.

116 | alumia, Realism and Politics in Victorian Art of the Crimean War , 130,152;
Hichberger, /mages of the Army , 89; Usherwood, Lady Butler, 15, 59; Meynell, The Life
and works of Lady Butler , 3; Butler, An Autobiography , 95.
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following chronology of British battle painting. In the eighteenth century, as a pamphlet
shows, battle paintin g was included under "History" painting. *” According to Matthew
Lalumia, eighteenth -century artists Benjamin West (1738-1820) and John Singleton Copley
(1738-1815) painted contemporary military incidents according to  rthe percept of history
painting, &s they envisaged aristocratic soldiers as grand-mannered heroes in The Death
of General Wolfe (1770) and The Death of Major Peirson (1782-1783)1!% In the early
nineteenth century, painters such as George Jones (1786-1869) and Abraham Cooper
(1787-1868) produced battle paintings in the manner of genre painting; the former
specialised in the panoramic view of battle scenes while the latter worked in the Flemish
style of skirmish scenes. A radical change took place in battle painting during the time of
the Crimean War, which attracted various media , including painting , photography, popular
print, and newspaper illustration. Ulrich Keller asserts that, i n this period, such painters as
Edward Armitage (1817-1896) and Thomas Jones Barker (1815-1882) produced battle
paintings with compositional formula s that were influenced by popular prints. *° Although
the Crimean War, together with the Indian Mutiny (1857), caused an increase in battle
paintings at the Royal Academy , battle painting as an independent artistic genre was not

well appreciated in Britain . In 1861, William Michael Rossetti (1829 -1919) regarded the

17 Thomas Morrison, A Pindaric ode on painting (Los Angeles: University of California

Press 1952), 1.
118 | alumia, Realism and Politics in Victori an Art of the Crimean War , 18.
119 Keller, The Ultimate Spectacle, 223-225.
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genre as the only field in which British artists were inferior to their French counterparts
declaring that they rhave never fully grappled with  [the] military subj ect.R?° The substantial
development of the genre was made only after the Franco -Prussian War when the young
French military painters such as Alphonse De Neuville (1835 -1885) and Edouard Detaille
(1848-1912) introduced a radically different type of battle pa inting which focused on the
individual experience of war , rather than celebrating victorious moments in battles. This
change in France inspired British artists such as Butler and Ernest Crofts (1847 -1911) to
paint the subject of war in  a new manner 12! The Roll Call$ critical success in 1874 marks
the threshold of a new era in British battle painting. Allegedly, in conjunction with the
progress of political and military affairs, Britain finally saw the specialised genre of battle
painting sustained by a cons iderable number of practitioners and a corresponding amount
of public interest until  World War | (1914-1918) when the genre lostits broad appeal . This
is not to say that a single painting, 7he Roll Call, is the sole agent of the emergence of
battle painti ngsin the late Victorian period. Ho wever, it is always regarded as the beginning
of the art -historical period of late Victorian battle painting, it is necessary to examine what

facilitated its decisive impact in the history of battle painting.

120 Rossetti, Fine art, Chiefly Contemporary ,13.

121 Meynell, The Life and works of Lady Butler, 3; John Oldcastle, rOur Living Artists. R The
Magazine of Art , Jan 1879, 258; for Butler $ remarks on French military painters, see
Butler, An Autobiography , 95, 130, 138, 261; In case of Crofts, the German influence must
have been stronger as he studied with the German military artist Emil H ¢ n t (#827-

1902) in Dusseldorf. See Harrington, Brntish Artists and War , 181.
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2.1.2 Existing Methodological Approaches to 7he Roll Call

The source of The Ro/ krealCsuécésSaf has been discussed in terms of two
frameworks. The Dbi ogr aphi cal framework privileges the
main factorsi n t he ar ¢essomhile Bessocalhistory of art prioritises the  collective

ideologies of the society in which it was produced . Both perspectives offer clear-cut
explanations for the success of T7he Roll Call and late Victorian battle paintings, but not

without inhere nt limitations .

Being a conscientious artist, Butler meticulously recorded her opinions on artistic, political,
and ethical matters in her autob iography and elsewhere. This unusual abundance of textual
information is rare for a battle painter, which allo  ws us to know the thoughts behind many
of her activities and achievements. According to An Autobiography, Butler saw existing
British battle paintings as objects to be reformed, as they failed to be serious works of art
She thought her mission was to make rbattle -piecesRhave rmoral and artistic qualities not
generally thought n e ¢ e s doatleyg&nre. 122 Her famous cautionary principles of not
paintng r cont empor ar y s [dibegtlecortflist Rcam ve dindgrsiood as part of

her artistic project to reform the customs of British battle art .'?* Other than this

122 Butler, An Autobiography , 135.
123 |bid, 184-187
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professional concern, the artist $ critical view of war and imperialism is widely known
through her close association with the circle of anti  -imperialistic liberal Catholics including
her husband William Francis Butler, her sister Alice Meynell and her brother -in-law Wilfrid
Meynell.*?* In keeping with her critical attitude towards war and conventional battle
paintings, Butler develops a unique approach to depict the experience of individual soldiers.

This merit is best remarked in the monograph written by Wilfrid Meynell in 1898:

Butler has done for th e soldier in Art what Mr. Rudyard Kipling has done for him in
Literature-she has taken the individual, separated him, seen him close, and let the world

so see him.1'?®

To modern readers, t he passage might appear to be an attempt to elevate Butler $ artistic
position by comparing herto  Kipling as the winner of the No bel Prize in Literature in 1907.

However, it is more likely that Meynell $ comparison was ma de to assert the aut onomy of
Butler$ achievement in her field , for Butler$ big hits such as The Roll Call, Quatre Bras
(1875), Balaclava(1876), The Remnants of an Army (1879), and Scotland for Ever! (1881)
predated Kipling$ publication of Soliders Three (1888), which contained stories of
individual soldiers . What Meynell aims to point out in the passage is Butler $ unique

method to place the experience of individual soldiers at the centre of her paintings , unlike

124 Hichberger, /mages of the Army, 80.
125 Meynell, The Life and Work of Lady Butler , 31.
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t he ol de rpanoramicebhatttef-painting. ‘R According to Meynell, the old-fashioned
treatment of war that generalised individuals into a large army was reformed by De
Neuville in France and Butler in Britain as their artistic method gave more rpersonality Rto
the rvictim of war . 'R Suchatreat ment , h e cpaa of Huendnjtariamiases ofrthe

century.R?

The contention that ButlerSs humanitarian inten
career of the artist is further highlighted and confirmed wheniit is cross-examined with the

widely quoted obituary which reports her statement :

Thank God, I never painted for the glory of war, but to portray its pathos and heroism. 129

The Victorian framework that sees art as an emt
refuted by modern commentators . Pau Usherwood, in his catalogue of the large
retrospective of Butler at the National Army Museum and other museums (1987  -1988),

readily refers to Meynell$ comparison of Butler to Kipling on the grounds of their

126 1pid, 31.
127 1bid.

128 |bid. Meynell made a similar assertion in his earlier article wri tten under his
pseudonym, using the word rhumanity.RSee,JohnOl dcastl e, 1 ORFrelLi ving Al
Magazine of Art , January 1879, 262.

129 The Times, "Lady Butler," October 4, 1933, 17.
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approaches to the experience of individual British soldiers.**® To the curators of the Artist
and Empire exhibition at the Tate (2015 -2016), B u t | rempBasis on the pathos of war R
and ranti-imperialism Rwas the most noticeable rcharacteristicRof her art in comparison

with her male competitors. 13!

To the Victorians , the artist $ individual intention was the explanation for the artistic success
of The Roll Call However, the modern scholars of Victorian battle paintings who revisited
the subject in the 1980s were inclined to see collective ideas or ideo logies as the primary
factor in the p a i n t sustassSls Realism and Politics in Victorian Art of the Crimean War
(1984), Lalumia highlights the prevalence of middle -class-oriented democracy in the period
as the key element of the picture $ success.He argues that the liberal democratic tendency
of British society in the 1870s offered a fertile gr ound for the positive reception of Butler S s
early works. He points out that during the Crimean War the aristocratic commissioned
officersS incompetence was exposed and, as a result, popular pictorial newspapers
portrayed upper-classsoldiers inan rentirely unheroic role , édntraryto wa r  #raditiofias
iconography , while common soldiers grew to  be visualized as objects of rsympathy.R3? In
addition, according to Lalumia, the democratic and anti-aristocratic sentiment regarding
the army regained its strength under the first government of William Ewart Gladstone

(1809-1898), whose war minister Edward Cardwell (1813 -1886) abolished the purchasing

130 Usherwood, Lady Butler, 13.
131 Smith, Artist and Empire, 110.
182 | alumia, Realism and Politics in Victorian Art of the Crimean War , 67-68.
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of ranks in the army in 1871-1872.1% In consideration of this social context, Lalumia
contends that the Reombination of a topical issue centring on the army and a renewed
interest in the Crimean War Rin the 1870s was the root of a more favourable rclimate Rfor
the new generat ion of British battle painters. ** According to Lalumia, not only  7he Roll
call but alssother Brimean painthgs, such as Balaclava (1876), and The Return
from Inkerman (1877),are pr oducts of Vi demacratic mimdsqs whithiwasS s

verging on regalitarian idealism Rby the late 1870s. 13

Lalumia$ framework appears to provide an objective explanation for the success of The
Roll Call as it enquires into the meaning of battle paintings in the context of the social
history of Britain. However , the critical subjectivism of the social history of artis displayed.
Joan Hichberger, in /mages of the Army: the military in British art 1815 -1914 (1988), refutes
Lal umi aSs asser t ihesoccessot Be Rof Call im relatiendod the militar ism
and imperialism of Victorian society. The problem is that the enquiry into social context is
bound to be based on subjective interpretations, despite the illusion of objectivity by its
association with sociology . Unlike Lalumia, who sees democracy as t he chief sentiment of
1870s Britain, Hichberger regards aut horitarian Imperialism as the dominant sentiment of
the period. To Hichberger, the Cardwell Reforms were not benign schemes motived by

egalitarianism against the class-based culture of the army . Raher, they were

133 1bid,130.

134 1bid.

135 1bid, 152.
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reconstructions of the army in accordance with the rruling-class i d e o | wich R
instrumentalised seemingly democratic reforms for the rheroic conquest of the empire R
that demanded r b e tctassRhuman resources.’®® According to Hichberger, t he elevation
of rthe ranksRinto rnational heroes Rin ButlerS s  w was kos a product of the demand of
the democratic public , but it was rencouraged Rby institutions such as the royal family and
the army.®3” To Hichberger, nor was Butler$ humanitarian project to paint the heroism and
pathos of war progressi ve, as the new image of Tommy Atkins , whose characteristics were
rhonest, Christian, instinctively moral, however ignorant and rough , #®as suitable for the
imperialistic soldiers whose mission was to fight the rsavageRpopulation of the globe. 138
Hichberger asserts that B u t | symp8&tisetic representation of the war is more reactionary
than progressive as it rattempts to de politicize warR ; f or Balasavaatimeqainting
recently heralded by Dorothy No tt as a kind of proto -postmodern work in its recognition
of rthe psychological impact of war, Ris only a scheming picture to rplay down R the

rcontroversial aspects Rof war. 13

The common characteristic of biographical and social -art-historical method s is treating
artwork s as symbolic objects that embody or reflect the associable meanings. Hence, in

this framework, 7he Roll Call represents various concepts, such as sympathy, pathos,

136 Hichberger, /mages of the Army , 72-73.
137 |bid, 77.

138 |bid, 78.

139 |bid, 81; Nott, rReframing War,R252.
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humanitarianism, anti -imperialism, democracy, militarism, and imperialism . The problem of
this method is to neglect enquiring how the art object thrived in its immediate relations

to the viewers, which is the important problem in any great success in art history.
Ideologies and sentiments may be contributing factors to the social role of The Roll Call,
as they are, respectively, patterns of thought and patterns of feeling. However, the symbolic
association of the painting cannot be the sole explanation for its success since a large part

of its pictorial effect is unexamined and ov erlooked when meaning is regarded as the

ultimate el ement of the paintingSs art. |In

t

hi

S

enchant mentS and of Fartwor ks7/me Ralafednéstads hel p

as they elucidate the mech anism of visual art in terms of its social efficacy, not in terms of

its societal meaning.

2.2 Victorian Battle Art as a Technology of Enchantment

2.2.1 Art as a Technology of Enchantment

The manifested intentions of the artistand the presumed ethos oft he time cannot explain
the extraordinary successof 7he Roll Call and the spontaneous reactions towards it during
the Victorian era. The iron railing installed in front of  The Roll Call attests to the painting S s
magnetic effect ; this was only the third tim e one had been used in the history of the

annual exhibition of the Royal Academy of Arts (the othertwo  occurred at the displays of
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David Wilkie S Chelsea Pensioners reading the Waterloo dispatch in 1822 and William
Powell Frith$ Derby Day in 1858). To some degree, such public enthusiasm is related to
what the painting depicts, as Palgrave contends that the rfelicity in choice of subject R
rexplain[s] the popular enthusiasm. R* However, the subject, the misery of the British
soldiers in the first winter in C rimea, was hardly novel in 1874; it was a well-known subject
through the critical dispatches of the war correspondent William Howard Russell (1820 -
1907) and the lithographic prints of the special war artist William Simpson (1823 -1899)
which were published during the war (plate 11).14' Even if the wartime images were
forgotten to the visitors  at the Royal Academy of Arts in 1874, many Victorians were likely
to be familiar with the image of the standing guardsmen on the Crimean War Memorial
in St JamesS, London by John Bell (1811-1895), which had been part of the cityscape since
1861(plate 12). BellS monument shares similarities with 7#e Roll Call as it features three
guardsmen in greatcoats standing in a gloomy mood . However, Bell$ guardsmen did not
stir the Victorian art world to the same degree as Butler $ did.**2 Furthermore, apart from

The Roll Call, there was another Crimean painting , Balaklava. One of the Six Hundred (1874)

140 Francis Turner Palgrave, rRoyal Academy Exhibition,R 7/he Academy May 23, 1874, 584.

141 For Simpson$ lithographic prints, see Lalumia, Realism and Politics in Victorian Art of

the Crimean War, 70-71.

142 For the moment, the modern study of Bell is its minimal stage. Even then, the
particular m onument does not appear to be a big hit during the Vi ctorian era. About
Bell Ss Cr i me aee, Riolard Bames)John Ball: The SculptorS Life and Works
(Kirstead: Frontier Publishing, 1999) 55; 61.
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by Barker at the same exhibition in 1874 (plate 13). Ba r k e r Sadoptsvits sub title from

the famous poem of Alfred Lord Tennyson (1809-1892), The Charge of the Light Brigade

(1854), and shows a fallen cavalryman during the disastrous charge of the Light Brigade in

the Battle of Balaclava (1854). Although the pain ting focuses on a gra ve hero and a French

vi v a n dd fenrale attendant on a regiment), the presentation of a cavalry officer is far

more modest than th at of the dying heroes in the grand -manner paintings. In addition,

Bar ker Ss pai njingoistig,aditsthesneimpatehgs, just aBslakiam But |l e

was totally eclipsed by The Roll Call, as if it was never hung at the same exhibition 143

The Victorians were not drawn to  7he Roll Call for its symbolic specification of the weary

guardsmen in a Crimean winter, b ut for its strong realistic effect. They consi dered Bu
painting as the projection of a vision of a real event that took place during the Crimean

War. In this respect, the painting went beyond the artist ~ $ intention, as Butler did not intend

to paint any specific moment , but an emblematic image, of the war. Butler was only seven

years old when the British force s arrived in the Crimea, and she made the painting in her

private studio at Chelsea during the winter of 1873 -1874. She hired ex-soldiers for th e

modelling, but there was only one Crimean veteran.'* Regardless of these facts, her

143 A similar case is observed at the Royal Academy exhibition in 1875 when the French
artist Henri Felix Emmanuel Philippoteaux (1815 -84) exhibited The Charge of the French
cuirassiers at Waterloo (1874). Despite the similar content ( the cavalry charge at an
infantry at a defensive position), Butler 8 Quatre Bras (1875) drew more enthusiasm from

the reviewers. About the Philippoteaux $ painting. See Usherwood, Lady Butler, 164.
144 Butler, An Autobiography , 101.
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painting was increasingly identified a s a representation of a specific incident in history.
When it was first revealed to the public, andthey were given the informationt hat the artist
was female, many spectators believed that the painting was made by a nurse who had
been an eyewitness of the war. They interpreted the monogram of a red cross on the
painting , which was the symbol of the artist $ youthful club at the South K ensington School
of Art, as that of the International Red Cross!*® This speculation was soon dismissed as
the personal details of the artist were reported in the newspapers. However, the public
desire to see the painting as a representation of a real event  was not easily quelled. As
early as 1892, the picture began to be regarded as a depiction of  the battle of Inkerman
(5 November 1854).14¢ |In 1909, a photographic postcard featuring a re-enactment of the
painting in the Aldershot Military Tattoo wastitled  /nkerman rThe Roll CallR*’ The painting
was given the attribution of a real person: at his centennial birthday, the Crimean veteran
George Higginson (1826 -1927) was identified as the mounted officer inthe picture.*® This

identification of Butler's well-known painting was never recognised by her circle, and, at

145 1bid, 47.

146 rThe rRoll CallRcomes home to every English Heart in a way which no study of snow
and the grenadiers could possibly do, if there were not the immortal story of Inkermann
behind it. r Hilary Skinner, fWar Artists and War Pictures, 1 7he Magazine of Art , January,

1892, 62.
147 Usherwood, Lady Butler, 35.

148 The Living Age, rGeneral Higginson, Centenarian,RJuly 31, 1926, 330; The Weekly Irish
Times, rGen. Sir George Higginson: Dies in his 101 st yearsRFebruary 5, 1927, 9.
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the same time, the artist and her associates were not active in fixing the already pervasive

narrative attached to the painting.

The Rol $ocialralé tb cbatemporary viewers was to make them bel ieve it was a

pictorial vision of a real event. The mere content of the painting and the memory of the

Crimean War may not be the primary factors i n intehded pai nt.i
narrative was replaced by a version imagined by the public that was  under the influence

of the exceptional effect of the painting. The mechanism of the high degree of technical

excellence of The Roll Callwhi ch appealed to the Victorians, C
view that regards art object as part of a larger systemo f technol ogy. I n rTec
Enchant ment and the Enchant ment of technol ogyR
rexcellenceRis not a permanent characteristic of artworks, but the function of art objects

as rcomponents Rof ra vast and often unrecognised technological system, Rwhich he calls

rthe technology of enchantment.R*® Enchantment or magic might sound irrational and

superstitious, but it simply means a particular mode of art appreciation, man ifested among

highly socialised people. To Gell, an artist does not practice his technique in a haphazard

way, but in ra network of intentionalit iesR which establishes the appropriate rlevel of

collectivities and their dynamics. R This emphasis on social relations might appear to be

in line with the semiotic framework which sees art as r pr o p a gaf iehs, Rut Gell

clarifies that his framework is fundamentally materialistic: according to him, a system of

149 Gell, The Art of Anthropology , 163.
150 |hid, 163.
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technology [art] is not quite madetop rovide r t e ¢ hmeans t Ipersuade the individuals
to desire a certa in type of social order, Rbut to maintain rthe social consequences which
ensue from the production oftheart o b j e adcampaRied by specific skillsets!>* To Gell,
the maintenance of th e relations between the artist and the recipient is not just based on
the properties of the objects, but also their particular attitudes towards rthe technical
processRitself. To sum up, the technology of enchantment is founded onthe enchantment

of techn ology (ltalicised by Gell).1%?

To expound his concept of art as a technology of enchantment, Gell examines art objects

from both non -Western and Western societies. He takes prow-boards from the Trobriand
Islands - objects the inhabitants erect in front of their rKulaRcanoes to demoralise the
overseas Kula partners (plate 14)- as an example.r*® Gell dwells on the possibility that the
particular pattern of the boards is the rpredetermined psychological stimuli R(or weapons)

inits association with reye-spots patterns. R However, he soon points out the limit of the

151 1bid.
152 1bid.

153 Kula is a ceremonial exchange system practiced in the so-called Kula ring which

includes the Milne Bay and Papua New Guinea which was known by the  research of the
anthropologist Br oni s baw [884-1942). 8eeBF oni s baw ,Mabnawso ws K i
of the Western Pacific (London; New York: Routledge, 2 014).

154 Gell, The Art of Anthropology , 165.
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rvi sffieaclt s Besta/fas t he maj or source of t¥eVhatisci pi ent

more fundamental in the effect of the boards is its  rassociation with [ 6 ] agical ideasR
without belief in rmagical power, R the rartistic prowessR of the carver will not be
transformed into the rmagical prowessR o f t he ¢ an 3% Scsordingwta éhis
framework, the belief in magic is the foundation of the transcendental power of art objects.
Yet Gell tries not to downplay the significance of visual effects, as he acknowledges the
r e f f ofardabjgcts Ras a rresult of enchantment of technology . ‘B What is magical to
the Trobrianders is the difficulty of making the boards , that are sophisticated enough for
ritualistic use, and typified by a dazzling design that consists of swirling curves, sharp direct
carving, bright colouring, technical precision, and symmetry. In Gell$ words, the canoe is
enchanting as a rdisplay of [ &g r t i which ig ddly rexplicable in magical terms, Rnot as
ar p hy sobjecta®f® The enchantment of t echnology, then, is not an abstract belief, but
an action caused by the material properties of artworks  that make human beings desire

and admire the technology and its technicians . Gell argues thatt echnicalfeats o r 1 \sii rt ty (Ro

155 1bid, 166.

156 |bid, 166. Gell did not detail the practices of making and using the boards. For the
more information about the prow boards, see The Bowers Blog, rSplash of Color: Massim
Canoe Prow BoardsR(Bowers Museum, December 2018).
https://www.bowers.org/index.php/c ollection/collection -blog/splash -of-color-canoe-prow-

boards-of-the-trobriand -islands
157 Gell, The Art of Anthropology , 166.
158 |bid, 166.
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are essential in arranging the subject -object relation between people and things: referring
to Georg Simmel $ treatise on money, he maintains that it is the difficulty of acquisition of
the object orthe r r e s i sftom it ¢hatRiakes us desire it . In other words, ra kind of

halo-effectR of wor ks of art cannot be achi eved

Gell considers that the belief in the veracity of the magical power of a certain ritual is
formed by the knowledge of its unimaginable difficulty o f creating the ritual objects. He
finds the works of John Frederick Peto (1854-1907) a Western example of the enchantment
of exceptional technique. The American artist was known for his photographic Trompe-
| S opaintihgs of still life. His O/d Time Letter Rack (1894) (plate 15) typifies the virtuosity
of his art, the peculiar verisimilitude in its representation of flat objects (scraps, envelopes,
and straps on the wooden board) on the flat surface of the canvas. Gell argues that the
rdifficulty Rof the technology to transform painterly substances (pigments and so on) into
a photographic vision, n o t aesthiete merit, R the primary source of admiration for
the painting. 1 However, the viewerSs a d midoes thot @ame from any delusion
confusing the pictorial surface with either reali ty or a photograph. According to Gell, it is
the rtransubstantiation Rof oil pigments to  the realistic images of the depicted objects  that
makes the magic; the level of difficulty in the technical process o f P e t intiBgs
rtranscends Rhe rnormal senseR of the viewer who knows the fundamental difference

between photography and painting . It is the knowledge of the runcannyR chemistry of

159 1bid, 167-168.

160 1bid, 170.

92

wi t hou

pa



photography which makes the painter $ work more special than a photograph because he
achieves it without the faculty of the automatic transcription of nature. ** The
photographic transubstantiation of the lightis indeed easier to explain than such pictorial
transubstantiation. The incomprehensibility of atechnique confers ont he artista rsymbolic

role as (an) occult technic ian.R®?

Gell does not suggest that the technical virtuosity of art is only concerned with an
illusionistic technique. According to him, the ressential alchemy of artR is the
transubstantiation of the artist$ material into something else; hence, the mech anisms of
Picassd8 toy-assemblage Baboon and Young (1950) and Duchamp 8 Fountain (1917) all

fulfil the core criterion of the technology of enchantment .13

2.2.2 The Technology of Realistic Battle Painting

Gell$ framework is useful to see the success of The Rol/ Calli n t erms of the pa
compelling effect. The great degree of the paint
unless it had exhibited an exceptional technical quality that coul d transcend the diversity

of the ideological orientation of its viewers in vast numbers. The direct use of the painting

161 1bid, 170-171.

162 1bid, 171-172.

163 1bid 173-174.
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for propaganda purposes has been rare, since the painting is in the possession of the
Royal family.!%* 7he Roll Call was most successful when it was used as a fine -art object at
the Royal Academy o f Arts, rather than in other settings. Therefore, the enchantment of
the painting should be understood of the context of the customs surrounding fine arts in

the West. The picture $ use at the Roy al Academy is comparable to the use of prow -board
at the sho res of the Kula ring. Upon the belief in the magical power of the board , the
Trobrianders become more generous in battering. In the same manner,  when the visitors
to the Royal Academy acknowledged Butler as the qualified artist, they were enchanted by

The Roll Call their unigue belief is fine -art.

The Roll Call is a highly technically accomplished picture, but it was hardly a technically

exceptional picture at the exhibition. In fact, an artistr egar ded it as r

an abs

pictureR on acrcecautncto adf tthtag govered the picture

equipment and costume. % However, the painting struck Victorians as a very realistic
picture . The lllustrated London News sees thatthe painting has a rvraisemblance that could

only be expected from an eye-witness.R® The Art-Journal observes that there is an

164 The Royal family lent the painting for nationalistic occasions such as the memorial
event of the Crimea n War at the Alexandra Palace in 1876 and The World $ Colombian
exposition in 1893. See, W.H. Pennington, Sea, Camp, and Stage (Bristol; London: J.W.
Arrowsmith; Simpkin Marshall Hamilton , 1906), 145; Chicago Daily Tribune, rArt at the
World $ FairRAugust 13, 1893, 14.

165 Butler, An Autobiography , 102-1083.
166 The lllustrated London News , rThe Royal Academy Exhibition,RMay 9, 1874, 446.
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rabsolute fact, Rin the painting, while Morning Post and The Graphicfindi n it rtrut hf ul
and a life-likeReffect.’®’ It is therefore possible to assume that 7he Ro 6 uniquea/ / S
realistic effect was the crucial factor in its magnetism to Victorian viewers, which was n ot

facilitated by ButlerSs manual skills alone, but

As far as its method is concerned, T7he Roll Callis a realistic picture, butitcan alsob e a
Realist picture when considering of its political context. In art history, Realism is a period
style that bridges the gap between Romanticism and Symbolism ; Gustave Courbet (1819 -
1877) is its acknowledged initiator .18 What is peculiar about this loose ¢ ategory of style
is its tendency to involve politics and ideologies , from the time of Courbet to the socialist

realist art of the early twentieth century. 1%° Realistic battle paintings are often seen as part
of this Realist art on the grounds that th ey focus on the hardship of ordinary soldiers
rather than the glory of aristocratic o fficers. For instance, Vasily Vereshchagin (1842-1904),
the internationally celebrated Russian military painter, associates his art with the advent of
socialism in Realism the catalogue for his exhibitions in the US in 1888 -1889.17° Butler,

too, was positi oned under the banner of Realis tart by her associates. Wilfrid Meynell uses

187 Morning Post , yThe Royal Academy,RMay 5, 1874, 6; The Graphic, rFine Arts,RMay 9,
1874, 455.

168 Linda Nochlin, Realism(London: Penguin, 1990),13.
169 |bid, 45-50.

170 See American Art Association , Exhibition of th e works of Vassili Verestchagin, (New

York: American art association, 1888).
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the word rRealismRto define the historical significance of Butler $ art in his monograph in

1898.1™* Alice Meynell also does the same in rThe Age of Anecdote R(1886) by summing

up a new type of battle painting as the genre that most benefited from the rRealistR

revolution in art.’> She does not mention her sisterSs na
descriptions clearly indicate Butler as the representative artist of Realist battle painting

According to Meynell, the main method of battle art is to r s e peais} the individual

soldiersR from the larger army and to rstudy (them) in every possible human interest, R

which is synonymous with Butl er Ss met hod to focud® AsaRdalistdi vi duc
painting, 7he Roll Callis associated with the works of other British social -realist artists such

as Samuel Luke Fildes (1844-1927) and Hubert von Herkomer (1849 -1914), since it depicts

the miser able state of the lower -class soldiers 174

However, the political realism of Realist painting does not fully explain the realistic effect

of the battle painting, although its political connotations could contribute the generation

of a realistic effect to a certain degree. Compared to Realist painting, which is concerned
with content, realistic painting is more concerned with method. In fact, the idea of realistic
painting has a longer history than Realist painting , whose specification was articulated after

Courbet. Discussion on realistic painting is found in the discourses of Joshua Reynolds

171 Meynell, The Life and Work of Lady Butler , 31.

172 Meynell, rThe Age of Anec dote, R208.

173 |pbid, 208-209.

174 Julian Treuherz, Victorian Painting (London: Thames and Hudson,1997),179.
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(1723-1792). In Discourse I, he divides the art of painting into two types according to

their methods: the higher type of painting depicts the rper f ectbeiadustay Rof t he
type is produced by the rimitation of nature . ZR In his discourses, Reynolds, being a
Platonist, consciously avoids using the word rrealRfor the lower type of painting. However,

Reynol dsSs connot at i ospecifies thad theensethadlofehe higher s/peh e

of painting is not to represent ran individual

the method of the lower type of painting which depicts the irregulars, not the general

form 17 Accordingto Reynolds, the "Low School " is characterised by its "realistic imitation "

of the meagre intellect which is "corresponding to history in literature,” while the "Great

School" is characterised by its power of "imagination" which is  equivalent to "poetry R: 't h e
former is typified by Du tch art, and the latter by Italian art. " Although Reynolds used the

subject to uphold idealised grand -manner painting, his discourse encapsulates the method

of realistic painting, which helped the later generation to contemplate the subject. Ruskin
accepts Reynol dsSs categorization of a realistic
the ethical status of the method by relating

175 Joshua Reynolds, Discourses on Art, ed. Robert R. Wark (London: Yale University

Press 1997),41-42.
176 |pid, 47.

177 John Ruskin, Modern Painters 11/, ed. E.T. Cook and Alexander Wedderburn (London:

George Allen, 1904), 20-24.
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whose pr ac teject mthingsRand pselect nothing Rin depicting nature .1® RuskinS s
affirmation of the method of painting the particular details of nature encouraged the Pre -
Raphaelite painters to rebel against the method of grander -manner painting. Butler was
acquainted with the Pre-Raphaelite painter John Everett Millais (1829-1896) whose studio
she visited in 1862 , and, in the same period, she was reading rRuskin$ inspiring writings R
and applying his suggestions in her training. 1’ It is highly likely that Butler was aware of
the tension between the idealist ic method and the realistic method when she was painting

The Roll Call in 1874.

Butler and her circle, and even Ruskin, associated the method of realistic painting with
ethical values such as truthfulness and humanitarianism. A painting as an object can b e
directly used as an instrument for charitable occasions; The Roll Call was selected to be
di spl ayed saldshdsatthes ei®ster Galleries during World War | in aid of the
OfficersSFamilies Fund'®® However, within the method of realistic batt le painting, there is
an area free from ethical considerations. For instance, Butler did not regard the figures in

her pictures as the literal representations of the people she s aw in real life, but she

178 John Ruskin, Modern Painters /, ed. E.T. Cookand Alexander Wed derburn (London:
George Allen, 1903), 624. Ab o u t Inndcdnee of the eye, Rsee Alexander K. Wettlaufer,
Inthe Mind S Eye: The Visual Impulse in Diderot, Baudelaire and Ruskin (Amsterdam:;

New York: Rodopi, 2003), 232-233.
179 Butler, An Autobiography , 11; 14.
180 The Observer, rArt and Artist: the Leicester Galleries, RMay 30, 1915, 14.
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recognised them as independent entities in her aesthe tic experimentations. According to
her autobiography, she was excited to find that she and Jean-Louis Ernest Meissonier
(1815-1891), who was the most prominent military artist of  the time, had the same habit

of giving a nameRto each pictori al figure he inven ted (the only known name of Butler $
figures is rGaminR.18! In fact, rfigureRis a favourite word of Butler, who uses it whenever
she finds anthropomorphic figures, pictorial or real, that rdelight Rher.#2 To her, human
figures are elements of an artistic technique that induces runity, vividness,
straightforwardness, and b r e a cefdieRhey are read as players of a story. 83 This kind
of aestheticism might appear to be brutal to the people who view the artist as a
sympathetic humanist. However, this professional mindset is deeply Victorian, as it

corresponds to the William Michael Rossetti Ss s t rthees sbit@frregarding a picture

as a picture,R  whis thehr f u n d a medimena df art. R®* It is certain that Butler, like

Rossetti, regards method as the fore most element of her trade.

The most inspiring artist for ButlerSs pr oj ect @ inethbe to mdkeherifigues

realistic was Andrea del Sarto (1486 -1530), who was not particularly acknowledged in

181 Butler, An Autobiography , 130.

182 1phid, 30; 64; 67; 97; 102; 106; 108; 153; 155; 176; 189; 190; 208; 235; 239; 257; 287;
293.

183 |bid, 12-13.
184 Rossetti, Fine art, Chiefly Contemporary , 12.

99



Britain during this period, except through a poem of Robert Browning (1855).1% In 1869,
when she saw the fresco of T7The Last Supper by Del Sarto at San Salvi (c. 1527) (plate 16),
she does not praise the deed of Jes us Christ, despite being a devout Catholic , but the
ar t imetho8 swhich is reflected in the rwonderful disposition of the hands and heads of
the figures sitting at the long table, Rrthe low of heads [the artist] has revelled in love of
variety,Rand the rwonderful value of bright yellow Ragainst rwhite. R Butler$ appreciation
of Del Sarto$ method is followed by her diagnosis of its effect in which she finds the
expression of rstrong i ndi v i dndateiexcgpfonal realism of the figures and their

attitude. 87

Contrary to her enchantmentwith Del SartoS's me, Builer was overtly discontented  with
the painting of the same subject in Fuligno (plate 1  7), which was regarded as a work of
Raphael in this period (attributedto Pietro Perugino (c.1446-1523) in recent times). Despite
her acceptance of its spiritual quality, Butler spotted "a very instr uctive contrast”" between
the methods of Raphael and Del Sarto!® In Ra p h amdth8ds there w as a "want of

connection" between the figures , caused by the "uniform light" whose effect was

185 Her high opinion o f del Sarto created a tension with John Ruskin. Butler, An

Autobiogra phy, 153.
186 1bid, 62.

187 |bid.

188 |bid, 63.
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"unprepossessing."®® What is learned from this accountis that Butler$ acknowledgement
of the effectiveness of Del Sarto outweighs the conventional hierarchy between Del Sarto

and Raphael in art history , which was a secondary consideration to the artist.

Although working on a different subject, Butler seemsto havediligen t 1y appl i ed Del S
realistic method to her battle pai nwmbeRohGal, Butl e
among many other things, Butler Ss met hodi c al singularity and de
similar to the artistSs omethodd Regardiesspof personal o f Del
preferences in political and philosophical matters, the ar t-viewing public liked the method

and effect of the pai nting that they experienced through rthe expression and color of the

wounded and dying, R the variety of (the soldiersS jttitudes and facial expression, Rand
rwell-distinguished character. R% In 1874, it was impossible to find any direct reference  to

specific political and military affairs in the contemporary reception of the painting; no one

associated the achievement of the Cardwell Reforms and the problems of the Second
Anglo-Ashanti war (1873-1874) with 7he Roll Call. It is equally impossible to find any

reference to specific philosophy and ideologies such as humanism, democracy, and

imperialism from the initial reception of the painting. There seems to have been only a

189 pid.

190 New York Times, rA Famous A Famous Painting: the Roll -Call after Battle," May 31 ,
1874, 9; The Graphic, rFine Arts,RMay 9, 1874, 455; The Times, rExhibition of the Royal
Academy,RMay 2, 1874, 12.
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mute performance of a technology for its own sake that was passionately applauded by

the audience.

2.3 The Reality-Effect of Battle Painting as a f rép$S

2.3.1 Battle Painting as a fTrapS

The factthat 7he Roll Callwas successful as a magnetic painting with an outstanding effect,
compared to Barker $ Balaklavaof a similar subject matter and sentiment , induces one to
question the hierarchy between the artist $ technological intentions and ideo logical
intentions. The Meynells seem to regard Butler $ ethical intention to enlighten others as

more fundamental than the aim of making picture effective. However, considering that any

noble ideas, no matter how sophisticated , embedded in an artwork, are unlikely to be
transferred to the recipients without the success of the art object S's e, it i possible to
suppose that the hierarchical relationship which positions the ideological interest above

the material interest is, in fact, reversed inthe pract i t i minde Thé fates of Butler S
paintings were determined asthey brazenly enticed and stimulate d people for their survival.

They can therefore be discussed in the light of Gell $ notion of artworks as itrapsS whi ¢ h
defines artworks as assertivemat er i al s programmed to work in ant
behaviouristic traits. In his essay rVogel$ Net: Traps as Artworks and Artworks as Traps R

(1996), Gell expounded his definition of artworks as traps by arguing agai nst Arthur Danto $
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refusal to ac knowledge the Zande hunting net (plate 18), which was exhibited by the
anthropologist Susan Vogel (1942 -) in 1988 at the Centre for African Art in New York in
the manner of a fine-art object. 1°* Danto argues that the African people S set of is a mere
artefact, whose resemblance to a Western fine -art object - such as string-bound structures
of Jackie Winsor (1941-) (plate 19) - is only rsuperficialR because the net is not an
embodiment of rcomplete, self-sufficient ideasR originated within the tradition of the
Western-art-world.192 Against Danto $ Eurocentric notion of art, Gell points out that the
bulk of art objects in the Western tradition were not actually made to be rappreciated by
an art public R(as is the case for religious art made for liturgical use), and the fact that the
Zande hunting net is unlikely to be an ordinary artefact, but a ritualistic object , as hunting
tends to be regarded as a highly ritualistic activity in Africa. °® For Gell, the hunting tools
and traps in Africa are just as artistic as artworks in European art galleries , as they provide
a useful model to explain what an art object is. According to Gell, an art object is like an
automatically working trap without the presence of the artist; the artist designs her work,

but it works as an rautomaton Rreacting to the anticipated behaviour of the viewer as a

191 The essay was first published in Journal of Material Culture , March 1 1996. In this
chapter, | used the text reprinted in  Gell, The Art of Anthropology: Essays and Diagrams ,
ed. Eric Hirsch (Oxford; New York: Berg, 2006).

192 Gell, The Art of Anthropology , 189-195.
193 |bid, 196-197.
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prey.!®* Among the several examples Gell ma kes, a drawing of a giraffe trap provides a
striking analogy with a work of art (plate  20). The giraffe cannot get out of the pit since it
is dug according to the shape of the lower half of the animal. According to Gell, s uch a
trap is not only a practical tool for the act of hunting , but also a representation of the
rparameters of the animal $ natural b e h a v whih grovides a universal framework for

artworks from both Western and non -Western art traditions. 19°

Butler$ attitude towards her craft and its  products surprisingly resembles a hunter $
attitude to behaviouristic apparatus, as she never neglected to work on the innovation of
her methods until very late in her career. Making their works more riveting than other
paintings was part of the common pr ofessionalism of Victorian artists , who had to win
viewersS at t @& mtcampetitive art scene. Yet Butler was more explicit in her desire to
lure other human beings by knowing the logic of the ~ enchantment over other painters. In
her autobiography, a passage from the chapter recollecting the boisterous success of  7he

Roll Callin May 1874 elucidates this stance:

It is a curious condition of the mind b etween gratitude for the appreciation of one $
work by those who know and the uncomfortable sense of an exaggerated popularity
with the crowd. The exaggerationis unavoidable, and no doubt, passes, but the fact that

counts is the power of touching the peop le$ heart, an rorgan Rwhich remains the same

194 1bid, 200.

195 1bid, 200.
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through all the changing fashions of art. | remember an argument | once had with
Alma[-]Tadema on this matter of touching the heart. He laughed at me, and di dnSt

believe in it at all. 1%

This account emphasises her integrity to discern between mere popular success and more

meaningful artistic success. However, on the other hand, it reveals her materialist view o f
the human heart as a biological receptor which responds to particular stimuli. This stance
is more clearly expressed in the passage recalling the success of The Remnants of an Army
(1879) (plate 1). Reporting the tearful response that the Irish artist Alfred EImore (1815 -

1881) had to the painting, she contends:

| have heard it said that no one was ever known to shed tears before a picture. On
reading a book, on hearing music, yes, but now on seeing a painting.  Well! That is not
true, as | have proved more than once. | can $resist telling here of a pathetic man who

came to me to say, il have a wet eye w hen | saw your picture! $7

These accounts show a very different image of the artist who has been portrayed as a
sympathetic humanist. Although she defines the particular effect of The Remnants as

rpoetical, Rccording to the conventional language of the t  ime, her joy in finding a new

196 Butler. An Autobiography , 113.
197 1bid, 184.
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workable pictorial method is not concealable. % Though legitimate and innocent, the artist
speaks in the manner of a pseudo -scientist who believes that the technique of

manipulating human emotions is achievable through visual experiments of the human
body. Inthis regard, ¥ hie changing fashions Shat mightinclude time -specific issues become
secondary elements of her art. It is undeniable that the artist had an anti-imperialistic
intention in 7he Remnants, as she expressesthis clearly in her autobiography. When the
conflict of the Second Anglo -Afghan War (1878 -1880) was at its height , Butler released
the painting visualizing the hazardous incident during the First Anglo -Afghan War (1839-
1842) in which Brit ish Imperial force were ob literated by the Afghan force leaving the army

surgeon William Brydon and his horse as sole survivors. °*® However, it is hard to ascertain
whether the painting guides one to think anti -imperialistically. EImore might have been

already an anti -Imperialist bef ore he saw the painting. It is uncertain that any imperialist s,
who were genuinely touched by the painting, could be convertedto  become pacifists by
the pictorial experience. Most of all, it is unlikely that Butler ~$ excitement over The
Remnants was caused by the discovery of a new moral insight ; it is plausible that it was
related to the new invention of a compositional scheme whose effectiveness was proven
by v i e wsppnsaeous responses. The painting was the first to  succeed in her method

of juxtaposi ng a single pathetic figure (considering Brydon and the horse as one) with a

198 |bid, 183; the simile between painting and poetry is common to the academic

aesthetic, Joshua Reynoldsé Discourses on Art. See, Reynolds, Discourses on Art, 120.
199 Butler. An Autobiography , 183.
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vast landscape, which creates a sublime effect. Butler never repeated the same subject
twice, but her compositional method and the particular con figuration of the figures , were
reused for different subjects throughout her career. It is not  surprising that she repeated
the compositional scheme of The Remnants later in Evicted (1890): a sympathetic painting
of the Irish problem which shows an Irish peasant woman standing in the vast setting of

the Irish landscape.

The behaviouristic aspect of the successes of Butler $ artworks can be attested by the fact
that her inventive compositional formulae are more  widely accepted than her ethico -
political position. As Hichberger points out, th e rdiscernible typesRsuch as rthe last stand, R
rthe charge, Rrafter the battle,R a n d marth IpastRare effortlessly absorbed by other
artists who certainly had different political opinions. 2°° Moreover, the currency of her
discoveries from human experime nts was valid regardless of the national difference. For
instance, the formula of onrushing cavalrymen of Scotland for Ever! (1881) (plate 21) was
not only imitated in Britain but also  on the Co ntinent. During the nineteenth century, the
painting was popul ar in Imperial Russia; its reproductions were found in the street s of
Moscow.?! Scotland for Ever! was almost directly imitated by Viktor Mazurovsky (1859-
1923) in Fight near Telish, 1877 (1888) (plate 22). The Polish artist, who lived through the
time of | mperial Russia, used the same formula in another painting 7he Attack of Tekinsky

Regiment (1916-1917). Germans during World War |, too, plagiarised the painting by

200 Hichberger, /mages of the Army , 77.
201 Butler, An Autobiography , 248.
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rtransforming the Scots Grey into Prussian ¢ a v a regaydlesR of the contextual fact that

it celebrated their enemy, as they were drawn to its effect, rather than its content 22

The pivotal role of inventive formulae is not only true  in the case of Butler, but also for
battle painters of the time in general. The works of Ernest Crofts, Richard  Caton Woodville
(1856-1927), John Charlton (1849-1917), Stanley Berkeley (1855-1909), and Vereker
Monteith Hamilton (1856 -1931) are discernible by their unique compositions. These artists
tend to reuse their inventions for representations of different even  ts that have no link to
each other. Crofts uses the reportage style of perspective placing the viewer behind the
troops moving over the hill for his  Napoleonic Wars and English Civil War subjects. John
Charlton, utilising his skill as an animal painter, de vises the authentic rmould Rof rushing
horses onward at a slightly tilted angle, which gives a  dramatic effect to his paintings of
the Anglo -Egyptian War (1882), Boer War (1899-1902) and World War 1. 2% Stanley Berkeley
represents the advancing soldiers and horses thrusting to the left side of the  viewer in his
variable subjects. Hamilton uses the same side view of the advancing British troops for his

paintings of the Anglo -Afghan War.?* Caton Woodville, as the most energetic battle

202 Usherwood, Lady Butler, 83.
203 Hichberger, /mages of the Army: 117.

204 About Ha mi | tAfgharSisgan paintings, see Harrington, British Artists and War 204-
207.
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painter and illustrator, mi ght be the inventor of the most numerous formulae in Britain. 2%
He also recycles his inventions for representing different wars. For instance, his Boer War
illustration Brave /rish (plate 23), which shows the dramatically foreshortened figures at the
moment of capturing the enemy stronghold , was reused for rendering a victorious battle

of the Japanese army during the Russo -Japanese War (1904-1905) (plate 24). The common
aim of Victorian battle painters, regardless of their political stances, was to setup ef  fective

traps for the consumers of war images.

The Roll Callwas B u t | raost Suscessful trap, although it is difficult to maintain that its
compositional formula was the main element of its inventiveness.  Perhaps the composition
of the painting is unremarkable compared to her later paintings, as it was least emulated
by other battle artists . The effectiveness of The Roll Call seemed to come from its
anonymity and the minimal involvement of the narrative. It should be noted that 7he Roll
Callis least involved with historical accounts com pared to her later major successes. From
The 28" Regiment at Quatre Bras onwards, her next Academy painting after  7he Roll Call,
the subjects of her paintings grew to be more specific as they became related to specific
incidents in history. Itis true tha t Butler $ historical visions are imaginary visions, not being
translations of the accounts asin most cases. Yetitis possible to specify the written sources

Butler used for her paintings, that are associated with the re al events and people. The

205 For Caton Woodville 8 reputation as the most radmiredRand r i mi t leattlee attidt,
see John Gooch, ed., The Boer War: Direction, Experience and Image (New York; London:

Routledge, 2014), 218-220.
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Quatre Bras was inspired by Captain William Siborne$ History of the War in France and
Belgium in 1815 (1844)2% Balaclava(1876) by the well -known story of the Charge of the
Light Brigade during the Crimean War; The Remnants of an Army by Brydon $ own account
published by George Lawrence (1804-1884) in Reminiscence of Forty-Three Years in India
(1874)2°7 The Defense of Rorke S Drift (1880) by the first -hand accounts of the soldiers of
the 24" Regiment who fought at the battle again st the Zulu warriors?°® and Scot/and for
Ever /by the manuscript account of James Armour who was one of the riders of the charge
made at the Batt le of Waterloo (1815). 2°° Butler$ practice of associating specific accounts
with her paintings lasted until the very end of her career when she was still collecting first -

hand accounts of World War | .

Compared to these works of the specific people and events,  7he Roll Call was related to a
situation after an anonymous engagement in the Crimea. Admittedly, Butler mus t have

been influenced by notable historical accounts of the war, such as Alexander Willi am

Kinglake$ The Invasion of the Crimea (1863-1887) and William Howard Ru s s eBhithS s

Expedition to the Crimea (1858). However, The Roll Callis still an open painting that makes
the viewer bewildered. The painting may be an independent anecdote , but it is not a

subordinate fragment of a bigger storyline , as is the case in Quatre Bras, Balaclavg and

206 Usherwood, Lady Butler,61.
207 |bid, 77.
208 |bid, 79.
209 |pid, 81.
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Scotland for Ever! which each represent specific moments in famous military operations.

The Roll Call might be the painting whose materiality was taken int 0 account more fully

than Butler§ other paintings as it has lesser conceptual associations , hence more
interpretative potential. How far Butler intended to gowith the p a i siandnymiySis not
clear. Yet it is possible to imagine that Butler neglected to relate 7he Roll Callto a specific
history in her stronger desire to captivate her viewers by using Andrea del Sarto $ method
of making the figures come alive, whic h was the core in the effect of the pain ting. In this
sense, The Roll Callis the a r t im®dgt Bimitive painting ; its bare structure corresponds

with Gell $ definition of artworks as traps.

2.3.2 The Reality-Efect of the Realistic Battle Painting .

Butler$ works, in terms of their fundamental designs, were like automated traps captivating
the attention of the ir viewers. Therefore, it is logical to ask what the bait of the traps was .
Asking what the inherent effect of the painting was is problematic in the domain of art
history since there is noway to measure the effectiveness of an art object by the analytic
tool s of the discipline. Furthermore, art history is perhaps the discipline that knows the
futility of such an attempt best , as it professes to o bserve the vicissitudes of fortunes of
artefacts throughout time. Nevertheless, the speculation of The Roll CallS material effect
will gain worth as an expansion of the theoretical parameter in the studies of battle

paintings.
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The Roll Call was produced by Butler$ unique method that separates a small band of
individual soldiers from the grand vision of a battle and details the particular characteristics

of the figures. This method seems to make a painting more realistic compared to more
abstract, grand-manner history paintings. However, the effect of a particular painting
cannot be reduced to the result of the application of a certain method. It is possible that
the tactic of separating and focusing is applied to Butler $ later paintings and to her
competitor 8. Yet only 7he Roll Call had a peculiarly magnetic effect. Evenif thepai nti ng$Ss
uniqueness, as the first of its kind , caused this extraordinary success it is still necessary to
enquire how the painting succeeded in its own right . The most useful t erm to speculate
about the painting $ inherent faculty of enchantmentis rvraisemblanceR(f. likelihood) which
is from the review in  7he //lustrated London New s2*° This contemporary use of the word
vraisemblance led me to understand the effect of 7he Roll Call in the light of Roland
BarthesSs e x p | atheamechanism ofthe realistic effect of artwork . In the essay rThe
reality effect R(1968), Barthes discusses the relation between vraisemblance and descriptive
details in realist literature in the ninete enth century. To Barthes,t h elesgriptive details, R
that are abundant in Gustave Flaubert $ novels, are the object of enquiry , as they seem to
be ruseless detailsRthat have no clear rfunction Rin rthe narrative f a b £ LadRing any

narrative signific ance, such details as rhow long the sitting lasted, and the size , and the

210 The lllustrated London News , rThe Royal Academy Exhibition,RMay 9, 1874, 446.

211 Roland BarthesRThe Reality Effect,Rin French literary theory today: a reader , ed.

Tzvetan Todorov, trans. R. Carte, (Cambridge: Cambridge University Press 1982),11.
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location of the door, Rseem to resemble aesthetic description ( ekphrasis) in the Western
rhetorical tradition. 2*2 However, according to Barthes, there is a difference between the
ffancifulSdescriptions of the ancient and modern realist. He argues that t he ancients, not
restrained by the scientific belief that there is an essential difference between rthe living R
and the rintelligent, Rcould infinitely create imaginative details as long a s their audiences
accepted their vraisemblance.?'®* The modern realist, on the other hand, is in a difficult
position to create the same viv id effect from the endless description of details (notations)
because they believe that thereis a cancrete reality Rthat will make notations r super fl uousF
at any time , through a cross-examination between signs and their referents.?!* Therefore,
Barthes mai nt a & break down between the old vraisemblance and modern realism R
was created.?’®> Modern realism does not mean to signify any meanings , but to create the
effect that makes us feel that notations are realistic. In this sense, the un interpretable

details in realist novels are not useless notations but are the  rtrue signifier of realism. R

What is learned from Barthes$S framework, which primarily concerns literature , is the

endorsement of insignificant details that do not contribute to the plot of the main narrative

212 1bid, 12.

213 bid,14-15.

214 1bid,15.

215 1bid.

218 1bid,16.
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but are the essential elements to boost the likelihood of the  artwork. Therefore, these
details exist for t heir perceptual effect that disintegrates the viewer $ logical mindset which
discriminates the art and the physical world. In other words, modern realism is self -

referential.

To localize BarthesS insight into the discipline of art history, especially in ~ figure painting, |
suggest using fidget as a proxy word for the literary details outside of the narrative
structure. Fidget, of course, is known as the common symptom of people having Attention
Deficit Hyper Activity Disorder (ADHD) at various degrees. Ho wever, before confining it as
a neural disorder, one must acknowledge that fidgeting is a natural part of human life
happens between structured intentional projects . The activities aspect of one $ rational
project are akin to the meaningful descriptions in the narrative fabric of a novel, while
most of the unconscious aimless behaviours of a person are comparable to the insignificant

details that hold their own expressional qualities.

In paintings featuring human figures, it can be expected that a person w ho knows how to

mix between two different sets of act ivities - the intentional and the accidental - can create
a realistic vraisembable painting. It is suggested that Butler found the effect of fidgeting
in figure painting when she observed Del Sarto$ 7he Last Supper. It is true that Jesus
Christ and the Apostles show a variety of movement. Yet it is hard to surmise that the
mural is particularly dynamic compared to other paintings of the subject , as all the motions
of Del Sarto$ apostles seem to be releva nt to the | ine of emotion belonging to the story.

In terms of fidgeting , what Butler must have not failed to observe , but did not mention in

her autobiography , is the two figures beside the central window above the Apostles (plate
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25). The role of the pair is dispensable in the story of the Last Supper. The bearded figure
seems to have just found the scene of the Eucharist and was curious ; he asks the young
figure serving them who they are. Their attitude is light and far more casual than the

Apostles who are already agitated having listened to Jesus $ announcement of his

impending death and the betrayal of one of his disciples.

This description of fidget is found in 7he Roll Call in full scale. The bare narrative structure
of the painting can be encapsulat ed in its title, Calling the Roll After An Engagement,
Crimea. However, the number of people actually paying attention to the rational project
of the roll call is only three : the mounted officer, the sergeant, and the beardless figure at
attention. More te llingly, even the mounted figure appears to be listless with what he is
doing by being simply carried by the horse. Other figures are distracted from the
performance of the cerem ony as they are engaged in chatter, resting, and looking around.
Any knowledge able person about the army would notice that this allowance of fidgeting
at a muster means it is not an ordinary roll, but after real combat, as such the conduct is
outside of th e strict discipline of the modern army. This point can  be visualized by the
comparison between T7he Roll Call and a lithographic print featuring the review of the
guardsmen by the Queen at Buckingham Palace In Queen Victoria and Prince Albert
Inspecting th e Wounded Grenadier Guards in Buckingham Palace (1855) (plate 26), the
soldiers are kept in order while waiting for their turn attentively. Whether the reportage

scene is the literal transformation of the real event which happened at the specific time
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and place is not important 27 What is significant is that it is hard to find ¥ s ufpleuous S

details that are outside of the main narrative : inspection. Many details of Butler$
guardsmen are nothing to do with the  anecdote of the picture. Yet their fidgeting is part
of the p ai n$ authentc effect to captivate the viewer to accept the picture as an

exceptionally life -like painting.

This is not to say this thesis claims to find out  a universal explaination for the success of
Butler, let alo ne the popularity of late Victorian battle paintings by the concept of fidget.
Nevertheless, the noticeable insignificant behavioural details in 7he Roll Call indicates the
self-referential nature of Butler $ realism. It can be observed that many figures | ose the
focus from the main tasks in her early works other than The Roll Call, such as Quatre Bras,
Balaclavg and /nkerman. In particular, the case of Balac/avashows that the artist$ interest
in pictorial details might eclipse her ethical projectto rcherishRand rrespectRthe rindividual
personality Rthrough the given ranecdote.R'® William Henry Pen nington (1833-1923), who
was one of the Hussarsin the charge of the Light Brigade during the battle of Balaclava,
also modelled fo r a conspicuous figure in Balaclava whose particular facial expression

concerns the press (plate 27).2° The commentators assumed that Pennington was

217 About the lithographic print made by George Houseman Thomas (1824 -1868), see
Keller, The Ultimate Spectacle, 181.

218 Meynell, rThe Age of Anecdote, R2009.

219 W.H. Pennington, Sea, Camp, and Stage. incidents in the life of a survivor of the

Balaclava Light Brigade (Bristol: J. W. Arrowsmith, 1906), 144.
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responsible for the uneven image of the British soldier i n But | er $hat theyai nt i ng

censured for being rtheatrical,Rr r u i n obtrusiVeyand unreal,Rand even rdazed and
drunk.R?° These character assassinatiors greatly displeased Pennington who himself was
a professional actor.??! Usherwood appreciates this depiction of the "mental derang ement"
of a real victim of war as a leyel of realism Rbeyond its time when such a rportrayal of
war was still unacceptable. %2 Nott regards the pain ting as pioneering in showing rthe
effects of post -traumatic stress disorder, a phenomenon unrecognised until well into the
twentieth century. 23 However, what is curious about the artist who exhibited an
exceptional moral quality in rremembering the pain o f others, Ris that she also seemed to
accuse Pennington of theatrical modelling.??* Following the initial success of Balaclavg
Butler directs a tableau vivant of the picture at a private gathering that only features

Pennington.?> Her description of Penningto n$ re-enactment of his expe rience as a real

220 Usherwood, Lady Butler, 64-65.

221 Pennington, Sea, Camp, and Stage 150-151.
222 Usherwood, Lady Butler, 65.

223 Nott, rReframing War ,R252.

224 paraphrased form Susan Sontag, Regarding the Pain of Others (London: Penguine,

2003), 103.

225 About the nineteenth century practice of r | i wictureg,Rsee Thomas S. Grey,
rTableaux vivants: Landscape, History Painting, and the Visual Imagination in
Mendelssohn's Orchestral Music ,I?Jgh-centuwmus/c, Vol. 21, No. 1 (summer, 1997), 38-

76.
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victim of the disastrous operation is even harsher and more disrespect ful than any other

commentators:

The wretch pretended to obey, but, just before the curtain rose, rammed the busby
down again, and utterly destroyed the meaning of that figure! We didn$ want a
representation of Mr. So-and-so in the becoming uniform of a hussar, but my battered

trooper. 226

Had Pennington read this account from An Autobiography, published in 19 22, he would
have been offended as according to his memoir, Sea, Camp, and Stage (1906), he seemed
to respect Butler. Butler $ disdain for the spontaneous expression of a veteran, wh o still
might have had PTSD two decades after the war, induces one to rethink Butler $ reputation
as an all-time sympathetic viewer of the ordinary soldiers. In the end, whatever actually
happened between Butler and Pennington during the model study, Butle  r chose to depict
the central figure distinctively unfocused among his suffering and caring brothers in arms.
The paradoxical attitude of the artist towards her sitter suggests that Butler took
Pennington $ fidgeting into account in the resultant painting out of an aesthetical interest
rather than an ethical interest. Therefore, itis likely that the artist $ discovery of the p ictorial
effect of Pennington $ unruly behaviour preceded her humanitarian diagno sis of the

disorder unknow n in 1874 . Butler might have had sympathy for the figures in her pictures .

226 Butler, An Autobiography , 155.
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However, at the moment of art -making, those figures had to remain in the realm of cold

technological concerns, as their role was to inflict a sanguine effect onto human beings.

2.4 Conclusion: The Decline of The Roll Call as an Effective Object

To see a Victorian battle painting as an embodiment of method and effect, not as ideas
and collective ideologies , is not a totally new perspective in history. Clement Greenberg in
rAvant-Garde and KitschR (1939) disparages nineteenth-century battle painting as

runreflective Rart that only depicts "effect" in its interest  in robbing the time and money

of the ignorant masse s?? Even before GreenbergSs articl

mo d er ni s tTheRaihtingosWar"r(1916), an article in 7he Lotus Magazine, censures
the shallowness of nineteenth -century battle pai ntings compared with the rdeepRfine-art
paintings of war, such as Leonardo Da Vinci$ lost 7he Battle of Anghiari (1505) and Diego
Vel ass| The Subender of Breda (1634-35); to the anonymous athor, realistic battle
paintings fell to the level of mere i llustrations as they aim to realise ranecdotesRrather
than rart.R? More tellingly, the article contends that Victorian battle paintings are

rshipwrecked on the insignificance of detail Ras they exploit rmodern curiosity and modern

221 Greenberg, Art and Culture , 15.
228 Anon. "The Painting of War ," 29.
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external realismRfor th e renjoyment Rof the viewer. ?° It is interesting to see that , in the
article, Butler was excluded from this accusation of shallow realism , as her works exhibit
rvitality Rover ranecdote.R3° These analyses are not particularly advantageous for the effort
to r einstate the art -historical status of Victorian battle art. However, they are valuable in
understanding the social role of Victorian battle paintings in their immediate social
relations, which is to enc hant people with their external realism that is the es sential quality

of the genre.

One last insight learned from the case of 7he Roll Call is that the realistic effect of the
painting, which was compelling in 1874, is not an inherent quality of the painting.
Greenberg and the writer of The Lotus Magazine were able to abhor realistic battle
paintings because they still sensed their enchanting power which needed to be exorcised
by rational criticism. H owever, the gripping power of the realistic battle painting, as a
system of technique, had been exhausted even before such conscious criticism. A
forerunner of the decline of realistic battle painting as a valid social technique is found
when 7he Roll Call was brought to the British pu blici n t h e salorshoiv attl eScester
Galleries in 1912. The Athenaeum witnessed the natural reduction of the former magical
power, as they reported that the once ramazingRpainting now appears to be rrather dull

ine x e ¢ u and anly $lightly bette rthanthe r we eikustrations. R3* 7he New York Times,

229 |pid, 29.
230 |pid, 29.
231 The Athenaeum, rFine Art Gossip,s May 25, 1912, 4413.
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contrary to the enraptur ed review it published in 1874, now coldly maintained that the
picture would 1 r e c éut \the] scantiest notice R without the rneed for special police
protection Rif it was hung again at the RA exhibition. 232 Such a quiet demise of the
enchantment of a technology can be taken as the expiration of a technology of

enchantment, which is called late Victorian battle painting.

Chapter 3: Battle Painting $ Agency: The Case of Two Paintings of the
Battle of the Alma

This chapter aims to identify the agents of Butler$ 7he Colours (1898). Depicting the
glorious moment in which the Crimean veteran Robert Loyd -Lindsay (1832-1910) led his
troops to the top of the enemy stronghold at the battle of the Alma (1854), The Colours
is not a work that typicallyfit s Butl er Ss humanitarian principles
has an undeniable morphological similarity with Sergeant Luke O'Connor Winning the
Victoria Cross at the Battle of the Alma (1859) by Louis William Desanges (1822-1887),
which is part of the Victoria Cross Gallery that was founded from the late 1850s tot he
early 1860s. The apparent similarity between the two objects, which has not been discussed
in detail, is not fully explicable in terms of biographical or social  -historical motives. However,

s

Gel | Ss concept @hibstoelycdatetlye pbaieayeats behind the similarity,

282 The New York Times, rArt Notes from London, RMay 26, 1912,15.
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which are related to elements uncommon in discussions of Victorian  battle art. Contrary
to the conception that Victorian battle paintings are primarily products of so cial and
political causes, the visual specification of The Colours is heavily motivated by personal
attachment and the desire of an individual. In addition, wi t h t he hel p of
treating any contributing factor as a person, this chapter is abl e to incorporate a detailed
account of a historical battle as a description of a substantial performance, not as an

immaterial narrative, into the discussion of Victorian battle painting.

3.1 The Colours (1898) as a Problem Obiject .

3.1.1 The Significance of The Colours in Butler § Career.

Atthe Royal Academy of Arts annual exhibition in 1899, Butler exhibited  7he Colours (1898),
which depicts the moment that a band of Scots Fusilier Guards under the Queen $ and
regimental colours take the enemy stronghold at the Battle of the Alma in the C rimean
War (1854) (plate 28). Unlike her popular works in the 1870s and early 1880s , the painting
did not inflame any enthusiastic reactions among critics and the public . The painting was
seen as a dull repetition of her old method , and in line w ith the re trospective trend of the

1890s, when British battle painters were increasingly revisiting great historic wars before
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the Second Boer War, which broke out in October 1899, became a fresh subject.?®® The
Athenaeum wrote that The Colours relies on the artist $ "methods" too much , while it lacks
"notions and experiences as regards military passion."?** The architect Henry Heathcote
Statham (1839-1924), in his review of the AcademyS annual exhibition in the Fortnightly
Review, contends that Butler$ work was a "weak and theatrical contribution .R®® This was
contrary to his acknowledgement of the merits of other battle painters such as Andrew
Carrick Gow (1848-1912) and John Charlton (1849 -1917) for their Jubilee Procession
pictur es, and his lamentation over the absence of the work of Ernest Crofts (1847 -1911)
whom he consider ed to be "by far our best artist" in th e genre.?*® Butler must have read
these comments on her painting when she was in South Africa, where she had gone in
October 1898, following the appointment of her husband as the Commander -in-Chief of
the colony. 22’ These unfavourable remarks show the difficult ies that the artist had to deal
with in the later stage of her career ; by the 1890s, Butler was no longer the most riv eting
artist in the genre of battle painting . Unlike the 1870s, when Butler was the sensational

figure of the genre, after the middle of the 1880s her male competitors increasingly

233 Usherwood, Lady Butler, 101.
234 The Athenaeum, "The Royal Academy," May 27, 1899, 664 -665.

235 Henry Heathcote Statham, "The Academy, The New Gallery, and The Guildhall,"
Fortnightly Review, July 1899, 391.

236 |bid.
231 Usherwood, Lady Butler, 124.
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established themselves through paintings of the contemporary colonial wars . In 1899,
Butler did not stand out as a representative artist of her field which was now full of

practitioners working on similar subjects.

Though harsh, itis hard to reject the AthenaeumS aiticism of The Colours in all its aspects.
The picture can be seen in relation to "the basic types" she had repeatedly used for her
earlier works such as Quatre Bras and Scotland for Ever! as it represents a battle in a
projective formula in which the soldiers advance toward the  viewer without the presence
of the ene my. 28 The painting is typical of Butler and seems to be based on a synthesis
of existing methods rather than creativity and new inventions . If th e visual specification of
The Colours is the result of her artistic mannerisms, the artwork can be read as a sign of
the decline of her career, unlike the period when she used to dazzle her audiences with

the most inventive works in her genre.

This pattern - that a once appealing type of art object loses its originality and flare - is
commonplace in art history and can be seen in the collective fate of Victorian artworks in
the middle of the twentieth century. However, the implications of T7The Colours might be
more damaging when considering the artist $ ethical principle. The painting still appears
to be made in acc ordance with the artist $ principles of not exploiting the direct  conflict

between the two military forces , and not painting the contemporary subject. 2% However,

238 For the basic types of battle painting , see Hichberger, /mages of the Army , 77.
239 Butler, An Autobiography, 184-187.
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the image of the British elite  soldiers advancing with raised flags into a heavy artillery
barrage seems to contrast with the artist $ humanistic determination not to paint  rthe glory
of war.R* In The Colours, Butler is not ashamed to praise the British victory andthe  warlike
ethos of the country. The Battle of the Alma (1854) was the Br i t i syh$isst major m
engagement in the Crimea ; whose objective was to capture the Great Redoubt on the hill
above the River Alma against the Russians. The soldiers in the painting are the fColour
bandSof the Scots Fusilier Guards who had a crucial role in this battle, defending the
colours and boosting the morale of other troops. There are not enough accounts of t he
contemporary reception of the painting, as it was placed at the headquarters of the Scots
Guards shortly after the initial exhibition in 1899. 24 However, it is possible to assume that ,
unlike her other sympathetic paintings such as Balaclavaand The Roll Call, the painting
would not be welcomed by the Peace Society. 2%2 It is hard to ascertain how the painting
would be appreciated by modern viewers, asitis B u t | least n®wn work. Nevertheless,
as a rare occasion, the painting happened to be filmed in a recent movie , A United
Kingdom (2016). In the movie, the picture appears as a backdrop image to a British
diplomat who tries to persuade the protagoni sts f an interracial couple - to separate due

to the racism they could face on their return  into Botswana. Here the painting is used as

240 The Times, "Lady Butler," 4 October , 1933, 17
241 The painting was commissioned by the regiment. See Usherwood, Lady Butler, 103.

242 According to Nott, Balaclavawas seen as a painting the Peace Society would favour .

See Nott, rReframing War, 4.

125



an i mperi al symbol t hat emphasises the British

itis placed atthecentreo f t he di pl omat Ss of f i cQopsideriegthtis t o

specific use, it is difficu It to assume that the picture belongs to the same group of works

that are prone to be associated with sympathy and pathos.

The Colours's form is generic, and its content dangerously oversteps the ethical boundary
prescribed by the artist. Therefore, it is possible to ask whether the painting is a failed
wor k i n the .aoteverpwosk 3 arcadist éSeeuvre is a successthat meets the
a r t iteshniGsk and moral standards. Butler $ significance in art history is defined by her
technical ingenuity and her strong ethic al codes in handling her subject. While successful
works such as The Roll Call, Quatre Bras, Balaclava The Remnants of an Army , and Scotland
for Ever! attestto B u t $ agt+hiStorical significance by fulfilling the criteria of crea tivity and
humanity, 7he Colours can be explained as an atypical and marginal piece in the artist $

career.

A social-art-historical explanation for the ethical issuesof 7he Colours can be found in the
relationship between Bu t | e r Steajeatosyrarel ¢he p e r i sodighamosphere. During
the 1890s, Butler was competing against her male competitors who were mainly working
on historical battle paintings that we re rattuned to militaristic patriotism. R*® Against the
warlike trend of the time, Butler released more reflective historical battle paintings. Her
Halt on a Forces March: Peninsular War (1892) depicts gaunt horses drawing a heavy

carriage during the Peninsular War (1807-1814). The Dawn of Waterloo (1895) shows the

243 Usherwood, Lady Butler,103.
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Scots Grey awaking on the morning of the great battle. Joan Hichberger contends that
Butler$ choice of a rmelancholicRmoment in  7he Dawn of Waterloo makes the work an
ranti-war painting. R4 Butler$ other works such as Stead)y the Drums and fifes! (1897) and
On the Morrow of Talavera (1898) overtly focus on the tragic aspect of war. T he problem
is that these sophisticated and dramatic representations of war did not draw enthusiastic
attention from t he British audience in the last decade of the nineteenth cent ury.?*® Nor
was the Royal Academy kind to the artist , as they placed 7he Dawn of Waterloo in a bad
location.2*¢ Considering the succession of negative reactions to Butler $ emotive depictions
of war, it is possible to imagine that the artist intentionally relaxed her rigid principles in

The Colours to deal with her professional predicament.

The combative aspect of The Colours can be understood through Butler$ legitimate desire
to reverse her declining status in the British art world . However, The Colours cannot be
explained alone by this intention to succeed, as it has an undeniable formal affinity with
another painting. The resemblance between The Colours and the painting Sergeant Luke
O'Connor Winning the Victoria Cross at the Battle of the Alma (1859) by the British artist
Louis William Desanges (1822-1887) is striking (plate 29). The compositional scheme of the

two pictures is almost the same. Both paintings show the formation of the foot  soldiers in

244 Hichberger, rMilitary Them es in British Painting 1815 -1914R(PhD diss., University
College London, 1985), 130-131.

245 Usherwood, Lady Butler,103.
246 Butler, An Autobiography, 259.
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red coats (or scarlet tunics) , on a plain, fighting enemies beyond the frame of the picture
The protagonists of each are g uarding the colours as their main objective , as they are
holding the colours next to the fallen figures. The effect of the thick smoke from black
gunpowder , obscuring the mounted figures in the background , is also the same in both
pictures. The skirmishing riflemeninthe foreground left corner of both paintings are almost
identical in their posture and position. It seems that Butler almost re -made Desanges$
painting from the 1850s according to the technical standard of British battle painting in

the 1890s.

The compelling resemblance between the two pictures would damage Butler$ reputation
as a conscious reformer o f her genre. The artist is known to admire the works of the
renowned French battle painters such as Meissonier, De Neuville, and Detaille, but she
never plagiarised any of their works. The relation between the two pictures further
complicates Butler's unnatural decision t o copy another painter's work . Desanges$
Sergeant Luke O'Connor is part of a bigger series called Victoria Cross Gallery that was
made to commemorate the deeds of Victoria Cross awardees , while Butler $ The Colours
is a single project. Bot h pictures deal with the same battle, the Battle of the Alma, but they
depict different incidents. Desanges's painting depicts the Irish S ergeant Luke O'Connor
(1831-1915) of the 23rd Royal Welch Fusiliers holding the Queen $ colour after the death

of its previous bearer, while Butler's depicts Robert Loyd -Lindsay (1832-1901) (later Lord
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Wantage) of the Scots Fusilier Guards advancing with the Queen $ colour.?*” It is noted
that the sitters of both paint ings were awarded the Victoria Cross for similar action s on
the same bat tlefield . This basic information about the two pictures cannot singlehandedly
explain the apparent similarity between the two objects. The refore, it is necessary to
investigate whether the peculiar link  between the two pictures was made by the associated

elements, such as the same subject, and the same award.

3.1.2 A Methodological Refection on the Issues of The Colours

The aim of this chapter is not to accuse Butler of plagiaris m, butto inquire into the covert
agents that generate d the unmistakable similarity between the T7he Colours and Sergeant
Luke O’Connor. In modern contemporary art, a formal resemblance between two art

objects by two separate authors is often regarded as a sign of plagiarism that costs one
of the artists their originality. Howe ver, formal resemblances between artworks are
welcomed as positive properties in the art histor ies of earlier periods. In the studies of

Antique and Renaissance art, for instance, Aby Warburg (1866 -1929) endeavours to trace

247 Robert Lindsay became Robert Loyd -Lindsay after his marriage to Harriet Sarah
(1837-1920) in 1858. See Stearn, Roger T. "Lindsay, Robert James Loyd-, Baron Wantage
(18321 1901), army officer and agriculturist." Oxford Dictionary of National Biography. 23
Sep. 2004; Accessed 14 Mar. 2021. https://ww w-oxforddnb -

com.libproxy.york .ac.uk/view/10.1093/ref:0dnb/9780198614128.001.0001/0dnb -
9780198614128-e-34544.
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the rafterlife of antiquity Rby detecting rthe undeniable similarity Rbetween art objects from
various regions and periods. 2*¢ In studies of nineteenth -century art, the detective work of

finding hidden sources for paintings which seem to be based on the artists Sobservation
of nature and creativity is already a common practice. For example, Linda Noc hlin identified

that the popular imagery of rthe Wandering Jew Rwas an inspiration for Gustave Courbet $
The Meeting (r Bonj our Mo ns i(E8)2° aw Michae Eried suggests that we
see numerous artworks of the past as rthe sourcesR of Edouard Manet $ seemingly

progressive artworks. 2%

In finding the source of the similarity ~ between Butler and DesangesS's  p i, this chapées

has benefited from GellS notionof F agency S and ,té&piined ik his AlNazok u s
Agency (1998). In the Art Nexus (plate 3), Gell defines the entities that play a role in a
relation created by an artwork in four terms: Index (art object), artist, recipient (viewer),

and prototype (model) . These four terms are put into the fagentSand fpatient Sposition

according to the specific relation they form. 2! The benefit of Gell $ approach is that it

248 Aby Warburg, 7he Renewal of Pagan Antiquity.: Contribution to the Cultural History of
the European Renaissance trans. David Britt (Los Angeles: G etty Research Institute),1999

126.
249 Linda Nochlin, Courbet (New York: Thames& Hudson, 2007), 29 -30

250 Michael Fried, ManetS Modernism: or the Face of Painting in the 1860s (Chicago:
Chicago University Press 1998), 79-80.

251 Gell, Art and Agency , 17.
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enables us to affirm not only sentient human beings, but also inanimate things such as art

objects and non -human prototype s,as r personsR on thgeobsadition t
pl ay agentiv-keikel sebtuntiansR i n 22 méhisframeworkj t y of
the artist, who is traditionally recognised as the active creator of his or her own artwork,

can be perceived as being in a passive position to non -human entities when the specific

relations and settings are considered. Furthermore, Gell divides the agent into the primary

agent and second ary agent, according to the degree of their contribution to the genera  tion

of art -like situations , mapping out more detailed agent/patient relations into the form of

diagrams?®3

From these basic tools, the notion of the prototype is particularly relevant when discussing

the agency behind Butler and Desanges Ss ¢ o mp a r idslsiace theyiillustrate the

same historical battle. Gell considers ther vi sual recognitionR of rresei
prototype and the index as the necessary condition of perce  iving the agent/patient relation

between the two entities. 2 It is certain that Butler is not the primary designer of the

compositional feature of 7heColours.as it noticeably resembles Desa
Yet But | er Ss apomplaietco py of Désang e g & there are many discrepancies

in the visual specific ation between the two painting s. It might be that the flow of agency

between the two pictures can be grasped by ascertaining the prototypes from which the

252 1bid, 5; 7; 13; 19.

253 1bid, 51.

254 1bid, 26.
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visual elements of the two pi ctures derived. Admittedly, the sectionin Artand Agency that

orients t he concept of the prototype is not expressly designed for the subject of Victorian

battle paintings because Gell was more interested in the role of prototype in iconic images

in religi ous art. He rejected Nelson Goodman S £1906-1998) linguistic semiotics that regard
rsymbolic conventionR as the pri mafylnadnatshéells of r i
to Gell, prototype is a matter of belief: an imaginary god can be the prototyp e of the index

as |l ong as the patient bel imageeftheihdex *°tThiepoigtod r cal
reflects Gell Ss advocation of hbutpwhatis kelplljfoe ct i vi sr
this chapter is that Gell believes that the appearance of an imaginary thing , such as god,

i n peoplsdsStll demvechfdm rt heir memories of i magesR that
specifications wheshpeci fhedRape 2f Ghistnpliestkapeci f i e
Gell acknowledges the existence of mental images that have varying degrees of

specification in relation to materia | entities. Gell is more concerned with less specific visual

forms as,inthissection, he i ntroduces the notion of Faniconic
aboutthe rs-pamporal R el e m@&nvetsfor my par leventuie éoexpand

therangeof t he prototype as an agent beyond Gell Ss ¢

single entity such as Samuel Johnson (see 1.2.1); it is possible tad assum

2% |bid, 25.

2% 1bid.

257 |bid.

258 hid, 26.
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formS of a specific historical event or a sequ
prototy pe to art objects as it is contained as a mental image whose visual specifications

are | imited. This expansion is not «cicomdugiosneeabl e
of Art and Agency he suggests applying the notiom of ag:
organi sms,t®r buentsés s b nRk® Theeeform ia battle, wor. a war with limited

visual specifications, can be an agentive prototype because no matter how a battle is

remembered in the mind s of individual s, certain details of the battle never change. For

instance, at the Battle of Waterloo (1815), the Duke of Wellington fought against the army

of Napoleon | in Belgium, not against the army of Tsar Alexander | in Moscow. The visual

specification determined at the battlefield also shapes the appearances of any paintings

representing the battle.

Perhaps in his all-out opposition to seeingart as meaning, Gell does not
of i ma g e safpictores, whese mechanism depends on the involvement of language.

It should be acknowledged that linguistic descriptions alone can dictate that the artist

illustrate s a specific image although the actual practice of image -making should be done

in a composite form with the element of optical vision. This is true for a mental image of

a battle, which is often heavily aided and determined by verbal descriptions since a direct

observation of the eventis extremely difficult. For this problem, it is beneficial to embrace

W. J.T. Mitchell $ theoretical insight that rall media are mixed media Ras each medium has

2% |bid, 222.
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to depend on others.?® Contrary to the opinion rcirculatedR by Clement Greenberg,

Mitchell posits that there is no pure visual medium. 26* According to Mitchell, t he optical

sense needs to be coordinated with other senses such as touch and feelings in order to

function in real life. 22 As there is no pure sense, there is no pure medium. While
highlighting the coordination between the diffe
me d i utheRpractice of r e k p h rirapssticsldhguage remains themost r subt | e, agi l
master-medium ,Rfor other media cannot fully realiseits r ¢ r uc i 31 am scéptcR

about Mi t chel |l Ss overtly semiotic ,snmatchddby otet t ha't
media, as a principal institution of art . His hierarchical view, | argue, cannot be the rule

when it comes to communities that do not ha ve the tradition of sophisticated visual
description or composed and subtle poetic | angua
the mixed use of senses and the efficacy of verbal desc ription with regards to art in practice

is certainly advantageous . It can elucidate the prototypes of Victorian battle paintings , as

their recipients did enjoy using a high qualitative and quantitative level of the verbal

medium in their culture.

260 \W. J.T. Mitchell, "There are No Visual Media," /mage Science: Iconology, Visual

Culture, and Media Aesthetics (Chicago: University of Chicago Press 2015),129.
261 |pbid. 126.
262 |pid, 133.
263 |pid, 132.
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3.2 The Significance of the Victoria Cross Gallery by William Louis Desanges (1822-1887)

in Victorian Battle Art

3.2.1 The Success of the Victoria Cross Gallery

In order to discuss the agent ive role of Desanges $ Sergeant. Luke O'Connor with regards
to Butler$ The Colours, itis first necessary to review the artist and his project , the Victoria
Cross Gallery, as they have not been discussed in detail except by Hichberger. 2% Desanges
was born in London, in 1822, the great-grandson of a noble exile from France. When he
was six, his family travelled to Florence where the artist had his first drawing class. After

the family returned to England in 1831, the artist $ formal education commenced in

Birmingham, but he soon moved to Kentwhere he  received drawing instruction. At sixteen,
Desanges studied under the Lyon-based artist Jean Michel Grobon (1770 -1853), who
specialised in genre and portrait paintings, but  his art education in France was brief , as he

soon travelled to Italy. After his return to England in 1845, th e artist began his career as a

% See Hichberger, r Chapt émgeFastheeArmyNew her oes, R
"Democratising Glory? The Victoria Cross Paintings of Louis Desanges," Oxford Art

Journal 7, no. 2 (1984)
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professional artist.?% In the initial stage s of his career, the artist aimed to be a history
painter and submitted severd history paintings for public exhibitions, but they were not
hugely successful 2% It seems that he earned a living by painting female portraits, which
brought him modest success. From 1859, Desanges $ name began to be associated with
the Victoria Cross Gallery. However, the success of the project did not motivate him to be

a devoted battle painter. He continu ed to earn his living as a "fashionable portrait -painter"
as he had done before although he occasionally worked on the subject of contemporary
conflicts such as the regional conflict in British Gambia in 1866, the Ashanti Expedition
(1873-1874) and the Anglo-Afghan War (1878-1880)2¢" Perhaps because of his title as a
chevalier, and his social skills, the artist became close to the Prince of Wales. Howev er, the
Royal family did not purchase his battle paintings. Instead , they commissioned several
portraits of the Prince and Princess of Wales. One of the largest pieces of work he ever

did for the Royal family was a group portrait,  7he Royal Garden Party at Chiswick (1876)

265 James Daffrone, "British Artists: their Style and Characte r," Art journal , February 1864,

41.

266 The Literary Gazette, "Fine Arts: Westminster Hall," July 17, 1847; Ibid. "The British
Institution," February 24, 1849, 134; The Times, "British Institution," February 05, 1855, 8;
The New Monthly Magazine , "The Annual Picture Show in Trafalgar-Square," May 1853,
32.

267 The Examiner, "The Picture of the Year," , April 20, 1861, 248; about Desanges$ battle
paintings after the Victoria C ross Gallery, see Harrington, British Artists and War, 179;

204.
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which was lostin a fire in 1879 (plate 3 0). The artist die d in 1905, but little is known about

his later life , as there are insufficient records about him after 1880.

The creation of the Victoria Cross Gallery was undoubtedly the most notable event in the
history of Victorian battle painting in the late 1850s. Its history begins with the
establishment of the Victoria Cross , which was a specific award for fpersonal deeds of
valourSin battl e. Inspired by Foreign Military awards such as the French Legion of ~ Honour
and urged by public opinion and monarchical interest in the aftermath of the Crime an
War, the award was made to honour meritorious soldiers regardless of their rank or class.
In contrast to existing awards such as the British Order of the Bath, which was only
conferred upon officers with long military careers, this new award took exempl ary
performances on the battlefield into account 268 After the Queen distributed the  first Cross
in "the presence of an immense crowd" at Hyde Park in June 1857, 2%° the award was a
focal point of the press. In terms of art history, the award kindled the public imagination
of the gallant V ictoria Cross winners, which was a prime subject for representation in any
artistic media. Desanges was the first artist to exploit this opportunity . According to the

artist$ own explanation, the Victoria Cross Gallery, which is the collection of pictures of

268 For the detailed history of the establishment of the award, see Melvin Charles Smith,
"2. Institutionalization of Heroism in Britain," in  Awarded for Valour: A History of the
Victoria Cross and the Evolution of British History , (New York: Palgrave Macmillan, 2008),

26-42.
269 The Observer, "Distribution of The Victoria Cross," June 28, 1857 , 5.
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winners of the Cross, was "designed and produced under a sincere appreciation of the
national value of the order." 2° The Victoria Cross Gallery first appeared at the Egyptian
Hall in April 1859 comprising r e i dalge historical paintings and twenty four smaller
pictures."?’t The number of paintings rapidly grew about fifty in 1861. 272 The complete
version of the series, which comprises fifty -five paintings, was finished by the time the
Gallery moved to the Crystal Palace in Sydenham, 1862. The main subjects of the Gallery
were the fighting soldiers at the two most popular wars of the period, the Crimean War

and the Indian Mutiny, with a few of the series illustrating the less popular wars in Iran,

Afghanistan, and China.

From its beginning, the Gallery enjoyed wide press coverage and thousands of visitors.2’3
In 1864, the original pictures were sold, not to public institutions as suggested by the press,
but to a "wealthy gentleman" near Leeds. 2’* The Gallery was tempo rarily removed fr om

the Crystal Palace within the year but repeatedly was returned to that location until the

270 Louise William Desanges, The Victoria Cross Gallery: exhibition catalogue , (London:

Albert Palace, BatterseaPark, 1885): 1. Quoted in Hi chberger, "Democratising Glory? , 5.
2711 The Times, "A Victoria Cross Gallery," April 18, 1859, 9.

272 The Examiner, "Fine Arts: The Pictures of the Year," April 20, 1862 , 248.

273 The Art-Journal, "Minor Topics of the Month," Jun e 1859, 193.

274 The Art-Journal, "Minor Topics of the Month," Mar ch 1864, 90.
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1880s2’> Desanges's pictures were popular as reproductions, appearing in photographs in
1860, and two of them were engraved for  The /llustrated Lo ndon News (plate 31). Eleven
paintings were selected to be engraved for  Our Soldiers of the Victorian Cross (1867) by
Samuel Orchard Beeton (1831-1877), which was published to instil military heroism into
middle -class school boys.?’® Such a success was certainly impressive, even though it is
almost forgotten in Victorian art history. Understandably, the characteristic of Desanges  $
success appears to be different from Butler $, as there is a hierarchical division between
the artworks displayed at the Egyptia n Hall, and the Crystal Palace, and th ose displayed at
the Royal Academy exhibition.2’” William Michael Rossetti only briefly acknowledged the
Victoria Cross Gallery as "the nucleus" of "military or battle pictures" in Britain, and gave a
more lengthy comment on the grand scale painting by the Irish painter Daniel Maclise

(1806-1870), The Meeting of Wellington and Blucher after the Battle of Waterloo (1861),

275 The Art-Journal, "Crystal Palace Picture Gallery," July 1864, 204; catalogues in multiple
editions were printed in different years up to 1885 for the exhib  ition of Victoria Cross

Gallery at the Crystal Palace.
276 Hichberger, "Democratising Glor y?," 47.

277 About the quality of the paintings at the Crystal Palace, see Antonio Noh,  rVictoria
Cross Gallery: Centrepiece of Pictorial Experience in the Afterlife of the Crystal PalaceR

(conference paper, University of York, 2018), 2 -3.
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at the Palace of Westminster (plate 32).2® More recently, Ulrich Keller discussed the
paintings of Desanges under the head ing of "the London shows" and provided another
chapter on Crimean War painting s; for Keller, the Victoria Cross Gallery was the succession
of a panoramic painting of the Battle of the Alma exhibited at the Egyptian Hall in 1855,
by an artist known as Mr. C ooman.2”® However, as the word iGallerySmplies, the Victorians
took DesangesS Victoria Cross paintings as framed canvas paintings, not ephemeral
objects. Furthermore, although the V ictoria Cross Gallery fits into more popular places than
fine-art institut ions, there must still have been a considerable overlap between the those
visiting to the Crystal Palace and the Royal Academy. This suggests that Desanges's battle
images were as successful as Butler's paintings in terms of their quan titative distribution

in Victorian Britain.

It is difficult to ascertain how Desanges$ project came to be so successful in its time . The
most viable answer is that the Victoria Cross Gallery was the first object of its kind in
Britain, having the principle purpose of showing active combatants in the battlefield as the
focal point in the medium of canvas painting. Before the V ictoria Cross Gallery, in British
military paintings the combatants generally remained as backdrop figures for more

dignified personnel , such as commanders and high officers, whose tasks were not active

218 Rossetti, Fine Art, chiefly contemporary, 13.About Macl i s &fhstte wor k ,
Wickham and Mark Murray -Flutter, Daniel Maclise. The Waterloo Cartoon (London: Royal

Academy, 2015).
219 Keller, The Ultimate Spectacle, 64-65.
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fighting . One can see this in Benjamin West's Death of General Wolfe (1770) and John
Singleton Copley's The Death of Major Peirson (1784). In Maclise$ The Meeting of
Wellington and Blucher, the generals are placed at an equal distance from the common
soldiers to the viewer. However, the central narrative of the  picture is still the meeting
between Wellington and Blucher. Maclise tries to  exploit the effect of the fighting scene
by inserting skirmish scenesin the far background of the painting, but they were used as
ornamental vignettes for the main story (plate 33). As for paintings of the Crimean War,
the aristocratic mounted officers were still ¢ entral figures. Francis Grant (1803-1878), who
was the president of the Royal Academy (1866 -1878)and Qu e e n Vi poitrait painterS, s
portrays the Duke of Cambridge, posing among the advancing guardsmen at the Battle of
the Alma (plate 34). Thomas Jones Barker (1815-1882) paints the Earl of Cardigan (1797 -
1868) heroically fighting deep inside the enemy lines with the supporting Light Brigade as
anonymous soldiers (plate 35)28 The lively pose of Cardigan looks convincing enough,
but his po se is still loaded with rhetorical gravity of high art. Desanges's soldiers belong
to far lower ranks than the protagonists of Grant S and BarkerS's p a i, and thein aptions
were practical rather than dignified. In the Victoria Cross Gallery,the  movements of Captain
Charles John Stanley Gough (1832-1912), Lieutenant William Al exander Kerr (1832f1919),
and Private John McDermond (1832-1868) resemble dry examples from contemporary

training manuals rather than heroic postures (plates 36 and 37). In this re gard, the V ictoria

280 Another identifiable person in the painting is Lord George Paget (1818 -1880), who is
in the right middle ground of the painting. Keller, The Ultimate Spectacle, 224.
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Cross Gallery was noticeably a new type of military paint ing. A review of The Athenaeum
appreciates the ingenuity of Desanges's paintings by praising their "qualities of intense
dramatic power, R with less "extravagant exaggeration or att itudinising" and fewer
"pretentions to High Art." 28! The unabashed illustratio n of fighting individuals per se was
novel in canvas paintings in the middle of nineteenth century, and it was certainly the key

element of the success of the project.

As a new type of object, the Victoria Cross Gallery $ unique approach to exploit the vi olent
actions in the battlefield succeed ed to attract the Victorians. However, it is hard to pin
down whether the formal ingenuity was the only cause of its success, as the
commemorative feelings of the Victorians towards its subject also shaped their atti  tude to
the Victoria Cross Gallery. The problem is that Desanges $ battle paintings were not well -
made in terms of technique. As soon as the Gallery appeared at the Egyptian Hall, the
artist$ technical incompetence was spotted by the press.  7he Critic harshly criticised the
artist for being "utte rly unprepared and out of training," to undertake such a large project
which was only a product of "vanity" of an artist whose trade was originally in "fashionable
female portraiture ."282 The periodical was the Gall eryS smost inimical critic, and its
indig nation against Desanges was not appeased until the following year. It denounc  ed the
Gal | eaoryqgSatity and hasty execution , contended that it lacked proper naturalism to

represent "reality of war" and that "patriotism" alone would compensate the "sore conflict

281 The Athenaeum, "The Victoria Cross Gallery," April 7, 1860, 480.
282 The Critic, "Victoria Cross Pictures," April 23 , 1859, 399.
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with one's sense of what is due to art and to truth )" and concluded that the paintings
would appeal only to the "vulgar public." 28 However, such a critical voice was in the
minority of the general opinionst hatturned ablindeyetothe Ga | | appareBtstechnical
defects due to its usefulness in  commemorat ing the gallantry of the British soldiers. Even
The Critic surprisingly changed their stance in the winter of 1860, and became almost
respectful towards t he Gallery. It suddenly praised the Gallery's "exceedingly interesting
compositions, both as works of art, and as more or less faithful records of the heroic
actions of our army in the Crimea and India." 2* The magazine came to call the artist
"indomitable,"” in a review of 1861, praising his project as "almost as heroic as some of the
feats which have been rewarded with the Victoria Cross." 2%° This opinion shift seems to
reflect the editorial disputes within the magazine, whose  editor was the journalist James
Lowe (1798-1866). The change of the ma g a z i harghSae signifies thatthe Gal | er y Ss
commemorative function eclipsed its apparent technical deficiency, which means that
Desanges$ paintings grew to be considered as relics  of British war experi ence. DesangesS s
success with the Victoria Cross Gallery is much more complex than the early success of
Butler. While Butler $ works do not indicate the names of specific individuals directly, each

of Desanges$ paintings claims inseparable relations with the sitters by baring their names

(see 2.3.1). It is difficult to discuss the Victoria Cross Gallery without taking the se given

283 "Victoria Cross Pictures," The Critic, April 7, 1860, 437.
284 The Critic, "Art and Artists," November 17 , 1860, 616.
285 The Critic, "Art and Artists: Victoria Cross Gallery," March 30, 1861, 416.
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narratives and identities into account, as they are bound to make the British spectators

feel a strong attachment to the paintin gs.

3.2.2 The influence of the Victoria Cross Gallery on Late Victorian Battle Painting.

In contrast to her favorite French artists, t here is no biographical evidence attesting that
Butler recognised Desanges as a model artist to imitate or pay homage  to. According to
An Autobiography , Butler "feasted her eyes" on De Neuville's Combat on the Roof of a
House and was deeply impressed by the same artist S Street Combat.2® Butler saw Deatille,
who was two years younger than her, with "a great admiration ."?®” She was also "amused"
when she found out that Meissonier shared her habit of giving names to her pictorial
figures.288 Contrary to her explicit recognition of the merits of French military painters, she
was silent about the domestic artists in her field. The meaning of t his silence does not
seem to be positive , as she regarded the genre of battle painting as "almost non  -exploited
by English artists" when she decided to pursue it. 28° Desanges appears once in her

autobiography, not as a respected senior battle painter, but as an artist close to the Prince

286 bid, 127;138.

287 1bid,128.

288 1hid,130.

289 1bid, 95.
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of Wales. During the time of The Roll Calls meteoric success the older artist invited Butler
to his home and to the opening ceremony of his latest military painting of the British
Expedition to Ashanti. 2°° She remarks that Desanges asked her many questions about the
details of The Roll Call. However, it is impossible to ascertain Butler $ opinion on Desanges,
let alone her assessment of the artist $ work, from the single paragraph recording their
meeting.?°? In line with this re ticence, contemporary accounts never associated Butler with

Desangesin terms of her artistic lineage.

The relation between Butler and Desanges has not been totally neglected in the  history of
British battle painting. Hichberger strongly points out that Desanges$ works were rhighly
influential to battle painters of the following generation , iRcluding Butler , on the grounds

that he was the pioneer of the rrepresentation of individual heroism Rof combatants in
Britain, through his depictions of the winne rs of the Victoria Cross. 22 On one hand,
Hichberger $ merit to shed light on the se neglected battle painting s should be duly noted.

On the other, the simplification in her understanding of the histo  rical role of Desanges $

must be tackled. Hichberger regard s Desanges as the British painter who , in the 1850s,

290 Desanges$ Fighting in the Ashantee Forest (1874) was commissioned by lllustrated
London News that engraved the picture for its special supplement. Harrington  , British

Artists and War, 179.
291 Butler, An Autobiography , 113-114.
292 Hichberger, "Democratising G lory?,R50.
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rassimilated French military art into British subject R alongside Thomas Jones Barker.?®

However, this proposition can be refuted for a number of reasons.

Firstly, it is uncertain how far Desanges was familiar with the method of contemporary
French military art. Although he was given the title of chevalier from his family, his artistic
activity and career in France seemed to be no more than passive education and casual
travelling, which did not inspire him to be a French -style battle painter on his return to
England. This contrasts with the case of Barker , who entered into the studio of the
renowned French military painter Horace Vernetin 1835 , and consequently won three gold
medals for history paintings a t the Salon, under the reign of Louis Philippe (1830-1848)
before he returned to England in 1845. 2°* It is hard to deny that Desanges is a battle
painter. However, he was not fully committed to the genre  in the same way as the battle
painters of the next gen eration. It is more likely that the artist chose to paintV  ictoria Cross
winners as a contingent subject for making a breakthrough in his career. Unlike Barker and
Butler, Desanges was more a portraitist than a figure painter, which means that his skillset
was not suitable for painting battle scenes that feature a large number of animat ed figures.
It comes as little surprised, perhaps, that 7he Critic noted DesangesS snpreparedness for

the particular subject of battle.

293 Hichberger, /mages of the Army , 63.
294 James Daffrone, " The Work of Thomas Jones Barker," Art Journal, March 1878, 69.
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Secondly, Hichberger seems to think that the transformation of method and style in British
battle painting took place over a long transitional period to reach its radical form in the
1870s; she emphasised the role of rDesanges in the process of assimilating French military
artinto the Briti sh vocabulary.R® Yetitis hardto specify a French master who transmitted
his grammar to Desanges. It is possible to attribute the  technical aspect of some of Barker $
works - such as precise draughtsmanship, polished surface, and sharp details - to the
influence of his training in Horace Vernet S studio. Many of Desanges$ paintings , however,
resemble British oil works before the emergence of the Pre -Raphaelites, with their weak
schematisation and painterly colourings under dim varnishing. It should be no ted that
battle painters in the last quarter of the ninete  enth century were not passive apprentices
of domestic art. Butler was closely following the new development in French military
painting after the Franco -Prussian War. Crofts and Woodville both had a formal art
education at the D¢ s s e |Achdemy.2°® To the eye of the new generation battle painters,
in terms of met hod and technique, DesangesSs

objects of reformation, rather than art works of respect.

Unlike Butler, DesangesS technique was not exceptional enough to lead a  movement.

However, despite any artistic deficiencies, his paintings seemed to influence battle painters

295 Hichberger, rMilitary Themes in British Painting 1815 -1914R(PhD diss., University
College London, 1985), 100.

2% Harrington, British Artists and War, 181; Richard Caton Woodville , A Random

Recollections (London: Eveleigh Nash, 1914), 14.
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of the next generation with their emphasis on the action of a small band of soldiers. The
strange affinities between Desanges S sorks and that of younger artists can be explained
by the agent ive role of the idea of the Victoria Cross. This does not mean that the
ideological meaning of the award, patriotism, became the decisive factor in British batt  le
paintings, as a social history art would suggest. What is crucial about the award is that it
dictates and regulates the compositional and narrative aspects of the paintings associable
with it. The Victoria Cross is awarded for the deeds of individuals, not for the collective
effort of a regiment, which means that the nature of the award conditions any paintings
depicting Victoria Cross winners to have similar visual properties. For instance, De Neuville $
Saving the QueenS$ Colour (c.1882) has a formal affinity with Desanges S Lieutenant
Frederick Aikman at winning the VC at Lucknow (c.1860s) each represent one or two
mounted soldiers jumping on several savage attackers (plate s 38 and 39). The time and
space of the two paintings a re completely different, as the former represents an incident
at the Anglo -Zulu War in 1879 , while the latter is about the Indian Mutiny in 1858. The
French artist might have stumbled upon the V ictoria Cross Gallery images while he was
preparing for Queen VictoriaSs ¢ o mmiHewgvero inis less likely that De Neuville
submitted himself to the systematic method of an obscure British artist. ~ 2°7 Itis more likely
that the idea of rewarding the valorous action of small  units of combatants led to such a
composition which places the eq uestrian figures and the enemy foot soldiers in a certain

way. As an agent, the idea of the Victoria Cross comes into play as a rule or dictation, not

297 About De Neuville $ work, see Harrington, British Artists and War, 193-195.
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as an abstract value, such as patriotism and militarism. It is the Victoria Cros s as an

institution that shapes any Victoria Cross paintings and makes them akin to each other.

The resemblance between Butler 8 7he Colours and Desanges$ Sergeant Luke O'Connor
requires more explanation, as it appears to be more than a coincidence. A preliminary
supposition is that Butler might have used the images of Desanges S fifty paintings as part
of the visual corpus for her work. The reproductions of Desanges S works were pervasive
in Victorian Britain , and the visitors to the Crystal Palace in Sydenham were bound to

encounter the actual Victoria Cross Gallery?% Even if she did not acknowledge the artistic

quality of Desanges$ paintings, she may have still utilise d the images as visual references.
This assumption is true to a certain extent. However, it is still hard to understand her
seemingly unwise decision to copy the painting that represents the same battle. It is
therefore necessary to examine the agent ive role of the same prototype, the Battle of  the
Alma, as it is the next link between ButlerS sind DesangesS s fingsi im answering the

guestion of their formal similarity.

3.3 Battle as an Agent in Battle Painting.

298 About the location of the Victoria Cross Galley inside the Crystal Palacein Sydenham,

see Noh, rVictoria Cross Gallery,IVR’G.
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According to Butler $ autobiography, her method of painting ~ 7he Colours does not appear
different from her usual method from the time of T7he Roll Call. First of all, she imagined
a vision of rthe colour party of the Scots Guards advancing up the hill of the Alma in their

full parade dress, Rand then she found "fine models" in Dover, where she lived at that
time.?®® Furthermore, she interviewed the prota gonist of her imaginary vision, Robert Loyd -
Lindsay, who showed a strong interest in Butler $ plan to paint the actionthat had brought
him the honour of the Victoria Cross. The aged veteran, who became Lord Wantage,
offered Butler a meeting at the Guards Chapel where the actual colours from the battle
were kept. According to Butler, Loyd-Lindsay demonstrated how he had held the Qu een's
colour during the battle , and he informed the artist how the original tint of the colour was
more fresh back then. *° This account sounds sufficient to understand The Colours, as it
provides an explanation of the kind of image the artist intended and how she collected
the relevant data for the actual painting. However, it should be noted that the account

and the painting do not correspond. Butler wanted to paint the guardsmen advancing up
the hill of the Alma, but there is neither a sense of moving upw  ard nor the suggestion of
a hill in the picture. The guardsmen are placed on a plain in the same way as the Royal
Welch Fusiliers in Desanges$ painting. As the intention of the artist fails to explain the
specific visual property of the painting that migh t infringe her professional integrity, it is

necessaryto find the external agency for her  decision.

299 Butler, An Autobiography , 271.
300 |hid.
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One of the most fundamental agents of a battle painting is the mental image of the
historical battle it represents as the prototype. History is notonly a list of eventsin a linear
timeline but also a collection of images whose specifications are more or less solid
according to the historical facts. The meanings and contexts of the images can be altered
by a series of revisions and findings. However, the sk eletal structures of history - names,
places, dates, and other quantitative matters - barely change, as they are based on real
occurrences in history which have finite material specifications. Since the end of the
Crimean War in March 1856, certain forms of mental images of its battles have been
formulated based on actual battlefield performances. The Battle of the Almaisremembere d
as the image of the British troops ¢ apturing the enemy stronghold on the high ground
called the Great Redoubt across the River Alma; the Battle of Balaclava as the disastrous
fCharge of the Light Brigade, Sand the fortuitous iThin Red Line$ Inkerman as the fierce
bayonet charge; and the Siege of Sebastopol as the arduous trench warfare to capture the
Malakoff Tower and the Great Redan. These are mental images of battles of the Crimean
War that retain their shape based on the real battles as prototypes. F  acts can be forgotten
and corrupted, a s human memories are subjective, and new images can be inserted into
the memory of the battles. However, the performance of a battle in a specific time and
space is not reversible. Therefore, the battle has the agentive role to any artist who deals

with it as a historical subject. 30

%01 Indeed the agency of historical events can be ignored on purpose as one can see the
American film 7he Charge of the Light Brigade (1936) by Mic hael Curtiz in which the
British Light Brigade charges against an army of an Indian chief who mercilessly killed
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As an agent, the Battle of the Alma has its own rules because certain material properties
of the event do not change despite  varying accounts of the battle. It took place on 20
September 1854 and was the first battle between the Anglo -French forces and the Russian
army. The Russians had an elevated position on a hill above the bank of the River Alma.
The objective of the British was to capture the Russian battery called the  fGreat Redoubt, S
while the French objective was to capt ure fTelegraph Hill. 82 This topographical setting, as
Butler articulated in her autobiography, stipulates the sense of movement up to the hill in

its pictorial representations. Edmund Walker (1814 -1882) painted the mome nt when the
British troops arrived at higher ground from a lower terrain in his 7he Battle of the Alma
(1854) (plate 40). Walker must have t aken the idea of the battle on the hill literally , as the
slope of the h ill to the Great Redoubt was not as dramatic  as the one in his imagination.
As the reporter for  7he Times, William Howard Russell testifies that there were many rstepsR
and rterracesR between the advancing British troops and the Russian stronghold. 3% The

hill was not a single cliff , but a series of obstructions consisting of a rivulet, vineyards, and

women and children. In the film, the two different historical events, the Crimean War and
the Indian Mutiny are mixed for the amusement of raci ally prejudiced audiences of the

time.

302 About the battle, see W. Baring Pemberton, Battles of the Crimean War (London: B.T.
Batsford, 1962), 27-69; Clive Ponting, The Crimean War: the truth behind the myth
(London: Chatto&Windus : 2004), 96-105.

303 william Howard Russell, The British Expedition to the Crimea (London; New York:

Routledge),111.
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a plateau where the Russians were entrenched. 34 An illustration published a month later

in The lllustrated London News shows the engagement of the individual t roops on the
hilly terrain in a more persuasiv e way than Walker $ painting (plate 41). Nevertheless, the
reference to the hill did not vanish in the later Alma paintings that focus on regiments
other than the Royal Welch Fusiliers and Scots Fusiliers,as one can see from Richard Caton
Woodville's Battle of the Alma 1854 (1896; the Coldstream Guards) and Robert Gibb's  7he
Alma: Forward the 42nd (1888; the Highlander regiment ; see plates 42 and 43). Itis unusual
to find an Alma painting without a  suggestion of the hill. However, as the absence of the
hill is the common feature in  Sergeant Luke O'Connor and The Colours, it is necessary to
enquire why Desanges decided to place the Royal Welch Fusiliers on a plain, contrary to

the common iconography of the Battle of the Alma.

Itis possibleto presume that Deranges would not care excessivelyabout historical accuracy ,
as he was unprepared and lacked the necessary skillset for the subject. Furthermore, the
fact that the artist was one of the first to exploit the effect of martial violence might make
him more untrustworthy in the matter of historical research. However, in reality, Desanges
took great care in maintaining historical accuracy as it was essential for his p roject. Many
of the awkward details in the Victoria Cross Gallery are in fact due to the arti ~ st$ obsession
with historical detail. Apart fromits unusual topography compared to other Alma paintings,
Sergeant Luke O'Connor shows a peculiar figure that cannot be explained by the visual

properties of the painting alone. The mounted figure on the lef  t behind the band of the

304 pemberton, Battles of the Crimean War , 44-45.
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soldiers has his arms outstretched in a frantic manner (plate  44). His pose of stretching
out his arms among the unimpressed solders appears to be comical, adding more
crudeness to the painting. However, Desanges chose to paint wha t he knew rather than
what he would have observed, as his painting narrates two  separate anecdotes related to
the Royal Welch Fusliers, which was part of the Light Division that arrived at the hilltop
first. Lieutenant Anstruther was the first British sol dier who planted the colours rat the
centre of parapet Rbefore the Russian guns.3% However, Anstruther was soon shot dead
by the enemy, and it was O SConnor who protected the colours until the end of the battle,
despite being severely wounded.3% As the Victo ria Cross was not awarded posthumously
before the twentieth century, Desanges de dicated the painting to O SConnor but did not
forget to paint the dead Anstruther (plate  45). The death of the frantic figure is in fact a
separate incident from the story of O SConnor. It is widely reported that Colonel Chester,
the commander of the Royal Welch Fusiliers, said "No, no!" against a false order from an
anonymous officer, who mistook the Russians for the French, before he was shot dead. 307
The dumfounded officer to t he left of the dying Chester appears to be the officer
responsible for the fals e order. The reviewer of The Critic in 1861 was familiar enough with

the story of Colonel Chester to repeat the same line of the Colonel ~$ last words in the

305 Samuel Orchart Beeton, Our soldiers and the Victoria Cross (London: War, Lock and

Tyler, 1867), 143.
306 |bid, 145.
307 pemberton, Battles of the Crimean War , 50.
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article.3®® What is kn owable is that Desanges$ works are more historical than they look
and that the particular detail of the topography in Sergeant Luke O'Connor was not an
arbitrary choice by the artist but was chosen to indicate the painting $ faithful relation with

the pr ototype. Furthermore, itis possible to assume that,in D e s a n airgirf§ sthe plain
as a topographic detail represents the plateau of the Great Redoubt, where the Royal

Welch Fusiliers are stepping ahead of the other British troops.

3.4 The Written Im age as a Prototype

Admittedly, associating the plain in Desanges s$ainting with the first arrival on the summit

is a potentially weak assumption if not cross -examined with Butler $ The Colours, which is
another rare Alma painting placing the soldiers on  a plain. It is true that every regiment
went up the hill, eventuall y, since the battle was won by the British. Woodville and Gibb
were no less enthusiastic in promoting the merits of their regiments, and their regiments
are not seen as particularly lagging behind the other s. Nevertheless, it should be noted
that the strategic roles of O'Connor S nd Loyd-LindsaySs r e g ivareectosely linked
during the battle. O £onnor$ 23 Royal Welch Fusiliers were part of the Light Division,
and Loyd-L i n dssSaogs Fusilier Guards were part of the First Division. The plan of the

battle shows that the role of the First Division, as elite soldiers under the direct command

308 The Critic, "Art and Artists: Victoria Cross Gallery," March 30 , 1861, 416
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of the Duke of Cambridge (1819 -1904), was to reinforce the vanguard Light Division (plate
46). The problem was that the Light Division $ offensive was unsuccessful as they were cut
off from the reinforcement and had to fall back from the Great Redoubt. The reinforcement

of the First Division was slow as the Duke lacked experience : he had not seen activ e service
before the war. 3 Nevertheless, as soon as the First Division advanced, they led the battle
leaving the disorganised Light Division behind. Eventually Loyd-Lindsay re-planted the
British colours in the Great Redoubt. Two British soldiers won Victo ria Crosses at the same
battle due to almost identi cal actions, which was to plant the colours on the enemy
stronghold . Even if it was never openly stated, t his coincidence might have been a vexing
problem for the awardees. While it is impossible to know w hat O £onnor$ thought on the
matter, it is possible to understand Loyd-Lindsay$ perspective on the problem from his
memoir which was published after his deathin 1907, by his  wife Harriet Sarah Loyd -Lindsay
(1837-1920). According to the memaoir, the Light Division got to the top of the hill first,
but they had to retreat soon being "outhumbered three to one by Russian infantry drawn

up on the plateau."3° Within the First Division, Loyd-L i n d sSaoys $ussiliers were ahead
of the Grenadier Guards and Cold stream Guards. What the guardsmen saw was the "Light

infantry being pursued over the hill by the Russians," which disrupted the line of his

809 ponting, 7he Crimean War, 102.

310 Harriet Sarah Wantage, Lord Wantage, V.C., K.C.B., a memoir(London: Smith, Elder &
Co., 1907), 26-27.
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troop s3* The reinforcement by the First Division played the deciding role in capturing the
hill with Loyd-Lindsay contributing by keeping the Queen$ colour safe during the
operation. The memoir acknowledges the fact that there was a "Fusilier Regiment, whose
colours for a brief space had been planted on the parapet of the Russ ian works."3!2
Nevertheless, in the memoir, the re is a subtle tone of disdain that implies that the charge

of the Light Division was a failed "front attack." 3'* For Loyd-Lindsay, his "impression" - that
he was the first to arrive at the Russian earthwork - was important 34 Considering Loyd-
L i n d sobsgsSian with being the first standard bearer on the hill before anyone else, it
is possible to imagine that he did not only give Butler casual advice, but also urged the
artist to consider placing him on a plain, not on a slope. The particul ar decisions of
Desanges and Butler to place the soldiers on the plain at a battle on a hill were not made
haphazardly, but to represent specific situations in history. Despite these explanations for
the plain in the pictures, itis still hard to ascertain ~ why Butler had to copy the composition
of Desanges$ painting, replacing O€onnorSs pi ct or with | Loyplindsay8.s
Nonetheless, another clue for the question can be found  in Desanges$ painting of Loyd-

Lindsay.

311 1bid, 27.

312 1bid.

313 1bid, 33.

314 1bid, 37.
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Loyd-Lindsay$ deed to fly the Queen $ colour on the plateau of the Russian stronghold
was well known to the Victorians, as Howard Russell remembers his rsignal gallantry. RS
Furthermore, it is known that Desanges was introduced to the Prince of Wales by Loyd-
Lindsay, who was an equerry to the Prince f rom Nove mber 1858 to February 1859. This
personal connection enabled the artist to work on the painting for Loyd-LindsayS Victoria
Cross story at the White Lodge in Richmond, which was a residence of the Prince. 31® Not
surprisingly, Desanges put extra effort in to representing the deed of the young aristocrat.
Desanges$ Robert James Lindsay (1859) was one of the initial "8 large H istorical Paintings"
at the Egyptian Hall which was seen as "one of the best" works due to its "admirable
likeness, the effective grouping , and the fair and accurate representation of the
landscape"(plate 47).37 In the painting, Loyd-Lindsay, who was only an ensign, was
portrayed as the leading figure of not only his own unit but also of the following guards.
The youthful figure, who holds a standard and looks back to his followers, leading them

to a sure victory, can be readily associated with the image of Napoleon | made by Antoine -

315 Russell, The British Expedition to the Crimea , 117.

816 Jrene Hancock. "The Victorian Cross Gallery and the 'Deeds of Valour'," 7he Blowing
Stone Spring/Summer, 1992, 4. Desanges made a portrait of the Pri nce in Masonic dress
in 1885 (now in the Library and Museum of Freemasonry). Lindsay became a Grand
Master of Berkshire Lodge in 1898. It is possible that the three people were tied by the  ir

membership of Freemasonry.
317 The Times, "A Victoria Cross Gallery," April 18, 1859, 9.
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Jean Gros (1771-1835) (plate 48)3'® When he was making the picture, Desanges seems to
have been conscious of Loyd-Li nds ay Ss stptusiava conengssiahed -officer from
an aristocratic background . The pictorial accolade that the artist conferred on Loyd-Lindsay
contrasts with his painting of O'Connor: the non-commissioned officer standing on the
plateau is of equal importance to the other figures with him, while being under the
direction of the officer to his left . There is no pictorial privilege given to the Irish  Sergeant,
except the earnest representatio n of what he did, which was to hold the flag (plate 49).
This contrast might be ev idence of what Hichberger called an element of discrimination
against "working class heroes," in Desanges's project , despite its democratic guise. 31°
Nevertheless, Desanges$ picture of Loyd-Lindsay has its own afterlife , as Loyd-LindsayS s
basic pose came to be replicated in later Victoria Cross images in postcards and  cigarette
cards (plates 50 and 51). The question is why Butler did not follow the generic image of

Loyd-Lindsay created by Desanges.

318 Desanges seems to have well spotted the rashness of a junior commissioned -officer
by casting the image of young Napoleon because Lindsay' merit did not come from his
obedience but recklessness which caused a crisis in the command system of the British
army during the war as it was for the famous case of Captain Louis Nolan (1818 -1854) at
the event of the Charge of the Light Brigade. Lindsay was more fortunate than Nolan, for

he was awarded for having disobeyed the "mistaken order" to retreat. See Wantage, Lord

Wantage, 28.
319 Hichberger, "Democratising Glory? ,R49-50.
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The active military career of the f uture Conservative member of the House of Parliament
was brief, butthe image of the Crimean hero followed Loyd-Lindsay his entire li fe. Likewise,
Loyd-Lindsay seemed to follow his self -image at the Alma. A fragment from Burford
Panorama, which depicted the whole battle scene of the Alma , enabled Loyd-Li ndsay Ss
father to see him in London as a heroic standard bearer, while he could not see his son's
return from the Crimea due to his sudden death. 32° Loyd-Lindsay revisited the Crimea in
the autumn of 1888 to rehabilitate the image of battle that was fading in his memory . It
is natural that he was interested in the material images of himself that were made by
others. Finally, Loyd-Lindsay played a crucial role in saving the Victoria Cross Gallery , which
was in d anger of dispersion by the end of the 1890s. He purchased the Gallery and donated

it to the council of Wantage in 1900. 32! Owingto Loyd-LindsayS effort, the Victoria Cross

Gallery survived in Wantage as an independent site until the Second World War. 322

Despite Loyd-Lindsay$ devotion to Desanges $ Gallery, it is possible to imagine that he
did not like his own image in the series. Desanges put extra care to beautify Loyd-Lindsay

on a large canvas, but the strange effect created by the comparison between th e figure

820 Wantage, Lord Wantage, 126. The Leister Square Panorama was found in 1794 by the
inventor of panorama, Robert Barker (1739 -1806). It was run by John Burford and h is son
Robert (1791-1861) from 1823 to 1861. Stephan Oettermann, The Panorama: History of a
Mass Medium, trans. Deborah Lucas Schneider (New York: Zone Books, 1997),113.

321 Hancock, "The Victorian Cross Gallery and the 'Deeds of Valour'," 3.
322 About the disbandment of the Victoria Cross Gallery in Wantage, see lbid, 5 -8.
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on the slop e and the figure on the plateau of the hill might have vexed the first Baron of
Wantage. Hence, later on in life, Loyd-Lindsay might have wanted to renew his pictorial
image by intervening in Butler $ plan to paint the very same incident of the battle. The
intervention is not recorded in Butler $ autobiography, but the evidence of Loyd-Lindsay$
direct involvement with the cr eation of 7he Colours is found in an account in his memoir.
According to his wife, when Loyd-Lindsay visited the A Ima in 1888, "the stirring scenes of
that day came vividly before him, including many details which had found no place in his
letters at that time" and he rjotted down Reven more vivid images for his wife. 3% What is
revelatory is that the written image definitely corresponds to Butler's 7he Colours more
than Desanges$ Victoria Cross painting of Loyd-Lindsay. The written image claims that
"[t] he colours were well protected by astrongescort R; t h e ffleur nor-coemissioned
officers and eight or ten priv ates"; Private William Reynolds (1827 -1869), "did some
execution with his bayonet"; "poor old Thistlethwayte had a bullet through  his bearskin
cap"; and Loyd-Lindsay neither drew his sword not fired his revolver as he was immersed
in the activity of planti ng his standard on the Russian Redoubt.3?* Desanges's painting
does not show a dozen men protecting the colours, unlike Butler's, which shows a band
of recognizable figures who are pointing the b ayonet, dying, and the figure holding the
standard without draw ing his sword and pistol (plate 25). Considering this unmistakabl e

formal similiarity between Loyd-Lindsay$ written image and  7he Colours, it is possible to

323 Wantage, Lord Wantage, 30.
324 |phid. 37.
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surmise that Lyod-Lindsay provided the fotted down Snote for Butler when he contacted
the artist in 1898 in the interest of correcting his Victoria Cross image. This specific note
was published as part of Loyd-Lindsay$ memoir in 1907, but the fact that the note was
kept unpublished in 1898 only confirms the role of the visual account as a prototype o f

The Colours.

Despite all the evidence of Loyd-LindsayS active involvement in Butler$ painting, the direct
explanation for the morphological similarity between Sergeant Luke O'Connor and The
Colours is still in the realm of the imagination. A viable explanation is that there was a
moment when Butler and Loyd-Lindsay saw Desanges$ Victoria Cross Gallery together
either at the Crystal Palace or through photographic reproductions. In this speculat ive
situation, Loyd-Lindsay may have persuaded Butler, who was hungry for authentic historical
accounts to make her picture more powerful than the works of her advancing competitors,

to paint him in the place of O  €onnor, telling the artist that the real situation looked more
like the little picture Sergeant Luke O’'Connor than the grand painting of his own. In this
case, Loyd-Lindsay would be the primary agent for the formal similarity between the two

paintings.

3.5 Conclusion: The Unigueness of a Marginal Artwork.

Orhan Pamuk, in his My Name is Red (1998), introduces a tale of people who are agitated
by a picture. Fahir Shah, who conquered Samarkand, kills Selahatin Khan and seeks the
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love of the beautiful Neriman, the wife of the late Khan. She  assents the new ruler to be
her new husband on the one condition : that he w ould not alter the face of the male figure

in the picture of Leyla and Mejun, whose figures were modelled on her and the late
husband. Fahir Shah accepts the proposal and spares this particular picture from the
customary alteration made in the aft ermath of conquest in the region. Fahir Shah has
Neriman as his wife but could not stop thinking about the picture in which the late Kahn
still resides as his new wife's husband. In the end, he enters the library and  changes the
face of Mejun into his own . However, his amateurish skill could not depict the likeness of
his own face. The librarian finds the strange alteration and thinks the altered face is that

of Abdullah Shah, Fahir Shah's archenemy in the neighbouring country. The rumour
spreads, and it mo tivates the ambitious Abdullah Shah to overthrow Fahir Shah's throne.

The young Abdullah, thereafter, lives with Neriman, as the picture depicts them. 3%

If Loyd-Lindsay was uneasy with the paintings of the Victoria Cross Gallery , as | have
imagined, his attitude to the Victoria Cross paintings is closerto that ofthe  anxious Oriental
warlord in Pamuk's novel than that of a rational art audience in Victorian Britain. This
insight, although it heavily depends on assumptions and imagination, can shed light on
the studies of Victorian battle paintings whose frameworks have beenat tuned for objective
explanations by using the collective contexts of social and military history. As the agents

of The Colours are more atypical and individualistic, it is possible to s ee that the painting

325 Orhan Pamuk, My Name is Red, trans. Erdag M Goknar (London: Faber & Faber; Open
Market, 2002), 70-71.
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was not an insipid repetitionof t h e a methodst b8ts unique object which was at the
centre of involution of multiple agents, such as the preceding artistic project of another
artist for the same subject matter , the impressive performance of the real battle, and the
sitter with the strong emotional attachment to his self-image represented in the pictorial

medium.

Chapter 4: The Agency of Working Conditions: Counter -Intuitive
Parallels between Scotland for Ever!/ (1881) and the Nocturne

paintings by James McNeill Whistler

This chapter highlights the agency of working conditions, which is the source of an affinity

between Scotland for Ever! (1881) by Butler and the nocturnal landscapes of James McNeill

Whistler (18 34-1903). The two artists have never been discussed in parallel as their works

have been studied under the conceptual categories of the realistic battle painting and the
Aesthetic | andscape painting. The chapSw#and r ev e al
for Everl was t o protest against Whi stl erSs artworks
possibly motived by her discontent with the verdict of the scandalous legal case between

Whistler and John Ruskin (1819-1900) in 1878. However, with regards to th e actual

procedure of painting its subject, Scotland for Ever! i s ¢l oser to Whistler
paintings, which were primarily created through

detailed landscapes, which were created by method of direct observation. Th e recognition
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of this previously unacknowledged fact enables us to question the basis of rigid conceptual
divisions between battle paintings and other avant -garde movements that have been taken

as assumed.

4.1 Introduction

4.1.1 Questioning the Conc eptual Isolation of Victorian Battle Paintings

In art history, a work of art i s categorised int
intuitive examinations of its form and content. However, style, which is a product of the

art hi st or iad RS s urdeyrapslem iwith hisnor her specimens, came to be

regarded as a concept which has essential value, independent from the arduous process
ofart-making.3® 1t i s art historySs intuitive assumpti on
two paintin gs reflects two d ifferent aesthetics that solely involve different modes of

perception and sensibility. The origin of this thought is credited to Alois Riegl (1858 -1905)

in the Vienna School. Riegl asserts that the radical stylistic change in depictions of  nature

in late Roman art is not a product of technical deficiency, as others considered it to be,

326 About the perspective thatregardssty | e as t he product of rempiric
see Robert S. Nelson, Richard Shiff, ed., Critical Terms for Art History (Chicago: The
University of Chicago Press, 2003),105.
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but a product of t he pKansivalla ofithe period, nseparablefiom wi | | R
the | ate Roman peopl eSs par t ispagd3?hThisidenypfsaeihg per c e i

artistic expression as the representation of perception is inherited by Walter Benjamin

(1892-1940) . Benjamin applies RieglSs idea to his
mechanically reproducible arts such as photography and f i | m arknof Artihhhe W
Age of Mechanical ReproductionR (1935). From t he

in English-speaking world promoted the standpoint of seeing art as a matter of

perception. 32

The intuitive belief that different p ictorial styles sho uld reflect different types of perception
seems unviable for the study of Victorian art; late nineteenth  -century Britain, in particular,
was a place where new artistic styles rapidly emerged and contested one another. It is a
far-fetched idea that a Realist painter has a fundamentally different visual perception to
an Impressionist painter in the same period. Nevertheless, the nomenclature of period

styles is a strong factor in Victorian art history as it draws demarcations between

327 Christopher S. Wood, ed., The Vienna School Reader: Politics and Art Histori cal
Method in the 1930s (New York: Zone Books, 2003), 85.

328 Walter Benjamin, /fluminations.: Essays and Reflections, ed. Hannah Arendt (New York:

Schoken Books, 2007), 222. Among English-speaking art histori ans, Jonathan Crary would

be the most prominentsc hol ar who is influenced by Benjamins§
Techniques of the Observer: On Vision and Modernity in the Nineteenth Century

(Cambridge: MIT Press, 1992) and Suspensions of Perception: Attenti on, Spectacle, and

Modern Culture (Cambridge: MIT Press, 2001).
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designated genres and mov ements, arguably assuming that pictorial styles represent
different types of aesthetic sensibility. This conceptual demarcation drawn under the
heading of style is particularly unhelpful in appreciating late Victorian battle paintings, a s
it confines the p aintings to a sensibility serviceable to representing the subject of war and
the associated sentiments and concepts, such as masculinity, imperial heroism, and

humanitarianism.

This abstract structure around Victorian battle paintings is  objectionable as it greatly
restricts the discursive scope of the actual artworks. Hence, this chapter intends to question
the notion that Victorian battle paintings are products of an exclusive type of sensibility,

by discovering a type of sensitivity in B u t | Scot/@m for Ever! (1881) similar to that of
the Nocturne paintings by James McNeill Whistler (1834 -1903). This does not mean that
the artistic sensibilities of Butler and Whistler are analogous in a literary sense, but only
their actual operatio ns of senses are parallel to each other as both artists practised a similar

mode of observation in coping with particular working conditions.

The study of visual perception in a measurable sense no longer seems a suitable subject
for art historians, as it is a subject which will be better fulfilled by modern neuroscientists.
Yet art history is still able to elucidate the different modes of observation that artists used.
This chapter, in particular, discusses the dissimilarity between artworks primarily cre ated
by reliance on long-term memory, and artworks produced from short  -term memory, whose
applications depended on varying working conditions. The absolute division between these
two types of observation and application is difficult to prove in an objectiv e sense, but

their difference is a pressing concern for an artist who has to choose between the two.
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This point is best illustrated by an episode recounted by Porphyry (c.234 -¢.305) regarding

the process of making a portrait of the Neo  -Platonist philosophe r Plotinus (c.204/5-270).

According to Porphyry, a disciple of Plotinus managed to acquire a lifelike portrait of his

master (who refused to sit for his portrait, being ashamed of his bodily existence) by

inviting a professi on adrenaes,soihatth e artistwastable tsdcavo ol Ss ¢
the masterSs characteristic features of %he mast
Recognising the agency of working conditions in relation to the application of certain

perceptual faculties, suggests that battle paintings ar e not products of a certain type of

sensibility exclusive to the genre, but are the result of the varying types of sensitivity that

are also found in creating paintings of other styles, that are bound to battle paintings

through similar working conditions.

It should be noted that the issue this chapter
approach and concepts, but is an extension of Ge
his preferencientfwirt irweoR nér mumitive kndwdeedged® In Art and

Agency, Gel |l was silent about perception and sensil
an appropriate subject for his anthropology of art. 33! With regards to style, Gell overtly

di sagrees with the common vnieeowddchheR reefg acrodlelde csttiyy

329 Plotinus, Plotinus: The Enneads, trans. Stephen Mackenna (New York: Larson

Publications, 1992), 1.
330 Gell, The Art of Anthropology , 24-26.
31 Gell, Art and Agency , 2-3.
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ofthoughtandculture. 321 n making this point-arGefflhcstumésses a
within patterns and designs, wh ere the discussion of human sense perception has no

place 3 Nevertheless, my interest in the ag entive role of working environments in relation

to particular modes of observation i SDistribued uenced
Objects: Meaning an d Mattering after Alfred Gell ( 201 3) . I n rGell Ss Ducha
Gel |l , R Del | pedilnStss coountt etnhtaitonG of seei rcontaidadc ha mp S s
representation of Edmund Husserl Ss model of t emgp
focuson rparticul ar artworks in specific interact

reluctancetoac k nowl edge r i ns 4 Del thénpdiseussesfthe agentive rolR

of contemporary rviewi arge fceornedn ttiialn saRs p enave, hoef sDed

which is a product of the artistSs reaction toc
contemporary Paris, in which artistsS idiosyncrati
Del |l Ss approach to stress the agoesderableextenson e of i |
of Gell Ss framewor k, as Gel | generiaslotpersoast t r i but

although in the last part of Art and Agency he does suggest expanding the range of

persons to particul a%° SimiatyeaDelsthis chapterlersleavoursto e u . R

332 1bid, 162-163.

333 1bid, 217.

334 Chua, Distributed Objects , 115; 120.
335 |bid, 122-123.

336 Gell, Art and Agency , 222.
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discuss the agency of working conditions as they induce d Butler and Whistler, who are
formerly regarded as two artists of solely different sensibilities, to exercise their sensitivities

in a comparable way.

Beforeiniti at i ng a f oc us e dSco¥andifar gverbd n B uittl e rrSesl at i on t o
nocturnal land scapes, it is necessary to give an account of the conception of the late
Victorian battle paintings as an artistically isolated genre.  This view is mainly caused by the
high degree of specialisation in the Victorian art-world. In the late eighteenth centur vy,
battle scenes were painted by history painters who freely crossed the  borders between
different genres. For instance, John Singleton Copley (1738-1815) and Benjamin West
(1738-1820) painted more portraits than battle pieces . Horace Vernet (1789-1863) in France
produced consummate history paintings, such as Pope Julius Il ordering Bramante,
Michelangelo and Raphael to construct the Vatican and St. Peter's (1827) and Raphael in
the Vatican (1832) beside his numerous paintings of modern wars . Daniel Maclise (1806-
1870) was able to execute The Death of Nelson (1865) and The Meeting of Wellington and
Blucher (1861), the grand murals of the Napoleonic Wars for t he Royal Gallery, the Palace
of Westminster, but he was mainly active as a Romantic history painter . Louis William
Desanges (1822-1887) remained a portrait painter despite the notable success of his
Victoria Cross Gallery. However, compared to these artist s of earlier generations, battle
painters after Butler and Ernest Crofts (1847-1911) did not deviate from battle or military

subjects; only the subject of sport was a diversion in subject for battle painters because of
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itsn ot a lshare with battle."**” Butler painted numerous watercolours of soldiers playing
equestrian sports. John Charlton (1849-1917) abruptly converted his specialty from sport
painting s to battle painting s in the middle of his career, but often went back to hunting
scenes.In lighter media than canvas painting, artists represented battles from considerably
earlier times: Richard Caton Woodville (1856-1927), for example, made numerous
illustrations of medieval warfare for magazines. However, none of the late Victorian battle
painters tried to paint the more serious type of history painting which would be part of
the trend Christopher Wood called the rVictorian Classical RevivalR® Conversely, as Peter
Harrington points out, the leading artists of  the Royal Academy, such as John Everett
Millais (1829-1896), Frederic Leighton (1830-1896), and Philip Hermogenes Calderon
(1833-1898) r showed nher e painitg battles of modern wars, unlike their

eighteenth -century predecessors3*°

337 Meynell, The Life and Work of Lady Butler, 14.

338 Christopher Wood , Olympian Dreamers: Victorian Classical Painters (London:

Constable,1983),15.

Butler made religious paintings during her formative years.  However, she did not return
to the subject once she was determined to pursue the battle subjects. Usherwood, Laady

Butler, 25.

339 Harrington, British Artists and War, 249. This assertion might be true in general, but
exceptions can be found as Millais painte d News from Home (1857) that depicts a
Highlander reading a letter from home at the trench in the Crimea . Calderon did not
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This high degree of specialisation of Victorian battle painters seems to give modern

researchers of late Victorian battle painting s a conception that practitione rs of the genre

were either unfamiliar with or hostile to the progressive artistic movements in the last

quarter of the nineteenth century such as  Aestheticism, Impressionism, and Post-
Impressionism. Harrington, in his British Artists and War (1993), deems battle painting as

an risolated movement in art Rfollowing the opinion of the  art historian Walter Armstrong
(1850-1918) 34 Harrington made this strong assertion through his particular interpretation

of ArmstrongSs words, whiclfcohledgemneéedignamir $t ak

passage in Armstrong $ article "Victorian Fine Art" (1887) is:

The last of the isolated movements in Art which | have to chronicle as  belonging to the
Victorian era, is that towards a school of battle painters, which se ems to have subsided,

however, as fast as it ros e 34!

From this passage, it is possible to understand that Armstrong does not mean battle
painting was isolated from the other movements, but that he needed to isolate his subject

in the artistic movements with in the Victorian era for the purpose of  writing the article:
battle painting was only one of the  artistic movements in the confined period. Harrington

himself seems puzzled by his own misinterpretation of the passage as  he finds Armstrong $ s

paint contemporary wars, but he painted After the Battle (1862) that shows an imaginary

anecdote of British soldiers at the War of Sp anish Succession (1701-1714).
340 |bid, 246.
341 Walter Armstrong, "Victorian Fine Art," Art Journal, June 1887, 176.
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account of the economical foundations of battle paintings in E ngland and France
r d o u b #2f NeverthBless, Harrington$ interpretation reveals his rigid conception of
Victorian battle paintings, as he perceived the

Victorian art scen e 343

While Harrington only discusses battle art in isolation from a larger art market , Joan
Hichberger proposes that Victorian battle painting s are in a kind of aesthetic isolation, in
opposition to the progressive artistic movements of the period. Hichberger maintains that
late Victorian battle paintings were able to succeed at the Royal Academy because they
represented the typical rnarrative, didactic, and highly finished art Rt tha institution

favoured, before the advent of rnew artRwhich was influe nced by rFrench Impressionism
and aesthetic theories of art for art S sakeR* She also points out that battle painting s
were often seen as a healthy "antidote to the effete tendencies" of the emerging Aesthetic
artworks. 34 Although Hichberger openly adheres to the social history of art

metho dologically, her perspective on the aesthetic status of Victorian battle painting is
synonymous with Greenberg $ historicist definition of battle art as a backward-looking

genre against progressive avant-garde art (see 1.3.2).

342 Harrington, British Artists and War, 246.
343 Ibid, 249.

344 Hichberger, /mages of the Army , 92.

345 Ibid, 86-87.
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Butler$ personal opinion on contemporary avant -garde movements, such as Aestheticism
and Impressionism, does not alleviate the negative image of battle painting as a reactionary
form against progressive art movements. In her autobiography, Butler recounts that she
rowes the subject of Scotland for Ever! to an impulse [she] receives R after seeing the
Aesthetic artworks at the Grosvenor Gallery in 1879. 3% This comment is useful for Paul
Usherwood who, in his article, rElizabeth Thompson Butler: A case of TokenismR 1901),
sees that Butler$ aversion to the artworks at the Grosvenor Gallery and the consequent
making of Scotland for Ever! signify that the artist rhad not lost faith in the Academy $
values Rwhich were against such "advanced art" of the period.3*’ To Usherwood, Butler$
negative feelings towards the private Grosvenor Gallery, which existed from 1877 to 1890
in New Bond Street as an alternative venue to the Royal Academy, were almostironic : she
was a supposed victim of the Academy S discrimination, as it unduly withdrew its support
for her at the Academy member election in 1879. **® Usherwood does not specify in his
article what the Academy values were. Nevertheless, he believes that the 40 Royal
Academicians in 1874 generally liked 7he Roll Call because it was a rmanlyR painting

harmonised withthe r i dea of masculine prowess and camar ad

346 Butler, An Autobiograp hy, 186.
347 Usherwood, "Elizabeth Thompson Butler: A Case of Tokenism ,"17.

348 |bid. For the general information of the Grosvenor Gallery, see Christopher Newall,
The Grosvenor Gallery Exhibitions. Change and Continuity in the Victorian Art World
(Cambridge: Cambridge University Press 2004), 3-4.
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the self-i mage of t h&° UsShemvdod dogs. nB demonstrate how  Scotland for
Ever/came to be a painting that adhere d to the Acad emy$ values, but he seems to believe

that the martial content of the painting  is self-evident for his claim.

Hichberger and Usherwood agree upon the framework that defines battle paintings as

antithetical artefacts to avant-garde productions, and Scotland for Ever! is decisive

evidence as Butler herself alludes to the painting as her all -out effort to respond the

peri odSs Aesthetic movement. However, regardl ess
revise the model that see s battle paintings as pro ducts of opposite concerns to those

associated with avant -gardism through recognising that battle painters and avant -garde

painters are not in conflict with each other in their concerns about the actual process of

art making.

4.1.2 The Significance of Scotland for Ever!in Butler $ Career

Scotland for Ever! (plate 21) is a horizontally elongated painting depicting the historic
charge of the Scots Greys during the Battle of Waterloo (1815). A contemporary reception
of the painting offers a succinct description of how the painting would appeal to the

Victorian viewers:

349 Usherwood, "Elizabeth Thompson Butler " 14.
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[The painting represents ] the charge of the Scots Greys at Wa terloo. The famous
dragoons are depicted at full gallop, head ed by their officer, dashing in one resistless,
resounding mass straight towards the spectator. The subject is a very stirring one, and

is treated with great spirit; the actions of the men are we |l varied, and their expressions,
as some of them shout "Scotland for Ever!" are vigorously realised; and the horses are

boldly a nd not unsuccessfully foreshortened [...] 3°

The painting's initial impression has not changed  substantially over time as the

appreciation of a modern art critic hardly differs from the Victorian's:

They are charging straight at you, their horses like cann onballs hurtling forward, the men

a gallery of courage, sabres aloft, red coats flaming as they advance in reckless unison. !

The painting is comprehensible to both modern and Victorian critics as they feel the same

sense of speed, energy, and the violent struggle from it. This effect is largely created by
the painting's projective formula. The Greys are "dashing towards" the v iewer by reversing
the subject -object relationship between the viewer and the artwork. The effect s facilitated
by mastering two ¢ onventional or academic techniques - foreshortening and one -point

perspective - but its mechanism is not conventional. The pa inting is an ideal example of

350 The lllustrated London News, "Fine Arts." April 16, 1881, 379.

351 Jonathan Jones, "Jonathan Jones on art: Scottish heroism at Waterloo should not be
forgotten,” The Guardian, June 18, 2015, accessed April 19, 2019,
https://www.theguardian.com/artanddesign/jonathanjonesblog/2015/jun/18/scottish -

heroism-at-waterloo -should-not-be-forgotten .
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the "Medusa effect,” specified by W. J. T. Mitchell, which is intended to "transfix" and
"paralyze" the viewer.**? In this respect, Scotland for Ever! is a precursor to propaganda
images used during World War |, such as conscription posters known for their pointing
fingers, of Uncle Sam (1917) by James Montgomery Flagg (1877-1960) and Lord Kitchener

(1914) by Alfred Leete (1882-1933).

Scotland for Ever! stands out as a visually effective artwork, that does not require th e
viewer to have much knowledge of its narrative. From its initial exhibition in 1881 at the
Egyptian Hall, the painting was one of the mos t popular works of Butler, and it was one
of the most reviewed paintings of the year. There is no doubt that the pain ting is the most
widley reproduced and imitated painting of the artist (see 2.3.1). Its characteristic effect
was not reduced in the early twentieth century , as the painting was the highlight of Butler's
Waterloo Centenary, 1815-1915 exhibition. 3 It also survived as an essential source for the
cinematic representation of the historic charge in the film Waterloo (1970) by Sergei

Bondarchuk (1920-1994) (plate 53).

According to Wilfrid Meynell , Scotland for Ever! is based on the Waterloo veteran James
Armour's unpublished account of the charge. 3* However, the painting does not appear to

rely heavily on a story because it lacks the attributes to n arrate a historical event. There

352 W, J.T. Mitchell, What Do Pictures Want? (Chicago: University of Chicago Press, 2005),
36.

353 Nott, "Reframing War, R182.
354 Meynell, The Life and Work of Lady Butler ,14.
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are not many topographical markers i n the picture , but it rather features the elements of
a schematic space: the rows of cavalrymen draw a straight horizontal line , and the artificially
painted grasses on the ground and the cloud burgeoning from the background shape
radial lines, guiding the dramatic recession of the space into which the cavdrymen are
advancing. Such schematisation could mislead the viewer to believe that the painting
represents another charge in history su ch as the Charge of the Light Brigade during the
Crimean War because the regiment's uniforms had not changed considerably since the
Battle of Waterloo 3° The absence of the enemy - one of the artist's principle s - could
also cause a similar confusion. Furth ermore, Butler minimised the presence of the
Highlanders who were holding "the stirrup of the trotting horses of the Greys " during the
charge, according to the account of the military historian William Siborne (1797-1849).3%
Butler$ Highlanders are almost unrecognisable due to their dim inutive size, while they are

awkwardly crammed into the corner of the picture (plate  54). Butler$ decision was unusual

35 1bid, 12.

36 " As the Scots Greys passed through, and mingled with, the Highlanders; the
enthusiasm of both Corps was extraordinary. They mutually cheered. "Sc otland for ever!"
was their war shout. The smoke in which the head of the French Column was

enshrouded had not cleared away, when the Greys dashed into the mass. So eager was
the desire, so strong the determination, of the Highlanders to aid their compatri otsin
completing the work so gloriously begun, that many were seen holding on by the

stirrups of the horsemen , while all rushed forward, leaving none but the disabled in their
rear." William Siborne, History of the War in France and Belgium in 1815 (London: T and

W, Boone, 1848), 414.
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as the decorative effect of the kilted Highlanders was always valued by batt  le painters. The
invisibility of the Highlanders was something that was reversed by her competitors who
wanted to succeed in the same subject. This can be seen from Gordons and Greys to the
Front (1898) by Stanley Berkeley (1855-1909), which represents the same charge as
Scotland for Ever!(plate 55). Butler seemed to be aware of the incomprehensibility of the
narrative subject of her painting. Hence, she wrote a lengthy explanatory note for the
visitors to the Royal Institution in Manchester where the painting was exhibited in 1882,
to supplement the lack of narrative elements in the picture. 7 Nonetheless, Butler's
Scotland for Ever! does not appear to be a conventional narrative painting due to the

unusual choices she made.

Scotland for Ever! can be seen as the artis t sdold attemp t to maximise its shock effect at
the expense of narrative. It is a painting to  stir viewers rather than to narrate a story.
Drawing emotions from the viewer had been Butler's  strength from the time of  7he Roll
Call (1874) and Balaclava(1876). However, from 1879 onwards, she seemed to be more
acutely aware of the power of paintings in making the viewer "shed tears,” as she
demonstrated with the hyper -emotional 7he Remnants ofan Army (1879) (see 2.3.1)%8 By
this time, the artist seemed to be at the crossro ad between two types of art.  Scotland for

Ever/downplays narrative atthe expense of its visceral effects, while 7he Defence of Rorke's

357 The Manchester Guardian, "MRS. BUTLER'SSCOTLAND FOR EVER' AT THE ROYAL
INSTITUTION" January 13, 1882, 5.

358 Butler, An Autobiography , 184-185.
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Drift (1880) (plate 56) is still a faithful historical painting that provides fuller references
telling a story. The Zulu War picture was commissioned by Queen Victoria who had a great
interest in British colonial wars. The actual "heroes" of the battle were sent  to visit the
artist, and she was able to study the soldiers who fought at Zululand. 3%° The painting
shows details marking the timeline of the incident. It depicts  a specific topographic marker,
the barricaded mission station, Rorke's Drift ; the soldiers' tunics are still red , but they are
wearing new pith helmet s instead of the old shakos that were no longer used by the British
army from the late 1870s; the illustrious Zulu warriors, with the ir notorious spear s, assegaj
boast their presence , despite Butler's conscious effort to drive them "in [to] the shade."3®
Compared to The Defence of Rorke's Drift , Scotland for Ever! is not a typical historical
painting as it appeals to the viewer's senses rather than the knowledge of historical facts.
Butler repeats the sa me projective formula in  Floreat Etona! (1882), Within Sound of the
Guns (1903), and The Avengers (¢.1917), but none exceeded the popularity of her first

painting.

39 1bid, 187.

360 Michael Barthorp, British Infantry Uniforms Since 1660 (Dorset: Blandford Press, 1982),
92. Butler, An Autobiography , 188.
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4.2 Scotland for Ever! and the Whistler v. Ruskin Trial: B u t | RrateSt sgainst Avant-

Garde Movements

Butler's reaction to the Aesthetic movement is the best -known example of the tension
between battle art and the avant -garde movement. Accordingto t h e a autobicyrtaphys
published in 1922, the primary motivation behind her creation of Scotland for Eve! was

her fury at the artworks exhibited at the Grosvenor Gallery in 1879:

The Grosvenor was the home of the r T st h eof thes feriod, whose sometimes
unwholesome productions preceded those of our modern "Impressionists." | felt myself
getting more and more annoyed while perambulating those rooms, and to such a point

of exasperation was | impelled that | fairly fled and, b reathing the honest air of Bond
Street, took a hansom to my studio. There | pinned a 7 -foot sheet of brown paper on
an old canvas and, with a piece of charcoal and piece of white chalk, flung the charge

of "The Greys" upon it. Dr Pollard, who still looked in during my husband's absences as
he used to do in my maiden days to see that all was well with me, found me in a

surprising mood. 361

On the surface, Butler's account evidence s of her general aversion to the succession of
avant-garde movements from the Aesthetic movement in the 1870s to British

Impressionism in the 1920s . From this account, itis hard to fathom what exact conception

361 Butler, An Autobiography , 186.
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Butler had of the two separate movements. The Aesthetic movement involves a dozen
players whose styles and interests are diffe rent from one another. In her Art for Art's Sake:
Aestheticism in Victorian Painting (2007), Elizabeth Prettejohn endeavoured to establish an
art-historical scope for the movement by discussing the works of Millais, Dante Gabriel
Rossetti (1828-1882), Simeon Solomon (1840 -1905), Leighton, Whistler, Albert Moore
(1841-1893) and Edward Burne-Jones (1833-1898) and their relevance to the concept of
art for art's sake. However, at the same time, Prettejohn warns that there is a lack of
cohesion in the movement in terms of "style," "subject,” and "political and ideological
concerns" in comparison to other movements. 362 The contemporary understandings of the
movement could be quite different from Prettejohn's orderly one. In 1882, the critic W alter
Hamilton saw the movement as a kind of second stage of Pre-Raphaelitism in terms of its
"union of the arts of poetry and painting." 32 His narrow approach did not only neglect
Leighton, Solomon, and Moore but also devalued Whistler as an "eccentric art ist."*** The
majority of less informed spectators would regard anyone who exhibited his or her works

at the Grosvenor Gallery found by Sir Coutts Lindsay (1824-1913), as an aesthete.

362 Elizabeth Prettejohn, Art for Art's Sake: Aestheticism and Victorian Painting (New

Haven; London: Yale University Press, 2007),2.

363 Walter Hamilton, 7he Aesthetic Movement in England (London: Reeves & Turner,

1882), 24.
34 |bid, 61.
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The same problem ensueswith But | er Ss uworld enoafémpreksmnists,Sas it is
impossible to know to whom  she refers. She must have heard the names of Edouard Manet
(1832-1883), Edgar Degas (1834-1917), and Claude Monet (1840 -1926) during her life time
since she was attentive to the Paris art scene out of her admiration for French military
artists. She might have been referring to the  domestic artists of the New English Art Club,
which was founded in 1885, or to the English Impressionists, such as Wilson Steer (1860-
1942), Walter Sickert (1860-1942), and George Clausen (1852-1944) whose influences had
grown during the 1920s. It is also probable that Butler mixes up Post-Impressionist works
when she mentions modern Impressionists, as she would have known about the public
indignation caused by the exhibition  Manet and the P ost-Impressionists (1910), curated by
Roger Fry (1866-1934). Butler's selection of the word " unwholesome" sounds similar to the
expressions of anti-Post-impressionist outcries in the wake of the show , such as ranarchic,R

regoistic,Rand rpornographic. R®

Another obst acle to specify the tthequaeity and frstyBstict | er Ss
diversityRof the exhibited works at the Grosvenor Gallery. 3% Approximately 240 artworks
were exhibited at its annual exhibition. Despite the prominence of the Aesthe tic artists

mentioned above, the style and subject of exhibitors were much more complex. The a rtists

365 For the reception history of Post -Impressionism in Britain, see J.B. Bullen, ed., Post-
Impressionists in England: The Critical Reception (London; New York, Routledge, 1988 ),1-
38.

366 Newall, The Grosvenor Gallery Exhibitions, 27.
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known as landscapists and genre painters also showed their works there. Its annual
exhibition even includes military and battle painters. For instance, the battle painter James
Prinsep Beadle (1863-1947) submitted T7he Queen's Guard (c.1889) to the gallery in 1889,
while a solo show of the internationally renowned military painter Vasily Vereshchagin

(1842-1904) was held in the gallery in 1887.3%7

The unintelligibility of the specific focus of B u t | hostilfys could be interpreted as the
artist's ignorance and isolation from contemporary artistic movements . However, | argue
that the motivation behind ScotlandforEver!/i s speci fi ¢c and rrezdption
of a particular event at that time: the Whistler v. Ruskin trial. It is evident that the the
widely published 1878 trial affected the language the artist chose to describe her act of
painting becau se the particular word, ifling Sis found in both Butler's account and Ruskin's
notorious description of Whistler's art -making practice. After he saw the Grosvenor
GalleryS first annual exhibition of in 1877, Ruskin described Whistler as "a cox comb asking
two hundred guineas for flinging a pot of paint in the public's face." %% At the trial , which
ended in November 1878, the verdict was against Ruskin, although the amount of

compensation was insultingly small to Whistler. The reports on the trial must have been

367 Henry Blackburn, ed., The Grosvenor Gallery 1889, a complete illustrated catalogue of
the summer exhibition at the Grosvenor gallery (London: Chatto and Windus, 1889), 46 ;

The Athenaeum, "M. Verestchagin's pictures," Oct ober 15, 1887, 510.

368John Ruskin, Fors Clavigera, vol. 29, The Works of John Ruskin, ed. E.T. Cook and
Alexander Wedderburn (London: George Allen 1903 -12),160.
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still vivid in Butler's mind in 1879 when Whi  stler submitted other paintings that  were very
similar in style to those that had been at the gallery in 1877. 3° The sight of Harmony in
Green and Gold ¢ The Pacific (1866), Nocturne in Blue -Green (1871) and Nocturne of Blue
and Gold i Southampton Water (1872) must have been enough to inflame her anger.3"°
Considering these circumstances, it is possible to assume that Whistler was the  main
person Butler protested against with the aggressive painting, Scotland for Ever!, in
sympathy with Ruskin. Scotiand for Ever!, then, was Bu t | e r Smeverme dn bahdlf of
Ruskin, by flinging her charging horses on the jester who degraded art. In this respect, the
painting is less relevant to the artist's support for patriotism, conservatism, or manly ethos.

The re-examination of Butler's account concering avant -garde movments improves our
understanding of t h e a retatiosshifSvgth the Aesthetic movement : her reaction was
not caused by a blind aversion to a general collective , but by an individual reception of a

specific case related to the movement.

3891t is possible that Butler went to the first exhibition as well because  she had a solo
show in the Fine Art Society in Bond Street in that year.  The Times, "GROSVENOR
GALLERY, New Bondstreet", June 16, 1877, 2.

87%For the full list of Whistler's works at the Grosvenor gallery in 1877 and 1879, see
Christopher Newall, The Grosvenor Gallery Exhibitions, 135. Also see, Margaret F.
MacDonald, Grischka Petri, J a mes Mc Nei | / Whi st/ er: The ,pali ntin

University of Glasgow, 2014, on -line website at http://whistlerpaintings.gla.ac.uk.
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4.3 The Two Modes of Observation Articulated through the Whistler v. Ruskin Trial

4.3.1 The Significance of Whistler v. Ruskin as the A rticulation of Two Modes of

Observation

The courtroom case between Whistler and Ruskin, which is brilliantly reconstructed in A

Pot of Paint: Aesthetics on Trial in Whistler v. Ruskin (1992) by Linda Merrill, is significant

as an articulation of two distinct modes of observation in relation to particular working

conditio ns that each artis t preferred, rather than, as it is often considered, a symbolic event

that represents a conflict between Modernist individualism and Realist moralism. In the
narrative of art history, Whistl errfasanaodeeists at i on
aatistSs rebellion against the Victorian —conceyg
representation of nature. Ernest Gombrich may be the person responsible for propagating

this view; in 7he StoryofArt ( 1 950) , he de s c reermBritain@hanapodtoicr Ss car
rbattle for modern art,R which aimed to spread
place in Paris to the London art -world.3”* The trial, according to this framework, is a climatic

event in WhistlerSs project ,t ondmrmeammifroifafhisr arrealim

dualistic understanding of the event has been questioned in the study of British art history.

871 E. H. Gombrich, The Story of Art (London: Phaidon, 2011), 406-407.

372 penelope J.E. Daviesetal..JansonSs Hi story of AfNewYokhe West e
Pearson, 2016), 887.
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Prettejohn points out that it is hard to see the case as a conflict between rconservativi s mR
andtheprogressive i dea of [Sar 5 afthe riaR4ad sn aspect of internal dispute
within the Aesthetic movement 32 Pr et t ej ohnSs assertion hyan
speculating the complex inter -personal relations formed by the trial. William Michael
Rossetti and Albert Moore test ified for Whistler while Edward Burne-Jones and William
Powell Frith (1819-1909) did so for Ruskin . Moore and Burne-Jones were Grosvenor
exhibitors while Frith was an established Royal Academician renowned for his narrative
genre pictures. Rossetti was a member of the original Pre -Raphaelite Brotherhood but
sided with Whistler in court against  Ruskin who used to be the most prominent champion

of the Brotherhood. 3"* Furthermore, despite his popularity as an art and social critic, Ruskin
was hardly a powerful f igure controlling a large institution, such as Royal Academy, and

his comment did not terminate Whistler's future partic ipation s at the Grosvenor. Therefore,

it is difficult to define t he trial as a conflict between two opposing artistic  movements.3”®

The trial, not being a factional conflict between the old and new movements , still appears

to be an aesthetic conflict between two different principles. However, considering the

373 Prettejohn. Art for Art's Sake , 188.

374 About attendance at the trial, see Linda Merrill, A Pot of Paint : Aesthetics on Trial in

Whistler v. Ruskin (Washington: Smithsonian Institution, 1992), 72-122.

375 Whistler seemed to have a practical motivation to cause a sensation in the hope of
boosting his reputation and seeking financial compensation out of the tri al. See Ibid, 60-

61.
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actual practice of Rrmakilgiguestienstdis avénmpson.| Rusks, Eritha r t
Burne-Jones, and Butler were uncomfortable with the lack of finish in Whistler's paintings,
which opposed th e customary values of industry and skill in Victorian Britain . Ruskin is
known for valuing the sincere depiction of nature - he advocated fTruth to N atureS- while
Whistler insisted that his paintings were only 1 a e s t drrangementsRwhich served ar t S's
autonomy 26 Despite the apparent distinction between the two different aesthetics,  recent
art-historical researches highlight that the arti stic methods of Ruskin, as an artist, not as a
theorist, and Whistler cannot be explained by the  division between naturalism and
formalism. Conal Shields argures that Ruskin developed his aesthetic and artistic style
through critical encounters with the st  yles and method s of contemporary landscapists such

as Samuel Prout (1783-1852), James Duffield Harding (1798-1863) and J. M. W. Turner
(1775-1851) as their compositional and formal traits can be seen in Ruskin's artworks.3"’
Likewise, Anna Gruetzner Robins p oints out that Whistler's landscapes are not only formal
studies of line, form, and colour, but  also topographic records of particular locations , and

which appear to be the a rtheicanterSperare gpficaltheonyeoin t at i on

376 |t should be notedthat Rus ki n's idea of ¥FTruth to Natures$
mechanical imitation of nature, but a production of truthful signs and symbols that
appeal to not only the eye but also to the mind . See Ruskin, Modern Paint ers /, 92;

about WhistlerSs definition oMerdlrAPotokPairte3t.t het i c

877 Christopher Newall, ed., John Ruskin. Artist and Observer (London: Paul Holberton,

2014), 48-58.
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Hermann Ludwig von Helmholtz (1821 -1894)378 |tis notable that Whistler's portraits, such

as The White Girl (1862), Arrangement in Grey and Black: Portrait of the Painter's Mother

(1871), and Arrangement in Grey and Black, No. 2: Portrait of Thomas Carlyle (1872-1873)

(plate 57),ar e based on sincere observati onwhiosft |tehreSss i
portrait of Thomas Carlyle (1795 -1881), in particular, was discussed in court as positive

evidence to prove the artist's professional ability todraw an 1 excléneng R | o f hi
model, and it did not suffer harsh criticisms as did his Nocturne paintings , such as Nocturne

in Black and Gold (1872-1877) (plate 58)3"°

This thesis agrees that Ruskin and Whistler have common ground in their efforts to paint
varying subjects. However, the Whistler v. Ruskin trial reveals the notable fact that both
artists had clear preferences for specific types of working conditions that were inseparable
from the particular modes of observation they were inclined to practice. Ruskin prefer  red
to sit in front of his subjects while he transferred their details, whereas Whistler separated
the process of observation and the process of painting, relying instead on memory. The
Ruskinian mode of observation, as | provisonally call it, utilises direct ocular contact with
the subjects, made at short, rapid intervals to ensure the partic ular details are traced and
transferred on paper promptly. In the Whistlerian ~ observation, the actual painting can be

done in remote time and space because the artist $ contact with his subject is a holistic

378 Anna Gruetzner Robins, A Fragile Modernism. Whi stler and his Impressionist Followers

(New Haven; London: Yale University Press 2007), 11-19.
379 Merrill, A Pot of Paint, 155-156.

189



experience which enables him t o memorise impressions that will be forged into pictorial
visions. Both modes of observation are highly connected to their corresponding working

conditions.

4.3.2 The Ruskinian Mode of Observation

Ruskin's aesthetic is encapsulated by the phrase FTruth to Nature. SHowever, it is wrong to
interpret his idea as an assertion of a mechanical imitation of nature. According to Timothy
Costelloe, Ruskin did not advocate the making of art "t ied to the real presence of some
material object," but wanted to graspthe  original intention or "perfect taste" of God, which
does not require manipulation, through the detailed representation of nature. % In Modern
Painters /, Ruskin remarks that he does not advocate the painting as an exact copy of
nature because the "ldeas of Truth" are not " limited to the narrow field of art which takes
cognizance only of material things ," and truthful paintings operate "as a symbol as words
do."*8! To Ruskin, the faithful observation of ocular visons is the only means to reach the

beauty of nature , not an objective by itself.

380 Timothy M. Costelloe, The British Aesthetic Tradition. From Shaftesbury to
Wittgenstein (Cambridge: Cambridge University Press, 2013), 229-230.

381 Ruskin, Modern Painters /,104.
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Ruskin's elaborate philosophy is relevant to this chapter in that it supports a particular
working method to deal with  physical objects and sceneries. Ruskin uphold s Turner as the
exemplary painter of truthful paintings which go beyond am imitative function and work
as symbols. Ruskin must have known that Turner's landscape paintings were made by
memory, design skills, and uniqgue compositional schemes, which are bound to alter the
real topog raphy of the landscape, rather than by an unselective observation of nature.
Hence, Ruskin endorses composition as an "arrangement of materials, not a nnihilation." 382
However, arguably, as an artist Ruskin did not ha ve the same aptitude for composition
and design from memory. In his autobiography Praeterita (1885), Ruskin confesses that he
did not have the designing power to draw "out of head."3# Conal Shields, in rRuskin as
Artist: Seeing and Feeling, Ragrees with thi s point by remarking that Ruskin needed  rspecific
prompts to his eye and mind, and only actual objects could supply these.  R® Ruskin was
not able to assimilate himself with Turner's method because he was inclined to chasing,
tracing and tra nslating the visu al details in front of him. Ruskin deploy ed the picturesque
compositional schemes for his paintings, but he still preferred to render the details of his

objects on the spot.

382 |bid, 334.

383 John Ruskin, Praeterita, ed. Francis O'Gorman (Oxford: Oxford University Press 2012),

49,
384 Newall, John Ruskin, 50-51.
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The practical method of Ruskin is rto trace Rthe visual informat ion given to him with
minimal composition. ¥ The details of nature are inexhaustible;to project them in painting
to an utmost level demands one to spend extensive time in front of the actual object,
which means that the artist needs a firm ground and  steady objects in a well-lit condition.
Most of Ruskin's pictures were made when he secured a stable working environment
Ruskin principally preferred to paint inanimate objects such as landscapes, architectural
details, and geological and botanical objects ra ther than objects in rapid motion. Ruskin's
picture of St. Mark's Basilica in Venice shows that the artist painted it under working
condition s chosen based on his principle of painting on the spot and propensity for still
subjects (plate 59). Ruskin created the picture in f ront of the south side of St. Mark's on a
day in May 1846 . Newall contends that Ruskin's fluent watercolour technique evokes a
clear "sense of plein-air freshnessRin the picture. 3¢ Nevertheless, what can be seen from
the picture is not only a still image o f the basilica but also the one or two hours of time
the artist spent in the p/azzetta. It is possible to imagine young Ruskin laboriously tracing
the architectural details of the building on a rainy day. The picture seems to show the
moment the rain stopp ed. The artist may have been working with pencil under the
adjoining arcade of Doge's Palace w hile it was still raining. After he got the right guidelines
for colouring, he would engage rapidly in shadowing and colouring according to either

the most congen ial, or the most recent , impression of light. Ruskin devoted most of the

385 rTo traceRis the word Ruskin used. Ruskin, Praeterita, 199.
386 Newall, John Ruskin, 128.
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time in the square to painting the particular details of the architecture. Similar to long
exposure photographs by Louis Daguerre (1787-1851), there are no people in front of the
doorway of the most popular building in Venice. The painting is unfinished: the weather
may have become harsher, or the artist may have had to leave for a meal. Ruskin seemed
torelyon imagination or memory when he added the uncoloured column of Doge's Palace ,
since its ornamented pedestal does not exist in the real column (plate 60).28” His ambition
to transfer the maximum view of inexhaustible nature was arduous in real life. Ever since
he realised the value of drawing "what really was there,"3 Ruskin often fo und it difficult
to spend so much time in front of  the depicted object. ¥° Consequently, many of his

outdoor paintings are unfinished. Th ese working conditions must have made Ruskin view

387 1t is possible to know that Ruskin knew the peculiar shape of the  columns of the
Doge's palace according to another ink drawing of the same place he ma  de in 1835.

About the drawing, see Ibid, 116.

388 "Considering of thes e matters, one day on the road to Norwood, | noticed a bit of ivy
round a thorn stem, which seemed, even to my critical judgment, not ill ‘composed’; and
proceeded to make a light and sh ade pencil study of it in my grey paper pocket -book,
carefully, as if it had been a bit of sculpture, liking it more and more as | drew. When it
was done, | saw that | had virtually lost all my time since | was twelve years old, because

no one had ever tol d me to draw what was really there!" Ruskin, Praeterita, 197.

389 "The second, that my Florentine studies had not taught me how to draw clouds or
stones any better; that the stream under my window was no more imitable than the
Rhone itself, and that any sin gle boulder in it would take all the month, or it might be

six weeks, to paint the least to my mind." Ibid, 232 -233.
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the new technology of photography positively as it could store immediate visual

information faster than his hands .

4.3.3 The Whistlerian Mode of Observation.

Whistler's understanding of the relationship between art and nature is notably different
from Ruskin's. He thought of a picture as an autonomous entity which is not subordinated
to the truth of Nature. His comment s on Nocturne in Blue and Gold -Old Battersea Bridge
(c. 1872-5) during his trial clarifies this idea (plate 61). Whistler contends that the painting
"represents Battersea Bridge by moonlight," but rather than "a portrait of the bridge," it is
"a painting of a moonlight scene" through which he aime d to rbring about a certain
harmony of colour ."*° For the artist, his paintings remain "an arrangement of line and
form and colour.” **? In short, what Whistler wanted to  create was not an ideal or a faithful
representation of the Battersea Bridge and the Th ames, but a good painting whose formal

guality had an independent value.

Whistler$ series of Nocturne paintings was the result of the Whistlerian observational

method, which runs parallel to the Ruskinian method. It is impossible to record the view

390 Merrill, A Pot of Paint, 150-151.

391 1bid, 144.
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of the night on the canvas ex fempore since the artist cannot see the object of painting

and the painting in progress at the same time under the fading light. Furthermore, as

Rossetti pointed out in his defence of Whis t | er , it i s natur al
painting ist i n d e fbécausetthati® an innate quality of the subject. 3%2 Nevertheless, the
majority of observed details at night are liable to be lost because o f the long interval
between seeing and painti ng. For Whistler, the long gap between seeing and painting
could be bridged by his memory , based on impression s. The artist could paint night scenes
confidently because he believed in his own visual memory, which he thought it was
possible to improv e throu gh training. Th is method of utilising long -term memory through
training was not exclusively Whist| e haflbeer
practiced and advocated in France by Horace Lecoq de Boisb audran (1802-1897) from the
late 1840s. Whistler may have become familiar with the method when he met Alphonse
Legros (1837-1911) and Henri Fantin -Latour (1836-1904), who learnt the technique from
Lecoq as his pupils at the £cole de Dessin, in Paris in 1857.3% |t is hard to estimate how
much time Whistler spent on the bank of the Thames at night by viewing the resultant
paintings. Nevertheless, the artist lived in Chelsea, which is near to the river , so he was

able to observe the night scenery along the Tham es on a nightly basis. 3% The artist would

392 1bid, 155.
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Life for (MewHaSen: Y&aUnigersity Press), 49.
394 Merrill, A Pot of Paint, 154.
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pause on the river on purpose w ithout the burden of the immediate sketching. Sometimes
he would return to the same location until he could "form the idea in his mind," while "his
manual labour," which must have been done in his studio during daylight hours, was rapid

and instantaneous, and took only one or two days. 3%

The immediate tracing of the details was impossible when viewing the night because the
right lighting for seeing the subjectand  the painting atthe same time does not occur. The
eye quickly adopts the different |l evel s of
landscape view outside. The distance between the fleeting night and the canvas cannot be
shortened even by modern electr ic lights. For painters in the 1870s, to paint night views
was to exercise memory and design skills rather than to use the faculty  for the immediate
delineation of ocular images . An artist who does not trust his  own memory will not venture
into the genre of nocturnal paintin g. At the Whistler v. Ruskin trial, Burne-Jones saw the
prospect of the night view paintings negatively ; he maintained that "to paint night" is
rdifficult ,* and he underrated Whistler's Nocturne paintings as some of the numerous
failures to paint the subject*®® As a landscape watercolourist, Ruskin managed to capture
the beauty of the sky at a moment of the sunset by an accumulation of daily observations
of the sky during that particular hour 3%’ Nevertheless, Ruskin stopped painting nature

when night fell, and did not attempt to paint it from memory. For instance, when he was

39 |bid, 152.

396 Merrill, A Pot of Paint, 173.

397 Newall, John Ruskin, 306.

196



sketching Aiguilles at Mont Blanc in 18 49, Ruskin could not faithfully draw the view he saw
from the window of the mountain villa  due to the shortage of daylight; hence he had to

finish the sketch with the help of Daguerreotype 2% Ruskin knew how to appreciate the
beauty of the actual night view of the Thames as much as Whistler did , as he is known to
have enjoyed a rmoonlight boating e x p e d i td theorimeR 3*° However, Ruskin did not
endeavour to paint what he saw on the boat in contrastto Whistler who painted ANocturne

in Blue and Gold out of a similar visual experience.

4.3.4 Butler's Observation

This chapter has proposed two modes of observation under the names of the two
opponents at a historic trial in art history . The Ruskinian mode heavily relies on immediate
tracing by the direct observation of nature, while the Whistlerian mode relies on mem ory
and design. Like other artists, Butler practiced the two modes of observation jointly du ring
her career. In her early years as an artist, she exhibited her ability to capture the details of
fast-moving figures, which attests to her strong memory and de  sign skills. Her sketchbook s
made from her trip to Italy from the end of 1860 to the spring of 1861 contain numerous

scenes of battles and soldiers in everyday life (plate 62). It is unlikely that she made such

398 |hid, 277.
399 Tim Hilton, John Ruskin (New Haven: Yale University Press 2002), 291.
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animated drawings before her subjects as t hey are abstract line drawings without particular
details of colour and shade; the soldiers in the sketchbook are more likely to be heavily
schematised based on her impressions of moving figures. This working condition changed
only when she entered into the competitive London art scene .*®° Hence Butler$ skills to
render pictorial details based on the visual stimuli in front of her develop ed dramatically
thereafter: when the artist was making T7he Roll Call (1874), Quatre Bras (1875) and
Balaclava(1876), soldiers and veterans were hired to pose directly before her. It is possible
t o say t hagplicaBon of & staticSverkira condition is akin to the Ruskinian mode.
Hence it is understandable that Ruskin praised Quatre Bras as the rfirst fine Pre-Raphaelite
picture of battle Rin his Academy Notes*** Butler managed to keep the same working
condition when she was making T7he Defence of Rorke's Drift in 1879. The surviving
sketches for the painting show that the artist could record the details of the soldiers of
the 24th Regiment when they were stationed in Portsmouth (plate 63). She initially did not
want to show the Zulu warriors in the picture, but she decided to paint a band of Zulus in
the left corner of the canvas. Yet they were not made solely from imagination ; Butler

painted multiple Zulu warriors from an African performer brought to her from a s how in

400 When Butler had the first chance to observe Bri tish soldiers near Southampton in
1872, her subjects were still moving as they were on manoeuvres. See, Butler, An

Autobiography , 98.
401 Ruskin, Academy Notes: Notes , 308.
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London.#%2 Butler's marriage to the Irish army officer William Francis Butler (1938-1910)
provided her with more opportunities to sketch real soldiers as models. Nevertheless, Butler
did not come to trace the fixed image of the posed models infront o f her in a submissive
sense. In fact, modelling sessions were an insufficient method for battle painters as battle
scenes tend to represent a large number of animated figures interacting; hencet he faculty
of designing figures from imagination or memory is a characteristic quality of battle
painters. Butler, too, did not lose her youthful drive to capture details from memory , as
reflected in her earl y sketches, throughout her career. It seems that Butler was able to

implement the two extreme modes of observ ation in practice.

Admittedly, within the scope of this thesis, it  is difficult to measure the exact ratio to which
each mode of observation contributes to her artworks. As a painter of realistic battle
paintings, Butler must have thought herself a Ruski nian who sincerely observed particular
elements of nature (see 2.2.2). At the same time , the Whistlerian mode of art making,
which heavily relied on memory and the design faculty, was also part of Butler's practice.
For i nst anskeich of Brivatd RavidSenkins of the 24th regiment is brief , lacking
detailed tonal modelling. It is questionable how much the sketch contributed to the
resultant painting, as the exact image of the pose was not used for the painting at all.
Hence, of the two soldiers at the bottom left of the final painting, it is hard to identify
which is Private Jenkinsal t hough we know t he n a(pla&e 64) Butlter

may have made other sketches of Jenkins and others, but it is impossibleto  ascertain how

402 Butler, An Autobiography , 188.
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much her ske tching activity in Portsmouth was productive. She might have studied the
poses and uniforms from another model in her studio, = which was a more comfortable
place for her to work, but this also requires the artist to design a considerable amount of

the pictorial details, as she did with the Zulu warriors.

4.4 Capturing Fugitive Things: Victorian Efforts in Drawing Things in Motion

RuskinSs commitment t o wasaruthiu to nagure,iregardiesswfaity t h a't
philosophical intent, promoted detailed paintings of nature that required adequate working

conditions in practice. We might consider photography as a technology that me chanised

t he goal of the Ruskinian method, but it did no
their capacity to capture the factual details of nature. Horses in motion was a particular

subject through which the battle painters of the time competed, and the photographic

images of running horses produced by Eadweard Muybridge (1830 -1904) had only an
ambivalent impact on the competition to reproduce the subject by Ruskinian means.

Victorian artists who accepted the efficacy of the Ruskinian method, inc luding Butler,

believed that their fast hands and strong memory could compete with the camera.

However, without knowing the fac ts, Butler was closer to Whistler than Ruskin in painting

the fast-moving horses in Scotland for Ever. The ar t i st Sweingthe anrushing obs er

cavalrymen was parallel to the method of memory painting that Whistler adopted from
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Lecoq, which stresses the importance of strong impressions generated from unexpected

circumstances in modern life.

4.4.1 Photography as a Mechanisation of the Ruskinian Method

The intricate relationship between Victorian art and photography is highlighted by an

exhibition at Tate Britain, Painting with Light: Art and Photography from Pre -Raphaelites

to the Modern Age (2016), which featured works by Ruskin and Whistler. Carol Jacobi, the

curator of the exhibition, underlines RuskinSs e
materials that teach students how to practice unbiased observation free from conventional

artistic stylisations of nat ure.*® Ruskin did not consider photography to be superior to

human eyes and hands, as he saw the clarity and sharpness of photographic images as
unsatisfactory.”* Nevert hel ess, RuskinSs estimation of phc

than during the same p eriod in France, where landscape photographs were regarded as

403 Carol Jacobi et al, Painting with Light : Art and Photography from the Pre -Raphaelites

to the modern age (London: Tate, 2016),29. Admi ttedly, the exhibitio
etchings based on photographs, as well as the ph
Nocturne paintings. However, Whistle r S s ractiantwith photography does not affect my

definition of the Whistlerian mode which aims to paint nature out of impressions and

memory, as it was articulated at the Whistler v. Ruskin trial.
404 |pid, 23.
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uncreative materials and inferior to paintings. 4% Ruskin did not show enmity towa rds the
new technology, perhaps because he saw the mechanism of the camera as synonymous

with that of the human e ye and hand. He openly used daguerreotypes as aides m@&moire
for his projects, to paint subjects which had complex details that were vast in sca  le, such
as Gothic cathedrals and Alpine landscapes. 4% Ruskin might not have been the only artist

who thought tha t he could emulate the mechanical procedure of the camera.  For instance,
in his discussion of Manet's works in the 1860s, Michael Fried argues that the practice of
"the mutual entanglement of eye and hand, seeing and rendering” has its roots in the
a r tsiefott Sto freeze instant moments of nature , as a result of the artist's encounter
with photography. 4°” Butler and battle painters, as will be d iscussed in later sections, even
believed that they could outperform the camera if they had a good memory and a quick
hand. The source of their belief was the assumption that they were practising  a mode of

observation analogous to that of the camera.

4.4.2 The Problem of Capturing Things in Motion in the Nineteenth Century

405 Dominique de Font -R® a u Painting and P hotograp hy 1839-1914, trans. David

Radzinowicz (Paris: Flammarion, 2012),122.
406 Jacobi, Painting with Light , 25.

407 Michael Fried, Manet's Modernism (Chicago: University of Chicago Press, 1996) 320-
326.
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Compared to views of the night , the traceability of the image of a horse in rapid motion
was a more compl icated matter for artists. Observing horses moving in daylight was an
everyday experience for the Victorians ,as t h e a@arasenteawag nsuch more frequent
and familiar during the period. Furthermore, many Victorian artists, including Butler, knew
how to ride, which means they knew how to coordinate with the movement of the anima [
in an athletic sense.“% This optical and bodily familiarity with horses left Victorian artists
hoping to seize its natural form with the naked eye. The speed of the animal was
challenging for the artists, but Victorian battle artist s did not seem to think that the task
of painti ng convincing and informatively correctimages of horses in motion was impossible;
for Butler and other painters of military, battle, sport, and animal subjects, the depiction

of the horse in motion by the Ruskinian method was an alluring task which could prove

their skill and mastery as professionals.

Although battle painters claimed their expertise through this task, the correct
representation of the image of a horse in motion, in an objective sense, was scarcely
achieved in painti ng before the human eye was finally aided by photography in the late
1870s. There are many types of horse gaits such as the walk, trot, canter, and gallop , and
the rider needs know how to correspond with the movement of the horse while dictating
its move ment. However, itis still questionable whether his horsemanship can be transferred

to the ability to draw the  position of the legs of the animal correctly. People have galloped

M Apout ButlerSs proficient hseeGathenaeWytme gadf r om a
Butler: War Artist and Traveller 1846 -1933 (Dublin, Four Courts Press, 2019), 39.
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on horses since the early stages of civilisation, but the ir naked eyes were never able to
catch thespeedof gal | opi ng HHence efréthd cemps captured the objective

i mage of gall opi ng wereno drawn framatrutisiid scBservadons but
stylised for the sake of t h e s u blyjnamicteffest. For instance, in The 1821 Derby at
Epsom (1821) by Th®odore G ®icault (1791-1824) (plate 65), the horses have all their legs
outstretched. The artist spent considerable time studying the horses and possibly
"witnessed" the actual race, but the horses do not appear to b e convincing to modern
eyes as they appear to be flying rather than galloping. 4% Itis as if G ®icault, the renowned

painter of horses and cuirassiers , had been unable to see during the race.

G®ricault died young and did not see the introduction of the da  guerreotype in 1839, but

battle painters in the 1870s, too, had to wait several more years before the technological

limit of photography, with regards to capturing

Muybridge . Muybridge was able to take sequential photographs of the horse in motion
by using a special track wired with electronic circuitry  at Palo Alto, which was funded by
the Californian millionaire Leland Stanford (1824-1893).4° Muybridge's photographic
images of the horse in motion famously revealed that the pictorial representations of
galloping horses up until then were incorrect. The horse in a full gallop does not stretch

all its legs as in G®ricault's painting, but at least one ofits  hind legs is always touching the

409 | orenz E. A. Eitner, G@icault: his life and work (London: Orbis Publishing, 1983), 235 .

W Apbout MuybridgeSs exper i memdkmaa,tFadwvealdo Al t o,

Muybridge (London: Tate, 2010), 77-88.
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ground. The new finding was alarming for battle painters of the time who thought
themselves experts in the subject. It was not a coincidence that Meissonier was the first
artist Stanford visited in 1881 to promote Muy b r i dtgdiesSis Europe 4! Meissonier
was considered to be an authority in pictorial images of the horse in motion . His expertise
was guaranteed by the remarkable sale of his painting Friedland, 1807 (1875) (plate 66);
this spectacular painting of Napoleon's cavalrymen breaking into full gallop was sold for
60,000 dollars in America, an immense sum of money in the period #2 Nevertheless, the
best human eye and hand of the era (accordingto  monetary value) was corrected by the
mechanical eye and hand of the camera . Seeing Muybridge's sequential photograph s of
the horse i n motion, Meissonier had to admit that his horses  in Friedland, 1807 were drawn
unscientifically as they were flying, similar to G ®ricault's.**® Rebecca Solnit argues that

Mei ssonierSs accept aa ceeolutorfary tevest infwhiths"iheg gameraa s

411 About the introduction of Muybridge to Meissonier, see Constance Cain Hungerford,
Ernest Meissonier: Master in His Genre (Cambridge: Cambridge University Press, 1999),

202-203.

412 Ross King, The Judgement of Paris: The Revolutionary Decades That Gave the World

Impressionism (London: Pimlico, 2007), 369.
413 Hungerford, Ernest Meissonier, 204-205.
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outstripped the eye in representing the body in motion " making "the very meaning of

academic painting [ 6diminished." 4

It is difficult to know how Ruskin thought about Mu y b r i exgeeirSest, but Ruskin, as a
drawing instructor, insisted that his meth od of direct observation could capture things in
motion. As speculated above, Ruskin favoured still objects, as he did not trust his memory,
but he could not avoid dealing with the problem of drawing animated objects, as he
claimed the eye could be the rig ht apparatus to perceive the truthful appearance of nature.
In his The Elements of Drawing (1857), Ruskin explaines how to draw rfugitive things Rin
nature such as "the animal in its motion, the tree in its growth, the cloud in its course, R
and rthe mounta in in its wearing away,” and suggests knowing "the way things are going"
as the remedy for capturing their movements. #° It is notable that Ruskin evades the
problem of the imperceptibility of fast moving animals by equating kinetics with a matter
of growth, which he further examined in the case of the boughs of trees. When drawing
clouds, his favourite subject, he admits the need for a "notable power of memory." 46

However, he did not put absolute faith in memory as he urges the reader to sketch the

414 Rebecca Solnit, Motion Studies: Time, Spa ce and Eadweard Muybridge (London:

Bloomsbury, 2004), 210.
415 Ruskin, The Elements of Drawing (New York: Dover, 1971), 90-91.

416 1bid, 129. Ruskin also devised a schematic way to allude the motion of the clouds.

See, Caroline Ar scot tRuskinCunergdhe Pirem Glque ced.i ve, R i n
Suzanne Fagence oper, Richard Johns (London: Paul Holberton, 2019), 82.
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rwhole ran ges of the clouds in the sky Rrat the utmost possible speed Rin order to assist
the imperfect memory he had. #*’ Even if Ruskin endorses the use of memory as the
principal method in drawing clouds in motion, he did not want to abandon the hope of
tracing the shapes of the clouds in stationary working condition s. Hence, he suggests to
practise drawing ra single cloud Rthat would stay in its shape for five of six minutes , while
granting the use of rlumps of cotton Ras a substitute model for the real clouds. **® To
Charles Baudelaire (1821-1867), too, a fast hand was a viable solution to the problem of
fast-moving objects. In rThe Painter of Modern Life R1863), Baudelaire appoints Constantin
Guys (1802-1892), who was known for fast sketching method, as the model arti st for fast
moving modern society , on the grounds that "a rapidity of movement" demands "an equal
speed of execution from the artist." 4 A more eccentric method for drawing fast -moving
objects with the naked eye was tried by an artist whose subjects were fa  r faster than Guys's
rambling urbanites. At the end of the 1860s, Meissonier built a miniature track in his rural
mansion, he sat on a wheeled sofa on the track, and was pushed by workmen to literally

catch up with the moving horse running  next to him. %?° It is uncertain how far he could

417 Ruskin, The Elements of Drawing, 129.
418 |phid, 129-130.

419 Charles Baudelaire, "The Painter of Modern Life," in  The Painter of Modern Life and

Other Essays trans. Jonathan Mayne (London: Phaidon, 2012), 4

420 Ross King, The Judgement of Paris: Revolutionary Decades that Gave the W orld of

Impressionism (London: Pimlico, 2007), 250-251.
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improve his visual knowledge of the horse in motion by moving at an equal speed with
the animal. Meissonier $ eccentric experiment is significant as an extreme form of the
Ruskinian belief in the potential of o ptical observation, which was to be terminated by

Muybridge's studies.

The advent of photography baffled Meissonier who had to adopt some of Muybridge S s
findings in his horse paintings to a certain extent. However, Butler did not lose her faith in
the human capacity to draw nature correctly. She was even more orthodox than Ruskin
himself, as she seemed to believe she could win over the camera through her given talent
and practice. Butler ex presses a kind of traditionalist uneasiness with photography in her
autobiograph y, even though she was born after the invention of the technology , which
continued to develop dramatically during her lifetime. She did not like being photographed
and despised those who photographed her pictures for reproduction .*?* This disdain was
not out of blind obstinacy, but rather a result of her faith and confidence in her good
memory and quick hands. As a good Ruskinian, she considered Turner's works as evidence
of the superior truthfulness of pictures created by the naked eye over machine-made
phot ographs.*?? She discredited the new snap-shot images which were introduced by
George EastmanS &odak camera in 1888 because she knew that certain subjects did not
pose for a painting in the desired way. W hen she visited in 1892 , Butler gave up on having

the Egyptians pose in her studio since they were not accustomed to the culture of

421 Butler, Autobiography , 114;132.
422 1pid, 300.
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modelling for paintings. According to Butler, t hey become "stiff lay figures" when they

were asked to pose, losing their graceful "movement " which meant that a truthful image

of an Arab could only be made when he is in motion, not in pause. “* She concluded that

her "sketches done unbeknown to the  sketchee and a good memory" ( But |l er Ss empha

were superior to modern snap -shot images.*?*

Muybridge's research on the movement of hor ses was seen as a cutting -edge scientific

achievement during the late nineteenth century . However, the new finding did not directly

discourage Butl er Ss br avado. 't i s most | i Seoltlapgdfarhat t h
Ever!without the knowledge of M uy bri dgeSs findings although a c
The Magazine of Art gives a false illusion of the connection between the two by associating

the painting with the notion of " instantaneousness," as if it is a quasi -photographic

vision#?® Whileweareunabl e to know ButlerSs exact opinion
certainty, it is possible to assume that the artist took the American photographer Ss wor k

as a reassurance of the validity of her practice of Ruskinian observation. In 1874,  The Roll

Call was not only an emotive painting to its contemporaries but was also a noteworthy

423 |bid, 231.
424 bid, 231-232.

5 Muy br i dmgdtsdles of Animal in Motion was first published in the United
States on May 15 1881, and his research was read at the Royal Society in London in
February 1882; But | er Ss Seo¥and far Everl ab the Egyptian Hall took place in
January 1881. SeeBrookman, Eaadweard Muybridge , 91; The Art-Journal, "Exhibitions,"
May 1881, 157-158; The Magazine of Art , "Pictures of the Year," January 1881, 304.
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representation of the horse in motion, which  caused a zoological debate through an
exchange of correspondences in 7he Times. The exchange begins with Butler's short letter

to the n ewspaper, which recounts that she had received a letter from "some well -meaning

but mistaken individual" who pointed out "an error in the position of the horse's legs in

my picture." 4?6 According to Butler, the anonymous critic argues that the near foreleg

(moved forward) leads the off hind leg (moved backwards) in the same side when the

horse trots. However, Butler protests that she depicted the horse in walk, not in trot, as

this image was already demonstrated in Meissonier's painting, Campaign of France, 1814
(1864). (plate 67).427 After her letter, painters responded to Butler through correspondence

in 7he Times. A painter of horse s and cavaliers, Leonard Cattermole (act. ¢.1869-1886)
points out that Meissonier was depicting a deviated and " unnatural” form o f walk called

an "amble" which was imported from the Arabs as Napoleon $ horse Marengo was an
Arabian horse bred in Egypt , and it was this walk that Butler was representing %2 The rising
animal painter Briton Rivi ®e (1840-1920) supported Butler and Meisson ier as well.#?° 1t is

ironic that the parti cular debate was finally concluded as But | e rbgMuybridgest or y
studyintheearly1880s.Unl i ke Sol ni t $s thétiiumphofrphoodraphy did er di ct

not entirely terminate the role battle painters as experts of animal locomotion. It is

426 Elizabeth Thompson, "The Roll Call," 7he Times, May 12, 1874, 12.
427 |bid, 12.

428 Leonard Cattermole, "The Roll Call," The Times, May 14, 1874, 11.
429 Briton Riviere. "The Roll Call," 7he Times, May 20, 187, 7.
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surprising that some sequences of Muybridge's horse images corresponded to that of the
particular horse of Campaign of France, 1814. Meissonier did not forget to exploit th is
coincidence in promoting his own reputation o ver that of Rosa Bonheur (1822-1899), who
was another authority in horse painting in France, as Muybridge $ sequences disagreed
with the movements of the horses in Bonheur S greatwork 7he Horse Fair(1855)%° Butler$
reaction to Muybridge $ work was the s ame as Meissonier$. In her recollection of the
dispute over The Roll Call in 1874, she writes that her knowledge of horses $aits was
rvindicated by the snap -shot.R3 Wilfrid Meynell, in his monograph  on the artist in 1898,
retrospectively describes the vindication of Butler$ ability to spot the correct movement
of the horses with her naked eye by the r i nst an tplotographyR as a great
achievement, which attested to rartist$ gift of collodion on the retina. R Itis highly likely
that Butler and her ci rcle saw Scotland for Ever ! as a demonstration of her ability to draw

near photographic images of things in motion with her naked eye  once more.

4.43 Visual Memory and Aesthetic E xperience

430 Constance Cain Hungerford , Ernest Meissonier: Master in his Genre (Cambridge:

Cambridge University Press 1999), 203-204.
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Although the Ruskinian and Whistlerian modes were generally applied in composite ways

in Butler's artworks, Scotland for Ever!, | argue, is a radical piece in Butler's oeuvre, for

being the most Whistlerian artwork i n it s creati on, not by the art
credo of Aestheticism, but by its relation to the unique subject, the horse in motion.
Scotland for Ever! was B u t | neost 8asous work that solely focused on the subject in oil.

Butler had to make the painting using a different mode of observation compared with her

earlier paintings because its subject, the charging cavalrymen, could not pause for her.

This condition, in which Butler had to respond to the  speed of the horses, is comparable

to Whi st toeditidghsn painting the night view of the Thames, and, in this type of

working condition, impress ion is the key element to enable the artist to generate the

memory and designs necessary for his or her painting.

If Scotland for Ever!/ had been made under the Ruskinian mode, Butler could be described
as an exceptional artistwho explored the realm Ruskin could not reach. The fastest objects
that Ruskin could draw were clouds and streams, but Butler could capture the
instantaneous moment of horse s at full speed. Seeing her as a Ruskinian make s the artist
a remarkable figure because it means that she achi eved the task of improving human
perception by developing the visual memory beyond the conventional level. However,
Butler's confidence in her memory also brings her closer to Whistler , whose primary faculty
was his memory. The difference between the two i s that Whistler gave up the objective
representation of topographical details in painting for the sake of impressions and plastic
arrangements, while Butler insisted on the objective value of h er painting in terms of its

naturalistic precision. According t o Wilfred Meynell, Butler did not only  study the details
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of the uniform of the Scots Greys for "general realism of representation,” but also observed

the staged action by the regiment:

| twice saw a charge of the Greys before painting Scotland for Ever! Sand | stood in
front to see them coming on. One cannot, of course, stop too long to see them

close%

Butler$ resultant painting of the particular observations appears to be a Ruskinian painting

as it shows ample detail of the men and horses in motion. Som e men are shouting while
the others are clenching their teeth, coping with the speed of their charge . The bugler has
been fatally shot but is being supported by an alarmed speechless fellow soldier. The
heads of the horses are almost rhythmically swirling in any possible direction. Yet the
overall line of the attack is tuned by a composed horizontality, which is ironically the
common feature of Whistler's ANocturnes *** Nevertheless, the abundant details alone strike
the viewer in a mesmerising way. Her generosity in giving as many details as possible
readily meets Ruskin's ideal as the pain ting "conveys the greatest number of the greatest

ideas," to "the mind of spectators." 4%

Butler seemsto believe that the main method she used for Scot/and for Ever! was Ruskinian,

as she emphasises the experience of observing the charge of the horsemen fr om the spot

433 |hid, 12.
434 Robins, A Fragile Modernism , 19-21.
435 Ruskin, Modern Painters /, 92.
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where the viewers would see the pictorial charge of the painting. However, it is doubtful
that the artist could observe enough details for a truthful depiction of a cavalry charge
from two charges of the Greys. It seems that even if Butler had  a good memory, the artist
needed to observe more charges for the purpose of the truthful depiction of nature. Thus,
Butler$ staging of two charges seems to be more  in keepin g with the Whist lerian method
which utilises memory by impression. Whistler was imbued with the idea of training
memory when he was staying in France during the 1850s. Numerous French artists,
including Vernet and Meissonier, were fascinated with such ana bility to draw fr om memory.
This French method of memaory painting is best explained by Lecoq in his treatises on the
method , published in 1848. L e ¢ owpfks became available in English under the title  7he
Training of the Memory in Art and the Education of  the Artist (1911). However, Lec o q S's
texts may have been readily accessible for Anglophone artists who did not have any

difficulty reading French, such as Butler and Whistler , before the later translation.

In his treatise on memory training, Lecoq defines memory as "stored observation." 43¢
However, this is not necessarily only when remembering what is seen from nature. It is

possible to read Lecoq as endorsing academicism when he stresses memorising the
generalised forms, such as the "simplest possible shapes for length and proportion" and

“the structure of the human body." ¥ However, at the same time, Lecoq warns about the

436 Horace Lecoq d e Boisbaudran, 7he Training of the Memory in Art and the Education

of the Artist , trans. L. D. Luard (London: McMillan ,1911), 3.
437 |bid, 4 Ibid, 16.
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problem of training with schematic forms at the expense of a Ruskinian innocenteye which
h e c dhke precious quality of n a p vRavhich is necessary for "ordinary drawing from
the models," that can ensure "the maintenance of a high standard of accurate imitation"

of nature.**® Lecoq suggests the memorisation of basic patterns, which is the foremost
task of ra wor ker | mecergliyelpatterrs, ismecessafy fodthe gistdrial g
artist painting his models .**® This suggestion to practise memorising patterns as the
preliminary step for the method of memaory painting is particularly relevant with Butler, as

she was educated at the Gov ernment School of Designin South Kensington which, at time
of the artistSs enr ol maetifocusecon trdissg astisthio appliedi n 186 6
arts*0 In her autobiography, Butler complains about the programmes of the institution,
such as copying "hateful scrolls and patterns,” which made her fill the margins of her
drawing papers with "angry scribbles of horses and soldiers in every variety of fury." 44

Despite her unpleasant memory, it can be suggested that the specific education Butler had

438 1bid, 13.
439 1bid, 17.

440 About the education of the school in this period, see Christopher Frayling, The Royal
College of Art: One Hundreds & Fifty Years of Art & Design ~ (London: Barrie & Jenkins,
1987), 47-52. See also

441 Butler, Autobiography , 10-11.
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at South Kensington contribute d to her ability to draw from memory as a professional

painter.442

LecogS secommendation of improving memory by routine training with schematic forms
does not necessarily support the revival of academism. His method was genuine asit  finds
a way to store the ocular image of nature at a particular moment with the help of
impression. Lecoq explains that weak visual memory is a result of the unimpressed and
unimaginative mind.*** His remedy to break the boredom of the modern ~ mind is to stage
unexpected circumstances that interrupt the banality of everyday life. For instance, he
suggests having life-model classes, not inside an ordinary studio, but at a memorable
natural environment chosen for its beauty. His examples suggest that the genre o f art in
which the pupils are engaged in is history painting ; he ordered thatt he naked or drap ed
models should pose in natural attitudes "in this splendid living setting." “* What Lecoq
devised is a kind of strategy of surprise to heighten the minds of his pupils with an

unrealistically picturesque vision in real life. The "illusions" in real life should not be

42 My opinion on this matter concurs with Jo Deve
at South Kensington as a contributing factor in her virtuosity to represent motion. Jo
Devereux, The Making of Women Artists in Victoria n England. The Education and Careers

of Six Professionals (Jefferson: McFarland, 2016), 101.
443 Lecoq, The Training of the Memory in Art and the Education of the Artist , 21-22.
444 1bid, 30.
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perform ed repeatedly , he advised *** The studentsSobjective at Lecoq $ ingenious classes
was not to illustrate these impressive sights, but to learn t o store them in memory as
personalised visions; hence Lecoq lets the students choose their own memorable scenes
according to "their artistic bent." 44 |t is significant that LecogSs met h o dpersonal | i ses

impressions as leverages to create and store unique visions in memory.

Lecog's method of staging unexpected and possibly surreal scenes in the middle of modern
Paris is similar to Butler's method of staging real cavalry charges in front of her. Scotland
for Ever! might be an extension of Butler $ usual practice of studying the posed models in
costume that she had continued since T7he Roll Call. In fact, Butler already had the
experience of studying the two troopers of the Horse Guards charging at her when she
was making Quatre Bras**’" Nevertheless, Scotland for Ever! was the most excessive and
uncontrollable stage she ever set up. Standing in front of a band of manoeuvring
cavalrymen must have been a memorable event which would impress on her mind strongly.
She might have been transfixed before the horses, and such an experience might have
inspired her to produce the same effect through her painting. The  actual vision that Butler
obtained during the observation could not resemble the finished painting , as that would
likely have resulted in a sketchy and indefinite impression. The best version of her vision

of the Scots Greys must have been realised in the particular drawing when Butler flung her

445 |bid, 31.
448 |bid.
447 Butler, An Autobiography , 131.
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stored impression on the r7-foot sheet of brown paper Rin a fury against Whistler $
Nocturne paintings. “® As this drawing did not survive, only the small surviving
compositional sketch of the painting found in her sketchbook provides a glimpse of the

most Aesthetic artwork of Butler's oeuvre (plate 70).

But | skatcB bears a great resemblance to Manet's The Races at Longchamp, (c. 1867)
(plate 69). The thrilling sense of speed in Manet's painting appears to be very modern.

However, such an impact was not made by the artist's knowledge of zoology. Manet's
knowledge of horses galloping was just as limited as G ®icault's, since Manet's other
painting s of the same subject viewed from the side show the same flying -galloping
horses?*® Therefore, it is possible to assume that such an effective instantaneous painting
was made by Manet $ impressed mind, not by his objective knowledge of the movements
of hor ses. Like Manet$ painting, Scotland for Ever! is void of any scientific activity. The
full-frontal and foreshortened angle of the horse is the least appropriate view to observe

the locomotion of the animal. As Rudolf Arnheim p  oints out, a foreshortened horse can
appear to be "a penguin-shaped creature"; without prior knowledge of the animal, it does

not provide any clue to wards "the characteristic view of the whole." **° How the four legs

448 1bid,186.

449 John P. O'Neill, ed., Manet: 1832-1883 (New York: Metropolitan Museum of Art,
1983), 338-339.

450 Rudolf Arnheim, Art and Visual Perception: A Psychology of the Creative Eye
(Berkeley: University of California Press 1974),116-117
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of the horse correspond to each other cann ot be seen in Scotland for Ever!. Naturally,
contemporary commentators could notreach an objective agreement upon the correctness
of the representation of the horses. The Art Journal praises its "feat of draughtsm anship,"
while The Athenaeum regrets "its technical respects."** Choosing the foreshortening view
might have been Butler's decision to evade the unnecessary feud over the pictorial

correctness she had experienced with 7he Roll Call. Butler did not take Muybridge's
findings seriously , as many of her horses in later pictures fully outstretch their four legs.
What is certain is that Scotland for Ever! remained the a r t inmgt &ffective painting,

instilling a unique impression upon the viewer.

4.5 Conclusion

Scotland for Ever! is a spontaneous pai nting chiefly based on memory and impression as

were WhistlerSs paintings of fireworks on the b
regarded as a didactic narrative painting prioritising the factual observation of nature. One
ofBut | er §s motmakdtnigonshei pai nting was to protest &
landscapes. However, the particular condition of observing fleeting cavalrymen was the
primary factor in the operation of thesadtirsStsSs

41 The Art Journal, "Exhibitions," May 1881, 157; The Athenaeum, "Fine-Art Gossip," April
16, 1881, 534.
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process of painting nocturnal landscapes. This counter -intuitive revelation of the affinity
between Butler and Whistler leads one to rethink the relationship between battle paintings

and aesthetic paintings. For instance, it invites comparison of the projective effect of
Scotland for Ever! (and later battle paintings in the similar formula) with that of the series
of captivating half-length female figures of Dante Gabriel Rossetti (1828 -1882) which,
according to Prettejohn, subverted "the relationsh ip between the spectator and what is
seen" through the "sensuous presentment of figure" (plate 70).2%? Scot/and for Ever! is the
mo st sensuous painting within ButlerSs oeuvr e,
MeissonierSs def i niti on tarfarttolbe "theiaichof historynspelaking of the
flash of swords" thatis "to grave the flash upon men's mind." 4% The common interest that
the Aesthetic movement and Victorian battle painting had in sensuous effects, together
with the similar use of the faculties of the sense , blurs the conceptual demarcation between
the two movements. This demarcation is brilliantly captured in  7he Light That Failed (1891)
by Rudyard Kipling: the fictional character Dick Heldar, though he is a war artist rather
than a battle painter, becomes blind after he inappropriately paints "Melancolia,"

supposedly an aesthetic painting, to earn the heart of his first love , a woman artist who

452 prettejohn. Art for Art's Sake , 39.

453 "The painter's pat is to come to the aid of history. Theirs  speaks of the flash of
swords. The painter graves that flash upon men's minds." Val @&y C.O. GRard, Meissonier:

His Life and Art, trans. Mary Lloyd (London; New York, 1897), 185.
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follow s new artistic styles in Paris.*** Kipling imagines an irreconcilable conflict betwee n
two different genres as he regards the subject, such as battles and poetic allegories , as the
primary factor in painting. However, a s Scotland for Ever! attests, the subject cannot
categorise the senses as exclusively serviceable for particular paintings , while the agency
of particular working conditions is powerful enough to make a battle painter and an

aesthetic painter practise their faculties in an analogous way.

Chapter 5: Eye-witnessing and Victorian Battle Pictures

The aim of this chapter is to question the beliefinth e act of eye -witnessing as an essential

element for artworks of higher ethical and artistic qualities, through examining the agency

of Butler and other war artists$S visual experiences with
intuitiv e notion that privileges eye -witnessing as the most legitimate method for visualising

battle scenes locates Butler, as a representative of homebased battle painters, in a

44 Rudyard Kipling, The Light That Failed (London; New York: Mcmillan, 1891), 174 -175.
Melancolia is obviously a winged figure, which remin ds Dick of the famous engraving of
Al br e c h mad®ip 1584t Both Dick and Maisie are not sure about its sex. The
androgynous winged figure is one of the p opular subjects for the Aesthetic artists such
as Edward Burne-Jones, Simeon Solomon, Frederick Leighton. Kipling's mother, Alice
Kipling (1837-1910) was a sister of Georgiana Burne -Jones (1840-1920), the wife of
Burne-Jones. Kipling must have been familiar with the Aesthetic movement and the

disputes around it.
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di sadvantageous position to war artists, who ¢
speculation on the concept o f prototype and his method to elucidate the complex

mechanisms of agents in the production of artworks allow us to reconsider the conception

ofeye-wi t nessing as a practice that automatgi cally
Gel | Ss appr orcwil demystify the acthoatypof eye -witnessing in battle art

through comparative examinations of the agents in  Evicted( 1 8 90 ) , ButlerSs onl
where she is an eyewitness, illustrations by war artists, primarily those of Melton Prior
(1845-1910),and Butl er Ss pai ntings ma d¥184d Thischager Wor | d
suggests that the act of being on the spot with the subject does not categorically ensure

the resultant artwor kSs mor al ratherdrasped gyeclmaince us qu al

in the context of immediate social relations.

5.1 Eye-witnessing, an Art -historical Problem

5.1.1 Problem Raised: Eye witnessing and Battle Painting in Art History

Thank God, | never painted for the glory of war, but to portr  ay its pathos and heroism.
If | had seen even a corner of a real battle -field, | could never have painted another war

picture.4°®

455 The Times, rLady Butler,ROctober 4, 1933, 17.
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Butler$ comment, reported in her obituary in 7he Timesin 1933, hi ghl i ght s
reflection on her fulfilment of the li  fe-long humanitarian principl e of not beautify ing war.
However, at the same time, it candidly recognises the fact that the artist never had first -
hand experience of the battlefield , despite being the most prominent battle painter in

Britain. The comment asserts her innocence about the brutality of modern warfare,
reflecting her negative conception of war after the experience of World War | (or the Great

War). Yet it is an apologetic statement, to a certain degree, since the public recognition of
her r k n o wl af bdatileescenes Rand r agoaintance with every interesting detail Rof the
subject of war cannot palliate her lack of experiencing war as an eye -witness.**® In
nineteenth -century battle paintings , the prestige of eye-witnessing has never been
seriously questioned as itis believed to be a positive criterion for the artistic quality of an

artwork. Continental artists , in particular, eagerly pursued the experience of eye-withessing
real military conflicts , whether as combatant s or accompanyin g observers; such renowned
military painters as Horace Vernet (1789-1863), Ernest Meissonier (1815-1891), Alphonse
De Neuville (1835-1885), Edouard Detaille (1848-1912), and Vasily Vereshchagin (1842-

1904) utilised it for their publicity. “*” In Victorian Br itain, fewer battle painters could have

456 1bid, 17.

457 For VernetS eye-witnessing of war, see Daniel Harkett and Katie Hornstein, ed.

Horace Vernet: and the threshold of nineteenth -century visual culture (Hanover:

Dartmouth College, 2017), 11 -13; for Meissonier, Constance Cain Hunge rford, Ernest

Meissonier: master in his genre (Cambridge: Cambridge University Press, 1999), 111-115;

for De Neuville, The Art Armature, rAlphonse de Neuville, Jul y 1885, 23; for Detaille, D.

Cady Eaton, A Handbook of Modern French Painting (New York: Dodd , Mead, 1909), 294;
223
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first-hand experience of battles, as the country did not suffer a serious invasion in its
domestic territory, unlike its European counterparts . Butler was in the least advantageous
position in obtaining this valued e Xxperience compared to her male competitors, as a
woman artist who later acquired the status of a lady when her husband William Francis
Butler (1838-1910) was made a knight in 1906. %8 It is true that Butler, as a new woman,
endeavoured to overcome contemporary social barriers; she travelled extensively to
countries involved in military conflict, such as Egypt, Sudan, and South Africa, using her
husbandSs phe SBritishi Eanpire. iHowever, she was not able to observe a live
battlefield in those locations. Instead, she painted Evicted (1890) based on eye-witnessing
a real conflict in Ireland, which was in a state of a semi-conflict during the Victorian era .
In a strict sense, the pa inting is not a military battle painting, but  as a representation of
an evicted Irish woman in the aftermath of the destr uction of her house by the police,
Evicted is an important piece to contemplate the agency of eye -witnessing in the oeuvre

of the most famous battle painter in Victorian Britain , as will be discussed in this chapter.

Butl er Ss anxi ety thandexpetieece of Waa aakbe anfderstoodras part of
the nineteenth -century obsession with the act of painting the subject on the spot, which
became a criterion in realistic art. In Victorian Britain, John Ruskin, in Modern Painters /

(1943), recommends artists to rgo to Nature Rand to paint nature as it was, following the

for Vereshchagin, The Times of India, yA War Painter on War: Interview with Mr

VereshchaginRMarch 16, 1899, 6.
458 William Francis Butler, An Autobiography (London: Constable, 1911), 457.
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method of r r e j e mothingnRya n dselgcting nothing R f rtheimsubjects > To paint
nature with an rinnocent eye Rimplies the act of sharing the same space with one $ object,
and that it is within reach of natural sight. “®° RuskinS emphasis on painting from a fspot$
is mostly concerned with a direct observation of a landscape and its components , which
was enormously influential to Victorian artists, including the Pre  -Raphaelites. Nevertheless,
Ruskin contemplates the unique value of eye -witnessing in historical battle painting s when
he contends that t h e r r oskejchRobthe Battle of Platea (479 BC) rdone on the
instant, and the spot r would be worth more than the rideals of David in t he Louvre.R®!
More specific advocation of eye -witnessing with regards to dynamic subjects is found in
France;Charles Baudelaire, in rThe Painter of Modern Life R(1863), upholds Constantin Guys
(1802-1892) as f / © r(fesaunterer), as the model of an artis t of fast -moving modern life.

Accordingto Baudelaire, the f / © mpetahimselfinto the midst of modern society in order

459 John Ruskin, Modern Painters |, Works of Joh n Ruskin Vol 3, ed. E.T. Cookand
Alexander Wedderburn (London: George Allen, 1903), 624.

460 The rinnocence of the eye Ris the exact expression used by Ruskin. See John Ruskin,
The Hements of Drawing, The Elements of Perspective and the Laws of F ® s ,oThee
Works of John Ruskin Vol 15, ed. E.T. Cook and Alexander Wedderburn (London: George
Allen, 1904), 27.

461 John Ruskin, Modern Painters 11, Works of John Ruskin Vol 4 , ed, E. T. Cook and
Alexander Wedderburn (London: George Allen, 1903), 382.
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to absorb a rtransitory Rvision of modern lifeand r d i st intd artR*? Baudelaire contends
that the rephemeral and fugitive and con tingent Raspect of nature, which is an essential
aspect of rcamoodle bemradpturgd biR the right type of artist who is ready to
witness and rtranscribeRit on the spot with the method of rapid sketch  ing.*®® To Baudelaire,
war was an important subjec t of modern life - soldiers stand out by their sumptuous
uniforms either in everyday life or in battlefields -, and Guys was well-known for his career
as a war correspondent of 7he /llustrated London News during the time of the Crimean
War (1853-1856). Baudelaire thought highly of Guys $ sketches of the Crimean War , as they
runfold the great epic poem R of the war better than any written accounts. #%* What is
observed from B a u d e & essay iza$irm belief in eye-witnessing as the most appropriate

method for painting modern wars.

The Crimean War took place in the age of popular media, as well as in an age of developed
transport and communications in steam engines and telegraphs, which drew image makers
to its battlefields. During the Napoleonic Wars, only afew artists were invited to battlefields

by army officers. %° However, for the first time in British history, the  opportunity to travel

462 Charles Baudelaire, The Painter of Modern Life and Other Essays , trans. Jonathan

Mayne (London: Phaidon, 2012), 7; 12.
463 |bid, 12; 21.
464 |bid, 18.

465 About the British artists witnessed the wars, See Harrington, British Artists and War ,

67-95.
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to conflict zones was dramatically widened during the Crimean War, and t he proliferation
of eye-witness images of the wa r was sustained by a Victorian mass society that consumed
images in various media. The wood -engravings based on the sketches of Guys and Joseph
Archer Crowes (1825-1896) were published in 7he /lllustrated London News *%® William
Simpson (1823-1899) published T7The Seat of the War in the East (1855-56) as part of the
Colnaghi$ Authentic Series. The two -volumes of lithographic prints, that were made based
on Simpson S visual experience in the Crimea, are considered to be the most competent
products of their kind. 467 The first war photographer Roger Fenton (1819 -1869), with his
photographic van in which he processed wet -collodion photography , went to the Crimea
with the support of the Royal Family , and in the employment of Manchester art  dealer
Thomas Agnew & Sons *® The same firm sent the painter Jerry Barrett (1824 -1906) to
Scutari Hospital in Istanbul to paintthe heroic image of Florence Nightingale (1820 -1910)
in The Mission of Mercy (1857)%%° Erneg Gambart (1814-1902), who was a renowned art

dealer and a central figure in the Victorian art world, commissioned Edward Armitage

466 Keller, The Ultimate Spectacle, 78-106; Lalumia, Realism and Politics in Victorian Art of

the Crimean War, 53.

467 1bid. 69-70.

468 1bid, 117.

469 Keller, The Ultimate Spectacle, 184-185; 231-232.
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(1817-1896) to go to the Crimea to make battle paintings such as Boffom of the Ravine

at Inkerman (1856) and The Battle of In kerman (1856)47°

The conception that the artist is obliged to share  the same space with his or her subject,
and the broader opportunity to have empirical observations of war, created a norm
whereby the image of battles should be made by first-hand observation. However, this
normative thought is based on questionable assum ptions. First-hand observation is
believed to enhance the factual aspect of the artwork; hence it makes a more truthful
painting. However, artists rarely transfer their instant visions of  their subjects in a
mechanical way. The transition of mental vision to a pictorial image is fulfilled in a
trajectori al way which are likely to involve pi
Furthermore, to be war artists f who were distinguished fr om battle painters by making
images of real actions from first -hand observations - does not mean that they always
utilised empirical visions on the spot. The actual vision of their subject might not be so
inspiring to war artists, who were also under the i nfluence of other external factors
concerning the reception of the f inal image. The popular belief in the ethical high ground

of eye-witnessing as an artistic practice is not necessarily justified as a rule. It can be
intrusive and offensive to observe the hardship and suffering of other human beings, while
the act of shar ing space with victims may not be essential in creating a symbolically and

artistically sophisticated painting intended as an ethical statement. This chapter will discuss

470 For Armitage $ Crimean pictures, see Jill R Armitage, Edward Armitage RA: Battles in

the Victorian Art World (Rotherham: Matador, 2017), 63 -82.
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these problems to demystify the uncritical trust in the practice of eye -witnessing, thereby
easing the Victorian anxiety over the absence of eye -witnessing, which may persist in the

minds of artists in our time.

5.1.2 Methodological Reflectonson t he Ef fi cacy of Gell Ss- Framewor

witnessing.

Gell does not offer an extensive analysis of the problem of eye -witnessing because his

works mainly treat ethnographic artworks which do not have the problem of rea listic

depiction of nature. Nevertheless, in Art and Agency, Gell explains the mechanism of

realistic depictions of nat ure in art, through expounding the concept of prototype and

di scussing specific cases of real i dotypecis trer t wor ks
subject that can be rrepresented in the i*“BdexR (
By his theory, realistic art is a product of a social relationship in which the prototype is the

primary agent that compels the artist to imitate it s appearance (plate 3). Gell
diagrammatises the case as Prototype -A Index-P, and finds its best example in the

Portrait of the Duke of Wellington (1812-1814) by Francisco Goya (1746-1828): the agency

of the impressive physiognomy of the Duke appearstod i ct ate GoyaSs*brush

Gell expresses the same sort of relati on in a more complex way when he divides the agent

411 Gell, Art and Agency , 27.
472 bid, 35.
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into t h erimary agent Rand rsecondary agent, R u s i n g adearding tk the varying
degrees of their contributions to the rformation, appearance, or manifestation of the

intentional actions. R”® He devised the following formula:

[[[Prototype-A] y Artist-A] y Index-A] Recipient-P

The best example he found for th is formular is the portrait of Samuel/ Johnson (1772) by

Joshua Reynolds (plate 4). The characteristic appearance of the foremost man of letters in

England at the time, as the reputable au thor of A Dictionary of the English Language

(1755), is primarily rresponsible for the compelling aspect of Dr Johnson $ appearanceRin

the painting, whi l e Reynol dsSs skill and %‘Ratheethanf becor
prioritising,tiGeldrtviietw$ merei tsoci al relation of
example, Mona Lisa (c.1504-¢c.1506) by Leonardo Da Vinci (1452 -1519) can be expressed

as

[[[Artist-A] y Prototype-A]y Index-A] Recipient-PA7

Gell Ss method to discern the agency of the prot

efficacy of eye -witnessing as it is useful to assess the level of involvement of the visual

473 1bid, 36.

474 |bid, 52-53.

475 1bid.
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specification of the prototype in the artwork, which in turn reveals the | evel of contribution

of the act of eye -witnessing to the artworks.

Caution should be taken when using Gell Ss met hod
prototype, as it is far from a scientific measurementofth e pr ot otypeSs innate
Ge | | Sslae fepresent the psychological relations between the artist, the prototype (the

subject), the index (the art object), and the recipient (the viewer), not a fixed structure

working for the art object in an object ive sense. Hence, the manifestation of the agency

of the primary agent is indispensable to the ex
abduct the particular agency of the primary agent. #® The problem is that the infinite

number of primary patients around a single artwork means an infinite number of social

relations whose elucidation may be meaningless. Gell himself was not certain about pinning

down the sitter as the ultimate primary agent f or G dUeleng@a, as he contradicts

himself by suggesting tha t the culture of valuing artistic genius of the period is the true

primary agent.*”” Thi's crucial relativism in GellSs frame
Art and Agency, per haps on purpose, which makes one mi se

solution for t he objective analysis of artworks, rather than another form of postmodern

affrmati on of artSs subjective reception. Neverthel
certain types of mechanism of art from myriad possibilities is still useful for the user of his

476 |bid, 51.

477 Ibid, 35.
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method who wants to deny the supposed agency of concepts and conditions over

individual art -like situations, including the matter of eye -witnessing.

5.2 War Artists and Battle Painters

5.2.1 The Distinction between B attle Painters and War Artists

To modern English speakers, the words ibattle painters Sand fwar artists Ssound synonymous.
In fact, the former is rarely used, while the latter became the umbrella term to denote any
artists who deal with the subject of war. However, in late Victorian  Britain, these two terms
had specific connotations for two different profess ions, distinguishable by the matter of
eye-witnessing. Battle painters were emphatically t he people who worked with canvas
paintings. Their aim was to succeed in the artworld by ex hibiting their works in fine-art
spacessuch as the Royal Academy of Arts, t he fine -art sections of international expositions,
and private galleries. Although Butler was not accepted as a formal member of the Royal
Academy, she still was a model artist who demonstrated that battle paintings could be

taken seriously at academy exhibitions.*’® Ernest Crofts (1847-1911) and Andrew Carrick

478 About the attitude of the institution towards Butler, see Paul Usherwood. "Elizabeth
Butler: a Case of Tokenism," Women's Art Journal, Vol 11, No2, (Autumn 1990 - Winter

1991),14-18.
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Gow (1848-1920) were involved with the Royal Academy, not only as formal members, but
also as Keepers of the institution. The annual exhibition at the Academy remained the
most important venue for com petition between battle artists who often found themselves
crowded over similar subjects (see 3.1.1). Other painters who chose to compete at the
AcademyS annual exhibition were Robert Gibb (1845-1932), Robert Alexander Hill ingford
(1824-1904), Vereker Monteith Hamilton (1856-1931), and Stanley Berkeley (1855-1909).
The main job of war arti st speciai(tvar) anistsS eas mobtane t i me s
produce artworks in a complete form, but to provide sketches based on their first -hand
accounts of military campaigns for the illustrated press. William Simpson was still active in
the late nineteenth century as he was an important correspondent for The lllustrated
London News during the Second Anglo - Afghan War (1878 -1880). “’° Nevertheless, Melton
Prior (1845-1910) and Frederic Villiers (1851-1922), who worked for 7he //lustrated London
News and The Graphic respectively, emerged as two notable war artists in Butler $
generation. Prior and Villiers were sent to conflict areas around the world  to transmit their
visual experience to the British public. Their media were rough sketches whose finishes
were not considered to be essential, as home-based illustrators working for their London
firms were ready to rework them by adding more details and pictorial ~ effects. War artists S

credentials were based on their eye -witnessing experience, which was not necessarily fully

479 Simpson was active until he fell ill in 1890. For the introduction of war artists in late
Victorian Britain, see Roger Thomas Stearn, rThe War ArtistsRin rWar Images and Image
makers in the Victorian Era: Aspects of the British Visual and Written Portrayal of War

and DefenceRc. 1866-1906R PHD diss., for University of London , 1987), 7-25.
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noticeable from their works in visual media. An un-pictorialised portion of t heir eye-
witnessing experience is reflected in the written accounts they sent to London for

newspaper columns explaining the printed images. Furthermore, war artists published
substantial biographies from comprising personal memoirs of the campaigns they were
attached to . For instance, PriorS memoir was published posthumously under the title

Campalgn of a War Correspondent in 1912, and Villiers published Villiers. His Five Decades
of Adventure in 1920. In terms of format, the memoirs of these war artists were imitation s
of the writings of contemporary war correspondents such as William Howard Russell (1820 -
1907) and Archibald Forbes (1838 -1900). Nevertheless, the written accounts of war artists

are valuable materials in finding out the agency of eye -witnessing as they inform us how

war artists behaved in the different phases of battle s for the purpose of making images.

As battle painters and war artists were both practising pictorial art, their professional

territories were sha rply close to each other . There was a great overlapp ing area between
the two parties due to their common skillset, and because their subject of battle was in

great demand due with the expanding industry of pictorial journalism.  William Simpson
occasionally painted in oil as one can see from his Battle of Inkerman (c.1855). Charles
Edwin Fripp (1854-1906) worked extensively as a special artist for 7he Graphic, although
he is best remembered in modern Britain as the painter of The Battle of Isandlwana, 22
January 1879 (1885). The case of Godfrey Douglas Giles (1857-1941) suggests that the
boundary between the two professions can be merely circumstantial. Giles  began working
as a special artist for 7he Graphic while he was serving as an army officer. After being

discharged as a Major in 188 4, he undertook art education in Paris under Carolus Duran
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(1837-1917) and exhibited a large -scale oil painting , 7he Battle of Tamal, at the Royal
Academy in 1887.4% To work as a special artist for an illustrated magazine was not
impossible for battle painters either. William Barnes Wollen (1857-1936) was undoubtedly
a battle painter , given his technical competence that reflected his education at the Slade
School of Art, and his constant career as a professional painter, but he was also sent to
the Second Anglo-Boer War (1899-1902) as a correspondent for the newly made magazine
the Sphere?** Nonetheless, it was difficult for battle painters to be war artists without
systematic support. Painters cannot singlehandedly go to battlefield s in search of artistic
inspiration. Conditioned by their medium, canvas painting, it was difficult for rstudio -based
artistsR to be war correspondents. “%2 Battle painters such as Richard Caton Woodville
(1856-1927) and John Charlton (1849 -1917) mainly worked as home-based illustrator s

whose job was to produce the final versions of the rough sketches sent by war artists. 483

5.2.2 The Rhetoric of Wa r A r Byd-vstnessifig.

480 Hichberger, /mages of the Army , 98; 111-112,

48l Harrington, British Artists and War , 276.

482 Stearn, rWar Images and Image makers in the Victorian Era ,R34.
483 Hichberger, /mages of the Army , 92-93.
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The absence of eye-witnessing in battle painter s $ractice was not considered a serious
problem during the 1870 s and 1880s, which was the heyday of British battle painting.
However, the urgent need for eye -witnessing in the making of good battle paintings began
to be advocated by war correspondents from the 1890s. John Edwin Hilary Skinner (1839 -
1894), in his artic le rWar Artists and War P i c t urr teesMgazine of Art, 1892, asserts
the superiority of the works of war artists over those of battle painters. For Skinner, battle

paintings of rthe realistic school Rare inadequate because they tend to exaggerate the

reality of war by only depicting rcritical moments Rofbattle, s uch as r tchargeendous

and sabres crossed and muskets broken , ®at are hard to observe in real battlefields .*8*
According to him, instead of these 1 t e r realidiid details,Rwhat war artists such as Prior
and Villiers, are prone to witness are more humdrum features of battle such as rthe stray
skirmisher lacing up his boots by the roadside, Rthe rammunition wagon Rat the village,
and the rfrost-numbed sentinel, Ras direct observation of th e real conflict is too dangerous
for the correspondents. 485 Between sensational but imaginary images of battle and the

rsuggestiveRbut truthful images based on direct observation, Skinner urges  his readers to
choose the latter on ethical grounds t h awound edRsoldiers should not be painted rfrom
imagination, Ras that would be ra grave offence against art. B8 Skinner$ aversion to battle

paintings representing close combat, based on his ethical awareness regarding the

484 Hilary Skinner, "War Artist and War Pictures " Magazine of Art , January 1892, 62.
485 |bid, 62-63.
486 |hid, 63.
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particular subject of war , sounds rather similar to Butler $ humanitarian determination not

to paint conflict, but the pathetic  experience of ordinary soldiers. ¢’ However, Skinner does

not exclude Butler from his criticism , as he suggests that she is the most prominent

example among the artists wh o rnever quitted the banks of the Thames. R® For instance,

to Skinner, Butler § Balaclava(1876) was a fine example of the realistic schoolasits 1 ghast | y
detailsRare rtoo realistic Rcompared to the first -hand accounts of the Charge of the Light
Brigade.*®® Skinner$ article reflects the growing conception in British  society that eye-

witnessing was an essential credential of artists dealing with the subject of modern wars.

During the Second Anglo-Boer War (1899-1902), the pressure on battle painters to h ave
first-hand experience of war grew stronger. In  rA Group of Battle Painters and War Artists R
in the Windsor Magazine, August 1900, Robert Machray (1857-1946) stressed the
significance of t he experience of war for the artistic quality of artworks on the subject. For
Machray, eye-witnessing rholds its own inspirations,Ras the observing artist is bound to

share hardship with the fighting soldiers, and to see  rthe reality of the war. R®® While

487 Meynell, The Life and Work of Lady Butler , 31.
488 Skinner, "War Artist and War Pictures ," 62.
489 |hid.

4% Robert Machray. "A Group of Battle Painters and War Artists."  The Windsor Magazine,
August 1900, 264.
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attempting to make the rdistinction Rbetween war artists and battl e painters, Machray was
generous to include any battle painters who we nt close to conflict areas as correspondents
under the heading of war artists, even if they did not see real  battles.*** Butler was in the
least advantageous position in Machray $ proposition, as she was summed up as a lesser
kind of artist, who could only be r f a miwithidetails of military lifeRwithout having the
experience of rsharing emotions R with the real soldiers in the campaign. %2 Machray$
argument is more emotional than rational , as he believes that first -hand experience of a
particular battle confers onto the artist the honour of war ar tist, and they can then paint
more battle scenes from their enhanced imagination. For instance, Machray regards
Woodville as a battle artist with the credential s of war artist, by recognisingt he arti st S
limited experience in Egypt and Serbia. “* It seems that Machray wanted to stress the
importance of artists partaking in the  rimperial Spirit of the time, Rrather than to discuss
the efficacy of eye -witnessing in art-making.*** Nevertheless, Machray$ article suggests
the difficulties Butler faced in working as a battle painter who had no prospect of having
first-hand experience of her subject, in an age when the eye -witnessing of battle was

likened to the military duties of combatants.

491 |bid, 264.

492 1bid, 263.

493 |bid, 265; 268.

494 1bid, 263.
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This is not to say that all Victorians had a blind faith in the value of eye -witnessing and
were unaware of its intricac ies. The most acute criticism over the practice of war artists
was made by the war correspondent Charles Frederick Williams (1838-1904). In rBattle
Pictures Rpublished in the Magazine of Art, 1896, Williams admits that the canvas paintings
of Butler and other battle painters are  rbuilt -upRproducts of their imagination. However,
he also points out th at the mass -produced battle pictures based on the sketches of special
artists are also rnot always justified by facts. R®® Similar to Skinner, Williams points out that
not every war special artist had an opportunity to be directly attached to the fighting
troops, as battles often broke out unexpectedly, and the actual optical experience of the
combatants could be exaggerated by corresponding artists who made images based on
soldiersSverbal accounts rather than their own observations. “°® The particular example
Williams gave is the famous Moonlight Charg e of the Life Guards Sduring the Anglo -
Egyptian War (1882). The cavalry charge led by Drury Lowe (1830 -1908) was the most
popular image on the campaign due to its dramatic  night-time circumstance. The British
cavalry charged against the army of Ahmed Urabi (1841-1911) in a desert plain at night
and captured many Egyptian guns. The problem is that the images made by the war artists
stationed in Egypt romanticised the battle, although none of them were present on the
spot. According to Williams, the charge wa s made not at midnight, but at about 8:15 pm.

The soldiers fought in the dim evening in late August, not under the guiding moonlight

495 Charles Williams. "Battle Pictures," The Magazine of Art , January 1896, 346.
496 |hid, 346.
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fully displayed at midnight. But the verbal accounts of the charge arrived at t he place
where the war artists were statione d at around midnight under the moonlight. %97 The
particular situation in which the artists were inspired by the specific moonlight they were
under when they heard the enchanting news would be a  legitimate agentto Gell, but not
according to the intuitive conception of eye -witnessing as a substantial criterion for a
truthful artwork. One of the artists who painted the moonlight charge was Woodville, who

was in Egypt at the time. The artist painted a realistic image o f the charge under the
heading Kassassin, the Moonlight Charge of the Life Guards (1883), which was hugely
popular through reproductions published by the Fine Art Society (Plate 71). Woodville
seemed aware of Williams $ criticism, as, in his biography, he hinted at the inability to
verify the facts of the charge, and at the involvement of his imagination in picturing the

event.*%

Despite all the limits and intricacies of the act of eye -witnessing battles, war artists
maintained a privilege as professionals who held an expert knowledge of the reality of war
and an authority over ethically visualising war. The practical value of the rough sketches

of the special artists was acknowledged in relation to the inefficiency of photography ,

497 |bid, 346.

498 rThe truth of that charge will, | suppose, never be known, as the adventures of the
brigade on that night were really remarkable. RRichard Caton Woodville, Random

Recollections (London: Eveleigh Nash, 1914), 57.
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which was almost unable to capture vivid image s rwithin the zone of fire. K% Until the
twentieth century, human memory and hands were more  suitable tools than the camera
for reporting battlefields. As Anne Lacoste points out, t he rbulkinessR of photographic
machines and their r | ehy gxtposuresRdid not help Victorian war photographers gain
proximity to live battlefields>® Hence, what war photographers could capture was the
ruinous r aft er maasdn®camsee i theeworksaot Ro bee Fenton and Felic e
Beato (1832-1909) (Plate 72).°°! As eye-witnessing was the only way to represent what
really happened during battles in Butler $ time, the artist herself desired to acquire her
own r r o skgtthefdhie battle of Platea Rto make an authentic battle painting, within

the limits of the social constraints around her. 5%

5.3 The Intricate Practice of Eye -witnessing

499 Charles Williams. "Battle Pictures," The Magazine of Art , January 1896, 347; Edward M.

Spiers, ed., Sudan: The Reconquest Reappraised (London: Frank Cass, 2005), 83.

500 Anne Lacoste. Felice Beato: a Photographer on the Eastern Road (Los Angeles: Paul

Getty Museum, 2010), 119-120.
501 |hid, 132.
502 Ruskin, Modern Painters I/, 382.
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5.3.1 Butler$ Eye-witnessing Experience for Evicted (1890)

Being a battle painter without the opportunity of gaining experience as an eye-witness,
one might assume that Buterwas a pr i me e x a mgtistehoorfieveBduitted n e r S's
the banks of the Thames . R However, Butler did not live a sedentary life. She enjoyed a
great deal of mobility throughout her upbringing, and during her marriage to the
renowned army o fficer of the empire. During her maiden days , her family travelled to Italy,
Switzerland, France and Germany multiple times. Even before she became famous for 7he
Roll Call, Butler worked as a correspondent for 7he Graphic, providing pen and ink
drawings of the first Catholic pilgrimage in England since the Reformation. 5% After she
married William Francis Butler, she visited Egypt, Sudan, South Africa, Syria and Palestine:
places which were inseparable from British Imperial policies. When she travelled to
Paestine in 1891 with her husband, she made visual record s of the region in watercolour,
which became the source of her illustrated travelogue  Letters from the Holy Land (1903)5%
It is possible to assume that she had every potential to be a #/ © n efuiti sh battlefields ,
but her social class and gender prevented her from being sent to the dangerous corners

of the nineteenth -century globe without the protection of her  family. Even if she could

503 Skinner, "War Artist and War Pictures ,R52.
04 Butler, An Autobiography , 99.
05 Usherwood, Lady Butler, 118.
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know rthe details of military life Rfrom her privileged connection to the army, there was

no possibility for herto partake in real military actions as war artists did 5%

Considering Butler $ inability to be a war artist, we might assume that her well -known
principles of n o't p a idimecticonflict Ran d contemporary incidents Rvere not only

related to her humanistic ideals, but also to deal with her life-long anxiety about the

absence of eye-witnessing in her artworks. 7 As it appears among modern military
historians, whose job appears to be less implicated in the direct experience of battles, such
anxiety around eye -witnessing seems to be a matter of remorse in conscience.>®® Butler
had the valuable chance to paint the real suffering of others caught up in conflictin Evicted
(1890) (plate 73), which depicts a dejected Irish woman in the aftermath of eviction in

Ireland. Considering the fact that the painting is an isolated case in the artist S oeuvre, as
a product of experience of eye -witnessing, it is necessaryto ask two questions. First ly, did

the act of eye -witnessing contribute positive qualities, such as authenticity and morality,

506 Machray. "A Group of Battle Painters and War Artists ,R263.
07 Butler, An Autobiography , 184-187.

508 The British military historian John Keegan (1834 -2012) tend s to begin his books with
the apology for not having rbeen in a battle, Rand other military histo rians are following
suit. John Keegan, The Face of Battle.: A Study of Agincourt, Waterloo and the Somme
(London: Bodley Head, 2014), 1.; John Keegan, A History of Warfare . London (London:
Pimlico, 2004), xiii.
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to the resultant artwork? Secondly, was the existence of the prototype (the Irish woman)
as the primary agent essential fo r the painting? If so, the efficacy of eye -witnessing, which
was believed by many Victorians, including Butler, can be established, and her anxiety will

be vindicated.

Compared with But | er Ss ot her Hickdmightberegpraed asta isiceg-kne
work as it represents a domestic non -military conflict. Ho wever, in the last decade of the
nineteenth century, the chronic eviction of native tenants by absentee landlords in Ireland
verged on a series of semi -military conflicts, sparked by Land Act i n 1870 and the Irish
National Land League. The more violent for m of agitation concerning land was commonly
call edWdaiL@nhy c ontTaewwm wasmicanmon head line in newspapers:
the Irish journalist James Godkin (1806 -1879) wrote The Land-War in Ireland: A History for
The Times (1870), and the Catholic ant i-imperialist Wilfrid Scawen Blunt (1840-1922) also
published his personal memoir on the event with the title The Land War in Ireland (1912).
As the Land War lead to the Irish War of Independence (1919-1921) in the trajectory of
the Irish problem , the eviction could be seen as not only a socio -political matter but also

a matter of military conflict
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At some point between the spring and October of 1888, Butler found that she could seize
a rare opportunity to paint a real conflict scene on the spot. °° She imp ulsively ran to the

scene. Her autobiography records the details of her experience:

Being at Glendalough at the end of that decade, and hearing one day that an eviction
was to take p lace (0) | got an outside car and drove off to the scene, armed with my
paints. | met the police returning from their  distasteful rjob,Rarmed to the teeth and
very flushed. On getting there | found the ruins of the cabin smouldering, the ground
quite hot under my feet, and | set up my easel there. The evicted woman came to
search amongst the ashes of her home to try and find some of her b elongings intact.
She was very philosophical, and did not rise to the level of my indignation as an ardent

English sympathiser.51°

Butler seems to make this account in orderto increase her professional integrity as a battle
painter. However, i f the r ecollection is true, her attitude was surprisingly more reckless than
any other war artists of her age . War artists, perhaps having learnt lessons out of experience,
usually make themselves less visible in the real scene. Their working method was quick
drawing on portable sketchbooks, and they were often content with making observations

of situations and to work out the drawings from memory in qui et and safe places at the

509 According to the biography of William Fran cis Butler, the family moved to Ireland in
the spring of 1888 and left there in August. See  William Francis Butler, An Autobiography
(London: Constable, 1911), 351-352.

510 Butler, An Autobiography , 199.
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camp. Butler, perhaps being unaccustomed to facing the real situation , brought her eas el,
paints, and a canvas or a wooden board to the scene, as if the evicted woman was her
contracted model similar to the soldier models in The Roll Call (1874) and Quatre Bras
(1875). The meeting between the artist and the evicted womanwas nota  solemn visitation.
Given the bulkiness of her items and the custom of her class , Butler must have been
accompanied by one ortwo servants and at least one male guardian on a vehicle. Likewise,
the Irish w oman may not have been alone. Butler could not be the only person  who heard
the news of that particular eviction. It is highly possible that , in the same scene, there was
anrevi cti on c loclvwdpRlationf, who had been already agitated by what ha d
just happened.®! It may not have been the aftermath of conflict, but the middle of it.  If
Butler confronted the eviction crowd without the protection of the police force as she
described, it must have been a hazardous situation. Eviction scenes in Ireland were popular
destinations for special artists of the London newspapers. Naturally, their presence was not
welcomed by the villagers , who often regarded them as intelligence agents .52 Despite her
good intention to evoke the British public ~ $ ethical awareness of the Irish problem through
the painting, the process of making good art would cause discomfort  of the prototype

who was supposedly benefitting from the work.

51 Lewis Perry Curtis, The Depiction of Eviction in Ir eland 1845-1910 (Dublin: University
College Dublin Press, 2011), 96-101.

®12 |bid, 158.
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The image of the Irish woman standing alone in the wild nature of Ireland mig  ht look

familiar when it is compared to the melancholic wanderers in the paintings of Caspar David

Friedrich (1774-1840) or the resol ute Sc &Gonkwththe @a Har a i
(1939) . However, Butl erSs subl i meamongmciuesefnt ati or
this particular subject. Imagery of the eviction in Ireland was most commonly represented

as a sheer confict in an almost Hogarthian style of brutality and black comedy . Such a
representation was relished by the English publi c; for example, 7he lllustrated London News

published illustrations representing violent incidents in Ireland as adventure stories under

the heading With General Buller in Kerry (plate 74). Moreover, for most of the
contemporaries, it was clear that the evict ion of the Irish peasants was a conflict between

organised law enforcement , on behalf of the landlords , and impoverished local tenants.

Butler$ husband, William Francis Butler, in his recollection of the experience as a young

Irish man in the eviction cro wd, clearly describes t he atrocity of the police operation and

his own rage against them 53 Not surprisingly, to Lewis Perry Curtis, the author of  7he

Depiction of Eviction in Ireland 1845 -1910 (2011), Butler$ representation of the chronic

conflict is regarded ast he mo s tt ir m&yewhthe Irish eviction iconography .54

The softened image of the eviction is in line with the  typical aspect of Victorian social

realist art which depended on rdrama and pathos and a desire to elicit s y mp a fraomy R

513 william Francis Butler, An Autobiography , 11-12.
514 Curtis, The Depiction of Eviction in lreland 1845 -1910, 291.
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the viewer.>*® However, what is specific about the painting is its  pictorial composition that
owes more to the artist $ method than to the particular observation on the spot. Eviction
recalls her previo us success, The Remnants of an Army (1879) (plate 1). In the earlier

painting, Dr. Brydon, in his exhaustion, shakes his head upward in a Baroque manner.

Contrary to all the misery its figure bore,t he pai nt i n g&tsis poignantlys silemtp e

and beautiful. The image of Brydon and his horse on the b  rink of collapse is striking; yet
the small figures of men coming out from the fortress to rescue them suggest that the
survivors are soon to be redeemed by the British force s. 7The Remnants proved to be highly
effective painting in its evocative power to  rmoveRhuman emotions. 5 It is possibl e to
imagine that Butler reused her verified formula a decade later for the similar purpose of

softening people $ hearts with regards to the Irish problem  (see 2.3.1).

If Evicted was created according to the artist $ old formula, we might question the
adequacy of painting the two different stories using a synonymous composition. In both
Evictedand The Remnants, there is the same contrast between the suffering individual and
the beauty of nature. What is different is the movement of the small figures in the se two
paintings. In the earlier picture, the small figures in the distance are approaching the
protagonist , whereas in the later painting they are moving away from her. This might
evidence Butler$ dependence on her method as she recollected that the poli  ce passed by

her just before she actually reached the scene. It would have been natural for her to paint

515 Julian Treuherz, Victorian Painting (London: Thames and Hudson, 1997), 181 -182.
516 Butler, An Autobiography , 184.
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the police corps in a position coming towards the viewer if she had been primarily inspired
by her emprical observation. This is not to say that an art ist should paint the scene in a
manner resembling the process of a snapshot photograph. What is importanti s that there
are many paintings, particularly of the same period, that had a unique composition due to

the artist $ particular visual experience. For instance, James Tissot's boat paintings such as
On the Thames (c.1876) (plate 75) and Portsmouth Dockyard (1877) give the viewer the
sense of movement and distance that the artist absorbed from his specific ~ visual experience.
As she demonstrated in other paintings (see 2.3.1 and 4.4.4), Butler was not an exception
from this tendency to invent new compositions  from empirical observations of real events.
However, in EViction, eye-witnessing, as a specific factor, did not induce the artist to create

any compo sitional invention .

The fact that Butler placed the Irishwomaninto her usual formula suggests that the agency
of the prototype was not abducted as in the realistic paintings of Goya  and Reynolds. In
Evicted, the landscape reflects her outdoor studies , but, in the compositional scheme , which
was supposed to be based on the spatial relationship between the artist and the sitter ,
Butler method seems to be a stubbornly dominant agency in the painting.  Admittedly,
such a methodical tendency is commonly foun d in the works of battle artists such as

Meissonier, Crofts, Woodville, and Charlton. However, there may be a personal aspect to
Butler$ recycling of her old method , in the painting involving an act of eye -witnessing.
The Irish problem could be too close for her to maintain her usual aesthetic distance from
the prototypes. As an English Catholic, she was a wife of an Irish Catholic army officer and

lived to observe the entire sequence of the Irish  Problem: the Land War, the Irish Home
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Rule Movement (1870-1914), and the Irish War of Independence (1919-1921). At the same
time, Butler still seemed to have an inherent problem in confronting the social conflict, as

she was brought up as a member of the upper and ruling class of the British Empire. This
particular anxiety is detected in her use of the word rpicturesque Rin her autob iography;
she mostly applied itto describe aesthetically pleasing subjects which did not concern the
negative aspect of the society. For Butler, European peasants, and Arabs in Egypt, alongside
soldiers and horses, were picturesque enough to be painted, w hereasthe peoplein London
slums and the Jewish Ghetto in Rome were r h i d e and s/éy horrible Rto her.5* Her
way of classifying things according to their aesthetic qualities affected her artworks. In
Butl er Ss oeuvr e, it i s pressning lwhae she daescribed nad pictu
picturesque, but it is impossible to find pictures representing the subjects she thought as
hideous and horrible. One can assume that the brutal circumsta nce the Irish woman was
under was not aesthetically encouraging for th e artist to be inspired by it, regardless of

her initial plan to do so.

The prototype Ss | ac k mfEvidegsuggesysthat But | er Ss empirical ob:
the Irish woman is not sufficiently contributed to the actual making of the painting . Unlike

the motionless scenery of Glendalough, the peasant woman stood in front of Butler only

once. If Butler managed to work out the image of the woman to a satisfactory level on

that day in terms of technique , there must have been additional difficulty in painting the

real person in misery. The Irish woman was a different prototype to the usual ex-soldier

ST Butler, An Autobiography , 82; 102.
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models that, although they sometimes performed spontaneously (2.3.2) were under the
artist$ control . It is doubtful that Butler dared to direct the victim who had just been
released from her nightmarish experience. Was there a moment when the Irish woman
looked back into the eyes of the painter, whose presence at the scene of eviction wa s so
conspicuous? If so, the eyes and facial expression of the evicted Irish woman towards an
English lady may not have been so philosophical ly reserved, but would have been more
puzzled, baffled, angered, and even host ile, in a manner similar to the react ions of the
survivors of the Grenfell Tower fire in 2017 towards the spectators. 5'® Butler seemed to
decide notto be stirred by such an uneasy moment. Instead, she chose to put the living
Irish woman in the same positio n as Dr. Brydon, despite the vast difference between the

one who is to be redeemed and the one who has been ruined.

Butler$ insistence on maintaining aesthetic distance from her subject creates an art -

historical effect in the painting. Evicted appears to calm the high level of adrenalin e of a

fighting image under the guise of the subjectSs

could do little against the departing yeomanry, having completed their job, other than

518 Chris Baynes,rGrenfell Tower estate resident slams 'spectators' visiting London fire

site for 'a day out ,REvening Standard, Jun 16 201, accessedon 11 Apr il 2019,
https://www.standard.co.uk/news/london/grenfell -tower - estate-resident-slams-spectators-
visiting -fire-site-for -a-day-out-a3566601.html ; Maya Oppenheim, rGrenfell Tower
residents urge visitors to stop taking selfies: "You want to slap the phones ou t of their
hands,'l?/ndependenz‘, June 20 2017, accessedon 11 April 2019 ,
https://www.independent.co.uk/news/uk/home -news/grenfell -tower -residents-selfies-

angry-grief-tourism -party-a7799591.html.
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contemplate her hopelessness. Representing her with such resignation make s her a saintly

Catholic in the wilderness rather than a rough peasant woman. It is no surprise that the

painting has a resonance with the Catholic iconography of a hermit saint. In particular ,

Butler$ Irish woman shows a perceptible resemblance to St. Francis in Sir Francis in Ecstasy

(c.1480) by Giovanni Bellini (1430-1516), which depicts the saint at a moment of religious

ecstasy, showing the stigmata inscribed in his palms (plate 76). The vast natural

surrounding is not a political space ,butthefield of t he sai ntSs mystic expe
I n ButlerSs painting, t hsein ansamitee posittos tophatafs et  wo ma
saint. Glendalough is not atypical georgic place but is a pictur esque spot. The hut appears

to be a religious ruin , although there is no direct allusion creating this impression. The

social contexts of the two pictures are different, and their morphological resemblance was

probably by chance. However, the similar effec t revealed by the comparison between the

two paintings sug gests that Butler did notintendto represent the situation of tension and

conflict that she witnessed, but to transform it into a picturesque anecdote.

Evicted was not a successful piece in terms of Butler $ humanitarian project, as it failed to
persuade people who were heartless towards the Irish Problem. The picture was not
received as sympathetically as it was intended among her main audience , who was the
ruling class in Ireland and visitors to Royal Academy exhibition in London.®*® To Butler$

dismay, the Prime Minister Lord Salisbury (1830-1903) made a joke that he wanted to take

519 Usherwood, Lady Butler, 94-95.
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part in evicting the woman rather than saving her after seeing the picture. % To English
conservatives, the painting might have been another black comedy whose appropriate

reception was sardonic laughter rather than heartfelt empathy.

Through Evicted, which was the only one of Butler $ works to utilise the mode of eye -
witnessing, Butler could invent neither an authentic formula nor a unique agency from the
prototype . However, it is hard to discount the painting as the failure of an artist who was
content being an runworldly Ronlooker over the suffering of others. 52 Perhaps her life was
too deeply implicated with the sequence of  the Irish Problem to exploit the event solely
to create her art. Evicted became a biographically significant work for the artist ~ who
experienced the reciprocal violence of the Irish problem . In 1922, three decades after she
painted the evicted Irish woman, Butler and her family  were forced to be removed from
their residence in Ireland, Bansha Castle. According to her daughter, Eileen Gormanston,
Butler, like her Irish woman, was said to stand withher r ac c u s tdo @a ¢h thy fRce i
of raving Irish Republicans shooting at her residence °22 It is possible to i magine that the
artist had the evicted woman of her picture in her mind when she found out that she was

put into the reversed position. If  this is the case, B u t | dignif®é conduct in the face of
own misfortune can be seen as a re-enactment of the pictu resque courage and resolution

of the Irish woman in her picture . Evicted, in this respect, is an authentic artwork as a

520 Butler, An Autobiograp hy, 199.
521 Eileen Gormanston, A Little Kept (London; New York : Sheed and Ward, 1953), 53.
522 pid, 115-116.
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prophetic o bj ect that would medi ate ButlerSs memori

its primary agent was neither the artist nor the prototype , but chance.

5.3.2 The War Artist$ Practice of Bye-witnessing

To discuss the agency of eye-witnessing in visualis ing war, it is necessary to examine the
works of war artists. In Victorian battle art, the artist$ individual methods tended to be the
primary agency of a painting. Therefore, in Victorian war art, prototypes are supposed to
have exerted dominant influences on the artists who travelled to remote conflict areas to

witness them. The possible benefits of the direct observation of a live battle are twofold .
Firstly, eye-witnessing should result in accurate representations of the factual details of a

battle. Secondly, the work of a war artist should have an exceptional artistic quality
compared to the work of an  artist who never saw r eal battles; war artists Sworks were,

according to Machray, based on rinspirationsRfrom their rknowledge of the reality of the

€S

war.®RMel ton PriorSs works offer suitable speci men

war a mworkssdmpafdtothoseof homebased ar fHekandorsbomartisk s .

was Butler$ exact contemporary, and he began his career in 1873, as a war artist for 7he
lMustrated London News . When Butler made a boisterous success in 1874 with 7he Roll

Call Prior made a less dramatic but unmistakable entrance into his field with pictorial

523 Machray. "A Group of Battle Painters and War Artists ," 264.
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reports of the Anglo-Ashanti War (1873-1874)52* While his occupation as a special war
artist lasted until the time of Russo -Japanese War (1904), he is comparable to Butler not
only in his fame, but a Iso in his substantial written accounts. Campaigns of a War
Correspondent (1912), which was published after P r i odeashs is a good counterpart to
Butler$ An Autobiography, inits length and detail. Although it contains exaggerated stories
of his adventu re and crime in remote parts of the globe, it prompts speculation on how
Prior utilised eye-witnessing in his works. Admittedly, the published versions of Prior $
sketches are not the same as the original rough sketches. This chapter deals with the
published versions, assuming the impossibility of verifying which of the many surviving

sketches embody Pr i ortBesspos obsenvatbns.e mpi ri cal , on

The cross-examination of Prior8 memoir and his work s tells us that the practice of eye -

witnessing in war art was mor e intricate than it seems. The actual situations he observed

were not always the primary agents of his artworks. Other factors such as his compositional

habit, imagination andt h e p editsia Sesisions had apartinthe creation of reportage

images. His works representing the Battle of Ulundi (1879) in T7he /llustrated London News

on 6 September 1879 show the complexity in identifying a single line of agency in his

work. This particular battle, which took place two months prior tothepublicat i on of Pri o

illustrations , was a decisive victory that ended the Anglo -Zulu War (1879). On that day, the

524 Butler might have heard his name when she was invited to see Desanges $ painting
of Ashanti War which was based on P r i oske®B. Butler, An Autobiography , 113.

Harrington , British Artists and War, 179.
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paper issued an extra supplement in the form of a large sheet showing the final charge of
the Zulu army a gainst the British forces seen from behi nd (plate 77), which was completed
by Woodville based on a sketch by Prior. In the picture, there is no hand -to-hand fighting
between the two armies as the British are only suggested as dots in the far distance . Yet
the picture is fierce in its vivid descr iption of the Zulu warriors, who were not only holding
the famous ethnic shields and spears, but also loading and firing modern Martini  -Henry
rifles they had captured from the British. The p roblem of this spectacular image , which is
meticulously polished b y Woodville , is its reversed viewpoint from the enemy perspective
that seems hardly achievable in the real situation. The //lustrated London News seems to
be concerned with this problem asi t states that the view was observed from the occupied
encampment b ehind the Zulu -line, which had been broken by British soldiers, unseen in
the image.®® One can suppose that the paper Ss e x p | isitruey althoagh it is hard to
specify from Prior $ later published memoir the exact moment of viewing  the Zulus from
at that particular angle. Nevertheless, the arrangement of the picture, which  depicts the
Zulu army from the rear, suggests that the art ist$ observed vision on the spot is not the

i ma g soke @gent. The illustration was not the first visual account of the batt le to be
based on Prior's sketch. It should be noted that another illustration of the same battle,
depicting the view of the British assault against the Zulus had been published a week
earlier, on the pages of the paper (plate 78). It was still possible fo r a war artist to travel

between the enemy side and the British side, according to the various situations of the

525 The lllustrated London News, 1 The Zul tamb&¥es187R,6.Se p
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battlefield . The two illustrations form a parallel in the visual sequence of the paper in the
year 1879. The Zulu War broke out in January and ended in July of that year, but there
was a time lapse between South Africa and London. The paper often gave notice of the
arrival of the correspondents Saccounts and the coming of complete illustrations by them
aweek later. Even if the war ended with the  capture of the Zulu king Cetshwayo kaMpande
(1826-1884) in August, the images of the war were published with fresh recollections until
the end of the year . Therefore, the image of sweeping British troops advancing towards
the Zulus as dots might not have been a coincidental choice, considering it s compositional
parity with the image from the opposite viewpoint. The int ention of 7he /llustrated London
News to arrange their illustrations regarding the problem  of visual variety was not secret,
as the paper op enly informed that certain illustrations werer s e q ucathe snigs published
in an earlier issue®?® Moreover, readers often collected newspapers illustrations, which
means that they could rearrange the two images of the Battle of Ulundi as a battle diptych.
Prior was certainly aware of the necessity of keeping a variety of battle scenes to entertain
the reader. Therefore, the sequential nature of the images in the illustrated paper and the
editorial interest over it can be considered verifiable agents of Prior$ two pictures of the

Battle of Ulundi.

The same issue of T7he /llustrated Lon don News contains another image o f the same

campaign that attests to the eye -witnessed view as a primary agent of the resultant

526 The lllustrated London News, rOur special artist in the Transvaa |,RFebruary 8, 1896,

163.

257



product. This particular image was based on a sketch by Nathaniel Newnham -Davis (1854-
1917), who rose as a nhotable journalist an d writer after his military career. Inthe illustration ,
Garnet Wolseley (1933-1913) presents a Victoria Cross to John Chard (1847-1897), the hero
of the Defence of Ro r k eif(glateD79). The scene appears to be based on eye -witnessing,
because of the spatial relations between the figures: Chard, Wolseley, another mounted
officer, Colonel Colley holding an extract from the  London Gazette r e por ti ng
meritorious action , and the unseen observing artist, are specific and convincing. Moreover,
by cross-examining the case with another picture of the same scene published on the very
same day by the rival magazine 7he Graphic, it is possible to ascertain that the visual
specification of the actual ceremony was the primary  agent of both images (plate 80). 7he
Graphic$ composition involves more figures and scen ic elements, but the basic position
and role of the figures are synonymous with th at of 7he /llustrated London News. The
Graphic clarifies that their illustration is based on an original sketch by its correspondent,
Dr. Doyle Glanville 527 If the informationis true, it is possible to assume that eye-witnessing
mattered in the making of these two pictures, and that the event itself was their prototype ,

which played an overpowering role as an agent.

Even if the works of war artists are seen under the heading of reportage art, they are not
free from art -historical conventions , as wasthe casei n B u Eviciom. Bhe front pa ge of
the aforementioned issue of T7he /llustrated London News contains an impressive

illustration of a hand-to-hand fight between a Zulu warrior and Captain William Beresford

527 The Graphic, t Th &VazylIRu Se p,11876.e r
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(1847-1900), which was based on a sketch by Prior (plate 81). The image is an exp licit

fighting scene, as its pictorial details are all about the duel between the mounted British

soldier and the African warrior on foot . The Zulu$ assegaiis renowned for its fiercene ss as

a sharp metal weapon, b ut ha&digherp fecisiod @ strengtto r d s ma n <
and neutralisest he Zul u Pespita the pcturesque valour of the savage attacker,

the trained modern British soldier easily overpowers him. According to 7he /llustrated

London News, the Zulu was killed rin the manner shown in the sketch, being run through

with the sword piercing hi?5Howevér,étis possibletd dobbt s naked
whether Prior did observe the scene. From Prior $ memoir, it is uncertain whether Prior

actually was attached to Lord Beresford in this dangerous reconnaissance mission a day

before the Battle of Ulundi. Neither his memoir nor the article explaining the illustration

confirms Prior$ eye-witnessing of th e incident 52 It is more likely that Prior made his

sketch from verbal accounts circulating inside the camp.

In keeping with the uncertainty overt h e a diredt abserSation, the picture of Beresford
and the Zulu warrior resonates as an iconographical type in art history, namely, the image
of the monster slayer that had been repeatedly p ainted by renowned artists in the West

such as Paolo Uccello (c.1397-1475), Raphael (1483-1520), Peter Paul Rubens (1577-1640),

E u g~ DPaacroix (1798-1863), and Gustave Moreau (1826-1898). Prior8 work has a

528 The lllustrated London News , "The Zulu War " September 6, 1879, 6.

529 For Prior$ recollection of the incident., see Melton Prior, S. L. Bensusan, ed,

Campaigns of A War C orrespondent (London: Edward Arnold: 1912), 112-113.

259



suggestive resemblance to Delacroix$ imaginary Lion Hunt (1855) (plate 82). Johann
Nepomuk Sch?©nii®8)gthe (hdnteldbged artist who finished the published
version of the illustration, may have created this resemblance by referring to the images

of canvas painting in art history.

5.3.3 Butler$ Great War Pictures.

Many o f battle painters who commenced their career in the late 1870s survived to see the
outbreak of World War | in 1914. The global conflict did not only signal the end of a
peaceful age in Western Europe that had lasted more than 40 years after the Franco -
Prussian War, but it also introduced a new type of war that featured machine guns, high -
explosive shells, mines, poison gas, tanks, aircraft, submarines, and an unprecedented
number of casualties. As the cultural, economic, and psychological impacts of the war were
so profound in Britain, it became the most urgent subject to be  dealt with in painting.
Battle painters, from the Crimean War to the Second Boer War, had benefited from the
times of conflict, as they were the only party to meet the public demandtos ee the subject
in painting . However, this pattern changed during World War I: the war became a universal
subject to British painters, regardless of their genre, while the old guard of battle painters
were marginalised from pub lic attention. The institution al patronage of war art in Britain,
such as the programmes of Canadian and British War Memorials, unprecedented in scale,

excluded extant Victorian battle painters , giving preference to the younger and better -
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recognised artist s in the mainstream art world. 5° Even in private venues, the subject of
the war and its battles was eagerly pursued by individual artists whose sets of expertise
had not previously been associated with the subject of war. Nevertheless, the surviving
Victorian battle painters welcomed the event, as they could not find the right subject S
during the peaceful Edwardian era. Woodville, Charlton, Wollen, James Prinsep Beadle
(1863-1947) and Allan Stewart (1865 -1951) energetically painted and illustrated the new
type of war in their usual venues: the Royal Academy and illustrated magazines.®3! Butler,
now in her late 60s, was strongly motivated by the war . She held two solo shows dedicated
to the war at the Leicester Galleries in London, as well as submitting oil pain  tings of the

subject to the Royal Academy .

The fact that the most influential battle artist in Victorian Britain survived to see this new
type of war, and energetically worked to negotiate the changes  inwar, her familiar subject,
is certainly a subject o f art-historical interest. World War | was another war, after the Irish
Land War, in which Butler had a strong emotional involvement.  Butler did not see the real

battles of the new war that took place in mainland Europe. However, the emotional and

psychological space between the artist and the details of the war was  closer than ever.

5380 For the Canadian War Memorials, See Richard Cork, A Bitter Truth: Avant -Garde Art
and the Great War (New Haven; London: Yale University Press 1994), 204-213; For the
British War Memorials, see Sue Mal vern, Modern Art, Britain and the Great War (London;

New Haven: Yale University Press 2004), 69-75.

531 For the Victorian battle painters Sworks during the Great War, see Harrington, British

Artists and War, 303-309.
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Alongside the rest of the civilian population, Butler  closely followed the war $ progress.
James Fox in British Art and the First World War 1914 -1924 (2015), points out that many
artists suffered from imaginative hardships, and Butler was certainly one of them. 53 |t was
not a conflict that they could consume as a Hogarthian black comedy, but an event in

which the English were victim to the mechanical warfare, which eventually changed
people S conception of war. Considering th ese psychological implication s, Butler$ wartime

pictures should not be discarded as lesser works made in the decline of her career.

Butler$ wartime works begin with the ,rcheerfull?watercolour picture of her son, Patrick,
bidding farewell on horseback.53® The horseSs mo v e me Hight - eeartednEne posture
of the rider is upright, without the shadow of war Ss t(piat 830 dhere is a sense of
the artist $ pride and affection fo r the prototype, the young man who, at the moment,
could not imagine his future agony. * Butler exhibited her Great War pictures at the
Leicester Galleries, which had been an alternative space for the artist due to intermittent
tensions between her and the Royal Academy. It is int eresting to see that Butler $ first

wartime exhibition held at the gallery in June 1915 was dedicated to the Waterloo

532 James Fox, British Art and the First W orld War 191 4-1924 (Cambridge: Cambridge
University Press 2015), 34.

5383 Cork, A Bitter Truth, 72.

534 Patrick boasts his departure to the Front to some officers who envied him. See Patrick

Richard Butler, A Galloper at Ypres (London: T. Fisher Unwin, 1920), 12.
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centenary. The show consists of Scotland for Ever! and other new works in watercolour. 5%
Going back to the su bject of the Napoleonic Wars a midst the indirect experience of
modern warfare might appear to attest to her conservatism. However, the exhibition  was

being prepared while Butler was solely occupied by the imminent war . Butler was well -

aware of the problem of revisiting past battles between t he Red Coat s

Imperial Guards, atthe critical moment of a modern war 3¢ Despite the antiquated subject,
the show was motivated by strong contemporary concern s; it was part of her activity at
the charit able organisation, the Officers Fam ilies Fund. The titles of the works suggest that
the exhibition not only celebrated the gallantry of the British, but also that of the
Napoleonic French, as if the exhibition honoured the new comradeship between the two
major allies of WorldWar | . InButler Ss car eer, t he eWibiion rsignifies
a pause or a transitional phase before the artist directly confronted the rgrimRimage of
modern war, rather than an anachronistic indulgence in the rsparkleRof the war of the

past.>¥7

But | @eaSWar exhibitions proper took place in 1917 and 1919. The title of the first
show was A Glimpse of the Great War , suggesting an air of modesty or anxiety in dealing

with the event, now widely pictured by painters who had the experience of eye -withessing

535 Butler, An Autobiography , 320.

53 rWho will look at my #Waterloos Bow? | have but one more of that series to do. Then

| shall stop and turn all my attention and energy to this stupendous war.  RIbid, 327.
37 bid, 325.
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as either war artists or combatants. Butler was never an eyewitness of live battles of the

war. She only updated her knowledge of military equipment and uniforms by studying the
troopers of her son $ division stationed in Southampton.5® It should be stressed that her
research method in the 1910s had not changed at all  since Quatre Bras (1875) and The
Defence of RorkeS Drift (1879). After seeing the exhibition, Paul George Konody (1872-
1933), the champion of modernist painting in Britain,  dismissed her paintings of the Great
Wa r as mer e il lustrations, product s of C
personal e peweverechexzpiRt e Ko nod)B8terS Great Was pictuie®
are more than generic illustrations of the previous century. In  their making, complex factors
of the new war acted profoundly as agents. Heated nationalism induced Butler to paint

pictures for A Glimpse of the Great War with unlikely themes. Butler had produced battle
paintings narrating the stories of V ictoria Cross winners before, as in 7he Colours (1898)
(see Chapter 3); now, for the first time in her career, Butler produced a series solely
dedicated to portraying Victoria Cross winners without concerning anecdotes (plate 84). In
painting more complicated anecdotal p ictures, Butler seemed to be more methodical and

less reserved; she almost abused her old projective formula e, as if she were trying t o claim
her authorship of them belatedly . Figures of Highlander pipers in A iLamentSin the Desert
(1887) (plate 85), the watercolour painting she claims to have made out of an eye-

witnessing experience in Wadi Halfa, Sudan, now reappear impatiently attacking forward

538 |hid, 321.
59 p.G.Konody, r The Lei cela@servasdbyl2@ 19175 , R
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in rThe Black WatchRon Auber Ridge, May 9 ", 1915, abandoning their reflective ambiance

(plate 86)5° The cavalry of Scotland for Ever! appearin The Avengers, avenging the nurse

Edith Cavell (1865-1915), who was martyred when she was Kkilled by the Germans in

Belgium in 1915 (plate 87)%* The Avengers is comparable to other wartime onrushing

horse paintings such as Lucy Kemp-Welch$ Forward the Guns! (1917)andJohn Char | t on Ss
French Artillery Crossing the Flooded Aisne and Saving the Guns (1915).5*? By representing

a furious charge of the horsemen, Butler did not hide her intention to partake in the

fervour of propag anda on the specific incident. It i s hard to deny that the artist  hastily

applied old formulae to her new subject. However, such a decision was not primarily made

by her dependency on method , but by the extreme urgency that she felt in dealing with

the war as an extraordinary prototype.

Although Butler$ recycling of old formulae in her representation of the Great War can be

legitimised asa reaction to the warSs overwhel ming for
elements in her wartime artworks is also nece ssary. Butler$ wartime works did n ot only

show an element of repetition but also the abandonment of principle: for the summer

exhibition at the Royal Academy in 1917, she presented a near side -view of a clash between

the British army and its enemy in  The Dorset Yeoman at Agagia, 26" Feb. 1916 (1917)

540 About A Lament, see Usherwood, Lady Butler, 90-91.
541 Butler, An Autobiography , 329.

542 About Lucy Kemp -WelchS Forward the Guns!(1917), see Cork, A Bitter Truth: 127-
128.
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(plate 88). Together with another painting of a cavalry charge , The Charge of the
Warwickshire and Worcestershire Yeomanry at Huj, 8 " November 1917 (1918), Dorset
Yeoman at Agagia shows Butler$ adoption of t he conventional composition that had been

a strong point of her male competitors such as Woodville and Wollen. Butler might have

thought that a cavalry charge in the age of the machine gun was a heroicde ed. But | er Ss
work was not of the same mood as the time she had highlighted the aftermath of the

Charge of Light Brigade in Balaclava(1876), in which she defied the conventional method

of representing direct conflict (2.3.2).

However, itis wrong to pind own Butler$ Great War pictures as regressive works , stunned

by the overwhelming agency of the war. A new iconography , authentic to the war, stepped

into her pictures. rEyes Right £1916) shows the image of the British troop s showing

respect for the wayside Calvary (plate 89). It is possible to associate t his picture , exhibited

at the Leicester Galleries in 1917, with the artist S Catholic religion, as Usherwood does. 4

However, the work should be seen in the wider context of there -emergence of the crucifix

as a forgotten prototype in British art. As Nichol as J. Sandersdiscussesin his article rCrucifix,

Cal vary, and Cross: Materiality and Spithei tual i
Protestant British soldiers were perplexed on encounterin g outdoor crucifixes at an early

stage of the war, but they soo n became attached to them, as they came to have rdense

543 Usherwood, Lady Butler, 146.
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meanings transformed by the conflict. R** Butler was a Catholic, and, in the initial stage of
her career, she considered becoming a painter of religious subjects, following her mot her Ss
suggestion.>*® However, she had never included the image of the crucifix in her paintings ,
in any context. Before the war, Victorian battle painters were virtually blind to outdoor
crucifixes and shrines, and these were even rarely seen in French military paint ings. The
image of Calvary rose in war imagery due to the unprecedented atrocity of the
industrialised war. Calvary was widely depicted during the war regardless of style and
school. James Clark8 The Great Sacrifice (1914) (plate 90), which effectively equates the
sacrifice of Jesus Christ with that of common soldiers by exploiting the image of Calvary,
was one of the most popular pictures in Britain around 1915 due to its emotive appeal. 5%
As the artist intentionally blurred the form of the crucified Jesus, it is uncertain whether
Clark$ Christ is a hallucinatory vision of Christ or the representation of an actual Calvary.
Nonetheless, it is hard to deny the agency i n Cl & th& Salistip Catvanuin e
France and Belgium, that was observed by British soldiers . The sudden appearance of the
crucifix in Butler$ oeuvre, too, attests that the artist was sharing the specific  visual

experience of the war with her contemporaries.

544 Nicholas J. Saunders, rCrucifix, Calvary, and Cross: Materiality and Spirituality in Great

War Landscapes,R World Archaeology, Vol 35 (1), 2003.
545 Butler, An Autobiography 46.
546 James Fox, British Art and the First World War 1914 -1924, 123.
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Butler $ most authentic Great War painting was exhibited at the artist $ second exhibitio n
at the Leicester Galleries in 1919. After A Glimpse of the Great War , Butler seemed more
confident in dealing with the war, as she named her second show Some Records of World
War, which implies that the new paintings were based on s o | d firgt-ha®d accounts of
the war by the soldiers . Even if there were no impulsive propagandistic works like 7he
Avengers, Butler re-exhibited her cavalry charge pictures, Dorset Yeoman at Agagia , and
Charge of the Warwickshire and Worcestershire Yeomanry. There were watercolours
representing the aftermath of battles, such as /n the Retreat of 1914: the Royal Horse
Guards (c. 1919), which developed into the larger oil painting /n the Retreat from Mons.
the Royal Horse Guards (1927) (plate 91). Among these typical pictures, which remind one
of Butl er Ss dhe artist evealep i7/e tGuides (s. 1919) (plate 92) with which
she accomplished artistic authenticity by her unique way of representing World War | as
the threshold of mechanised warfare in the twentieth cent ury.>*’ In it, Butler negotiates
her characteristic aversion to modern technologies such as railways, factories, and
torpedoes .>* She had featured machine guns in the aforementioned pictures of charging
Yeomans, but they were overcome by heroic cavalry charges. Her attitude to modern

warfare dramatically changed in 7he Guides. At a glance, the picture appears to be another

547 The painting is a least known work of the artist , and its medium, whereabouts, and
the dimension are unknown so far . Its image is known from the reproduction at the
catalogue. See Elizabeth Thompson Butler, rSome Records of the World War, RAn

Exhibition of Pictures (London: Leicester Galleries, 1919).
548 Butler, An Autobiography , 19; 22; 57; 143; 221.
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work of onward horsemen and plunging horses from the horizon. However, the painting

is unique in its portrayal of a conciliatory relationship between old and new war machines.
Mark Tanks, the new weapon invented by the British  in order to cross no man S land, are
guided by the cavalrymeninorder not to getstuck in shall craters. Tanks were a formidable
weapon that took over the tactical pla ce of the cavalryinwar. Yett he crews$S vi si on
tank was greatly limited, and so they still needed heroic sacrifices by the horsemen . The
role of guiding cavalry was not only essential, as it was in the previous century, but it was
more dramatic and heroic, considering the high risk of facing mines and machine guns
with bare flesh. 5*° The specific tactic was transitional, and authentic to the war when  the
tanks were less tactically and technologically capable. However, this counter-intuitive image
oft he collaboration between tank and cavalry is never visualised in any pictures and movies
on the war, perhaps, because they assume the relationship between tanks and horse s as
that of two opposing symbols.®*° Tanks fascinated younger artists who were sent to the
battlefield, such as William Orpen (1878 -1931), Muirhead Bone (1876-1953), and, C. R. W.
Nevinson (1889-1946) (plate 93). However, their works tend to highlight the shocking

aspects of the new weapon, neglecting the vulnerability of the machine , which was part of

549 The death toll of the leading horsemen who was mounted officers was high
according to the account quoted by Butler. Elizabeth Thompson Butler, rSome Records of

the World War , 6.

550 This perspective is best visualised in Steven Spie Iberg$ film War Horse (2011) in
which the warhorse Joey runs into the no man S land, being frightened by the British

Mark IV tank.
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the reality of modern warfare. Regardless of being unable to eye -witness the real event,
Butler was the only artist who recognised the subtle intersection between the rising

mechanical warfare and a waning traditional warfare, and transform it into a unique vision.

5.4 Conclusion

Butler$ Great-War pictures were not methodical repetitions of a mature artist whose
creative energy was in decline, but products basedon t h e vsmongSasd specific agency.
If more studies are to be made accord ing to immediate relations, we may expect to find
more unique values from representations of the war by other Victorian battle painters.
Eye witnessing may not be the essential element in producing artistic battle paintings , as
the cases of Victorian battl e and war artists attest. Th e decline of the careers of the late
Victorian battle painters might have be en due to the dramatic shift of the hegemony in
British art-world. French Impressionism was gradually adopted by British artists who were
rdissatisfiedRwith the domestic art scene that was dominated by rgreat AcademiciansRf
such as Leighton, Millais, and Alma-Tadema - from the last quarter of the nineteenth

century.®*! However, a more drastic form of modernist art was introduced to Britain by

%51 Kenneth McConkey, /mpressionism in Britain (London: Yale University Press 1995), 12-
13.; see also, Kate Flint, /mpressionists in Enlgand. the Critical Reception (London:

Routledge, 1984), 26,
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Roger Fry$ Post-Impressionist exhibitions in 1910 and 1912 at the Grafton Galleries. %52 On
the eve of the Great War, the British art world was hotly divided by various factions seeking
cultural hegemony, and both traditionalist and modernist artists hoped that the war would
bring about artistic opportunities and enable them to override their cr eative competitors .>%3
In this context, the Great War seemed to be the most prized subject for artists in any
faction and genre. The portrait artists such John Singer Sargent (1856 -1925) and Richard
Jack (1866-1952) painted monumental war paintings, Gassed(1919) and The Second Battle
of Ypres (1917). George Clausen (1852-1944), the Impressionistic painter of British peasant
life painted /n the Gun Factory at Woolwich Arsenal (1918) as part of his effortto  represent
the RHome Front. R The Slade graduate ar tists such as Augustus Edwin John (1878-1961),
William Rothenstein (1872 -1945), and William Orpen (1878 -1931), were attached to the

army as war artists. The younger modernist artist s such as C. R. W. Nevinson (1889-1946),

552 About the reception of Fry $ Post-Impressionist exhibitions, see J.B. Bullen Post-
Impressionists in England: the Critical Reception (London; New York: Routledge, 1988),1 -

38.

53 George Robb, British Culture and the First World War (Houndmills: Palgrave
MacMillan,2002), 130-132; It is not to say that every modernist artist supportedt  he war,
as some of them pursed pacifism. For the works of pacifist modernist artists in Britain,

see Grace Brockington, Above the Battlefield.: Modernism and the Peace Movement in

Britain, 1900-1918 (New Haven: Yale University Press 2010).

%54 Kenneth McConkey, George Clausen: and the pictures of English r ural life (Edinburgh:
Atelier Books, 2012).173-175.
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Paul Nash (1889-1946) and Eric Kennington (1888 -1960) were sent to the Western front as

official war artists.

Among the contested factions painting the subject of war, battle painters are considered

traditional and conservative against the modernist artists. However, what is noteworthy is

that the inadequacy of battle painters for the new war was  judged by the matter of their
eye-withessingex per i enc e, not by their artistic credo.
exper i e nirchés Bour review of Butler $ wartime exhibition at the Leicester Galleries was

none other than the matter of eye -witnessing that was the advantage of hi s pr ot ®g ®
Nevinson, who exhibited gruesome paintings of the rmachine warRat the same gallery in

October 1916.5% Prioritising their eye -witnessing of the war was a modernist tactic to

discount paintings of the war made by older generation artists as ethically irresponsible

artworks. Nash famously wrote that his mission was to expose  ra bitter truth Rto the people

who did not acknowledge the brutality of the new type of war.%® However, if eye-

witnessing is not an essential element for the artistic quality of paintings of war , as has

been discussed in this chapter, it is possible to recuperate the disca rded status of late

5 pP.G.Konody, r The L eiTtheGbserar, M&20, 1987 5.; &CarrerR
Opinion, rTHE WAR OF THE MACHINES AS DEPICTED BY AN ENGLISH ARTR&Xtober
1917, 267. For Nevinson $ exhibition in 1916, see Cork, A Bitter Truth, 131-133.

56 Paul Nash, Outline: An Autobiography , ed. David Haycock, (London: Humphries, 2016),
187.
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Victorian battle paintings by unearthing more  caseslike 7he Guides, in which the particular

transitory moment of history succeeded to manifest as a crucial agent in a truthful way.

6 Conclusion

This thesis has endeavoured to exam ine the operative aspect of Elizabeth Thompson

Butl er Ss ingsinspired byphe anthtopological framework of Alfred Gell, which

provided a novel way to discuss Victorian battle paintings in terms of agency, not in terms

of meaning as in the conventional format of the social history art. By looking at Victorian

battle paintings as operative objects in their immediate social relations, unexpected and

discarded elements in the social history of battle paintings came to light. Chapter 2
elucidatedthe cent r al role and mechani sm ofrhe®RblfCallct 1 n I
in 1874, that reaffirms Victorian battle paintings as effect -centred artefacts, rather than
ideologically defective artefacts. Chapter 3 traced the individual agents specifictoBu t | er Ss
late work, The Colours, which resulted in making the painting more an object of personal

attachment than a symbolic object for collective politics. Chapter 4 questioned the stylistic
demarcati on bet ween Butl er Ss b at tgarde pgindngsnt i ngs
assumed in art history, through discussing the age ntive role of particular working

conditions in depicting motion, which was the crucial problem to both artists. The last

chapter endeavoured to question the ethical high ground given to ey  e-witnessing in

painting the subject of war, by examining the agenti  ve role of the prototypes in the works
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of war special artists and Butler. It found that the act of having eyewitness experience on
the spot with the prototype does not always count as the primary factor in the final result
of the work, nor is it particular ly ethical to the assumed sitters in distress. The revelation
of those unexpected and counter -intuitive factors in Victorian battle paintings with the
help of Gell Ss f r gommangng tke,imagechMictoriam hattleepaintings
from generic ob jects to more authentic objects by which creative experience is possible in

our time.

This thesis offers unique academic value as a study of Victorian battle paintings

represented by the works of Butler, understood as products of specific social relations  in

opposition to the generalising approach of the social history of art. In doing so, it focuses

on the action of art, rat her than the meaning of
Gell primarily aims to defy semiotic readings of art, mainly wit h regards to artworks of

ethnic societies, familiar to his discipline. His framework is not immaculate, and its

weakness is often exposed when it is applied to diverse subjects. In thisre gard, this thesis

poses as an expansion oft tthed for&s purposet th offermo | ogy o f
counterpoint to the social history of Victorian art. Arranging a specific opponent to

confront might not be a wise tactic for art  -historical research if it cannot suggest a viable

alternative to the established methodolo gy that is distributed into many variants. However,

this thesis is not purely antithetical to the social history of art. Rather, its usefulness is to

stress what is neglected in the social history of art: the uniqueness of social relations made

by the artw orks. The social history of art, in its intention to create the most insightful

contextual meanings of artworks, overlooks the specific social relations consequential to
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the artworks that cannot be reduced to those meanings. Admittedly, as postmodernists,
many social-art historians would not believe that the meanings of artworks they articulate
are absolutely true to both them and the people who lived in their subject periods. This
thesis, too, as an art -historical account of Victorian battle paintings, doe s not claim that
the effects of the artworks, that are found to be effective to their Victorian contemporaries,

are their innate qualities, but that they only belong to the particular soci al relations of the
time. The effect of an art object, in a fundamen tal sense, is transitory, as it ceases after its
immediate social relation with its recipients terminates. It is hoped that the recognition of
this point will encourage modern viewers to h ave renewed relations with the Victorian

battle paintings that have survived over time in ways that are true to each individual.

My intention to prioritise the immediate and effectual operations of battle paintings could

be taken as ethically irresponsib | e, especially regarding the conc
identity as the foremost equation in every art experience, which is a distinctive  trait of the

radical art history. Then it is incumbent on me to make a remark on what | provisionally

call identity art history, in order to defend myself from the possible accusation of neglect

of ethical responsibility as an art historian. In  Perspective as Symbolic Form, Erwin Panofsky

asserts that, compared to antique perspectives with multiple vantage points, Rena issance

perspective with a single vantage point iiss ran e
a systemisation of the external world iRMlnaccor da
the radical art hi story, theipor ¢ wi-praldifetnitc sdRe nit -

57 Erwin Panofsky, Perspective as Symbolic Form (Zone Books: New York, 1997), 67-68.
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comparable to the symbolic effect of the single subjective point of view in the Renaissance
perspective as in Panof sky S sorianwplwishesato maaifest T o
his or her identity through writing about  art, the existing story of art must bere -modulated
according to the evaluative system consistent with the political interest and standpoint of

the individual. >°® Indeed, identity art hi story is viable as a postmodern practice to deny a

single objectivereal i ty exi sting outside of oneSs subjecti

be noted that the mani festation of oneSs identi:

the world in an auton omous sense, but a social action which assumes its primary recipients,

which means the punctation of identity, as a single vantage point to which the image of

the world is modulated, is made to serve a targeted group of people on the privileged

spot, as in the case of Renaissance perspective. The problem is that the critical image of

art history made to serve identity politics might not make sense to the recipients who feel
themselves standing further from the i nktended
elucidate the flow of agency, rather than to edify a rigid princip  le of art, offers fewer
distortions to the sceptic viewer who is reluctant to fixate his or her identity in terms of

existing slots of factional identities such as Marxist, Feminist, an d ethnic or sexual majority

or minority.

My scepticism over afixedid ent i ty woul d be readily refuted

political, sexual, class and ethnic identity is already present as a social phenomenon without

58 About the significance of identity and identity  -politics in the radical art hist ory, see

Harris, The New Art History , 262-264.
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the need of any intentional ma ni f est ati on. For instance, Gel I S
meaning essential to art would automatically identify him as a conservative, as it opposes

the radical factions who prioritise symbolic and political meanings in discussing art. My

silence over the political implications of Victorian battle painting, which would be

particularly unsatisfactory to many people from former British colonies, would also locate

me opposite to the postcolonial critics. However

pinned down by the others is objectionable, for it does not only ignore on eSs consciousne
regarding his or her identity but al so privile

historian is expected to agree with feminist art history; a gay art historian is expected to

deal with queer theory; and an ethnic minority should  endorse postcolonialism. In case of

a South Korean art historian who chose to research Victorian battle paintings, he is

expected to be a vocal critic of the imperialistic aspect of his sub  ject since the Japanese

occupation of Korea (1910 -1945), whose psycholo gical impacts are still graven into many

Koreans, was partially an outcome of the Anglo -Japanese Alliance (1902-1923) which was

initially formed against Imperial Russia. Nevertheless, t he hereditary designation of identity,

which appears to be a mere exten sion of nationalism, will be best repudiated by the

romantic notion of identity expounded by the nineteenth  -century thinkers such as Ralph

Waldo Emerson and Friedrich Nietzsche that adv ocates the renewable form of identity.

Emer son, i n e s seayoung Amescans to yrangtend thair parochial identity

as nationals of a culturally premature country compared to European nations by active

277



reading of the histories of renowned civil isations in human history. %° The constant
overcoming of odietSison ntbyrmurctomri ng his rsecond 1
task pronounced in Nietzsc 8Slerseemed ® sharasuéhal i st ph
nineteenth -century concept of fluid i dentity based on achievements when she constantly

used T heR aswhéentslee made lygnerat statements about artists or painters,

which might reflect her relish on her hard -won status as a professional artist whose skills

and fame exceled other male a rtists of a masculine subject, rather than lamenting on her

minority stat us in the male -centred Victorianartworld. | n Gel | Ss ant hropol og)
guestion of identity could be answémhasedobap it s de
agentive qu ality in each contingent social situation, resulting in action rather, tha  niits static

and categorical definitions. The romantic conce
but active qualities is in line with the traditional Eastern Asian practice of gi ~ ving one

mul tiple Fart n a KoeeanS /0)( aGehriing eoshés :achievement in specific

fields of art, and certainly personal relations, and its application would be more workable

than the solid and fixed identities that are regarded as exhibitoni sti ¢ rfantasies

Zygmunt Bauman for t hei r i nadeguacy in the rliiqui dR en

%9 Ralph Waldo Emerson, The Essential Writings of Ralph Waldo Emerson , ed. Brooks
Atkinson (New York: The Modern Library , 2000), 115.

60 Nietzsche, Untimely Mediitations , 76.
61 See Butler, An Autobiography , 16; 47; 52.
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society®® Seeing identity as a series of oneSs cont.i
dynamics of ButlerSs behavi our sonsilustrhtediingigsar ds t o
thesis, that are not always seen as politically correct, would be the indication of her free

Victorian spirit, not ethical haphazardness.

The adopti on odentr@eittheSrg hasbeenidamonstrated in this thesis for
studying Victorian battle paintings only, but its prospect in wider Victorian art studies is
expected to be positive, though in a complementary sense, not in a revolutionary sense.
Since Marcia Pointon stressed the significance of reception history, the deta iled
examination of the social relations immediate to artworks has been not uncommon in
Victorian art studies, to which the particular period offers ample materials, such as letters,
memoirs, magazine and newspaper articles, and sketches, that are necessar y for such a
scheme. However, it seems that the social relations among persons in terms of art  -like
situations are less explored in the domain of the Victorian art study compared to the
societal relations among sentient human beings such as in respect to f  riendship, politics,

commercial dealings, and professional collaborations. In this sense, the approach

2 Admittedly, BaumanSs criticism over fixed iden
pessimism about the possibility of having an authentic individuality ina hy  per consumer

society, while he sees the origin of solid identities in modern timescomef r om rt he
romantic concept of the self, R which presumes tFh
world. While | agree with Bauman on the futility of the self  -designation of identities, | am

more optimistic with the prospect of the fluid identity based on acti on, which results

from a solely different understanding of the r on

See Zygmunt Bauman, Liquid Modernity (Cambridge: Polity Press, 2000), 83-88.
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demonstrated in EIl i zab et hThéPMWodetnityof Aodiem Scilpturee c e n't W«
(2012) and Modern Painters, Old Masters ( 2017) verges on Gell Ss focuc
personal relations among agents and patients. In discussing the reception history of

ancient sculpture in the nineteenth and twentieth centuries, Prettejohn pays attention to

the rchanceR el enteewithspécific attefaets, ehititiomore consequential

thanthe gener al rchain of reception, R whose entiret

history, in viewing modern artworks alluding to the influence of ancient Greek sculptures. 63

Toshedlightonthe compl exity of the allusion totwokse i nfl u
shown in Victorian artworks, that are part rcomb
the relations in the vicinity of ancient paintings in modern Britain, although she does not

believe that the objective reconstruction of actual relations i s unfeasible.>®* There is no

direct reference to Gell in PrettejohnSs wor ks,
encounter could be translated into i mmediate r el
passive responses to the ancient works can be rephr asedwithGellSs concept of agen
patients. Indeed, these resemblances are more likely to have been made by chance owing

to the Victorian art study and Gell Ss anthropol

563 Elizabeth Prettejohn, 7he Modernity of Ancient Sculpture.: Greek Sculp ture and

Modern Art from Winckelmann to Picasso (London, I.B Tauris, 2012), 36.

64 Elizabeth Prettejohn, Modern Painters, Old Masters. The Art of Imitation from The
Pre-Raphaelites to the First World War (New Haven; London: Yale University Press, 2017),
12-15.
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history, but they are still positive sign sthatnowis t he ti me for Gell Ss apy

instrumentalised for the Victorian art study.

With regard to the study of military art history, associated with the study of military history,

rather than of art history, my approach to battle paintings could offer us eful implements

in utilising the extensive knowledge of military history on which the field of study found.

Although military art historians usually work as part of collective projects, concerning the

social history of the army, and whose main concern is t o speculate on the significance of

specific wars and military incidents in a wider context, the abundant literal and artefactual

materials they profess would provide a fertile ground for the focused study of individual
artworks, if they were toconsiderGel | Ss concept of agency in their
the method of assessing the agency of eye -witness accounts demonstrated in this thesis

will be performed more proficiently by military art historians. For instance, the necessary

doubt over the myt h of eye -witnessing is already present with the conflicting hope of
elucidating the sources of the reportaueanpi ct ur
The Reconquest Reappraised (1998) and The Boer War: Direction, Experience and Image

(2000). Harrington is highly sceptical of the veracity of pictorial accounts of battles, as he
views the close-up battle scenes made by the dethearti st s

endeavours to specify the routes through which the first observations oft ~ he battle sce nes

65 John Gooch, ed, 7he Boer War: Direction, Experience and Image (London: Routledge,

2014), 229.
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are carried through to the final publications of images.  ®%¢ This conflict between doubt and

thin hope in the explanation of the process of making war images can be negotiated when

Gell Ss flexible notion of aogngtodeth armvith my atentioa n t

to the agentive role of working conditions.

social relations concerning specific artworks would help to elevate the status of individual
paintings and sketches in army museums a ssociated with military historians, for it regards
the art objects as prerequisite materials for the association of social factors, not as

subsidiaries to military history at large.

As my research of Victorian battle painting has been undertaken as part o f Victorian art
study, not military art study, and my residence has been moved from Great Britain to South
Korea where the direct observation of the artefacts of the genre is impossible, my future
projects will not be limited to this particular subject. Ye t Ge | hrddalogyeohart appears
to be still useful in studying Victorian art in Seoul when his vigilance towards the meaning

of art enables one to be critical towards the relations between texts and artworks. To the
structuralists, the meaning of text s is often a ssumed to be permeated, like the air, in the
society the artworks belong to; hence the deciphering of the imprints of general intellectual

and emotional climates in artworks is possible. However, when texts are regarded as
persons indexing specific actions, according to Gell Ss defi

associable with Victorian artworks that are more accessible in South Korea than the actual

566 Edward M. Spires, ed, Sudan. The Reconquest Reappraised (London: Frank Cass,

1998), 98-99.
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artworks, could be handled as more vibrant materials than before, when their agentive

roles to the artworks are elucidated.

As far as the reception of Victorian art history in South Korea is concerned, the use of

Gell Ss method for the subj ect -hiswrical regearchésdyl t o be
prioritising the essential relations about the  artworks against the ever -growing contextual

and interpretive meanings. In South Korea, the introduction of general social context is

the basic approach to Western artworks, due to t
general history of Western Eu rope. Yet th e general outline of Victorian art history in the

country is even more unsubstantial because of the dominance of the Francocentric version

of nineteenth -century art history which is the product of the popularity of Modernist art

in the last cen tury: presently, there are only two introductory books onthe Pre  -Raphaelites,

Ti m Bar rReadipe thé Sre-Raphaelites ( 201 2) and Ti moe P Hi |t o]
Raphaelites (1985), that are translated into Korean. Naturally the in -depth study of the

subject is not possi ble from the translated materials alone: none of the biographies of the

Victorian artists written before World War 1l have been translated into Korean, and the

works concerning Victorian art criticism, such as those of John Ruskin and Walter Pa ter,

are partially translated without any institutional supports. Contrary to the premature stage

of Victorian art history in the country in terms of formal publication, Victorian artworks

have advanced to make social relations with modern Koreans. For con temporary ar tists,

such as Bae Joonsung (b.1967) and Lee Jeongwoong (b.1982), who freely adapt and exploit

the art of Alama -Tadema, the contextual knowledge of the society to which the Victorian
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artist belonged has not much importance for their trade. %6 The names of D ante Gabriel

Rossetti, Millais and Waterhouse are no longer shrouded in mystery to many Koreans, who

are increasingly acquainted with Victorian artworks through diverse ways, such as visiting

internet websites and blogs, or international travell ing. This steady growth of the South

Korean publicSs reception of Vi chismncal sunveysaft cer t :
Victorian art history in Korean. Gel | $istorieaht hr opo
task, as it provides a con venient too | to select and map out the skeletal relations

consequential to art objects, that are foundational materials for the art historian before he

makes any kind of interpretations. The way in which the thesis highlighted the operative

aspect of Victo rian art in its immediate relations, in particular, is expected to be a useful

example for Korean art historians of Victorian art who wish to challenge the interpretive

writings on their subject by the Korean authors with intellectual backgrounds from

philosophy and social history who are prone to associate varied contextual meanings with

Victorian artworks without taking into account the  social factors more genuine tothe actual

objects.

%67 Elizabeth Prettejohn and Peter Trippi, ed., Lawrence Alma- Tadema: At Home in

Antiguity (London: Prestel, 2017), 171.
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